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ABSTRACT

Feng, Chi (M.A., Religious Studies [Department of Religious Studies; M.A., Chinese

[Department of Asian Languages and Civilizations])

Pacing the Void for my State: Textual Sources and Religious Thought of the Song Imperial

“Pacing the Void” (Buxu *J i) Poetry

Thesis directed by Professor Terry Kleeman

This thesis studies three suites of poems with the title “Pacing the Void” (Buxu i),

composed by three emperors of the Northern Song Dynasty (960-1127). It outlines the threefold
identity of these three suites: these poems are simultaneously Daoist liturgical hymns, literary

compositions, and state ritual texts.

The first chapter introduces “Pacing the Void” poetry as a sub-genre of Daoist liturgical
hymns and as literary compositions from early medieval period to the Song dynasty. It considers
this genre as both ritual texts and a developing structure for human authors. The second chapter
discusses how the Song Imperial “Pacing the Void” poetry retained the Daoist features and was
employed in the Golden Register Retreat, a Daoist liturgy exclusively for the imperial court. It
analyzes the combinations of lyrics in Daoist liturgies before, during, and after the Northern
Song Dynasty and concludes that the Imperial “Pacing the Void” poetry might be a part of the
revised ritual system. The third chapter focuses on “Pacing the Void” poetry as literary
compositions. It examines how each “Pacing the Void” suite fits in each emperor’s writing style

and religious predilection. It seeks out clues to how the emperors view the function of “Pacing



the Void” poetry. The last chapter analyzes how the Song Imperial “Pacing the Void” poems
functioned as state ritual texts by considering the public elements and modified pantheon in the

poetry and by giving examples of parallel patterns in state ritual texts.

This thesis highlights the threefold identity of these understudied suites. It examines textual
sources and religious thought from three aspects. A broader concern is to rethink the interaction
between secular and religious power reflected in writings. On the one hand, the analysis of the
text leads us to reflect on the employment of religious ritual for political purposes in the
Northern Song Dynasty. On the other hand, the analysis of religious-political background sheds

light on how various forces interact to form certain texts.
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INTRODUCTION

In early medieval Daoist scriptures, Buxu ¥ i, or “pacing the void,” is a title of many
poems recited in liturgies about excursions to the heavenly realm. These poems were ascribed
to transcendent authors and used as ritual hymns. Later, in the Song Dynasty (960-1279),
literary anthologies collected many poems with “Pacing the Void” in the titles composed by
human authors as early as Yu Xin J#i{g (513-581), which follow specific rhetorical rules
and incorporate personal emotions. Among these poems attributed to specific authors, three
suites from the Song Dynasty, composed or compiled by the Emperors Taizong K2 (Zhao
Jiong #H R, r. 976-997), Zhenzong K. 5% (Zhao Heng j#1H, r. 997-1022), and Huizong X
5% (Zhao Ji {5 r. 1100-1125), are notable, as they embody features of both ritual hymns
and literary compositions, and they were used in a distinctive context—at the imperial court.

The performative nature of these suites is illustrated in anthologies that collect these
Imperial “Pacing the Void” poems. These suites by the three emperors are labeled “imperially
produced” (yuzhi “22#4) and are collected in Hymns for Golden Register Retreat of the Three
Caverns (DZ 310 Jinlu zhai sandong zanyongyi 4:437% —i7&#k{#%)*, a Daoist anthology of
ritual lyrics compiled ca. 1125. This traditional classification identifies these poems as Daoist

poems because they reflect Daoist thought and were used in Daoist liturgies. Accounts from

! The Daozang number follows the numbering in Kristofer Schipper, Concordance du Tao-
Tsang: titres des ouvrages (Publications de I’Ecole frangaise d’Extréme-Orient; 102 vols.

Paris: Ecole francaise d’Extréme-Orient, 1975), reprinted as Daozang suoyin &% 5/,

(Shanghai: Shanghai shudian, 1996).



the time also prove that these suites were very likely to be recited in Daoist liturgies. For

example, Huizong’s suite is also included in Precious Tones of Liturgy (Yuyin fashi £ %%
), a collection of ritual lyrics and melodies of the Song Dynasty. Precious Tones of Liturgy

records the melody for “Pacing the Void” poetry with curving lines (known as “shengquzhe

pu” B h#i%). The lyrics are followed by liturgical instructions about the ritual

performance. Furthermore, based on recent fieldwork, these lyrics are still used in modern
Daoist introits.? Given this, it is likely that Daoist liturgical use was a major driving force

when the three emperors composed or compiled the “Pacing the Void” poems.

