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I. What is New

At one point the ci lyric was “just a song.” Few scholars could — or would —
dispute the designation “song,” but the indefinite article “a” is a little disorienting,
as it unmoors the song from its determinate interpretative context (the specific
autobiographical and historical frames of reference duly assigned in the long course
of its reception) and sets it adrift, undifferentiated from others in the song family — not
just the ones that somehow survived, but also the large number that we know from
extant sources to have existed but are now lost to the processes of historical selection.
The diminutive “just” finishes the job, canceling what special consequence the song
may have acquired with its place in the literary canon, and reminds us of the original
purpose for which it was created — only a song that one pauses just long enough to
enjoy before moving on (perhaps back to the busy scheduled life, perhaps to other
songs).

“Just a song” gestures back to a world where song lyric delineated a separate
and protected space — a discourse of sensibility. The performance of song creates an
enclosure — both temporary and repeatable — where the burdens of officialdom ceased
to matter. It was a space one could enter and leave by choice, attractive both for the
representation of intense feeling, and also for being militantly closed against the
claims and constraints of the male public world. Authorship kind of mattered, but not
in the same way it did for classical poetry or in the later print editions of c¢i. “Author”
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functioned more as an attribute for a text rather than an emblem for its authoritative
origin or authorial intent. Texts circulated in manuscripts before they were “gathered
together” to form collections, and even then with a good deal of drift in attribution.
This world of “dreamlike disorientation” (p. 4) is where Owen the scholar of literature
meets up with the object of his investigation, ironically before it acquired the degree
of stability in text and authorship that was the hallmark of it being legitimized as
“literature.” His stated objective is to “follow the story of the lyric through the eleventh
century into the early twelfth century, as it went from a performance practice ... to a
fully literary form” (p. 4) — or to put it simply, from “just a song” to “no longer just a
song.”

The story is not entirely new. Those of us who have had any textbook
introduction to c¢i know about the genre’s ascendant course to legitimacy from a status
dismissively referred to as “small stuff’ (xiaodao /|NiE). We are familiar with the
normative scenario of its early production — a literary gentleman dashes something
off at a banquet and hands it to a singer to perform, often with a fair amount of liberty
to improvise. We also know something of the huge mess of its drifting texts and
attributions, of which a significant portion of lyrics simultaneously attributed to Yan
Shu, Ouyang Xiu, and Feng Yansi is only the most salient symptom. What is new
here is confronting head-on the challenges that this knowledge puts to our current
understanding of the genre — its authors, its history, and its extant works. For the
current account we have of the genre’s history is built around “an order of authors”
— a neat lineup of authors and texts that present a continuous story of evolution from
the genre’s reputed origins in the Tang and into the Song. But once we examine what
scanty sources we have and the nature of these sources, we find, as Owen states, “the
histories and anthologies that give us a continuous story of song lyric from the Tang
through the Five Dynasties into the Song are on exceedingly fragile ground” (p. 51).

Again, the sources about the early transmission of ¢i from which Owen draws
his conclusion are hardly new; the issue is what we have done with them. Do we
acknowledge them with a nod and continue to study ci up through the Northern Song
within the framework of the order of authors in ways that tacitly affirm it? Here I think
of the new biannian editions published in the last few decades that present the works
of individual lyricists in chronological order (with varying degrees of reliability in the
dating), as well as the studies that these editions make convenient, the ones that study
a lyricist’s style in light of their “thought” and/or its evolution through the different
stages of their life. Or do we bracket the issue of transmission and treat it as a separate
problem? There is a wealth of scholarship in Chinese providing meticulous collation
of early sources and editions. Daniel Bryant’s study on the textual genealogy of Nan
Tang er zhu ci also falls into this category. The third approach has been to treat the
idea of “author” with a great deal of caution, making the necessary distinction between
the historical person to whom the lyrics are attributed and the persona presented in
the lyrics. Without taking “the author” for granted, we assess the reliability of what
biographical and historical information we have and weigh it against the internal
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evidence in the lyrics. This approach presents much more nuanced and historically
accurate readings of the authors and their works, and provides new perspectives on
the current narrative. Ronald Egan’s works on Ouyang Xiu and Li Qingzhao are fine
examples of this.

The fourth approach, not attempted until Owen’s book, is to seek an alternative
order, to develop a framework that is consistent with what we know of the nature of our
sources, from which we may then reassess the very concepts that we use to understand
the genre. Just a Song presents the story of ci in this alternative order — “an order of
books” — which to my mind is its most important contribution and what makes it a
groundbreaking study. His methodology may be summed up in the following: what do
the extant books — the time of their appearance, the nature of their sources, and the way
they were compiled — tell us about how the genre was understood, and how does such
analysis change our understanding of the works and authors that they were supposed to
represent? By this, Owen proceeds to demonstrate that, “once we think of the history
of song lyric as a history of its books...rather than of authors, our understanding of the
history of the genre changes” (p.6).

II. An Order of Books

Owen presents his story in “an order of books.” An introduction is duly
included, which looked clear and useful enough as a roadmap on my first read through.
But looking at it again after having followed every thread to the end, I find that it failed
to do the book justice. If anything, it takes the edge off of many of his arguments.
The “real” introduction in my opinion is Part I, comprised of the first two chapters.
Here he asks the core questions, outlines the general issues, and lays the framework
for discussion for the entire book. Owen identifies the core problem of ci as the gap
between the moment a lyric leaves the author’s brush and the time it enters a collection.
He devotes the first chapter to “tracing the route of a song from its composition to
a book we can now access” (p. 21) based on his reading of prefaces, colophons,
anecdotal accounts, and comparing early ci anthologies. A lyric may pass through the
following moments on this route:

a) circulating as “singles”;

b) enters a personal repertoire (of a singer or an aficionado);

c) gathered into a collection representing a particular lyricist;

d) enters anthologies or compendia; and

e) beyond: expanded editions, recovered manuscripts and reprints in the Ming

and the Qing.
The route from a) to d) may be cumulative, or it may overlap or skip steps — we do not
know for certain. Owen’s point is precisely this: there are large gaps in what the extant
sources can tell us of sow a lyric gets from a) to d), and that we cannot assume it to
remain unchanged in the process. In fact, what the sources do reveal is that these are
the moments when words and attributions shift and change.
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Moments a) to d) are also song lyric’s modes of transmission. Single sheets
and small repertoires were the norm before the appearance of early collections.
Owen identifies some time markers for when things were changing. Two periods are
worth highlighting here. The first is a three-decade timeframe from 1058 to 1089,
the greater part of which overlaps with “the age of Su Shi” (he comes back to these
“stabilizing dates” throughout the book, see esp. Chapter Seven). The upshot is that
we see lyricists exercising more control over their own collections toward the end of
this time window, whereas before the age of Su Shi, collections were made by editors
gathering what is available from existing repertoires (4RJ&f1{£), rather than working
from an authoritative base text. This means that “we have a world of shifting texts and
authorship intervening between the moment of composition and the early collections
of a lyricist’s works” (p. 25). The second period of transformation is the mid-twelfth
century (roughly 1140s and 1150s) as song lyric was beginning to enter print culture.
Again Owen draws attention to the difference between the textual base that the early
Southern Song editors were likely working with as they compiled books of Northern
Song lyrics, and what we now assume to have been their sources from the expanded
editions that came later.

The timeline aligns with Qian Xisheng’s division of early ci transmission into
the “age of performance scripts,” “the age of manuscript editions,” and “the age of
print editions,” but Owen makes some important inferences that would inform his
reading throughout the book. He allots a much larger role to the singers not only as
performers and transmitters of song lyric, but also as possible authors. Considering
in the early stages of transmission a lack of concern for the scholarly accuracy of the
attributions (it’s “just a song” after all), he introduces the idea of “author magnetism”
— the phenomenon that a famous name gets attributed lyrics by, for example, singers
in the likely scenario of being asked “who wrote it?” It leads him to infer that, “The
fact that we commonly have the same lyrics appearing under two or more famous
names in extant collections does not mean that those are the only lyrics that may not
be by the author assigned in a particular collection” (p. 33). The implication of this
concerns the body of lyrics with hitherto uncontested authorship, on which we have
based with a comfortable sense of certainty our understanding of famous lyricists such
as Ouyang Xiu, Liu Yong, and so on. Owen suggests that singers may have composed
some of the lyrics now attributed to a famous lyricist, “the lyrics composed by singers
— where did they go?” (p. 33) If we accept that an unknown portion of famous lyrics
from the Northern Song were composed or revised by singers, and given that singers
were normally women, then it becomes necessary to revise the basic assumption in the
current gender discourse about song lyric — that the genre is associated with feminine
values and feminine space, but mostly composed by men.

