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Summary

From the Dali (Xf&) Period to the Yuanhe (5c#1) Period
——The meaning of ‘Mid-Tang'——

AKAI, Masuhisa

The poetry of the Tang dynasty has been chronologically divided into
four periods: that of ‘Early-Tang’, ‘High-Tang’, *‘Mid-Tang’ and ‘Late-
Tang’. The Mid-Tang period has been recognized as the turning point
toward the decline so far. However, this needs to be reconsidered ; the
Mid-Tang could be regarded positively as the period in which new poetic
tendency was created.

Brief mention should be made of previous studies. Yang Shi-hong (B+
5h) divided the Tang dynasty poetry into three periods ; ‘High-Tang’, ‘Mid-
Tang’, and ‘Late-Tang’. He regarded ‘Mid-Tang’ as the successor of the
‘Right Sound of Tang poetry’ established in ‘High-Tang’. It follows that
‘Mid-Tang’ actually comprises only the Dali (X&) period.

The details of daily life and melancholy were highly esteemed as the
central theme of the Dali period poetry, for which, compared with ‘High-
Tang’ poetry, it was necessarily underestimated by the traditional poetic
criticism. But, from the viewpoint of the whole Chinese poetry, it has to be
more highly valued for the very reason that the melancholic Dali poetry
helped to create the new values which had been almost ignored till that time.

Tang poetry and Song poetry are recognized as two representative
models in the history of Chinese poetry. Tang poetry is extrovert and
passionate, while Song poetry is introvert and tranquil. The characteristic
of a Chinese poem is decided by the balance of these qualities. However, this
is not so much derived from the difference between Tang and Song periods
as from the difference between ‘High-Tang’ and ‘Mid-Tang’ periods.

How could each poet of the Yuanhe (GE%1) period develop his individual
poetic characteristic in his own way? It was because the poets of Dali period
converted the old literary standards into the new. The new standards were
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supported by those who required new life styles, new ways of life, and,
above all, new literature.

The Formation of the Literary History of Tang Dynasty
—a Consideration Based upon the Contrast of
Old and New Tang-shu (FlHESE) —

KAWA]I Kozd

Our view of the literature of the past is prescribed by the view that has
been passed on to us. Literary history maintains itself by exerting its power
over one new generation after another. It has, however, power of transform-
ing itself too. Literary history is formed both through succession over the
times, and through change according to the times. In the present article I
wish to examine how the view of the literature of Tang Dynasty has been
formed and transformed, by considering the contrast between the OId and
New Tang-shu (FIEES).

The literature section in the New Tang-shu ([$iEE] X35) regards
the history of Tang literature as the process in which the gu-wen X of the
Mid-Tang grows to its maturity. This is the view that was passed on from
the gu-wen writers of Tang Dynasty. Whereas the New Tang-shu gave prose
the central position in the world of letters, and poetry the marginal one,
later when poetry occupied the center, it was customary to separate the
developments of poetry and prose. With respect to prose, with the establish-
ment of gu-wen, the view expressed in the New Tang-shu is still predomi-
nant today.

In the literature section of the Old Tang-shu ([1HEE] 3CE{£), however,
one finds a totally opposite view. The new directions in literature are
praised, while the gu-wen is disregarded. This line of thinking was hardly
recorded during the Tang period. Since the Old Tang-shu is an official
history, this minority view has happened to be passed on to the present time.
It is not impossible, then, to surmise that during the Tang Dynasty the
literary opinion which does not value gu-wen existed, but that transcription
of the situation of a certain period, but a later construction with a point of
6
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view of its own.

How Bai Ju-vi (HEZ) Poems were received in Europe
—Concerning the Translation of Mid-Tang poems——

ICHIKAWA, Momoko

The purpose of this paper is to find out how Bai Ju-vi (H/E5) poems
were received in Europe.

Research on the influence of Bai Ju-yi’s poems on Japan has already been
conducted in detail. This study attempts to clarify how Bai Ju-yi was
received in Europe, thereby making possible a comparison between
Japanese and European responses to it.

There are two prominent features distinguishing how Bai Ju-yi was
received in Europe.

First, Bat Ju-yi was introduced, in the second half of eighteenth century,
as a person who had a legendary exotic character and this image remained
fixed for a long time.

Second, despite the fore-mentioned point, some scholars initially translat-
ed his works literally. Therefore, his works, unlike others, were not falsely
represented.