Therefore, the first object of this thesis is to study the Daoist religious connotation
reflected in these poems. For example, some poems indicate Daoist liturgical procedures,
some depict scenes of the heavenly realm, some include members of the Daoist pantheon, and
some imply Daoist ideal of self-cultivation and so on. As for textual sources, these Imperial

“Pacing the Void” poems inherit the vocabulary, syntax, and themes of other Daoist ritual

2 Recordings of contemporary performances of “Pacing the Void” music and songs,
including versions from Shanghai I, Suzhou #f/, Shangrao _F £, and Quanzhen
zhengyun 4 E IE#, see “Daojiao yinyue” 18 #{3%%%, accessed February 1, 2022,
https://www.daoisms.org/musice. For selected music scores for contemporary performance,
see Min Zhiting X% == et. al. ed., Quanzhen zhengyun puji 4= EL1EEEREEE (Beijing:
Zhongguo wenlian chuban gongsi, 1991). See also Kristopher M. Schipper, “A Study of
Buxu: Taoist Liturgical Hymn and Dance,” in Studies of Taoist Rituals and Music of Today,

ed. Pen-Yeh Tsao and Daniel P. L. Law (Hong Kong: The Society for Ethnomusicological

Research, 1989), 116.



hymns, especially other “Pacing the Void” poetry, from previous dynasties. Such Daoist

elements distinguish them from other imperial literature at that time.

Second, the Song Imperial “Pacing the Void” poetry contains prominent themes about
public welfare and royal destiny which distinguish it from previous lyrics found in Daoist
anthologies. Thus, this thesis also probes into these suites in the context of the royal court. As
state ritual texts, the poetry’s textual sources are state ritual texts from previous dynasties and

contemporary times, as represented by the sections “Records of Music” (“Yuezhi” %%:%) in

official histories of many dynasties.

The combination of the two identities of the poems reflects the interaction between two
sources of imperial power—orthodox discourses attribute imperial power to the Mandate of
Heaven, whereas Daoist thought suggests a higher source of authority. Daoism, Buddhism,
and some popular religions had been conferred official recognition in the Song Dynasty. The
Song court also made efforts to organize these religions within the system of traditional state
cult and rituals. Some Daoist retreat and offering rituals were sponsored by the state to pray
for the wellbeing of the state and the emperors themselves. From this perspective, this thesis
also studies these poems in this special historical background, and as products of religious

syncretism.

In addition to Daoist lyrics and imperial literature, these suites possess a third identity as
the three emperors’ literary compositions. Although imperial literature often seeks a balance
between rhetorical flourishes and political clique, these poems still reveal the three emperors’
different writing styles and different religious concerns. This thesis identifies textual sources
from which each emperor drew to form their own writing. Furthermore, the poetry shows the
emperors’ attempts to take advantage of Daoism to strengthen their power, while

simultaneously being alert to Daoism as a potential challenge to their authority.



Through a comprehensive survey of relevant sources, this thesis will provide an in-depth
interpretation of texts that have not been thoroughly studied before. Broadly speaking, this
thesis aims to develop a theoretical structure to analyze the textual sources related to “Pacing
the Void” poetry and to assess the religious connotations of these poems as Daoist lyrics,
imperial poetry, and personal literary composition. By combining literature studies and ritual
studies, this thesis follows an innovative path to explore the interplay of literary tradition and

religious goals in writings.



CHAPTER 1

A Brief History of the “Pacing the Void” Poetry as a Sub-genre

1.1 “Lyrics on Pacing the Void” (Buxu ci #F &) in Lingbao Daoist ritual

“Pacing the Void” poetry originates from the lyrics of liturgical hymns in early Lingbao
%% (Numinous Jewel) Daoism, represented by ten poems in the Canon of Mysterious
Cavern and Numinous Jewel on Pacing the Void at Jade Capital Mountain (Dongxuan
Lingbao Yujingshan Buxujing il % % % & 5% 111 2P 4%, hereafter the Lingbao Buxujing)
complied by Lu Xiujing FEf&%F (406-477). This Daoist canon of the Southern Dynasties
provides an early form of “Pacing the Void” poetry, and the performance of the poetry is set
in a clear ritual context.

As a liturgical text, the Canon centers on the rites to be performed in a retreat (zhai %)
ritual of Lingbao-dongxuan %% €[ % Daoist school.> The first passages depict a scene on

Jade Capital Mountain of the Mysterious City, the highest heavenly realm of the early

% In this context, the zhai ritual is a generic reference to a ritual of larger scale, rather than
exclusively to the retreat rites before the main ritual, although this canon does not explicitly
state the ritual’s specific function. LUPengzhi argues that the zhai ritual in Medieval Daoism
was a self-contained public ritual, in contrast to an individual act or a preparation for

individuals in the pre-Qin period. See LUPengzhi = &, Tang gian Daojiao yishi shigang

FERTE Zs R 4 (Beijing: Zhonghua shuju, 2008), 129-1609.



