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Abstract Lunwenfu 论文赋 (discussing literature in the style of fu) of successive 
dynasties is not only a prominent phenomenon in the history of fu 赋, but also an 
important aspect of ancient literature and art. The rise of lunwenfu connects with 
the development of the literary form, while the production of this style goes 
together with the appearance of the fu exam in the imperial examination system 
(keju kaofu zhidu 科举考赋制度). From the writing theory of lunwenfu, it can be 
found that the purport of which is that shi 诗 and fu have the same origin while 
wen 文 is used to give expression to the dao 道. As far as writing skills are 
concerned, the elaboration and description of literary theory coming from 
lunwenfu connect with the depiction, the space structure and the zeitgeist 
particular to the art of fu. The authors chiefly write pianfu 骈赋 and lüfu 律赋 
which enhance a reader’s sense of aesthetic appreciation.
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摘要 以文学创作形式探讨文学理论及批评，为中国古代文论史上一突出现

象，创作类型如论诗诗、论词词、论曲曲、论赋赋等，给读者以文学鉴赏和理论

批评的双重阅读感受与审美价值。在诸多创作类型中，论诗诗因创作数量最多及

诗歌创作在文学史上的特殊意义，所以受学界关注较多，而如论赋赋则虽或提

及，却鲜有专论。以论赋赋为主体，扩大视域，对历代“论文赋”的创生、发展

及批评内涵试作探寻，希望对以赋体表述文学批评观念的特色有所建言。
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1 Introduction

Probing into literary theory and literary criticism by producing works of literature 
was prominent in the history of ancient literary theory, such as lunshi shi 论诗诗 
(discussing poetry in the style of poetry), lunci ci 论词词 (discussing ci in the 
style of ci), lunqu qu 论曲曲 (discussing qu in the style of qu), lunfu fu and so on, 
which offer dual reading experiences and aesthetic value. Among them, lunshi 
shi catches the attention of academic circles because of its quantity and special 
significance in literary history. This article intends to take lunfu fu as its main 
focus and enlarge the scope to include the origins and development of it over the 
past successive dynasties. This paper hopes to describe the distinctive features of 
fu in order to illustrate important literary concepts.

2 Theory of the literary form and lunwenfu

Chen Yuanlong followed the imperial edict to compile Lidai fuhui 历代赋汇

(Anthology of fu in Successive Dynasties) in the early Qing Dynasty (Qing Chao 
清朝 CE 1644–1911), in all the 74 pieces of fu of this literary category, six pieces 
of lunwen fu describing literary creation and theory were included, i.e. Lu Ji’s 
Wen fu 文赋, Bai Juyi’s Fu fu 赋赋, Li Yi’s Shi you liu yi fu 诗有六义赋, Wang 
Qi’s “Zhi di jin sheng fu” 掷地金声赋, Yuan Huang’s Shi fu 诗赋, Wang Wei’s 
Yong fu 咏赋. Besides fuhui, there are some lunwenfu scattered in the authors’ 
collected works, such as Liu Ban’s Diao chong xiao ji zhuang fu bu wei fu 雕虫

小技壮夫不为赋 of the Song Dynasty (Song Chao 宋朝 CE 960–1279), Yang 
Shen’s Fu fu 赋赋 of the Ming Dynasty (Ming Chao 明朝 CE 1368–1644), all 
were important lunfu fu. Until the Qing Dynasty, authors of fu liked to elaborate 
the former literary quotation. In addition, as imperial examination required to 
assign topics of fu, there were a lot of lunwenfu in which Ni lu ji wen fu 拟陆机

文赋, Wen xuan lou fu 文选楼赋, Wen yi zai dao fu 文以载道赋, Jiu ge fu 九歌赋, 
Tai shi Chen Shi guan min feng fu 太师陈诗观民风赋, Si Kongtu zhuan nian si shi 
pin fu 司空图撰廿四诗品赋, Fu fu 赋赋 are the representative works. Meanwhile, 
authors summed up the thoughts of their forefathers, and created plenty of works, 
such as Liuyi fu juyi fu 六义赋居一赋 and Wenxin diaolong fu 文心雕龙赋.

As far as the history of fu is concerned, Lu Ji’s Wenfu was the first piece of 
lunwenfu, but Liu Xie’s Quanfu 诠赋 (An explanation of fu) in Wenxin diaolong 
文心雕龙 was regarded as the first work of lunfu. Chen Qubing believes that both 
“discuss literature in the style of fu “in his Cifuxue gangyao 辞赋学纲要 (Essentials 
of the Learning of Ci Fu). If the reasons that lunwenfu emerged in the Wei and Jin 
Dynasties (Wei and Jin Chao 魏晋朝 CE 220–420) are considered, there are two 
important things to consider. One is the disintegration of all-inclusive dafu 大赋 



Rise and development of Lunwenfu in successive dynasties 503

in the Han Dynasty (Han Chao 汉朝 206 BCE–CE 220) and the emergence of fu 
with special subjects in the Wei and the Jin. Between dafu and special subjects of 
fu, there is lunwen fu which is a phenomenon in the development of fu history. 
The other is the rise of discussing the literary form along with scholars of the Wei 
and the Jin summing up the creative works of literature in the pre-Qin (Xian Qin 
先秦 the period before 221 BCE) and Han periods (especially cifu), hence 
bringing about the emergence of lunwenfu. If it is seen from the angle of 
discussing the literary form, in the range of fu, there are many explanations to the 
creation of fu after Ban Gu said that “fu has its origin in ancient songs.” In the Jin 
Dynasty (Jin Chao 晋朝 CE 265–420), Huang Fumi prefaced Zuo Si’s Sandu fu 
三都赋 with an introduction in which he said that “fu is produced because of 
objects, which narrates in detail as well as experiences and observes reasons until 
others could not add. Extending to write in an excellent style; mostly by using 
analogies which the diction even more magnificent.” This is the pure discussion 
of the literary form. That proves that the wenfu of Lu Ji includes several aspects 
of literary creation, such as origin, production, language, significance, literary 
form and style. However, it illustrates that discussing the literary form is still the 
most important feature. Before Lu Ji and Cao Pi’s Dianlun lunwen 典论论文, 
dissertations already had “four subjects and eight styles” 四科八体, that is, zouyi 
奏议 (submitting a written statement to the Emperor) should be elegant and 
shulun 书论 (discussed in the epistolary style) should be fair and reasonable, 
minglei 铭诔 (inscription) should accord with facts and shifu 诗赋 should be 
magnificent. However, Lu Ji initiated “ten styles” in Wenfu and accurately 
described the following:

Shi, as the cause of feeling, is gorgeous. Fu experiences and observes objects 
and it is sonorous. Bei (an inscription on a tablet) can be seen by its literary 
grace. Lei has lingering sentiments and is miserable. Ming is rich in content but 
the diction is brief and full of tender feelings. Zhen plays with rhythm and is 
clear and bright. Song is leisure and carefree to elaborate. Lun is meticulous 
and it is simple and smooth. Zou is gentle and leisure. Shu is splendid and 
charming.

