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The Origin

The An Lushan Rebellion that broke out in 755 set in motion forces that led to the gradual 
decline of the splendid Tang Empire but helped create a great poet. In 759 Du Fu 杜甫 
(712–770) left the capital region and began wanderings through west and southwestern 
China that would occupy the rest of his life. His post-rebellion poetry chronicled the 
life of a man and his family in a chaotic age. Arguably the greatest Chinese poet, he was 
certainly the most influential of all Chinese authors in any genre because of the long-
lasting and far-reaching impact of his poetry.

In October 2016, a two-day international conference was held at Harvard University 
on the Tang poet. The conference celebrated the inauguration of the Library of Chinese 
Humanities, a bilingual, facing-page translation series featuring important works in the 
premodern Chinese cultural tradition. The first title of the series, published at the end 
of 2015, is the first complete translation, with notes, of the poetry of Du Fu. This volume 
grows out of that conference.

Du Fu is well known and well studied in Chinese, with the reception of Du Fu 
having itself become a special area of focus in the popular field of reception studies. He 
is so well studied that, first, it draws attention away from the fact that Du Fu’s poetry is 
not so well studied in English-language scholarship, and, second, the study of Du Fu in 
Chinese scholarship has some notable gaps that largely elude notice precisely because 
of the great number of books and articles produced since the 1980s. One of the gaps is a 
theoretically inflected close engagement with Du Fu’s poems themselves.1

In classical Chinese literature Du Fu’s stature is like that of Shakespeare in English 
literature or Dante in Italian, and Du Fu is also widely known outside his native tradi-
tion, just as Shakespeare and Dante are. Prior to the complete English translation in 

1. As the summary of the 2017 annual conference of the Association of China’s Du Fu Studies points out, 
of more than seventy papers received, fewer than ten are dedicated to “the form, style, and art of Du 
Fu’s poems or Du Fu himself.” Poetic form, style, and art, such as the use of quatrain or long regulated 
poems (pailü), are habitual topics of traditional “remarks on poetry” and do not exactly constitute any 
new conceptual territory. The summary henceforth calls for “treating Du Fu himself and Du Fu’s poems 
as the basis” and as the “core issues.” Hu Kexian, “Du Fu yanjiu,” 93.
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2 Introduction

2016, Du Fu has been partially translated many times by different hands. Still, when 
we turn to criticism and interpretation, the books and articles do not exactly constitute 
a considerable amount of scholarly output on a major poet, let alone a towering figure 
like Du Fu.2

This lack of attention to Du Fu in English-language scholarship is partially due to the 
changes in the field of Chinese literary studies, which on the one hand took a cultural-
historical and materialist turn in recent decades and, on the other, responded to the 
general trend of canon revision in Western academia in the second half of the twentieth 
century: some of the traditional criteria were questioned; once-marginal authors were 
rediscovered; women writers and minority writers received their deserved attention. 
With the increasing popularity of the studies of modern and contemporary Chinese lit-
erature and culture, film, and media in recent decades, premodern literature, especially 
the literature of the Middle Period (roughly from the Eastern Han through Song, or the 
first through thirteenth centuries), became a road less and less traveled by the younger 
generation. These changes are without a doubt also happening in Chinese academia, 
but such changes can be obscured by a number of factors, including the sheer size of 
Chinese departments in terms of both faculty and students in colleges and universities. 
In contrast, overseas sinology is a much smaller enterprise.

To a large extent, however, the lack of attention to Du Fu can also be attributed to, 
ironically, his canonical status. Many scholars and students find themselves under the 
impression that Du Fu “has already been done.” In addition, the clichéd image of Du 
Fu the “poet sage” and “poet historian” has overshadowed, even eclipsed, simply “the 
poet” Du Fu and, even worse, Du Fu’s poetry. From the Song dynasty onward, the 
reception of Du Fu has veered heavily toward his “Confucian” qualities—loyalty to the 
ruler and concern about the state, summed up in the saying that Du Fu “did not forget 
his lord even for the interval of one single meal.”3 Such a grossly simplifying image does 
not always inspire a modern reader’s interest. The light-hearted, quirky, and funny Du 
Fu known for “playful topics and amusing discussions” during his lifetime has all but 
disappeared into the halo put around his head in the subsequent ages down to the 
present day.4 The unbearable weight of the neo-Confucian sagehood attributed to Du 
Fu was only intensified when, come the twentieth century, it was seamlessly welded to 
patriotism and Marxist-inflected “compassion for the sufferings of the laboring mass.” 
It is best illustrated in the contrast of two extremes: at one end, we have a popular imagi-
nary portrait of Du Fu, widely known through its use in Chinese high school textbooks, 
which shows the poet exactly as how he is perceived to be: looking solemnly, concern-
edly, into the distance, apparently with the fate of the state and the common folk on his 
mind; at the other end, the doodling and spoofing versions of this portrait that went 

2. William Hung’s (1893–1980) Tu Fu: China’s Greatest Poet, published in 1952, is a biographical account 
of Du Fu’s life with translations of more than 300 of Du Fu’s poems. Between then and the time of our 
conference, three English-language monographs on Du Fu had been published: they are respectively by 
David McCraw (Du Fu’s Laments, 1992), Eva Shan Chou (Reconsidering Tu Fu, 1995), and David Schneider 
(Confucian Prophet, 2012). The latest publication is Ji Hao’s study of Du Fu’s reception (The Reception of Du 
Fu, 2017). A quick search in JSTOR yields just over a dozen research articles with Du Fu featured in the 
title, printed in the course of a little more than half a century.

3. Su Shi, Su Shi wenji, 318.
4. The comment is attributed to a contemporary Fan Huang 樊晃 (fl. 770s), supposedly made in the decade 

after Du Fu’s death. Xiao Difei, Du Fu quanji, vol. 12, 6579. Translation is Owen’s, The Poetry of Du Fu, vol. 
1, lxiv.
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viral overnight on the Chinese internet in 2012, which marked the 1,300th anniversary 
of the poet’s birth. High moral seriousness became the target of mockery, and the act 
of worship could find balance only in ridicule.5 Neither, however, does justice to Du Fu 
the poet. Worse, neither side—the worshippers or the ridiculers—spends time reading 
Du Fu’s 1,400 poems, closely or widely.

The chapters in this volume represent an effort to read the poems attentively and, 
as we will discuss in the following section, to read the poems anew by interrogating 
and cross-examining the poems from different angles and in different contexts. Before 
Du Fu was anointed the “poet sage,” he had commanded attention with nothing but 
his poems. It is always worthwhile to revisit the canon, for the writings themselves, 
for a better understanding of the subsequent works influenced and shaped by those 
writings, and for the reflection on literary history that must by definition include the 
ordinary and the extraordinary—it would be a mistake to only embrace one end of the 
spectrum without seeing how interdependent they really are. In the case of Du Fu, we 
also want to go beyond the famous pieces, whether it is the sets of “Threes,” the “Stirred 
by Autumn” set, the quatrains on poetry, or the poems included in popular anthologies 
and school textbooks.

There is a parochial desire on the part of some Chinese scholars to take ownership 
of classical Chinese literature as “ours” (or at best East Asian) and to downplay the right 
and authority of “outsiders” to interpret and give meaning. Such a desire, encouraged 
by the state as part of its nationalistic project, would lead to this great literature being 
read and appreciated by no one but the Chinese themselves, to a cultural isolationism 
that benefits neither the culture in question nor human civilization. Yet, though written 
in (Tang) Chinese, Du Fu’s poetry belongs not only to the Chinese but also to the world. 
A collection of essays on Du Fu in English is long overdue.

The Chapters

This volume is divided into three sections, each focusing on a particular set of inter-
related issues that not only underscore a hitherto less explored aspect of Du Fu studies 
but also pertain to the studies of Chinese literary tradition in general. The first section, 
“Home, Locale, Empire,” consists of four chapters. These chapters explore how the 
poet, moving from place to place, negotiates his longing for “home” with the building 
and tending of temporary homes and with the larger concerns of the empire. They also 
discuss how the poet contemplates the questions of mobility and circulation, the local 
and the state, in his poetry, and how poetry itself is both the object and the venue of 
transportation in a world filled with blockages.

Though his family held an estate near Luoyang (in modern He’nan), Du Fu’s exact 
birthplace is unknown. In his younger days Du Fu had spent a decade in the capital, 
Chang’an, seeking, largely unsuccessfully, fame, recognition, and political advance-
ment. After the rebellion broke out, he was trapped in Chang’an for a while, then 
escaped and joined Emperor Suzong’s (r. 756–761) court, in which he served briefly 

5. A reviewer of “a century of Du Fu studies” notices the link between the elevation of Du Fu, pursued 
by scholars and avidly assisted by the Ministry of Culture and various local governments, and the viral 
meme known as “Du Fu Is Busy” and opines, “The study of the ‘poet sage’ has too much seriousness and 
lacks liveliness; suppose we study and advertise Du Fu as a ‘mortal,’ not as a ‘sage,’ maybe there will be 
a different sort of phenomenon with Du Fu’s ‘busy-ness.’” Peng Yan, “Du Fu yanjiu,” 124.
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before he managed to offend the emperor and was demoted to a lowly position in 
Huazhou 華州 (in modern Shaanxi) in 758. He soon decided to quit that job and thus 
began a life of wandering, living off his friends’ and associates’ goodwill and patron-
age. He first went to Qinzhou 秦州 (in modern Gansu) in 759, then to Tonggu 同谷 (in 
Gansu), and finally on to Chengdu 成都 (in Sichuan) near the end of the same year. Du 
Fu settled in Chengdu for a few years, where he built his famous Thatched Cottage 
(caotang 草堂), with the support of the military commissioner Yan Wu 嚴武 (726–765). 
After Yan Wu died, Du Fu took his family down the Yangzi River to Kuizhou 夔州 
(modern Fengjie 奉節 County, Chongqing 重慶, Sichuan), at the mouth of the famous 
Three Gorges. He lived at Kuizhou from 766 to 768 under the protection and employ-
ment of local supervisor-in-chief Bai Maolin 柏茂林 (also romanized as Bo Maolin). The 
Kuizhou period was one of his most prolific, as he composed about 400 poems there, 
almost one-third of his entire extant oeuvre. But in early 768 he resumed his wandering 
again and eventually died of illness on Lake Dongting in 770.

In the midst of this turbulent itinerant life, Du Fu writes that, on a desolate autumn 
river, “the life I used to have at home is the longing in my heart” 故國平居有所思.6 
Guguo 故國 is used here in the sense of the former home, not that of the former country 
or the former dynasty; yet it is not just the former home he longs for but rather the kind 
of life he used to have in that home in a different age. Ping 平 is peaceful, uneventful, 
ordinary, perhaps a tad boring—the exact flavor of “home” after one loses it. As Jack 
W. Chen observes, Du Fu here is “also speaking of ‘dwelling’ or ‘inhabiting’ a space of a 
lost sense of the ordinary . . . in the aftermath of rebellion” (p. 19). That life is no longer 
possible because it was bound up with the age of peace and prosperity. Beginning with 
“No Return,” a poem lamenting a cousin who died in war, and ending with “Return 
in Spring,” a poem on returning to the Thatched Cottage after interruption caused by 
a local rebellion, Chen’s chapter discusses how “the idea of home” comes to occupy a 
place of central importance in Du Fu’s works after the rebellion. Chen argues that the 
longing for home is “at its heart, a wish for the return to the ordinary” (p. 16), a carving 
out of a non-social and non-political space where he lives his life as a private individual, 
even though the gesture is possible only in exile, against the backdrop of the dynastic 
trauma, and from the margins of the empire. While Du Fu is often seen as the poet who 
bears witness to the grand historical events and the tragedy of the times, Chen calls 
attention to the other side of the poet, who allies himself not with the body politic but 
with the individual body, its desires, comforts, and aches and pains.

If Chen explores the poet’s vision of home by largely focusing on Du Fu’s Chengdu 
poems, Stephen Owen’s chapter turns to a place where the poet tries very hard to make 
a home and yet can rarely feel “at home” in. This is Kuizhou, the exotic borderland 
of the empire, where Han and non-Han peoples live in close quarters, and the local 
customs seem foreign and savage to the poet from the capital. Few other locales in the 
Tang Empire would, Owen suggests, so readily invite thoughts about the imperial and 
cultural system of circulation far beyond home. Owen’s chapter shows how in Kuizhou 
Du Fu “think[s] through poetry” about circulation, tong 通, from local commerce—
a local girl’s exchange of fish for coins—to that of the merchants moving around on 
the Yangzi for profit, and to the imperial courier system bringing tributary gifts to 
the emperor. The poet also thinks of men who are “blocked,” the opposite of tong, in 

6. The fourth of the “Stirred by Autumn” set. Translation is Owen’s, in The Poetry of Du Fu, vol. 4, 354–55.
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their political advancement, but manage to circulate themselves through their trave-
ling poems, literary reputation, and memory. The innocent taking of sustenance from 
nature in the first poem of the sequence—the mountain birds feeding their young with 
red berries—ends with the corruption of imperial power by bringing lychee for the 
emperor’s beloved consort through the empire’s courier system; yet the lychee fruit 
itself becomes corrupted on the way to the capital. The immediacy of local experience 
can never be captured, except in memory and in poetry. Here we see another form of 
poetic success as pitched against the failure of empire.

Gregory Patterson’s chapter contemplates the same issues of tong, circulation, 
communication, and getting through on the vehicle of poetry, from a different per-
spective: that of history. He likewise centers on Kuizhou, conceding, as Owen does, 
that “in Kuizhou thinking about communication was unavoidable” (p. 41). He sees, 
however, in the physical traces at Kuizhou the creation of a unique communicative 
form through Du Fu’s poetic commemorations of two cultural heroes from the past: one 
is the mythical King Yu, who is credited with channeling the great flood by opening up 
the river gorges and saving the people from drowning; the other is Zhuge Liang, the 
legendary loyal minister who, like Yu, had left an indelible material mark on the local 
landscape. Patterson’s chapter is thus a powerful reminder that Du Fu, the acclaimed 
chronicler of his life and his times, is every bit as much the “poet historian” as the “poet 
geographer,” who “wrote in such unprecedented detail about the unique landscapes, 
culture, and histories of these temporary ‘perches’ that they form distinct identities 
within his larger corpus, like semi-independent provinces within the empire of the col-
lected works” (p. 41).

This ingenious metaphor takes us to the chapter by Lucas Rambo Bender. Bender 
returns to the issue of empire, which many commentators and scholars consider to be 
at the heart of Du Fu’s poems. In contradistinction to Chen’s chapter, Bender argues 
that the Kuizhou poems on humble topics are in fact complex creations emerging from 
the incongruity between imperial and domestic concerns, and that they both speak to 
a commitment to imperial values and ironize those same values. Bender regards these 
poems as enunciations of the poet’s alienation from the empire precisely in his attach-
ment to it. With an acuity finely tuned in to the poetic texts themselves, he sheds light 
on a moving emotional complexity in these poems, which are self-consciously comic in 
their grandiosity and tinged with a dark hue of melancholy—a melancholy that is again 
always undercut by humor.

However, if as Bender argues these poems on humble topics—vegetables, home 
improvements, faithful servants carrying out domestic tasks—“fit into a narrative of the 
poet’s evolving thoughts about the empire over the course of his life” (p. 72), then maybe 
one can indeed make a case that the two visions of Du Fu, one confirmed by Chen’s 
chapter and the other presented by Bender’s, “derive from different portions of his very 
large and diverse poetic corpus” (p. 57), because the poet was going through changes 
just as the world around him did. One may pause here to think of Du Fu’s position in 
literary and cultural history. He was on the threshold of a profound cultural sea change. 
Before Du Fu, the court and the capital were still the center of cultural accomplishments 
and cultural production, and in that world poems complaining about bad vegetables, 
thanking one’s servants for domestic labor, or instructing one’s son to build a chicken 
coop were simply unthinkable; but, after Du Fu, that old order crumbled even as the 
capital Chang’an still stood. Just as the central government’s authority and control were 
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weakened by powerful regional military governors, there was a centrifugal pull in 
cultural terms when the provinces—especially in the Jiangnan and Shu regions—began 
to assume much larger importance. The cultural world would be transformed with the 
emergence of the wild and quirky mid-Tang generation, many members of which were 
Du Fu’s admirers, who picked up something from him and carried it even further. Du 
Fu was a figure emerging from the watershed transition and impacted the transition 
with his writings.

It is thus indeed interesting to contemplate these humble topics more deeply, since 
their sheer novelty tends to be forgotten; Du Fu’s immense influence had turned them 
into normative themes for later poets. But no one else, “setting up a household, has 
poems begging for fruit trees and crockery. No one else writes irritated poems when 
promised grain does not arrive on time or the vegetable delivery is substandard. No 
one else celebrates a bamboo piping system that brings water from a mountain spring 
into his kitchen or the construction of a chicken coop.”7 And “like no one else in his day, 
we know his servants by name because he wrote poems for them and named them in 
his poems.”8 This last point may not seem much—or it may even seem discomfortingly 
condescending—to a modern reader, but if we judge him by the social norm of his day, 
Du Fu was a veritable revolutionary, as Tang slaves had very low social and legal status, 
and many Tang masters and mistresses, including famous writers, were known to have 
treated their servants ignobly. Wang Bo 王勃 (649–676), one of the “Four Outstanding 
Men of the Early Tang,” once killed a slave; Xiao Yingshi 蕭穎士 (735 jinshi) was known 
for beating an old servant in his frequent violent outbursts; Yu Xuanji 魚玄機 (ca. 844–
ca. 868) flogged her maid to death. Many such abusive incidents are recorded in Tang 
narratives. It is staggering, when we look around, to see how unusual and “strange” 
Du Fu was in the Tang world. Unfortunately, later poets after the Tang only inherited 
the topics and themes but not Du Fu’s spirit of difference—which perhaps is, after all, 
a mark of individual genius, having nothing to do with empire, even though it was 
brought out by the decline of the empire and by his isolation in the strange backwater 
Kuizhou, where the old capital world of glamor and sophistication fell away.