Lingbao Daoism, in which transcendents are singing and dancing. It is in this setting that the

hymns were originally created.

The Jade Capital Mountain of the Mysterious City is located above the Three Pure
[Heavens]. Above the realms of no form and no defilements there is the Superior Palace
of Purple Tenuity on the Mystery Terrace of the Seven Jewels of Jade Capital and
Golden Portal. In the palace there are divine scriptures of the Three Jewels. To the eight
directions of the Mountain trees made of the seven jewels sprout spontaneously. One
grows in each direction, so the eight trees fill the space the eight directions, cover and
shelter all the Heavens, and embrace the three realms to form the Supreme Limitless
Great Canopy Heaven. This is the seat of the Most High Limitless Celestial Worthy,
Sovereign of the Void. On the Mountain, in the forests and palace chambers are arrayed
the registers recording names of the sages of all the Heavens. The sages, emperors, kings,
high transcendents and perfecteds in innumerable hordes pay court three times a month
upon the Mountain. They burn self-generated sandalwood and numinous incense of
resurrection. Flying transcendents disperse flowers. They circumambulate the Mystery
Terrace of the Seven Jewels three times, reciting the stanzas of the Empty Cavern. At
that time, music is performed in all the Heavens, with hundreds, thousands, and ten
thousand of performers, and their lithophones are loud and clear. Perfected goddesses
sing along with the clappers stroke; transcendent lads clearly chant with solemn faces;
jade maidens gently proceed with whirling and dancing. Freely, delicately, and demurely
flows their dance; they are elegant, harmoniously together, and with effortless ease.
Upon the Mountain is the splendid forest of the seven jewels. Its light and color are
bright and shiny; the vermilion fruits are glorious and glistening. All is made of gold and

silver, pearl and jade, crystal, glass, agate, and cornelian. When numinous wind vibrates
6



them, their sound spontaneously turns into tones, elegant and subtle, smooth and
excellent. All the Heavens hear the sound and fly upward, never ceasing their music or
suspending their songs. They praise and savor this utmost sound, which is not to be
named or described. Divine animals, dragons and unicorns, lions, white cranes, rare

birds, and phoenixes emotionally cry and vibrantly leap.

ZHEFRILE=F2 b, BOKE. FPARREM U XERM LY, PH=H
MR 2 \JT BRE-EE R, T &k BRI\ T, EERER, B
HEZIT, M R OREEROR AR E R e . Hl AR = B SRS R B R A

s REL . il HNEBBCR, —A=RIE L, REREE, AR

A
=
o

&, FALECE, esttE ZZE =R, FaksiiiE. RRaERESE, AT E
W, SR ECEETEET, (B EBATTET, RAORETIDE, E s
VisE, WIMISEEIA S M. 0 BB, OttmEME, REERMN, TR, Ik
f.oKER. FiE. PR, B, BREIRZ, HEARER, M. #REE
MAEHE, WAz ik, WERREE, Afedik. MER. HERE. T, B, T8,
JRUEL, AENSEREE .

The Most High loudly strikes the drums of the Law, welcomes the guests into the jasper
hall, and peacefully sits upon the lotus. The Most High preaches about the Way, the
Quiet, the Truth, clearly chants the Cavern Scripture, expounds and explains the
mysterious texts, distantly senses the inaudible and invisible, and delightedly moves all

the transcendents. At that time, wind from the eight directions blows the pennants;

fragrant flowers mutually disperse; flowing mist is dense and dim.



K EREVES, B, ALY, WIERF, THIAS, BOREXOC, kA

&, EBIREAL. )\ RS, AECHL MEEE. ¢

Then, “Pacing the void” is introduced as a segment of the retreat ritual. According to the

annotation (in smaller font) to the text, one should clack the teeth (kouchi P[Ji%), swallow the
saliva (yanshu M), visualize the deities (cunnian 17:), and worship them (libai #&FF)

before reciting the hymns:

In the practice of the Lingbao Retreat, when reciting the poems of the Empty Cavern
“Pacing the Void”: | clack the teeth three times, swallow three times, and then visualize
in my mind the sun and the moon in front of one’s face. The rays enter through my nose.
The sun enters through the left nostril, the moon through the right nostril, entering the
Palace of the Golden Flower. The rays come out from the back of my head, and they
change into a bright nine-colored halo, spread into the Jade Pillow (the occipital hole),
and thoroughly illuminate the ten directions. They follow me in circumambulating the
scripture, revolving around me as | walk. Again, I clack the teeth three times and
swallow three times, and then visualize the Primordial Lord of the Three Simple

(pneumata) in the Palace of the Golden Flower, in the likeness of infants.

