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Using the example of the song “Lord Amidst Clouds” ( Yunzhong jun) from the “Nine Songs” (Jiuge) chapter of the Songs
of Chu (Chuci), this study examines how commentators from the Han to the Qing dynasty engaged with interpretations of
their predecessors at the micro level of their commentaries in a non-canonical textual environment. To go beyond the macro
level overviews provided by commentary histories of the Chuci, the interpretations of Wang Yi (2* cent.), the Five Ministers
(7"°-8" cent.), Zhu Xi (1130-1200), Wang Yuan (d. 1565), and Lin Yunming (1628?-1697) are compared line by line in
chronological order to better understand their motives for writing new commentaries, their exegetical techniques, and their
exegetical decisions. The broader question underlying this study is whether it is possible to determine which parts of the
understanding of the song remained controversial as opposed to what was accepted as understanding over the period of

commentary production.
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“The shared assumption that these texts were authoritative but compressed
and coded statements by the Sages that no effort could ever completely
translate into the fixed terms of regular mortals created a triple bind:
authoritative statements had to be derived from a reading of these
authoritative texts of old; the reading had to be plausible and convincing to
other readers who might want to derive other conclusions from these
canonical texts; and any reading was open to challenge due to the
inexhaustibility /22 principle of these texts” (Wagner 2000, 4-5).

To preface an article about the commentaries on a short poem from the Chuci 2EE¥ (Songs of Chu)
with a statement about the commentarial tradition surrounding the Chinese classics may seem over-
blown. Aside from a debate during the Han dynasty to grant “Lisao” #E% (Parting from Forlornness)
the status of a canonical text (jing %), only indirect evidence suggests the extent to which other parts
of the Chucr were viewed as authoritative (Li Daming 1993; Schimmelpfennig 2004). Among this
evidence is the tradition of commentaries to other parts of the anthology like the “Jiuge” JL& (Nine
Songs), the second chapter in the transmitted version of the Chuci. Following its earliest commentator
Wang Yi 3 (2" cent. CE), most commentators regarded the poems in this chapter as part of Qu
Yuan’s oeuvre and provided readings of its songs.' In doing so they resorted to an authoritative version
of the text, entered an existing exegetical discourse of these songs,” required plausible conclusions to
convince readers of the validity of their own understanding, and by defying the “inexhaustibility n
principle of these texts”, strove to convince their audience of the true limits of possible interpretation
accomplished by their own reading. On these counts commentators of the Chuci are by no means

dissimilar to the exegetes of the Classics.

The suggestion that iterpretational controversies involving the Chuci have much in common with
those over Chinese canonical texts raises a number of questions about the specific nature of these
controversies: First, what was it that motivated commentators to challenge an existing reading in a non-
canonical textual setting? Second, which empirical findings or exegetical techniques did they use to
arrive at these different interpretations? Third, did these commentators perceive their own distinct
Interpretations as a conscious reversal of existing understandings, or did they view this as enhancing
an existing understanding in some way other than through a sub-commentary? Finally, is it possible to
identify specific passages in a main text that repeatedly triggered comments? In other words, is it pos-
sible to identify what remained controversial in the understanding of a text as opposed to what was

taken for granted over longer periods of commentary production?

To answer these questions, I will select a more commonly known song from the “Jiuge” chapter enti-

tled “Yunzhong jun” ZEHZE (The Lord Amidst Clouds). I will use a combined approach to examine

' For a recent discussion of the question of authorship of the Chuci, see Du (2019).

*“As Confucianism came to be identified over the course of the imperial period with the Chinese cultural tradition par excellence, the
writing of interlinear commentary on the canon of texts became a standard, even dominant mode of scholarly and philosophical discourse
for Chinese literati” (Gardner 1998, 397).
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the specific commentarial engagement surrounding this work: at a macro level, I will survey commen-
tary histories of the Chucrto provide information about the authors of the commentaries, their pretexts
for producing these works, and their general intentions.” In contrast to existing commentary histories
and studies of individual commentaries, the emphasis of my contribution lies at the micro level of
commentarial modifications over time.' To better understand the mechanics that generate specific
readings, the impact established understandings have on subsequent readings, and the connectivity
between commentaries, this article compares a sequence of commentaries to “Yunzhong jun” line by
line, taking the detail of annotations and their exegetical subtlety as indicators for connectivity as well

as C()ntr()versy.

It may rightly be argued that the “Lisao” as the core text of the Chucr anthology would be the appro-
priate candidate for such an analysis. But its length, combined with the substantial amount of
commentary written to it, make the poem unsuitable for presentation in an article. I therefore choose
“Yunzhong jun” as a case study instead.” The poem is rather well known in Chinese literature albeit
as an easily recognisable part of the Chucr tradition. Its visibility expanded in the 20" century due to
its central role in Arthur Waley’s (1889-1966) anthropological reconstruction and translation of the
“Tiuge” (Waley 1955). We can assume, however, that for traditional Chinese commentators “Yun-
zhong jun” was one poem among others in the “Jiuge” and in this sense did not stand out like the
“Lisao” giving rise to discussions about its canonical status. “Yunzhong jun” is therefore a welcome
candidate if we want to understand how commentators have dealt with examples of the Chucitradition
that have historically been of lesser renown. In addition, its briefness — of only eighty-three characters

i fourteen lines — helps make nuances of interpretational modification immediately obvious.

The song describes a sacrificial ritual involving a deity referred to as yun jun Z£Z (Cloud Lord) in
various other sources. While transmitted sources associate the deity with rituals performed in the state
of Jin, bamboo texts unearthed from a tomb near the ancient capital of Chu prove that the deity was

worshipped there too.’

This study 1s limited to six major commentaries to “Yunzhong jun” from the Eastern Han to the early

Qing dynasty, a period of roughly 1500 years:’

*The commentary histories consulted for the present study are Yi (1991), Li and Zhu (1996), and Liao (2008). Broader overviews are

presented in Schneider (1980) and Nailer (1980). An early example of a comparative study of commentaries to “Jiuge” is Waters (1985).

' Many existing studies of Chinese commentary either focus entirely on a single commentary or examine a sequence of commentaries as
separate elements. While commentary histories such as those in the preceding note provide information about reactions to predecessors

and what a later commentator did differently, they rarely address the minute connections between readings at a micro level.

" Another legitimate point of criticism would be the objection to a random selection of a song out of a group of eleven works included in the
“Jiuge” chapter. Since there are no sources other than the “bracket” of the chapter’s preface or parallel titles that indicate the purpose
behind the arrangement of the poems, an exploration of how the exegetical development unfolds in one case can serve as a preliminary

step towards comparing commentaries to other songs throughout the chapter and beyond.

“Tomb 1 at Jiangling Tianxing guan JT[# K E# excavated in 1977, has been dated to the middle of the 4" century BCE. See Tang
Zhangping (2004, 27f; 113).

" Here by “major commentaries” I mean that their commentators emphasised the relevance of their interpretation by commenting on all or

a selection of chapters of the Chuci. The Variorum of Commentaries by the Five Ministers is included because it is the only existing

commentary from the Tang dynasty. Later commentaries in the “evidential scholarship” (kaozheng #%8) field were excluded due to
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1 Chuci zhangju 2Eg¥ 25 4] (Section and Sentence Commentary to the Songs of Chu) by Wang Yi
7% (2" cent. CE).

2 Wu chen zhu FL ¥ (Commentaries by the Five Ministers) by Liu Liang 2| B, Zhang Xian 5E#%,
Li Xiang = 4], Li Zhouhan ZF#j, and Li Yanji = ZEJS (7°-8" cent.).

3 Chuci jizhu ZEFHEE T (Variorum of Commentaries to the Songs of Chu) by Zhu Xi 42 (1130-
1200).

4 Chuci jijie ZEFHEEAA (Variorum of Explanations to the Songs of Chu) by Wang Yuan j£E% (d. 1565).

5 Chuci deng ZE &R (The Songs of Chu Illumined) by Lin Yunming #AZE$% (16282-1697).

My reasons for this selection are the prominence of these commentaries in exegetical history, the cross
section of msight these commentaries provide over a long period of time, and the fact that Lin Yun-

ming’s final example can be seen as a kind of capstone to the preceding tradition.

In each of the following sections I will present the work of one commentator. A brief description of
the author’s background and motivation for writing the commentary 1s followed by a more detailed
analysis of the particularities of his understanding and how his reading of “Yunzhong jun” relates to
that of his predecessors. To make the exegetical operations of each commentator more understanda-
ble, I use the method of extrapolative translation.” A synopsis that reflects more broadly on the overall
commentarial development, the question of connectivity between commentaries, the dynamics of the

mterpretational controversy, and its possible impact on modern research concludes the study.

1. Setting the Scene — Wang Yi’s Preface and Commentary

Not much is known about Wang Yi. A very short entry in Hou Hanshu %752 (The Dynastic History
of the Eastern Han) states that he was born in the Southern commandery town of Yicheng E 3 in
the region of the former state of Chu (Tan 1982, 1I: 49-50). He held two positions under the emperors
An ZZ75 (r. 114-120 CE) and Shun JI§7 (r. 125-144 CE) that lack a precise date. Aside from his
commentary to the Chucrhe wrote a substantial number of other works including rhapsodies, treatises,

and poems (Hou Hanshu70.2618). Other sources add that he later advanced to the office of inspector
of Yuzhou #2MfI[5 followed by the position of prefect of Yuzhang & K 5F.” He also participated

limitations in space. A subsequent study will examine them in comparison to their predecessors in order to take into account early modern
reactions to traditional exegesis.

* For this approach that attempts to recapture the reader’s experience of texts with interlinear commentary through rendering the main text
in the understanding of a respective interpretation while maintaining the commentary’s explicatory function see Wagner (2003, 112-116)

For a broader reflection by Wagner on the function and usefulness of “commentary translation” see (Li 2015, 4911).

’ Yuzhou designates a region shared by Honan, Anhui, and Jiangsu province. Yuzhang is the Han administrative name for the capital city of
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in the compilation of the Dongguan Hanji 88EEC (Records of the Han from the Eastern Reposi-
tory)." These additional data suggest that, contrary to his short biography in Hou Hanshu, Wang did
achieve high ranks within the Han bureaucracy that involved various compilation projects, part of

which may have been the composition of his Chuci zhangju.

‘Wang Y1 explains his motivation for extending his commentary to include other works from the Chucr
in his postface to “Lisao” (Soji sakuin 1979, 20-21 [7-83])." He argues that an interpretation of “Lisao”
established by Liu An 2% (?178-122 BCE) was later distorted by the Section and Sentence Com-
mentaries to “Lisao” written by Ban Gu FI[& (32-92 CE) and Jia Kui &7 (30-100 CE).” Wang
further criticises their complete disregard of the additional fifteen chapters of works either written or
related to Qu Yuan that Liu Xiang 2/[a] (77-6 BCE) had included in his Chucr anthology. In an
attempt to refute Ban Gu’s Qu Yuan critique,” Wang Yi examined the old chapters, combined them
into a “classic with commentaries” (jingzhuan 4¢{), and made a Section and Sentence commentary

in sixteen chapters (Sojr sakuin 1979, 20 [79]).

Based on his statement, the commentaries and prefaces to all chapters of the received version of Chucr
zhangyu, even including a seventeenth chapter attributed to Wang Y1 himself, have been thought to be
written by him. Modern research has rightly called this editorial history into doubt." The Wenxuan
% (Selections of Refined Literature) though attests that a chapter entitled “Jiuge” existed at the time
of Xiao Tong’s 4%t (501-531 CE) compilation. It contains “Yunzhong jun” and three other songs
from this chapter included in transmitted editions of the Chuci zhangju. This selection is preceded by
a preface that appears to be quite literally an abridged version of the preface to “Jiuge” contained in
Chuci zhangyu, as exemplified by the highlighted characters in the citation below ( Wenxuan 1981,
464)." The preface to “Jiuge” has been essential in providing the background against which “Yunzhong

jun” and the other works contained in the chapter were read:

The Nine Songs were created by Qu Yuan. In ancient times, in the Southern capital of Ying of
the State of Chu, between the rivers Yuan and Xiang, its common people believed in ghosts

and consequently were fond of sacrifices. For their sacrifices, they needed to perform songs,

Jiangxi province, Nanchang (Tan 1982, II: 49-50).

" For additional information see Jiang (1982, 105f); Li (1988, 414f); Xu (2011, 4f). A critical summary of existing research on Wang Yi is
contained in Schimmelpfennig (2005, 28-40).

" For a complete translation and analysis of the postface see Schimmelpfennig (2005, 339-374).

" Indicators for the existence of such a work are the prefaces by Ban Gu preserved in Chuci buzhu with the sub-commentary by Hong
Xingzu. Compare Soji sakuin (1979, 21-22 [83-87]). There is no other evidence apart from Wang Yi that Ban Gu’s contribution had the
form of a Section and Sentence commentary.

" Jia Kui appears only once in the postface. Wang’s criticism is entirely directed against the position of Ban Gu.

" Later editorial interventions into the original Chuci zhangju have been significant. These include the re-arrangement of chapters
chronologically by author and the repositioning of the prefaces which had originally appeared at the end of each chapter. Compare Yu
(1980, 1228). The discovery that a substantial portion of commentaries to chapters attributed to Han authors in Chuci zhangju do not
follow the typical pattern of section and sentence commentaries has given rise to a discussion about the authorship of these commentaries.

