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The Creation of a “Magnificent Literary Style’”:
Stylistic Innovation in Borrowings in Han
Rhapsodies from The Classic of Poetry

Abstract The emergence of the practice of quoting The Classic of Poetry
(Shijing) is the result of a separation in the ethical function of rites and
music. At first, quoting the Poetry is a means to correct people’s
pronunciations, but gradually its function changes from the rectification
of sound to the rectification of social norms, and by the time of the
Warring States period, Qin dynasty, and Han dynasty, the expression “the
Poetry says” (Shiyue) has become an emblem of social values through
which the writer justifies his own arguments. But although more than 400
cases of such use of the Poetry can be found in Han rhapsodies (Fu), none
of the rhapsody-titled works contain expressions such as “the Poetry
says.” On the one hand, this results from the sound and rhythmical
requirements of chanting the rhapsody. On the other, this shows the
gradual reawakening of the writers’ self-consciousness in a period when
old political and social orders are restored. This stylistic change releases the
creative energy of the literary language that helps reconstruct the artistic
conception of rhapsodies and stimulates the emergence and flourishing of
new literary genres such as five-syllable-line poetry (Wuyanshi),
seven-syllable-line poetry (Qiyanshi), parallel prose (Piantiwen), and
Chu-style prose (Saotiwen).

Keywords Han rhapsody, The Classic of Poetry, creation of magnificent
literary style, innovation
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Introduction

Literature is the art of language. Each literary form exhibits distinctive
formal features through the use of certain linguistic devices, and
maintains its own mode of discourse and sentence structure for a
relatively long time. As the British critic Samuel Taylor Coleridge states,

Literary form helps to convey thoughts and feelings in a clear and
precise manner, and whatever lines can be translated into other
words of the same language, without diminution of their significance,
either in sense or association, or in any worthy feeling, are so far
vicious in their diction.’

In other words, the establishment of a literary form is the construction of
certain kinds of linguistic form and meaning. But at the same time,
different linguistic devices between literary forms may also interact with
each other, and under certain circumstances such interactions can bring
about creative changes to our language activities. Such creative change is
an important catalyst for the emergence and development of new literary
forms; nevertheless, in the early stage of Chinese literature, this process
of change is rather long and obscure.

This paper attempts to reveal a long-neglected but significant stylistic
phenomenon in the pre-Qin and Han (206 BCE-220) periods: In Han
rhapsody-titled works (fu ft), unlike pre-Qin classics as well as Han
historical writings, official documents, and writings of various schools of
thought, excerpts from the Classic of Poetry (Shijing ?‘fq’;, hereafter
Poetry) are creatively incorporated into the literary language itself instead
of directly quoted by the writers.” Such a stylistic choice shows the
gradual loss in communicative nature of literature and the emergence of
artistic literary writing. As Kang Youwei 5755 (1858-1927) comments

' Samuel Taylor Coleridge, Biographia Literaria, 37.

* For specific data, refer to the following two articles coauthored by Xu Jie and Wang
Sihao, “Hanfu yongjing kao,” 5-46; “Hanfu yongshi de wenxue chuantong,” 190-204. For
researches on the intertextuality of poetry and rhapsody, see Wang Sihao, ‘“Hanfu yongshi
‘Siyan’ zhi nixiao he gaizao,” 38-48; “Zhongguo zaoqi wenxue wenben de duihua: Shi fu
huwen guanji quanjie,” 203-11.
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after a review of the whole historical development of Chinese literature:
“The ancients see literature as the medium of communication, so their
communicative discourses are fixed and stylized” ﬁ,?’,‘[‘ﬁ;[%?ﬁ, * %?ﬁ’g"
e, et but “after the Qin and Han dynasties, communicative
discourses give way to artistic writings, so new literary genres come into
being one after another and the literary language becomes highly ornate”
FI5 e, Fél?ﬁ s fl, [/’ However, when does the
practice of quotlng the Poetry emerge as a remarkable means of
communicative discourse, and what are the formats and functions of such
practice? Also, why does Han rhapsody abandon the practice of direct
quotation, and what are the inner meaning and literary significance of
such change?

The Function of “The Poetry Says”: From Rectification of
Sound to Meaning

In the pre-Qin classics, the use of the Poetry experiences a functional
change. Gradually, the Poetry is separated from its original musical
context and taken as a pure literary text. In the Western Zhou dynasty,
poetry, music, and rites are inseparable. It is said in Section 8 of The
Analects of Confucius (Lunyu ﬁ%%ﬁ, hereafter Analects) that students
should “get your start with the Poetry; acquire a firm standing through
ritual; and complete the process with music.”* Similarly, it is argued in the
section “Confucius at Home” (Zhongni yanju IFdfﬁkL]) of The Book of
Rites (Liji wj5t") that “without the Poetry the rites Wl|| go awry; without
music they will be dull.” In the rites and ceremonies of Zhou dynasty, the
Poetry is always performed with music; therefore, books like The Rites of
Zhou (Zhouli rf ) and Ceremonial Rites (Yili %) often speak of
“chanting,” “singing,” or “playing” the Poetry, but seldom quote it.
However, during the Spring and Autumn period, the musical significance
of poetry gradually fades due to the decline of ritualistic and musical
practice, and the literary hermeneutics of the Poetry becomes the center

3 Kang Youwei, Jiaoxue tongyi, 97-98.
4 All English translations of The Analects are from Burton Watson, trans., The Analects of
Confucius.
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of attention. It is during this period that the practice of quoting the Poetry
starts to flourish in works such as The Commentary of Zuo (Zuozhuan *-
), Discourses of the States (Guoyu [E&E,H , and philosophical writings of
the Confucian and Mohist schools, with The Commentary of Zuo in
particular.® In narrating the events in the first year of the reign of Duke
Yin of Lu (722 BCE), The Commentary of Zuo is found to quote discourses
from the Poetry for the first time by quoting the poem “Already Drunk”
(Jizui Z-JiE):

[This seems to be what the Poetry means in saying]. For such filial
piety, continued without ceasing, / There will ever be conferred
blessings upon you. e

PRIF, FITEFT L FIE, A

And in the Discourses of the States, the first quote from the Poetry
appears when Duke Zhai uses the ode “Shi mai” E{ﬁ to warn King Mu
not to attack the barbarians [ca. 947 BCE]: [That is why Duke Zhou’s ode

says],

He has called in shields and spears,

He has returned to their cases bows and arrows.
He will cultivate admirable virtue,

And display it throughout these great regions.