4 DZ 1439 Dongxuan Lingbao Yujingshan Buxujing ¥ % & 2 & 5711125 £ 48 1a-1b. Here
and in the following, all the translations are my own unless otherwise noted; all translations

are partly revised by Terry Kleeman, my advisor.



g B 2%, AR, e =, W=, ofFHAECH L, Ot
THRES, HREEEN, AfEEAN, NeHEE. U, RMELBER,
TANTHE, 7, BEREEEiEEmAT. &, e =18, K=, F=%x

TCHAESREE, MBI °

The scripture continues, listing the lyrics of the hymns, including ten poems of “Pacing
the Void” lyrics, eight poems of “Anthems of the Scripture of the Greatest wisdom”
( “Taishang zhihui jingzan” X _ % Z45:#), three poems of “Hymns Recited by the Lady
Superior Bloom Right Blossom” (“Youying furen yinsong song” 45 97 AW Ef2H), and
“Hymns from the Five Perfected” (“Wu zhenren song” 1. A74H), and three poems of
“Incantation for Worshiping the Scripture” (“Lijing zhou” #44%5%). At the end, there is a
narrative about the transmission of the The Canon of the Great Perfected of the Three
Caverns, the highest purity (Shangging sandong taizhen Daojing 3 =i &K Ei&£%) from

Ge Xuan %= % (ca. 164-244) to Ge Hong &=t (ca. 283-363).

The following paragraphs examine the form and content of the ten “Pacing the Void”
poems in this scripture. Each poem contains ten to twenty-two lines, and every line has five
characters. The whole suite narrates a journey to the Jade-Capital Mountain and a gathering

with transcendents.

® DZ 1439 Dongxuan Lingbao Yujingshan Buxujing 3a; The translation is partly based on

Schipper, “A Study of Buxu: Taoist Liturgical Hymn and Dance,” 115.



In terms of the structure, the ten poems show a certain continuity. The first two poems

correspond to the ritual procedure depicted in the preceding paragraphs:

Touching my head to the ground, I worship the Most High. Burning incense, | return to
the Void. The flowing light circles around with me, and the Wheel of the Law® also
spins three times.

FEHEE R L, 1EEEESE. WUWRERE, 28678 =J. (Lingbao Buxu poetry, 1%
poem)

Pacing around and stepping on the cloud mainstay, I ride the void and pace the
mysterious guidelines.

T TERZEA, FerbZ 40 (Lingbao Buxu poetry, 2" poem)

Visualize in your mind the sun and the moon in front of one’s face... They enter the
Palace of the Golden Flower. The rays come out from the back of the head, and they
change into a bright nine-colored halo... They follow me in circumambulating the
scripture, revolving around me as | walk.

OFHAECHE b ANEFEE . GIHERER, BRREILGER. ... BEIREHEE

4T, (Lingbao Buxujing preceding liturgy introduction, line 3a)

® Falun iZ#f in Buddhist contexts is usually translated as “the Wheel of Dharma.”

10



The third poem depicts the view of the Jade-capital Mountain one can see after stepping
into the heavenly realm. Such scenery descriptions can also be found in the preceding

passages:’

On the loftily lifted terrace of the heavenly jewels, the glistening light flows from the
sun. Bright and shiny is the jade bloom forest, lush and glorious are the flaring scarlet
fruits. When you are constantly mindful of eating the prime essence, refining the saliva
to firm the body and nature, the golden light disperses from the Purple Tenuity, and
secludedly and subtly, you grandly leave behind the Great Vehicle.

...... HHERTE, MR H . TN, EEORAE. W% ook, R
ToH . &HUER, %798 KFei®k.  (Lingbao Buxu poetry, 3 poem)

There is there the Superior Palace of Purple Tenuity on the Mystery Terrace of the Seven
Jewels of Jade Capital and Golden Portal... On the mountain there is a splendid forest of
the seven jewels. Its light and color are bright and shiny, the vermilion fruits are glorious
and glistening... If you eat these fruits of the blossoms, you will become a transcendent

of the golden light... Naturally you will achieve the Way.