Compare Miyano (1987); Schimmelpfennig (2005, 650-751); Liao Dongliang (2008, 365-415); Chen (2021, 107-147).

"It is assumed that the redaction goes back to the commentator Li Shan Z23% (630-689 CE).
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music, drums, and dance to please all spirits. Qu Yuan was exiled, and hid in their regions,
stricken by bitter poison with bouts of anxiety surging up strongly within him. Going out, he
faced the locals’ sacrificial rites and music accompanying the songs and dances, the lyrics of
which were crude and vulgar. Owing to this [Qu Yuan] created the tunes of the Nine Songs.
On their surface he praised the respectfulness in serving the spirits while underneath he
revealed his own resentment against injustice suffered, entrusting the tunes with admonition.
For this reason, their lyrics and their message are not the same, their stanzas and the lines of

verses are uneven in length, and they set forth distinct meanings.

(LE) & > BIEZFrfEth - HFREEHZE - it M2M - HEE R o 26
WMETRSEGT FE DI SEsE T - JEIFRROE » BRI - MEEE  REBE - HAMALKE
218 iR s HEEE > BRME (L) 2l - EREw A TREZ %4
sz DUEERIH] - SESCEARE - B - MEEREE o (Chud zhangu shuzheng
2007, 742-746).

The preface can be divided into four parts: an author attribution that 1s followed by a general setting
of scene in the southern part of the ancient state of Chu. Into this scene the famous poet and author
Qu Yuan 1s inserted as an exile in hiding, who, triggered by the crude sacrificial customs of the indig-
enous people living there, acts as a bringer of ritual reform. The final two sentences focus on the
nature of the songs. The first claims that a surface reading needs to be distinguished from an underly-
g reading. The latter reveals the poet’s resentment against his unjust treatment which results in the
songs serving as remonstrances. The second sentence justifies the unevenness of the textual material
gathered 1n the “Jiuge” chapter, the varying length of individual songs, and the differences in lyrics and
messages. The author of the preface, most probably Wang Y1," apparently felt it necessary to justify
the heterogenous nature of the eleven works contained in the chapter, attributing this heterogeneity to
the circumstances of their creation. As will become clear in the commentary survey below, the preface

played a normative role in shaping all commentators’ overall understanding of the “Jiuge”." More

" For an indexed version of the preface in the Sibu beivao VUE % edition see Sopi sakuin (1979, 24-25 [96-97]). The characters in grey
colour represent the exact sequence of characters of the preface contained in Wenxuan. I will refer to it when addressing the commentary

of the Five Ministers.

"Tim Chan, based on research by Lin Weichun #f4EZ5, suggests that the prefaces to sixteen of the now seventeen chapters in the Chucr
were created as part of the compilation reports Liu Xiang handed in with the newly compiled editions of texts (Chan 1998, 306f). However,
it is evident from the form and content of the prefaces contained in Chuci zhangju that their author emulated the small prefaces (viao xu
JINFR) of the Shijing 55 4% (Canon of Songs). This modelling coincides with Wang Yi’s intention to present Qu Yuan as an equal to the
poets of the Shzjing who, according to tradition, had been selected by Confucius. In addition, Wang Yi’s postface and the shorter preface
to the “Lisao” contain interpretative patterns that are crucial for understanding Wang Y1’s approach. For an analysis of these patterns see
Schimmelpfennig (2005, 362-395).

" While Arthur Waley joined the criticism of the misleading and moralising nature of traditional “Confucian” commentaries that arose in
China in the late 1920s and subsequently in the West, in his translation of the Dao De jing #E{E%%, the information provided in the
preface clearly does lend support to his theory that the remnants of an ancient form of Chinese shamanism underlie the majority of the

“Jiuge”.
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importantly, assuming its origin in Wang Y1, the preface provides us with a blueprint of how its earliest

commentator conceived “Yunzhong jun”.

In order to gain an idea of the contents of “Yunzhong jun” itself and of what may distinguish Wang
Y1’s understanding from that of others, let us compare the rendering by Arthur Waley with my own
translation of the song’s main text extrapolated from the commentary of Wang Y1."” There is no spe-
cific reason for choosing Arthur Waley’s translation over any other aside from its renown and Waley’s
own conviction that he represented the song detached from traditional interpretations. The point of

this 1nitial parallel presentation without Wang Y1’s commentary will become obvious immediately:

The Lord amid the Clouds

I have washed in a brew of orchid, bathed in sweet scents,
Many-coloured are my garments; I am like a flower.

Now in long curves the spirit has come down.

In a blaze of brightness unending.

Chien! “He 1s coming to rest at the Abode of Life;

As a sun, as a moonbeam glows his light.

In dragon chariot and the vestment of a god,

Hither and thither a little while he moves.

The spirit, brilliant and dazzling, descended.

Now he soars up swiftly amid the clouds.

He looks down on the province of Chi and far beyond;
He traverses the Four Seas; endless his flight.

Longing for that lord I heave a deep sigh;

The Lord amidst Clouds

Bathe in orchid broth, purify yourself with fragrances,
and richly adorn your coloured clothes with ginger petals!
The Spirit master still bends and turns when it lingers,
its glare so bright and garish without end.

Lo! It desires to be soothed in the Temple of Longevity,
where it matches sun and moon in radiance.

Carried by a dragon and in Sovereigns’ dress,

for the moment it hovers and floats around.

The spirit in great majesty came down.

In a dash it lifts into the distance amidst the clouds.

It overlooks the region of Ji and what lies beyond.

It cuts across the Four Seas. Where are its mits?
Longing for its majesty, I heave weary sighs.

0

My worn-out heart, pounding, pounding.”

My heart is greatly troubled; I am very sad.

(Waley 1955, 27).

From Arthur Waley’s anthropological angle (left column), a shamaness herself conducts a purification
ritual that entices the spirit to descend into a place he renders as “Abode of Life”.” After hovering
there briefly as brightly shining light, the spirit swiftly ascends back into the clouds. The end of their
meeting is indicated by a break between lines. It is followed by observations of the spirit’s movements
and capabilities, and it concludes with the gloomy final statement of the left-behind shamaness. Waley

even notes the quality of a love affair in these encounters.”

In Wang Y1i’s understanding (right column), the agent cannot be the shaman. The commentary con-
firms the situation described in the preface to the “Jiuge”. It 1s Qu Yuan who orders a “spirit master”

— rather a medium than a shaman — to purify him- or herself. In line with Wang Y1’s preface, Qu

A full translation of the text with Wang Yi’s commentary follows below.
* My own translation will be presented in detail with the text in Chinese below.
' “T take the speaker throughout to be the shaman, presumably in this case a woman” (Waley 1955, 28).

# “In these songs, shamanism assumes a particular form, I think, not known in the classic shamanistic areas—Siberia, Manchuria, Central

Asia. The shaman’s relation with the Spirit is represented as a kind of love-affair” (Waley 1955, 13).



26 Journal of the European Association for Chinese Studies, vol. 5 (2024)

Yuan brings ritual order to this remote place. In Wang Yi’s understanding it 1s the purified and
adorned “spirit master” whose movements announce the presence of the spirit. The light the spirit
emanates matches that of sun and moon. The spirit’s attire seems to foreshadow Qu Yuan’s implied
association of the spirit with his king, one underlying meaning that 1s expressed in the commentary to

the final lines of the song, where again it is Qu Yuan, not the medium, who 1s left in despair.

The juxtaposition with Waley’s rendering highlights some of Wang Y1’s principal exegetical decisions:
Waley assumed that by stripping the song off its supposedly misleading traditional commentary, he
would look at a depiction of an ancient shamanic ritual, albeit in literary form. What he may not have
realised, however, was that Wang Y1's preface itself provided him with the mitial idea of the shamanic
origin of the songs contained in “Jiuge”.” Wang Y1’s starting point was different: Due to a lack of any
further information about the pre-history of the poem, we can only assume that by the time Liu Xiang
compiled the earliest version of what became the Chuci, “Yunzhong jun” was regarded as part of Qu
Yuan’s oeuvre. When Wang Y1 wrote his Section and Sentence commentary, he had only what was
known about the poet-minister’s biography, the “Lisao” and other works attributed to the Chu poet to
go by.” Judging from the sources available, Wang Yi retrieved the deeper meaning and established the
assumed subtext of the “Jiuge” by himself.” “Yunzhong jun” thus became part of his effort to show
that Qu Yuan’s other literary creations shared the characteristics that proved that the “Lisao” and its

poet were worthy of canonisation.

Let us now consider the full text of “Yunzhong jun” with Wang Y1’s complete commentary in order
to distinguish the commentator’s main exegetical moves and to present the reading that all later com-

mentators addressed in this article take as their starting point:

[1-2] ‘Bathe in orchid broth, purify yourself with fragrances, and richly adorn your coloured
clothes with ginger petals!” JAEES5IRTT » TERAK THEIL ©

[Orchid is a fragrant plant.] * To richly adorn means to adorn in five colours.” [Ginger] means
the galangal plant.” [Qu Yuan] says: I am about to offer a food offering in service to the cloud
spirit for which I have a spirit medium first bathe in orchid broth, clean himself with fragrances,

dress in five colours and adorn his clothes and attire richly with ginger petals to purify himself. &

*There is a striking similarity between his approach and that of August Conrady (1864-1925) to the “Tianwen” K[ (Heavenly Questions),
the third chapter of the Chuci, Conrady (1931). Conrady’s idea of reconstructing the images on a temple’s walls supposedly described by
Qu Yuan in the poem were clearly drawn from the preface to the poem.

* Compare Sima Qian’s 5] (ca. 145-ca. 86 BCE) biography of Qu Yuan in Shzi (1982, 84: 2481-2491). On other sources pertaining
to Qu Yuan and “Lisao” during the Han see Schimmelpfennig (2004, 112-137).

“This is suggested by Wang’s critique that Ban Gu and Jia Kui did not engage with the other fifteen chapters in Liu Xiang’s compilation.
See Wang Yi’s postface to “Lisao” in Jiang (1993, 20).

* Only Chuct buzhu contains this gloss. Soji sakuin (1979, 26 [101]). Verse lines 1 and 2 of the main text are combined in all other editions.

See Chuct zhangju shuzheng (2007, 775). In the edition of the Six Ministers even the first four lines are combined. This edition arranges

the entire text into sets of four lines. Compare Liu Chen (1999, 598).
7 This annotation is problematic. Compare Jiang (1985, 3: 567).

*The type of ginger cannot be defined (Jiang 1985, 3: 564-567).
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HEAM - FER > TR - & HE ﬁl BUREES LJ\%%?EE J{sE %R AR S Bl
%5 REIE  RICREER » B E 23 DIERED -

[3] The spirit master still bends and turns when it lingers, 2255 FEEY »

Spirit master means a medium. The people of Chu call mediums spirit masters. [Bends and turns]

serves as an illustration for [the movement of] guiding when receiving the spirit. [When] means
already. [Linger] means to pause. 82 > AA{l - 2 AL EE T o #E - AITHES [, -
Bt > &t o B > (bt -

[4] its glare so bright and garish, never ending. JEHZEIE 5 A -

Glare serves as an illustration for radiance. So bright and garish means brilliant. Never ending
means infinite. ” [Qu Yuan] says: The mediator carries the insignia in a respectful and reverent
manner, greeting the spirit politely while leading it. His facial expression is sincere, his body
bending and turning, whereupon the spirit is so delighted that it must linger and pause. Looking
at its radiant appearance, it is glaringly bright and brilliant, its extent without any limits. JH#Y%50
o HEE - BRI o RO REA - SRBERE - FAES| - ST - PAGEEE
HHRIEE » EmIE - BREDERIEIRIERE » BT, o (Chuct zhangiu shuzheng 2007,
774-781).

Employing the division into glosses and paraphrases typical for Section and Sentence commentaries,
Wang Yi introduces the agent immediately at the beginning of his paraphrase to line 1." The first
person pronoun ji ” establishes Qu Yuan as the proponent of what is to follow and the song as the
description of the ensuing action.” Glosses supply information about the fragrance of plants, their
purifying role, and their colourfulness, suggesting the cleanliness and good scents that serve both as a
reference to what attracts the spirit as expressed in the paraphrase to line 4, and the pure nature of the
mitiator of the ritual. Wang Y1 further points out the presence of terminology specific to the region of

Chu, employed here to avoid a reader mistaking /ing 2% as another designation for the spirit as in line

* In similar endings of paraphrases in the commentary to “Lisao” zi F always refer to Qu Yuan. Accordingly, it would be Qu Yuan purifying
himself by means of ginger leaves. Here, however, the statement at the beginning of the paraphrase is clear that it is Qu Yuan causing the
medium to do the purifying.

30

Hong Xingzu gives the gloss in abbreviated form as yang, ji ye 9L, Soji sakuin (1979, 101).

" In using a Section and Sentence commentary, Wang Yi intentionally opted for the standard form of commentary on the Classics at the
time. For a description of the genre and the development of Section and Sentence commentaries during the Han dynasty see

Schimmelpfennig (2002).

*The use of this pronoun as a reference to Qu Yuan is established in Wang Yi’s commentary to the “Lisao”, Schimmelpfennig (2005, 232

[note 22]).