> Xia Chengtao H7k#% has done a meticulous study on The Commentary of Zuo’s
quotations from the Poetry in “The Collecting and Chanting of the Poetry” (Caishi yu fushi
KaFBUIRE), 72-89. According to him, The Commentary of Zuo quotes from the Poetry 134
times, either marked by the expression “the Poetry says” or by the mentioning of specific
titles. It is also worth noticing that though The Commentary of Zuo is one of the earliest
texts to quote the Poetry, the practice of quoting may have already existed for a long time.
Another early example of quoting the Poetry in The Commentary of Zuo can be found in its
narration of the 6 year of the reign of Duke Huan of Lu [706 BCE], where Hu, the Prince
of Zheng, explains to Duke Xi of Qi why he does not want to marry Wenjiang: “Everyone
has their suitable partner. The state of Qi is so large that | do not deserve its maidens. As
the Poetry says, ‘you shall find the surest blessing in yourself.” | prefer relying on my own
than having recourse to a powerful state.” Here, the line is from the poem “King Wen”
(Wenwang 3L T).

 Zuo Qiuming, Zuozhuan, 3.
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Truly will the king preserve the appointment.’
ST -y,
A
Zy o,
AR

w2l

Among the works produced by individual schools of thought, The Analects
of Confuicus is the first that quotes the Poetry, followed by Mozi £,
Mencius # =", Xunzi %=, etc. Xunzi utilizes the method to the greatest
extent, introducing supplementary comments to each of the author’s
own arguments, and the format of quotation standardized as “as quoted
from the Poetry, the author believes that . . . .” Chen Qiaozong [@ﬁ?}k
(1809-69), in his “Preface to Research on Han Ying’s Poetics” (Hanshi
yishuo kao xu ﬁ%ﬁ%ﬁ%ﬁt), summarizes the aim and method of quoting
the Poetry:

While some quote the Poetry to explain real events, others use real
events to interpret the Poetry, both aiming to praise the exemplary
and unveil the culpable. Though not exegetical works, they are
nevertheless able to relate the verses to their own purpose, which
certainly coincides with Zixia " § (507-ca. 420 BCE) and Zigong
1 (520-456 BCE) way of interpreting the Poetry.®

This emergence of Poetry quotation is the result of a separation in the
ethical function of rites and music, for it focuses on the interpretation of
the poem’s content rather than its musical setting. As The Commentary of
Zuo states: “The Classic of Poetry and The Classic of Documents [Shangshu
rélj%}] are the source of moral standards.” The discourse authority of the
Poetry gives birth to the mode of thinking known as “explaining real
events through the Poetry,” in which “everything can be judged in terms
of the Poetry regardless of its significance,”® and this mode of thought in

7 Zuo Qiuming, Guoyu, 98.
® Chen Shougqi and Chen Qiaozong, Sanjiashi yishuo kao, 493.
° Lao Xiaoyu, Chungiu shihudg, 3.
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turn gives birth to the remarkable literary tradition of quoting the Poetry.
The sentence structures of such quotations vary greatly in pre-Qin classics,
among which The Commentary of Zuo exhibits the greatest diversity, with
different expressions such as “the Poetry says” (Shiyue () F1) “that is
what the Poetry means,” “the Poems of Zhou says,” “the Poems of Wei
says,” “the Odes of Zhou says,” “the Odes of Lu says,” “as said in the Odes
of Shang,” “the poem ‘Zhuo’ says” i) [, “the poem ‘Wu’ says” (i)
Fl.

Confucius says in Section 16 of The Analects of Confucius: “If you don’t
study the Poetry, you won’t know how to speak properly” 157 %ﬁLJ‘JF;,.
Diplomatic, political, and educational affairs all make use of the Poetry to
express people’s states of mind. As literary critic Yang Xiangshi points out,

The importance of the Poetry can be seen from the political
discourses recorded in The Commentary of Zuo where politicians
frequently quote or chant the Poetry to prove or expound their views.
This is probably what Confucius means when he says, “if you don’t
study the Poetry, you won’t know how to speak properly,” for one
would surely be considered eloquent if he is able to quote the Poetry
to make his argument substantial and sound.”

Therefore, pre-Qin literature represented by The Commentary of Zuo has a
strong communicative nature, which in Chinese is termed yany é[?ﬁ. The
concept of yanyu originates from the poem “Duke Liu” (Gongliu **#]) in
the Poetry:

Behold! A spacious table-land he spies, /| Where his new settlement
may well arise. /| For multitudes large space could be assigned, / And
immigrants still room for booths would find./ Here then he dwelt,
and would his plans unfold; | Here counsel took, and heard what
others told."”

HURfL B E?E\ﬂj'&“{;&i, E?E\JJ‘?’EE?, E?Eﬁ%%, E?Eﬁ%aiﬁ.

'° Yang Xiangshi, Zuozhuan fushi yinshi kao, 2.
" Zhou Zhenfu, Shijing yizhu, 436.
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According to Mao’s Commentary (Maozhuan = {#), “yan is plain speech;
yu is argumentative speech” @F%EIF%, Fruifﬁﬁl it If one seeks to make
one’s yanyu F, ?ﬁ persuasive, quotations from the Poetry and the
Documents are indispensable. This can be proved from Section 3 of Han

Feizi {@ZF+", where he laments the difficulty of giving advice to the ruler:

I’m not incapable of giving advice, because persuasion is rather hard.
If my speech is rich and eloquent, they would think it superficial . . . .
If I never quote the classics and speak plainly, they would think I’'m
vulgar. But if | quote the Poetry and the Documents and treat the
ancients as models, they would think I’'m pedantic.”

EIFFRESE ™, ARTEES e BRI, RS JIBLT R
e JRREL 5, P ;:f,, i E” mpm FPERR, SRR BT
Bbaple FEEZRY AT SR [ E R

Here, quoting the Poetry is thought to be “pedantic” because the Poetry
is recited in the standard pronunciation of that time. It is said in Section 7
of The Analects of Confucius that ‘“the Master used the correct
pronunciations when speaking of the Poetry and the Documents or the
conduct of rites” < FFES (%‘f» ((f?f}» Hl, ’F’T%F;,“J.According to
Fan Zuyu ?féﬁi’ﬁ (1041-98), “‘correct’ is the synonym of ‘standard’ and
‘normal.” The Master’s language never oversteps the social norms;
therefore, it is always ‘correct.””” The “correct pronunciations” (zhengyin
I—?‘,) stand in opposition to regional dialects, serve as the vehicle through
which “the ruler regulates the states and unites them as one,” and help
to rectify the sound of language and social values. Hui Shiqgi fid ﬁ
(1671-1741) further explains the function of the “correct pronunciations”
in his “On Rites” (Lishuo &t):

The correction of language and the rectification of names provide
the foundation of social norms. The diplomats of the Zhou dynasty
used to be in charge of teaching musicians, historians, and translators
the rules of sound, written language, and spoken language,

" Chen Qiyou, ed., Han Feizi xin jiaozhu, 48.
3 Zhu Xi, Lunyu jizhu, 4.
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respectively, from which the practice of Confucian exegesis
originates. After the decline of Zhou dynasty, literary and social
norms are ruined until Confucius uses the “correct pronunciations”
to regulate them."