7 As Wang Chengwen points out, the depiction of the Jade Capital Mountain and the Palace
from the Lingbao Buxujing is an elaborated version of the DZ 22 Yuanshi wulao chishu
yupian zhenwen tianshujing JT4f % 783 s B SR EHAL. Some sentences are also seen
in other earlier scriptures. See Wang Chengwen £ 7K, “Zhonggu Daojiao Buxu yishi
giyuan yu gu Lingbaojing fenlei lunkao” ity i #0050 i 7 2k U Bl 28 27 48 70 Biam =5,
Zhongshan daxue xuebao 54 (2014.4): 71. Thus, these scenery depictions are not an

innovation of the Lingbao Buxujing but are inherited from earlier traditions. 4 1

11



introduction, lines 1a-3a)

As Schipper notes, “the practice of Buxu was considered as conductive to longevity and
might be accompanied by meditation,” as we see in the fourth poem. The fifth to tenth poems
portray an experience in the heavenly realm, including “my” actions, transcendents and
deities “I” encounter, “our” interaction, and the merit “I”’ gain through this journey.
Generally, the ten poems construct a ballad which closely connects to the preceding liturgical

description.

In terms of poetic devices, the vocabulary is plain. There is little strict parallelism in
couplets. There are only a handful of couplets elaborating the heavenly scene; however, as
mentioned above, similar sentences can be found in the preceding descriptive passage about
the ritual process. We can assume that if practitioners, through internal transmission, are
familiar with these terms in common Daoist scriptures, or if they are required to study the

preceding liturgy introduction, the lyrics would be easy to remember, understand, and recite.

Many other medieval Daoist scriptures include introductions to the ritual in which
“Pacing the Void” lyrics are performed. Commentary on the Stanzas for Ascending to
Mystery and Pacing the Void (Dongxuan lingbao shengxuan buxuzhang xushu i % % £ 7
Z b i & T, ca. 618-907) has an annotation of the Lingbao Buxujing s structure and the

ten “Pacing the Void” poems.® According to this annotation, the lyrics are closely connected

8 DZ 614 Dongxuan lingbao shengxuan buxuzhang xushu i % & 2 7 % 3 i & 5 1.

12



to the ritual performance in a chronological order. Another example from the early Daoist
tradition is Essential Instructions from All the Scriptures for the Ritual of the Lingbao
Retreat, Expounded by the Perfected of the Great Ultimate (Taiji zhenren fu lingbao zhaijie
weiyi zhujing yaojue KK 3. N\ B 5 21 75 R0R TR e 2K 2251, ca. 390-589). It mentions the

hymns of “Pacing the Void” as an integral part of the Lingbao retreat ritual.®

Furthermore, in Ritual for the Transmission of the Corpus of Lingbao Scriptures
(Taishang dongxuan lingbao shouduyi KX I 2 % 85 % L 4%, ca. 477), “Pacing the Void”
hymns and dances are performed to accompany the transmission of scriptures.® “Pacing the
Void” hymns are also cited as a step in the Yellow Register Retreat.!* Finally, they are seen
at the end of a personal petition formula as a part of a ritual of confession. As recorded in
Liturgy of the Sworn Alliance with the Perfected, Kept in the Jade Chest of the Nine Realms

of Darkness, in the Department of the Long Night (Dongxuan lingbao changye zhi fu jiuyou

% DZ 532 Taiji zhenren fu lingbao zhaijie weiyi zhujing yaojue ik B0 N\ B 25 75 7 5 1%

it LG 6b-Ta.
10 p7 528 Taishang dongxuan lingbao shouduyi K il % % 25 45 /5 5.

11 Dz 508 Wushang Huanglu dazhai lichengyi % - 5555 K75 3. il 34/4a-7b; DZ 507

—l:l‘/\‘/v#

Taishang huanglu zhaiyi K _I35%53%7%5{% 53/1a-17a. The former mentions “when reciting the

first poem, you should stand still; when reciting the second, you should pace around. ...
When reciting the second, fifth, and eighth, you pace around and scatter flowers” which are

exactly in accord with the content of the Lingbao Buxu poems.

13



yukui mingzhenke % % £ R 2R Lt £ B B 5 FY, ca. 400), the last step of a petition is
to “circumambulate three times and recite the divine poems of the ‘Pacing the Void.”*2

The recitation of “Pacing the Void” hymns occurs while performing certain dancing
steps in many early Lingbao scriptures. In addition to the description of “circumambulating”
AEASTEHEE AT in the preceding passages of Lingbao Buxu, for example, there are
Standardized Ritual of the Supreme Yellow Register Retreat (Wushang huanglu dazhai
lichengyi M I 3% 5% K757 ifs%, dated 1223), which links it with “the refined step” (yabu
ML), and Golden Book of Salvation according to the Lingbao Tradition (Lingbao lingjiao
jidu jinshu % 27 48 #0% Z 4> 2, ca. 1300) mentioning “pacing the Dipper” (gangbu & 5)
which might be related to the patterns of constellations.'® The close relationship with

dancing steps further proves that “Pacing the Void” hymns were used in an instrumental way,

and they were likely to follow certain rhythmic rules.