These figurative descriptions in the style of fu have laid a foundation for the 
research of ancient literary form. After that, Liu Xie’s Wenxin diaolong including 
20 articles from Ming shi 明诗 to Shu ji 书记 added styles and interpretation on 
the basis of Wenfu. For example, Quanfu 诠赋 analyzes and discusses the origin, 
dissemination and development, writers and real intention taking the form of 
pianfu. In the Qing Dynasty, Li Zhizhong especially appreciated the theory of the 
literary form of Liu Xie in his Wenxin Diaolong fu. He said,
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If the meaning of shi is clear, it would be simple, unadorned and refined. If 
the style of sao is distinguished, it would be fragrant and orderly. Fu annotates 
shi’s origin. Yue observes separation. Song and zan can be traced back to 
wizards and mozi. Zhumeng can be dated back to sacrificial rites. Its style can 
be established in historical records and private works, while its meaning can be 
popularized in the ming and zhen. Aidiao leibei (funeral orations) should be 
used to enhance grief. Zhaoce lunshuo (imperial edicts and academic thesis) 
should be serious and elegant and correspond with reality. The style of xiyi 
(official call and denunciations) is like bleak wind and frost. The style of 
fengshan is like “the arrival of a God”. The style of biao and qi (memorials 
to the throne and letters) is written in a cautious way. The style of yishu 
(argumentation) is carefully suited to specific occasions. If all the styles are 
gathered, they are like the zigzag ridges of Heng Mountain. If they are 
separated, they are like the deep doors of the Jianzhang Palace. The literary 
form can promote century-old civilization even if it is not widely dispersed. If 
the literary form is discussed, it would be the only one of its kind and be the 
main purpose of study.

Manifesting the literary substance by means of the literary form is not only the 
purpose of Liu Xie’s writing, but also the intention of Li Zhizhong’s learning 
from predecessors. It can be said that from Quanfu and Wenfu, the emergence of 
lunwen fu connects with the maturity of ancient theory of the literary form and 
the continuance of the lunwen fu produced in later periods is also in progress 
revolving around this theory.

From the production of fu to the development of the ancient theory of the 
literary form, to the rise of lüfu in the Tang Dynasty (Tang Chao 唐朝 CE 618–
907) and the Song Dynasty, and the emergence of trend of thought back to the 
ancient times in “worshiping sao and han” 祖骚宗汉 after the later Song, the 
argument about gufu and lüfu in critical circles caused the debate of fu style. 
Since Bai Juyi in the Tang Dynasty created fu to establish lüfu, production of 
lunfu has been related to this debate, but the purpose of the debate is to worship 
the style. The criticizers of fu in the Qing still criticized that “lüfu, tied down by 
the meter, only lays stress on the couplet”, but they are fair critics to the 
predecessors of lüfu, such as Zhao Mengfu and Xu Shizeng. The former believed 
that “writers of fu make it fragmented and thought that joining extraordinary 
words and expressions together is terrific” in his preface of Diyi shanren wenji 
第一山人文集 (Literary Collections of Di Yi Shan Ren).The latter criticized that 
“lüfu seeks the harmony of meter and the ingeniousness of couplet, but ignores 
the feeling and diction.” The detractors of Fu in the Qing era harmonized gufu 
with lüfu in theory. For example, Wang Xiuyu followed “the ancient meaning” 
when he compiled Lichao fukai 历朝赋楷 under the reign of Emperor Kang Xi 
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(Kangxi Huangdi 康熙皇帝 CE 1654–1722). Lu said that “the term ‘gufu’ emerged 
in the Tang and it is different from lüfu. The difference between gufu and lüfu is 
just like that between shiwen and guwen. The former is the eight-legged essay, 
while the latter is biography and cifu. If the difference is discussed in view of the 
contemporary era, lüfu is also equal to guwen and there is no gufu” as the guidance 
to the use of the book, lichao fukai, which mediates between gufu and lüfu. It is 
because of the harmony that the production of lunfufu in the Qing, such as fufu, 
liuyi, fuyi and yifu, developed from a distinctive style to a worship-oriented style, 
which not only highly praised the sao fu and han fu, but also established the 
name and the style of lüfu after the Tang and the Song.

From the criticism against the literary form to the study of lunwenfu through 
the ages, there have been three kinds of lunwenfu, i.e. literary theory, poetic 
theory and fu’s theory. In detail, fu related to literary theory can be divided into 
two different types: one being the criticism to the origin, style and art of 
composition, such as Wenfu, Quanfu, Nilu ji wen fu and so on. The other is the 
criticism against assigning topics of literary theory and creation, such as Wenyi 
zaidao fu and Wenxin diaolong fu. Fu associated with poetic theory and the theory 
of fu can be divided into two kinds too: one is the independent style, such as shifu 
discussing poetry and fufu discussing fu. The other is the criticism against shifu in 
the same style, such as Shi you liuyi fu, i.e. Liuyi fu juyi fu, in an extensive range 
for discussion, shifu in the same style or fu originating from shi should be the 
central topic for the discussion of lunwenfu, which go hand in hand with the 
requirement of the fu-test in imperial examination and the rise of lunfufu.

3 Lunwenfu about fu-test in imperial examinations

Imperial examinations began in the Tang Dynasty, continued in the Song, 
declined in the Yuan and the Ming and were revived in the Qing. It was a 
cultural system that acted as a support and restriction to the writing and criticism 
of cifu for hundreds of years. In the Qing Dynasty, Tang Jiatang had a brief 
description in his “Lüfu heng cai · dao yan”. In the Tang Dynasty, when a Jinshi 
was selected, the exam should first be a Jing and Er Ya. Only the candidates who 
could pass it were allowed to take the next part, zawen. Then there came ce. 
Zawen contains a shi, a fu, lun or zan and some other literary genres.” “After the 
13th year of Tianbao, one part of the zhike’s test was shifu. All the fu had strict 
rules on meter-and-rhyme, most of which should have eight parts while others 
had three to seven. From the Five Dynasties (Wu Dai 五代 CE 907–960) to the 
Song Dynasty, this form was carried on. Although the Jin state originated from 
northern China, it followed this system of officer selection. When it came to the 
Yuan Dynasty (Yuan Chao 元朝 CE 1206–1368), shifu was replaced by gufu. As 
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a result, lvfu began to go downhill, and would not be significant until the Ming 
Dynasty. In the Qing Dynasty, the government actively promoted gufu studies, so 
writers and outstanding works appeared in countless numbers, most of whom 
were even better than those of the Tang Dynasty and the Song Dynasty. Thus, 
lvfu reached its zenith.” According to this, we can learn that in the Tang Dynasty 
and the Song Dynasty, the entrance examination of the Department of Rites and 
Department of Official Personal Affairs had lvfu test. In the Yuan Dynasty, the 
fu exam was abolished at first and replaced by the gufu exam for the Han and 
Nan ethnicity; in the Ming Dynasty zhiyi arrived, whereas Fu declined. The 
imperial examinations in the Qing Dynasty were divided into “tiekuo for Jinshi” 
帖括试士 and “shifu for hanlin” 诗赋课翰林. Moreover, in the 18th year of 
Emperor Kangxi, “Bo Xue Hong Ru”, which included one shi and one fu, was 
added. These led to the situation that “the prosperity of the fu test was even 
greater than those in the Tang Dynasty”. Specifically speaking, different systems 
of Fu examinations in every dynasty had different varieties and conflicts among 
themselves. For example, in the formation of the shifu test in the Tang Dynasty, 
there were long-term arguments on whether to test shifu or not and which one 
was more important among shifu, jingyi and celun. In the Song Dynasty, there 
were more complicated changes in the system, which experienced Tang’s shifu 
test in the early years of Xining under the reign of Emperor Shenzong (Song 
Shenzong 宋神宗 CE 1068–1085), abolishing the shifu test in middle Xining, 
separated the establishment of the jingyi test and shifu test in the years of Yuanyou 
under the reign of Emperor Zhezong (Song Zhezong 宋哲宗 CE 1076–1100), 
abolishing the shifu test in the years of Shaosheng and the establishment of fu 
examinations in the Southern Song Dynasty once more. During these changes, 
concerning fu styles, the debate was between lvfu and gufu; concerning literature, 
it was function versus form. From this system, it was the shisu test and jingyi test. 
It was in these conflicts and reconciliation that the Fu writers began to pay more 
and more attention to the “functionality” problem of fu. The birth of lunwenfu 
finally showed this phenomenon.