Owen acknowledges that sources are scant, and that his idea of the “normative
scenario” of how early collections were made is based Yan Jidao’s account in the
preface to Yuefu buwang. However, there is circumstantial evidence to support his
inferences but none to refute them. The greater role Owen allots to singers also informs
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the bold hypothesis he proposes in Chapter Two. Arguably the most provocative part
of the book, it states that the origin of ci as a textual genre “may be none other than a
change in transcription practice.” I will treat the hypothesis in a separate section, as
there are too many layers to get into here.

If there is more material to work with for the mid-twelfth century, the situation
is no less opaque as to how lyrics from the Northern Song were circulating. One
important observation Owen makes is that even as song lyric entered print, manuscript
still played a significant role in its textual transmission. Our knowledge of the stability
of the manuscript versions, as well as their relation to print, is very much incomplete.
Owen observes that lyrics were generally circulating in selections rather than
“complete” collections, many without the author’s name attached. In other words, the
degree of drift in text and attribution is much greater than is commonly assumed.

The case of song lyric from the eleventh through the mid-twelfth centuries
presents a singular problem in writing genre history: as the new genre matured from
performance text into literature, its changing modes of transmission occurred in
the context of a broader shift from manuscript to print in literary culture. The neat
taxonomy of authors through which we tell the genre’s early history is an anachronism,
founded on a sense of certainty and stability in text and authorship that only came at
a later stage. By directing the focus of his inquiry at the early lyric collections and
the nature of their sources, Owen’s exercise reveals complex processes at work in
determining what gets read and preserved. It serves as a reminder of the cost of attrition
in the genre’s legitimatization and canon formation — in the vast body of drifting texts
whose reality is only partially and obliquely reflected in the specific arrangement of
texts and authors that shape common perceptions of the genre.

The exercise seeks to break free from the old order of authors, but it is
essentially a constructive argument in the sense that it resituates texts in relation with
the author and to each other. Every lyric has a creator — even if by “creating” Owen
sometimes means adapting or amplifying an older text — but the author’s relevance
varies according to the amount of control he exercised over the text we are now able
to see. Su Shi, whom Owen infuriatingly labels “the dynasty’s largest ego,” is an
exceptional case in giving us the first large set of lyrics in a determinate relationship
with the historical author. In most cases the relationship is indeterminate. Owen takes
a book-oriented approach, treating “author” as a function of the texts they may have
produced, and certainly of those with which they came to be associated. The perceived
image of an author may acquire a vague contour, as in the case of Ouyang Xiu,
which in turn would serve as the principle for selection and exclusion. The author’s
“magnetism” would also draw anecdotal accounts in association with his lyrics, as in
the examples of Liu Yong, Qin Guan, and He Zhu.

In Chapter 13, Owen makes a useful distinction between a genre’s past and
its history: “A sense of a genre’s history is not just a body of texts with attributed
authors who can be dated; it involves thinking of the genre as a sequence, comprised of
differences and changes” (p. 344). If the writing of literary history involves organizing
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texts into a system that tells a story of “change,” Owen is suggesting a different way
of organizing extant lyrics by the manner they survived, stabilized around notable
names, and entered the textual tradition. Freed from the presumptions that come with
a superimposed taxonomy of authors, we see texts relate to each other in new ways. It
allows us to think about individual style and period developments in song lyric in ways
that reflect the reality of its transmission. When Owen observes an “authorial quirk,”
or notes the basis for judging an earlier or later lyric, or discusses the variations on a
motif among an author cluster — such as among Yan Shu, Yan Jidao, and Feng Yansi
— the referential “norm” by which he judges these differences is historically-specific
and changing. It is none other than the body of texts in the immediate genre family at
a given time, and extending outwards to include the contexts and conditions in which
they survived.

Underlying Owen’s exercise is the awareness that as modern readers and
scholars of literature, we remain on the opposite side of a historical barrier from the
texts we study. Texts were created under a different set of conditions and understood
by a different set of rules. Indeed it is an overarching theme in Owen’s scholarship
on traditional Chinese literature to imaginatively recreate the conditions and rules of
reading. In Just a Song, that awareness is expressed with a mixture of wonder and
appreciation: “Interesting and messy processes intervene and control what we now see.
Somehow, through it all, works of rare beauty survive” (p. 18).

IIL. The Discourse of Sensibility

The main story comes in three parts: “Part II. The Early and Mid-Eleventh
Century”; “Part III. The Age of Su Shi”; and “Part IV. Into the Twelfth Century.” It
is told in a sequence of chapters each focusing on one or a group of lyricist(s) active
around the same time. Owen justifies this arrangement by author as follows: “the full
textualization of song lyric came as people searched for lyrics by famous authors, and
the texts have survived for us in conjunction with these names” (p. 10). Organizing
the chapters in this way does have the advantage of highlighting the problem of the
relation between books and authors. Owen explores these dynamics in the chapters on
Liu Yong (Ch. 3) and Ouyang Xiu (Ch. 5), and to a lesser extent in his discussion of
Qin Guan (Ch. 10), He Zhu (Ch. 11), and Zhou Bangyan (Ch. 12).

However, this arrangement somewhat obscures the other half of the storyline:
the changes in song lyric as a discourse of sensibility while it passed from performance
practice to literature. In fact, the rationale in using the loaded term “sensibility” is not
fully explained until Chapter Ten. Owen proceeds from a simple spin on the idea of ci
being “separate” — circulating separately from the author’s literary works and separate
from his “serious” commitments (being just a song) — and treats the genre’s segregation
as a protected space within the larger world of Song discursive culture. He explores
the themes, the representation, and the gender and social dynamics both within
the enclosure of song lyric’s discursive sphere, and also in terms of the values and
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positions that it rejects and excludes from the larger world that contained it. He argues
that “the tradition of song lyric was essentially a discursive counter-culture in the Song
world of public values that were becoming increasingly restrictive in the second half
of the eleventh century” (p. 222), characterizing the song lyric as “an attempt to speak
all the possible ways that human experience does not belong to the public world or the
rational world or the conventionally moralistic world” (p. 267). He evokes the usage
of “sensibility” in eighteenth-century Europe to situate song lyric as a discourse of fine
feeling that was both an alternative to, as well as a function of, the larger cultural world
that increasingly valued rationality and moral restraint.

The reader may disagree with Owen’s characterization of the eleventh century
as “rational, practical, and philosophically moralistic” (p. 267), or may point to its
difference with eighteenth-century Europe, but his point is not to draw cross-cultural
parallels but to take a broader view of the discourse of the song lyric — not as a self-
contained world in a timeless vacuum, but in a relationship of oppositional symbiosis
between culture and counter-culture. This perspective allows Owen to present a
remarkably nuanced picture of the changes happening in the genre. The reader may
discern a few “plotlines” in the story — for example, going from direct representations
of love in earlier lyrics to its figurative displacement beyond a barrier; or in the
presence or absence of women in treating the theme of separation (p. 284).

But to my mind, a more important implication of Owen’s argument is that it
problematizes the act of interpreting early song lyric as “literature” or “poetry” before
it was legitimized as such. For classical poetry, the canonical statement of its genre
identity also serves as its interpretative paradigm — we are told to read for the author’s
“resolve.” There is no comparable thing to start with for the ci lyric. The Song critics
from the late eleventh century onward were anxious to establish the genre’s difference
from classical poetry. Their focus, however, was mostly on its history, musicality, and
compositional techniques. Until the couple of slim treatises from the late thirteenth
century, we have scattered contemporary opinion on how the representations of
romantic love, longing, and attractive women should be taken once they enter the
realm of “literature.” If the branding of Liu Yong as “vulgar” is any indication, the
genre’s legitimization came at the cost of de-privileging certain themes for being less
than comfortable for the reading community. Though to be clear, in the Song, those
themes have verged on the morally reprehensible even for classical poetry. People
eventually got around to it in the seventeenth and eighteenth centuries, with various
“schools” prescribing different reading paradigms grafted from classical poetry, the
Chuci tradition, and even the later dramatic genres. Of the interpretative approaches
commonly seen in today’s scholarship from the gender, biographical, and generic
perspectives, the latter two still draw extensively from the Qing reading practices.