Many other medieval Daoist scriptures collects variations of liturgical hymns with the

title “Pacing the Void”. For example, in the Ritual for the Retreat of Divine Incantations of

12 Dz 1411 Dongxuan lingbao changye zhi fu jiuyou yukui mingzhenke i % & 87 =% 2 Jif

JUHY [T W FRL, 36b.

13 DZ 508 Wushang Huanglu dazhai lichengyi 34/5a; DZ 466 Lingbao lingjiao jidu jinshu
9 SHAOME 43 319/13b. Moreover, in DZ 530 Shangyuan jinlu jianwen 764535 3¢
(the Tablet of the Golden Register of the Supreme Principle, ca. 400), “Pacing the Void”
reciting is cited in a ritual with group dancing and performance, demonstrating it was
performed publicly. See also Poul Anderson, “The Practice of Bugang,” Cahiers d’Extréne-
asie 5 (1990): 15-53.

14



the Abyssal Caverns (*Dongyuan shenzhou zhaiyi I il #1175 55, probably a Tang
manuscript), a template for a petition for fortune has eight “Buxu Hymns” (“Buxu song” >
J#Z&H) in the script to be recited by the petitioner or the ritual practitioner.!* In the Bookcase
of the Clouds with the Seven Labels (Yunji gigian 2% £ %, ca. 1020), there are five
examples of “Buxu lyrics of the Many Transcendents” (“Zhongxian Buxu ci” Fifili25 J& &)
which feature more refined couplets. However, similar couplets reappear in the same suite,
making them more repetitive while less well-organized as a “suite.”> Supreme Stanzas of
Pacing the Void, Flying to the Origin of the Golden Perfected, in the Jade Purity of the
Golden Origin (Shangging wushang jinyuan yuging jinzhen feiyuan buxu yuzhang i i -
&G4 AT R £, ca. 618-907), a Tang anthology, contains fourteen poems of

“Pacing the Void” lyrics. The structure and vocabulary are remarkably similar to the Lingbao

14 BD 02983 *Dongyuan shenzhou zhaiyi il Ji{## L 75 %, see also Zhonghua Daozang edn.,

30/143c-44a.

15 DZ 1032 Yunji gigian =% -£% 99/7b-9a. For example, there is “floating and fluttering,
| go up to the path of the cloud; dim and dreary, | go into the far sky” TAMA I ERREEEEN &
& in the first poem while “fresh and cool, I go up to the path of the cloud; dim and dark, I
go into the far void” &4 _FZEE& % 25 AR JE in the fifth; “the dark wind circles the flying
canopy; the purple vapor floats around the transcendent carriage” % JE B35 45 402 Il L

in the second while “the fragrant wind blows around the feathered canopy; the roaming vapor

circles the carriage of whirlwind” 7 JEFRP) & #E 5 EE . in the fifth.
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Buxu, although three poems have four characters instead of five in each line.® Another Tang
lyric anthology, Petitions and Hymns of All the Perfected of the High Purity (Shangging

zhuzhenzhang song i % FL = 2H, ca. 618-907), includes three poems of “Hymns of the

Three Contracts for Pacing the Void” (“Buxu sanqi song” i — 32H). Each poem is much

longer than the Lingbao Buxu, but the rhetorical features are similar.

In short, almost all the suites mentioned above include references to certain ritual actions
mimicking the process of an excursion to the heavenly realm. The vocabulary of the scene,
however, is limited, and the textual sources are represented by the passage from Lingbao
Buxujing cited at the beginning. The terms drawn from classical Daoist sources are also
commonly seen in other well-circulated scriptures. Therefore, the nature of these lyrics is not
about creating artistic barriers and strangeness. Rather, they provide spiritual guidance
through rituals, so as to obtain a religious experience, to cultivate the mind, and to complete
the function of the whole liturgy. The form of most ritual “Pacing the Void” lyrics is
relatively fixed to match a specific melody, while the content and vocabulary are closely

related to normative passages in Daoist scriptures.