Strictly speaking, “Fufu” of Bai Juyi is the first fu to deal with fu, which was 
designed to support the lvfu test in the imperial examinations. In this article, the 
author inherited Ban Gu’s viewpoint that “fu originated from gushi”, which was 
referred to in his “Liangdu fu xu”, defined the significance and value of the fu in 
the imperial examination.

The government feared that literature would decline and the Song Dynasty 
would die off. To avoid this, it began to select more and more shi, as well as 
have the authorities take measures to make feng and ya develop with proper 
changes. The new literary style named fu came from several styles but it was 
not competing with shi, sishi and liuyi.
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The dictions are intricate and colorful, sweet-sounding and rhymed, and the 
articles are gorgeous rather than extravagant. It is sweet rather than decadent, 
and is in accordance with observation. When the inspiration comes, you will 
manage to write without climbing high. The standard ones are concise but 
careful about details, and can be compared with Ban Gu’s “Liangjing fu”, while 
the imaginative ones are well-decorated in diction and with special organization. 
They are as excellent as Zuo Si’s “Sandu fu xu”. That is so-called to set the 
viewpoint firstly, and to develop it to the maximum, in order to make it as 
bright as colored silk, as loud as the ringing of bells and drums. Then the 
articles are aesthetically pleasing just like fufu and reads beautifully like 
shaowu.

This description not only assured the fine function of the fu test, but also gave 
praise to the “Li Ze standard” and the beauty of the meter-and-rhyme. When we 
analyze the criticism in Bai’s “Fufu”, it should be divided into two sides:

The first one is from the history of fu. Bai inherited the ideology about fu in the 
Han Dynasty and the Jin Dynasty, and concerned himself with the problem with 
function-priority or literary-grace-priority in writing fu. Looking back on the 
comments about fu in the Han and Jin Dynasties, we can find out that function-
priority takes the largest part. Taking Han’s as an example, the appreciators 
believed that fu was “once interrupted and then revived, which can always 
publicize the exploitation of the dominator” (“Liangdu fu xu”), while the 
opponents argued that fu “was so flowery in words that it only managed to 
persuade one style in a hundred” (quoting Yang Xiong’s words in “Han shu · Sima 
Xiangru Zhuan”). In the Wei, Jin and the Northern and Southern Dynasties, there 
were many comments on fu, but they agreed with function-priority and disliked 
Han fu. The representative exposition was in Zhi Yu’s “Wen zhang liu bie lun”, 
pointing out “four faults”of Han fu: exaggerated description, pompous diction, 
overstatement in logic and extravagant adjectives. There were no neutral thoughts 
of Han fu until Liu Xie’s “Quan fu”. He said, “Fu explains objects and logic with 
literary grace, pace and aspirations on articles”, “with beautiful words and 
graceful meanings, and combines content and form perfectly.” Before the writing 
of Bai’s “Fufu”, the scholars of the early Tang had strict criticism on Fu. For 
example, Wang Bo said that “Qu Yuan and Song Yu set bad examples about the 
flirtatious style first, while Mei Sheng, Sima Xiangru and Zhang Heng went after 
them.” In “Shang li bu pei shi lang qi”, Linhu Defen considered Yu’s fu as 
“resplendent in style, rarely used, beauteous and flirtatious in diction” in “Zhou 
shu · wang bao yu xin zhuan lun”. We can see that, Liu Xie’s “Quan fu” had a 
neutral viewpoint and was trying to make a balance between function and literary 
grace about Han fu, while Bai’s “Fufu” made a positive appraisal on lüfu, 
requiring great attention to rhyme, tone and literary grace.
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The second one is from the argumentation that whether to test fu in the imperial 
examinations or not in the reality of his time, which was the underlying motive 
for writing “fu”. Hu Zhengheng of the Ming Dynasty said in Chapter 27 of his 
“Tang yin gui qian” that “shi selective examinations of Tang first valued ce and 
jing, followed by shifu. After the middle of the Tang Dynasty, most shi attended 
to meter and rhyme”. In the Qing Dynasty, Li Diaoyuan had a “Fuhua” claimed 
in Chapter 1 that, “when shifu was not tested, almost no one was specialized in 
lvfu. During the years of Dali and Zhenyuan, it became more and more popular. 
In the eighth year of Dahe, zawen only contained shifu in the test. This resulted in 
the appearance of experts and famous writers in this field on a large scale.” All 
those above were due to the settling of the fu test system in the middle of the 
Tang Dynasty. From then on, more and more types of lv were invented, and 
fu became very popular among writers as well as in society. Meanwhile, the 
discussion about fu turned to the fu test system and the writing of lüfu. For 
instance, Zhao Kuang criticized in his “Xuan ju yi” in the years of Kaiyuan, “At 
that time, Jinshi was regarded as the noble. Officials in charge of selecting Jinshi 
made judgments via the candidates’ shifu writing. Flowery ones were always 
preferred. This style of writing did not make any sense in reality. It was harmful 
to normal study. Moreover, it gave the learners frivolousness instead of virtues.” 
After that, Liu Yi’s Xuan ju lun, Yang Guan’s Tiao zou xuan ju shu, Shen Jiji’s 
Ci ke lun and so on, standing by the side of political education, spoke highly of 
jing and ce, while thinking ill of shi and fu. Different from that, writers of the 
mid-Tang such as Hau Yu and Liu Zongyuan did not resent the fu test in the 
imperial examinations at all, but even considered this as a “selection of talents 
from the younger generation seeking official power” (Xin tang shu · Han Yu 
zhuan”). Therefore, although they were very discontented with these “disgraceful 
dictions”, they did not object to the limitation of the tone, rhyme and duality in 
fu. Instead, they paid attention to search and proof of the origin of fu, which 
established the ideology of fu, i.e. sao and han was ancient literature. Turning 
back to Bai’s Fufu which was written in his own style, he brought lvfu test into 
the political education of Confucianism, “sishi and liuyi were kept in it”, while 
praising lvfu as “intricate and colorful, sweet-sounding and rhymed, as well as 
gorgeous rather than extravagant”. This responded to the ideological trend at that 
time in theory which objected to fu test and disdained lvfu. There is still one thing 
to notice that Bai Juyi and his mid-Tang lvti faction brought the lvfu test into shi 
education linked with guti faction’s praise of gufu sao han’s specialty on logic 
and theme, which then became the standard of the heirs.