The question boils down to this: “how should we take the words in the song?”
In fact Owen has posed a similar question in an earlier article, “Meaning the Words:
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The Genuine as a Value in the Tradition of the Song Lyric,”' where he discusses
the ways in which a performed text could voice genuine feeling (or not). There are
moments throughout the book where he seems to be responding to and expanding on
the earlier argument. Whereas the article limits to textual analysis, Just a Song situates
the analysis in the sociocultural environment of the eleventh century, granting song
lyric its immediate discursive context in which we may read and interpret its words.
His readings address, directly or indirectly, the common questions asked in today’s
academic discourse concerning gender codes and gender opposition, the representation
of emotions and interiority, and the genre’s “difference” to classical poetry.
In asking what a song “means,” scholars of literature may seek a different set
of determinations than the listener in the eleventh century. Owen observes such
disjunction in the debate over the speaker’s gender in Zhang Xian’s “Pusa man:”
Since such an argument cannot be decided, it will continue until we remind
the parties in the dispute that they are in the wrong “discourse” — an academic
discourse that requires decision when writing, say, an “appreciation” that
paraphrases the situation (or an English translation). This is “just a song”; the
lovers are in a gender limbo due to conflicting gender codes, with the gender
of the speaker to be determined as the listener prefers — if the listener cares to
make that determination (p. 109). (EFER KIFENEEER)
“Pusa man” typifies the difficulty in performing gender analysis on song lyrics, when
the discussion of gender roles, voice, space, and the speaker’s image often rests on
making the female vs. male determination. Owen draws the line differently around the
genre’s negative unity. The fascination of song lyric, he argues, lies in what is being
excluded from representation — the norms and constraints of the male public world:
When we enter the discourse of longing and desire, however, the society of
males virtually disappears from representation (even though it is the intended
audience); there are only two people, a man and a woman. It extends beyond
that to a larger discourse of sensibility, defined against the male public world. (p.
103)
The argument invites us to reflect on the appropriateness of conceptualizing song
lyrics’ discursive space as feminine. The space and its values were often associated
with the feminine by the male writing community, but it was open to male and female
authors alike, to be entered and left on occasion. The gender dynamics within the
song lyric — in the representations of courtship, love, separation, and so on — may be
understood as an attractive alternative to the social dynamics in the male-dominated
cultural world. The argument presents an important perspective into the study of female
lyricists from later eras, specifically the possibility and problems of a “female voice”
while writing in the language of the male elite. Though only one major recognized
female author falls within the book’s timeframe, it is useful to remember here Owen’s

! Published in Voices of the Song Lyric in China (Berkeley: University of California Press, 1994),
pp- 31-70.
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emphasis on the role of singers (usually female) as the real professionals in the world
of song lyric. In other words, female professionals may have created or reworked many
of the famous lyrics as we know them.

“Discourse of sensibility” speaks to a line of argument in Chinese scholarship
that characterizes song lyric as “the literature of feeling” ({F#& SC£2). The argument
may be traced back to the traditional critics’ efforts to define song lyric’s generic
difference against classical poetry by its emotive content. Wang Guowei offered the
most quoted articulation of them all: “song lyric can speak what cannot be spoken
in shi poetry, while it cannot exhaustively speak what can be spoken in shi poetry.”
A kind of sensibility imagined as specific to the song lyric is the nexus for many
critical concepts and judgments made about song lyric “proper” (zheng IF) and its
“deviations” (bian %#). The most obvious difference in Owen’s argument is that it
does not seek an essentialist characterization of the genre, but structures “sensibility”
in the sociocultural context of the eleventh century. It addresses the fascination
of the intimate interior space of feeling presented in song lyric — often intense but
completely indeterminate — from a historical perspective, as opposed to an essentialist
understanding of the genre’s “difference.” As a discursive sphere, song lyric can
accommodate widely different values and positions that are not reducible to a common
property. Understood in this sense, Owen is able to make his assessment of Su Shi
outside of the shi vs. ci, or the wanyue vs. haofang binaries, arguing that the discourse
allows a space for Su Shi’s lyrics as a singular possibility, rather than an opposition” (p.
267).

Owen’s story of ci as a discourse of sensibility speaks to traditional criticism
and current scholarship on many different levels, but he has the gift of bringing them
all together in beautiful textual analyses of individual lyrics. The following reading of
Qin Guan’s “Manting fang” is, in my opinion, an example of Owen at his best:

His little boat moves along in the night, and the aficionado of song lyric would

think this was a standard “travel by boat scene,” until that forward motion is

arrested by the tiniest, almost motionless point of a fishing line in the still water,
creating faint ripples as it is reeled in, which seem to pull in the reflection of
stars... We might recall Ouyang Xiu’s comment on the mirroring surface of

West Lake in Yingzhou, that in the lake was another heaven, another world.

Here attention is focused on the line moving through the mirroring surface.

Through it we enter the idyllic world of the second stanza, in which the speaker

is not simply fishing but has become “the fisherman.” The outside world enters

negatively, as the lyricist disdains the laughter of others and refuses to “listen

to” what goes on in the outside world. (p. 281)

The world of idyll hardly falls within the bounds of wanyue, but it is functionally the
same in the way it positions itself militantly against the claims of public life (p. 279).
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IV. The Hypothesis

Owen frames his hypothesis about the origin of ci in a very specific way, “I
am here treating the ‘origins’ of song lyric not as the historical background of Song
dynasty lyric, but rather as a body of texts — of different degrees of credibility —
entering the history of Song dynasty lyric as it matured toward the turn of the twelfth
century and looked to find a past for the genre (51).” He specifies that it concerns the
origin of ¢i “as a textual genre.” In light of this book’s thesis, I confess to have initially
found this divorce of song text from song practice rather baffling. It became clear,
however, that it is not only necessary but even crucial to his argument. The following
paragraphs result from an endeavor to clarify to myself the phenomenon that this
hypothesis aims to explain as well as its quarrel with the existing explanations. I will
then attempt to tease out its implications and test its limits.

It seems to me that the mystery Owen tries to explain is this: what is the origin
of the heterometric form that came to be the song lyric’s differentiating feature against
classical shi poetry? The standard explanation traces it back to the now lost musical
settings of the lyrics. The account goes that isometric verses could not be directly set
to the new banquet music (yanyue #%%) in the Tang, which was a combination of
“pure music” (gingyue 75%%) of the past courts and Central Asian influences. Choruses
(hesheng F[1%) or refrains were added as functional space-fillers when adapting them
to musical settings. The functional parts were then incorporated and conventionalized
into ci tune patterns as we know them. There are recent attempts to trace the origin to
another kind of music, but the basic premise of seeking the origin of ¢i tune patterns in
music has remained unchallenged.

What Owen finds problematic in the standard account is not in viewing the
practice of adapting verses to music as the historical background of ci, but specifically
with taking ci as a textual genre in the Song and seeking the origin of its metric
patterns in Tang music. This is not merely a matter of technicalities as it is an important
part of the genre’s “identity” and serves as the basis for a continuous history from
as early as Li Bai, traditionally hailed as the ancestor of song lyric, through the Five
Dynasties and into the Song. As he points out with Ren Bantang’s seminal work on
sung poems (shengshi) from the Tang, one needs to presume a great amount of stability
and continuity over time in order for this explanation to work. It presumes the stability
of melodies from the Tang, as well as the identity of the words sung and the transcribed
text. Owen views the latter as “potentially the most serious anachronism” about early
ci, being the assumption made when song lyric reaches the age of scholarship and high
literature beginning in the mid-twelfth century (p. 52).

Owen makes the distinction between the practice of song, which was
continuous from the Tang into the eleventh century, and its transcription and textual
transmission, which may or may not accurately reflect song practice. He suggests that
the half-century “hiatus” in song lyric history after the founding of the Song dynasty
may be an issue of textual transmission. He also poses the question whether a song was
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always transcribed in the same way. Proceeding from the notion that “the written text
and the text as sung were not expected to be identical,” the hypothesis states that “what
we call ‘song lyric’ (ci) is a change in transcription practice, writing out the words
as they were sung or as the author wanted them sung.” In other words, the difference
between the base text and the song may have always been there; the “change” is in
whether to transcribe the song as an isometric poem or to write out the words as they
were sung.

Owen argues from the extant adaptations of Wang Wei’s poem, “Sending Off
Mr. Yuan to Anxi” 32 JC {274, that it is easy to “pad out” an isometric poem for
any melody, since all that was necessary was for people to recognize the primary text.
The “padding” involves quoting and framing phrases from the poem, a practice he
describes with the term yinkuo EFE. The practice may have been continuous long
before it became visible in the textual records — invisible because it was taken for
granted as “a way to sing the poem” (p. 59). He suggests that even though “Lay of
Yang Pass” is an exception in the textual records, it may have been “one norm of song
practice” (p. 57). He cites no evidence for this, but there are accounts, such as an entry
from Shen Gua’s kG Mengxi bitan 225X, to support this interpretation (quoted
below).

The merit of this hypothesis is that it opens up a whole new perspective to
think about early song lyric’s relation to music. The issues he raises with the standard
account are valid; and when we look back from this perspective on the poems classified
as “ci” in the last twelve fascicles of Quan Tang shi, we find that the line separating
them from yuefu and quatrains is in fact extremely tenuous. There is no fundamental
structural difference between them: it is easy to take an early tune and rewrite it into
an isometric text, which may very well be the reversal of the process in song practice.
The verses in the “Song Lyrics in Recent Eras” GI{{HiEE) section of Yuefu shiji 4
JiF55 4, mostly transcribed as isometric poems, are also strong supporting evidence.
It thus becomes necessary to revise the notion that early lyricists were writing to
“tune patterns” dictated by musical settings or with a consciousness of a separate “ci
aesthetic” founded on the presumed structural difference.