*In Wang Yi’s commentary the character yan & initiates each paraphrase. It is not a technical term that is often rendered as “[In the text
above] it says” or simply “it is said” in translation of other commentaries, but a placeholder for the paraphrased statements of the poet,

rendered here as “[Qu Yuan] says”.
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9. The ritual manner of the medium 1s refined, which may be taken as another hint at the beneficial

mfluence of Qu Yuan on the ritual practices of the locals.

==

[5] Lo! It desires™ to be soothed in the Temple of Longevity, ERHES = -

Lo is an exclamation.” To soothe means to calm down. The Temple of Longevity is a place for
offering sacrifices to spirits. All who perform sacrifices there intend to reach longevity. That is why
it is called the Temple of Longevity. [Qu Yuan] says: As soon as the cloud spirit has reached the
Temple of Longevity, it happily absorbs the scent and feeds on wine and food, which calms and
delights it soothingly to such an extent that it is without intention to leave. %5 » Za/t7, - & » Z¢
- FBE - 2 EL - FIEEAEE > HUESEL - SEMREREE - BEE
B ERLE  HEEE -

[6] it matches sun and moon in radiance. B H H 57185 -

To match means to be alike. Radiance means brightness. [Qu Yuan] says: The position of the

cloud spirit Fenglong is so venerable and lofty that it equals the brightness of the sun and moon.

Basically, when clouds rise, the sun and moon will be covered; when clouds hide, the sun and

moon will be bright. That is why the text says: “matches in radiance”. 7% » [G]7 o 3% » BHH7, -

SEMWMEERAES - HEE AR - REEMAE A > EREmAE A E
TRt A

[7

Carried by a dragon in Sovereigns’ attire, e 2= 5 75 R

Carried by a dragon means the cloud spirit rides on a dragon. That is why it is said in the Book
of Changes. “The clouds follow the dragon”. * Sovereign designates the sovereigns of the five
cardinal directions. [Attire] means adornment.” [Qu Yuan] says: Heaven venerates the cloud
spirit, letting it ride a dragon, wearing a thick blue-green and yellow dress with five exquisite
colours, attired similar to the sovereigns of the five cardinal directions. FEEE = E(EFEH -
SH TERHE L W2 o IRk fiith - S REEM - [FXRRE - ®REEL
K2 BT ER

[8] for the moment it hovers and floats around. JIIEES FE -

For the moment means for the time being. To float around 1s like circulating. [Qu Yuan]| says:

The cloud spirit will not stay in any place for long. Moving, it hovers, goes around 1n circles, goes

"The character is understood to read granghere in accordance with the paraphrase to line 5.

¥ This expression occurs rather often at the beginning of lines in the Chuci, which led Jiang Liangfu to render it as “then” or “thereupon”
(Jiang 1985, 4: 392-393). Since these translations are unable to adequately reproduce Wang Y1’s understanding of this as an exclamation,
note that I take the character as an expression of incredulous astonishment at the lingering time of the spirit whose fickle nature becomes
obvious in the following lines.

* Citation from the Wenyan 3 & commentary to the yangline in the 5th position in the Qian §Z hexagram (Shisarying 1980, 16).

“ Only Chuci buzhu does not contain this gloss (Soji sakuin 1979, 102). In Wang Yi’s paraphrase, the gloss is not taken up.
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away, comes back, both wandering around and hovering.” Jijil » B 77, - FEZERERtr - SE
JERE R - BIHIENFY - Rk HAFE o (Chuct zhangiu shuzheng 2007, 781-786).

To line 5 Wang Y1 adds an explanation for the name of the temple at which the ritual takes place,
e L - -

explaining its function as a site for sacrifices to the spirit of longevity.” Here we can only assume that

we are looking at a cross reference to Qu Yuan’s statements about the passing of ime and the shortness

of lifespan 1n “Lisao”. Wang’s addition at the end paraphrases that the spirit, once appeased by the

steam of food and wine has no intention of leaving, which posits a special connection between the one

sacrificing and the spirit. At the same time, 1t creates tension about what will happen next.

By adding that the cloud spirit is Fenglong, Wang Y1 inserts a cross-reference to the spirit mentioned
m “Lisao”. There, Qu Yuan commands Fenglong to ride on clouds in search of the goddess Lady Fei
(Soyr sakuin 1979, 13 [51-52]). The rank of the spirit is not only underlined by its attributes in the
paraphrase. Wang Y1 adds a general rule of the ability of clouds to block the light of sun and moon to
further highlight the song’s juxtaposition of the spirit’s brightness with that of sun and moon. Following
his glosses to line 7, Wang Yi cites the Yzjing 554% (Canon of Changes). In his commentary to “Lisao”
Wang Y1 links these citations to characters in the main text to suggest the poet’s deliberate and mean-
mgful reference to canonised texts (Schimmelpfennig 2005, 460-485). As the sole citation in the entire
commentary to “Yunzhong jun” the reference 1s evidently significant. The passage deals with corre-
spondences between entities. Accordingly, clouds and dragons have an immutable relationship with

10

one another.” Especially with citations from the Yzingit is not always easy to understand the implied
connection. The point made here, however, seems rather obvious: the nature of the relationship be-
tween clouds and dragons 1s emblematic of the relationship between Qu Yuan and the cloud spirit, or
at least the 1deal nature of this relationship. Readers of Wang Y1’s commentary who knew the Wenyan
commentary by heart would have immediately remembered its concluding statement: “What origi-
nates in heaven is related to what is above, what originates from earth 1s related to what is below, each
following its kind” AFREZFH E » A FHEHRT » QIS CEIEW, (Shisanjing zhushu 1980, 16).
Qu Yuan’s implicit reference to a statement by Confucius, inserted by Wang Yi, points to a natural
separation of belonging that was upended by the poet-minister’s banishment to a place not of “his
kind”. The following paraphrase elaborates on this point by postulating the cloud spirit’s equality with
the rulers of the five cardinal directions, expressed in the colours worn. This mention of colours points
to the medium in line 1-2, who, almost in anticipation of what 1s to come, has been dressed by Qu

Yuan in “sovereign colours” corresponding to those of the spirit. Wang Yi elevates the status of the

* In editions of Wenxuan, the end of the paraphrase is different: “... both wandering and hovering” H # H #t17. See Liu Chen (1999, 598);

Wenxuan (1981, 464).
“ For other sources on the existence of such temples during the Han and earlier compare Jiang (1985, 1: 181).

* Compare Richard Wilhelm’s rendering: “The nine in the fifth position means, ‘Flying dragon in the sky. It is beneficial to see the great
man’. What does that mean? The Master said: “Whatever corresponds in tone resonates with one another; what is congenial in the
innermost being seeks one another’. Water flows towards the damp; fire turns to dryness; clouds follow the dragon; winds follow the tiger.
The wise man arises, and all beings look to him. What comes from heaven feels related to what is above. What comes from the earth feels

related to what is below. Fach one follows its kind” (Wilhelm 1976, 3521, translated into English by author).
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cloud spirit further by suggesting its veneration by heaven itself. We may not push our interpretation
too far in suggesting that Wang Y1 appears to conceive Qu Yuan’s words as sublime associations of

the cloud spirit with a ruler.

[9] The spirit, brilliant and dazzling, descended. 22 & &4 FE[7% »

Spirit refers to the cloud spirit. Brilliant and dazzling serves here as an illustration of beauty. To
descend means to come down." [Qu Yuan] says: The cloud spirit has come down, his appearance
brilliant and dazzling, possessing a radiant pattern. Z2:5E(H7, - & » ZEHH, o [F > T, -
FEMKT  HPE LM - Al -

[10] In a dash, it lifts into the distance amidst the clouds. ZREERSEF o

In a dash serves here as an illustration for leaving in great hurry. In the midst of clouds is where
the cloud spirit resides. [Qu Yuan] says: The cloud spirit’s coming and going away takes place in
great haste, no sooner has it satisfied itself with drinks and food then it dashingly lifts into the
distance again returning to its residence. ZRFEEHH, - T » BIHFTEL o STBMHEREE
X REEE - ANEER - (REHERD -

[11] It overlooks the region of Ji and what lies beyond. B E M5 H &% »

To overlook means to gaze into the distance. The region between the two rivers is called Region
of Ji.” What lies beyond is [to be understood here] like other areas.” [Qu Yuan] says: The place
where the cloud spirit is located 1s so high and remote that it looks [not merely] into the distance
at the region ()f]i but it even sees the other realms beyond. & » S 7, - Fi)a 2 [EHEMN - 85
Wt - SEMPTESE - JIENEIN - SERMIT

[12] It cuts across the four seas. How could it be limited? ¥&VU/E 5 EES -

Limit means endpoint. [Qu Yuan] says: The cloud spirit comes and goes in an instant; within a
moment it moves horizontally across the four seas. How could there be ultimate endpoints [to its
movement]? §5 - ffitl, o FEMTAER - AR ETIWE - LA o (Chud
zhangyu shuzheng 2007, 786-791).

The glosses and paraphrases to lines 9 to 12 expand on the abruptness of the spirit’s return, its “regular
location” which became part of the song’s title, and the oversight this elevated position allows that goes
way beyond the region associated with Chu. Note that Wang Y1 employs glosses like that on the Region

of Ji and others in his commentary that also appear in the Erva g% (The Glossary) (Schimmelpfennig

" This gloss is contained in Erva f§ffE and Shuowen jicz 558 (Shisanjing zhushu 1980, 2582.3; Xu 1981, 732, respectively). The
possibly deliberate use of Xu Shen’s dictionary by Wang Yi is discussed in Schimmelpfennig (2005, 403-407).
* This statement is contained in Erya. Compare Shisanjing zhushu (1980, 2614.3). In the Shang shu %2 (Venerable Records), the expres-

sion denotes the northernmost of the Nine Regions into which the empire was divided under the legendary Great Yu A& (Shisanjing

zhushu 1980, 146, 2). The region is located north of the Yellow River.

“The Chuci buzhu edition does not contain the character fang 75 (Soji sakuin 1979, 102).
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2005, 402-403). While the status of this work canonised later during the Han is unclear, its use may
idicate another technique that points at the relationship between Qu Yuan’s poetry and the Shying.
Wang Y1 understands line 12 as Qu Yuan’s statement on the ultimately capricious and indeterminable

movement of the cloud spirit that triggers the pain described in the last lines of the song.

[13] Longing for His Majesty, I heave weary sighs. ERESKE. »
His majesty refers to the cloud spirit. B 5=, -
[14] My worn-out heart, pounding, pounding. fix%%,(» 5 i o

Pounding, pounding serves as an illustration of a troubled heart. When Qu Yuan becomes aware
that once moved, the clouds travel thousand leagues and circle the [area of] the four seas, he
imagines succeeding in following them to gaze at [the areas in] the four cardinal directions to forget
his melancholy longings, but, when he realises that he can never achieve it, he (thus) heaves weary
sighs and the inside of his heart," afflicted and worn, pounds and pounds. (Someone else said:
His Majesty refers to King Huai. Qu Yuan arranged his presentation of the cloud spirit in a way
that his sorrowful thoughts reach him again as the words near the end. He bemoans King Huai’s
dark delusion and incomprehension, which 1s why he consequently heaves weary sighs and moans,
unable to stop his heart from frequently pounding and pounding.)® [t » .03\ - JERE RE
—ETH - FEWE - BREE > BEZ)7 > USCERE > 28R E  #kE
MR > LHEZZ T « B80H > BT - fERERE M - SCEgEz - RREEZR -
TR T RERREE - AR EENY - OEPRAREEE A o (Chuct zhangju shuzheng 2007,
791-793).

While the only gloss to line 13 clearly states that “His Majesty” (fijun F=7E) refers to the cloud spirit,
the second paraphrase to line 14 highlights the i1dea triggered by the preface to the “Jiuge” to under-
stand jun as a reference to King Huai of Chu, the king who banished Qu Yuan. However, it stands to
question whether this second paraphrase was part of Wang Y1’s original commentary, and if so, where
Wang Y1 could have sourced this alternative reading from. Its initial character Auo would generally
mmply that someone else presented an alternative reading. However, with a gloss of identical syntax
with the gloss to line 13 at its beginning that contradicts the previous annotation, the second paraphrase

gives the impression of an alternative version of the final paraphrase added by a later editor.

Both paraphrases are distinct from the previous commentary. Suddenly there 1s an interlocutor telling
the reader how the poet’s emotional reaction at the end of the song should be understood. Though
the first paraphrase speaks about clouds and not a cloud spirit, its interpretation is striking. It leaves

Qu Yuan as the mitiator of a sacrifice in exile, who upon contemplating the spirit’s rapid departure

" In Wenxuan editions the characters /'3 appear in reverse order (zhong xin H1,0»). While Wang Yi uses this expression in his commen-
= =]
tary to “Lisao”, its meaning of “impartial mind” does not make sense in the context of this commentary to line 14. Compare Liu Chen

(1999, 617); Wenxuan (1981, 465).

“This part is absent in Wenxuan editions.
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into the clouds — or rather the rapid movement of clouds into which the spirit disappeared — develops
a longing to go elsewhere, followed by the realisation that he can’t leave, which makes his heart pound
heavily. Understood in this way, “Yunzhong jun” echos “Lisao”. Though the paraphrasing does not
specify King Huai, the poem nevertheless becomes a protest of Qu Yuan against his wrongful treat-

ment by the king, whom he nevertheless cannot leave.