One can say that Bai Ju-yi poems were not as popular as Li Bai's (ZH),
for three reasons. First, his franslations came out a little later than the
others and missed the chinoiserie boom. Second, the main theme of Bai Ju-yi
poems is every day life and his imagination seems to reflect a common
sense, therefor it was difficult for the Romanticists and the Symbolists in
modern Europe to adopt it. Third, the initial word-for-word translations by
scholars prevented a free flow of ideas by second stage poet translators.

This paper also touches on the translation of Mid-Tang poems. As for
Mid-Tang poems, only a limited number of works were translated first into
one language, and then, this became the basis for secondhand translation or
adaptation into other languages. Therefore, these few works played an
important part in establishing a set image of Mid-Tang poetry in Europe.

Gautier's Le Livre de Jade (1862) was especially influential. This antho-

7



logy described romantic female scenes. This tendency was reiterated and
further emphasized when re-translated or adapted.

Du Fu's (#£7) Expressions of ‘Strangeness’ (%) in his Poetry

KAT@, Kuniyasu

Expressions of ‘strangeness’ (&) in the poems of Han Yii (%) and his
followers have been paid considerable attention to, but those in Du Fu's are
still underestimated, though it is admitted that they preceded the ‘strange’
expressions in these poets. For this reason, in this paper, we want to
consider the following matters: what Du Fu’s expressions of ‘strangeness’
really mean, what relationship they have to ‘strangeness’ expressed by Han
Yi and his followers in the Mid-Tang, and what verbal interaction took
place behind the fashion of these expressions of ‘strangeness’ which sprang
from the poetry of Du Fu.

A close survey of the poetical activities of Du Fu and Han Yii suggests
that they intentionally invented ‘new words’ (¥3&) so that they might
reveal a concealed world and give it verbal expressions. For this purpose,
new words were required which possess such a miraculous, extraordinary
power that they might surpass that of the heavens. Both poets longed for an
ideal world in the future, but there was no other way left to them than to
sweep away the dying visions of the past and present a new world vividly
through the powerful influence of fresh words of their own making.

In such moments, words came to Du Fu like a revelation from the
heavens. They became gradually accepted by the public through logical
thinking and concrete interpretation given by a new group of intellectuals
who passed a difficult examination to get high offices in the state and began
to be influential in many fields. These men were gifted with clear intellect
and acute sensibility. Men in the Mid-Tang period thought they had found
their own ideal in an amazing reality revealed by the strange ‘new words'
in Du Fu’s poetry and they felt a great excitement about it. Freed from the
old conventions, they wrote their works after the manner of Du Fu and

8
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created a new reality and richness in their works. From this came philoso-
phy appropriate to a new age and enthusiasum in searching for various
conceptions of value. Doubtlessly we can say that the expressions of
‘strangeness’ Du Fu cultivated played a significant, pioneering role in
producing the great energy of a new movement.

Poetry of Liu Zong-yuan (#lI5Z5%) : Birds that Can’t Fly

MATSUMOTO, Hajime

Birds that can't fly had already appeared in Shi-jing (§#). Two view-
points are expressed there : one of a man who shoots birds, and another of
birds which are shot. And it is in Chu-ci (¥%f) that the latter view-point
became predominant. In Han Wei (B#) and Six Dynasties (A8]), “a hurt
bird”, or “a bird in cage” appeared besides “a bird that flies away” or “a
bird that comforts itsef”. The bird that can’t fly symbolizes the danger of
life, the hard times, the fall of the world, the lonely feeling caused by
homesickness or parting, the image of death and so on.

In Tang (/&) Dynasty “a falling bird” represented a poet’s sorrowfulness
caused by failure of the examination of Ke Ju (%), and “a sick bird”
increased, and especially in the Mid-Tang Dynasty “birds that can’t be
overwhelmed”, and “bad birds” appeared. A way of thinking of “birds in a
cage” changed, and poets converted the inside of a cage into the sacred
space beyond which they can make a poem.

Liu Zong-yuan (#535T) wrote three poems on birds that can’t fly ; “Qi-
wu-ci (BEF)”, “Long-ying-ci (#HE5)”, and “Fang-zhe-gu-ci (HEEEEEF)".
In the poems he pursued the theme of salvation from the defeatedness.
Succeeding the traditional image of birds that can't fly, he created the bird
that can’t fly because of having approached to the sun and the bird that can’t
fly with its hurt leg. The essence of the birds that can’t fly which Liu
Zong-yuan created lies in the fact that they never abandon their will to fly.