Now I will turn to the problem of authorship in reception history. From the perspective
of religious Daoism, these lyrics were considered to have been composed by transcendents.
In other words, they are not literary works by human authors. Many accounts imply that the
lyrics, music, and choreography of “Pacing the Void” had a supernal origin. The Grand

Method of the Numinous Jewel of the High purity (Shangging Lingbao dafa % % 2 ki)

by Jin Yunzhong 4 70H (1225) cites Du Guangting #1)%kE (ca. 850-933): “The ten

16 DZ 1375 Shangging wushang jinyuan yuging jinzhen feiyuan buxu yuzhang i i 4
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poems of “Pacing the Void” are from Lingbao xuandu yujingshan jing % 27 2 # & 5T L &%,
They are lyrics for numerous sages of the Ten Heavens singing to “cultivate perfection”
(xiuzhen &) when they pace around the Jade Capital Mountain.”*” Similarly, Chao
Gongwu £ (1105-1180) notes that “Pacing the Void” scriptures were “transmitted
from the Right Perfected of the Grand Summit to the Left Transcendent Duke. The poems are
all recited and sung by the high transcendents and great sages when they visit the Jade Capital
Mountain of the Mysterious City and flying in the void.”*® An anachronistic anecdote from a
fifth-century source writes: “When the King of Chensi [/ T (Cao Zhi #H) wandered
once in mountains, he suddenly heard the sound of scriptures being recited, coming from
afar, pure and clear. He then analyzed the sounds and noted them down and made them into

the music of the divine transcendents. The Daoist priests (Daoshi i& =) imitated this music

and made it into the ‘Pacing the VVoid’ melody.”*®

Some Daoist scriptures related to “Pacing the Void” poetry depict a scenario with singing

deities and transcendents. For example, an Eastern Jin (317-420) scripture writes:

17 D7 1223 Shanggqing lingbao dafa i/ % g k%, 21/21a.
18 Junzhai dushuzhi #7558 E &, compiled by Chao Gongwu 5843 (1105-1180) (SKQS
edn.), 8/37a.

19 Yiyuan 523, compiled by Liu Jingshu 21#{# (d. 468) (SKQS edn.), 5/9b. The
translation is from Schipper, “A Study of Buxu: Taoist Liturgical Hymn and Dance,” 111.
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At this time, the Imperial Lord of the Grand Tenuity personally commanded the maids of
the Grand Tenuity, Ji Linhua, Yan Caiyun, Zhu Tiaoyan, Han Fangyao, etc., to join in
singing the lyrics of the Golden Perfected and songs of Pacing the VVoid together.
JRRERTE A ... BT RTR 2e, AOAREE . R E . R, wRICESE, S

HZi, B, 2

Similar accounts about the transcendents’ performance are included in many other Daoist

scriptures. As Wang Chengwen & concludes, “Pacing the Void” ritual and lyrics

originally refers to songs and dances performed by the deities and transcendents as they are
“pacing the void” in heaven. Thus, “Pacing the Void” ritual and lyrics performed by Daoist
priests in liturgies since medieval China, in essence, were imitations of rituals and
performances in the heavenly realm.?! Whether transmitted from or imitations of
transcendents’ compositions, the purpose was to serve public ritual. This is the reason for the

lack of the human authors in accounts of liturgical “Pacing the Void” poetry.

1.2 “Pacing the Void” poetry by “human authors”

Although references to “Pacing the Void” poetry in early Daoist scriptures are usually

accompanied by a narrative of the piece’s performance or transmission by a transcendent,

20 DZ 1334 Dongzhen taishang shenhu yinwen i EL A 44 F2FE 3, 5a-5b.

21 'Wang Chengwen, “Zhonggu daojiao Buxu yishi giyuan yu gu Lingbaojing fenlei lunkao,”

70.
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later literary anthologies present different contexts. For instance, Anthology of the Music
Archive (Yuefu shiji 2%)iF 554, hereafter Music Archive), compiled by Guo Maogian (7%
& (1041-1099), collects forty-eight poems of “Pacing the Void” lyrics composed by ten
human authors from the 6" to 9™ century.?? They are categorized as “Miscellaneous lyrics”
(“Zaqu geci” Ff Hi 5k &E), implying that “Pacing the Void” is classified as a regular literary
theme. The title Music Archive (Yuefu) refers to a poetic genre set to traditional melodies. It is
named after the Music Archive Office, a ministry of music first established in the first
century BCE by the Emperor Wu of Han 7% (r. 141-87 BCE). The Music Archive