On one level, we can attribute the newness of Du Fu’s poetry to his extraordinary 
originality as a poet or the fact that he was increasingly writing in isolation, away from 
the old world of the capital and court elite; on another level, he is both a product of 
the great changes afoot and a prescient usher of the new world. Seeing larger issues in 
domestic life is a symptom of the old world where order is immanent in everything, but 
it is also a perversion of that old world. Right after Du Fu, the mid-Tang was one of the 
most remarkable eras in Chinese cultural history, and it was this mid-Tang generation 
that “discovered” Du Fu.

We need a deep dive in time. Radical historicization is required to rediscover Du 
Fu, whose greatness is not, despite what one may think of the “immortal masters,” 

7. Owen, The Poetry of Du Fu, vol. 1, lx.
8. Owen, The Poetry of Du Fu, vol. 1, lv. Only after Du Fu do we see the gesture of naming one’s servants and 

expressing gratitude for them in poetry, most notably in Wei Zhuang 韋莊 (ca. 836–910). Quan Tang shi, 
700.8044, 700.8047. Wei Zhuang, perhaps not coincidentally, was the compiler of an extant Tang poetic 
anthology (i.e., Youxuan ji 又玄集) in which Du Fu’s poems made their first appearance; not only that, 
but Du Fu appears at the head of this anthology. As Paul W. Kroll reminds us, “This is the only extant 
Tang anthology to include Du Fu.” Kroll, “Anthologies in the Tang,” in Denecke, Li, and Tian, The Oxford 
Handbook, 311.
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timeless in itself. With that we turn to the next section, “Poetry and Buddhism,” a topic 
that does not receive major attention in Du Fu studies, as another attempt to extricate 
Du Fu from the clichéd image of the good “Confucian” constructed of him since the 
eleventh century. This section includes a pair of chapters, each discussing the general 
question of studying “literature/poetry and religion/Buddhism” with Du Fu’s poems as 
specific examples. Both chapters in this section invite us to take into serious considera-
tion Buddhism’s social presence and yet to also focus on the ultimate poetic success of 
the poems themselves.

Paul Rouzer outlines some of the major pitfalls in writing about Buddhism and 
Chinese literature. Observing that Buddhist vocabulary may simply be used for the 
sake of rhetorical effectiveness, Rouzer stresses the need to carefully examine the social 
context of a poem and the use of allusions in the poem when examining the impact of 
Buddhism on a poet. Rather than treating Buddhism as a system of belief influencing 
the aesthetics of a cultural tradition, or trying to ascertain the extent of the poet’s com-
mitment to the faith, Rouzer emphasizes the importance of thinking of Buddhism as a 
form of living practice and regarding Buddhist activities as being part of the educated 
elite’s daily life. He calls for carefully considering the situational nature and social 
function of poetry, and suggests viewing Buddhist elements in a poem not as spiritual 
autobiography but as “part of a poet’s toolbox, used to create an effective poem” (p. 80). 
With perceptive readings of a series of Du Fu’s poems to the monk Zan, Rouzer shows 
how the level of Du Fu’s engagement with Buddhism varies widely from poem to poem 
and in particular demonstrates Du Fu’s “ability to adapt or ignore Buddhist materials 
to suit his occasional expressive needs” (p. 89).

Xiaofei Tian’s chapter opens with questioning the usefulness of the vexed category 
of “religious poetry,” proposing instead to draw on the more productive formulation 
“religion and poetry” to open up space for thinking about the dynamic ways in which 
these two distinct traditions interact with each other. While agreeing with Rouzer that it 
can be difficult to prove how “a Buddhist worldview is subtly influencing the aesthetics 
of the poem with no explicit Buddhist content” (p. 76), Tian nevertheless argues that 
it is important to do so when there are obvious clues in the internal properties of a 
text and when external historical situations invite such speculation, especially because 
Buddhism is such a prominent part of society and daily life. Tian’s chapter thus takes 
the topic of Du Fu and Buddhism in a different direction by examining a famous set of 
travel poems, the Qinzhou-Tonggu series, from a Buddhist perspective. Tian opts out 
of the fragmentary reading practice predetermined by the explicit Buddhist content of 
any particular poem; instead, she reads the set of twelve poems as a carefully orches-
trated sequence that constitutes “a coherent Buddhist narrative of transformation and 
enlightenment” (p. 94), informed by the multimedia presence of Buddhism on and off 
the poet’s travel route.

The last section of this volume, “Reception and Re-creation,” highlights the creative 
aspect of the reception of Du Fu’s poetry. Christopher M. B. Nugent’s chapter provides 
a unique perspective by asking how contemporary Tang readers may have received 
Du Fu and, specifically, how difficult—or not—Du Fu’s poetry might have been for an 
average member of the medieval literary elite at an early stage of mastering the cultural 
competency required of him. For his test cases, Nugent chooses “Stirred by Autumn,” 
the famous poetic series that has accrued a massive amount of commentaries over the 
centuries, and Du Fu’s fu, a genre well known for lexical difficulty, examining them 
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against a series of what he refers to as benchmark texts for acquiring basic literacy and 
literary vocabulary as well as against popular anthologies. Nugent argues that poetic 
difficulty, on one hand, is often created more by expectations and assumptions than by 
the poetic works themselves and, on the other hand, can be a product of intricacies in 
poetic thought and expression other than vocabulary and allusions. He calls attention 
to conditions of material reality under which Du Fu composed poetry—the poet was 
not surrounded by a well-stocked library in his largely itinerant later years—and those 
under which his contemporary readers read them.

Indeed, Du Fu has admitted as much about his own reading practice: “When I read, 
I pass over the hard words” (讀書難字過).9 He was certainly not one who generally 
prized lexical difficulty as an aesthetic value, even though his long, regulated poems 
(pailü 排律) demonstrate an allusive density that in many cases was perhaps designed 
to impress the poems’ direct addressees and recipients. There is, to be sure, lexical and 
allusive intricacy in Du Fu’s poetry, yet such intricacy often lies elsewhere: for instance, 
in his highly unusual use of words out of their “proper” register or context, such as his 
application of a commonplace modal expression in the Analects to denounce substand-
ard vegetables as if they were defective disciples. On another occasion, he writes to his 
friends about his humble life in Kuizhou:

敕廚惟一味 Edict to the kitchen: just one dish, 
求飽或三鱣 to get to eat my fill, sometimes I eat three eels.10

The poet can afford only “one dish” per meal, but he conveys this as an “order,” as if 
he had an option; the verb, chi, which is specially used to refer to an imperial instruc-
tion after the Southern Dynasties, is chosen with irony. Du Fu may not have intended 
his poetry to be “an object of scholarly study” (p. 127), but to recover how something 
sounded requires a certain linguistic competency beyond mere recognition of allusions.

Ronald Egan’s chapter shows us that there were many different ways of reading 
Du Fu in late imperial times. Turning to the visual re-creation of Du Fu, Egan examines 
a series of “paintings of Du Fu’s poetic thoughts” (Du Fu shiyi tu 杜甫詩意圖) by Wang 
Shimin 王時敏 (1592–1680), Shitao 石濤 (1642–1707), and the mid-Ming painter Xie 
Shichen 謝時臣 (1488–1547). As Egan states at the opening of his chapter, the artists’ 
treatment of Du Fu’s poetic lines may be viewed as “a distinctive part of the great 
poet’s reception history, a part that is often overlooked” (p. 129). From their selection of 
couplets to their individualized visual representation of the words, the literati painters’ 
imaging of Du Fu’s poetry tells us much about how Du Fu could be read, and also 
reveals what they have deliberately, sometimes militantly, omitted. Discussing the 
artistic appropriations of Du Fu with sensitivity to both images and words, Egan picks 
up on evocative tensions between the visual and verbal realms of representation and 
their productive interactions.

9. From no. 2 of “Haphazard Compositions” 漫成. Owen, The Poetry of Du Fu, vol. 3, 2–3.
10. From “Writing My Feelings in Kui on an Autumn Day, Respectfully Sent to Director Zheng and Li, 

Advisor to the Heir Apparent: One Hundred Couplets” 秋日夔府詠懷奉寄鄭監李賓客一百韻. Owen, The 
Poetry of Du Fu, vol. 5, 204–5. “Three eels” is an allusion to the story about Yang Zhen, a learned scholar, 
into whose hall a stork once dropped three eels, taken to mean he would rise to high office, which he did. 
The allusion is used literally here, creating a comic effect, and despite their plurality the three eels indeed 
make up only “one dish” (yiwei, lit. “one flavor”).
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What is particularly fascinating about Egan’s chapter is that he shows paintings to 
be a space where Du Fu can be dehistoricized in a way that would have been otherwise 
unthinkable in the voluminous commentaries since the Song. By dehistoricization I do 
not mean Xie Shichen’s anachronistic rendering of Du Fu’s sarcastic poems about a 
group of boisterous young aristocrats partying with singing girls as an all-male “elegant 
gathering” of literati members; rather, I am thinking of the much more radical example 
of Shitao’s transformation of a poem about the desolation of war into a leisurely con-
templation of a tranquil landscape. Equally telling is the way in which painters, as Egan 
notices, tend to present a lone male figure, without his wife and children, even while 
the original poem very much accentuates their presence, real or visualized. Speaking of 
Shitao’s painterly vision of the poet, Egan observes that “Du Fu has become the iconic 
‘poetry sage’ who stands apart, moving serenely through the landscape as he describes 
it” (p. 139).

There is something both disturbing and exhilarating about such a dehistoricized 
interpretation of Du Fu. At the very least, we realize that the Taiwan poet Luo Qing’s 羅
青 (b. 1948) ironic observation about the anachronistic portrayal of the past in “On How 
Du Fu Was Influenced by Luo Qing” 論杜甫如何受羅青影響 (1994) had already begun in 
the fifteenth century, and that the configuration of history through the lens and interests 
of the present day is perhaps itself timeless. Luo Qing is one of the poets discussed in 
David Der-wei Wang’s chapter, “Six Modernist Poets in Search of Du Fu,” which brings 
the volume to the present day. Wang’s tour-de-force chapter constitutes a miniature 
literary history, as well as a macro poetic map, of modern China and the wider sino-
phone sphere in changing historical circumstances over a century. In a sweeping spatial 
and temporal canvas nuanced with close readings of individual poems, Wang demon-
strates how, “for all the iconoclastic impulses of modern Chinese literature, Du Fu con-
tinued to enjoy being an icon and a ground for cultural and even political contestation 
throughout the twentieth century, inspiring and challenging poets of various styles, 
generations, and ideologies” (p. 144). Specifically, through emulating and simulating 
Du Fu, Wang argues that these poets invoke Du Fu the “poet historian” as a yardstick 
for measuring poetry’s social and moral obligation to record modern experiences, and 
that Chinese literary modernity of the twentieth century, instead of implying a radical 
break from the past, thus reaffirms its meaningfulness and its “ethical . . . implications 
in the present” (p. 163). For these poets, then, evoking the name of Du Fu is very much 
a political act. Not only Du Fu himself but his poetry is writ large in this newest version 
of his reception and re-creation.

Afterthoughts

In his chapter Ronald Egan makes a thought-provoking observation on how “feminine 
presence” and Du Fu’s family are erased in Xie Shichen’s paintings on Du Fu’s poems. 
Xie Shichen’s omission is perhaps more representative, and indicative of larger issues, 
than just one painter’s preferences or his personal interpretation of Du Fu.

From the Song dynasty on, Du Fu has come to be exclusively identified with 
Confucian patriarchal values: loyalty to the ruler or dynasty, concern for the state, and 
compassion for the common folk. This image is perpetuated by numerous later poets, 
especially poets who are caught in a national crisis, of which there was no shortage 
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in the past centuries. In this regard, female poets from late imperial China who were 
inspired by Du Fu, just like their male counterparts, tended to pay particular attention 
to Du Fu as a poet of sorrows and cares at a time of national and personal trauma.11 In 
modern times, Du Fu is even more avidly placed on a pedestal precisely for those very 
qualities perceived to be dominant in his person and his poetry. It is notable how, as 
David Der-wei Wang’s chapter shows, so many modern poets regard Du Fu as Social 
Conscience personified: Feng Zhi 馮至 (1905–1993) sees a halo around Du Fu, whose 
“tattered robes” emit a light as if in a painting of a Christian apostle, “sage” being easily 
conflated with “saint” in modern Chinese (both sheng 聖); when “paying tribute” to Du 
Fu, Xiao Kaiyu 蕭開愚 (b. 1960) chose to write a poem of ten sections, each featuring a 
social problem or a political issue in contemporary China. In such a vision, the History 
of the “poet historian” has a capital H: it is the history of an empire, a dynasty, a nation-
state, a society, or a cultural tradition; not that of one individual man or woman or that 
of one single family, lived out in all its mundane details—kids, bean sauce, chickens, a 
flood, home improvement, gardening projects, all of which preoccupied Du Fu’s mind 
and appear frequently in his poetry.

It is perhaps not a coincidence that the community of modern poets devoted to the 
vision of poetry as History is as all male as the “elegant gathering” of literati portrayed 
in Xie Shichen’s paining. We have a gender issue here, embroiled in social and cultural 
changes since the Tang. Gender segregation is prominent in social and representational 
realms, but it does not do justice to Du Fu’s poetry. In fact, it never fails to strike me, a 
woman scholar who has worked for many years on early medieval literature and court 
poetry, what an incredibly domestic man and poet Du Fu is, as represented in his poetry. 
Such representation is in dramatic contrast with the poets before him. Whether or not 
he endows the quotidian with any large meaning, the poet’s delight in family life and 
his absorption in an assortment of house-related tasks and activities are nothing short 
of impressive. It has been observed that Du Fu writes about his wife and his children a 
great deal; even more remarkably, he writes amorously about his wife, describing her 
sweet-smelling coiffure and alabaster arms. While a premodern male poet could write 
romantically and erotically about concubines, female entertainers, courtesans, and cat-
amites, he would not and could not do that about his wife—in fact love poems to one’s 
wife are usually only written when she is dead, in the established subgenre of “poems 
lamenting deceased spouse” (daowang 悼亡詩). But Du Fu is exactly the opposite: for 
a poet acclaimed for stylistic and thematic variety and inclusiveness in his oeuvre, he 
surprisingly does not have any “romantic poems” (xiangyan shi 香豔詩 or yanqing shi 豔
情詩).12 A quatrain he wrote in Chengdu is a rare indication of a momentary tempta-

11. For instance, the late Ming woman poet Xu Can 徐燦 (ca. 1610s–after 1677) or the late Qing poet Li 
Changxia 李長霞 (ca. 1830–ca. 1880).

12. When he does, he does with a self-conscious “playfulness.” Once he writes to a friend teasingly inviting 
him to host raucous parties and even prodding him to call a couple of local girls, naming the girls specifi-
cally. This is “Written in Sport on a Spring Day: Provoking Prefect Hao” 春日戲題惱郝使君兄. Owen, The 
Poetry of Du Fu, vol. 3, 196–97. Another time he writes two “erotic songs” (yanqu) but ends with advising 
his friend not to fool around. This is “Often Accompanying Li of Zizhou Sailing on the River with Girl 
Musicians in All the Boats, I Playfully Compose Two Erotic Songs to Give to Li” 數陪李梓州泛江有女樂在
諸舫戲為豔曲二首贈李. The last couplet of the second poem reads: “The prefect has his own wife— / don’t 
imitate the wild mandarin ducks” 使君自有婦, 莫學野鴛鴦. Owen, The Poetry of Du Fu, vol. 3, 216–17.
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tion, about which commentators remain largely silent.13 Du Fu’s domesticity tends to 
be overlooked in comparison with his concerns about dynastic fate, ruler, and empire.

It is, of course, not the domestic activities Du Fu did or the family man he was that 
matters but rather the fact that he would write them into poetry, a high cultural form in 
the Tang. If we accept the concept of history in lowercase, then we say that Du Fu is a 
faithful historian of his own life. That life itself is not so striking, but the way he writes 
it certainly is. He notices and speaks of moments and details in life that contemporary 
poetic discourse and polite society do not notice or speak of, and he thinks about them, 
provocatively, in well-wrought poetic lines. That is why he endures. Later poets cannot 
do it because they all try to “do Du Fu” while Du Fu was just being himself, and he was 
like nobody else.

This volume is thus assembled with the modest hope that, along with the complete 
English translation of Du Fu’s collection, these writings will bring the reader closer to 
Du Fu’s poems.

13. This is “What Happened” 即事: “A hundred jewels adorn the sash at her waist, / pearls wrap around her 
leather armlets. / When she smiles, flowers near the eyes; / when the dance is done, brocade wraps her 
head” 百寶裝腰帶, 真珠絡臂鞲, 笑時花近眼, 舞罷錦纏頭. Owen, The Poetry of Du Fu, vol. 3, 98–99. A few 
moralistic commentators insist that it is a criticism of luxury or a disguised satire of a general whose 
surname is Hua 花 (“flower”). Xiao Difei, Du Fu quanji, vol. 5, 9.2542.



In most survey histories of Chinese Buddhism, scholars will point out that the earliest 
mention of the faith in belletristic literature is the following couplet from Zhang Heng’s 
張衡 (78–139) “Western Metropolis Rhapsody” (“Xi jing fu” 西京賦). After evoking the 
beauty of dancing girls for twenty lines, the author adds:

展季桑門 Even Zhan Ji or a śramana—
誰能不營 no one—could not but be deluded.1

This little moment is cited as a reference for a straightforward empirical history of the 
faith in China. But no one points out some of the more interesting features of these 
lines. For one thing, there is the irony: the first mention of a Buddhist ascetic (śramaṇa) 
in Chinese literature occurs in a genre often criticized for its descriptive excess and its 
evocation of sensual pleasures. Not only that, but it suggests that the beauty of native 
Chinese women could make a foreign holy man abandon the main quality that defines 
him: his self-control. This would not be a bad starting point for discussing the prob-
lematics of an ascetic imperative in literature and how Buddhist discourse may interact 
with certain Chinese aesthetic principles already present (in this case, the distrust of 
surface language and the representation of moral character in verse). These issues may 
create paradoxes in certain authors’ works—in the poetry of Jia Dao 賈島 (779–843), for 
instance: an avowed Buddhist who nonetheless arouses suspicion for indulging in the 
superficial charm of couplet craft.