A second set of implications has to do with the class argument. The three-tier
classification introduced in the early twentieth century still informs a widely accepted
account of c¢i as having evolved from the bottom up: from the “lyrics of the common
people” (EEfE1EA) to the “musician’s lyrics” (ffi _L3A]) and finally to the “lyrics of the
literary men” (3L / 1: K Kd). Since one provision to the hypothesis is the greater
role allotted to the singers as creators of the lyric, it effectively breaks down the old
classification.

In the way it is presented, however, the hypothesis needs a good deal of
clarification. To treat song lyric’s origin as “a body of texts...entering the history of
Song dynasty lyric as it matured toward the turn of the twelfth century and looked to
find a past for the genre” is not based on an intuitive understanding of “origin.” One
usually expects a moment of takeoff. Owen identifies two moments: “In the Dunhuang
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manuscripts we seem to have scribes writing down songs as they were actually sung.
In the Huajian ji we have a second moment: contemporary literary men writing down
songs as they wanted them sung, perhaps emboldened by the Tang precedent of Wen
Tingyun” (p. 57). Is he arguing that the origin is the change in transcription practice
as we can infer from these texts, and that while the practice continued through the
eleventh century, the moment of change had occurred long before? Or does he have in
mind a perceived or reconstructed origin as the genre matured? If the latter is the case,
the critics in the eleventh and twelfth centuries actually gave a completely different
account.

Owen needs to put his hypothesis in perspective with the existing explanations
about the origin of song lyric’s metric form. He cites the Cai Kuanfu shihua %58 K5¥
8 about using “added phrases” (hesheng F1&#) to fill in the tune; Shen Gua provides
the earlier account in more detail:

Old yuefu songs all had both sounds and lyrics, which are transcribed together.

For example, “ha ha ha” or “hua hua hua” are all ‘choruses’ [to be sung in

response to the main lyrics]. The refrain chords in today’s wind and string music

are a vestige of this practice. But in the Tang people started to write lyrics to fit
the tunes, no longer using added phrases. It is said that this practice began with

Wang Yai, but in fact it was already prevalent in the Zhenyuan (785-805) and

Yuanhe (806-820) reign eras, with some occurring before him.

TRAGEABAF BT A HEE ~ FTFTFTA - TR AL - 5

B Z PYRAE s TRAE IR o BATSAFEEANG T 0 TR A o phs s

FHEEW > RAAL  AFLM - BZE TS THERZNA
Hesheng turns out to be a confusingly versatile phrase: here Shen Gua is referring to
choruses; it is sometimes confused with refrains (preserved in some extant tunes, such
as “Yi Qin’e” [EZ& M) and padding words (chenzi #1F). Owen does not question the
validity of these accounts, only pointing out that there may be other ways in which
a poem may be sung — such as yinkuo. And yet, these same accounts have also been
cited in recent scholarship on the relationship between music and song lyric, all of
them building on the works of Ren Bantang and Yang Yinliu, to arrive at a different
conclusion, namely the heterometric lines resulted from turning functional space-
fillers into content phrases. The question is how far we can push Owen’s hypothesis
about yinkuo and the change in transcription practice to distinguish it from the current
explanation, and how it would change our reading of early song lyric.

As far as I can understand, there are two layers to the question. As a way of
adapting a poem to song, what Owen means by yinkuo is not substantially different
than the other methods we find in the Song accounts. The key difference is in how
one views the relationship between a voiced poem (shengshi) and a song lyric. The
prevailing explanations postulate a period in the Tang when shengshi and song

2 Shen Gua, Mengyxi bitan (Shanghai: Shanghai shudian, 1934), 5.86.
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lyric were two main co-existing song practices;’ then shengshi declined in the Five
Dynasties, to be replaced by ci lyric in the Song. Owen seems to be arguing that there
is no real difference between the two, with both continuing well into the eleventh
century, and that the change is actually a change in records and transmission. If this is
the case, then Owen needs to clarify what portion of the extant lyrics his hypothesis
accounts for: does it make a difference in the way we read, say, lyrics from the early to
mid-eleventh century? Should we see them as the product of original composition or
of adaptation? Are we to imagine some isometric primary text with which a lyric may
be associated but did not survive in the records? In making that judgment, should we
make distinctions between xiaoling and manci, and between different types of xiaoling
patterns?

The core issue here is how we think about song lyric’s “identity” in terms of
its formal integrity — whether such integrity existed at all and when was it acquired.
The current explanations, which take the heterometric form as a function of musical
settings, would point to the Huajian ji, with a handful of patterns continuing from
as early as the ninth century. Owen convincingly demonstrates the fallacy of these
arguments; his own take on the “gift of form” is very different, treating it as a sort of
liberating force from classical poetry in the way it breaks free from the latter’s strict,
architectural order and imitates the motions of speech (p. 91). Hence his unusual idea
of “origin” as a process of different texts entering into the tradition all the way to the
end of the eleventh century.

There is, however, a third way to think about the lyric form that makes it neither
an ancillary to music nor negatively defined as liberation from classical poetry. The
attraction in the form’s irregularity is not only that it “naturalizes™ artifice; the flipside
is equally true — it enables a more sophisticated form of artifice that is not possible with
classical poetry’s linear symmetry. The delight in crafting, moreover, could be indulged
and celebrated to a degree not usually seen in classical poetry. The image of a bamboo
mat of twining pattern, from Yan Jidao’s “Die lian hua” H#&# ", gives us a metaphor
for this sort of artifice:

HEFEMEIRSE - She starts to finger her fan of frosty silk, producing a sad
gaze.

(= Beyond the leaves the orioles

IR ZZ IR NE, o seem to mimic Qin’e song.

- A1 R — A Waking from midday nap leaves her languid for a while —

A 22 PR o The twin-weave kingfisher mat a spread of cold waves.

3 How the two practices differ is also a matter of debate. However, the old opposition between
adapting poems to music (shengshi) vs. composing lyrics to song tunes (ci) is largely debunked.
See Ye Jiaying’s discussion of the issue in “Lun ci de qiyuan” (437 494 /&), in Miao Yue and Ye
Jiaying, Lingxi cishuo (% % #3t) (Taipei: Zhengzhong, 1993), pp. 11-18 °

4 Zhang Caoren, ed., Er Yan ci jianzhu (Shanghai: Shanghai guji chubanshe, 2008), p. 287.
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¥ RE SR RS ik © The rain stops; water-clover wind blows the rising emerald
billows.

AIRAR R £ Beheld in silence the lotus flowers,

IR BRI AETA o tearful cheeks in pink facing each other.

RIGFEEHTH L - She daubs on one side green cloud makeup with the new
moon rising,

IR IE S RERE - Its round arch just the shape of her sorrowful brows.

We can easily picture this lyric being performed because it opens with the
normative scene of performance: the girl fingers her fan and poses herself to sing. But
her song is silent, her voice being displaced to some unseen orioles. The mat’s twining
weave captures perfectly the dizzying arrangement of images that follow: the gaze
on the girl crisscrosses with the girl’s gaze over her surroundings, while contrasting
markers of season and mood are interlaced between the indoor and outdoor scenes.

The majority of Yan’s lyrics exhibit an outright delight in artistry of which “Die
lian hua” is an extreme example. Two apparently opposite tendencies — to naturalize
poetry by evoking the vernacular on the one hand, and on the other, to push the limits
of poetic artifice in the text’s weave-like texture — have equally formed a part of song
lyric’s fascination and are equally afforded by the form’s asymmetry. The kind of craft
involved would allow less room for improvised adaptation between forms, and would
require a greater degree of compositional design that Owen’s hypothesis cannot fully
account for.

The affordance for a specific kind of craft was recognized very early on as
the genre’s distinguishing property. Even as it was appropriated in different cultural
contexts, the trend was largely continuous. In the world of the Huajian ji, it served the
taste of the Shu court for highly sophisticated craft that could rival nature’s beauty.
The preface to Huajian ji gives the earliest statement, using the metaphors “to tailor
flowers and cull leaves” #X{EEI#E, “to hollow out jade and carve jaspers” # T Jiff
3.’ 1t explicitly states that the purpose of the collection was so that “the belles of
Southland may stop singing their Lotus Boat [folk] songs.” The craft would be taken
to an extreme by Zhou Bangyan in manci, and further by Wu Wenying in the thirteenth
century.6

The penchant for craft afforded by the form is, of course, still short of its formal
integrity. To my mind, the latter is to be found in the completeness of the two-strophe
xiaoling — not as a function of transcription or print format, but specifically a conscious

> For a full translation of the preface and discussion of crafting in the context of court culture, see
Anna Shields, Crafting a Collection: The Cultural Contexts and Poetic Practice of the “Huajian
Jji” (Cambridge, MA: Harvard University Asia Center, 2006).