In short, the standard pronunciation has both phonetic and normative
functions.

However, with the expansion of trans-regional communication and the
standardization of language, the phonetic function of quoting the Poetry
is gradually weakened, while its normative function rises to prominence.
Ruan Yuan it (1764-1849) says in his “Preface to The Ancient Exegesis
of the Poetry” (Shi guxun xu %J‘ i (7

Confucius and Mencius meticulously follow the Poetry and the
Documents in their words and deeds because they preach teachings
in these classics. Works such as Confucius’ The Classic of Filial Piety
[Xiaojing #3%], Zisi’s ~+ Rl [483-402 BCE] Doctrine of the Mean
[Zhongyong HIFF‘J] and Mencius’s seven important articles frequently
quote the Poetry and the Documents as proofs, as if they have
presupposed the readers’ knowledge of the meaning of the texts.
They are afraid that without these quotes, their arguments will be
partial and uneducational 15

S U i = PR 52 ﬁ'sr o %%‘7 s t'Hi/DJ“i"‘P (Fa) .
IRl (F[[?j» R, 29 ziJ; (3'» I RS F P
;,\;E”F:“ L ((ﬁ*» 1505 SR, F\p” S }f}‘c, Tiﬂ a’

From then on, the function of quoting the Poetry starts to change from
the rectification of sound to that of social norms. In the classics of the
Warring States period and Qin and Han dynasties, the expression “the
Poetry says” has become an argumentative strategy, embodying an ideal
and highly rationalized social, political, and moral value system.
Therefore, in traditional educational practice, one studies the Poetry to

" Hui Shiqj, Lishuo, 16.
> Ruan Yuan, Yanjingshi xuji, 19.



The Creation of a “Magnificent Literary Style” 17

learn how to communicate with others. In the Spring and Autumn period
and the Warring States period, quoting or chanting the Poetry is not only
an important part of diplomatic affairs, but also a common practice in
spoken communications. As Zhang Xu 3<% says in his “On the
Educational Function of the Poetry” (Lun shijiao I?ﬁﬁ%f?”f):

In ancient times, the Poetry is studied by all the aristocrats and used
by them in public affairs as the substitution of plain speech. In
contrast, nowadays even ordinary people can become officials, and
power can be attained merely through cunning manipulations.
Moreover, after the emergence of the verses of Chu [Sao ] and the
rhapsodies, four-syllable-line poems have been seldom composed.
Since the Poetry is no longer chanted, its composition is no longer
studied. Even if one intends to give advice to the ruler in a
periphrastic manner, he would prefer to use euphemism or
quotations from the rhapsodies rather than the Poetry."®

[ LA S (S R G L ALl |
TR, RREY lﬂxﬂﬁ@w AT B R, PO A
VH, APETF), ?’HF';,O *l 1fﬁijajﬁ-}f5i’ £l Wﬂnﬂﬁ&%t‘gj“;lj“ .

After the birth of sao and fu,"” literature gradually loses its communicative
nature.

The Disappearance of “The Poetry Says’’: From Emphasis
on Meaning to Emphasis on Appearance

Zhu Ziging [ 3% (1898-1948) says in his “On Poetry Articulates the
State of Mind” (Shi yan zhi bian ?J-EF;, EAE):

After the Spring and Autumn period, the use of the Poetry is most
prevalent in Han dynasty. In the Spring and Autumn period, the

6 Zhang Xu, “Lun shijiao,” 96.

K According to Luo Genze, “Qu Yuan 'ui{’fl loves literature and alludes to numerous
ancient myths in ‘Encountering Sorrow’ (Lisao E5) and ‘Heavenly Questions’ (Tianwen
“«Fﬁj), but traces of The Classic of the Poetry are nowhere to be found in his works.” See
Luo, Zhongguo wenxue pipingshi, 89.
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Poetry is only used in rituals, political advices, recitals, and
communications. In the Han dynasty, although the ritual music has
been recomposed and the practice of chanting the Poetry has long
gone, the use of the Poetry in literary writings becomes more
extensive than before.®

ZF‘T%FJ\H‘%’Z, fol e P = S ((.%]“» A, ?*’F“ <<2‘J‘>> Y AL
A= Ei <(étjr) F—“?Fr' jE,l’—Btﬂ'ﬁBHUﬁr” SEL, <<Jﬁt>> »;glu[j i,
BRI GR) o LN (P,

Certainly, the tradition of quoting the Poetry not only persists in scholarly
works on the Poetry, but also permeates the historical writings, official
documents, and works of different schools of thought. But of all literary
forms, one seems extremely special, namely the Han rhapsodies.
According to statistics, in the Han rhapsodies the Poetry is used 440 times,
with The Six Classics (Liujing %) mentioned 13 times, The Classic of
Poetry 10 times, Airs of the States (Guofeng [s) 188 times, Court Hymns
(Ya 7£) 192 times, and Odes (Song Zf) 37 times. Concerning the methods
of use, the Poetry is directly quoted 6 times, interpreted thirty-seven
times, paraphrased eight-five times, borrowed 260 times, and musically
described twenty-nine times. Direct quotations all appear in
rhapsody-style argumentative writings in Western Han Dynasty carrying
the iconic expression “the Poetry says.” For example, in Sima Xiangru’s
filRAE (ca. 179-118 BCE) Reproach from Shu People (Nan Shufulao ¥4
CH):

Don’t you know the lines from the Poetry, “Where’er their arch the
heavens expand, / The king can claim the land below. [/ Within the
seabounds of the land, / All at his summons come or go.”"