However, I would like to point out a more interesting aspect of these lines. We cannot 
know how much Zhang Heng knew about Buddhism; though there were Buddhist 
communities already present in China during his life (in Luoyang and Pengcheng, in 
particular), they received little attention in written records. The most likely scenario 
here is that Zhang Heng had heard vague legends concerning Buddhist holy men and 
had taken note of the foreign word śramaṇa (here represented by the phonetic sangmen 
桑門—later changed to shamen 沙門) as a bit of exotica, a flashy rhapsody-type gesture 
that would attest to the breadth of his learning. It is also linked here with a Chinese 

1. Xiao Tong, Wen xuan, 2.79. Translation from Knechtges, Wen xuan, vol. 1, 237.

5
Refuges and Refugees

How Du Fu Writes Buddhism

Paul Rouzer



76 Refuges and Refugees

example of self-restraint—Zhan Ji is better known as Liuxia Hui 柳下惠, a figure from 
the seventh century BCE. As David Knechtges describes him in his note to this line:

The Mao commentary to Mao shi 200 (Mao shi zhushu 12.3.20b) and the Kongzi jiayu 
(2.21b-22a), most likely based on the Mao commentary, obliquely refer to the story of 
Liuxia Hui’s allowing a homeless woman to sit on his lap all night without any asper-
sions being cast on his reputation.2

By linking a paragon of Confucian self-restraint with a Buddhist one, Zhang Heng 
covers the field, as it were—combining a figure from antiquity with a figure from far 
away. The girls are so lovely they can defeat exemplars of self-control from anywhere 
in time and space, as if a Victorian poet were to mention that a woman’s beauty could 
have confounded Seneca on the one hand and an Indian holy man on the other.

This also introduces us to a fundamental issue involving literary references to the 
Buddhist faith throughout the medieval period. As knowledge of Buddhism spread 
among the Chinese elites and sutras were translated in increasingly accurate ways, 
a new vocabulary was introduced: Buddhist technical terms were rendered either as 
Chinese phonetic equivalents of Sanskrit originals (as with śramaṇa) or as “meaning” 
equivalents (for example, the use of kong 空 to translate śūnyatā, “emptiness”). Both 
methods have their problems: the former end up sounding exotic and un-Chinese, while 
the latter can easily result in the superficial assimilation of complex Buddhist ideas into 
a native Chinese discourse—particularly an emerging Daoist one. When one talks about 
the impact of this vocabulary on belletristic, non-Buddhist writing, curious problems 
result. If a writer uses the Sanskrit vocabulary, he often creates a sense of exoticism—or 
if the term has been completely assimilated into ordinary usage, it triggers an explicit 
Buddhist meaning that may seem at odds with the native literary traditions that the 
genre tends to express. If an author uses native vocabulary with Buddhist associations 
in a genre that is not normally religious, then his meaning may be unclear (or it creates 
the possibility of reading Buddhist meanings into a text where it was not intended). 
Perhaps the most noted example of this is the frequent use of kong in Wang Wei’s 王維 
(ca. 699–ca. 761) poems: it is unclear whether we are meant to see such references as a 
primary or even as a secondary reference to śūnyatā.

This is the central problem when writing about Buddhism and Chinese literature, 
if by Chinese literature we mean genres outside of technical Buddhist discourse (sutras, 
śāstras, gāthās, etc.). The Tang elite poetic tradition is a strong example of this. If, on 
the one hand, one discovers examples of explicit Buddhist language in elite poetry, 
one must remember that this may be introduced mainly for reasons of rhetorical effec-
tiveness and not as a straightforward representation of the poet’s preoccupation with 
religious concerns (which usually cannot be clearly reconstituted outside of the text). 
If, on the other hand, we argue that a Buddhist worldview is subtly influencing the 
aesthetics of a poem with no explicit Buddhist content, we may have difficulty proving 
it (I think here of writings by both Stephen Owen and Shan Chou that suggest that 
“mysterious closure” in Wang Wei is the result of an early High Tang fascination with 
nonexplicit endings as a reaction against the explicit emotional response characteristic 
of Early Tang verse).3 Analyzing Buddhist effects and their impact on general writing is 
not an impossible task: Xiaofei Tian, for instance, has made an excellent argument for 

2. Knechtges, Wen xuan, vol. 1, 236.
3. See Owen, The Great Age, 38–39, 57–58; and Chou, “Beginning with Images,” 117–37, especially 119–21.
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how Buddhist phenomenology comes to influence representation of physical surfaces 
in sixth-century verse.4 But it is a difficult aspect to pin down. In modern scholarship, 
this difficulty is accentuated by two further factors: first, the general tendency in the 
Chinese reading tradition to ignore the Buddhist element in literature; and, second, the 
modern propensity to see Chan 禪 Buddhism as a sort of Chinese-friendly, intellectu-
ally sophisticated version of the faith that is free of “religious superstition” and thus 
compatible with elite aesthetic values (hence, the large number of works with titles like 
“Chan and Chinese literature” in academic writing). This latter tendency is particularly 
problematic, because it is rarely tied to any deep sensitivity to the historical factors that 
created the movement, factors that were still incipient and unclear through most of the 
Tang. Modern scholars, like the late John McRae, have spent decades pointing out how 
our modern view of Chan is a retroactive creation by later practitioners and that it does 
not start to take on familiar form until the late tenth century.5 Thus, we cannot assume 
that when Wang Wei or Du Fu uses the word chan in a poem or alludes to the early 
patriarchs that he has this sort of full-grown vision of the movement in his head. Nor 
can we safely claim that one of their poems feels “channish” in this sense (either in its 
themes or in its images). Rather, there is a shared group of images and concepts already 
present in medieval Buddhist writing that entered later discourse, and those same 
images and concepts can be present in “secular” literature. Because they are expressed 
in vocabulary that can also express non-Buddhist ideas, we have to consider many dif-
ferent aspects before we can evaluate the impact of Buddhism in each individual case—
and in many situations, such an evaluation must remain tentative. The social function 
of the poem can help in this respect: Who is the recipient of the poem (a monk associate 
or friend, for instance)? What are the circumstances for the poem’s composition (most 
obviously, is it a “temple-visiting” poem)? Is Buddhist terminology employed more for 
rhetorical effect, or does it seem to have a bearing on what the poem is doing overall? 
And, even if we answer these questions positively, we should probably also keep in 
mind that the situational and social nature of Tang verse means we are seeing a perfor-
mance of Buddhism in a single poem or occasion and not necessarily a representation 
of the author’s daily concerns.

Before we turn to Du Fu, it might be instructive to note that the social and contextual 
presence of Buddhism in even such an obviously Buddhist poet as Wang Wei has been 
somewhat neglected. For most modern readers, Wang Wei is at his most “Buddhist” 
when he is writing as a seemingly lonely and isolated ascetic in search of greater truths 
(cf. for example frequently anthologized poems like “Visiting the Temple of Incense 
Amassed” [“Guo Xiangji si” 過香積寺]).6 However, to gauge the role of Buddhism in 
Wang Wei’s daily life and how that gets reflected in verse, one might turn to somewhat 
less well-known poems:

飯覆釜山僧 Feeding the Monks of Fufu Mountain

晚知清淨理 In old age I understand the principles of purity;
日與人群疏 daily I grow apart from the crowd.
將候遠山僧 I waited for these monks from the distant hills,
先期掃敝廬 sweeping my shabby hut before their appointed coming.

4. Tian, Beacon Fire, 233–59.
5. See especially McRae’s Seeing through Zen.
6. Wang Wei, Wang Youcheng ji, 131–32.



驥子好男兒	 Jizi	is	a	fine	boy;
前年學語時	 last	year	was	when	he	learned	to	speak.
問知人客姓	 He	asked	to	know	the	names	of	our	visitors,
誦得老夫詩	 and	was	able	to	recite	his	old	man’s	poems.

—Du	Fu,	“Expressing	What	Stirred	Me”	(“Qianxing”	遣興)1

In	Old	Du’s	poems	every	word	has	a	source.	If	you	read	them	carefully	thirty	or	fifty	
times,	searching	for	points	where	he	has	exercised	his	intent,	then	there	is	much	that	you	
will	have	gained.
老杜詩字字有出處，熟讀三五十遍，尋其用意處，則所得多矣。2

—Huang	Tingjian	黃庭堅	(1045–1105)

In	these	two	quotations,	from	Du	Fu	himself	and	from	the	Northern	Song	writer	and	
critic	Huang	Tingjian,	we	find	very	different	perspectives	on	the	great	poet’s	works.	In	
Du	Fu’s	poem	a	proud	father	boasts	that	his	son,	no	more	than	three	or	four	at	the	time,	
can	already	recite	some	of	his	poems.	The	emphasis	here	is	on	orality.	Jizi,	whose	given	
name	is	Zongwu	宗武,	can	speak	but	is	some	years	away	from	reading	and	writing.	He	
has,	no	doubt,	learned	these	poems	from	hearing	his	father	recite	them.	Du	Fu	does	not	
claim	that	his	son	understands	his	poems.	To	song	(誦,	“recite”)	is	not	necessarily	to	tong 
(通,	“fully	comprehend”),	as	centuries	of	schoolchildren	and	their	teachers	can	attest.	
We	can	also	assume—because	we	want	to	think	well	of	Du	Fu—that	Du	Fu	has	taught	
his	son	some	simple	quatrains	and	other	shi	poems,	rather	than	his	 longer	and	more	
turgid	fu 賦	(poetic	expositions).	Though	in	another	poem	about	his	son	Du	Fu	claims	
that	“poetry	 is	our	 family	business”	詩是吾家事,3	 in	“Expressing	What	Stirred	Me”	 it	
is	not	work—the	result	of	painstaking	effort—but	an	ability	that	comes	as	naturally	as	
speaking.

1.	 Owen,	The Poetry of Du Fu,	 vol.	 1,	 262–63.	 See	 also	Xiao	Difei,	Du Fu quanji,	 vol.	 2,	 3.794.	All	 quota-
tions	of	Du	Fu’s	works	are	from	Owen	and	all	translations	follow	Owen,	sometimes	with	minor	changes.	
Citations	are	also	given	to	Du Fu quanji.

2.	 Hua	Wenxuan,	Du Fu juan,	128.
3.	 “Zongwu’s	Birthday”	宗武生日.	Owen,	The Poetry of Du Fu,	vol.	4,	342–43;	Xiao	Difei,	Du Fu quanji,	vol.	5,	

9.2647–50.
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Huang	Tingjian’s	claim	instead	focuses	on	Du	Fu’s	works	as	written	texts,	under-
standing	of	which	comes	only	after	great	effort.	Instead	of	speech	(yu 語)	we	have	char-
acters	 (zi 字).	Rather	 than	 recitation	 (誦),	we	have	 reading	 (du 讀).	This	 is	not	 to	 say	
that	the	oral/aural	aspects	were	not	still	important	for	Huang—most	of	these	terms	are	
flexible	enough	to	include	both	the	oral	and	the	written—but	his	emphasis	is	different,	
and	 the	 assumption	 is	 that	 the	 reader	 experiences	Du	Fu’s	works	 through	a	written	
text.	Effort	is	more	explicit	as	well:	reading	must	be	done	repeatedly	and	with	careful	
attention,	as	Du	Fu	is	a	poet	whose	oeuvre	is	fully	and	intentionally	infused	with	the	
literary	 inheritance.	His	writings	are	 the	 result	of	 careful	and	deeply	 informed	craft;	
only	with	careful	and	deeply	 informed	reading	can	one	grasp	the	 true	 intent	behind	
specific	wordings.

This	is	an	image	of	Du	Fu	as	a	difficult	and	challenging	poet.	Huang	Tingjian	ties	
this	difficulty	to	what	he	sees	as	Du	Fu’s	almost	encyclopedic	grasp	of	the	literary	and	
historical	past.	He	specifically	contrasts	Du	Fu	(and,	in	this	case,	Han	Yu	韓愈	[768–824])	
with	later	readers	in	this	respect:

When	Old	Du	 composed	poems	 and	Tuizhi	 composed	prose,	 there	was	 not	 a	 single	
word	that	lacked	a	source.	It	is	likely	just	that	people	in	later	days	are	less	well	read	and	
thus	say	that	Han	and	Du	came	up	with	these	phrasings	themselves.
老杜作詩，退之作文，無一字無來處。蓋後人讀書少，故謂韓杜自作此語耳。4

Du	Fu’s	genius	here	is	not	due	to	his	unprecedented	use	of	particular	words	and	phrases	
but	rather	the	opposite:	it	is	the	precedent	that	matters.5	To	truly	understand	Du	Fu,	the	
reader	must	know	what	Du	Fu	knew;	that,	Huang	Tingjian	implies,	takes	hard	work.

Huang	Tingjian’s	 reading	of	Du	Fu	 is	 characteristic	 of	 an	 approach	 that	 quickly	
came	to	dominate	the	reception	of	the	poet’s	works	in	the	Song	and	has	continued	to	do	
so	in	many	quarters	down	to	the	present	day.6	For	nearly	a	millennium,	Du	Fu,	more	
than	any	other	Chinese	poet	(and	perhaps	any	other	poet	in	human	history,	with	the	
possible	exception	of	Shakespeare),	has	been	an	object	of	study.	The	most	recent	anno-
tated	edition	of	his	complete	works,	Xiao	Difei’s	Du Fu quanji jiaozhu,	 runs	to	twelve	
volumes	and	well	over	6,000	densely	packed	pages.	If	these	annotations	do	not	manage	
to	trace	every	word	to	its	source,	it	is	not	for	lack	of	trying.	The	implication	is	that	this	
apparatus	is	necessary	to	understand	Du	Fu	in	the	way	in	which	Huang	Tingjian	and	
his	many	successors	have	suggested	we	should:	as	the	poet	historian	whose	writings	
offer	deep	rewards	only	as	the	prize	for	arduous	study.

In	this	chapter	I	approach	Du	Fu	from	a	different	angle.	Instead	of	assuming	that	
Du	Fu	had	memorized	the	full	 literary	inheritance	and	wrote	nary	a	word	for	which	
he	did	not	have	every	previous	 important	usage	 in	 the	 front	of	his	mind,	 I	 examine	
a	sample	set	of	Du	Fu’s	works	to	determine,	in	broad	terms,	the	extent	to	which	they	
would	have	been	comprehensible	to	a	reader	with	a	basic	education	in	the	period	in	
which	Du	Fu	wrote.	This	is	a	preliminary	exploration	of	poetic	difficulty,	a	notion	that	
is	itself	difficult	to	pin	down.	When	scholars	in	the	modern	West	say	that	Du	Fu	is	dif-
ficult,	part	of	what	they	mean	is	that	he	is	difficult	to	translate	in	a	way	that	conveys	to	
a	new	audience	why	he	is	“China’s	greatest	poet.”	This	is	a	meaningful	difficulty,	and	

4.	 Hua	Wenxuan,	Du Fu juan,	120–21.
5.	 See	a	discussion	of	a	similar	point	in	Chen	Jue,	Making China’s Greatest Poet,	214–15.
6.	 For	a	discussion	of	the	reaction	against	this	mode	of	reading	Du	Fu	in	the	Ming	and	Qing,	see	Ji	Hao,	

“Poetics	of	Transparency,”	especially	Chapters	1	and	2.
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it	explains	why	it	is	only	with	the	publication	of	Stephen	Owen’s	monumental	achieve-
ment	that	China’s	greatest	poet	has	been	fully	translated	into	English.	But	Du	Fu	was	
difficult	to	Huang	Tingjian	as	well,	for	reasons	that	are	different	but	overlapping.

The	notion	of	a	text	being	difficult	or	easy	is	always	bound	by	context.	Answers	to	
the	question	“difficult	for	whom”	do	not	always	map	easily	onto	judgments	of	literary	
sophistication:	 a	 teenager’s	 text	 message	 may	 well	 be	 indecipherable	 to	 an	 accom-
plished	middle-aged	scholar	of	Milton	but	utterly	transparent	to	another	teenager.	For	
my	analysis	here	 I	will	 focus	on	 two	basic	aspects	of	 linguistic	and	poetic	difficulty:	
vocabulary	and	allusions.	The	context	in	which	I	will	address	these	forms	of	difficulty	
is	 based	 on	 our	 knowledge	 of	 the	 kinds	 of	 texts	 used	 in	 the	 early	 stages	 of	 literary	
training	in	the	first	half	of	the	Tang.	Our	imagined	reader	will	thus	not	be	a	Song	scholar	
with	a	library	of	printed	collections	close	at	hand,	and	certainly	not	a	modern	scholar	
with	heavily	annotated	editions	and	dozens	of	searchable	electronic	resources,	but	an	
average	member	of	the	medieval	literary	elite	at	an	early	stage	of	learning	the	vocabu-
lary	and	references	that	would	eventually	allow	him	to	meet	the	basic	cultural	demands	
of	his	social	context.