6 Seen in this light, the half-century hiatus in the composition of song lyric might have a different
interpretation. The period coincides with the age of Yang Yi, who was crafting poems in the style
of Li Shangyin among his court coterie.
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recognition of the form’s completeness as manifested in the composition of the lyric.
I call attention to Owen’s reading of Liu Yong’s “Yeban yue.” He writes referring to
the end of the second stanza, “A two-stanza xiaoling could stop at this point; but this
is a three-stanza manci; it must go on. And at this moment both the lyricist and the
genre are thrown back to their past: the lost urban world that was their home, as well
as the sophisticated beloved of the Entertainment Quarter.” The third stanza opens
on a “moment of reversal:” “going from looking ahead to memory, from the giggling
girls of Yue to someone left behind in Bianjing, from a new world for song lyric back
to an older, more familiar world” (pp. 92-93). The reading is brilliant, but there is an
unaddressed assumption here. It assumes the structural completeness of the two-stanza
xiaoling and the lyricist’s play on it. Later generations developed a sort of intuitive
sense for the two-stanza form. Did lyricists of Liu Yong’s generation have it? I think
so. But how early can we take it to be the case?

One of Ouyang Xiu’s lyrics, to the tune “Tasuo xing” (for Owen’s translation
and analysis, see p. 137), provides an example. We do not have the musical setting
for this tune, but I think it is safe to assume that the same (or nearly identical) melody
would be repeated for both stanzas. And so the audience would hear at the opening,
“Plum blossoms tattered at the guest lodge, / willows delicate by the bridge over the
creek” fREEMFEE, YAREMIAN, and again when the melody is repeated, “Every inch of
her tender guts, / bright and clear, tears through powder” ~}~]Z¢f5, F&EHTR. The
listener would draw the common metaphorical association between the delicate willow
branch and her “tender guts,” and between the plum flowers and her tears. The lines
are like mirror images; they open up to the same spring scene, functioning as different
settings for the male and the female persona. We have an outdoor setting of a man
on horseback, sorrowful for being parted from the woman; and an indoor one of a
woman on the highest part of the building longing for the man. The “spring water” 7
7K at the end of the first stanza is the boundlessly expansive counterpart to the “spring
mountains” (L] in the second. The two stanzas loop around as variations of each
other.

“Tasuo xing” is a remarkable lyric: remarkable in the way it relies on
the properties of the two-stanza form to stage the sorrow of parted lovers in two
mirroring settings. The effect cannot be replicated in an eight-line classical poem,
even though one may easily render the lyric into four rhymed couplets. There is a
logical completeness to its structure that resists rewriting into a different form, such as
yuefu, regulated poem, or stacked quatrains. The two-stanza form may be based in the
practice of repeating stanzas in song (die ). It is still baffling, however, that the two-
stanza form somehow became standard for xiaoling, while the most famous song we
have on record has “three repeats.”

The question is since when? We do not see this sort of staging done in Huajian
Jji. Two-stanza xiaoling are more common in Yangchun ji, and there are examples of
corresponding moments between stanzas, but nowhere as clear-cut as “Tasuo Xing.”
Neither do we have enough evidence to empirically date its contents to earlier than
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the mid-eleventh century. Liu Yong utilizes the stanza division a little differently.
While I do not subscribe to the Qing critics’ reading of the first stanza as “scene” and
the second as “emotion,” because they seem to want to read every kind of poem in
this way, there is a pattern in Yuezhang ji to contrast the “now” and “then” in the two
stanzas. Thus, when Owen casually observes that “a two-stanza xiaoling could stop at
this point” but that a three-stanza manci must go on, I take it as an indication that the
middle of the eleventh century was already a moment removed from the origin.

Owen ends his chapter on a snarky note, “Until someone demonstrates that it is
wrong or has better evidence for an alternative interpretation, it is a hypothesis worth
keeping in mind” (p. 59). The evidence is simply not enough to do either and I will
not be baited into trying. What I have done is to ask how much of the current material
it accounts for and to push its limits. Nevertheless, in storytelling we are allowed the
satisfaction of sequels, variations, and spinoffs. To the question of song lyric’s formal
integrity, I have offered my thoughts as a spinoff. My sense is that Owen’s hypothesis
may have allowed too much fluidity between forms while not giving sufficient
attention to the genre’s textuality, even as it was circulating primarily as songs. And so
my spinoff concludes in the form of a question: was song lyric ever “just a song”?

Encountering China: Michael Sandel and Chinese Philosophy. By Michael J. Sandel
and Paul J. D’ Ambrosio. Harvard University Press, 2018. Pp. xviii+297.

REFE FEREYE A& AR

AEU—O—NE=AME LERERATE R AR TSRS/ s £
sk SRS EERERRTR 5 - SRR R MEE TS TR DU —REERENE
BEEw SCH AT HE -

i £ Fe 8% (Paul J. D’ Ambrosio) BLZX{E T (Michael Sandel) A< A2 T/
SR RHE o 55— RERHTE SRS SIS (E R BTt BEUE L - S B TEE TR
BRERFRE - BERETEHRALR - RETSCREER o 5 TS
TEATAIS A RS TEAE S » s A ST s RS B R R I BB HE KRB
BEBRAR o 55 =R E o SRR A B E S TSR AT 5E 38 (perfection) ZiBKELZ IT
XALHIEE - fwE EEE Loyola Marymount University B KHFSEH 0 E %% (Robin
R. Wang) » ZERATH R E{R 2 o VR RZ G S ABIE RIER AL 55K
B A (person) BB » dn& EIEEILRKERE A SGEEEZ45HT (Roger T. Ames) ~ Hif
St. Mary’s College of Maryland KE2TERELRE 52 % 48 8 3C (Henry Rosemont Jr.,
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1937-2017) J{E{E2 -

DUN R & RRam R, BEE BB AT N - BN EEMRIIEIE -
REEY) L > W HREL T LA A A S B S - HIAEE
U E - —E T REs &L R EIE > RIIEASON F1il > faaE# B TR B
B o [ (ER—RET » AU TR RS ER A AT 2R - (Emth i
BRI AT LRI B SOEMT T R R M E 8 L gL FF [ - GRS
e B AR A SRR B A MEs Uik B BB » (HEIANE — R SCATRE R -
PEANAE I 2 R (2 5 BT B 7o DO (R B R B (AP T BuR 8
fBERBHERAC 8 » ASUENMMRTE S R B2 1% » BISHEIE — 22 AT I HiZR A R
BTSSR SR B Y LU E BB AE R RS2 H 40 > [H
It AEAE AN 5 P S A ARG A0 > Wy REFRHEME LR 22 B h BT B AR 5 2 B 72
AR o

—~EREAMH

BB ABEIAE . BN\ EHRT (BHERHEERER) " —
o FEET > REFHATREZENENARERE  Zi&it & ERT
FIEEEM: » BRUUE AT DIERT £ 2 (unencumbered) ~ A7 41 R HIE S 538 A A H
MEFVAE - (FRER AR R EENERESE < — BRI A G LIE fE
FEETENE o BEEAMER B EmERNEEE T EE - JIEWAE > #
AT E fE B e MR E A E 28X BRI P T [EE N B R AT © TR
PRETE R - AMMRRERT : TEREZANLEREE © 0 MiANRER : THUEEE 2 0 &
HARHBL LAY H H AT o ESRTEfA K > REMTHTAY B B2 Fr Ll A 8 1A
5 > RS MERDR S RAE AT AT ARG B S R it & R S fE 1 - (1R GETE
MNFESRIEAE N AR LIS - TR 18 e B E LR 7 A B P A
HEEEIA o HAE A0 B FRERA B R & S LBl A » A REfRRE Rl A
A EEBREEALN B THEHE) B -

FRERE - RRMRGFERERLEL R EZRMET - AR ERIUCE

" Michael Sandel, Liberalism and the Limits of Justice (Cambridge: Cambridge University Press,
1998) c PHEARLEZEM/RAZE : (ABETRAERGHR) (B K FHHRA > 2001
%) o
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0 > B EE B R RS 5 APRBHRE MR 2 & 7338 [FI R H B K
o ARz Z R SRR U A DGRt S A E & - R
I > R eSS IEME =R - (HHRZE 2R ARz - it
FEEZOAEM B > N DU AR EIRmERERGH, - BRBEAERS - MR CfaH TH
R BPSHEIEATRA R ENE - HREERERNEHZEE TR & - EF
HIEEZ - BESSROEMENEERERE A BRBRORIE U A 2 & 7338 - ARREANR R
— % o TR ERZ B R A A BRBA R AT R AR AR & -