= FD) rEe? i JEREE A FA VW, PR R

In Dongfang Shuo’s fu ¥ (ca. 161-93 BCE) “Response to the Guest’s
Criticism” (Dake nan 3% #):;

[l

*® Zhu Ziqing, Zhu Ziging shuo shi, 117.
'® Fei Zhengang, Quan Hanfu jiaozhu, ed. Qiu Zhonggian and Liu Nanping, 137.
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The Poetry says, “The bells and drums inside the court, /| Men stand
without and hear,” “All true words spread, as from the marsh’s eye, /
The crane’s sonorous note ascends the sky.”*°

<<E—:J:]_>> E\‘: “ﬁ%jf/\’f{ll, fi jj—/‘7 n “E%PE%_/\ “é—’ @ /\ﬁ n
In his “On Master Feyou” (Feiyou xiansheng lun Z[t % l?fu):

Don’t you know the lines from the Poetry, “So the slanderers appear,
| Whose calumnies are shocking. / By no law or order bound, / All the
kingdom they confound?” This is what it means.

() P27 Rt DB, P,

That is what the Poetry means by saying “They spring like products of
the land, / The men by whom the realm doth stand. / Such aid their
numerous bands supply, / That King Wen rests tranquilly on high.”*'

Frl’sf ((%E}) Fle “= [ESJFJEI‘ & f'J 1% FFO i B A S N - TN ”lpzj/F:aFJuJ.

In “Rhapsody on a Miraculous Raven” (Shenwu fu £ {f):

The Poetry says, “Like the blue flies buzzing round, / And on the
fences lighting, / O thou happy, courteous king, / To the winds their
slanders fling.” *

Hlal <Al )il SR SO0 R EERE.

—”ull

However, apart from these examples, expressions like “the Poetry says”
never appear in other rhapsody-titled works. But why do Han rhapsodies
omit such expressions when borrowing from the Poetry?

First, they have to be omitted to meet the requirements of tones and
rhymes in chanting the rhapsodies. According to “A Treatise on
Literature” (Yiwenzhi Z:¥ &.) from The History of the Han Dynasty
(Hanshu j#31), “fu means chantmg in a half-singing way” -#{[l3 :FJF?FJ N
Zheng Xuan £f3: (127-200) explains the meaning of “chanting” in his

*° Ibid., 180.
' Ibid., 172.
> |bid., 344.
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annotations to The Rites of Zhou: “‘Chanting’ means reciting rhythmically”
IJEpagl 15 Jia Gongyan %t 2t further illustrates that “‘chanting’ is
also a way of ‘reciting,” but reciting is speaking without intonation, while
chanting is intonating in a rhythmical way.” Poems can be chanted
according to the musicality of their sound. Similarly, rhapsodies, although
not originally intended for singing, should be recited in a rhythmical way
to achieve entertaining effects. In “Discourses of Zhou” (Zhouyu ’ﬁj?ﬁ)
from Discourses of the States, Duke Shao says:

When handling political affairs, the King invites the officials to
compose poems, the musicians to perform songs, the historians to
present books, the blind minstrels to chant, and the civilians to give
advices .. .. Then he weighs and considers all their contributions.”
iR U BT, RO R R R B
TIZTFG WESR=]Es=2

The practice of rhapsody chanting is the inheritance and development of
such a tradition. Historian Fan Wenlan i< {# (1893-1969) points it out in
his annotations to “On Rhapsodies” (Quanfu Zf&) from The Literary Mind
and the Carving of Dragons (Wenxin diaolong ¥ -“/i&s): “The form of
rhapsody is invented by Xunzi and Qu Yuan ’i|’fl [ca. 340-278 BCE] on
the basis of the sounds of the blind minstrels” . H|FralV i, REUEIR
ZIEFMAE2Y In the palaces of Chu and Han, the musical performance of
rhapsodies is a popular means of entertainment. For example, Song Yu #
= [ca. 298-222 BCE] composes the Rhapsody on Gaotang (Gaotang fu M
H1EX) and Rhapsody on a Goddess (Shennu fu % %) to entertain King
Xiang of Chu. Mei Sheng 1t [ca. 210-138 BCE] chants Seven Stimuli
(Qifa + &) to miraculously heal the prince of Duke Yuan from Chu. The
“Biography of Wang Bao” (Wang Bao zhuan = i) from The History of
the Han records how “Emperor Xuan summons Pigong from Jiujiang
(Jiujiang Pigong ] #: 1) to chant the Chu verses for him,” and how the
royal servants chant Wang Bao’s Rhapsody on the Panpipes (Dong xiao fu
1[i#¥¥v) and Sweet Springs Rhapsody (Ganquan fu ] p4) to entertain the

> Zuo, Guoyu, 9-10.
2% Liu Xie, Wenxin diaolong zhu, annot. Fan Wenlan, 137.
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prince. The “Biography of Queen Yuan” (Yuanhou zhuan 7 & &) from the
History also records how Emperor Cheng summons Liu Xin E},l'Jfﬁ{‘ (50
BCE-23) “to chant poems and rhapsodies for him. The Emperor is so
delighted by Liu that he intends to offer Liu an official title” ?pﬁ@?jﬁ?ﬂ, H
AN ﬁi;l‘; E@Hlﬁfj’fﬁ. As rhapsody chanting attaches great importance to
tone, pitch, mood, and rhythm, the language of rhapsody must be
carefully constructed. In Mei Sheng’s Seven Stimuli, there is the line “Truly
aroused is its warlike energy, [ as though it were moved with anger” &
W, PRI which comes from the poem “Changwu” it in the
Poetry— “The king aroused his martial might, /| As he were moved with
rage” = &Wi, UIEYIL. If Sheng still uses the expression “the Poetry
says” as The Commentary of Zuo does, the language would be stiff and
inappropriate for the construction of rhyme. What is more, through the
omission of “the Poetry says,” the original lines from the Poetry can be
subtly adapted to meet the requirement of rhapsody chanting. For
example, in Zhang Heng’s 3=fi" (78-139) “Eastern Metropolis Rhapsody”
(Dongjing fu fuHi[R), there is a line, “They divine about a progress, study
auspicious signs; / In all respects it is truly good” bH##E, %R,
which is adapted from the poem “When Ting Culminated” (Ding zhi fang
zhong TV 1) —“[These things once done,] he asked the tortoise shell,
| Answer auspicious got,—and all succeeded well” } =H 3, F&E7oE,
But in the rhapsody, the original final syllable “zang” j# is changed to
“shu” ¥ to suit the rhyme, for the rhyming syllables in the rhapsody are
“yu” fp, “shu” 3R, “lu” [E, “yu” G, “fu” 14, “gu” ?,, “zu” ', and
“hu” ¥i. As He Zhuo [pdr (1661-1722) comments, this is a good example
of Heng’s “mastery of the technique of word changing.”*” Similarly, in
Ban Biao’s 77 (3-54) “Rhapsody on a Northward Journey” (Beizheng fu
L), there is a line “As the sun, dim and darkling, nears evening, / | see
sheep and oxen come down from the hills” | IE@‘E@EI%’%’; 5, Eﬁq‘ ¥
which is adapted from the poem “My Husband is Away On Service”

(Junzi yuyi |~ ¥ )—“At dusk the herds go down from the hill” [/ ~

» English translation from Victor H. Mair, ed., The Shorter Columbia Anthology of
Traditional Chinese Literature, 227.