I	focus	on	a	constrained	sample:	Du	Fu’s	renowned	series	of	poems	written	during	
his	time	in	Kuizhou,	“Stirred	by	Autumn”	(“Qiuxing	bashou”	秋興八首).7	I	do	not	claim	
that	 these	works	 are	 somehow	 representative	 of	Du	 Fu’s	 larger	 output;	 they	 clearly	
are	not	(just	as	they	are	not	the	sort	of	works	Du	Fu	would	have	recited	to	his	three-
year-old	son),	but	they	are	characteristic	of	a	certain	late	style.	I	have	chosen	them	as	
a	potentially	revealing	sample	because	of	their	widely	accepted	place	as	the	height	of	
poetic	art	in	traditional	China.	As	Owen	has	written,	they	“have	a	strong	claim	to	be	
the	greatest	poems	in	the	Chinese	language.”8	This	is	itself	a	strong	claim	but	one	that	
finds	 ample	 agreement	 from	 centuries	 of	 readers	 and	 critics.9	 Equally	 important	 for	
my	purposes	here,	the	poems	in	this	series	are	considered	to	be	among	Du	Fu’s	most	
challenging,	though	it	is	not	always	made	clear	wherein	this	difficulty	lies,10	and	have	
arguably	accrued	more	commentary	since	the	Song	than	any	of	his	other	works.11	My	
goal	here	is	neither	to	add	to	that	commentary	nor	to	reexamine	the	series	on	aesthetic	
or	literary-historic	grounds	but	instead	to	use	these	works	as	a	test	case	to	examine	the	
notion	of	poetic	difficulty.	I	approach	these	poems	as	information	that	can	be	quantified	
and	analyzed	as	such.	An	analysis	of	this	sort	is	only	one	lens	through	which	to	view	
these	works.	There	 is	much	that	such	a	 lens	obscures,	but	 it	also	has	the	potential	 to	
reveal	new	insights.	Though	this	poetic	series	will	be	the	focus	of	my	argument,	I	will	
also	briefly	discuss	some	of	Du	Fu’s	fu	works	for	comparative	purposes,	as	fu	are	typi-
cally	considered	a	more	lexically	and	allusively	challenging	poetic	form.	My	tentative	
conclusion	is	that,	in	the	case	of	this	particular	set	of	Du	Fu’s	works,	perceived	difficulty	
may	ultimately	prove	to	be	a	function	more	of	particular	reading	practices	and	assump-
tions	about	Du	Fu	than	of	the	content	of	the	poetic	works	themselves.

7.	 Owen,	The Poetry of Du Fu,	vol.	4,	352–60.	Xiao	Difei,	Du Fu quanji,	vol.	7,	13.3798–41.
8.	 Owen,	The Great Age,	265.
9.	 For	a	detailed	discussion	of	the	poems’	merits,	see	the	introductory	section	of	Ye	Jiaying,	Du Fu qiuxing,	

1–62.
10.	 Mei	Tsu-lin	and	Kao	Yu-kung	have	written	convincingly	of	the	innovative	and	carefully	crafted	phonetic	

patterns	of	the	series.	See	Mei	and	Kao,	“Tu	Fu’s	‘Autumn	Meditations.’”
11.	 Most	of	this	commentary	was	gathered	by	Ye	Jiaying	in	Du Fu qiuxing bashou jishuo.



Luigi	Pirandello’s	(1867–1936)	Six Characters in Search of an Author	(1921)	is	a	landmark	
of	high	modernism	 in	European	 theater.	The	play	opens	with	 six	 strangers	 showing	
up	to	a	drama	company’s	rehearsal	of	a	play.	These	strangers	claim	that	they	are	the	
characters	 of	 a	play	waiting	 to	 be	finished	 and	demand	 that	 the	director	 stage	 their	
story.	Over	the	course	of	the	play,	they	critique	the	actors’	and	the	director’s	interpreta-
tions,	and	reveal	and	even	act	out	the	plots	that	purportedly	form	the	real	basis	for	the	
play	within	the	play.	As	a	result,	the	play	becomes	a	sequence	of	quarrels	between	the	
characters	and	the	actors	and	production	crew,	and	among	the	characters	themselves,	
culminating	in	an	anarchy	in	and	about	the	theater.

Six Characters in Search of an Author	 touches	 on	many	 of	 the	 central	 concerns	 of	
modernism	as	a	global	movement,	such	as	 the	boundaries	of	mimesis,	 the	 feasibility	
of	form	and	formality,	the	criteria	of	canon,	and	above	all	the	legitimacy	of	authorial	
subjectivity.	At	the	center	of	Pirandello’s	play,	as	its	title	suggests,	is	the	search	for	the	
missing	author.	The	“author”	is	the	most	important	“character”	in	the	entire	the	play;	
his	absence,	or	more	paradoxically,	his	haunting	omnipresence,	brings	about	both	the	
crisis	and	the	carnivalesque	potential	of	 the	production.	Pirandello’s	 inquiry	 into	the	
dissipation	 and	 enchantment	 of	 the	 author—and	 by	 association,	 the	 embodiment	 of	
authoritative	subjectivity,	the	paradigm,	and	the	origin	of	a	tradition	of	authorship—in	
the	modern	age	had	a	lasting	impact	on	Western	literary	discourse,	including	Harold	
Bloom’s	The Anxiety of Influence	(1973)	and	Roland	Barthes’s	The Death of the Author	(La 
mort de l’auteur,	1967).

When	one	brings	the	concepts	of	the	absence	(or	even	the	death)	of	the	author	to	
bear	on	 the	dynamics	of	Chinese	modernism,	however,	one	 confronts	a	different	 set	
of	questions,	the	most	pressing	of	which	are	whether	the	“author”	occupies	a	position	
of	the	same	significance	in	the	Chinese	literary	tradition	as	in	its	Western	counterpart,	
and	whether	 the	 invocation	of	 this	 “author”	necessarily	 gives	 rise	 to	 “authorial	 and	
intentional	fallacies”	or	“the	anxiety	of	influence”	in	the	Chinese	context.	Above	all,	has	
the	“author”	truly	been	eclipsed	in	modern	Chinese	discourse?	One	case	that	throws	all	
of	these	questions	into	relief	is	Chinese	modernist	poets’	reception	and	appropriation	of	
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Du	Fu,	the	“poet	sage”	(shi sheng 詩聖)	and	the	arch-practitioner	of	the	canon	of	“poetry	
as	history”	(shi shi 詩史).

This	chapter	argues	 that,	 for	all	 the	 iconoclastic	 impulses	of	modern	Chinese	 lit-
erature,	Du	Fu	continued	to	enjoy	being	an	 icon	and	a	ground	for	cultural	and	even	
political	 contestation	 throughout	 the	 twentieth	 century,	 inspiring	 and	 challenging	
poets	of	various	styles,	generations,	and	ideologies.	Feng	Zhi	馮至	(1905–1993),	whom	
Lu	Xun	魯迅	 (1881–1936)	 famously	 identified	as	 the	“best	modern	Chinese	 lyricist,”1 
modeled	himself	after	Du	Fu	as	early	as	the	mid-1920s	while	Wen	Renping	溫任平	(b.	
1944),	a	renowned	sinophone	poet	based	in	Malaysia,	critiqued	the	politics	of	Penang	
by	assuming	the	posture	of	Du	Fu	as	recently	as	March	2016.2	Whereas	the	Taiwanese	
American	poet	Yang	Mu	楊牧	(b.	1940)	cites	Du	Fu	as	the	inspiration	for	the	conceptual	
and	stylistic	metamorphosis	of	his	poetry	in	the	1970s,3	the	Singaporean	poet	Liang	Wern	
Fook	梁文福	(b.	1964)	reminisces	in	the	new	millennium	about	the	days	when	he	coped	
with	 the	drudgery	 of	military	 training	 by	mentally	 reciting	Du’s	 poems.4	Moreover,	
Du	Fu	has	been	cited	so	frequently	for	cultural,	political,	and	commercial	purposes	in	
contemporary	China	that,	to	make	fun	of	the	trend,	there	appeared	a	popular	internet	
meme	titled	none	other	than	“Du	Fu	henmang”	杜甫很忙	(Du	Fu	is	busy)	in	2012.5

The	fact	that	Du	Fu	is	the	“author”	worshiped	by	multiple	modern	Chinese	poets	
during	 the	 past	 century	 prods	 us	 to	 reconsider	 the	 motivations	 of	 Chinese	 literary	
modernity.	Conventional	wisdom	has	it	that	Chinese	modernism	arose	as	part	of	the	
May	Fourth	literary	reform,	a	movement	purportedly	predicated	on	radical	antitradi-
tionalism.	Moreover,	modernist	Chinese	poetry	is	often	considered	a	genre	modeled	on	
Western	forms.	As	the	conventional	view	would	have	it,	modernist	Chinese	poetry	is	
a	far	cry	from	classical	Chinese	poetry	in	both	form	and	content.	Therefore,	the	way	in	
which	Chinese	modernists	have	continually	treated	Du	Fu	as	a	source	of	inspiration—
or	more,	 finding	 in	 him	 a	 kindred	 spirit,	 or	 zhiyin 知音—is	 a	 highly	 intriguing	phe-
nomenon.	Their	“search”	for	the	ancient	“sage	of	poetry”	not	only	points	to	a	unique	
dialogical	relationship	between	the	moderns	and	a	premodern	“author”	but	also	offers	
an	important	clue	to	the	genealogy	of	Chinese	literary	modernity.	

Accordingly,	 inspired	 by	 Pirandello’s	 dramatic	 scenario,	 this	 chapter	 introduces	
six	modernist	Chinese	and	sinophone	poets	in	search	of	Du	Fu—Huang	Canran	黃燦
然	(b.	1963),	Xi	Chuan	西川	(b.	1963),	Wai-lim	Yip	葉維廉	(b.	1937),	Xiao	Kaiyu	蕭開愚  

1.	 Lu	Xun,	preface	to	Xiandai Zhongguo wenxue daxi,	4.
2.	 Lim	Guan	Eng,	then	the	chief	minister	of	Penang	in	Malaysia,	was	criticized	by	the	media	for	purchas-

ing	a	 luxury	condo	for	half	 its	market	price	 in	March	2016,	a	scandal	 that	compelled	Wen	Renping	to	
compose	“Untitled”	無題,	which	reads,	“Lim	Guan	Eng	walked	toward	Du	Fu’s	thatched	cottage	/	On	
stone	steps	soaked	wet	by	the	spring	rain	after	a	humid	summer	/	His	escorts	hurried	to	cover	the	path	
with	wood	planks	/	The	Master’s	feet	must	not	get	wet	/	Otherwise	his	clean	reputation	of	incorruptibility	
would	be	stained”	林冠英向杜甫草堂走去	/	石階被溽暑後的春雨打濕	/	隨扈慌不迭忙,	用木板舖路	/	主子的雙
足不能濕	/	濕了有損亷潔清譽.	The	poem	is	published	on	Wen	Renming’s	Facebook	page	at	https://zh-cn.
facebook.com/permalink.php?story_fbid=972052262832686&id=972044979500081.	

3.	 Yang	Mu,	 “Paying	Tribute	 to	Du	Fu	 in	Autumn”	秋祭杜甫	 (1974).	 See	Zhang	Songjian’s	discussion	 in	
“One	Poet,	Four	Faces,”	179–203.	I	thank	Professor	Zhang	for	helping	with	the	collection	of	poetry	related	
to	Du	Fu	in	sinophone	Malaysia	and	Singapore	and	for	the	insights	of	his	essay.	

4.	 Liang	Wern	Fook,	“Taking	the	2.4	k	Run	with	Du	Fu”	與杜甫共跑	2.4.	Published	in	Lianhe zaobao 聯合早報,	
July	13,	2003.

5.	 See	http://knowyourmeme.com/photos/278875-du-fu-is-busy.	On	March	26,	2012,	the	Chinese	news	blog	
Ministry of Tofu	published	an	article	titled	“‘Du	Fu	Is	Busy’—Netizens	Have	Fun	with	Photo-Shopping	
Portrait	 of	Ancient	Chinese	Poet,”	which	quickly	drew	national	 attention	 and	gave	 rise	 to	 a	 trend	of	
“redrawing”	the	poet’s	sanctioned	portraits	in	multiple	contemporary	media.	
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(b.	1960),	Luo	Fu	洛夫	(1928–2018),	and	Luo	Qing	羅青	(b.	1948)—along	with	their	aspira-
tions	and	conjurations,	appropriations	and	revisions.	For	the	sake	of	comparison,	I	will	
also	discuss	Feng	Zhi,	whose	poems	on	Du	Fu	have	received	ample	attention.6	In	the	
name	of	Du	Fu,	these	poets	form	an	imagined	community	within	the	republic	of	poetry.	
Subsequently	 in	 this	 chapter,	 I	will	 divide	 these	poets	 according	 to	 two	 interrelated	
themes.	While	the	first	group—Huang	Canran,	Xi	Chuan,	and	Wai-lim	Yip—composes	
poems	to	emulate	Du	Fu,	the	second—Xiao	Kaiyu,	Luo	Fu,	and	Luo	Qing—writes	in	
such	a	way	as	 to	 “simulate”	 the	master.	 In	both	 cases	 I	 examine	how	 these	modern	
poets	stage	imaginary	dialogues	with	the	“sage	of	poetry”	and	probe	issues	such	as	can-
onicity	and	its	subversion,	iconography	and	the	“anxiety	of	influence.”	Above	all,	the	
chapter	seeks	to	understand	their	engagement	with	Du	Fu’s	legacy	in	light	of	various	
historical	circumstances,	thus	reviving	the	concept	of	“poetry	as	history.”

Emulating Du Fu: Huang Canran, Xi Chuan, Wai-lim Yip

Modern	 Chinese	 poets’	 engagement	 with	 Du	 Fu	 is	 best	 represented	 by	 Feng	 Zhi’s	
lifelong	“search”	for	the	“sage	of	poetry.”	In	December	1938,	Feng	Zhi	and	his	family	
arrived	in	Kunming,	Yunnan,	after	a	long	journey	fleeing	the	Japanese	invasion.	Before	
the	 outbreak	 of	 the	 Second	 Sino-Japanese	 War	 the	 year	 before,	 Feng	 had	 already	
enjoyed	a	reputation	as	both	“the	best	lyricist	of	modern	China”	and	a	first-rate	scholar	
of	 Goethe,	 Rilke,	 and	 German	 literature	 in	 general.	 Feng	 Zhi	 had	 long	 found	 his	
kindred	spirit	in	Du	Fu.	In	the	epigraph	of	his	collection	Bei you 北游	(Northern Journey,	
1929),	Feng	Zhi	quotes	Du	Fu’s	line	“I	stand	alone	in	a	vast	expanse	chanting	a	poem	to	
myself”	獨立蒼茫自詠詩.7	But	it	was	the	hardship	of	the	journey	he	took	westward	to	the	
hinterland	that	made	him	truly	understand	the	pathos	Du	Fu	harbored	during	the	An	
Lushan	Rebellion.	In	1941,	Feng	wrote	the	following	quatrain:

擕妻抱女流離日	 Now	as	a	refugee,	taking	my	wife	along	and	carrying	my	daughter,
始信少陵字字真	 I	begin	to	believe	the	truth	of	Du	Fu’s	every	word;
未解詩中盡血淚	 Unable	to	understand	the	blood	and	tears	filling	every	poem,
十年佯作太平人	 for	ten	years	I	pretended	to	be	a	person	living	in	a	peaceful	world.8

Written	in	the	form	of	a	seven-character-line	quatrain,	the	poem	is	a	far	cry	from	the	
modern	form	for	which	Feng	Zhi	was	known.	It	testifies	to	his	determination	to	emulate	
the	Tang	poet’s	engagement	with	poetry	as	history.

Notwithstanding	 its	antitraditional	claims,	modern	Chinese	 literature	did	not	do	
away	with	the	shi shi	discourse	but	rather	intensified	it,	as	evinced	by	Feng	Zhi’s	poetry	
and	poetics.	The	devastation	and	hardship	of	wartime	life	compelled	Feng	Zhi	to	con-
template	a	series	of	questions:	the	cycle	of	life	and	death,	the	necessity	of	change,	and	
the	burden	of	making	choices	and	commitments	in	life.	Rilke	and	Goethe	loom	around	
his	works,	but	it	is	Du	Fu	who	inspired	Feng	Zhi	when	he	was	pondering	the	role	that	
a	poet	plays	during	a	historical	catastrophe.	The	result	is	a	collection	of	twenty-seven	

6.	 See	Zhang	Songjian’s	essay,	“One	Poet,	Four	Faces.”
7.	 From	Du	Fu’s	“Song	of	Leyou	Park”	樂遊園歌.	Translation	is	Stephen	Owen’s.	Owen,	The Poetry of Du Fu,	

vol.	1,	68–69.
8.	 Feng	Zhi,	“For	the	Inauguration	of	Caotang”	祝《草堂》創刊,	in	Feng Zhi quanji,	vol.	4,	226.	I	thank	Dylan	

Suher	for	helping	translate	this	and	other	poems	in	the	chapter.	



Primary Sources (Including Texts, Commentaries, and Translations)

Chu ci jijiao jishi 楚辭集校集釋.	Edited	by	Cui	Fuzhang	崔富章.	Wuhan:	Hubei	jiaoyu	chubanshe,	
2003.

Chuxue ji 初學記.	Compiled	by	Xu	Jian	徐堅	et	al.	Beijing:	Zhonghua	shuju,	1962.
Feng	Zhi	馮至.	Feng Zhi quanji 馮至全集.	Shijiazhuang:	Hebei	jiaoyu	chubanshe,	1999.
Gan	Bao干寶.	Sou shen ji 搜神記.	Beijing:	Zhonghua	shuju,	1979.
Gu qingliang zhuan 古清涼傳.	Taishō	2098,	51:1098b10–21.	
Guo	Zhida	郭知達,	 annot.,	Xinkan jiaoding jizhu Du shi 新刊校定集注杜詩.	 Photoreprint	 of	 1226	

edition,	Shanghai:	Zhonghua	shuju,	1982.
Han shu 漢書.	Compiled	by	Ban	Gu	班固.	Beijing:	Zhonghua	shuju,	1962.
Hargett,	 James	 M.,	 trans.	 Riding the River Home: A Complete and Annotated Translation of Fan 

Chengda’s (1126–1193) Diary of a Boat Trip to Wu (Wuchuan lu).	 Hong	 Kong:	 Hong	 Kong	
Chinese	University	Press,	2008.