An In-Depth Look at “Yanyti (H/§)”
——About a Change in Mental Picture in Mid- and Late Tang——

AIKO, Hiroshi

From time immemorial, it came up with the import of “yanyli (#H’¥)”
writed by poetries was changing from the Mid- and Late Tang, and the
reason was demonstrated. Before middle and late of Tang, “yanyti” had
being used for finding out the Utopia over itself, or for something that
partition off the friend and the home land. What people tried to see over
“yanyli” has commonthing at the space of came time. By the way, for
example, “yanyii” in Du Mu (#4%)'s “Jiang nanchun jueju (JLEF&E#4)",
what can feel faintly over “yanyii” is a world different from space-time. We
can find the strong reflection of the times in Du Mu’s “yanyti”. That is to say
as the evolution of mental picture opinion, it is the spirit of the times that
makes a world new poetry. It coincided with the when “shui mo (Zk&)”
pictures were appearing in pictorial world. In compliance with the spirit of
times, one thing was given a new touch. It was nothing else but “yanyti”.

Landscapes with Dogs
—Dogs depicted in Tang (&) Dynasty Poems——

KAWATA, Satomi

When did poets in China begin to describe in poetry dogs that lived with
them? There are a small number of poems in Shi-jiing (FF#E) written about
brave hunting dogs. They show how long Chinese have enjoyed the company
of dogs. The number of the descriptions of dogs in poetry, however, had not
increased since then until Six Dynasties (X8H); only dogs that barked as if
mad or their peaceful and carefree barks were described as a symbol of evil
or as a symbol of peace.

Wang Wei (Ef#) in the High-Tang Dynasty is the first poet that depicted
his pet dog in his poems. It is Du Fu (#:Fj) that developed the new way to
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describe dogs that Wang Wei began ; he gave us more realistic descriptions
of his dogs full of expression. Du Fu gave us detailed pictures of the
behavior peculiar to dogs and he also depicted affectionately dogs’ psychol-
ogy and emotions in sympathy with them, which you never see in poems
before Du Fu. Du Fu is the first poet that described in his poems dogs as his
close friends.

After Du Fu, dogs were recognized as one of the poetic themes, and poets
after the Mid-Tang Dynasty began to depict dogs individually in a great
number of poems. Especially Bai Ju-yvi (BJf&%5), who was the best successor
to Du Fu, gave various pictures of dogs as a member of his family. No poets
in the Tang () Dynasty wrote more poems about their pet dogs than he.
It is also after the Mid-Tang Dynasty that poets referred again to what
kinds of dogs he was writing about, which had been stopped since Shi-jing,
and they produced a lot of new poetic words about dogs, and the descrip-
tions of pet dogs that you had not seen in poetry before.

In the Mid-Tang Dynasty was the big turning point for the literature : the
world picture that poets had shared fell apart, and poets began to see the
world individually. It can be said that the realistic descriptions of dogs that
Du Fu began and you can see more in the poems after the Mid-Tang
Dynasty were a form of expression that was borne in such a current of time.

A Rudimentary Study of the Biography of Liu Cha (ZIX)

OKADA, Mitsuhiro

Liu Cha (BI®) is one of the poets with a lot of personalities who gather-
ed around Han Yu (88%), an eminent writer in the Mid-Tang Dynasty. His
poems that have survived are less than 30 in number. However, these
stimulate our interest, especially taken together with his stormy life——his
chivalrous conduct, his life as a desperado, the murder committed in a
drunken brawl, his theft of Han Yu’s money and subsequent running away
and so on.

The biography of Liu Cha was written by Li Shang-vin (Z=@ERR). Iis
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contents are very simple, but valuable for the study of this poet. This paper
attempts to cast light upon this material.

In this study I consider Liu Cha’s whole life and offer several new views
about Cha’s friend Jiao Meng (f£&8) in the Wei (Bl) district, about the
period of the amnesty following his being found guilty of murder, and about
the circle of writers of the Han Yu group. Cha’s poems often show a sense
of alienation and solitude. Presumably this alienation had something to do
with the change and dying out of the love of “shang wu (4&)”— high
esteem for martial or chivalrous conduct——in the Mid-Tang Dynasty .