26 All English translations of Selections of Refined Literature (Wenxuan ¥ i) from David R.
Knechtges, trans., Wen Xuan or Selections of Refined Literature, vols. 1-3. Some are slightly
revised.

*” He Zhuo, Yimen dushuiji, 860.
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%, F 4 . Though the four-syllable-line poems of the Poetry have an
unadorned and sprightly beauty, they are not good for chanting due to
the lack of rhythmic variations, and thus have to be revised. By adding
accented verbs at the beginning of the lines and unaccented adjectives
and functions words in the middle, the original lines are lengthened to
produce better rhythmical effects and “provide pleasure for the ear” (ren
er zhi yu *Z' V5, from “Preface to Selections of Refined Literature”
[Wenxuan xu < :#H-]). When Han rhapsodies borrow from the Poetry,
“the Poetry says” is omitted to improve the texts’ musicality and to
achieve rhythmic beauty. In a way, the chanting of rhapsodies can be seen
as the chanting of lengthy “descriptive poems,” which becomes one of
the generic features of Han rhapsodies.

Second, the appearance and disappearance of ‘“the Poetry says”
correspond to the decline and resurgence of “the Way of Ruling”
(wangdao = jf1), respectively. The pre-Qin concept of the Way of Ruling is
handed down through two sorts of classics, one of which, including the
Poetry and the Documents, records the words of people, while the other,
represented by The Spring and Autumn Annals (Chungiu zFf\,ﬂ'), records the
deeds of people. Words are considered more important than deeds in
comparison. As Mencius says: “When all traces of the sage emperors had
vanished, the Poetry was no longer gathered from the people. After they
stopped gathering the Poetry, the Spring and Autumn was written” =
VERRL Ty (F) & o (R o, SR (B7F) (% In other words, the Poetry
contains “the Speech of Rulers” (wangyan = =) and serves as the carrier
of the Way of Ruling. After the decline of poetic practices, the Way of
Ruling is subsequently inherited by the Spring and Autumn. Book 13 of
Records of Daily Studies (Rizhilu [ '*]1#) notes that,

While in the Spring and Autumn period people still observe social
norms, recognize the supremacy of the King of Zhou, and chant the
Poetry in public gatherings, these acts are all abandoned in the
Warring States period . . . . These changes all take place within 133
years; they are neglected by historians but can be inferred by us.
Before the political unification by the First Emperor of Qin, the tao of
civil and military affairs has all been lost.?®

8 Gu Yanwu, Rizhi lu jishi, annot. Huang Rucheng, 749.
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In such situation, chanting or quoting the Poetry (marked by the
expression “the Poetry says”) functions as the carrier of the Speech of
Rulers in substitution for the early practice of composing or dedicating
poems. Consider The Commentary of Zuo. On one hand, it “interprets the
Spring and Autumn through historical facts,” elaborating on the classics
through history,” while on the other hand, it quotes the Poetry to prove
and enrich the records in the Spring and Autumn, striving for an
integration between deeds and words. As Liu Zhiji #[%1#% (661-721) says
in “Records of Words” (Zaiyan #\7,) from Historical Perspectives (Shitong
BLIE]): “Zuo’s book deviates from the previous historiographical tradition,
for it manages to record both words and deeds. Nevertheless, the two
parts are so well-proportioned that readers enjoy reading it without
getting tired” % I{E”F" T ?, =gy [l e ’H*mr,iﬁhﬁ'é‘l

T f el ﬁ?[ﬁl%fﬂiﬁh;{\%? r—“, [ L 3% Such practlce of using “words”
to testify to historical events as well as the decline of the art of poetry
leads to the emergence of yanyu, or literature as communicative
discourses. As “A Treatise on Literature” from The History of the Han
states:

After the Spring and Autumn period, the tao of Zhou is corrupted.
Since the Poetry is no longer chanted in diplomatic affairs, the
scholar-bureaucrats (shi <) who have learned it become ordinary
people. Feeling depressed, they compose rhapsodies to lament their
situation.”

» Xu Fuguan f&7%#1 thinks that among the three commentaries of The Spring and
Autumn Annals, The Gongyang Tradition (Gongyang >** ) and The Guliang Tradition
(Guliang #%#) “interpret the classic through moral and philosophical speculations,” while
in The Commentary of Zuo, although Gongyang and Guliang’s interpretive method is also
employed, the more characteristic method is “interpreting the classic through historical
facts.” See Liang-Han sixiangshi, 164-67.

3° pu Qilong, Shitong tongshi, 34.

3" Ban Gu, Hanshu, 1756.
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In other words, the tradition of yanyu vanishes after the emergence of
rhapsodies, and previous learners of the Poetry turn to rhapsodies to
express their sense of loss and nostalgia for the Poetry. Therefore,
rhapsody is a continuation of the Zhou system of rites and music as well
as of the Poetry’s political function. In itself, rhapsody can be seen as a
literary way of interpreting the Poetry that strives to recapture “the
speech of rulers” and brings new life to the original text of the Poetry in a
descriptive language.

Correspondingly, the omission of “the Poetry says” is also closely
related to the reawakening of the rhapsody writers’ self-consciousness.
Wang Chong = # (27-ca. 97), in his “On Literary Writings” (Shujie 3’5@)
from Balanced Discussions (Lunheng Frurgn distinguishes between two
kinds of Confucian scholars, one of which is the exegetes who “interpret
the classics of ancient masters and sages,””* represented by the Poetry
scholar Duke Shen of Lu and the Documents scholars Ouyang Sheng and
Gongsun Hong, while the other is the men of letters whose writings “are
extraordinary,” represented by writers such as Lu Jia [%¢ (ca. 240-170
BCE), Sima Qian filF:# (ca. 145-86 BCE), Sima Xiangru, Liu Xiang %]
(77-6 BCE), and Yang Xiong #4%% (53-18 BCE). In the pre-Qin period,
poems are anonymous. As Lao Xiaoyu <3 (fl. 1736) says in his
Criticism on the Poetics of the Spring and Autumn (Chungiu shihua EF‘\,%}?J?

i

Many pieces from the Poetry are composed in the Spring and Autumn
period, . . . but the authors never sign their names, and people who
quote them never compose. The reason is that there are only poems
but no “poet” at that time, for one can freely use the compositions
by the ancients or other contemporaries, as long as they help to
express his own state of mind. That is why the poems’ authorship
remains obscure and everyone can use them.»