Hawkes,	David.	A Little Primer of Tu Fu.	Oxford:	Oxford	University	Press,	1967.
Huang	Sheng	黃生.	Huang Sheng quanji 黃生全集.	Anhui:	Anhui	daxue	chubanshe,	2009.
Huang	Xi	黃希	 and	Huang	He	黃鶴,	 annot.	Bu zhu Du shi 補注杜詩.	Yingyin	Wenyuange	Siku	

quanshu	edition.	Taibei:	Taiwan	shangwu	yinshuguan,	1985.
Jin	Shengtan	金聖嘆.	Jin Shengtan xuanpi Du shi 金聖嘆選批杜詩.	Taibei:	Ximei	chubanshe,	1981.
Knechtges,	David	R.,	trans.	Wen xuan; or, Selections of Refined Literature.	Vols.	1–3.	Princeton,	NJ:	

Princeton	University	Press,	1982,	1987,	1996.
Laozi	yizhu 老子譯注.	Annotated	by	Feng	Dafu	馮達甫.	Shanghai:	Shanghai	guji	chubanshe,	1991.
Liang	Wern	Fook.	“Taking	the	2.4	k	Run	with	Du	Fu”	與杜甫共跑	2.4.	Lianhe zaobao 聯合早報.	July	

13,	2003.
Liji zhushu 禮記注疏.	In	Shisanjing zhushu 十三經注疏,	compiled	by	Ruan	Yuan	阮元.
Liu	Xiang	劉向.	Liexian zhuan 列仙傳.	Edited	by	Yang	Pu	楊溥.	Photo-reprint.	Shanghai:	Shangwu	

yinshu	guan,	1936.
Liu	Xie	劉勰.	Wenxin diaolong xiangzhu 文心雕龍詳注.	Annotated	by	Zhou	Zhenfu	周振甫.	Nanjing:	

Jiangsu	jiaoyu	chubanshe,	2005.
Liu	Yiqing	劉義慶.	Shishuo xinyu jiaojian 世說新語校箋.	Annotated	 by	Yang	Yong	楊勇.	 Beijing:	

Zhonghua	shuju,	2006.
Li	Zhao	李肇.	Guoshi bu 國史補.	Shanghai:	Shanghai	guji	chubanshe,	1979.
Lunyu zhushu 論語注疏.	In	Shisanjing zhushu 十三經注疏,	compiled	by	Ruan	Yuan	阮元.
Luo	Fu洛夫.	Yinwei feng de yuangu: Luo Fu shixuan 1955–1987 因為風的緣故︰洛夫詩選一九五五—

一九八七.	Taibei:	Jiuge	chubanshe,	1988.
Lu	Qinli	逯欽立,	comp.	Xian Qin Han Wei Jin nanbeichao shi 先秦漢魏晉南北朝詩.	Beijing:	Zhonghua	

shuju,	1983.
Lu	Yuanchang	盧元昌.	Du shi chan 杜詩闡.	Ji’nan:	Qi	Lu	shushe,	1997.

Works Cited



166 Works Cited

Mao shi zhushu 毛詩注疏.	In	Shisanjing zhushu 十三經注疏,	compiled	by	Ruan	Yuan	阮元.
Mather,	Richard	B.,	trans.	and	annot.	Shih-shuo hsin-yü: A New Account of Tales of the World.	2nd	ed.	

Ann	Arbor,	MI:	Center	for	Chinese	Studies,	University	of	Michigan,	2002.
Meng	Haoran	孟浩然.	Meng Haoran shiji jianzhu 孟浩然詩集箋注,	annotated	by	Tong	Peiji	佟培基.	

Shanghai:	Shanghai	guji	chubanshe,	2000.
Mengzi zhushu 孟子注疏.	In	Shisanjing zhushu 十三經注疏,	compiled	by	Ruan	Yuan	阮元.
Owen,	Stephen,	trans.	and	ed.	The Poetry of Du Fu.	6	vols.	Boston:	Walter	de	Gruyter,	2016.
Pu	Qilong	浦起龍.	Du Du xinjie 讀杜心解.	Beijing:	Zhonghua	shuju,	2000.	
Qiu	Zhaoao	仇兆鰲.	Du shi xiangzhu 杜詩詳注.	Beijing:	Zhonghua	shuju,	1979.	
Quan Tang shi 全唐詩.	Beijing:	Zhonghua	shuju,	1960.
Quan Tang wen 全唐文.	Beijing:	Zhonghua	shuju,	1996.	
Sanguo zhi 三國志.	Compiled	by	Chen	Shou	陳壽.	Beijing:	Zhonghua	shuju,	1962.
Shan	Fu	單復,	annot.	Du Du shi yu de 讀杜詩愚得.	Taibei:	Datong	shuju,	1974.
Shangshu zhushu 尚書注疏.	In	Shisanjing zhushu 十三經注疏,	compiled	by	Ruan	Yuan	阮元.
Shi	Daoshi	釋道世,	comp.	Fayuan zhulin jiaozhu 法苑珠林校注,	annotated	by	Zhou	Shujia	周叔迦 

and	Su	Jinren	蘇晉仁.	Beijing:	Zhonghua	shuju,	2003.
Shi jing zhushu 詩經注疏.	In	Shisanjing zhushu 十三經注疏,	compiled	by	Ruan	Yuan	阮元.	
Shisanjing zhushu 十三經注疏.	Compiled	by	Ruan	Yuan	阮元.	Taibei:	Yiwen	yinshuguan,	1955.
Shitao	石濤.	Sekito To Ho shii satsu 石濤杜甫詩意冊.	Tokyo:	Sansaisha,	1968.
Song ben Du Gongbu ji 宋本杜工部集.	Compiled	by	Wang	Zhu	王洙.	In	Xu guyi congshu 續古逸叢書 

series.	Shanghai:	Shangwu	yinshu	guan,	1957	rpt.
Su	Shi	蘇軾.	Su Shi wenji 蘇軾文集.	6	vols.	Beijing:	Zhonghua	shuju,	1986.
Taiping guangji 太平廣記.	Compiled	by	Li	Fang	李昉	et	al.	Beijing:	Zhonghua	shuju,	1961.
Taiping yulan 太平御覽.	Compiled	by	Li	Fang	李昉	et	al.	Beijing:	Zhonghua	shuju,	1995.
Wang	Shimin	王時敏.	Wang Shimin xie Du Fu shiyi tuce 王時敏寫杜甫詩意圖冊.	Beijing:	Zijingcheng	

chubanshe,	2007.
Wang	Sishi	王嗣奭.	Du yi 杜臆.	Shanghai:	Shanghai	guji	chubanshe,	1983.
Wang	Wei	王維.	Wang Youcheng ji jianzhu 王右丞集箋注.	Annotated	by	Zhao	Diancheng	趙殿成.	

Beijing:	Zhonghua	shuju,	1972.
Wei shu 魏書.	Compiled	by	Wei	Shou	魏收.	Beijing:	Zhonghua	shuju,	1974.
Xiandai Zhongguo wenxue daxi: xiaoshuo erji 現代中國文學大系：小説二集.	Edited	by	Zhao	Jiabi	趙家

璧,	vol.	5.	Shanghai:	Liangyou	tushu	gongsi,	1935.
Xiao	Difei	蕭滌非	et	al.,	eds.	Du Fu quanji jiaozhu 杜甫全集校注.	12	vols.	Beijing:	Renmin	wenxue	

chubanshe,	2013.
Xiao jing zhushu 孝經注疏.	In	Shisanjing zhushu 十三經注疏,	compiled	by	Ruan	Yuan	阮元.
Xiao	Kaiyu	蕭開愚.	Cishi cidi: Xiao Kaiyu zixuan ji 此時此地：蕭開愚自選集.	Kaifeng:	He’nan	daxue	

chubanshe,	1997.
Xiao	Tong	蕭統,	comp.	Wen xuan 文選.	Annotated	by	Li	Shan	李善.	Shanghai:	Shanghai	guji	chu-

banshe,	1986.
Xi	Chuan	西川.	Yinmi de huihe: Xi Chuan shixuan 隱密的匯合：西川詩選.	Beijing:	Gaige	chubanshe,	

1997.
Xie	Shichen	謝時臣.	Duling shiyi tuce 杜陵詩意圖冊.	In	Gugong bowuyuan cangpin daxi 故宮博物院藏

品大系,	edited	by	Yuan	Jie	袁傑,	vol.	8.	Beijing:	Zijincheng	chubanshe,	2008.	
Xin Tang shu 新唐書.	Beijing:	Zhonghua	shuju,	1975.
Yang	Lun	楊倫,	annot.	Du shi jingquan 杜詩鏡銓.	Shanghai:	Shanghai	guji	chubanshe,	1980.
Yan	Qilin	顏其麟,	ed.	San xia shihui 三峽詩匯.	Chongqing:	Xi’nan	shifan	daxue	chubanshe,	1989.
Yan	 Zhitui	顏之推.	Yanshi jiaxun jijie 顏氏家訓集解.	 Compiled	 by	Wang	 Liqi	王利器.	 Shanghai:	

Shanghai	guji	chubanshe,	1980.
Yip	Wailim.	Ye Weilian wushinian shixuan 葉維廉五十年詩選.	Taibei:	National	Taiwan	University	

Publication	Center,	2012.
Yiwen leiju 藝文類聚.	Compiled	by	Ouyang	Xun	歐陽詢	et	al.	Shanghai:	Shanghai	guji	chubanshe,	

2007.



Works Cited 167

Yu	Xin	庾信.	Yu Zishan jizhu 庾子山集注.	Annotated	by	Ni	Fan	倪璠.	Beijing:	Zhonghua	shuju,	
1980.	

Zhang	Jin	張溍.	Dushu Tang Du shiji fu wenji zhujie 讀書堂杜詩集附文集註解.	Taibei:	Datong	shuju,	
1974.

Zhao	Cigong	趙次公,	annot.	Du shi Zhao Cigong xianhou jie jijiao 杜詩趙次公先後解輯校,	edited	by	
Lin	Jizhong	林繼中.	Shanghai:	Shanghai	guji	chubanshe,	1994.

Zhong	Rong	鍾嶸.	Shi pin jizhu 詩品集注.	 Compiled	 by	Cao	Xu	曹旭.	 Shanghai:	 Shanghai	 guji	
chubanshe	1994.

Zhouli zhushu 周禮注疏.	In	Shisanjing zhushu 十三經注疏,	compiled	by	Ruan	Yuan	阮元.	
Zhouyi zhushu 周易注疏.	In	Shisanjing zhushu 十三經注疏,	compiled	by	Ruan	Yuan	阮元.	Zhuangzi 

jishi 莊子集釋.	Annotated	by	Guo	Qingfan	郭慶藩.	Beijing:	Zhonghua	shuju,	1995.

Secondary Sources

Abramson,	Marc	Samuel.	Ethnic Identity in Tang China.	Philadelphia:	University	of	Pennsylvania	
Press,	2008.

Alpers,	 Paul	 J.	 “Apostrophe	 and	 the	Rhetoric	 of	Renaissance	Lyric.”	Representations	 122,	 no.	 1	
(Spring	2013):	1–22.

Apter,	 David,	 and	Anthony	 Saich.	Revolutionary Discourse in Mao’s Republic.	 Cambridge,	MA:	
Harvard	University	Press,	1994.

Bachelard,	Gaston.	The Poetics of Space.	Trans.	Maria	Jolas.	Boston:	Beacon	Press,	1969.
Bender,	Lucas	Rambo.	“Du	Fu:	Poet	Historian,	Poet	Sage.”	PhD	diss.,	Harvard	University,	2016.
Breytenbach,	Breyten.	“The	Long	March	from	Hearth	to	Heart.”	Social Research	58,	no.	1	(Spring	

1991):	69–83.
Cavell,	Stanley.	In Quest of the Ordinary: Lines of Skepticism and Romanticism.	Chicago:	University	

of	Chicago	Press,	1988.	
Cavell,	Stanley.	Must We Mean What We Say? A Book of Essays.	Cambridge:	Cambridge	University	

Press,	1976.	
Cavell,	 Stanley.	 This New yet Unapproachable America: Lectures after Emerson after Wittgenstein.	

Albuquerque,	NM:	Living	Batch	Press,	1989.
Chen,	Jue.	“Making	China’s	Greatest	Poet:	The	Construction	of	Du	Fu	in	the	Poetic	Culture	of	the	

Song	Dynasty	(960–1279).”	PhD	diss.,	Princeton	University,	2016.
Chen	Yinxin	陳貽焮.	Du Fu pingzhuan 杜甫評傳.	Beijing:	Beijing	daxue	chubanshe,	rpt.	2011.
Cheung,	Dominique.	Feng Chih.	Boston:	Twayne,	1979.
Chittick,	Andrew.	“Pride	of	Place:	The	Advent	of	Local	History	in	Early	Medieval	China.”	PhD	

diss.,	University	of	Michigan,	1997.
Chou,	 Eva	 Shan.	 “Allusion	 and	 Periphrasis	 as	Modes	 of	 Poetry	 in	 Tu	 Fu’s	 ‘Eight	 Laments.’”	

Harvard Journal of Asiatic Studies	45,	no.	1	(June	1985):	77–128.
Chou,	Eva	Shan.	“Beginning	with	Images	in	the	Nature	Poetry	of	Wang	Wei.”	Harvard Journal of 

Asiatic Studies	42,	no.	1	(June	1982):	117–37.
Chou,	 Eva	 Shan.	 Reconsidering Tu Fu: Literary Greatness and Cultural Context.	 Cambridge:	

Cambridge	University	Press,	1995.
Chu	Gansheng	褚赣生.	Nubi shi 奴婢史.	Reprint,	Shanghai:	Shanghai	wenyi	chubanshe,	2009.
Culler,	 Jonathan.	The Pursuit of Signs: Semiotics, Literature, Deconstruction.	 Ithaca,	 NY:	 Cornell	

University	Press,	1981.
Dai	Weihua	戴偉華.	Diyu wenhua yu Tang dai shige 地域文化與唐代詩歌.	Beijing:	Zhonghua	shuju,	

2006.
Dorr,	Aimée.	 “What	 Constitutes	 Literacy	 in	 a	 Culture	 with	 Diverse	 and	 Changing	Means	 of	

Communication?”	 In	 Literacy: Interdisciplinary Conversations,	 edited	 by	 Deborah	 Keller-
Cohen,	129–53.	Cresskill:	Hampton	Press,	1994.

Emerson,	Ralph	Waldo.	“Experience.”	In	The Essays of Ralph Waldo Emerson,	243–68.	Cambridge,	
MA:	Belknap	Press	of	Harvard	University	Press,	1987.



168 Works Cited

Fang	Yu	方瑜.	Du Fu Kuizhou shi xilun 杜甫夔州詩析論.	Taibei:	Youshi	wenhua	shiye	gongsi,	1985.
Feng	Ye	封野.	Du Fu Kuizhou shi shulun 杜甫夔州詩述論.	Nanjing:	Dongnan	daxue	 chubanshe,	

2007.
Frankel,	Hans.	“The	Contemplation	of	the	Past	in	T’ang	Poetry.”	In	Perspectives on the T’ang,	edited	

by	Arthur	F.	Wright	and	Denis	C.	Twitchett,	345–65.	New	Haven,	CT:	Yale	University	Press,	
1973.

Gao	Haiyan	高海燕.	“Zhongguo	Han	chuan	Fojiao	yishu	zhong	de	sheshen	sihu	bensheng	yanjiu	
shuping”	 中國漢傳佛教藝術中的捨身飼虎本生研究述評.	 Dunhuang xue jikan 敦煌學輯刊 1 
(2014):	170–80.	

Grossman,	Allen,	with	Mark	Halliday.	The Sighted Singer: Two Works on Poetry for Readers and 
Writers.	Baltimore:	Johns	Hopkins	University	Press,	1992.

Hao,	Ji.	“Poetics	of	Transparency:	Hermeneutics	of	Du	Fu	(712–770)	during	the	Late	Ming	(1368–
1644)	and	Early	Qing	(1644–1911)	Periods.”	PhD	diss.,	University	of	Minnesota,	2012.

Hao,	Ji.	The Reception of Du Fu (712–770) and His Poetry in Imperial China.	Leiden:	Brill,	2017.
Hartman,	 Geoffrey	 H.	 “Wordsworth	 Revisited.”	 In	 The Unremarkable Wordsworth,	 3–17.	

Minneapolis:	University	of	Minnesota	Press,	1987.
Henry,	Eric.	“Chu-ko	Liang	in	the	Eyes	of	His	Contemporaries.”	Harvard Journal of Asiatic Studies 

52,	no.	2	(1992):	589–612.
Hightower,	James	R.	“Allusion	in	the	Poetry	of	T’ao	Ch’ien.”	Harvard Journal of Asiatic Studies 31 

(1971):	5–27.
Hori	Toshikazu	堀敏一.	Chūgoku kodai no mibunsei: ryō to sen 中国古代の身分制：良と賤.	Tōkyō:	

Kyūko	Shoin,	1987.
Hsia,	C.	T.	“Obsession	with	China:	The	Moral	Burden	of	Modern	Chinese	Literature.”	In	A History 

of Modern Chinese Fiction,	533–54.	New	Haven,	CT:	Yale	University	Press,	1971.
Hua	Wenxuan	華文軒,	ed.	Du Fu juan 杜甫卷.	In	Gudian wenxue yanjiu ziliao huibian 古典文学硏究料

彙编.	Beijing:	Zhonghua	shuju,	1964.
Huang	Canran	黃燦然.	Wode linghun: Shixuan 1994–2005 我的靈魂：詩選	1994–2005.	Hong	Kong:	

Tiandi	tushu,	2009.
Huang	Yizhen	黃奕珍.	“Lun	‘Fenghuang	tai’	yu	‘Wanzhang	tan’	‘feng’	‘long’	zhi	xiangzheng	yiyi”	

論〈鳳凰臺〉與〈萬丈潭〉“鳳”、“龍”之象徵意義.	In	Du Fu zi Qin ru shu shige xiping 杜甫自秦
入蜀詩歌析評,	83–128.	Taibei:	Liren	shuju,	2005.

Hu	Kexian	胡可先.	“Du	Fu	yanjiu	de	xin	qushi:	Zhongguo	Du	Fu	yanjiu	hui	dibajie	nianhui	ji	Du	
Fu	yanjiu	guoji	xueshu	taolunhui	xueshu	zongjie”	杜甫研究的新趨勢：杜甫研究會第八屆年會
暨杜甫研究國際學術討論會學術總結.	Du Fu yanjiu xuekan 杜甫研究學刊	4	(2017):	89–93.