In the Northern Song Dynasty (Beisong Chao 北宋 CE 960–1127), the argument 
about fu test system in the imperial court became heated, especially over the 
debate of shifu and jingyi. The early Song’s test system was the same as that of 
the Tang, which included shi and fu. That was because “the Emperor gave orders 
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that, from now on, Guangwen Academy and the departments of rites of local 
government should have lvfu test to select Jinshi which used each tune as rhyme” 
in the third year of Taiping Heavenly Kingdom (Taiping Tianguo 太平天国 CE 
1851–1864). With the fu examination system going on in the Northern Song 
Dynasty, the debate about jing and fu resurfaced. Ma Duanlin’s Wenxian tong kao 
had debated about that in Chapter 32 Xuan ju kao 5, “From the fourth year of 
Xining, cifu exam was cancelled while the jingyi test continued for another 15 
years. It was not until the first year of Yuanyou that the cifu test was reused 
together with jingyi. In the first year of Zhishao, cifu was cancelled again, and 
this situation lasted for 35 years. In the second year of Jianyan, cifu and jingyi ran 
in parallel again. To draw a conclusion, in the years of Xining and Shaosheng, fu 
went along without jing, while in the years of Yuanyou and Jianyan fu went on 
along with jing. However, no matter whether fu was in the test or not, jing always 
had priority. Wang Anshi suggested reforming the imperial examinations, saying 
that “only forbidding those articles that have strict limitation on tune and duality 
can lead to learners to focus on jing study.” (Qi gai ke tiao zhi”) Su Shi argued, 
“In order to get a useful person, you must know him first. In order to get to know 
one, you must observe him practically. In the wake of the Tang Dynasty, many 
persons became famous ministers because of shifu. Since they lived up to their 
people, why should we ban shifu?” (Yixue xiao ze ju zhuang) This opinion, based 
on fact-observation, is actually function-priority thought combining jingyi and 
shifu, which is reflected in the writing of Lunfu Fu of that time. Taking Liu Bin’s 
“Diao chong xiao ji zhuang fu bu wei fu” as an example:

Ancient Fu has succinct diction and clear themes, while that in modern times 
has insufficient proof that is overstated. Those articles look like the rich color 
of white along the canvas and green strokes draping down, as if there was 
music playing. The diction was gorgeous, and the sound was clear and 
rhythmic. Readers all believed that the writers had been to the area of Er Nan, 
taking over the mantle of the past generations. The smallest error would lead 
to the result of drawing the tiger. Misunderstanding in learning would cause 
over-study of the diction. Those who can write in a concise style without 
extravagant words and make their articles conform to feng, song and dianmo 
are able to be the emperor’s assistants.

Compared with Bai’s “Fufu”, Liu’s only repeated Yang Xiong’s thoughts, thus 
lacking innovation. To some extent, it did have realistic pertinence, for it joined 
jing and fu together and developed the definition of gushi. However, Liu’s fu 
preferred function to literary grace, which was close to the ideology of jingyi 
faction of the Song Dynasty, and was not as neutral as Bai’s works. With regard 
to the system, during the years of Yuanyou, Emperor Zhezhong of the Song 
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Dynasty, “Every test was abolished except jingyi and shifu which were separately 
set to select Jinshi.” (“Song shi · xuan ju zhi 1”) This was set to make shifu depend 
on jingyi. As for the writing, fu test system of the mid-Tang that set the topic of 
fu from jingyi, continued in the Song, which was a reflection of the integration 
of jing with fu during the evolution. After the fu test system declined in the Yuan 
and Ming Dynasties, the prosperity of Lunfu Fu in the Qing Dynasty suggested a 
main stream in theory that the integration of jing with fu depends on jing.

In the Qing Dynasty, the fu test system began in “Bo xue hong ci” in the 18th 
year of Emperor Kangxi, whose title is “Xuan ji yu heng”. The title of the first 
year under Emperor Qianlong (Qianlong Huangdi 乾隆皇帝 CE 1711–1779) was 
“Wu liu tian di zhi zhong he”, while the the ad hoc July of the following year was 
“Zhi ning cao”. In examinations of Hanlin Academy, there was an exam called 
the “Sanguan Exam” for Shuji Shi which had been offered in schools 
for three years. In the first year under Emperor Yongzheng (Yongzheng 
Huangdi 雍正皇帝 CE 1723–1735), this exam was made up of shi, fu, shiwen 
(contemporary prose) and lun. Under the reign of Emperor Qianlong, the academy 
tested one shi and one fu in both the general exam and the individual exams, and 
became the regular form. Affected by this, the local Tongsheng, Shengyuan and 
Xuezheng’s exams all had tests about lvfu or gufu. Shanzhang (headmasters) of 
local academies were mostly from Hanlin Academy. After Qianlong’s and 
Jiaqing’s reign, kesheng of the academies were tested on lvfu. Therefore, criticism 
against fu took function-priority thought as the thread and held respect for fu in 
the Qing Dynasty. The pioneer was Kangxi’s “Lidai fuhui xu”, which said “fu is 
one section of the liuyi, which contains feng, ya, song, xing, fu and bi. Fu, which 
is between xing and bi, states justification, explains the logic, describes objects 
and expresses emotions. Therefore, it is far more significant than shi for xing and 
bi. Because of this, xing and bi could not independently be a new kind of literary 
genre while fu could be like shi.” Thus, Emperor Kangxi ordered his official 
Chen Yuanlong, Shiduxueshi of Hanlin Academy, to compile the whole cultural 
structure of the dynasty. As a result, Kangxi’s praise of fu test since the Tang and 
the Song in his “Yuxu” that “fu is one section of the liuyi” and “is significant for 
shi” became the writing purpose of lunfu fu in the Qing Dynasty. A look at the 
beginning and conclusion of Li Zonghan’s “Fufu” is needed:

Many of those ministers in the past were able to write out good fu. It is 
because, when writing a fu, you should construct the composition, develop the 
viewpoint, make a balance between wen and zhi and write with suitable words. 
The article should not only be rhythmic when reading it, but also based on real 
emotion and well-arranged in words. It is misty and cloudy. Metal and jade are 
to be molded. It reverberates like a vertical bamboo flute, and is as sharp as 
spear, as violent as torrent and bright enough to clear away the mist. All these 
require specialties which the learners cannot afford.
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The emperor exerted himself to make the country prosperous that the cultural 
education was in a perfect situation. The selection of talented people was so 
fair and standard that those who were chosen were absolutely talented. What 
they wrote was neat, bright and outstanding, glorifying the prosperity without 
exaggeration. Those who wished to present their works to the emperor could 
get the chance by taking part in the tests along with other students. Those who 
were good at pianli were admired too. As a result, most people knew about 
meter and rhyme, and were competent enough to be memorialized in the Five-
Phoenix hall. There was then an atmosphere of learning all over the country, 
and almost everyone was trying to meet the emperor’s requests.