The second paraphrase which takes His Majesty in line 13 as a reference to King Huai seems twice
removed 1n that it claims to know why the poet arranged the work in the manner he did. Here Qu
Yuan’s heavy sighs triggered by his longing for King Huai are understood as returning thoughts that
criticise the king’s delusion and foolishness. This understanding is less convincing because it rests on
a reading that essentially disconnects the last two lines from the rest of the poem.” It may therefore be
no accident that the editors of the Wenxuan did not include this second paraphrase in their text,
provided they were aware of its existence at the time."”

Wang Y1's commentary to “Yunzhong jun” is a complex and sophisticated reading that posits the work
firmly within the “historical” context claimed by the preface to the “Jiuge”. The historicising alignment
of his reading of the poem with the preface follows the conventions established by the Mao commen-
tarial tradition to the Shying (Zoeren 1991). It supports Wang Y1’s claim in the postface that Qu Yuan’s
other poetry beyond “Lisao” must be included in any evaluation of him, as it attests to his true status

as the poet equal to those of the Songs in the Shying (Sojr sakuin 1979, 110 [79]).

2. Revision of Wang Y1 — the Five Ministers

The following commentary is an oddity regarding its composition. In the year 718 Lii Yanzuo = 7E
¥E (n.d.), vice president of the board of public works, submitted a commentary to the Wenxuan to
the Tang emperor Xuanzong Z.5% (r. 712-756). It consisted of the “notes” of five scholars about
whom we hardly know anything beside their names. These commentaries by Liu Liang 2 £, Zhang
Xian 7E#E, Li Xiang = 4], Li Zhouhan ZEE#g, Lii Yanji = ZE%E were supposed to supplement an
earlier commentary to the anthology by Li Shan ZE= (630-689 CE). Li Shan’s commentary was
considered tedious because it mainly consisted of citations from other texts including terms that ap-
peared in the Wenxuan with a similar meaning (Knechtges 1982, 52f). According to scholars Li
Zhonghua and Zhu Bingxiang, 1.1 Shan abbreviated Wang Y1’s prefaces, introduced some errors and

misunderstandings, and apparently also cut short some of Wang Y1’s commentaries (Li and Zhu 1996,

* A slightly more sophisticated version of this interpretation can be found in the sub-commentary by Hong Xingzu L8t (1090-1155 CE).
Accordingly, with the cloud spirit Qu Yuan hinted at King Huai. In saying that its virtue equalled that of sun and moon in brightness and
enabled it to overlook the entire realm, he compared it to King Huai who would never be like this and consequently felt deeply sad.
Compare Soji sakuin (1979, 103).

“The comment of one of the Five Ministers contains an interpretation that jun 3 also refers to the lord, namely King Huai. Liuz Chen zhu

wenxuan 1999, 617. Perhaps this is an indication that this commentator knew of the other interpretation.
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81-86). Against this background it is difficult to imagine the editorial process that led to Wu chen zhu
FHEF (Commentary of the Five Ministers). Could Lii Yanzuo have chosen from five different com-
mentaries? Or are we to think of the Five Ministers as members of a literary salon who jotted down
notes during discussions which went on to be compiled by Li? Remarkably, in some versions of the
text their commentaries precede Wang Y1's reading (Riben zuli xuexiao Liu Chen zhu Wenxuan 2014,
508 [2030-2032]). In others they follow his reading, resembling a sub-commentary. Something all
editions have in common is that their commentaries follow each couplet of a song, rather than each
line. The Five Ministers even comment on the first two couplets of “Yunzhong jun” as one unit, dou-
bling down on Wang Y1’s arrangement which had affixed a joint annotation to the first two lines as a
couplet but to each individual line of “Yunzhong jun” thereafter. Judging from the sporadic nature of
their entries, each of the annotations by the Five Ministers seem almost like independent commen-
taries. It is evident that many of their annotations aimed to clarify and shorten the commentary of their
predecessor. Though Li and Zhu regard Li Shan’s and their work as somewhat flawed attempts to
make Wang Y1's commentary more readily understandable to a wider reading audience, their claim
that the Five Ministers did not divert from Wang Y1’s understanding is incorrect (Li and Zhu 1996,

831).

A comparison of the preface to the “Jiuge” mn Chuci zhangyu with the Wenxuan version illustrates the
considerable degree of redaction.” The commentators kept the authorial attribution, cut short the
geographical description but retained the statement that Qu Yuan made the “Jiuge” to improve the
ritual customs of the locals. They further removed all information pertaining to Qu Yuan’s emotional
state as well as the sentence on surface and subtext understandings, leaving only the final remark that
Qu Yuan “entrusted the tunes with admonition” (Liu Chen 1999, 597). The fact that neither the se-
quence nor the position of any character was changed, and that the remaining excerpts were merely

strung together, 1s indeed indicative of a process of redaction seeking to shorten the text.

Possibly owing to the fact that the Wenxuan contains only a selection of songs from the “Jiuge” chapter,
the Five Ministers supply comments to individual song titles. Lii Yanji’s annotation to the first song
“Donghuang Taiyi” (38 & & —) refers to all of them:

[In the notes by Lii Yan] ji it is said: The title of each of the pieces are all designations of spirits
of Chu. The reason the titles follow each song at the end, is yet again like the preference 1n title
arrangement of the Mao version of the Book of Songs. 7BH : 5> H &2 s FrLlF
EEE  TMEEFEE 2R o (Liu Chen 1999, 597)."

" The characters highlighted in grey in the citation of the “Jiuge” preface in Chuci zhangjurepresent Li’s redacted version. Compare citation

linked to note 16.

“ The combination of Li Shan’s commentary with that of the Five Ministers Wu chen zhu TLFE occurred only during the Song dynasty.
Editions that solely contain the commentaries by the Five Ministers like the Chen Balang [ /\ B[S edition of 1161 are very rare (Knechtges
and Chang 2014, 1322-1323; 1835). The version used for the present study is a photomechanical reprint of Liu Chen zhu Wen xuan 75

B3 3038 from Sibu congkan VUE[ T,



34 Journal of the European Association for Chinese Studies, vol. 5 (2024)

All titles are identified as the names of spirits or deities in Chu. The statement about the position of
the titles demonstrates the commentator’s awareness of Wang Y1’s intention to present the Chuci in
the format of the Shiying. The statement can also serve as indirect evidence for the layout of Wang
Y1’s commentary used by L Yanji. The Wenxuan commentators preferred to place the titles at the

beginning of each song instead.

To the title of “Yunzhong jun” Liu Liang adds that the deity with this name is the Cloud master Bingy1”
TrpE > EENFFEES L. * This may be another reference to Wang Yi’s annotation to a deity by the
name of Fenglong & [% in line 112 of “Lisao” which mentions Bingyi as an alternative designation for
the cloud deity. We may wonder though why Wang Yi should have added her alternative name, since
Bingyi 1s not mentioned elsewhere in the Chuct. It is clear, however, that historically the gloss triggered
an endless debate about the possible role of the deity, ranging from its association with clouds, rain,

or thunder, that has continued up to the present day.”

Liu Liang’s next commentary follows line 4 of the song. He reuses a range of glosses from Wang Y1’s

commentary:

[3/4] “Spirit master, bend and turn very carefully, for [the spirit’s] glare is bright and garish

without end!” Z2HIESIERY » FEHEHE 5 AR -

[According to] Liu Liang [(Spirit) master] means mediator. [Bend and turn] serves as an
illustration for [the movement of] guiding the spirit. Glare means radiance. [Bright and garish]
means brilliant. End means limit. [Qu Yuan] says: During the preparations for a coming sacrificial
offering, [I] first make the spirit mediator bathe in orchid fragrance, dress in garments of five
colours, and striving to make his scent pure, further adorn him with ginger petals. Regarding
guiding the Lord Amidst Clouds, [I] let the [spirit mediator] go about this very carefully, [for] the
spirit’s radiance is glaring, shining so bright it is limitless. & & : &8 » AL, o HlE - E5 [ -
o et o BERE - BRI o Jb o filith o FREEZE - SeEBRAVKRIET - KOGZR
BHEHITHE » XEiETE - B[ ERE - EREOBE - AR - B o (Liv
Chen 1999, 558).

A comparison of the glosses with those from Wang Y1's commentary shows that Liu Liang copied the
glosses from Wang Y1 but redacted most of them in a similar fashion to what we have observed in the
preface. Information that he considered redundant or that could be integrated in the following para-
phrase 1s left out. Liu’s paraphrase reproduces the understanding of Wang Yi but disagrees as to the
interpretation of the final character of line 3. Wang Yi had understood the meaning of /iu B4 as ex-
pressing the spirit’s lingering. This reading would require a change of subject within one line of verse.

Liu Liang instead understands the character to refer to the spirit master’s going about his business

" In Wenxuan editions this annotation appears at the end of Liu Liang’s commentary to line 3. Compare Liu Chen (1999, 598).

' Chuct jijiao jizhu (2003, 1: 743-745). Jiang Liangfu has demonstrated that both spirits are mentioned in relation to clouds, thunder, and
rain (Jiang 1985, 1:245-246).
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carefully. He thus maintains the subject and conceives the second half to be about the danger posed

by the spirit’s radiance.

The commentary by Zhang Xian to the next couplet (lines 5-6) follows a similar pattern. The glosses
from Wang Yi are either quoted verbatim or slightly modified. Zhang avoids Wang Y1i’s obvious ad-
ditions like his mention of the spirit’s nourishment or the explanation of the aim of the sacrifices
performed at the temple of longevity. He also modifies the reading of Wang Y1, arguing that the pac-
ification of the spirit in the temple is responsible for an even brighter display of its innate power (de

{#8) and that this leads to its matching sun and moon in brightness.

In his annotation to lines 7 and 8 Lii Xiang discards Wang Yi’s complex rendering based on a refer-
ence to Yzing which appeared to be a cornerstone for Wang’s interpretation. It stands to question
whether Lii was aware of Wang Y1’s rationale behind adding that citation. Later commentaries note
that dragons ride on clouds and not the other way around as Wang Y1 suggested, which may explain
Lii’s decision. Lii’s own reading of both lines consists of one short paraphrase that introduces the
dragon-pulled vehicle in which the spirit is driven, reduces Wang’s complex colour explanation to the
colours of the rulers of the five directions, and adds swiftness to the movement of the spirit: “This
means: the spirit rides mn a cloud dragon chariot, draped in the attire of the emperors of the five
directions, it hovers and floats around in a swift come-and-go manner” SHEZEFE 7 #H » B W
H o 21k > B 135S, In comparison it is evident that Lii intends to “rationalise” Wang

Y1’s understanding, aiming at a plainer reading of these lines.

Liu Liang’s understanding of carefulness in engaging with the spirit as well as Zhang Xian’s remark
about the spirit’s increased brightness lays groundwork for the interpretation of the final lines of “Yun-

zhong jun”. The paraphrases by Lii and Liu are complex and merit a detailed examination:

[11/12] Looking over the region of Ji to what lies beyond, [its view] goes straight across the four

seas to the realms’ limits. )5 H &k @ tRIUESEES o

[Lii Yan] ji [comments]: [Limit] &5 means endpoint ffi. [Qu Yuan] says: The place where the
spirit abides is high and separated, below it looks over the region of Ji, gazes across the [region
between the] Four Seas, and all which lies beyond that is without end. The region of Ji1s the space
which [Emperor] Yao oversaw. Since he longed for a lord with principles, he looked over it. J% :
g5 Ml - SHATESE > TERN - MEIWE - BAER MY - FIN - SEAEHH -
HEBEZE WS> o (Liu Chen 1999, 598).

The spirit as the subject from line 10 is maintained in lines 11 and 12. Its exalted position in the clouds
allows it to have a view of the entire realm. Here the paraphrase is followed by another gloss explaining
the name Jizhou. It suggests that Qu Yuan used the name Jizhou deliberately. Lii’s annotation points
to an analogy between the cloud spirit, Emperor Yao, and Qu Yuan who, as evidenced by the “ILisao”,
has been searching everywhere for a principled lord. This understanding is corroborated by Liu
Liang’s following paraphrase to lines 13 and 14. Employing an opening which is syntactically similar

to the previous paraphrase by Lii, Liu conceives the last lines as an implicit analogy:
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[13/14] “Out of longing for Your Majesty, I heave weary sighs, as my worn-out heart is pounding

sorrowfully. EFREGKE » 5505 -

[Liu] Liang says: Your Majesty refers to the spirit. With it [Qu Yuan] hints at [his] lord. Pounding
and pounding means to grieve. [Qu Yuan] says: [The place] where His Majesty abides 1s high and
distant, below he establishes those in charge of the state. My yearning for the lord [revolves around]
never [to be permitted] to have an audience with him again. For this reason, I heave weary sighs
being deeply distressed. BH @ K& - SHEM > DA o ffif - B - SREFESE
AR - ZEE - &R BEEIME O« (Liv Chen 1999, 598)

Liu Liang infers the carefulness necessitated when dealing with the spirit’s radiance as the first indicator
of a subtext. Zhang Xian takes up this topic when he understands the display of the cloud spirit’s glare
that matches sun and moon as a display of virtue or innate power. Only the commentary to the final
couplet by Lii Yamji and Liu Liang reveals that Qu Yuan conceived the cloud spirit as a representation
of a ruler, first as an analogy between its divine abilities with those of the legendary emperor Yao, then
m Qu Yuan’s distance to the spirit that returned into the clouds, and finally in the reaction of the
banished poet to the distance between him and his king that 1s ultimately as insurmountable as the
distance between him and the spirit or the sky. The loftiness of the spirit denotes the distance between
the king who is in control of those he appoints to oversee the state and Qu Yuan who, facing his final

banishment, will not be considered for office again.