In addition, I point out the limits of his poetry imposed both by his lack
of positive attitude toward taking material for his poetry from his own
stormy experience, and from his lack of concentrated effort to progress
beyond stereotyped representation.

Bureaucrats and Prostitutes
—About Tang poems which Bureaucrats sent to Prostitutes——

SAITO, Shigeru

Tang Dynasty was the epoch in which Bureaucrats and Prostitutes tied
stronger than before, and their interchange was reflected in the world of
poems.

The things that Bureaucrats desired of Prostitutes were talent of compos-
ing poems, the skill of conversation, and the sense of wit. Bureaucrats
especially appreciated Prostitutes’ ability to interpret poems.

The poems which Bureaucrats sent to Prostitutes were important parts in
developing the Literature of Amour which was characteristic in the latter
half of Tang Dynasty.

In the history of Prostitutes, Tang Dynasty was also the epoch in which
their spirituality was respected.

12



Summary

Creative Intentions in Tang Dynasty Stories (FEf{/Ni)
—1In Focus on Du Zi-chun (HF8) —

TOMINAGA, Kazuto

It is reported that there are two major hypotheses about motifs of Dx
Zi-chun. One concerns the training of hermits and the other is the attach-
ment of much importance to love. I wonder, however, whether this work
originated from one special motif. All stories are influenced by the era in
which they are written. To understand the motifs of stories, it is necessary
to evaluate them in the context of historical background. It is important to
know how stories were written and appreciated in the era of Tang Dynasty
(RE£R).

In this report, by examining Du Zi-chun, 1 have tried to analyze the
intention behind the creation of stories in the Mid- and Late Tang Dynasty,
the golden age of Tang Dynasty Stories.

In conclusion, Tang Dynasty Stories are not based on any special motifs,
but originate from the intention to surprise and entertain people. For this
purpose, the authors created mysterious stories in pursuit of humor. This
spirit in pursuit of humor is one of the sources of the energy behind stories
which flourished in the Mid- and Late Tang Dynasty.

“Pictures Existing in the Poem (Shi-zhong you hua §HHE®)"”
and “Visuals in the Poem Appearing in the Reader’s Mind Eyes
(Wan-ran zai mu Z8R%H)"”

——DPoems and Pictures in China—

ASAMI, Yaiji

This paper gives clarification and consideration to the following two
issues concerning a school of Chinese aesthetics established in Song Period,
which advocates the homogeneity of poems and pictures: (i) how this
theory of perception in poetics developed the view that recognizes reappear-
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ance of the picture-like visual images in poems, and {ii) how the Mid-Tang
Period is characterized with respect to the forming process of this idea.

Now we widely accept that a poem reproduces some kind of visual world.
This view, however, was not necessarily common in Chinese classics. In
fact, it was not until the Late Six-Dynasties Period that it came to be
presented for the first time ; and even at this stage, visual reproduction in
poems was not associated directly with that in pictures vet.

In the Mid-Tang Period, visual reproduction in poems was acknowledged
in general, and exchange of poems prospered as a medium of visual commu-
nication. Under these circumstances, the idea that poems, as well as pic-
tures, can be regarded as a method of reproducing and communicating
visual images came to be proposed. Thus, the Mid-Tang Period can be
characterized as the infancy of the theory of poem-picture homogeneity in
the subsequent Song Peiod, as well as as the turning point which has a very
significant meaning in the history of recognition of poems.

A Character of Shu shu fu (ZREER)
——Calligraphy Criticism in the Mid-Tang Period—

ONO, Shaisaku

From the Six Dynasties to the Tang Dynasty, Pin di fa (f%55#%:) a kind
of criticism was used in various fields. For example, there were Shi pin (5F
Ah) written by Zhong Rong ($I8) in the Riang Dynasty () in literature,
Gu hua pin e (HE#K) by Xie He (B#HF) in the South Qi (FFF) or Xu
hua pin (SiEG) by Yao Zui (Bk%) in the Zhen Dynasty (BH) in art.
Many critical books have the word ‘pin’ in their names.

It seems that ‘pin’ was origined from ‘Jiu pin guan ren fa’ (JLEBEAL)
that is the employment system of government officials in those days and the
word was popular among the critics.

Pin di fa had been used for the longest time, particularly in calligraphy
criticism among others. There are Sk pin (ES) by Yu Jianwu (BHEEH)
in the Riang Dynasty, next Shu hou pir (E#%) by Li Si-zhen (FHE)
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