The first paragraph compares the function of fu to its different styles and certifies 
the function and art of diction in fu from the significance of its origin, while the 
second paragraph eulogizes the contemporary political education and the fu test 
system, and then expatiates the value of fu in extolling the prosperity and the 
emperor’s virtues. In the Qing Dynasty, there were several fu that shared the same 
title, i.e. “Liuyi fu juyi fu”. They took the old ideology of the Han and Jin 
Dynasties, as well as the emperor’s understanding of them, which served as the 
examples of Kangxi’s thought of fu. Let us look at a description in Chen Enze’s 
“Liuyi juyi fu”:

Fu serves to develop your theme and viewpoint in literary grace and expand 
proof. There is liuyi in poetry, two sections of which are tightly associated with 
fu. …Fu conforms to sishi and has beautiful artistic conception and touching 
emotions in it. A good fu should have both nice appearance and an inner sense, 
be well-written, be with comparison and stability and be developed to every 
side about its theme.

This description matches Kangxi’s thoughts about fu which is the same as Bai 
Juyi’s idea of merging lvfu into jingyi mentioned in his “Fufu”. This is the 
consensus of Lunfu Fu writing which is always about the fu test in the imperial 
examinations for hundreds of years.

4 Poetry and poetic exposition with the same headstream 
and writings conveying the truth

Although poetic exposition on literature came into being on the precondition of 
the independence of stylistics, people who study poetic expositions put their 
theoretical thoughts mainly into discussing the headstream of genre and the 
function of literature, and correspondingly concentrate on two points: poetry and 
poetic exposition with the same headstream and writings conveying the truth. 
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This reflects the traditional theory of literary criticism with the main body of 
Confucian views on literature and the dao.

The idea of poetry and poetic exposition with the same origin comes from the 
annotation that the poetic exposition was rooted in poetry in the Han Dynasty, 
namely, two kinds of records: “intonations on songs, called exposition, which 
allow one to reach and exhibit the position of Dafu (a senior official in feudal 
China)” in Hanshu yiwen zhi 汉书艺文志 and “the poetic exposition is a branch of 
ancient poetry” in Liangdu fu xu 两都赋序. These two views both emphasize the 
function of poetic exposition. It is Huang Fumi in the Jin Dynasty in his Sandu fu 
xu 三都赋序 that integrated them via “exposition”, with Maoshi xu 毛诗序 and 
elicits poetic exposition rooted in poetry as his theory about genre. He said, “The 
ancients called intonating, not singing, an exposition. The style of exposition is 
often in poems.” Zi Xia, a disciple of Confucius, said in the Preface of the Book 
of Songs, ‘The first is airs, while the second is exposition.’ Then we know that the 
exposition was a branch of ancient poetry.” Liu Xie, in Quanfu (Annotation of 
exposition) developed Huang Fumi’s viewpoint, and used the theory of six 
principles to establish an academic idea that poetry and poetic expositions had 
the same source. Afterwards poetic expositions on exposition all regard this idea 
as an aim, hence becoming a tradition through a long history of application. 
Separately speaking, someone used the genre of poetic exposition to discuss 
poetry for the sake of making clear the classic literary meaning of “poetry”. For 
example, in the Ming Dynasty, Yuan Huang in “Shifu” (poetic exposition on 
poetry) said,

“Being poetry, its affection can affect the Heaven and Earth; its changes can 
move the spirits and gods; its sounds can be performed by silk and bamboo; its 
spirit can transfer winter and spring. Poetry can grasp the poet’s conceptions 
and resonate its meaning: a poet’s mind roams for thousands of years and their 
essences embrace the world’s eight bounds. Rolling the fragrant intricacy of 
craft and gathering the omitted sprouts, a poet’s mind hovers cheerfully over 
the clouds, with his heart eagerly following the head of ancient peoples. He 
plans to omit the superficial things and simulate objects vividly, looking 
forward to grasping their souls and throwing away their bodies. The poet sings 
to get poems: he selects patterns to put into images by rhymes, describes his 
heart, sings new songs with a particular Qing (one musical instrument in 
ancient China), and removes defoliations from former forests. The plain words 
contain further meanings; the meanings gradually follow along the surface till 
they lay deeper.” 

The other one traces the source of poetic exposition to the poetry in order to show 
clearly its value of function. For example, Sun Zuan, a Qing era scholar, wrote 
Fu (poetic exposition of poetic exposition), and used “Denggao nengfu keyi wei 
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dafu (one who climbs and narrates can be called Dafu)” as his rhymes1, with 
which to make clear the truth and principles. He said,

“Thus, there are six principles in poems and exposition is one of them. The 
creation of exposition begins from ya (odes) and song (hymns), and continues 
Li Sao, Song Yu and Jing Chai used it to express their minds. Yang Xiong and 
Sima Xiangru built their reputations with it. Afterwards, there were Zuo Si and 
Pan Yue in the Jin Dynasty, Li Bai and Huang Tao in the Tang Dynasty. When 
describing the sprites of flowers and grass in exposition, there is light in the 
paper and Chinese ink. When painting the changes of wind and cloud, there is 
a smooth sheen from the tip of the writing brush. Just like introducing yu (a 
kind of dance) and shang (referring to the music), the writing is very sonorous. 
Just like elaborately engraving the gold, the writing sounds very interesting. 
Through practicing creating the exposition of characters, the writer can have a 
strong style of writing. Depending on the classics and histories, the writer can 
have great momentum.”

Another discussion on poetry and poetic exposition follows. They used the idea 
of “exposition is one of the six principles” to develop the diction and function of 
exposition. For instance, Liuyi fu juyi fu (The exposition room of six principles, 
first exposition)2, written by Pan Xien in the Qing Dynasty, supposed that Yan 
Hua and a visitor had a conversation:

The visitor paid a visit and inquired, “Generally speaking, once feelings 
come into being, the sounds will be sent out. Once minds are strong, the 
writings will be produced. There are short chapters with concise words, or 
there are long writings with plenty of words. Therefore, when ascending, it is 
precious to incite; when portraying objects, it is wonderful to be vivid. Then 
for the maturity of this genre, I hope to trace the source to know the origin and 
trace the journey in order to comprehensively understand its development.”

Yan Hua solemnly told him, “The white silk and white light would be 
colorful when dyed with purple and brown. The pristine wooden wheel without 
spokes would be beautified with gold and jade decorations. So poets select 
crafts, germane songs, imitate forms, make models, think slowly, and create a 
niche for the diverse and confused. For the random limits of depiction, poets 
fear the expatiation would not serve them the best. Just like the Gong and Yu 

1 Sun Zuan 孙缵: “Menghua fuchao 梦华赋抄 (Poetic expositions of Meng Hua)”. Menghua 
shicao 梦华诗草 (Poem collections of Meng Hua). Block-printed edition of the Qing Dynasty.
2 Lin Liangui 林联桂: Jianxinglu fuhua 见星庐赋话 (Remarks on exposition of Jianxing cottage). 
Vol. 8.
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should be hung, and the silk be woven. This is what exposition is to be 
imagined; do not we know the source of exposition? For that singing poems 
came from the initial stage of the Yellow Emperor, that ballads about custom 
circumfuse all countries. To display the rise and fall in politics, and show 
exhibition of royal virtue, the youche (a kind of vehicle for the ancient emperor) 
collected the reverences in every direction; Tai shi (an ancient official of noting 
history) grasped the duty of six poems. Distinguishing its genre will be different 
routes of airs, odes and hymns, differentiating its dictions will be borders of 
exposition, comparison and affective imagery…