It should be noted that Liu Liang avails himself of a technical term for implicit readings “to hint at”
(yiyu LAIgT), which is employed frequently in Wang Yi’s commentary to “Lisao”. Whether Liu’s use
of this technical term might suggest that in the source material available to him, Wang Y1’s paraphras-
g of these final lines differed from the two paraphrases that presently conclude his commentary
remains an open question. What can be said 1s that the Five Ministers made explicit a connection

between the Cloud Spirt and the king of Chu that was only hinted at in Wang Y1’s commentary.

Even though the Five Ministers make frequent use of Wang Y1's annotations, the composition of their
commentaries to “Yunzhong jun” suggests that their readings would not necessarily need to appear in
tandem with Wang Y1's commentary. According to David Knechtges, in distinction from Li Shan, the
Tang commentators “wrote a new commentary that consists of a paraphrase that in effect ‘translates’
Wenxuan into Tang Chinese. (Knechtges and Chang 2014, 1322) However, the above example re-
veals that they did much more. In contrast to what Stephen Owen observed for Music Bureau poetry
when he argued that there 1s good evidence that the literary men at the Q1 and Liang dynasty courts at
Jiankang “‘fixed’ texts according to their own standards of taste”,” the interventions of the Five Minis-

ters, in addition to a clear incentive to reduce the verbosity of Chuci zhangju, represent a thorough

revision of Wang Y1’s interpretation, expressing their own understanding of the song.

* Compare Owen (2006, 4-5). Owen attributes their approach instead to the quality of the manuscripts they were copying.
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3. Against Over-Interpretation — Zhu Xi

Zhu Xi’s Chuci jizhu (Variorum of Commentaries on the Songs of Chu) represents a new stage in the
commentary history of the Chucr. By the time he engaged with the anthology, Zhu Xi had spent a
lifetime on the re-interpretation of the Shymg and other Classics. He had founded his own school
within the Song philosophical tradition of True Way Learning (Dao xue #%2), and he had developed
his own reading techniques of texts that, put simply, aimed to achieve an mtuitive understanding
through repeat and out-loud reading, a technique he also used in his re-assessment of the understand-
ing of earlier commentators. Though Zhu Xi appears to have developed an interest in the Chucr at an
early age, he came back to the anthology late in life. Sources suggest that he began his work during the
period of fierce factional struggle at the late Southern Song court, shortly before he was ousted and
stripped of his official titles when his teachings were declared heretic in 1197.” Scholars have argued
that given this backdrop his return to the Chuci can hardly be coincidental: the anthology and the lore
of its presumed author Qu Yuan provided a mirror image of the happenings at the imperial court, the
treatment of Zhu Xi himself, and a platform for implicit critique.” We should, however, not miscon-
cetve Zhu Xi’s engagement with the Chuci as a straightforward act of protest. Rather, Zhu Xi’s
commentary aimed to position Qu Yuan and the poems ascribed to him within the history of Chinese
poetry.” He decided to achieve this through a critique of the approach of Wang Yi and Hong Xingzu
AEEHIH (1090-1155 CE), the author of a sub-commentary on Wang Y1’s interpretation.” By showing
that his own reading techniques of “tasting” and “emphatic recreation” could retrieve the meaning of
poems without construing underlying allegorical meanings, Zhu Xi not only demonstrated the superi-
ority of his own approach, but also claimed that he truly understood that Qu Yuan’s “aspiration and
conduct ... altogether arose from a sincere heart-mind [of a man] loyal to his sovereign and patriot of
his country”.” Thus if we want to conceive of Chuci jizhu as a work of protest against the desolate state
of the Southern Song government or his own demise, Zhu Xi takes the rather subtle approach of

letting Qu Yuan speak for himself instead of having the poems serve to vent his own grievances.

Zhu Xi’s criticism of the previous commentators 1s straightforward:

“When I look at what Wang [Y1’s] book accepts and rejects in combination to what it points

out in between [the poet’s] separations and reunions,™ there is a lot that can be debated, and

" See the introduction by Jiang Lifu to Chuci jizhu (2001, 1I).

" Introduction by Jiang Lifu ¥17F in Chuci jizhu (2001, II-111). The most detailed engagement with the question of Zhu Xi’s possible
motivations for writing his commentary is contained in Yi (1991, 292-298). See also Li and Zhu (1996, 119-122).

power of his poetic works to improve relations and thus foster the bonds between superiors and inferiors in families and beyond,
distinguished the poet from the rhapsodes of the /i i tradition. Compare Chuci jizhu (2001, II-1IT). Another rendering of this passage

is contained in Lynn (1986, 347).

For information about Hong Xingzu and his commentarial approach see Li and Zhu (1996, 111-118).

7 “Ata quick glance, [Qu] Yuan as a person was someone who, even though his aspirations and conduct at times transgressed the right mean

and must not be taken as a model, they altogether arose from a sincere heart-mind [of a man] loyal to his sovereign and patriot of his
country” FEE 0 2 R N HEITHESCRE R mT AR E - RS N EEEBIZ 0 (Chuci jizhu 2001, 2).

* Reference to an expression twice used in the “Lisao” for Qu Yuan’s failing matches (Soif sakuin 1979, 49, 52).
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even Hong [Xingzu] has been unable to revise at least some of that. When it comes to the
overall meaning, again both never thoroughly pondered, sighingly lamented,” and intoned [the
poems] 1n song to find out where hints to the meaning become apparent, but they hurriedly
wished to fetch allusions to make up their own explanations, to quote copiously and provide
detailed evidence to forcefully attach them to events construed by them. This 1s whereby they,
either by being insensitive, distanced themselves from human nature and feelings, or, by their
urging of points, did harm to [the poems’] reasoned argumentation, failing to express to their
contemporaries what is unique about [Qu] Yuan’s melancholy, and further obscuring it so that
it remained unclear for later generations. I have been increasingly troubled by this! i F £
FrEs - BLEGESREES <8 2 MEAEAREAMZEE - 2HAFE » AIER
EUTERAR - EEKEK - SHOGEHEE Z P MEAHUIZER - 555 s - DAsd
TR EHEZ O o BUSLUEEMER MR - UM ERFER - ERZMASE
MAFEHRREFEE - IERIA R BN R - TIRERARTS © (Chucjizhu 2001, 3).

7Zhu X1 maintains that Wang Y1 twisted the meaning of Qu Yuan’s poetry by construing allegorical
readings where there were none and by combining these with other evidence to attach it to events that
did not take place. He further holds that even the sub-commentator and contemporary of Zhu Xi,
Hong Xingzu, had been unable to correct at least some of Wang Y1’s bias. With his reference to Ly,
Zhu Xi suggests in passing that if both exegetes had used its technique of deep reflecion combined
with repeat-recitation — a shorthand for Zhu Xi’s approach — they could have avoided such over-
distancing and overinterpretation. His most scathing critique 1s that both commentators failed to ex-
press what 1s unique about Qu Yuan’s melancholy, implying that his own re-reading would deliver
precisely that.

Despite his strong criticism of Wang and Hong, Zhu Xi’s own interpretation draws largely on the work
of both predecessors. One reason for this approach appears to be Zhu’s own deteriorating health at
the time.” Zhu Xi maintains the order of the works attributed to Qu Yuan in Chucr zhangju and
organises them into five chapters, with “Lisao” being the classic (jing %) and the rest relegated to being
a part of its tradition, labelled as “Lisao Jiuge BfE% LK, etc. Following these is a selection of works
attributed to other authors, called “Continuations of Lisao” (4ZHEEX L5, etc., which he combined
mto three chapters (Chuci jizhu 2001, I-11I). For additional observations that would have bloated the
commentary and distracted the reader from its essential meaning,” Zhu added another chapter of

investigations and verifications “Chuci bianzheng” 22 g¥¥8 in two parts. He completed his anthology

* Reference to the “Yue ji” 4% (Record on Music) chapter in the L7 7 {80 (Records of Rites) (Shisanjing zhushu 1980, 1545.3). James

Legge renders the expression as “sigh and exclamation”.

" “During a period of leisure caused by an agonizing disease, merely relying on the old chapters, I crudely bent and drew together what I lay

down as the Variorum of Commentaries in eight chapters” ZEIHIS 7 I » HIEER - MHIIRE > © A% /\E (Chuc jizhu 2001,
3).

" The initial remark to the chapter paraphrased here is dated to April 1199 (Chuci jizhu 2001, 167).
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with a selection of 52 later works in the Chucr tradition based on a now-lost collection of rhapsodic
poetry compiled by Chao Buzhi 58 (1053-1110).”

In “Chuci bianzheng” Zhu Xi presents his general understanding of “Jiuge”. He states that Qu Yuan
had indeed literarily refined now lost, crude sacrificial songs (wen zhi 3Z7), whose derogatory and
lascivious words would have been unspeakable, by lightly and tenderly imbuing them with his loyalty
to his lord and his patriotism to the state (Chuci jizhu 2001, 180). He repeats this point of light and
tender imbuement when he argues that, taking the correct relationship between lord and minister into
consideration, Qu Yuan took the act of serving the spirits in “Jiuge” as a way of comparison (br LL)
and did not confuse it with any other form of poetic expression. While he did make accurate use of
all three poetic forms of expression (fu i, b1 Eb, xing B) befitting each song, later readers, 1.e. the
earlier commentators, missed the main intention (ben zhi 4% §) of the songs, imposing comparisons

or forced meanings onto them (Chuci jizhu 2001, 180).

Zhu X1 arranged his commentary to the “Jiuge” to principally follow each couplet of the songs. In
keeping with his emphasis on correctly pronouncing and repeat-reciting the text, each commentary
begins with phonetic glosses, either of the reverse cutting (fangre ZJ]) or the pronunciation (yin )
type. Glosses, mostly selected from the commentaries by Wang Yi and Hong Xingzu, follow. Zhu Xi
partly modified these and combined them with paraphrases, at times adding further explanations at

their end:

[1-4] “Bathe in orchid broth, cleanse yourself with fragrance, colourfully variegate your dress
like flower petals!” The possessed stretches and flexes when it rests, glaringly bright and garish

without end. JARHE TIATS @ FEFAK G5 0L - GG SELYY - FIAE 5 R0 -

Hua [is pronounced like] the initial sound of [the character] Au and the final sound of [the
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character] Aua.” Flower petal means leaf. It [i1s pronounced like] the nitial sound of [the character]
yu and the final sound of [the character] jrang. Quan is pronounced [like the character]| quan.
Fragrance means scent of Angelica. To colourfully adorn means to adorn in the Five Colours.

The showy part of the flower that is not the ovary, is called the petal.”

In other words: I [Qu Yuan] first let a spirit medium bathe in orchid broth, wash himself with
fragrant aromas, dress in a composite dress like the petals of flowers to purify himself. A medium
1s that which the spirit descends into. The people of Chu designate mediums as spirit children, as
if calling them descendants of spirits. [Stretch and flex] serves as an illustration for extending and
bending. Due to his dress and ornament having been purified, the spirit delights in him and
descends to rely on his body as if staying for long. In a Music Bureau song from the Han dynasty,
it 1s said: “The spirit rests calmly”. This 1s also expressed to refer to a spirit. Glaring 1s an

illustration of radiance. [Bright and garish] means brilliant. ¥ » FJER - ¥ > B » JAFER -

“ On Chao Buzhi and his anthology see Li and Zhu (1996, 104-111).
“ Phonetic gloss also contained in Chuci buzhu (Soji sakuin 1979, 101).

“ Explanation from the Eryva contained in Chuct buzhu (Soji sakuin 1979, 101).
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e HE -7 1B - FER > AORE - RMAEEF LK - SEBIRAEES > Ot
FIE > KRR WEARZE > DB - B - Al - BARBEET - HEHW
Z-t e g o Rl o R o AIDUHARARRYS - SR o MR RHE S > BEZ A
o RS T BL o MEMI S o W e - 1B Bt o (Chud jizhu 2001,
33).

Zhu Xi’s phonetic glosses either support his different understandings of individual characters or clarify
the rhyme scheme. Following his idea that Wang Y1's commentary is an over-interpretation, Zhu Xi
conceives Qu Yuan’s use of a spirit medium and its embellishment and purification as a catalyst for
the willingness of the spirit to descend 1nto it. In support of his reading, he adds historical information
like the designation for media in Chu.” He also uses textual parallels like a line from a Music Bureau
poem.” The movement of the medium in combination with the expression jiliu EE84 becomes central
for his understanding that the spirit has already descended and is willing to stay. For the last line of the
second verse above, Zhu Xi only provides the reader with an existing set of glosses without further
elaboration. It seems that in such cases Zhu Xi recommends readers to resort to Wang Y1’s reading
or rely on their own understanding. In fact, Zhu Xi’s preceding interpretation and the deliberate omis-
sion of Wang Y1’s interpretation that it refers to the appearance of the spirit leaves the reader with the
more natural choice of maintaining the medium as the subject of the entire verse and, consequently,

assoclating the radiance and brilliance with their sophisticated dress.