AR MR R e R IFER B SIS A2 O, o B e RHERESIEME
R N ent g Yy - i HAE RS SRR BOR TR DIMERR B E A Bt &
BRCRS (S HAEERE - [FIRF - e R o SR EMAT /S8 AT - RESIHERR R
EFAE A Bt e B CR  BEAEBGE TS - LR PR - fLratiR TR AR
HPE > S alamse RN - SRR DU AE ~ % ~ BLERUARRIEE -
HRARLFHIBIF - (HRE » AL AR R e R B R B SR A B RAN 7 -
Je o SETEREEA LRI R AL AEF 2 (republican communitarianism) FREL
FEEERTTATE ARIGEEEBA R £ - EMMEA 68 2 HERGHE
E o (HIAER R HILFHEREREE - Se R & N8R AR S 205 M 5 2 S
NRFRE - B PUMLREZ HBUAHGEE » 52X JEMG AR &5 168
FEELL ST ~ IREESE R RERE » (HEHBR S - & AURRI Rt & 5 G fa A=
MNHERCHTRER © (B (EREREEE - AMMTn] DLk B A H AT AR A0 Bk - {EoR AR
ESKREZTEMFTE B0V - HAJEER - SIS AR EE - K
R R ALt & MR B -

FOEME (EF - —BEPLZIR) * —Eh o 3R G - MR R M
=HER[AIEERE ) 7 IEFRH o SHUARER - FEIORUGR B RE R IE 2T A ek e
RIS - MEA ISR IERBIA REER RIFnt g R HIBoR A - #IGERZ
i HLHT 2 (R TR IE 0 BIRFR R E M BRI - LIE 2 Lld
R R EL A4S - HRJR R SRS 48 » TR - IE3RAY RO S HERZ
SRR FL A B A BT R/ MES 5K o [FIBE - BHZAFAE 05 RAF 2 G BT
T#AE > I - IELRAMECHI R ERI BUAHE /1 M icha i B TR BRE TTRUREE A - It
It > IESRAY RO B BRI T B AR R o A IR REEA TE5R6 & 1%

8 Michael Sandel, Justice: What's the Right Thing to Do? (New York: Farrar, Straus and Giroux,
2009) > FEARLRMZEZE : (B —HEHZR) (£ LB HRAE > 2018 5F) o
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SFBGEHE ST > HIE S R
R THEIo Blnt 6 « S A B A A IR 2 S MERE I > B
i EERE E A o

EHREH > REROEE ERBEMER R HREEARMEZEE - M
H > REMEER RN AR HEBGEEFEFHEM AR ME - &
B RE R R E NS SR A AV ROE A o (R > RIS B R R FIRE S H B
NS E HEZRER o 81 - EREER - REMIEEERBUBTE TRE
PEMGZIEZR ] (justice according to virtues) » PMEREZ » bR TRE TMEEMETRE
ZIEF) Zh% o BEEE TIESAEME 2B (justice as a virtue) © PNEEYFE ~ A~
BN BEFELR » MERBEHIGE IR » ERERBGEHAENEA » fiH
fEEEPE AL BERMTERE > BUTEE » BiLER > (FARGIES - B
B HEBIE B0 EIERT L MRS M o [KIE > NEZDUE - B2 1S
oK SR BEBFEAIERE » BUIRREAMEZARE » TRENEERR - #2
MRIEECHRIE ERE » BE [ERZLUN) SOAF e Ry E R -

T LSS S SO BB O 2 RS FIR A
B G T

ZNNR G

ZER (ERERZAERZNRR) ME TEHH EZ i £&
(communitarianism) RS > IR1M » SEEWR R —UUSE IR (RERIR
W AT L) © BB ARKA % (civic republicanism) ©

CEREZERERNRR) B—IULUVERTE R £ (FiE) F o REHEHR
BHE ORI o Meitit F&RE B AE S 7GR » NI ERES
i E RN - fhat > B i FEZRORTE - AR R E AMER AR
Pt AR R - Hit R E— RS SE NG - 7R B2 - A
FRIOREERE R ERE TR - (A AREN ZZE AT DB A R A4S
(PIRRAR o HOR)GEET - B R E 2 T RN EME - H2 - SREMRNE > #F0E
(T E HECE & B EFERER] > HAE DR 78 SRR RES (i ~ e s B YA Ao
T8 FhF ARG ARG A 5 BEEA RERIFT IR @A 8 S i o 18 —REA B 35 B G

® Michael Sandel, Democracy’s Discontent: America in Search of a Public Philosophy
(Cambridge, MA: Harvard University, 1996) © P ARG & %% : (RENTH : XBAE S
RAEXEYE) (BT THRARBRAE > 2008 F) ©
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JUENANEEMEER (Thomas Jefferson, 1743-1826) 55 AFYFLFIE FEEV) & » [KILIL
MEREEP R E ORI

REWAE  ARMERSERHLEEZR ISP RN o BT EEE
SeAHER 2 AY - SRR R SR it & L (the common good) ° FEf E H
BN R EL o MEF RS REFARMIES HREEOGIH S - ARTEEES Tt
GHERILE » EMEEWHER H KRS REBEMS e 5 - KL - 7E30E
M ERR > ARMTEFZBORIIELR, - tRBUAHIRRE : ARG IEH B
MEREE » 2 BRRM IR > EREEER - REBEK PR E
o WXEIHBEREERE - RS > gt EREEEE - (15
95 BOEHFSUZ TR 2 KRBT » SAEM BRI — R e - 1%
HEFANARAE - HEERE - H - 5 T #RE R ERE g - &8
A TICZBR - BRI 3 T 2 B A sa B R sE & ) O H ORI
B AR - AT FANRE RS AL E 7 o (HE TRERINEE - NI
INRLTEIEIE 53 o

ok 2R [ e T B S Pl S S i R T > B R E - M R (B ST b
F > AR R R L E L FERMEREHOLZE - RIEFAEREREPERE
FHLET o ORI > BROKEESS - RAEEE (RERANmY —F A& B
T FRBE TR B B S R A T o R B B R B PR AR
REGTE o NMEEFIMBAEE A8 555 - NILHAREBE R EIE Al
TEBGE Fi& B SRR o A > BRI SRR T RR B » 25
Dt RREERNEREEEE G T EIAE - RHEERN RG]
ETHIEME  AHEY - RAEE AN R (g AR - A e iim
A o [AlRRM 5 T N RAIAERE > fRaHEE » BURRERRIUEEH LS -
T B A S T 5K o IR > AERRB R > BIRKELRA SR &1 T3¢
HH.Z[80 1 (civilization state) > TMFEPY 77 {E# ARG E AT EERT T RIFEEIZ
(nation state) ° BERIAF » BRARRVIZ 2 E > RIGEXK BAHHBUAE - RER A
BRI 252 - REAATREE A IBOA T & -

Z SR TEE

PRS2 (SRR B - LA E R PG 2 b E PRI S i AL - s
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AR LRI E SR - ST 3R 8 {8 K 7T FH 2R SR SEPE AT AT o L 5 U R
Fi o Mk (H#8) a] DURHLETR - il RISE A E R E e 5w - it DI
AR KF1 ) A BRPRRE EEEEE - DHEERE R s
BUZK ~ it Er AR ER BN > WL RSB A ) o IR E TS BCE
NEREE o (HIRRE S R K B OB R Bt & AR & HE - KIE[RIERRE8E 1R
HAILERER 5 SEMPILAEERLY, - vEEENULEHS o 19> A

R HRE B A B P L B RO U SRAE KGUcE) HOTERIBATREE - N[
FEVE T SALRAITERE5E » LR At - TERIBE (R AN iR e B
€ » MR F B> T o BEHEME < » 2 oAbt & FRYSERRE LG 228 -
W B2 MR 8 - DO E S S MHE R ZE - > #2 (i) BEE
BRE - B EE S —TEEUE (perspective) » BEHE#2 HL A EAL A BRI A
% A HAATEHIEE - sEsl7FmiaE A FEEEE A - 7] e B E A
SEGHITRULT - JEIG E SEBEH RIS, » oKL E ) - BRZESEH - SROEmRR I
MERFEL Tl WA B S TR ZERIRE - B A 7S HRRT
LRI oo HAE M - i8R R (disagreements) fi 51 %€ o HIBEETER T
REfs Hal AR s SCIbRPERE - &) DR HIEREIR - SRR Rt 2 - it
YT A UEA IR R -

TR ZAE R PR B L | - ST AR AT > AEA T AR s ST
BEHRE—R B OSERE _—OOLEH (#wE) —EHFE AL
SR TRERRFHEE ST ~ BRTEEMERE - A EEE R RIS Bt
=1 M AEREI  ESFAT A 2 MR AT LSS EA EES » TE LR AT
FLERIRE AT DR SR TEMRamEE - MEIEMLE R » REM (RE5ER) —Frf
FE B imae o FENAE TGRS (appreciation of giftedness) ia — & b : T
eV MME S MR HEANE AL R AT DU R B E /Y » (R - ACREREE ST THf
HIFmEE L (ethics of restraint) » N2 [E|{H HRMEEF AR UCE R A - FIFE