Hung,	William.	Tu Fu: China’s Greatest Poet.	New	York:	Russell	and	Russell,	1952.
Jiang	Xianwei	蔣先偉.	Du Fu Kuizhou shi lungao 杜甫夔州詩論稿.	Chengdu:	Ba	Shu	shushe,	2002.
Johnson,	Barbara.	“Apostrophe,	Animation,	Abortion.”	In	A World of Difference,	184–99.	Baltimore:	

Johns	Hopkins	University	Press,	1988.
Johnson,	Williams	A.,	and	Holt	N.	Parker,	eds.	Ancient Literacies: The Culture of Reading in Greece 

and Rome.	Oxford:	Oxford	University	Press,	2009.
Kneale,	J.	Douglas.	“Romantic	Aversions:	Apostrophe	Reconsidered.”	In	Mind in Creation: Essays 

on English Romantic Literature in Honour of Ross G. Woodman,	 edited	by	 J.	Douglas	Kneale,	
91–105.	Montreal:	McGill-Queen’s	University	Press,	1992.

Knechtges,	 David	 R.	 The Han Rhapsody: A Study of the Fu of Yang Hsiung (53 B.C.–A.D. 18).	
Cambridge:	Cambridge	University	Press,	1976.

Knechtges,	David	R.	 “Ruin	and	Remembrance	 in	Classical	Chinese	Literature:	The	 ‘Fu	 on	 the	
Ruined	City’	 by	Bao	Zhao.”	 In	Reading Medieval Chinese Poetry: Text, Context, and Culture,	
edited	by	Paul	W.	Kroll,	55–89.	Leiden:	Brill,	2015.

Kroll,	Paul	W.	“Anthologies	 in	 the	Tang.”	 In	The Oxford Handbook of Classical Chinese Literature 
(1000 BCE–900 CE),	edited	by	Wiebke	Denecke,	Wai-Yee	Li,	and	Xiaofei	Tian,	303–15.	Oxford:	
Oxford	University	Press,	2017.

Kroll,	Paul	W.	“Zhang	Jiuling	and	the	Lychee.”	T’ang Studies	30	(2012):	9–22.



Works Cited 169

Lattimore,	David.	“Allusion	and	T’ang	Poetry.”	In	Perspectives on the T’ang,	edited	by	Arthur	F.	
Wright	and	Denis	C.	Twitchett,	405–49.	New	Haven,	CT:	Yale	University	Press,	1973.

Lewis,	Mark.	The Flood Myths of Early China.	Albany:	State	University	of	New	York	Press,	2006.
Li,	 Feng,	 and	David	 Prager	 Branner,	 eds.	Writing and Literacy in Early China: Studies from the 

Columbia Early China Seminar.	Seattle:	University	of	Washington	Press,	2011.
Li	Jiping	李季平.	Tangdai nubi zhidu 唐代奴婢制度.	Shanghai:	Shanghai	guji	chubanshe,	1986.
Li	Jizu	李濟阻.	“Du	Fu	Longyoushi	zhong	de	diming	fangwei	shiyi	tu”	杜甫隴右詩中的地名方位示

意圖.	Du Fu yanjiu xuekan 杜甫研究學刊	2	(2003):	44–51.
Li	Pengfei	李鵬飛.	Tangdai feixieshi xiaoshuo zhi leixing yanjiu 唐代非寫實小說之類型研究.	Beijing:	

Beijing	daxue	chubanshe,	2004.
Liu,	James.	The Art of Chinese Poetry.	Chicago:	University	of	Chicago,	1962.
Loewe,	Michael,	 ed.	Early Chinese Texts: A Bibliographical Guide.	 Berkeley,	 CA:	 Society	 for	 the	

Study	of	Early	China,	1993.
Lopez,	Donald	S.,	 Jr.	 “Belief.”	 In	Critical Terms for Religious Studies,	 edited	by	Mark	C.	Taylor,	

21–35.	Chicago:	University	of	Chicago	Press,	1998.
Lu	Yuandun	路元敦.	“Lun	Du	Fu	shi	yu	Wen xuan	zhi	guanxi”	論杜甫詩與《文選》之關係.	Master’s	

thesis,	Xinjiang	Normal	University,	2007.
McCraw,	David	R.	Du Fu’s Laments from the South.	Honolulu:	University	of	Hawai‘i	Press,	1992.
McMullen,	David.	State and Scholars in T’ang China.	Cambridge:	Cambridge	University	Press,	1988.
McNair,	 Amy.	 Donors of Longmen: Faith, Politics, and Patronage in Medieval Chinese Buddhist 

Sculptures.	Honolulu:	University	of	Hawai‘i	Press,	2007.
McRae,	 John.	 Seeing through Zen: Encounter, Transformation, and Genealogy in Chinese Chan 

Buddhism.	Berkeley:	University	of	California	Press,	2003.
Mei,	 Tsu-lin,	 and	 Yu-kung	 Kao.	 “Tu	 Fu’s	 ‘Autumn	 Meditations’:	 An	 Exercise	 in	 Linguistic	

Criticism.”	Harvard Journal of Asiatic Studies	28	(1968):	44–80.
Mo	Lifeng	莫礪鋒.	“Du	Fu	dui	Zhuge	Liang	de	zansong”	杜甫對諸葛亮的贊頌	In	Gudian shixue de 

wenhua guanzhao 古典詩學的文化觀照,	128–38.	Beijing:	Zhonghua	shuju,	2005.
Mo	Lifeng	莫礪鋒.	Du Fu pingzhuan 杜甫評傳.	Nanjing:	Nanjing	daxue	chubanshe,	1993.
Naba	 Toshisada	那波利貞.	Tōdai shakai bunkashi kenkyū 唐代社會文化史研究.	 Tokyo:	 Sōbunsha,	

1974.
Owen,	Stephen.	“The	Cultural	Tang.”	In	The Cambridge History of Chinese Literature, Vol. 1: To 1375,	

edited	by	Stephen	Owen,	286–373.	Cambridge:	Cambridge	University	Press,	2010.
Owen,	Stephen.	“Deadwood:	The	Barren	Tree	from	Yü	Hsin	to	Han	Yü.”	Chinese Literature: Essays, 

Articles, Reviews	1,	no.	2	(1979):	157–79.	
Owen,	Stephen.	The End of the Chinese “Middle Ages”: Essays in Mid-Tang Literary Culture.	Stanford,	

CA:	Stanford	University	Press,	1996.
Owen,	Stephen.	The Great Age of Chinese Poetry: The High T’ang.	New	Haven,	CT:	Yale	University	

Press,	1981.
Owen,	Stephen.	“Place:	Meditation	on	the	Past	at	Jinling.”	Harvard Journal of Asiatic Studies	50,	no.	

2	(1990):	417–57.
Owen,	Stephen.	The Poetry of the Early T’ang.	New	Haven,	CT:	Yale	University	Press,	1977.	
Owen,	Stephen.	Readings in Chinese Literary Thought.	Cambridge,	MA:	Harvard	University	Asia	

Center,	1992.
Owen,	 Stephen.	 Remembrances: The Experience of the Past in Traditional Chinese Literature.	

Cambridge,	MA:	Harvard	University	Press,	1986.	
Owen,	Stephen.	“The	Self’s	Perfect	Mirror:	Poetry	as	Autobiography.”	In	The Vitality of the Lyric 

Voice: Shih Poetry from the Late Han to the T’ang,	edited	by	Shuen-fu	Lin	and	Stephen	Owen,	
71–102.	Princeton,	NJ:	Princeton	University	Press,	1986.

Owen,	Stephen.	Traditional Chinese Poetry and Poetics: Omen of the World.	Madison:	University	of	
Wisconsin	Press,	1985.

Owen,	Stephen.	“What	Did	Liuzhi	Hear?	The	‘Yan	Terrace	Poems’	and	the	Culture	of	Romance.”	
T’ang Studies	13	(1995):	81–118.



170 Works Cited

Patterson,	Gregory.	“Elegies	for	Empire:	The	Poetics	of	Memory	in	the	Late	Work	of	Du	Fu	(712–
770).”	PhD	diss.,	Columbia	University,	2013.

Peng	Yan	彭燕.	 “Du	Fu	yanjiu	 yibainian”	杜甫研究一百年.	Du Fu yanjiu xuekan 杜甫研究學刊 3 
(2015):	105–25.

Petersen,	Charles.	“Must	We	Mean	What	We	Say?	On	Stanley	Cavell.”	n+1,	February	11,	2013.	
https://nplusonemag.com/online-only/online-only/must-we-mean-what-we-say/.	

Qin	Xiaoyu	秦曉宇.	Yu ti: Dangdai Zhongwenshi xulun 玉梯：當代中文詩敘論.	Taibei:	Duli	pinglun,	
2012.

Quintilian.	The Orator’s Education.	 Edited	 and	 translated	 by	Donald	Russell.	 4	 vols.	 The	 Loeb	
Classical	Library,	124–27.	Cambridge,	MA:	Harvard	University	Press,	2002.

Rosemont,	Henry,	Jr.,	and	Roger	T.	Ames.	The Chinese Classic of Family Reverence: A Philosophical 
Translation of the	Xiaojing.	Honolulu:	University	of	Hawai‘i	Press,	2009.

Rouzer,	 Paul.	 “Du	 Fu	 and	 the	 Failure	 of	 Lyric.”	Chinese Literature: Essays, Articles, Reviews 33 
(2011):	27–53.

Rouzer,	Paul.	On Cold Mountain: A Buddhist Reading of the Hanshan Poems.	Seattle:	University	of	
Washington	Press,	2015.

Schaberg,	David.	“Travel,	Geography,	and	the	Imperial	Imagination	in	Fifth-Century	Athens	and	
Han	China.”	Comparative Literature	51,	no.	2	(1999):	152–91.

Schafer,	Edward	H.	The Golden Peaches of Samarkand: A Study of T’ang Exotics.	Berkeley:	University	
of	California	Press,	1963.

Schafer,	Edward	H.	“The	Idea	of	Created	Nature	in	T’ang	Literature.”	Philosophy East and West	15,	
no.	2	(1965):	153–60.	

Schneider,	David	K.	Confucian Prophet: Political Thought in Du Fu’s Poetry (752–757).	New	York:	
Cambria	Press,	2012.

Shang,	Wei.	“Prisoner	and	Creator:	The	Self-Image	of	the	Poet	in	Han	Yu	and	Meng	Jiao.”	Chinese 
Literature: Essays, Articles, Reviews	16	(1994):	19–40.

Simmel,	Georg.	 “The	 Ruin.”	 In	Essays on Sociology, Religion, and Aesthetics,	 edited	 by	Kurt	H.	
Wolff,	259–66.	New	York:	Harper	and	Row,	1965.

Stevenson,	Daniel,	trans.	“A	Sacred	Peak.”	In	Buddhist Scriptures,	edited	by	Donald	S.	Lopez	Jr.,	
84–89.	New	York:	Penguin,	2004.

Street,	Brian	V.	Literacy in Theory and Practice.	Cambridge:	Cambridge	University	Press,	1984.
Su	Yiru	蘇怡如.	“Du	Fu	zi	Qin	ru	Shu	shi	dui	da	Xie	shanshuishi	zhi	jicheng	yu	yili”	杜甫自秦入蜀

詩對大謝山水詩之繼承與逸離.	Wen yu zhe 文與哲	2010	(16):	203–36.
Teiser,	Stephen	F.	“Engulfing	the	Bounds	of	Order:	The	Myth	of	 the	Great	Flood	in	Mencius.”	

Journal of Chinese Religions	13–14	(1985/1986):	15–43.
Tian,	Xiaofei.	Beacon Fire and Shooting Star: The Literary Culture of the Liang (502–557).	Cambridge,	

MA:	Harvard	University	Asia	Center,	2007.
Tian,	Xiaofei.	“Slashing	Three	Kingdoms:	A	Case	Study	of	Fan	Production	on	the	Chinese	Web.”	

Modern Chinese Literature and Culture	27,	no.	1	(Spring	2015):	224–77.
Tian,	Xiaofei.	Visionary Journeys: Travel Writings from Early Medieval and Nineteenth-Century China.	

Cambridge,	MA:	Harvard	University	Asia	Center,	2011.
Tillman,	 Hoyt	 Cleveland.	 “Reassessing	 Du	 Fu’s	 Line	 on	 Zhuge	 Liang.”	Monumenta Serica	 50	

(2002):	295–313.
Van	Crevel,	Maghiel,	“Xiao	Kaiyu.”	Poetry	International	Web.	<https://www.poetryinternational.

org/pi/poet/975/Xiao-Kaiyu>
Varsano,	 Paula,	 ed.	 The Rhetoric of Hiddenness in Traditional Chinese Culture.	 Albany:	 State	

University	of	New	York	Press,	2016.
Von	Glahn,	Richard.	The Country of Streams and Grottoes: Expansion, Settlement, and the Civilizing of 

the Sichuan Frontier in Song Times.	Cambridge,	MA:	Harvard	University	Press,	1987.
Wang	Hanwei	王菡薇.	“Mogao	ku	bihua	yu	Dunhuang	wenxian	yanjiu	zhi	ronghe:	Yi	Bei	Wei	254	

ku	bihua	‘Sheshen	sihu’	yu	xieben	‘Jin guangming jing	juan	di’er’	weili”	莫高窟壁畫於敦煌文獻
研究之融和：以北魏254窟壁畫捨身飼虎與寫本金光明經卷第二為例.	 Zhongguo meishu xueyuan 
xuebao 中國美術學院學報	5	(2010):	42–45.	



Works Cited 171

Wang	Ruigong	王瑞功.	Zhuge Liang yanjiu jicheng 諸葛亮研究集成.	Ji’nan:	Qi	Lu	shushe,	1997.
Wang	Sanqing	王三慶.	Dunhuang leishu 敦煌類書.	Gaoxiong:	Liwen	wenhua,	1993.
Wei	 Wenbin	魏文斌	 and	 Gao	 Haiyan	高海燕.	 “Gansu	 guancang	 zaoxiang	 beita	 sheshen	 sihu	

bensheng	tuxiang	kao”	甘肅館藏造像碑塔捨身飼虎本生圖像考.	Zhongyuan wenwu 中原文物 3 
(2015):	63–73.

Wilkinson,	 Endymion.	 Chinese History: A New Manual.	 4th	 ed.	 Cambridge,	 MA:	 Harvard	
University	Asia	Center,	2015.

Yajima	Genryō	矢島玄亮.	Nihonkoku	genzaisho	mokuroku: Shūshō to kenkyū 日本国見在書目錄：
集証と研究.	Tokyo:	Kyūko	shoin,	1984.

Yan	Gengwang	嚴耕望.	Tangdai jiaotong tu kao 唐代交通圖考.	Taibei:	Academia	Sinica	1986.
Yang	 Songnian	楊松年,	 ed.	Kua guojie shixiang: shihua xinshi pingxi 跨國界詩想：世華新詩評析.	

Taibei:	Tangshang,	2003.
Ye	 Jiaying	葉嘉瑩.	Du Fu qiuxing bashou jishuo 杜甫秋興八首集說.	 Shanghai:	 Shanghai	guji	 chu-

banshe,	1988.
Yip,	 Wai-lim.	 Diffusion of Distances: Dialogue between Chinese and Western Poetics.	 Berkeley:	

University	of	California	Press,	1993.
Zhang	Hui	張暉.	Zhongguo shishi chuantong 中國詩史傳統.	Beijing:	Sanlian	shudian,	2012.
Zhang	Nali	張娜麗.	“Dunhuang ben	Liuzi	qianwen	chutan	xiyi—jian	shu	Qianzi wen	zhuben	wenti”

《敦煌本〈六字千文〉初探》析疑—兼述《千字文》注本問題.	Dunhuang yanjiu 敦煌研究	69	(2001):	
100–105.

Zhang	Runjing	張潤靜.	Tangdai yongshi huaigu shi yanjiu 唐代咏史懷古詩研究.	Shanghai:	Sanlian,	
2009.

Zhang	 Songjian.	 “One	 Poet,	 Four	 Faces:	 The	Revisions	 of	 Tu	 Fu	 in	Modern	Chinese	 Poetry.”	
Frontiers of Literary Studies in China	5,	no.	2	(June	2011):	179–203.

Zhang	Wanmin	張萬民.	“Bianzhe	you	bujian:	Dang	Wai-lim	Yip	zaoyu	Stephen	Owen”	辯者有不
見：當葉維廉遭遇宇文所安.	Wenyi lilum yanjiu	4	(2009):	57–63.	

Zhang	 Xinpeng	張新朋.	 Dunhuang xieben	 Kaimeng	 yaoxun	 yanjiu 敦煌寫本《開蒙要訓》研究.	
Beijing:	Zhongguo	shehui	kexue	chubanshe,	2013.

Zhang	Zhonggang	張忠綱	et	al.,	eds.	Du ji xulu 杜集敍錄.	Ji’nan:	Qi	Lu	shushe,	2008.
Zheng	Acai	鄭阿財	and	Zhu	Fengyu	朱鳳玉,	ed.	Dunhuang mengshu yanjiu 敦煌蒙書研究.	Lanzhou:	

Gansu	jiaoyu	chubanshe,	2002.
Zhou	Jianjun	周建軍.	Tangdai Jing Chu bentu shige yu liuyu shige yanjiu 唐代荊楚本土詩歌與流寓詩歌

研究.	Beijing:	Zhongguo	shehui	kexue	chubanshe,	2006.



Lucas Rambo Bender	is	assistant	professor	of	East	Asian	languages	and	cultures	at	Yale	
University.	He	is	currently	finishing	a	monograph	on	Du	Fu.

Jack W. Chen	is	associate	professor	of	Chinese	literature	at	the	University	of	Virginia.	
He	 is	 the	author	of	The Poetics of Sovereignty: On Emperor Taizong of the Tang Dynasty 
(Harvard	University	Asia	Center,	2010)	and	co-editor	of	Idle Talk: Gossip and Anecdote 
in Traditional Chinese Literature	 (University	of	California	Press,	 2013)	 and	has	written	
various	 articles	 on	 medieval	 historiography,	 donkey	 braying,	 social	 networks,	 and	
reading	practices.