[5-8] Lo! Soothed in the Temple of Longevity, it matches sun and moon in radiance. In a

5%

dragon rider, draped in a deity’s attire, for the moment it hovers and circulates. ZERHES =

= HHASEOE - EES W WEES EE -
Dan [is pronounced like| the initial sound of [the character] @ and the final sound of [the
character] /an. Gong[is pronounced like] the initial sound of [the character] guand the final sound
of [the character] Auang. One edition of the text has [the character] zheng (to compete) instead of
qi (to match). [Lo] jian is an exclamation. [To soothe] means to calm down. The Temple of
Longevity 1s a place for offering sacrifices to spirits. In the era of the Han emperor Wu, a Shrine
of Longevity for the spirit lords was erected. It also belonged to this kind. In other words: The
spirit has already arrived, still and happy in a soothed manner, it has no intention to leave. Dragon
rider is a carriage drawn by dragons. Deity refers to the Supreme Deity. [For the moment] means
for the time being. To circulate is like floating around. & » fEER o & » TEEFRK - 7% » —

B - & wth - 18> 2t - FE > e FEXWRESEWE > Rt - 5

“In “Chuci bianzheng” Zhu Xi adds that explaining the character /ing &

as medium wu AR in earlier commentaries ignores the fact that it
receives its name from the spirit that descended into it. That is to say, /ngmeans spirit, not medium. He adds though that conceiving it as
solely designating a medium in the song’s context of its beauty and attire is reasonable (Chuci jizhu 2001, 180). The rendering as “possessed”

above tries to capture the ambivalence of the expression.

“ Also cited in “Chuci bianzheng”, but there stating that it refers to a medium (Chuci jizhu 2001, 180).
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BEZE > (EIRZEE A LAEN - FEE > DUESIE - 3 > sE LWt - W Hir o &
Tt o (Chuct jizhu 2001, 33).

Here the section on phonetics also includes an indication of a textual variant. Five contextual glosses
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m Zhu'’s annotations to lines 5 to 8 are from Wang Y1.” Zhu Xi replaces Wang Y1's explanation of the
use of the Temple of Longevity with a reference to Han emperor Wu who erected a palace by that
name for the worship of a range of deities mentioned in “Jiuge”.” He re-uses Wang Y1’s paraphrase
except the part that describes the spirit’s feeding. He also replaces Wang Y1's annotation on the spirit
riding a dragon including the reference to the Yzing with a gloss from the Five Ministers from Hong
Xingzu’s sub-commentary claiming that the line speaks of a carriage drawn by dragons (Soj sakuin
1979, 102). The gloss on the supreme deity replaces Wang Y1’s statement about the colours of the

deities of the five directions.” The last two glosses come from Wang Yi's commentary.

Both examples show that Zhu Xi essentially retains those glosses by Wang Yi that support a plainer
understanding of the text. He removes explanations he finds baseless or farfetched, and offers correc-
tions supported by additional information from historical or literary sources. He delegates further

elaborations and arguments for some of these corrections to his “Chuci bianzheng” chapter.

His commentary to lines 9 to 14 is not presented in full because it almost restates Wang Y1's reading
that once the spirit is replete, it returns hurriedly to its abode in the clouds where he generally resides.
The spirit’s coming and going happens in an instant. Zhu Xi slightly deviates by defining Jizhou as the
region between the Yellow River and the Yangzi but makes the same point that the spirit’s gaze over-
sees the region between the Four Seas without any ultimate limits. His final annotations provide
evidence for figun 7 referring to the spirit and define “pounding, pounding” as an onomatopoetic

expression for the heartbeat, removing the element of fear or even panic suggested by his predecessors.

Zhu Xi leaves the explanation of the song’s implied meaning to the song title positioned at the end of

the song:

[Yunzhong jun] refers to the cloud spirit. For another mention see the “Treatise on Suburban
Sacrifices” in the Dynastic History of the Han. This piece speaks about a spirit that, once it
descends and stays, enters in close relation with a human being, so that, once it leaves, he longs
for it, unable to forget it. This suffices to make evident the profound demeanour of the fond
regard of our minister [Qu Yuan| for his lord. FHZfHt o 7R EVEERTIEE - HE =S HEERE
MR » BLASE  SEEAMEZ ATt RMRBFREREZIRES o (Chud jizhu
2001, 33).

" The first three and the last two glosses. Compare section on Wang Yi.

“ Emperor Wu granted an amnesty and built a shrine for the veneration of these deities after recovering from a serious illness. Compare
Shiji (1982, 12: 459-460). The deities also addressed in the “Jiuge” are Taiyi /& — (Supreme Unity) and Siming 545 (Arbiter of Fate).

“In “Chuci bianzheng” Zhu Xi adds that he doesn’t see a need for this explanation (Chuci jizhu 2001, 180).
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For Zhu Xi the meaning imbued 1s captured m the relation between the purified medium and the
spirit. Once the spirit leaves, the sadness about the separation from this venerated and ephemeral
higher being alludes to the situation between the poet and his overlord. Zhu Xi’s summary of “Yun-
zhong jun” confirms his general point made in “Chuci bianzheng” that Qu Yuan only “lightly and
tenderly imbued [the songs] with his loyalty to his lord and his patriotism to the state” (Chuci jizhu
2001, 180). Zhu Xi adds in his own words why he felt the need to amend the readings of his prede-

CESSOrs:

Regarding “Yunzhong jun”, ancient commentaries maintain that once the services to the spirit
have been completed, [Qu Yuan] sighs and agonizes when he remembers King Huai’s
icompetence. Hong’s sub-commentary opines that the cloud spirit implicitly refers to virtue of
rulers, and due to King Huai’s incompetence, his heart is broken. These are all externally added
and superfluous explanations that damage the main idea of this piece. Destroying its meaning by
twisting what 1s intrinsic [to the poem] they distorted the true intent of the original text. Moreover,
their eying of the lord, isn’t that already too forced? EEHE » BRI AEME:Z » EEE
R TREES - fE GHL B M EE - MEERRE S0 LUEE - BIMNEE
DiEeRZ RS  thAEwsE » DElAZIEE - HEEEARNINKAZRF o (Chud jizhu,
2001, 181).

7Zhu Xi not only challenged his predecessors’ reading at the micro level, but he also disputed their
basic assumption that each of the “Jiuge” contained a veiled message from Qu Yuan to his king. On
the contrary, and perhaps aided by his different way of reading, Zhu Xi extracts the implied message
from the depiction of the sacrifice itself, namely in the description of the relationship between the
spirit and the one making the sacrifice. For Zhu Xi though, this implied message 1s neither one of Qu
Yuan’s agony about his banishment nor of his despair about the foolishness of his king. It 1s, quite
telling for the Song dynastic order of the world Zhu Xi lives in, rather the expression of the fond regard

of a minister for his lord.

4. Determining the Song’s Ancient Past — Wang Yuan

Songs of Chu) differs by only one character from the title of Zhu Xi’s commentary. Wang Yuan ;3%
(d. 1565) continued a tradition of commentary writing that revised existing readings through re-evalu-
ating parts of earlier commentaries and gathering additional materials to arrive at a new understanding.
Although this kind of commentary can be traced way back to Lunyu jijie FizEEEM%E (Variorum of
Explanations to the Analects) by He Yan {i] B (ca. 195-249 CE), by choosing Chuci jijie Wang Yuan
positioned himself within a line of interpretation of the Chucr that rested on Zhu Xi, while stll dis-

creetly setting himself apart from his influential predecessor.
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‘Wang Yuan was an exceptional student from a young age. He was taught alongside his younger brother
Wang Ke JF[ (n.d.) by Gui Youguang EFA ¢ (1507-1571), an expert in the Classics and Chuci,
who during his lifetime attracted more than a hundred students. Gui lauded the accomplishments of
‘Wang Yuan in understanding the classics, literature, writing poetry, and as a commentator (Li and
Zhu 1996, 143-144). The breadth of his knowledge is immediately apparent in the variety of sources
used in Chuci jjie. In addition to other commentaries, he often makes use of the classics, glossaries,
historical works, and lines from renowned poets (Li and Zhu 1996, 144; Y1 1991, 384). Remarkably,
he has no biographical entry in Ming shi 52 (Dynastic History of the Ming) and only one other work
authored by himself exists. Whether this dearth of sources may be related to a quite unfavourable
review of his commentary by the editors of Siku quanshu congmu VU[E4E# H (Bibliographical

Summaries of the Complete Writings of the Four Repositories) 1s unclear.

Wang Yuan appears to have been associated with Wang Shizhen 1 & (1526-1590) and Li Panlong
AXEEFE (1514-1570), members of the so-called Later Seven Masters (hou qizi1%1-). Together they
were part of a movement of archaism or nativism (fugu 18 ), which advocated a return to the literary
practices of the ancients and the Han dynasty and hmited the significant influence of Zhu Xi’s ideas
on their own era. Apparently, the movement’s approach to literature and history endowed Wang Yuan
with an unprecedented level of scepticism. This led him to go beyond Zhu Xi and question the sup-
posed background of the creation of Qu Yuan’s poetry as well as the supposedly implicit criticism of
King Huai in his works, culminating in an assertion that Qu Yuan had not committed suicide by
drowning. The editors’ concluding comment in Siku quanshu congmu, a citation from a commentary
by Li Bi Z2EE (1159-1222) to a poem by Wang Anshi FZ4f7 (1021-1086), well illustrates the extent
to which Wang Yuan challenged paradigms that had become well-established by the Qing dynasty:
“[He] doubts that which must not be doubted and trusts that which must not be trusted” SEFr-R &=

0 (ERTANE(E (Sitku quanshu congmu 1983, 1269.3).

Contrary to that judgement, his detailed commentary, although never widely published, left its mark.
Renowned commentators like Wang Fuzhi £ (1619-1692) and Jiang Ji #5588 (1678-1745)
claimed discoveries as their own that actually go back to Wang Yuan (Y1 1991, 388-389). In his own

his brother. Wang Ke gathered the materials, Wang Yuan revised them, and Gui Youguang contrib-
uted another preface. The commentary was completed in 1548.”

excluding works not attributed to Qu Yuan. These are followed by two chapters, one entitled “ mengyin”
ZZ5 [, which contains further explanations to more than 240 names, objects, and expressions from

“Lisao”, and the other listing textual variants.”

" Jiang Liangfu states that the first edition was only published by Wang Yuan’s son Wang Ke (cognomen Wenying 3Z3%) with a commentary
of “Tianwen” K] (Questions to Heaven) by Zhu Xi with annotations by Wang Yuan written above his commentary (Jiang 1993, 72f). A

reprint of the oldest existing edition dated 1615 is contained in Chuci wenxian jicheng (2008).

" For a summary of existing editions see Jiang (1993, 75f). The modern edition employed is Chuci jijie 2017.
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While Wang Yuan’s “Lisao” commentary follows Zhu X1’s arrangement of the main text in couplets,
Wang Yuan divided the commentary to the “Jiuge” into chunks of text that follow groups of couplets
of each song. Aside from the annotation to the title, his commentary to “Yunzhong jun” as well as
short line-by-line annotations 1s divided into two large elaborations which follow line 8 and line 14 of
the song. The division supports Wang Yuan’s idea that the song consists of two parts, the first describ-
ing the descent and the second the farewell of the spirt. Although the commentary proceeds line by
line in each unit, it also contains portions that relate to couplets or entire sections which makes 1t more
difficult to assign content to specific lines.” The following sample is my assemblage of Wang Yuan’s

commentary containing all annotations pertinent to the first two lines of “Yunzhong jun”:

1-2 I bathe it in orchid broth, cleanse it with fragrances. Its richly coloured dress matches petals
of blossoms JRRES 5IKTS » HERAN S AT I,
Bathe means to wash a body. Orchid is a designation for a fragrant plant. Broth means boiling
water, it means to wash its [the effigy’s] body with a boiling broth of fragrant plants. Cleanse means
to rinse its hair and clean its face. This 1s not speaking about broth; it continues the previous text.
Fragrance is said to generally denote fragrant plants. Someone said: it is mentioned in continuation
of orchid flower above, is also coherent. The old explanation [by Wang Yi| that takes scent to be
White Angelica is wrong. This [point] rests on [the fact] that most single occurrences of the
character for scent in the Chuci are general designations. The lines above are also created as
iversions, they basically mean to cleanse it with a broth of fragrant plants from scented orchids.
[1] Richly coloured speaks about the gorgeous beauty of its colours. To match means to be like.
Petals of blossoms 1s a general way of designating the flowers of grasses and trees. For its colours
of gorgeous beauty there is nothing like the flowers of grasses and trees, and this 1s why they are
used in comparison with the dress of the spirit. [2] The sentence from “Bathe it in orchid broth”
to “cleanse with scents” speaks about the fragrant purity of the venerated body of the spirit. The
sentence from “Richly coloured” to “flower petals” speaks of the bright shine of the magnificent
dress of the spirit. [1-2] Since the sacrifices towards spirits in ancient times already involved a
shrine where the sacrificial offers took place, it must have been that carved effigies of the spirits
served as representations, so that when someone was about to offer a sacrifice, he presented its
representation by cleansing and adorning it. In his commentary to “Zhaohun” (Calling back the
Soul) Master Zhu says: Upon someone’s death it was a custom in Chu to set up their physical
remains in a chamber to offer sacrifices to them. Looking at it from expressions like “Yielding a
sword” and “gird with Jade” in “Dong huang Taiyi” up to the acts of cleansing, dressing, and
adorning, [the fact that] for all the various spirits there were representations [in the form] of carved
effigies set up like those made by today’s commoners, 1s evident. The old explanations that all

assume that [the lines| are about a medium cleaning and dressing are very misleading. ;& » J& 5

” The arrangement of Wang Yuan’s commentary in the otherwise very useful comparative commentary collection by Cui Fuzhang and Li
Daming can thus be misleading (Cui and Li 2008, 743ft).