10 Michael Sandel, The Case against Perfection: Ethics in the Age of Genetic Engineering
(Cambridge, MA Harvard University Press, 2007) c P AL w2 5F + (T XL ART
RERGARENR) (Fh: RFHRAE 2018 F)  LFAFTLALTZARE >
LRI o

" 42 Ruiping Fan, “A Confucian Reflection on Genetic Enhancement,” American Journal of
Bioethics 10.4 (Apr. 2010): 62-70. Joseph Cho Wai Chan, “Concerns Beyond the Family,”
American Journal of Bioethics 10.4 (Apr. 2010): 82-84 ° 2% & : (@ JE 44 ALY (3t
R EZHEE 2014 F) o
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BEASTE O H PRISERE T AME(RAE AMERIEE » 232 RESHE R EEE
MRS - 5E N ZRRIBE R - WAt EE T - R TEIRK -
AR IEMEMI RS NACREZ 38 » SHE ML AE » & am A 2] DI E RO
R B EATAGR R o ORISR IERE AT HLETEYy TR (das rechnende
Denken) > LA EAL > 1EHEHE TIPS A o HUERIANAZ
WIS » ARG L - AlRehIRE o BRI SR - (EHA > LR
NE > MEETT © FEMZEER - BIFE ~ JUE it o - EUIERIREHE - 5
FHEGGEEN BRI o BRI AT ERM AN - BARERE
LIRRMITESRE » 110 - BFRAI N B RMIIRM AT S AR R - e A < d
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FOIAE « H e LS AR IERE - REFTE T AR - B R /7
EHIRE T JEE RTS8 ) » )2 PR & B )R RSB MG IR BRI AE
“ R R B AEE T R R IR AR - SRR RS B
HUEAIAL B R Rt 2 ] > HL BB O ER BRI s P PR B 2 A & (B (5 T 2K
AR TG ) IBRIMEE A REREERE T3 - ZERAE—O—L
ARG THIZ & - S =517 BB & L -
H QeGSR IR TPas ) FIBERAEEr ) () RS e B REa
MR —EAEAME bR - AR > BRI - SRBIERE > (A
i o FRAERIF R —(ERAFIERE - ) ' MhaEkE IER TGRSR T B MR
FrEim) Bl > ArBURAES B ORIl B Bl 18 L iRl -
BRI FE 24l 5 B BRI 2 Bl N U RE 7 B — (A TR £
A Jike TGRS .

S BRE/AEERE

FROERIM S E RSO AR HE - £ (WEEIIY) HEBREE /
T1 YRR AR RO AL ~ 009 W 8] 055 B v R s B Rk - EP8 R T

SUBRHALEEAM > AZOOREAGEBEHEE MR o LE/AT LG - (B
AXB=@rd : EEF - FBRE BB (FH: =ZHEE-2020%F) » A2

2 ZO—EF T AEREGAT RREREERE LMY THARS - KO REARNE
Bl X ASSEFATIR B R M8 R 2 MEE T ALK Wik N FR A F %
WinF IRt
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MYzt = EARASCI =871 ) BIERER e Eram s e CREARASCHI=1E77
] AR~ EECE - BIFE) © IR WEERE - RO - BIREN AR
TEETHT - FRAEREZ

FERAENFTREFMES o RBFEHRFOORELTZA M LTHE
& (PERARERGRE—R) (The Romantic Generation of Modern
Chinese Writers, 1973 ) # & Bv9 AEAF KAEANE & B 3 bo 5 09 G RATAE ~
%%ﬁ%’i%kﬁ’%mm@% A BN R B L RAER LR
o (4B FH ) M & RFTAIE » U=+ F R ILBIE BT X »
&&k%%%%ﬁ%*%’ﬁiﬁ’&ﬁﬂi’iyE%%ﬁ%°<L
B JEE) (Shanghai Modern: The Flowering of a New Urban Culture in China,
1930-1945, 1999) Flix &M L A 0 894E & o A F 44 L6 58 KR a7
X ZFR T EES] REMKMEFNHFZ — o (REIMH: KRG F
#) (City between Worlds: My Hong Kong, 2008) 8] & 32 5 b — E%ﬁiﬁ
WA HEBGBEARERARNERGRHE > RIFALLTF o
JE PYER SRR B @ LIS R B E R 26 38 3 HUBATE BT
B/ AL - R 5 £ #8m B HOE AR - EIRBORA 1R R B R R
HIHEA S/ FEERE L - DIEsC / RERIHH TR £ ) RIASTE » FArpm]
FUEMNIR R ARG o BAEFAMTAT DIEE — AHENZIE - ANam TR B
BUSCE IR0 6 E BLHES: » T2 [ Er8EUE T EE BT R E AT » (It
HEIRIE) 1Y (HFF) R EERGEE SO TG o F0 T 700 {1 7 sk
B EGHBECOEENE —anEr R 08 TR RIS -
CHRAEZEI Y)Y 2SR SRR - =02 Z3aiE - 6 THUEE MY
FLPY ™ o fibAIRGE ST A RIS S TR BRI - 12 SR AT RIS

(st EER TR N (B —1ERd) WIRRSC) o JUHZRHI SR 2 F]
nafF R E e N RIS - HREEIEIEER S (MRS —— s/ R ElEE b
FOTERIGIPERET) - BT SOIE R FH SR (2t - TS EIRBEGE (18R

B kA (FE) 0 R AERALNZETH)

M R FA3C

N PEAEEEEEN TR RA—AL=OF K » TEHK (BFH Ew) F69 A £ L
BEREEHG TR LR T=+HFRKR] £ To+FXK] o KBARTEREK
AWM IT 5 B Fmit ey it (FPRARIZ=THF) (ZTh&EHFE - #
—HANEFd EBELHERAAEER) o
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(& VEIERE ~ BB TSGR e IS SR - S AR ) - EERRE
BCAERREE TAkL A0 THE 20237 AR 0 H— o BEARRIHEZ R RE R
H/ NG SO L B AR ok > BB E— R ThR - XEMTIIEEE
% (WG B (Sir Henry Rider Haggard, 1856-1925) {HZ » fifns B ERNZE iiE
1E— RN RIRRA S Ak RR Tt s = > Whvd/ Naeillas: - B TAREY - [k
£ (1873-1936) ~ FLREK (1876-1973) HIHFLHE (1878-1935) FHE—Hi#45 > [
PR R B U NRARIICE (BRI =T ERREG 2/ NRK) —CH
HPA—LORERE =5 KH /NS HEaE > E{EPRIELEIE E2E Priya Josni Fit
o MR A THY LB NS A L > B R E B BRI O S R ) — 5T
2o FREAMDERIER TARGHMREY TSR EREWE T =l
(] i 2 R 2o S SR 20 R e/ N ACHE - GRS s@ MEF AR T/ RS ) —— X
(LSRR NEAG % o ZRECREHR TR S SCEAI%E tree DU EIRAVAT(H > B/ NER
KRR A (family tree) M5 » BB EIEE N BIEMEREELEHE F] (Dickens) ~ b
5iEE (Thackeray) ~ I5{X (Hardy) ~ F]#%4& (Scott) ~ FIFEE R (Conan Doyle) 5 » %
g (B1E) /N EREESRHE Marie Corelli (FMIEEZCE ) ~ Mrs. Henry (Ellen)
Wood ~ Mrs. (Mary Elizabeth) Braddon 5 o 2 ME{EZR X7 AR ZCME ~ FREE ~ A
A Z KSRGS o JE RS L BRI o3 B8 H 20 BRI/ NS OSCRERS R RSO B 5 B 4
SR o ‘ERIRW IR SCERERERRAS & > (R _EEOSOR ~ ST~ /INRRAAR R
% EEEER TS/ o S EEIIREC g # a4 —O— =
PrEEfraigE e [EAERRE) ) VISR 2R EEIE A —HEE) [
L) BN — 1 o

RATRE L - RS RIERAIHE S R R/ NG E (popular) i Bl Hi 336
NTTHREAIIEAG (secular) BIRE G > A B B R AR REMTAY A RE SCEE Sh R RE
(1931-2017) an 45 [EEWHE — 8 NIK) PHRELEEB/NG - 2R A
T - BEWESR TR 2 —EEES (1895-1968) 5t RS AT 1E [F]
—BIGEARAS L o EJERS ~ IRIEIK (1895-1967) @G/ NG AT Hh B R REFER A S B2
FFF 7 e ol % L TUAS TS BB IR - HETHE TR~ SRR ENE
% do 2 A (FEARDHGLRE QL EFELEH) (i BEERFELLT