This segment contains many problems of the exposition study. For instance, one 
is “singing poems come of the initial stage of Yellow Emperor, ballads about 
custom circumfuse all countries.” The author ran down the system of collecting 
poems in the pre-Qin, and indicated the exposition rooted in poetry and its 
political and educational functions. “Collecting folk customs in countryside was 
the previous practice of Xingren (an official in charge of going to court)”3 Affairs 
concerned were recorded in Hanshu shihuo zhi 汉书食货志 (History of the Han 
Dynasty · A Descriptive Account of Economy). It reads, “In spring, congregation 
will disperse, Xingren rocks wooden bells and perambulates on the road to collect 
poems. When he goes back to the court, he hands these poems over to Taishi, the 
chief of officials in charge of music. Taishi compares their temperaments and 
makes them heard by the emperor. “Although this viewpoint confused collecting 
poems written by officials of spring along with poems written by officials of 
autumn,4 experts of exposition in following years often emphasized this idea 
when tracing the source of political and educational functions. For example, in 
the Qing Dynasty, there were many “Taishi chenshi guan minfeng fu” (Exposition 
of Taishi displaying poems to let the emperor know folk customs of people), 
namely, specially eulogizing the system of collecting poems in the Zhou Dynasty 
and its political and educational functions. The second one is “when ascending it 
is precious to indite”, meaning the expositions with which Xingren exchanged 
for friendly ties in diplomacy, namely, “ascending and narrating” and “singing 
poems to stating minds.” This viewpoint is derived from Hanshu yiwen zhi. It 
means the action of singing poems to express minds when diplomatic envoys 
went to courts of other states recorded in the classics. And it manifests the 
intercommunicative function of exposition. The third one discusses “what 

3 In Lunwen zaji 论文杂记 (Notes on writings) written by Liu Shipei.
4 Xu Jie 许结: “Cong Xingren zhi guan kan fu zhi yuanqi ji waijiao wenhua neihan” 从“行人之

官”看赋之源起暨外交文化内涵 (Discussing the source of exposition and the cultural meanings 
of diplomacy based on Xingren). Nanjing shi fan daxue wenxue yuan xuebao 南京师范大学

文学院学报 (Transaction of Academy of Literature, Nanjing Normal University). 2003, Vol. 4.
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expositions to be”. This succeeds to two kinds of viewpoints and gives visually 
academic expression of the writing style and rhetoric feature of exposition, 
including “one longitude and one latitude, one gong and one Shang” coming out 
of the exposition by Sima Xiangru in answering Sheng Lan about how to incite 
poetic expositions in Xijing zaji 西京杂记 (Miscellaneous Accounts About Western 
Capital), and “like weaving to examine vermilion, painting to enjoy purple” in 
Liu Xie’s “Quanfu” (annotation of exposition). The fourth one comes down to 
the critical leitmotiv, namely, the special status and value of exposition as one of 
six principles established by the “genre” and the “phrase” of exposition.

The writing conveying the truth is one of the theoretic aims of literature 
exposition. First, it manifests the subjects and allows writers to sing praises for 
the “six classical arts (propriety, music, archery, riding, writing, arithmetic)” in 
Confucian classics. To verify the writings about exposition in every dynasty, we 
can find there are many themes about “six classical arts”. For example, two pieces 
of “Liuyi fu” 六艺赋 (exposition on the six classical arts) respectively written 
by Feng Xiyan of the Tang Dynasty and Tang Yuan of the Yuan Dynasty5 are 
well-known. In the Qing Dynasty, Emperor Qian Long personally wrote “Liu Yi 
Fu” which resulted in the writing of the same exposition by many imitators. 
However, their contents basically serve to elucidate the views of Confucian 
ethical codes and the thoughts of literary patterns and the dao. The exposition of 
Feng Xiyan was written in examination, so he emphasized the affections of “six 
classical arts to be models”, aiming at eulogies and admonishment. Emperor Qian 
Long wrote the exposition when he was a prince, which not only served to 
exercise his writing and the discussion of the dao, but also complied with cultural 
policies of advocating Confucianism. From such an exposition, we can find that 
he actually succeeded and developed the meaning of Feng Xiyan’s writing. For 
example, he first stated his feelings of studying arts, “Living in a tall house to 
inherit the ancients as well as amuse the feelings and minds in the tomb of the 
Classics. Then one was able to record the repository of argumentation, and to 
stop traveling and look at the imperial palace for inspiration. Six classical arts are 
so refined that experienced scholars are certainly closely familiar with them. As a 
young man, I did not know anything. Do I dare not to study the classical arts?” 
Afterwards, he discussed the functions of the “six classical arts”, “Besides, 
propriety follows affections to control things. Music is relaxing and can restore a 
person’s mood. Archery teaches accuracy. Riding must follow the gallop. Writing 
is valuable to studying the Six Classics. Arithmetic helps the student understand 

5 The exposition of Feng Xiyan can be found in Vol. 61 of Wenyuan yinghua 文苑英华 
(Illustrious books of literature) and in Lidai fu hui 历代赋汇 (Exposition collections of every 
dynasty). The exposition of Tang Yuan is recorded in Vol. 13 of Yunxuan ji 筠轩集 (Collected 
works of Yun xuan) written by himself.
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that an (a kind of practice of divination in ancient China) is endless.” Then he 
respectively discussed the meanings and criteria of the “six classical arts”. For 
instance, he analyzed “propriety” in such a conclusion, i.e. “there are three 
hundred proprieties and three thousand impressive and dignified manners which 
not only serve to appease the emperor and common people, but also to plan and 
administer Heaven and Earth. It must be sages to teach the truth, and it must be 
sages to guard the truth.” The discussion of literature and art originated from the 
idea of Literature and Daoism.

The relationship between Literature and Daoism is a central problem in Chinese 
classical literary academic criticism. However, the viewpoint of writings 
conveying the truth rose from the theory of the classical prose in the mid-Tang 
Dynasty. When it came to the Song Dynasty, Zhou Dunyi, a Confucian scholar, 
began to advocate it. The problem about writings for conveying the truth in the 
field of exposition was also popular after the Song Dynasty. For instance, under 
the familiar title of exposition for examination, there is “Wen zhe guan dao zhi 
qi” (literature is a case to be poured into the dao). In the Qing Dynasty, emulating 
the old system of the Song Dynasty, the examination of exposition often assigned 
topics according to the meanings of the classics. The Imperial Academy (a 
government office) frequently used “Writings for conveying the truth” as the title 
of exposition in examination. For example, Zhu Ying stated the thought of 
emphasizing literature and the dao in “Wen yi zaidao fu” 文以载道赋 (exposition 
on literature and the dao)6,

“Studying theories of literature in the Zhou Dynasty and getting to know the 
dao should be followed. The overly refined would surely be eliminated, and 
the embellishments also deserve to be cherished. The thing is supported by 
abundance, and the image is taken from unusual literary talents. Efforts should 
be made to keep innocence when exquisite life is praised. Not to rely on the 
effect of extravagance just to reach the original… Thus, we know, without 
literature, the dao will not display its essence, and without the dao, literature 
will just be like the branches and leaves which do not exist by themselves. 
Only with the dao, literature can have dependence readily via literature; the 
dao can go forward freely.”