” Numbers in brackets follow the text to indicate to which line the preceding annotations refer.
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- B FEA 5 Bkt o B85 - HUFFERUSIERLSW < IR > EEMEE
- AESE AKX - 55 ZZIEEENE - —HALMENS > JRE - BT
FEIE - JE - 3 Rt LB T > 2025t o JA M EERCL - ASELUT S
BZgmARt - (1] 352 > SHEZSEL - 5> gt - 35 EEARZIC - Hi
ZERREE - FAIREIRZAE » P LZ iz AR « 2] JBRATT » SHEIR TR - X
HY o SRk Z I - [1-2] ZE 2 B EEMEZ AT - Al A REE
GLURZF » BUgEZIFmzE B L2t o R B iEsH ¢« TG 0 AIERIEHE
EHREMEZL -, HRESHEAIME RIEAS KT BB - RlsEeH S A P
W2 W52 BB - ERERBRGUAS AR » &2 o (Chud jjie 2017,
99-100).

The length of this commentary is substantial, amounting to roughly one third of Wang Yuan’s entire
annotations to lines 1 to 8. Its length is related to his goal to present a groundbreakingly different view
of the ritual practice that, in his opinion, underlies not only this song but all other songs of the “Jiuge”,

except for “Guoshang”, which he conceived as its coda.

‘Wang Yuan structures his commentary in such a way that annotations to each line are followed by a
recapitulative statement of the general meaning of a verse before he turns to an empirical, yet text-
based examination of the ritual practice itself. He rejects Wang Y1's idea of the involvement of a
shaman. Based on the song’s mention of a shrine, a comment by Zhu Xi on the veneration of deceased
persons n ancient Chu, and repeated acts of purification and adorning mentioned in “Jiuge”, he sug-
gests that the ritual practices associated with the poems involve the use of effigies as representations of

Spirits.

In advance of his re-conception Wang Yuan uses glosses from both Wang Yi and Zhu Xi, accepting
some of their readings while explicitly rejecting others, sometimes by comparison with their general
usage in Chuci as above in the use of fang 75 (fragrance). My translation of the final sentence of the
excerpt above understands juz {8 (all) as a reference to all predecessors of Wang Yuan’s commentary
who followed the interpretation of Wang Y1 regarding the mnvolvement of a medium, Zhu Xi included.
In general, Wang Yuan differs from his predecessors in his explicit rejection of previous readings in
his commentary (Chuci jyie 2017, 99-100).

This different understanding of the ritual process allows Wang Yuan to regard the following lines 3 to
8 as descriptions of the cloud spirit. It is the spirit (/ing &) that has already come to rest in the effigy
as indicated by the limitless brightness of the clouds (3-4). The exclamation at the beginning of line 5
becomes an expression of the spirit’s intention to rest in the shrine, the shrine’s designation as palace
of long life an embellishment in praise of the spirit. In contrast to the limitless brightness in line 4,
‘Wang Yuan understands the comparison of the cloud spirit’s radiance with sun and moon as pointing
to the continued presence of the clouds’ brightness. In his commentary to line 6, Wang Yuan further
highlights the poet’s technique of interlocking lines of the spirit’s movement with its effect of bright

radiance, suggesting their basic arrangement as line 3 followed by line 5, and line 4 by line 6:
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The four lines above (3-6) form a stanza by inversion. In a smoother arrangement, the lines would
read: “The spirit curls up in it. How it wishes to rest in the palace of longevity! Its glare of brilliant
brightness without end, its radiance matching that of sun and moon. [tt_FPUAJFHEE R EE - Z5)E
B2 A TEEESTY  BHESEE o WEES RS EHA SN e

This point is notable because if it is not just another way of making his reading more understandable,

it shows Wang Yuan’s consideration of the poet’s craft.

For lines 7 to 8, “Driven by dragons in virtue of its sovereign dress, it keeps hovering and going round
for the moment” FEEE S AR » WIEIE S EE, Wang Yuan cites Zhu Xi’s correction of Wang Yi —
actually going back to Lii Xiang — that since 1t 1s dragons that ride on clouds, the line must mean that
the spirit 1s moving in a carriage drawn by dragons, wearing the dress of a sovereign. He further adds
that the language used here is an exaggeration.” He repeats this point in his comments to line 8 that
follow existing understandings of the hovering of the spirit with two additional observations. First, the
lines serve as a summary of what has been said before. Second, since this entire section serves as the
welcoming part of the song, it is written in an overstated fashion, indicating the joy in and thankfulness

for the presence of the cloud spirit (Chuci jiie 2017, 100).

The second portion of his elaboration following line 14 begins by reiterating the connection between
the second and the first section of “Yunzhong jun” which Wang Yuan sees in the transition from line
9 to line 10. Accordingly, line 9 repeats the brilliantly shining appearance of the cloud spirit that has
continued since its descent, “The spirit, brilliant and dazzling, since it descended” &2 & &2 5%, to
contrast it with its sudden departure in line 10, “In a dash, lifts up into the distant midst of clouds” Zx
HER5EE 0, An additional explanation for line 10 suggests that by making an offering to the clouds
and then speaking of ascending amidst clouds, Qu Yuan is using clouds to hint at (yz [§j) the loftiness
or grandeur of his own ambitions. In support of his view Wang Yuan cites “Dong jun” 87 (Lord of
the East). He argues that this song is about a sacrifice to the sun and that it contains a line about a spirit
covering the sun which he also conceives as an expression of this loftiness. He adds that Wang Y1’s
conceptualisation of the verse as swift return to the cloud spirit’s abode 1s also correct, an example of

an explicitly positive evaluation of an earlier interpretation by Wang Yuan.

In the commentator’s understanding of line 11, it is the spirit who oversees the realm. Using a defini-
tion from Huainanzi /fEEG—F for Jizhou as the central region, Wang Yuan argues that with Chu situated
in the extreme south and Jizhou in the extreme north the inhabitants of Chu called the central region
Jizhou to stress the enormous size of the area. The cloud spirit’s radiance reaches beyond even Jizhou.
I take his summarizing comment that this line speaks about “the extent of the illumination of the
radiance of the clouds” [ItA] 5 EEHEIRER 2 27 (Chuci jijie 2017, 101) as pointing at the ambiva-

lence of speaking about a cloud spirit versus clouds as an observable phenomenon or a visible

" 7Zhu Xi got this idea from Hong Xingzu who mentioned Lii Xiang’s divergent understanding in his sub-commentary (Soji sakuin 1979,

102).
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representation of the spirit. This 1s confirmed by Wang’s comment to line 12. It points out the differ-
ent perspectives presented by the couplet. Accordingly, line 11 “It overlooks the central region of Ji

» BEgEPEE

and what lies beyond” B8 2|5 H &% is “particular straightforward in expressing the spirit’s outlook”
HIMTHE = 2, whereas line 12 “It expands across the four seas. Where are its limits?” t&VU/ES
EE5 is “expressing it from an encompassing and transverse kind of view” &5 fi&E = 2t (Chuci jijie
2017, 101). The reason for his detailed analysis only becomes clear in the commentary on the last
lines 13 and 14. Here Wang Yuan argues that the pounding of the troubled heart serves to reveal the
extreme degree of the poet’s longing: “Since this section of the song is about sending off the spirit, it
therefore goes to extremes in its expressions of loftiness and its idea of admiration” [FEEFZE A

i > oI EE 2 B E W (Chud jijie 2017, 101).

The concluding remark to his commentary to “Yunzhong jun” first reiterates the structure of the song
(Chuci jyie 2017, 102). Accordingly, the first two lines describe the setting up and adorning of the
effigy, the next six lines welcome the spirit’s arrival, and the last six lines, presented from the spirit’s
point of view, relatively speaking, send it off. Wang Yuan then cites Zhu Xi’s core evaluation of “Yun-
zhong jun” as expressing Qu Yuan’s mindset of loyalty to his sovereign and patriotism to his country
through depicting his yearning and his inability to forget the intimate relation between spirit and man.”
He characterises Zhu'’s standpoint as pervasive adding that there 1s no need to trivialise its meaning by
expressing the poet’s reverence for his king. He also rejects an unnamed critic’s claim that “Yunzhong
jun” is an occasional work without any deeper meaning, arguing instead that the song and the “Jiuge”
follow in the tradition of Music Bureau poetry which by virtue of its genre 1s imbued with deeper
meaning. As proof he restates some lines from “Yunzhong jun” and points to a parallel in “Beihuifeng”
FE[O]E that likens Qu Yuan’s ambition and moral fortitude to the loftiness of floating clouds. This

leads to his final suggestion that “Yunzhong jun” might be modelled on this idea, possibly an imitation

of Xunz’s Cloud Rhapsody (Chuci jijie 2017, 102).

In his second elaboration at the end of “Yunzhong jun” Wang Yuan draws attention to the specific
use of expressions and how these serve to create a certain effect. Compared to Zhu Xi, his approach
to disclose the song’s inherent message 1s almost surgical. Wang Yuan’s commentary differs from that
of his predecessor in his keen attention to the structure of the poem, the consistent construction of his
annotations, the justification for many of his deductions, and his openly expressed rejection or ac-
ceptance of previous interpretations. While Zhu Xi attempted to persuade readers through his
eminence, coupled with the supposed superiority of his reading techniques compared to those of his
predecessors, Wang Yuan, as evident from the length of his annotations, tried to convince his audience
with a carefully arranged series of observations and conclusions. Sharing Zhu Xi’s disdain for allegor-
ical readings, he looks instead for intertextual or external evidence related to the supposed origin of
the song. But unlike Zhu Xi, his conclusions suggest that he even begins to question the alleged back-
ground for the creation of “Jiuge” as described in Wang Y1's preface. Ultimately, it is Wang Yuan’s

mterest in establishing the past of these works, coupled with his extensive knowledge and scepticism,

" Compare Zhu Xi’s statement in note 50 in this article.
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that allows him to reach a new level of interpretive depth. His mention of an unnamed critic who
claimed “Yunzhong jun” to be devoid of any deeper meaning 1s significant, because it indicates that
the discussions at Wang Yuan’s time had already gone further than the commentaries analysed here

would suggest.

5. Clearing the Fog of Misleading Interpretations — Lin Yunming

The title of Lin Yunming’s commentary Chuci deng ZEEFRE (The Songs of Chu Illumined) could
probably do with a more emphatic translation because Lin described reading through existing “Lisao”
commentaries as “like sitting in a dark room for long nights with absolutely nothing to see” {14 1&% 44

e T

W= > STHEATRE (Chuct deng 2012, 2). In contrast Lin intended “to be lucid like seeing fire, to give

ZARY)

the reader back a text that has a beginning and an end and provides leads and clues” JE#ZIEDK > 2

—EEEHER - AliA 42 3L (Chuc deng 2012, 2).

Lin Yunming #AZE$%; (ca. 1628-1697) was well educated from an early age. He is described as an avid
reader in his youth, forgetting to eat while reading and being ridiculed as a bookworm when he didn’t
take off his clothes while bathing with his siblings (Li and Zhu 1996, 205). Lin received his jinshi
degree in 1658, took up a post in Huizhou &l (modern Huangshan, Anhui province), but his con-
cern for commoners coupled with difficulties in adjusting to the new Qing administration led to his
dismissal. He did not find another appointment until being expelled in 1667. During a rebellion
against Qing rule led by the quasi-independent ruler of Fujian, Geng Jingzhong EX#5 & (d. 1681) that
began in 1674, he was imprisoned for eighteen months in Fuzhou & (Yi 1991, 495). Released, he
moved to Hangzhou #7{ )} where he became a scribe for hire. His introduction to Chuci dengindicates

that he was an ardent admirer of Qu Yuan and the Chucr, and that he 1dentified with the fate of the
poet in later life (Chucr deng 2012, 1-2).