3 Huang Hui, Lunheng jiaoshi, 1151.
3 Lao, Chungiu shihua, 17.
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In light of this fact, people who chant or quote the Poetry do not need to
compose, for their aim is to win social recognition, but their own
personalities are thus forgotten and disintegrated. In contrast, in the
composition of Han rhapsodies, one can sense a return of the writers’
self-consciousness. They are no longer satisfied by the “correct
pronunciations” of the Poetry. Huangfu Mi comments in his “Preface to
the Rhapsody on Three Capitals” (Sandufu xu = ﬁﬂﬁf&ﬁﬂ): “In the early Han
dynasty, Jia Yi’s ®15# (200-168 BCE) style is quite courtly and restrained,
but later writers abandon such an elegant way of writing and turn to a
rather extravagant style. Their compositions are far-fetched and
exaggerated.” Liu Xie Z[# (ca. 465-521) also comments on the verses of
Chu that “Drawing inspirations from the spirit of the classics, they are
able to create a maghnificent literary style.” Huang Kan :FE{' il (1886-1935)
further explains Jia’s comment in Notes to the Literary Mind and the
Carving of Dragons (Wenxin diaolong zhaji < =% '_:j%’?]r%[):

This is certainly a fair comment, for on one hand, the Chu verses
differ from the classics in their innovative style; on the other hand,
when borrowing from the Poetry, they never superficially imitate it,
but creatively transform it.>*

~ [E‘zéﬁo FURCEANH, BT ERE EE [RDT Cre ) (72 H, 7%
o HEFET .

Indeed, Han rhapsody writers are no longer obsessed with the faithful
reproduction of the Poetry’s meaning. Instead, they are more concerned
about how to remold the Poetry to make it serve their own ends. Zhi Yu

#57 (250-300) summarizes this difference in his “On Literary Forms”
(Wenzhang liubie lun ¥ ¥ ,fnwuw)

* Huang Kan, Wenxin diaolong zhdji, 29.
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Ancient poems aim at the expression of one’s emotions and thoughts,
with literary allusions employed as supplementary materials. But
nowadays, rhapsodies elaborate on the appearance of things, while
the work’s meaning is considered secondary. The former emphasizes
meaning, so its language is concise and stylized, while the latter
emphasizes appearance, so its language loose and unconventional.’
lg;]; VS PIHELS I ,,J/Ei, N N E S TR
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The Han rhapsody writers change the focus of literary writing from
“meaning” (yi %) to “appearance” (xing ), endeavoring to give
comprehensive descriptions of things. Thus, the convention of quoting
the Poetry through “the Poetry says” is bound to be broken.

Invention of a New Literary Form: Change from Direct
Quotation to Transformation

But what innovation will the change in the way of using the Poetry bring
to the formation and development of Han rhapsodies, and what
significance do these inventions have in the history of Chinese literature?
First, the omission of “the Poetry says” has changed the Poetry’s
pragmatic function. Previously, direct quotations from the Poetry help to
justify the author’s view. As The Commentary of Zuo says, “lines are
excerpted from the Poetry to serve my own needs” i V3, ROVERTES.
However, in Han rhapsodies, the dictions of the Poetry are incorporated
into the works themselves, which can be understood in two ways. On the
one hand, the omission of ‘“the Poetry says” weakens (and even
eliminates) the propagandistic and authoritative nature of the Poetry and
conceals the expostulatory message of the rhapsodies, thus leading to
the distortion of the original meaning of the Poetry. For example, in Yang
Xiong’s “Rhapsody on a Beggar” (Zhupin fu iz #i[:), there is a line “My
virtues great forgotten all, / You keep in mind my faults, though small” .
T, RIFS] 2, which is excerpted from the poem “The East Wind”
(Gufeng #+'') in the Poetry. While “Gufeng” is composed to mock King

% Zhi Yu, “Wenzhang liubie lun,” 1905.
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You of Zhou, here Yang Xiong only borrows its words to indicate his unfair
treatment of the beggar. Similarly, in Wang Yi’s = & (fl. second century)
“Rhapsody on a Female Spinner” (Jifu fu #fift), there is a line “Seeing
the Zhinl star which moves on without cease, /| She weaves cloth and
makes it into human clothes” ‘l‘iﬁ st , RFf1—3, %ﬁ[]ﬂ”ﬁlj, i{ﬁﬁ}%‘@,
which is adapted from the poem “Great East” (Dadong ~fi)—“There
too the Zhini star’s triple beam, / While it moves on, might shed an angry
gleam” [ W5¢ , 7%p1- %, But different from the original meaning,
Wang Yi here intends to praise Huangdi ?'[ﬁ (27172599 BCE), whose
benevolence impresses Heaven and who, impressed by the constellation
Lyra which moves seven times within seven hours, invents the art of
weaving and sewing. On the other hand, Han rhapsodies try to humanize
the Poetry’s language, using the Poetry to express their personal feelings
in an exquisite and sentimental way, which not only manifests the
rhapsody writers’ self-consciousness, but also brings strong lyricism to
their works. Specifically, the writers bring together personal feelings and
the Poetry through two approaches, one of which is to add emotive verbs
before the poems’ titles. For example, Feng Yan 16+ (fl. first century)
writes in Rhapsody on My Aspirations (Xianzhi fu #it.f4): “I love Guanju’s
respect for the poor, [ and am worried about the decline of the tao of
ruling” % CREZE) V@S, 182 SBVR Y. Zhang Heng in his “Rhapsody on
the Western Metropolis” (Xijing fu 'iflifX) says: “They emulate Madame
Jia, who traveled to Gao Preserve, [ Rejoice to the ‘North Wind’ [Beifeng 1™
%] air with its ‘sharing the chariot’” FLE X V[IEL, € (=m) U [Fil . Cai
Yong #:1 (133-92) in his Rhapsody on a Journey (Shuxing fu iBRATHL)
says: “Standing under my ‘Wooden Door’ [Hengmen fflf]] | relax my spirit;
| Chanting the poem ‘Duren’ ﬁfi * 1long for home” | (HEFI[) I')aifh =,