Ronald Egan	 is	professor	of	sinology	at	Stanford	University.	His	research	focuses	on	
Chinese	 literature,	aesthetics,	and	cultural	history	of	 the	Tang-Song	period.	His	pub-
lications	include	books	on	the	literary	works	and	lives	of	Ouyang	Xiu	and	Su	Shi.	He	
has	also	published	a	general	study	of	innovations	in	Song	dynasty	aesthetic	thought,	
entitled	The Problem of Beauty: Aesthetic Thought and Pursuits in Northern Song Dynasty 
China.	His	most	recent	book	is	The Burden of Female Talent: The Poet Li Qingzhao and Her 
History in China	(Harvard	University	Asia	Center,	2013),	also	now	available	in	a	Chinese	
edition.

Christopher M. B. Nugent	is	professor	of	Chinese	and	the	chair	of	the	program	in	com-
parative	literature	at	Williams	College.	His	research	focuses	on	the	literary	culture	of	
the	sixth	 through	 tenth	centuries,	with	a	particular	 focus	on	 the	material	production	
and	circulation	of	texts	and	the	process	of	literary	training.	His	first	book,	Manifest in 
Words, Written on Paper: Producing and Circulating Poetry in Tang Dynasty China,	was	the	
winner	 of	 the	 2012	 Joseph	Levenson	Book	Prize,	 Pre-1900	Category.	He	 is	 currently	
completing	a	monography	entitled	The Textual Practices of Literary Training in Medieval 
China.

Stephen Owen	 is	 James	 Conant	 Bryant	 University	 Professor	 Emeritus	 at	 Harvard	
University.	He	is	the	author	of	numerous	books,	the	most	recent	of	which	is	Just a Song: 
Chinese Lyrics from the Eleventh and Early Twelfth Centuries	 (Harvard	University	Asia	
Center,	2019).	

Gregory Patterson	 is	assistant	professor	of	Chinese	and	comparative	literature	at	 the	
University	of	South	Carolina.	His	research	interests	include	medieval	Chinese	poetry	
and	 literary	 culture,	 cultural	 memory,	 and	 the	 history	 of	 sinology.	 He	 is	 currently	

Contributors



Contributors 173

completing	a	book	on	memory	and	mediation	in	Du	Fu’s	poetry	from	the	Three	Gorges	
region.

Paul Rouzer	 is	 professor	 in	 the	 Department	 of	Asian	 Languages	 and	 Literatures	 at	
the	University	of	Minnesota,	Twin	Cities.	He	 is	most	 recently	 the	 author	of	On Cold 
Mountain: A Buddhist Reading of the Hanshan Poems	 (University	 of	Washington	Press)	
and	The Poetry of Hanshan (Cold Mountain), Shide, and Fenggan	(De	Gruyter,	Library	of	
Chinese	Humanities).	His	research	interests	include	Buddhist	aesthetics,	Sinitic	poetry	
in	East	Asia,	and	the	representation	of	Buddhism	in	modern	global	culture.

Xiaofei Tian	 is	 professor	 of	 Chinese	 literature	 in	 the	 Department	 of	 East	 Asian	
Languages	and	Civilizations	at	Harvard	University.	Her	most	recent	book	is	The Halberd 
at Red Cliff: Jian’an and the Three Kingdoms	(2018).

David Der-wei Wang	 teaches	 modern	 Chinese	 literature	 and	 comparative	 litera-
ture	at	Harvard	University.	His	recent	works	include	The Lyrical in Epic Time: Chinese 
Intellectuals and Artists through the 1949 Crisis	(2015)	and	A New Literary History of Modern 
China	(2017).



“action	of	life,”	159
allusions,	7–8,	71,	113,	120–28
An	Lushan	安祿山	Rebellion,	1,	16–17,	28,	39,	

56,	145–46,	153–55
Analects	(Lunyu 論語),	8,	58,	63n30,	70n57,	81,	

116–17,	123,	126,	127
apostrophe,	17–19,	63
author	(concept),	143–44,	150,	163
Avalokiteśvara,	81

Bachelard,	Gaston,	22
Bai	Juyi	白居易,	118n29
Bai	Maolin	柏茂林	(Bo	Maolin),	4,	59n18,	61,	

68–69,	71
Ban	Gu	班固:	“Dongdu	fu”	東都賦	(“Poetic	

Exposition	on	the	Eastern	Capital”),	127;	
Han shu 漢書	(History of the Han Dynasty),	
125,	127.	“Xidu	fu”	西都賦	(“Poetic	
Exposition	on	the	Western	Capital”),	125

Bao	Zhao	鮑照:	Wu cheng fu 蕪城賦	(Poetic 
Exposition on the Ruined City),	90

Buddhism,	7,	93–94,	107–8;	and	Chinese	litera-
ture,	7,	76–77;	and	Chinese	poetry,	77–80,	
93–94;	Du	Fu’s	engagement	with,	81–92,	
94,	100,	107–8;	and	translation,	76.	See also 
Chan	Buddhism;	religion	and	literature;	
religious	poetry

Buddhist	temple,	100–102;	temple-visiting	
poems,	77,	79–80,	82,	91,	94,	100

Cao	Cao	曹操,	27
Cao	Zhi	曹植,	32
caotang 草堂	(thatched	cottage)	4,	18–19,	22–23,	

88,	144n2;	as	journal	title,	145n8
Cavell,	Stanley,	16,	18
Chan	Buddhism,	77,	87–88
Chang’an	長安,	3,	5,	32,	37–39,	41,	123,	138,	141,	

148,	153–54;	and	Kuizhou,	29,	42n7;	and	
Melon	Isle	Village,	31n6

Chen	Lin	陳琳:	“Yin	ma	Changcheng	ku”	飲馬
長城窟	(“Watering	My	Horse	at	the	Pool	
by	the	Great	Wall”),	96n7,	102

Chen	Yi-chih	陳義芝,	147
Chen	Zi’ang,	陳子昂,	42
Chengdu	成都,	4,	10,	41,	49,	57–58,	80,	89,	95,	

108,	141;	and	Thatched	Cottage,	18–19,	
23–24;	and	Zhuge	Liang’s	temple,	52–55

Chu ci 楚辭,	63,	103,	122;	Lisao 離騷,	62n27,	
63–64;	“Zhaohun”	招魂	(“Calling	Back	the	
Soul”),	122

Chuxue ji 初學記	(Record of Early Learning),	
121–22,	123–25,	127

Classic of Changes.	See	Yi jing 易經
Classic of Documents.	See	Shangshu 尚書
Classic of Filial Piety.	See	Xiao jing 孝經
Classic of Poetry.	See	Shi jing 詩經
coinage,	29–31,	33–34.	See	also	jincuo dao	(knife	

money)
commemorative	form,	43,	45,	46,	48,	53,	55
communication,	5,	148;	as	a	problem	in	

Kuizhou,	41–42;	across	time	and	space,	
43,	46,	51–52,	55;	and	empire,	118n30

Confucius,	58,	62n29,	63,	63n30,	64,	64n31,	107,	
107n28,	108,	161

Da	Huang	大荒	(poet),	147
Daoism,	76,	93
Daoist	Transcendents	(xian 仙),	78,	79,	83
daowang shi 悼亡詩	(“poems	lamenting	

deceased	spouse”),	10
deisis,	17
Dharmakṣema	曇無讖,	107n29
domesticity,	5,	6,	10–11,	19,	56–58,	61,	64,	66,	

70n62,	71–72
Dongting	Lake	洞庭湖,	4,	24,	140
Du	Fu	杜甫:	children	of,	22,	65–66,	71–72,	97,	

106,	138,	140n27;	“Du	Fu	is	busy”	meme,	
3n5,	144;	as	geographer,	5,	41;	as	“poet	
historian”	(shi shi 詩史),	2,	9–10,	41,	56,	98,	

Index



Index 175

112,	144,	151;	as	“poet	sage”	(shi sheng 詩
聖),	2,	3,	56,	107,	139,	144,	145,	153,	156;	
127,	138;	modern	Chinese-language	and	
English-language	study	of,	1–3;	reception	
of,	1,	2,	7–9,	112,	129,	143–44;	thatched	
cottage	of,	see	caotang 草堂;	wife	of,	9,	10,	
22,	140n27;	Zongwen	宗文	(older	son),	
66,	69–72;	Zongwu	宗武	(younger	son,	
aka	Jizi	驥子),	66,	67,	68,	111,	127.	See also 
family;	poetry	as	history

Du	Fu,	works	of:
“Ba	ai”	八哀	(“Eight	Laments”),	120;	“Zeng	

Zuopushe	Zhengguogong	Yan	gong	
Wu”	贈左僕射鄭國公嚴公武	(“Lord	Yan	
Wu,	Posthumously	Made	Vice-Director	
of	the	Left,	Duke	of	Zheng”),	49n31

“Bai	you	ji	xing”	百憂集行	(“A	Hundred	
Cares	Gather:	A	Ballad”),	97n8	

“Ba	zhen	tu”	八陣圖	(“Diagram	of	the	Eight	
Formations”),	50	

“Bingji	sanshou”	屏跡三首	(“Hiding	My	
Traces:	Three	Poems”),	20–23,	25

“Bing	ma”	病馬	(“Sick	Horse”),	57
“Bu	gui”	不歸	(“No	Return”),	4,	16–18
“Bu	ju”	卜居	(“Siting	a	Dwelling”),	19	
“Chai	men”	柴門	(“Brushwood	Gate”),	

47n24
“Chuilao	bie”	垂老別	(“Parted	When	Getting	

Old”),	152n21
“Chun	gui”	春歸	(“Return	in	Spring”),	4,	

24–26
“Chunri	xiti	nao	Hao	shijun	xiong”	春日戲

題惱郝使君兄	(“Written	in	Sport	on	a	
Spring	Day:	Provoking	Prefect	Hao”),	
10n12

“Chun	wang”	春望	(“View	in	Spring”),	155,	
162

“Chunye	xiyu”	春夜喜雨	(“Delighting	in	
Rain	on	a	Spring	Night”),	86

“Cui	Zongwen	shu	jizha”	催宗文樹雞柵 
(“Urging	Zongwen	to	Make	Haste	
Setting	Up	a	Chicken	Coop”),	69–71

“Dali	sannian	chun	Baidicheng	fangchuan	
chu	Qutang	xia	jiuju	Kuifu	jiang	shi	
Jiangling	piaobo	you	shi	fan	sishi	yun”	
大曆三年春白帝城放船出瞿塘峽久居夔府
將適江陵漂泊有詩凡四十韻	(“In	Spring	
of	the	Third	Year	of	the	Dali	Reign	
Period,	at	White	Emperor	City,	I	Set	
Out	by	Boat	through	Qutang	Gorge.	I	
Have	Lived	in	Kuifu	a	Long	Time	But	
Am	Going	to	Drift	Around	in	Jiangling,	
And	Composed	A	Poem	of	Forty	
Rhymes	in	All”),	47n25

“Danqing	yin	zeng	Cao	jiangjun	Ba”	丹

青引贈曹將軍霸	(“Song	of	a	Painting:	
Presented	to	General	Cao	Ba”),	27

“Dayun	si	Zan	gong	fang	sishou”	大雲寺贊
公房四首	(“Reverend	Zan’s	Chambers	
at	Great	Cloud	Temple:	Four	Poems”),	
81–87

“Deng	Yanzhou	chenglou”	登兗州城
樓	(“Climbing	the	Wall-Tower	at	
Yanzhou”),	71n64

“Diao	fu”	雕賦	(“Poetic	Exposition	on	the	
Eagle”),	120

“Dongtun	beiyan”	東屯北崦	(“North	
Mountain	at	East	Camp”),	137

“Dujuan”	杜鵑	(“Cuckoo”),	100n14
“Fanzhao”	返照	(“Sunlight	Cast	Back”),	

130n10
“Feng	Xi	Yue	fu”	封西嶽賦	(“Poetic	

Exposition	for	Performing	the	Feng	
Sacrifice	on	the	Western	Cardinal	
Peak”),	120,	126

“Fucheng	xian	Xiangji	si	guange”	涪城縣香
積寺官閣	(“The	Officials’	Pavilion	at	the	
Temple	of	Massed	Incense	in	Fucheng	
County”),	130n5,	132–33

“Fu	ji	xing”	縛雞行	(“Ballad	of	the	Bound	
Chicken”),	71

“Fu	zhou”	覆舟	(“Capsized	Boat”),	39–40
“Gubai	xing”	古柏行	(“Ballad	of	an	Ancient	

Cypress”),	52–53
“Jiang	ting”	江亭	(“River	Pavilion”),	25
“Jianmen”	劍門	(“Swordgate,”	No.	10	of	the	

Tonggu-Chengdu	series),	105n10
“Jie	men”	解悶	(“Getting	Rid	of	the	Blues”),	

28,	29–39
“Ji	shi”	即事	(“What	Happened”),	11n13
“Jiuri	Lantian	Cui	shi	zhuang”	九日藍田崔

氏莊	(“At	Cui’s	Villa	in	Lantian	on	the	
Double	Ninth”),	130n1

“Ji	Zan	shangren”	寄贊上人	(“To	Reverend	
Zan”),	88n23,	89

“Ke	famu”	課伐木	(“Assessing	the	Cutting	of	
Trees”),	66–69,	70,	71

“Ke	ting”	客亭	(“Traveler’s	Pavilion”),	130n9
“Kongnang”	空囊	(“Empty	Purse”),	30n4
“Kuizhou	ge	shi	jueju”	夔州歌十絕句	(“Song	

of	Kuizhou:	Ten	Quatrains”),	48
“Ku	Taizhou	Zheng	sihu	Su	shaojian”	哭

台州鄭司戶蘇少監	(“Mourning	for	
Revenue	Manager	Zheng	of	Taizhou	
and	Vice	Director	Su”),	47n25

“Leyou	yuan	ge”	樂遊園歌	(“Song	of	Leyou	
Park”),	145n7

“Lüye	shuhuai”	旅夜書懷	(“Writing	of	My	
Feelings	Traveling	by	Night”),	151

“Man	cheng”	漫成	(“Haphazard	



176 Index

Compositions”),	8n9
“Maowu	wei	qiufeng	suo	po	ge”	茅屋為秋

風所破歌	(“Song	on	How	My	Thatched	
Roof	Was	Ruined	by	the	Autumn	
Wind”),	106

“Mu	deng	Si’an	si	zhonglou	ji	Pei	shi	Di”	暮
登四安寺鐘樓寄裴十迪	(“In	the	Evening	
Climbing	to	the	Belltower	of	Si’an	
Temple,	Sent	to	Pei	Di”),	130n2

“Pei	Wang	shiyu	yan	Tongquan	Dongshan	
Yeting”	陪王侍御宴通泉東山野亭 
(“Accompanied	by	Attendant	Censor	
Wang	I	Feast	at	the	Wilderness	Pavilion	
on	East	Mountain	at	Tongquan”),	23

“Pei	zhu	guigongzi	Zhangbagou	xieji	
naliang	wanji	yuyu”	陪諸貴公子丈八
溝攜妓納涼晚際遇雨	(“Taking	Singing	
Girls	to	Enjoy	the	Cool	at	Yard	Eight	
Canal	in	the	Company	of	Various	Noble	
Gentlemen:	On	the	Verge	of	Evening	It	
Rained”),	142

“Pengya	xing”	彭衙行	(“Pengya:	A	Ballad”),	
82

“Qianxing”	遣興	(“Expressing	What	Stirred	
Me”),	111

“Qianyuan	zhong	yuju	Tonggu	xian	zuoge	
qishou”	乾元中寓居同谷縣作歌七首 
(“Seven	Songs	Written	While	Residing	
in	Tonggu	County	in	the	Qianyuan	
Reign”),	95n3

Qinzhou-Tonggu	Series:	“Qianyuan	ernian	
zi	Qinzhou	fu	Tonggu	xian	jixing	shier-
shou”	乾元二年自秦州赴同谷縣紀行十二
首	(“In	the	second	year	of	the	Qianyuan	
era,	I	left	Qinzhou	to	go	to	Tonggu	
County	and	recorded	the	journey	in	
twelve	poems”),	7,	94,	95–106;	poems	in	
the	series	(in	order	of	appearance	in	the	
series):
(1)	“Fa	Qinzhou”	發秦州	(“Setting	off	

from	Qinzhou”),	94,	95–96,	98,	99,	
101,	102,	105,	106

(2)	“Chi	gu”	赤谷	(“Red	Valley”),	96–97,	
98,	99,	106

(3)	“Tietang	xia”	鐵堂峽	(“Iron	Hall	
Gorge”),	97–98,	102

(4)	“Yanjing”	鹽井	(“Salt	Well”),	98,	103
(5)	“Han	xia”	寒硤	(“Cold	Gorge”),	99,	

102
(6)	“Fajing	si”	法鏡寺	(“The	Temple	of	

the	Dharma	Mirror”),	99–100,	102,	
103,	108

(7)	“Qingyang	xia”	青陽峽	(“Greenlight	
Gorge”),	101,	102

(8)	“Longmen	zhen”	龍門鎮 

(“Dragongate	Fort”),	101–2
(9)	“Shikan”	石龕	(“Stone	Niche”),	

102–3
(10)	“Jicao	ling”	積草嶺	(“Plantheap	

Ridge”),	103–4,	106	
(11)	“Nigong	shan”	泥功山	(“Mudwork	

Mountain”),	104–5
(12)	“Fenghuang	tai”	鳳凰臺	(“Phoenix	

Terrace”),	94,	95n3,	105–7
“Qiuri	Kuifu	yonghuai	fengji	Zheng	jian	Li	

binke	yibai	yun”	秋日夔府詠懷奉寄鄭監
李賓客一百韻	(“Writing	My	Feelings	in	
Kui	on	an	Autumn	Day,	Respectfully	
Sent	to	Director	Zheng	and	Li,	Advisor	
to	the	Heir	Apparent:	One	Hundred	
Couplets”),	8n10,	35

“Qiuxing	bashou”	秋興八首	(“Stirred	by	
Autumn:	Eight	Poems”),	3,	4,	7,	18–19,	
28,	133,	154–55;	as	test	case	of	poetic	
difficulty,	113,	118–20,	122–26,	128

“Qiyue	yiri	ti	Zhong	mingfu	shuilou	ershou	
diyi”	七月一日題終明府水樓二首第一 
(“The	First	Day	of	the	Seventh	Month,	
on	Magistrate	Zhong’s	Tower	by	the	
River:	Two	Poems”	no.	1),	130n7