Two drafts of his commentary were lost to flames during the suppression of the rebellion in Fuzhou
and later in Hangzhou; the earliest existing version was not completed until 1697 (Y1 1991, 497). Chuct
deng consists of four chapters. Focussing exclusively on works attributed to Qu Yuan, Lin Yunming
argued that the other authors lacked the poet’s skill and ambition (2 ), essentially producing copies
berelt of any spirit or emotion (Chuci deng 2012, 4). To these he added “Zhaohun” and “Dazhao”
KHH (The Great Summons) maintaining that the poet created the former as a call to himself, and the
latter, as indicated by “great” in the title, to call back the soul of King Huai.” Attempting to “date” the
poems by Qu Yuan, Lin included the biography of Qu Yuan by Sima Qian followed by a section on

the Chu kings Huai and Xiang Z£. He also argued that the last three songs in “Jiuge” referred not to

" Lin Yunming was keenly observant and noticed that, for Sima Qian, Qu Yuan and not Song Yu &3 was the author of “Zhaohun”.
Compare Shii (1982, 84: 2503).
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spirits but to ghosts or recently deceased persons. This allowed him to consider them as one set and
not only bring the number of songs down to nine as indicated by the chapter’s title, but also to arrive

at a total number of twenty-five works, equivalent to the number of scrolls listed in the “Yiwen zhi” %
& catalogue of the Han shu under Qu Yuan £ J&BJERR (Han shu 1982, 30: 1747). Lin Yunming

thus addressed questions that have preoccupied Chuci scholars ever since.

Lin Yunming divides his annotations into three steps. A highly economical interlinear commentary 1s
punctuated with supporting explanations to each section of a text which are marked by a circle at the
beginning (Chuct wenxian jicheng 2008, 7427-7428). These are followed by an overview of the entire
text, coupled with a review that straightens each poem out (Chuci deng 2012, 5). Here follows the

overview provided at the end of “Yunzhong jun”. I have divided this lengthy text into three parts:

Lin Xizhong said: in their distribution across the sky, there 1s no distance clouds cannot reach,
sometimes moving, sometimes resting, they can all be observed by man but not reached, and it 1s
just like this with them as spirits. The two lines in which hands open gently to go out and greet the
spirit in a sincere and respectful manner are meant to say that the entering spirit stops in the sky
and does not move, and this extends to the conditions that when it moves, it does not come down
and when it comes down it does not stay. [If that is the case] then the sincere and respectful
manner with which the spirit is greeted cannot but be conveyed as the exhaustion from longing
for the spirt, the gist [of the song] 1s already exhaustively [present], and the many twists and turns
entirely evident. MAPEfPH : B2 BFAK - SR F] - SfTE0UE - B AT MR AT E]
Rt RS 2, - B FESERHR A ety — 4y » BIER A FZ (R R TAT - RATIAR
P Bl A B 2 5 - AT Z ol - A AR B 5% - REERE @ BITEHT
(Chuci deng 2012, 35-36).

The overview’s first section states Lin Yunming’s understanding that, though clouds can be venerated,
they should not be conceived as a moving spirit-entity that can be enticed to descend to enter a me-
dium or partake 1n a sacrifice. Thus understood, he maintains, the song more immediately conveys
the distance as cause for the poet’s yearning and exhaustion. His viewpoint rests on a variety of obser-
vations. In general, he questions the context for the creation of the “Jiuge” as alleged by Wang Y1’s
preface. He also tries to dissociate Qu Yuan’s craft from the desolate situation it was supposedly cre-
ated . More specifically, he goes on to question several key assumptions made by his predecessors,

which sometimes led them to add information not found in the lyrics of the song.

The first two lines that begin with “Bathe in orchid broth” are spoken by the man in charge of the

sacrifice, but older annotations conceive them as orders given to a shaman.” If that is the case,

" The Huadong shifan daxue version of Chuci denghas ren here instead of ru which makes no sense (Lin 2012, 85). The Chuci wenxian

Jicheng edition of the text has ru (Chuci wenxian jicheng 2008, 7428).

" The translation of shaman for medium in this instance better represents what Lin associates with people of this trade.
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should all those in charge of sacrifices have filthy bodies, messy hair, and wear shabby clothes
when conducting rituals?” What 1s expressed as “bending and extending it already rests” means
nothing else than remain in the sky above, like the meaning of “resting on the sandbank in the
middle” from the song “The Lord of the Xiang River”, and yet older annotations take it to mean
to stay in the body of a medium. If it would stay in the body of a medium, why would it be able
to glare so brilliantly as to compete with sun and moon in brightness? And who is it again that
hovers and floats around? Moreover, the two characters “already came down” in the following
text border on repetition, the word for flame at the beginning of the line including “raised into the
distance” should not be used. Efr = T8RS | —AEtT455 0 MES LMY 5 » 2R
AIFREERSZE - FlCKAREER ? ﬁﬁi‘ CERERRR o YRR E - B CHED
"N, 2% MERXURE TS - ERHRE - FILIGEWIGIEE H H $58 2 H
TENE R ) ESOZHERS 7 B TEERE T 0 INEE - B T iER ) AR
P& | FF2 (Chuct deng 2012, 36).

The second section essentially highlights contradictions in the readings of earlier commentators like
the need for purification of ritual specialists, the meaning of bending and extending that had been
either associated with the guiding movements of the medium or its physical reaction after being pos-
sessed, or the question of what shines or moves around when the spirit 1s thought to rest in the body
of the medium. Why Lin even critiques parts of the poem itself or whether these criticisms also refer

to earlier explanations of these characters is unclear.

From the piece’s beginning to its end their never occur characters of a iquor and delicacies kind,
and yet the old explanations largely increase them with sayings like “no sooner has it satisfied itself
with drinks and food then it dashingly lifts into the distance”. If it had been like that, this spirit
would have come down for a long time and on top of that got his pleasure out of it. After a dare-
devil banquet by world standards, why would the poet yearn and sigh, letting his heart rate go to
extremes? This 1s all absolutely clear and easily intelhigible, it also should have been passed down
unchanged and not be amended like this, I honestly don’t know the reason for this. %EP HEZ®
RACKREBHEEFRMELER "elathed, - " RNEBHE | 58 - HAZMED
A XA EE S - RN ER - LA SELZ5F 2 EERHE S
g - IS - R FIE A, (Chucer deng 2012, 36).

The polemics in the final section are obvious. Lin juxtaposes Wang Y1’s additions of sacrificial items,
which were essential for his explanation of the sacrificial process and the movement of the spirit, with

his own understanding, which is also coherent without them, since he understands all movements as

" The sentence could also mean: should all those in charge of sacrifices consider filthy bodies, messy hair, and wearing shabby clothes as

ceremonially appropriate?



Schimmelpfennig: Tracing Controversies of Understanding in Traditional Commentaries to “Lord Amidst Clouds” 51

descriptions of passing clouds. At its end Lin even questions the rationale of the entire exegetical

process.

In Lin Yunming’s interlinear commentary to “Yunzhong jun”, it is Qu Yuan himself, purified not by
actual flowers but by their odem (g7 §2), who is in charge of the ritual (lines 1-2). He greets the cloud
spirit looking up, observing its movement and its borderless brilliance (lines 3-4). The palace of long
life becomes the spirit’s abode in the sky. The performer of the ritual rejoices in the spirit’s glare which
contrasts with the shine of the sun and moon and 1s understood by Lin as that which is at rest and
does not move (lines 5-6). The cloud spirit 1s escorted by dragons as if drawn by a carriage. It displays
five colours as if clad in a deity’s dress, only moving around in the sky and not descending (lines 7-8).
To line 8 Lin adds his first supporting explanation. It says that in the lines “above the poet relates how
he greets the spirit by observing what corresponds to his descent” E._E &GN EHFE 2T (Chuc
deng 2012, 35). Its meaning becomes clearer when read in conjunction with his supporting comment
to line 12. Accordingly, “[Qu Yuan’s] own account of the tardiness of the spirit’s descent and the speed
of its departure above is not concerned with the [literal] greeting of a spirit by a man” & _F#0tHE
BMEZHE » AU Z B2 (Chuct deng 2012, 35). Lin’s comment to line 11 that the spirit is
not ready to stay for even a short time (N E#E), once more underlines his idea that though Qu
Yuan conceived “Yunzhong jun” as a description of him performing a sacrifice to the cloud spirit,
notions of the spirit’s descent and return, though part of these rituals, cannot be meant literally. At the
end of the song Lin purports that in the final analysis the performer of the ritual was unable to ex-
haustively display his sincerity during the ritual which 1s why he expresses his longing with deep sighs
and extreme exhaustion, as indicated by his pounding heart (lines 13-14). Lin concludes with a final
supplementary explanation: “Due to losing what he observed after receiving the spirit, he 1s concerned

that his longing will never be released from the bond formed” DL FHIET 2 A & 1 82 A AN R4S

(Chuci deng 2012, 35). With his final comment Lin Yunming reinforces the idea of the bond between
Qu Yuan and this higher being. While Zhu Xi described it as Qu Yuan’s inability to forget, Lin un-
derstands it as the poet’s fear of not being able to free himself from this connection, which takes the

mviolability of this bond to an even higher level.

It should be evident that Lin Yunming took the interpretation of “Yunzhong jun” to another level. His
final comments at the end of the overview as cited above are particularly striking because he questions
the rationale for a complex exegetical process of 1500 years, anticipating criticisms that are generally
associated with the critique of the Confucian commentary tradition following the May Fourth Move-
ment in the early 20" century. And yet it was not long before he was criticised by contemporaries such

as Zhu Ji Z&E£ (no precise dates) and others,” continuing a process of interpretation that lasts to this

day.

* For his criticism, which is primarily directed against Lin’s view of Qu Yuan’s behaviour, see Li and Zhu (1996, 210-212); Yi (1919, 501-
504).
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Conclusion

From the selection of commentaries above, it 1s evident that the Chuci commentators, like their col-
leagues who interpreted canonical texts, were engaged in an ongoing endeavour to make sense of texts.
Under their hands “Yunzhong jun” underwent an astonishing transformation as its interpretation
evolved. The commentators gradually, at imes involuntarily, detached the poem from the contextual
framework provided by Wang Y1’s preface to the “Jiuge”, with the attribution to the author, the idea
of the song’s autobiographical nature, the description of a ritual involving a deity, and the poet’s emo-

tional response at the end arguably the only pillars stll standing.

Their motivations for challenging existing readings varied. They ranged from raising the status of Qu
Yuan’s poetry in the face of prominent critics (Wang Y1), adapting a commentary to a different format,
and partly revising it (Five Ministers), or applying new philosophical ideas that came with new reading
techniques to a review of existing commentaries (Zhu Xi). Triggered by another philosophical para-
digm they attempted to reach even beyond the earliest commentaries (Wang Yuan), or they were
personally motivated to enter the challenge (Lin Yunming), as they, like so many officials in China

before them, identified personally with Qu Yuan, and disagreed with the interpretations of others.

None of these commentators ignored existing readings. To the contrary, they mostly rested their un-
derstandings on a modification or refutation of older interpretations. To disprove earlier
understandings, they used a variety of techniques as well as “new” evidence. However, it is not always
clear whether the discovery of such evidence — like the effigy that replaced the medium in Wang
Yuan’s commentary — was prompted by actual research or should rather be viewed as a reflection of
an understanding of the past of their own time. While the toolset of glosses hardly changed over time,
different reading techniques heightened the awareness of the relation between sound, rhythm, word-
order, and meaning in the main text. Beginning with Zhu Xi and taken to new levels by Wang Yuan
and Lin Yunming, the introduction of different arrangements of in-text commentaries and structured
levels of interpretational engagement allowed commentators to bolster their exegesis from various

angles. Not only did this approach require consistency, but it most likely also increased consistency.

Most commentators, except perhaps the Five Ministers, perceived their different interpretations, if not
as significant improvements (Zhu Xi), then as conscious reversals of existing understandings (Wang
Yuan, Lin Yunming). As demonstrated by their commentaries, Wang and Lin went to great lengths
to prove the validity of their claims. The commentary of the Five Ministers came as a surprise. Perhaps
this was because their annotations in the mainstream editions of the Wenxuan follow Wang Y1's com-
mentary, so their contributions were rarely considered more than a sub-commentary. A close reading
of their commentaries to “Yunzhong jun” suggests that not only did they offer their own understanding
of the song, but that their commentaries may not even have originally been intended to be combined

with Wang Y1’s commentary in one work.

My final question, namely whether it is possible to identify what remained controversial in the under-
standing of this poem, as opposed to what was taken for granted over longer periods of commentary
production, requires an answer on the micro level of the text and the macro level of commentary

discourse. The idea that the continued use of Wang Y1’s annotations by later commentators indicates
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acceptance of his readings, but their modifications or replacements indicate controversy, is refuted by
the fact that glosses often produce meaning only in combination. Even when certain glosses are re-
tained, their explanations may gradually change in meaning, pending on the context of the surrounding
annotations. However, glosses to certain independent characters, distinct by position or meaning com-
pared to the rest of a line in the main text, may retain their meaning. One example 1s the exclamation
at the beginning of line 5, the other the initial character (Zao Hill) of line 8. Later commentators, how-
ever, may also presuppose understandings without further reference that were previously indicated by

glosses.

At the macro-level of debate among commentators, there i1s more controversy than agreement. What
most commentators agreed on about “Yunzhong jun” up until the early Qing dynasty was its author-
ship, the autobiographical nature of its content, its description of a ritual, and the poet’s desolation at
its end. What most commentators disagreed on arose from the question of how the action described
in the song could be reconciled with the commentators’ specific image of Qu Yuan. This ties in with
the discussion of how commentators used their commentaries to portray and evaluate Qu Yuan’s
moral qualities. The question of the extent to which controversies at the level of “Yunzhong jun”
reflect broader controversies, such as those over the status of Qu Yuan and his poetry or the issue of

loyalty and patriotism, awaits further investigation.
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