In the dissertation of literature and the dao by creation of exposition, it deserves 
to notice “Yangong xia” 言公下 (Speaking public III) in Wenshi tongyi 文史通义 
(General interpretation of historiography) by Zhang Xuecheng. According to the 
records in “Zhang Shizhai [Xuecheng] xiansheng nianpu” 章实斋先生年谱 (The 

6 Sanshi ke tongguan fuchao 三十科同馆赋抄 (Collections of exposition about thirty subjects in 
Tongwen Bureau). Vol. 32.
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chronicle of Zhang Xuecheng’s life), “Yangong I” discusses that “the speech of 
ancient people is public for them who do not sing their praises of literary dictions 
appropriate to themselves.” “Yangong II” discusses that “with the morals of the 
time declining, the dao is not enough in competing with literary patterns; the 
truth is not suited for competing with reputation.” Yet “Yangong III” “extensively 
discusses the public of all kinds of genres with the form of exposition.” Therefore, 
“Yangong III” is simply a piece of “Yangong fu” (exposition of speaking public), 
as well as a piece of exposition on literature with enormous value of literary 
criticism which colligates the theory of genre and the view of literature and the 
dao. This article describes the meanings of “public” of various genres, e.g. “zhi 
gao 制诰 (an imperial order and mandate)”, “guan ju 馆局 (a bureau)”, “wen yi 
文移 (a style of old Chinese prose)”, “shu ji 书记 (a document or an account)”, 
“mu ji 募集 (soliciting)”, “yue fu 乐府 (a style of old Chinese poems)”, “dian 
cuan 点窜 (polishing)”, “ni wen 拟文 (drafting a writing)”, “jia she 假设 
(hypothesis)”, “zhi yi 制义 (standard form)”, etc. Zhang Xuecheng wished that 
writers could “know the purport of speaking public and acquire the soul of dao”. 
In this article, he talked about the public, sought meanings, judged the gain and 
loss of articles, originated his own opinion and gave his article the values in the 
history of exposition of the subject and history of literary criticism.

The creation of exposition on literature is different from many poems on poetry 
which often judges and appreciates authors and their writings. Its character 
represents quite important problems of literary criticism with magnificent and 
overall narrations. The academic criticism on poetry and poetic exposition with 
the same headstream and writings for conveying the truth is its outstanding 
representation. Yet in order to analyze the phenomena, we should investigate the 
creation and criticism of exposition on literature from the relationships between 
exposition and literary criticism.

5 Art of fu style and literary-criticism

In the field of using the form of production for reviewing literature, the poem’s 
style is the most important. Why? The reason is that the criticism of Chinese 
classical literature pays attention to the mode of criticism and the character of 
digestion. In comparison with shi (poetry) style and fu (ode) style, the criticism 
of literature is not only weak, the value of judging, for example, the criticism of 
fu is weaker than that of shi in the history of literary theory. But as a phenomenon 
of writing and a form of theory criticism, criticism of fu has its value and 
significance greater than the criticism of other kinds of styles. Criticism of shi 
and the criticism of fu at least have three prominent characteristics.

First, the connection between the descriptive characteristic of fu style and the 
obvious characteristic of literary theory is an important peculiarity of the criticism 
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of fu which clearly explains the theory and thought of literary criticism. Some 
people in the past already knew it when they dissertated fu. For example, Chen 
Gongsui’s Tiandi fuxu 天地赋序 (The ode prelude to the sky and earth): “The 
value of fu serves to describe objects according to different theories”; Liu Xie’s 
Quanfu (annotating fu): “Fu extends its literary grace and expresses its ambition”; 
Wang Qisun’s Dufu zhiyan · shenti 读赋卮言 · 审体 (A few words after reading fu 
[with reference to] “An examining style”): “Shi is characterized by clearness and 
emptiness; fu is featured by richness and beauty”; Liu Xizai’s Yigai · Fugai 
艺概 · 赋概 (Generalization of art [with reference to] “Generalization of fu”): “Fu 
comes from mixed feelings and things. Because shi cannot rein them, fu needs 
to be written to extend them”; Liu Xianxin’s Wenxue shulin · Wenbianlun 文学述

林 · 文变论 (Narrating literature [with reference to] “The change of literature”): 
“Fu must be used to extend objects”, etc. Literary criticism regarding fu is good 
at extension when it describes problems of literary theory. There is an example 
about the literary idea and imagination in the course of literature-production 
described as follows.

At the beginning, it saw and listened. Its idea ran around. Then, its sensation 
and the object became clear. It poured out the liquid of all sorts of words and 
washed the skin of liuyi (the six classic arts). It floated in the sky to comfort 
the stream and washed the spring to intrude secretly. So the words are heavy 
like swimming fish holding hooks in the mouth out of the deep pool. The 
imagination is as rich as a bird falling on the ground.

This is from meditation to the running of the literary idea, from imagination 
flying to things in succession and the depiction which enables readers to 
understand all of a sudden. It not only gives a sense of floating ideas, but also 
serves as a logic illation in reason of producing experience and theory. For 
example, Ruilin Niluji wenfu7 (simulating literary criticism regarding fu of Lu Ji) 
in the Qing Dynasty, when narrating the literary style, it reads, “Shi describes and 
circumambulates, while fu describes extension endlessly. Bei describes truth; lei 
describes sorrows; ming describes alienation; zhen describes gloominess; song 
describes grandeur; lun describes evidence; zou describes confidence; shuo 
describes pride.” When narrating literary vigor, it reads, “Enrichment, rising, or 
bending conventions; to be like a flying whale, or like the Kirin and phoenix, like 
great waves crashing.” This describes and extends that fu is a sort of rhetoric art. 
As for literary criticism regarding fu, it is also good at describing literary theory. 
This is different from literary criticism regarding shi, as an expert put it: 
“mastering”, “leisure” and “the meaning without end is good” (Heshang’s 
“Zaijiuyuan shihua” 载酒园诗话 Poetry criticism of carrying alcohol garden).

7 Quoted from Sanshike tongguan fuchao 三十科同馆赋抄 Vol. 32.
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Second, fu is a sort of spatial art and it behaves with rich connotation in 
structure, which decides the grandeur and the overall characteristics of literary 
criticism regarding fu when literary theory is described. According to Sima 
Xiangru’s Da Shenglan wenzuofu 答盛览问作赋 (An answer to Shenglan about 
writing fu), “While narrating “Fuji” (The mark of fu), said that fu combines teams 
and arranges splendid things, i.e. one is longitude, one is latitude, one is gong and 
one is shang.” Xijing zaji 西京杂记 (A disordered note about the western capital) 
holds that it produces experience and illuminates the grandeur and the entire 
structure. But Yuanmei believes that fu is like zhishu and leishu, “Because there 
were no zhishu nor leishu in ancient times. Sandu fu 三都赋 and Liangjing fu 两京

赋 search everything and design particularly for narrating the beauty of natural 
conditions and social customs of a place and products.”8 This shows that the 
characteristics of fu style are rich and plentiful. Let us see literary criticism 
regarding fu in all past dynasties in this connection. Although the object it narrates 
is different and the writing form is different, its structure is grand and its 
dissertation is mature, the opinion on literary criticism is the same. The grandeur 
and the entire structure not only appear in long articles, e.g. Luji’s Wenfu (Literary 
criticism regarding fu), but also in short articles of lü style, e.g. Bai Juyi’s Fu. 
Bai’s Fu is obvious in arrangement and full in structure in narrating the production 
origin, connotation, function and value of lüfu.