“Qutang	huaigu”	瞿塘懷古	(“Meditation	on	
the	Past	at	Qutang	Gorge”),	43,	45–48,	
53

“Rimu”	日暮	(“Twilight”),	130n8
“Shang	Qing	weng	qing	xiu	Wuhou	miao	

yixiang	queluo	shi	Cui	Qing	quan	
Kuizhou”	上卿翁請修武侯廟遺像缺落
時崔卿權夔州	(“Respectfully	Sent	to	
Old	Qing	Requesting	the	Repair	of	a	
Damaged	and	Decayed	Portrait	in	the	
Temple	of	the	Warrior	Count,	When	
Cui	Qing	Had	Charge	of	Kuizhou”),	
49–50

“Shansi”	山寺	(“Mountain	Temple”),	89–92,	
108

“Shihao	li”	石壕吏	(“The	Officer	at	Stone	
Moat”),	152n21

“Shi	Liao	nu	Aduan”	示獠奴阿段	(“To	Be	
Shown	to	My	Liao	Slave	Aduan”),	
65n38

“Shui	jian”	水檻	(“Deck	by	the	Water”),	58,	
64

“Shuo	pei	Li	Zizhou	fanjiang	you	nüyue	zai	
zhufang	xi	wei	yanqu	ershou	zeng	Li”	
數陪李梓州泛江有女樂在諸舫戲為豔曲
二首贈李	(“Often	Accompanying	Li	of	
Zhizhou	Sailing	on	the	River	with	Girl	
Musicians	in	All	the	Boats,	I	Playfully	
Compose	Two	Erotic	Songs	to	Give	to	
Li”),	10n12
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“Shu	xiang”	蜀相	(“Minister	of	Shu”),	54–55
“Song	Li	ba	mishu	fu	Du	xianggong	mu”	

送李八秘書赴杜相公幕	(“Seeing	Off	
Librarian	Li	[8]	on	His	Way	to	Minister	
Du’s	Headquarters”),	134n15

“Su	Zan	gong	fang”	宿贊公房	(“Spending	
the	Night	in	the	Chambers	of	Reverend	
Zan”),	88

“Tang	cheng”	堂成	(“My	Cottage	Is	
Finished”),	19

“Ti	Zhang	shi	yinju	ershou	diyi”	題張氏隱居
二首第一	(“On	Zhang’s	Hermitage:	Two	
Poems”	no.	1),	130n3	

“Tongguan	li”	潼關吏	(“The	Officer	at	Tong	
Pass”),	152n21

“Tonggu	xian	zuo”	同谷縣作	(“Composed	at	
Tonggu	County”),	95n3

“Wang	Niutou	si”	望牛頭寺	(“Gazing	at	
Oxhead	Temple”),	80–81

“Wanzhang	tan”	萬丈潭	(“Myriad	Fathom	
Pool”),	95n3

“Wei	nong”	為農	(“As	a	Farmer”),	19,	21,	25
“Wen	guanjun	shou	He’nan	Hebei”	聞官軍

收河南河北	(“Hearing	That	the	Imperial	
Army	Has	Retaken	He’nan	and	
Hebei”),	154

“Wujia	bie”	無家別	(“Parted	without	a	
Family”),	152n21	

“Xiao	wang”	曉望	(“Dawn	View”),	136n19
	“Xin’an	li”	新安吏	(“The	Officer	of	Xin’an”),	

152n21
“Xinhun	bie”	新婚別	(“Newlyweds	Parted”),	

152n21
“Xinxing	yuanxiu	shuitong”	信行遠修水筒 

(“Xinxing	Goes	Far	to	Repair	the	Water-
Tube”),	68n51

“Xi	wei	liu	jueju”	戲為六絕句	(“Six	
Quatrains	Playfully	Done”),	35

“Xizhi	cun	xunzhi	caotang	di	yesu	Zan	
gong	tushi	ershou”	西枝村尋置草堂地
夜宿贊公土室二首	(“Seeking	a	Place	to	
Put	a	Thatched	Cottage	in	West	Branch	
Village,	Staying	Over	in	the	Earthen	
Chamber	of	Reverend	Zan:	Two	
Poems”),	88–89

“Yan	gong	zhongxia	wangjia	caotang	jian	
xie	jiuzhuan”	嚴公仲夏枉駕草堂兼攜酒
饌	(“In	Mid-summer	Lord	Yan	Goes	
Out	of	His	Way	to	Visit	My	Thatched	
Cottage,	Also	Bringing	Ale	and	Food”),	
130n6

“Yiju	Kuizhou	guo”	移居夔州郭	(“Moving	
My	Dwelling	to	the	Outskirts	of	
Kuizhou”),	45n16,	136

“Yi	youzi”	憶幼子	(“Recalling	My	Baby	

Son”),	138
“Yonghuai	guji”	詠懷古跡	(“Singing	my	

Thoughts	on	Ancient	Traces”),	51–52
“You	Longmen	Fengxian	si”	遊龍門奉

先寺	(“Visiting	Fengxian	Temple	at	
Longmen”),	80

“Yuanguan	song	cai”	園官送菜	(“The	
Garden	Officer	Sends	Vegetables”),	
59–61,	63,	64,	66,	71

“Yuelushan	Daolin	ersi	xing”	嶽麓山道
林二寺行	(“Ballad	of	Two	Temples,	
Marchmount	Foothill	and	Daolin”),	81

“Yu	miao”	禹廟	(“Yu’s	Temple”),	44–45
“Zeng	Wei	ba	chushi”	贈衛八處士 

(“Presented	to	the	Recluse	Wei”),	82
	“Zhao	xian	Taiqing	gong	fu”	朝獻太清

宮賦	(“Poetic	Exposition	on	a	Dawn	
Presentation	at	the	Temple	of	Supreme	
Clarity”),	120

“Zhong	woju	bing	xu”	種萵苣并序 
(“Planting	Lettuce”),	61–65,	66

“Zhuge	miao”	諸葛廟	(“Zhuge’s	Temple”),	
50–51

“Zi	Langzhou	ling	qizi	que	fu	Shu	shanxing	
sanshou”	自閬州領妻子卻赴蜀山行三首 
(“From	Langzhou	Taking	My	Wife	and	
Children	Back	to	Shu:	Traveling	in	the	
Mountains:	Three	Poems”),	140n27

“Zongfuzi”	椶拂子	(“Palm	Whisk”),	57–58
“Zongwu	shengri”	宗武生日	(“Zongwu’s	

Birthday”),	111n3
Du Fu shiyi tu 杜甫詩意圖	(Du Fu’s Poetic 

Thoughts),	8,	132,	135,	139,	140
Dunhuang,	107,	114–17,	160–61

Emerson,	Ralph	Waldo,	15,	19
empire,	3–6,	10–11,	16–17,	30–33,	39–40,	56–58,	

64–65,	72;	border	of,	41,	44,	59;	and	com-
munication,	41–42,	118n30;	construction	
of,	70–71,	the	courier	system	of,	38;	and	
the	local,	29,	36–37

emulation,	145–51,	153,	163

family,	9–11,	22,	71–72,	104,	138,	141.	See also 
domestic

Family Instructions for the Yan Clan.	See	Yan	
Zhitui	顏之推

Fan	Huang	樊晃,	2n4
Fan	Yun	范雲,	32
feminine	presence,	9–10,	142
Feng	Zhi	馮至,	10,	144–47,	152–53,	163;	Du Fu 

zhuan 杜甫傳	(A Biography of Du Fu),	152;	
Shisi hang shi 十四行詩	(Sonnets),	146;	“Wo	
de	ganxie”	我的感謝	(“My	Thanks”),	152,	
153;	“Zai	women	de	guojia	li”	在我們的
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國家裡	(“In	Our	Nation”),	152,	153;	“Zhu	
Caotang	chuangkan”	祝《草堂》創刊	(“For	
the	Inauguration	of	Caotang”),	145

food,	30–34,	36,	37,	78,	84,	96–99,	103,	105–6;	
vegetables,	59–65.	See also	lychee

fu 賦	(poetic	exposition),	7–8,	111,	113,	120,	
126–27

Fujiwara	Sukeyo	藤原佐世:	Nihonkoku genzaisho 
mokuroku 日本國見在書目錄,	115–16

Fuzhou	鄜州,	36,	138

gender,	10–11.	See also	feminine	presence;	
women

Grossman,	Allen,	15,	26
Guangdong	廣東,	36–39
gui yi 歸依	(taking	refuge),	82
Guo	Pu	郭璞,	44–45;	“Rhapsody	on	the	Yangzi	

River”	(“Jiang	fu”	江賦)
Guo	Zengxin	郭曾炘,	107n25
Guo	Zhida	郭知達,	29n3,	38n16,	95n3
Guoshi bu 國史補	(Supplements to the Dynastic 

History),	37
“Gushi	shijiu	shou”	古詩十九首	(“Nineteen	

Old	Poems”),	122–23,	126

Han	Gan	韓幹,	28
Han shu 漢書	(History of the Han Dynasty).	See 

under	Ban	Gu
Han	Wudi	漢武帝	(Han	Emperor	Wu),	33,	

124–25
Han	Yu	韓愈,	65n36,	112
Hartman,	Geoffrey	H.,	19
He	Xun	何遜,	32,	35–36
Heidegger,	Martin,	27
hiddenness,	21–24
Hightower,	James,	121–23,	125
home,	3–4,	16,	18–21,	23–26;	home	improve-

ment,	5,	10;	longing	for,	42;	homecoming,	
153–55,	156

huacheng 化城	(phantom	city),	100,	108
huaigu 懷古	(meditation	on	the	past),	42,	43,	46
Huang	Canran黃燦然,	144,	145,	147–50;	“Du	

Fu”	杜甫,	147
Huang	Sheng	黃生,	28,	31n5,	48n27,	70
Huang	Tingjian	黃庭堅,	111–13,	127–28
“Huangniu	xia”	黃牛峽	(“Yellow	Ox	Gorge,”	

anonymous	ballad),	104n19
Huazhou	華州,	4,	41
Huijue	慧覺,	107n29
Huixiang	慧祥,	87
Huiyuan	惠遠,	84
Hung,	William,	2n2

Imagism,	151

Jia	Dao	賈島,	75
Jia	Yi	賈誼,	Han shu	biography	of:	127
Jiankang	建康,	95
Jijiu pian 急就篇	(Quick Mastery Text),	116–17
Jin	Shengtan	金聖嘆,	54–55
jincuo 金錯	(jincuo dao 金錯刀,	knife	money),	

29n3,	34
Jin guangming jing 金光明經,	107n29
jiuzhou 九州	(Nine	Provinces),	43
journey,	94–96,	99–100,	101,	104,	106,	108,	141,	

145

Kaimeng yaoxun 開蒙要訓	(Important 
Instructions for Beginners),	115–18

Kang	Senghui	康僧會,	107n29
Kuang	Heng	匡衡,	125
Kuizhou	夔州,	4–5,	19,	29–31,	33,	113,	134,	136,	

154;	customs	and	geography	of,	39,	41–42;	
local	things	in,	36;	poems	on	humble	
topics	in,	8,	57,	59–72;	past	of,	43–48;	
Zhuge	Liang’s	temples	at,	48–49,	62

landscape	(shanshui 山水),	29,	36,	44–45,	95;	
nightmarish	and	desolate,	102,	104,	148;	
painting,	132–33

Langzhou	閬州,	140n27,	141
Laozi	老子,	124–25,	161;	Laozi 老子	(Laozi Dao 

de jing 老子道德經),	21,	60n20
lexical	difficulty,	7–8,	114,	118–20,	126,	128
Li	Bai	李白,	16,	31,	42,	139–40;	“Yu	Xia	shier	

deng	Yueyang	lou”	與夏十二登岳陽樓 
(“On	Climbing	Yueyang	Tower	with	Xia	
the	Twelfth”),	140

Li	Changxia	李長霞,	10n11
Li	Churen	李處仁:	“Hong	cang	bujian	fu”	

虹藏不見賦	(“Poetic	Exposition	on	the	
Rainbow	Hiding	and	Being	Invisible”),	
103n16

Li	Daoyuan	酈道元:	Shuijing	zhu水經註 
(Commentary to the Classic of Waters),	44

Li	Liang	李良,	115
Li	Ling	李陵,	32–33
Li	Mi	李密,	122
Li	Zhao	李肇:	Guoshi bu 國史補	(Supplements to 

the Dynastic History),	37
Liang	Wern	Fook	梁文福,	144,	156
Liang	Wudi	梁武帝	(Liang	Emperor	Wu),	115
lineage,	concept	of,	28,	36
Lisao 離騷.	See	under	Chu ci 楚辭
Liu	Bei	劉備,	48,	51,	52,	53,	55
Liu	Shan	劉禪,	48–49
Liu	Waitong	廖偉棠,	156
Liu	Xiang	劉向,	125;	Liuxian zhuan 列仙傳,	

70n61
Liu	Xie	劉勰:	Wenxin diaolong,	47
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Liu	Zhen	劉楨,	32
Liudu ji jing 六度集經,	107n29
Liuxia	Hui	柳下惠,	76
Longmen	Grottos,	107
“Longxi	xing”	隴西行	(“Longxi	Ballad”),	

105n23
Lotus Sutra,	85,	93–94,	100,	108
Lü	Dafang	呂大防,	41n1
Lu	Huai	盧懷	(Lu	Gui	盧瓌):	Shuqing ji 抒情集 

155n27
Lu	Ji	陸機,	34,	37
Lu	Yuanchang	盧元昌,	70n62	
Lu	Xun	魯迅,	144
Lunyu 論語.	See	Analects
Luo	Fu	洛夫,	145,	147;	“Cheshang	du	Du	Fu”	

車上讀杜甫	(“Reading	Du	Fu	on	a	Bus”),	
153–56

Luo	Qing	羅青,	145;	“Lun	Du	Fu	ruhe	shou	
Luo	Qing	yingxiang”	論杜甫如何受羅青影
響	(“On	How	Du	Fu	Was	Influenced	by	
Luo	Qing”),	9,	160–63

Luoyang	洛陽,	3,	17,	75,	102,	154
lychee,	5,	36–39

Ma	Renshou	馬仁壽,	115
Mañjuśrī,	81,	87
Mao	Qiling	毛奇齡,	135
Mao	Zedong	毛澤東,	152
materiality,	43,	45–46,	49–51,	54,	55
May	Fourth	literary	reform,	144
McRae,	John,	77
Meng	Haoran	孟浩然,	29n3,	31,	33–34,	36–37;	

“Xian	tan	zuo”	峴潭作	(“Written	at	the	
Pool	by	Mount	Xian”),	34

Meng	Jiao	孟郊,	107n25
Meng	Qi	孟棨,	155;	The Original Events about 

Poems 本事詩,	155n27
Meng	Yunqing	孟雲卿,	32–33,	36
Mengqiu 蒙求,	115
mengshu 蒙書,	117
Mianyang	,	49
middle	couplets,	131
mid-Tang,	6,	47,	56,	69,	72
Ming-Qing	period	(late	imperial	times),	8,	10,	

107,	129,	131–32,	142
modernism,	143,	144,	163
Mt.	Maiji	麥積山,	108

Nietzsche,	Friedrich,	27
“Nineteen	Old	Poems.”	See	“Gushi	shijiu	

shou”	古詩十九首

optative	gesture,	15–16,	19
ordinary,	the,	3–4,	16,	18–19,	26

pailü 排律	(long	regulated	poem),	1n1,	8,	120
painting,	8–9,	27–28,	82,	84,	107–8,	131,	133–42;	

“paintings	of	poetic	thoughts	(or	lines)”	
(shiyi tu 詩意圖),	129

parallel	exposition,	27–28,	30,	81,	115,	136.	See	
also	shidui 事對	(parallel	matters)	

Pei	Songzhi	裴松之,	49
Pirandello,	Luigi:	Six Characters in Search of an 

Author,	143–44,	163
“poet	historian”	(shi shi 詩史).	See under	Du	Fu
“poet	sage”	(shi sheng 詩聖).	See under	Du	Fu
poetic	difficulty,	112–13,	127
poetic	series/poetic	sequence	(zushi 組詩),	

7,	27,	28,	29–39,	82–87,	94,	95–108,	113,	
118–19	

poetic	success,	5,	7,	15–16,	25–26
poetic	thought,	27–28,	39
poetry	and	religion,	7,	93–94.	See also 

Buddhism;	religious	poetry
poetry	as	history	(shi shi 詩史),	10,	144–45,	

151–53,	155,	163.	See also	“poet	historian”
Prince	Mahāsattva	摩訶薩埵,	107–8
private	subjectivity,	56–57,	65,	72

Qian	Qianyi	錢謙益,	38n16
Qianzi wen 千字文	(Thousand Character Text),	

115–17
Qiao	Yi	喬億,	107n25
Qie yun 切韻,	114
Qinzhou	秦州,	4,	41,	57,	87–88,	94,	95–96,	

100–102,	105–6,	108
Qinzhou-Tonggu	Series.	See under	Du	Fu,	

works	of
Qiu	Zhaoao	仇兆鰲,	24,	91,	138
Qu	Yuan	屈原,	64
Quan	Deyu	權德輿,	116–17
Quintillian,	17

regulated	verse	(lüshi 律詩),	45,	48,	88,	118,	131.	
See	also	pailü	(long	regulated	poem)

religion	and	literature,	7,	91,	93–94.	See also 
Buddhism;	Daoism;	Daoist	Transcendents	

religious	poetry,	7,	93.	See also	Buddhism
Ruan	Ji	阮籍,	35,	122

Sachui taizi bensheng 薩埵太子本生,	107
salt	monopoly,	98
servants,	5–6,	6n8,	65–68,	71
Shangshu 尚書	(Classic of Documents),	67,	118
Shen	Yue	沈約,	32
Shi	Siming	史思明,	102
shidui 事對	(parallel	matters),	122,	122n49,	124
Shi ji 史記,	125
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Shi jing 詩經	(Classic of Poetry),	56,	59,	60,	63,	
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