2010 %) B3 A7 : TN £ & (Post-modernism) $17% £.%8 £ & (Post-Mao-Dengism) 3¢

—#BE el (BH2) °

T IRAGAEBRERE (AREGBER) —F > A =O—OF B b TAR TS HRAEH
PR o
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TEREE THUMSER /BBy s - A5z Tho SCEPEE ) HUREERIEREREH] -
Ji T RS JE iy (RIS b &2 SRR 20 @ SR LS - BRI R g
BITLVIRARAE - TS an AL o BTSRRI Rs SCER S0 1 2 A
B o AR R F VRIS — (T  RBOM S E ~ FE R SRR X R AR S
Bk o WA LR, > ILINEFEEE - RKIEOTE s SRR 7
2 0 8L D F AL — N TRSRGE M 2 Ot - MG RERTZENEE / AU fa
RERHRI S o ERGR BB 4 38 5 I8 A R oL ORI B A H 288 - AURE R
B LY SR 2R 5 - BB TS £ 28 A 007 M i8I i 8
B o

W~ gk~ B E TR A L

SR A ST MR RS E R ~ UL R E B R RIS b o
Hh R B T SR @ AR 220 > B2 BRIUETL 773+ IRBa @GP 7 R ATE% L
(bR TSULRIg) o FEAR LTS A+ B & R A An) T&kE&
REFE » VERE (BB AR AR ) /B i rh o R o TR A R
PR TR JBRE > AR = AER MR T EBHBIRE - Bi(bga t
T IR KB L1 (Irving Babbitt, 1865-1933) AT @A tH 7 -F FA#%
i o

AR (R S AR AR CHUbErE) o EEEE R FURSAN (Rudolf
G. Wagner, 1941-2019) @HF50EE » ZRIERIH RO AL TF - /e TAYZ
% ERASI=E ) BIRRERAET & L0 RS CEAIRE FI YR I
FIPEERRIIBIBEHER) b FRCGEREE A M E T IR AT AR A PG 220 (i se bt
F) o BBEENME TR VTR ~ BiR ~ BER - REFKABEESR > TR
H A% (Henri Bergson, 1859-1941) ~ #3 (Bertrand Russell, 1872-1970) FlIft
(John Dewey, 1859-1952) » Tfi{EBIHF E2FIRMEEM /R0 B EHE (1891-1962) 1t
TR BESE RS T 38 o (B (E{RB B L1/ AR ELES - B RO S At e
FERANZEAIIT R o B RBAPE G ER B rh BB AR - i

¥ EmE s (ARFESAGEEY (LT ZHEE 2004 F) o
N ZEAA_EZEG BRI EEEAT A AR E S ZREREREANBES
PR DA EY (ERBRAMRA)Y > TapHE B MFHb) FE MFamak) o
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[ B S AR R > JUH R ARE K AT AE#E 24 #E T (William Wordsworth, 1770-
1850) ZHMIEBSUER 2 A58 o BEAt > 2R th S BERR OO B/ N AR R
nn AR A AR B R H AR Z S B B AU R o FRE RS (AN
BHA— (ZHE_ i) EER) » BRFHRMHAFIREEBAE
EPEER S AR TR E WA 1B ZEEE N ERE S ERIES
FIEEIRHE NRE S ER T AL e B S HE AT B IERE ~ H
HNE - [ EFEE B HAN PRI Z R E ~ HEeRES 5 —PRE - B
SITRIRT & B o B/ NGRS IE] > T YR B RIRE AR AR S LR 3R
O AGUEARD o BEOEBIERGE AARENEE (IR © FEEH T 2R
JE£ X (Timothy Richard, 1845-1919) BS54 128 HIER (1852-1921) Bl HI PG & 50
(RIRNER AL o f P ¢ I L i 218 S B fm oy 2K E iR ~ B A A 4L
JE (Walter Henry Medhurst, 1796-1857) ¢ A BZFEHES (James Legge, 1815-1897) #
R HERITH CBEBEE) (The Chinese Serial) #GE ~ NN ZERE (The
London Missionary Society Press) HifR#ZIRE /] (Alexander Wylie, 1815-1887) it
i CNEHER) (Shanghai Serial) FEGE » EETTEPGRIFRATIR A (ZB—5REk/ 8 T
FMESCERBEEF AT ) o B PRI E A m N R AR H ARG SRS I - SRR BRI
ZH BRSO KRN ET o 5 FEE RS R R 2R MRER =K £ (1828-
1897) ~ 227 (1810-1882) ~ 241 (1808-1867) ELPG A A1F » (NEHEA) MIH
R ATREMEE RO G o 38 BEAIARARKE O - [E W] R A RO e AR T 77 = 28y /
LY A SCRERE ©

ESCREIRIRAL > B R AR — (i (B 7 s SR ARARTLRT ~
R ) o B VR TR SR B 2 O R B S P R SR A
GFRIERET R (HENRS AR AR EER) o MR EWFSH
RG5> MVLAG L IR R — T 5 o /8 ( TIEHE) B 135
fik ) — BEHFMEGEN/NRIR) E—=  FEAEIAT R GEERE
KEIET 5 » NREMEREE R 7 A HER 1 - EF RSB - HE I35 &
GG - BUSHT (Friedrich Engels, 1820-1895) #¥5 L[t (William Shakespeare,
1564-1616) o TEHTE K (Falstaff) X F 1 FEEEKENT T TH
Nt HRH BB e R T A A RO AL o AL KRR AT

80 JR % % B The Nineteenth Century: A History » ¥f % B %% 7 (Robert Mackenzie, 1823-
1881) > PHEANFRFERMEMESLF -
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(s M EAA#EH o DEEFERFENI L » FrE (book) B
TRt » BN CHERN.247) WOER it st rp i A Rz e \A VLR JElER - fa BT
St SR NI MIA E S IME » v \IME AV LA T804 (1773-
1828) ( CHLMEEF) [& - 3k) AREBAIT BRI o IREE (1920-1995) HEFAAVLIT
NSRRI (1856-1894) 1Y il LALZIME) » H Tapflieebl ) AU gas
SIEEW > BCRT B e B O AR o A am TR AR B RE > pE AR (&
fAlJFA) FERRRASRYERE (1562-1633) BEFIIEE (Matteo Ricci, 1552-1610) BHEER{T/S
& FNERCEER (—/\ROER) BIEEINESEEGIETERERILE 24K
T HBEIATTLER \FRIERE (18132-1860 » HEFRBFAIHATAL ) Ffakill &R - 38
{EBREIAYL - B E EMR - EEBIAL— 1R - S NRART
{47 (avant-garde) BNV L T W E T LR AZ HER (HPEECSCE — (g BN
KRB 2T

FWAEE TR SCGEE THHE) - &8 TER ) BRE - A Sy
e EEREAE SRR ~ SCBAGANET R E AU - TEMEERT GRIC)  (Les
Contemporains » FEfERA ~ FARN) HEEE - BIFHEZ R R ARIRRE > H
SE T — SR ES LR A ERE S $EN UL SRR AL BE L E 51
{RERAHM (great tradition) o EHEELHLCHEZ (S AL R Z HT AT REA TS (R AERN A2
ARG TIEELIPENE - A2 AdiEE » HARHIEE SRR R o A5 1& (Walter Scott,
1771-1832) [P FE S REM/NEfE Ivanhoe (FAATEERS (HOTHEEN R IERENS) ) 1
FaEats > HRaatEhin RO M E S rEE ] o FISEA NAEREE
SCEERE A (€ romance [A] novel 2 RN SCRRIEEE - 325 Hp SCHIEMAT 5 S FI
AR SO A8 (RS NI S B — MR R R &) —
SCHL B RS BRAIRIRE o ARAT FraR A RE ) (B2 st M R s 2R > 1Mo
MO AN ) G — TR L A ARl > TSNS ) fUEREE R T
HEECRE ) o BB > BN LR TR U2 Tl - REALSE
& AR s v s /BT TR BE A AN F okt &
F8 (RFANENRS FH) FRJEEEHAT THEKKREL - M2~ g%
Al Ti>Cl madlE Tads 09 AN g4 THEE) ATDUE T3y o [F3
AT BIRES B RS S EREHIRE T 20 TeBuR) - mEd - flE
F~ EE (1899-1966) FRIELIHTE SCHEAE 1LY UL E B R 2 12 » HREEH &
RN TR SCER AR DB S L B 2 S R 2 BRI S R B AL
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MNAERISCHE - AT BB E APt & sUR I (A0 ~ B - J0E K%
N HIRLAERG o B AS 3N REr BT £ 3 A SOTTARIBRE » FREE R
A EZEH R R A -

FelRll (MEEITLIY) - HIFRER  CSOTRER R - 2 Aalam2eH - B
— 0 RRAE
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