Fu is an embranchment of poetry—Xunzi and Song Yu initiated it—Jia Yi 
and Sima Xiangru developed it—followed by feng and ya—the emergence of 
harmonious sisheng and the take-off of babing.

The state selected intellectuals—wrestled with customs left behind by sandai 
and bianya—sishi are all included and liuyi is still existent—works serve as 
models.

Various meanings—literary grace—music—sentences—embody objects 
clearly—one can produce fu after he ascends—the excellent—beautiful words, 
strange pose, pleasing music—constructing intent at first—the important point 
is writing article—exceeding fengsao—overtaking the ancient and modern 
times.

The emperor collected liuyi and took Jiuliu—fu is a comrade of ya and 
song—fu embellishes achievements and enhances prestige of the emperor.

The other one, such as Cheng Enze’s Liuyifu juyifu, sets forth the theory about fu 
of Liu Xiang, Ban Gu, Huang Fumi and Liu Xie which narrates that fu is derived 
from shi and liuyi. Lin Liangui’s Jianxinglu fuhua 见星庐赋话 comments, “This 

8 The sentence is from Yuanmei’s Lidai fuhua xu. This is quoted from Puxian lidai fuhua Vol. 1 
the 53th year under the reign of Emperor Qianlong in the Qing Dynasty.
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article applies a preface to ancient and present-day fu.” This shows that it is 
magnificent, systemic and realistic.

Third, contemporary characteristics of the author are shown in rendering 
literary criticism regarding fu. This enhances the opinions on literary criticism 
with brilliant contemporary significance and realistic value. Fu has such a 
phenomenon, i.e. the realistic spirit and national opinions originated from the 
period under the reign of Emperor Wudi (Hanwu Di 汉武帝 157–87 BCE) in the 
Han Dynasty are different in the sense of pursuing the return to the ancients of 
shi and sao’s traditions in ancient poetry criticism. For example, Sima Xiangru’s 
Zixu fu 子虚赋 and Shanglin fu 上林赋. “Zixu”, “Wuyou” and “Wushigong” 
represent the territory of State Chu and State Qi and their respective capital. At 
last, “Wushigong” overpowered “Zixu” and “Wuyou”. All these established an 
ideal foundation for adoring contemporary emperors. Ban Gu’s Liangdu fu 两都

赋 (Two-capital fu), Fu Yi’s Luodu 洛都 (The capital of Luoyang) and Zhang 
Heng’s Erjing fu 二京赋 (Two-capital fu) esteem the system of Dongdu (Eastern 
capital) and Zuo Si’s Sandu fu 三都赋 (Three-capital fu). In the preface, he 
mentioned the works of Sima Xiangru, Yang Xiong, Ban Gu and Zhang Heng by 
saying, “It is void in meaning.” Li Bai’s Dapeng fu 大鹏赋 and Dalie fu 大猎赋

hold that the people in the Han Dynasty and the Jin Dynasty were despicable and 
dirty.9 In the Song Dynasty, Yang Kan’s Huangji fu 皇畿赋 learned from Ban Gu 
and Zhang Heng for adoring “the beauty of capital in the Song Dynasty and the 
beginning of politics.” Huang Wenzhong’s Dadu fu 大都赋 (Big capital fu) in the 
Yuan Dynasty narrated, “The state in the Yuan Dynasty was more prosperous 
than that in the Han Dynasty” at the beginning. It overpowered the former 
dynasty. So the critic opinion on literary criticism regarding fu has the common 
characteristic of praising one’s own dynasty. Lu Ji’s Wenfu affirmed the little fu 
and Bai Juyi Fufu praised lüfu in the mid-Tang Dynasty. Lidai fu huixu under the 
reign of Emperor Kangxi in the Qing Dynasty (the preface of the collection of Fu 
in all past dynasties) stated, “Fu is a meaning of liuyi…the contribution of fu is 
bigger than that of shi”. So, many Liuyi fu juyi fu corresponding to the idea of 
Emperor Kangxi annotate and praise the contemporary policy and criticism of fu. 
Many titles of “Fufu”10 in the Qing Dynasty all praised the value of fu style and 
the contemporary policy, e.g. Yang Jichun’s Fufu. Attention is paid to wen and 
dao. It narrates the history of fu and its “dajie” (keystone) and also praises its 
dynasty.

Our dynasty is marked by glory and nobility. His statement with such a 
pleasant tune spread throughout the land. It inherits the tradition of the Han 

9 Libai: The preface of Dapeng fu and Dalie fu.
10 The same title Fufu in the Qing Dynasty is quoted Tongguan Fuchao, Xuchao and Fuhai 
Daguan’s Wenxue lei (a literary variety).
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Dynasty and reflected those golden years. Who can enjoy the education, 
civilization, literature and grace of today without admiration?

Certainly, many kinds of fu were test-oriented. So praising the emperor was very 
important. But fu and literary criticism regarding fu in all dynasties, as a tradition, 
praise the current dynasty while simultaneously attacking the former period. For 
example, Zhao Yong’s Liuyi fu juqiyi in the Qing Dynasty narrated the history of 
fu from State Chu and the Han Dynasty to the Tang Dynasty and the Song 
Dynasty. At last, it said, “Today’s fu is better than the past ones, because authors 
are good at them. Their words are rich and their content follows the classics. 
Their swing is harmonious and their structure is untouchable.”

Furthermore, the writing of literary-criticism regarding fu has a noticeable 
phenomenon since it is marked by the pian style and lü style. For example, such 
famous articles as Lu Ji’s Wenfu, while Zhang Xuecheng and Yan Gongxi are 
featured by pian style. Most of fu after the Tang Dynasty (especially literary 
criticism regarding fu) were characterized by the lü style. For example, literary 
criticism regarding fu was conducted in the Tang Dynasty; Li Yi” Shiyouliuyi fu 
(Fu of shi with liuyi) used “feng, ya, bi and xing from home to country” as its 
rhyme. Bai Juyi’s Fufu applied “fu with characteristics of ancient poetry” as its 
rhyme; Wang Qi’s Zhidi jinsheng fu applied “the swinging loud and sonorous fu 
which can liberate metals and stones” as its rhyme; Feng Xiyan’s Liuyi fu applied 
“changing the customs and people” as its rhyme, etc. All these correspond to the 
official rhyme. They are natural rhymes in national tests. Under the same title, 
Fufu and Liuyi fu juyi fu in the Qing Dynasty were marked by the lü style. 
For example, Li Zonghan’s Fu fu as its rhyme because “fu is not a style, it 
is a embranchment of poetry”; Yang Jichun’s Fu fu showed that “fu is an 
embranchment of poetry”; Zhao Yong’s Liuyi fu juyi fu narrated “the fu of the 
poet is beautiful and regular”; Li Zhizhong’s Liu Yanhe Wenxin diaolong fu 
(Wenxin dioalong fu of Liu Yanhe); Shen Shuyan’s Wenxin diaolong fu used 
“the word base of the road of civilization and nature” as its rhyme. The number 
of rhymes is different but its style is the same. The method that applies the pian 
style and lv style in articles pays attention to the swing and rhetoric to show the 
idea of literary criticism which can not only add aesthetic beauty of reading and 
input in form, but also develop the theory-oriented space applying the cadence of 
fu in content.
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