b (ﬁﬂ ) TRl The other approach is to add emotive verbs before the
quoted lines. For example, in Zhang Heng’s “Rhapsody on Contemplating
the Mystery” (Sixuan fu [l &), there is a line “Upon viewing the
perfidies of the multitudes, [ | am afraid they shall use the law to do me
harm” [k %fEs, R ﬁﬂEJ\JJ%EJ/, which is adapted from the poem
“Unorthodoxy” (Ban #f5): “Perversities they have, and not a few; |/
Perversity of yours lets them not view” = %ﬁﬂi, ﬁ?\flj'ﬁst:. Seeing the
immoral behaviors of the masses, Zhang Heng is worried that to observe
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the ancient rites and norms in such a corrupted world would be
dangerous. Thus, he adapts the Poetry to express his sorrow, for despite
his unwillingness to follow others’ way of life, he is unable to maintain his
spiritual independence. Similarly, in Cai Yi’'s “Rhapsody on a Journey,”
there is a line, “The road to Chou is filled with rank grass; / | lament the
neglect of social norms,” which alludes to the poem ‘“Happiness”
(Xiaobian 'J\;i[): “Once the road was clear to Chou, / O’er it the rank grass
grows now”’ BWEW%HE, E2EL% 2. In the Zhou dynasty, society was stable,
but the future prospect is dim. Here, Cai Yi laments the distortion of social
values.

In pre-Qin diplomatic affairs, the Poetry functions as a “reference
book” for diplomatic parlance, while in Han rhapsodies, the Poetry
becomes a “corpus” for literary writing. Unlike the official documents of
the Han dynasty, in rhapsodies the Poetry has lost its significance as the
embodiment of the ideal will, and is integrated into the literary text itself.
Indeed, the beauty of literature lies in its subtle, euphemistic language. By
borrowing from the Poetry, rhapsodies can describe things and express
personal feelings more delicately.

Second, with the omission of ‘“the Poetry says,” the Poetry is
re-contextualized to bring about new artistic conceptions. Differences
between contexts lead to different choices of linguistic forms, while
differences between linguistic forms also affect the generation of their
respective contexts. In Han rhapsodies, one can find two ways of
paraphrasing the Poetry’s meaning. On the one hand, writers sometimes
use the literary meaning of the Poetry. For example, in Ban Biao’s
“Rhapsody on Jizhou” (Jizhou fu Ei’[f), there is a line, “I appreciate the
garden in the cove of Qi, / and love the clumps of green bamboo” [t
VR, AT VIR which is directly borrowed from the poem “Qiyu”
1H [ “How rich the clumps of green bamboo, / Around each cove of Qi!”
PEmAH R, #5955, On the other hand, writers often rewrite the original
lines and endow them with new implications. Different from direct
quotations, Han rhapsodies effectively remold the original lines and
extend their meanings on the basis of the nature of poetic language. For
example, Liu Xiang writes in “The Importance of Virtue” (Gui de f|#)
from Garden of Anecdotes (Shuoyuan Fi¥):
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For ordinary people, the sage is just like a newborn infant. If he is
hungry, they feed him; if he is cold, they dress him. They nurture him
with all their efforts lest he dies before maturity. It is said in the
Poetry, “O fell not that sweet pear tree! /| See how its branches
spread. / Spoil not its shade, /| For Shao’s chief laid / Beneath it his
weary head.”®

e Py, RO S L R AL, HEED, Y ERD,
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And “Feng Gonghou” #f*{# from Discussions in the White Tiger Hall
(Baihu tong [ 172:f]) says:

What is a ‘“chief of the state” [zhoubo “[[fI]> A “chief” is a
competent and virtuous man selected to govern a state . ... The
reason that the emperor designates two chiefs is that they are
endowed with different duties in order to work more efficiently . ...
As the Poetry says, “O fell not that sweet pear tree! | See how its
branches spread. / Spoil not its shade, [ For Shao’s chief laid / Beneath
it his weary head.”?

HIFIH lﬁﬁ‘”“ﬂ [F R ERECL R PR e
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Both quote the same lines from the poem ‘“The Sweet Pear Tree”
(Gantang f[7(), but the former describes the virtue of the sage, while the
latter explains the duty of the “chief of the state,” neither of which is
faithful to the poem’s original meaning. Furthermore, Li You %} (ca.
55-135) writes in Rhapsody on the National Library (Dongguan fu pl#lf):
“Wandering along the western side, | appreciate the rows of green trees;
| Sitting on a slop at the eastern side, | am protected by the spreading
branches of the sweet pear tree” #7713 '] ftEfﬁJ, a8 e A @ﬁ[ NG
& ?Fﬁ%rﬂj;‘/t[ i, and Wang Can = £% (177-217) writes in Rhapsody on the

® Liu Xiang, Shuoyuan jiaozheng, annot. Xiang Zonglu, 94.
37 Chen Li, Baihu tong shuzheng, 133-37.
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Willow Tree (Liu fu #jJft): “I feel glad that the sweet pear tree is not felled;
| but seeing this willow tree, my heart is filled with sorrow” Fi {4
(5, FLIV R it Hm R sl ﬂ’%ﬁaﬂﬁﬂ\ &!. These two rhapsodies also
use the same poem, but they expand the original four-syllable lines into
six-syllable lines. Moreover, rather than using the Poetry for
argumentative purposes, they use it to describe nature and personal
feelings.

Direct quotations through “the Poetry says” emphasize the utility of
the Poetry, but the use of the Poetry in Han rhapsodies is more aesthetic.
The rhapsody writers explore the literary resources in the Poetry, extract
words and expressions from their original contexts, and recontextualize
them according to the requirements of the rhapsodies, thus producing a
completely new sort of text.

Finally, with the omission of “the Poetry says,” Han rhapsodies are able
to challenge and revolutionize the conventional linguistic form and
syntactic structure of the Poetry, thus creating a new literary form. As Zhu
Guanggian % ﬂzfg,“ (1897-1986) says in On Poetry (Shilun ?ﬁ% : “The
technique of parallelism (Pianlihua E{#I{~) in poetry and prose originates
from rhapsodies. Therefore, the study of rhapsodies is indispensable if
one wants to understand the development of Chinese prose.”>® Most of
the poems in the Poetry are four-syllable-line poems, and as Zhi Yu says,
“the normal rhyme scheme of the Poetry is quadrisyllabic.”?° Some Han
rhapsodies also use four-syllable lines from the beginning to the end, such
as Yang Xiong’s “Rhapsody on a Beggar,” which uses lines from the
Poetry throughout. But more noteworthy is the fact that rhapsody writers
often unintentionally transform the four-syllable lines from the Poetry
into five-syllable, seven-syllable, or six-syllable lines, and rewrite them in
the style of parallel prose or Chu verses. For example, in Ban Jieyu’s Z={#.
(¥ (fl. first century BCE) “Rhapsody on the Forlorn Maids” (Daosu fu #3k
i), there is a five-syllable line, “Their hearts are faithful as the bright sun,
| And their heads pain for their lovers” Rfi&[1l =, JE[”E’N%JNEFJ, which
comes from the poems “Great Carriage” (Dache *-Ji) and “My lord”
(Boxi ff1%7) : “I swear its truth by the bright sun, / Whose piercing glance |

3% Zhu Guanggian, Shilun, 158.
39 Zhi Yu, Wenzhang liubielun, 1905.
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fear” FE":‘"T fﬁ, L ET, “So for my absent lord long |, / Head pained,
and heart undone” QEF RUFL e F]&.‘“’ In Zhang Heng’s Rhapsody on
Contemplating the Mystery, there is a seven-syllable line, “But Heaven
cannot be scaled, and immortals are few. [ Like the ‘Cypress Boat’ poet,
troubled and sad, | regretted | could not fly away” =7 f' FE (/A A1)
i [Fl | 77K, which alludes to the poem “Cypress Boat” (Baizhou ff1%|):

It floats about, that boat of cypress wood, [ Now here, now there, as
by the current borne . . .. How full of trouble is my anxious heart! /
With hate the blatant herd of creatures mean. [ Ceaseless pursue. ...
I try to find relief from my distress. / Would | had wings to fly where
ills no longer press.*

TP APE] S AT E e RS AR . L ff»r RIS e
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In Ban Gu’s 77l (32-92) “Rhapsody on Communicating with the Hidden”
(Youtong fu (%), there is the Chu-style line, “The vines twist about the
drooping tree: / Singing the ‘Southern Airs’ may soothe your soul” }iﬁf}%ﬁ}
FREA =, FplE I £iAp, which alludes to the poem “Flourishing Trees”
(Jiumu #2+ ) from The Airs of Southern Zhou (Zhounan fﬁjﬁj):

In the south are the trees whose branches are bent, / And droop in
such fashion that o’er their extent. / All the dolichos’ creepers fast
cling. | See our princely lady, from whom we have got. /| Rejoicing
that’s endless! May her happy lot. / And her honors repose ever
bring 2

TR, BEELY . G R

In FuYi’'s {fa3% [2-90] “Rhapsody on Luoyang Capital” (Luodu fu 3?‘]?5[55@),

4% Nicholas Morrow Williams, The Fu Genre of Imperial China: Studies in the Rhapsodic
Imagination, 219.

# As Shi Runzhang Jiii#l# says in Shi Runzhang’s Remarks on Poetry (Huozhai shihua 175
Ffa6): “The practice of rhyme changing in seven-syllable-line poems begins with the
epilogue of Zhang Heng’s ‘Rhapsody on Contemplating the Mystery.” In order to achieve
this effect, “the Poetry says” must be omitted.

4 Zhou zhenfu, Shijing yizhu, 7.
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there is a parallel line, “The hills nearby are grand and high, / their
summits rise to touch the sky” a‘éj‘}i’;’gjﬁgjﬁfﬁ, "=, which comes from
the poem “Tall Mountain” (Songgao ;'ti,%ﬁ,lj): “How grand and high, with
hugest bulk, arise, / Those southern hills whose summits touch the skies”
ARSI

Conclusion

The establishment of a new literary form is accompanied with a revolution
(even destruction) of literary conventions. By omitting the expression
“the Poetry says” and changing the original four-syllable lines into
five-syllable, seven-syllable, six-syllable, or Chu-style lines, Han rhapsodies
creatively reform the conventional communicative discourses in an
aesthetic manner, and introduce new ways of expression into the Chinese
literary language. To some extent, this stylistic choice both affects and is
affected by the emergence and development of other Chinese literary
genres such as five-syllable-line poetry, seven-syllable-line poetry, parallel
prose, and Chu-style prose.

In the pre-Qin period, quoting the Poetry through “the Poetry says”
helps to present the communicative discourse, or yanyu, to the reader of
the text, and can be seen as an emblem of the literary tradition, “Poetry
expresses the mind” (Shi yan zhi ?\ﬁ[%\). By the time of Wei and Jin
Dynasties, a new tradition, ‘“Poetry explores feelings” (Shi yuan ging BE
‘]‘?j), has already taken shape. As Lu Ji [##$ (261-303) writes in his
Rhapsody on Literature (Wenfu ¥ %), “Lyric poetry explores feelings and
is exquisitely ornate” ?ﬁ“ﬁ[ﬁﬁnﬁé ’%ﬁ; Nevertheless, previous scholars
seldom explain how the transition between the two traditions is realized.
As rhymed proses, rhapsodies are able to “express the mind” in a similar
manner to the Poetry. As Liu Xie writes, rhapsodies “use splendid
language to portray things and express one’s minds” %ﬁj%}fﬁjﬂ' » PR
#.% Similarly, zhi Yu thinks that rhapsodies can “expose one’s mind
through a comprehensive display of appearances” [Hijdl&#E Felft =4
Meanwhile, the dictions and images in the Poetry also serve as the

# Liu Xie, Wenxin diaolong, 134.
4 Zhi Yu, “Wenzhang liubielun,” 1905.
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catalyst and carrier of the rhapsody writers’ feelings. By incorporating
their subjective feelings into the archetypal images in the Poetry, the
writers produce works that “explore feelings” in an “exquisitely ornate”
way. By omitting “the Poetry says,” Han rhapsody releases the creative
energy of literary language and stimulates the emergence and flourishing
of new literary genres such as five-syllable-line poetry, seven-syllable-line
poetry, parallel prose, and Chu-style prose. Therefore, it can be taken as
the bridge between literature as communicative discourses and artistic
compositions. The rhapsodies not only borrow the dictions from the
Poetry to portray things, but also transform the meanings of the Poetry to
expose feelings euphemistically, thus changing the function of literature
from “expressing the mind” into “exploring feelings.” In its nature, this
transitional period is characterized by the weakening of the Poetry’s
normative message, the concealment of the state of mind, the
refinement of literary language, and the incorporation of personal
feelings. As an important part of Han poetics other than Confucian
classics, it deserves greater scholarly attention.
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