Office specialized in collecting and transcribing folk music and songs as well as composing
court music and lyrics. Earlier Yuefu poetry was usually not ascribed to specific authors. By
the Sui-Tang Dynasties, the definition of Yuefu poetry had broadened. Some poems taking on
traditional titles or imitating the Yuefu style, though not written to a specific melody, were
also classified as Yuefu poetry. A substantial majority of Yuefu poems collected in Music
Archive fit in this generalized definition, adopting traditional Yuefu titles but being attributed
to specific authors. Music Archive often notes the origin and development of certain titles
before listing all poems of this rubric. As for the title “Pacing the Void”, it draws on an

account from Abstracts of Traditional Titles of the Music Archive (Yuefu guti yaojie 44/

REHEAR), compiled by Wu Jing %% (670-749):

“Pacing the Void” lyrics are recited in Daoist abbeys. They thoroughly express the

beauty of numerous transcendents when they are blown about and lightly ascend.

22 Yuefu shiji 44)F#%54, compiled by Guo Maogian /%f% (1041-1099) (SKQS edn.),
78/4a-10b.
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A, EEPTE, S SRR 5k, 2

This note explains the original context in which “Pacing the Void” lyrics were
performed. However, most of the “Pacing the Void” poetry collected in Music Archive are no
longer songs used in rituals, but personal compositions on a religious theme. This can be

proved by narrations about the contexts of composition. For example, Bai Juyi & 5)’s

(772-846) personal anthology includes two poems, titled “Two Quatrains as an Adscript to

Ten Stanzas of ‘Pacing the Void” Poems, to Send off the Refined Master Xiao” 1% i Sk fifi 2>

JERA T E B AR

Now that you are about to leave for Yingzhou, at the time of departure, | present ten
poems of “Pacing the Void” lyrics to you. Should the heavenly transcendents appreciate

and ask about them, you can tell them that they are poems by the marshal of Jiangzhou.

R MR R, TR e PR . R =R AR, PTE TN AR A

On flowery paper, bound with jade, the characters written with pine ink, with whom will
you open them in Heaven? If you submit it to the Queen Mother, and she is willing to

sing it, she will ask (her maid) Dong Shuangcheng to bring it in.

23 Yuefu shiji, 78/4a.
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PEARFESIIN 27, JUR R EIGRERT . AU ERHINIENE, B8 k.

Although the “Pacing the Void” suite itself is no longer available, we can infer the
context of this composition from this adscript: Bai Juyi was seeing off the Daoist priest Xiao,
and he wrote a suite of “Pacing the Void” poetry as a farewell gift. The two adscript poems
presuppose that Xiao could bring these poems to heaven and submit them to transcendents
and deities. Although this is also a ritual context in which he intends that the recipient will
use his poem for performance, and Bai Juyi wrote them with special paper and ink, he
considered himself, a mortal author, would gain fame as a talented literatus. This
demonstrates a strong sense of the author’s agency. Bai regarded his composition more as his

own property and an instrument for interpersonal relationships rather than for public ritual.

Another example reflects the change of “Pacing the Void” poetry from the perspective of
readers’ reception. There is a passage in “A Preface for the anthology of the Honored Master

Wu [Yun], the Prior Born Genitor of the Unity of the Central Mountain” =4 5% 70 56 A4F S B
fH4EFF by Quan Deyu FEf#EEL (759-818) commenting on the “Pacing the Void” suite

written by Wu Yun %% (d. 778):

Wu Yun’s “Stanzas on Pacing the Void,” his compositions on “Roving transcendent” and
“Mixed responses” sometimes lament the way of this world with far-ranging imaginings
and reviews of antiquity, and sometimes they permeate myriad simulacra, thereby

merging with [the celestial domains] surrounding the pivot. He researched the guide

24 BaiJuyi /&5 (772-846), Baishi Changging ji M KR B4 (SKQS edn.), 16/17b-18a.
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ropes of human destiny to understand the evolution of human affairs.
Ho PR AL, B AR, BUBMEENE, DURHIE, SiEmME R, HRIR

M. FETEdrcsl, NG, 2

Wu Yun was known as a Daoist priest, and his Buxu suite contains abundant images of
journeys to the heavenly realm as well as terms drawn from classical texts like Laozi and
Zhuangzi. Reading the suite, we may define them as Daoist poetry because of these evident
Daoist elements. However, there is no ritual setting or description of the astral journey. It
starts directly with the scene, describing the architecture, the banquet, and the gathering. This
arrangement is similar to many other non-ritual “roving transcendent” poems from the time.
Considering his Daoist identity, this suite might have been written for ritual use, but we do
not have clear information about whether this suite was composed to fit in a certain ritual
melody, because this suite is not seen in other liturgical anthologies. It is only collected in his
personal anthology and commented on in this preface, collected together with his non-ritual-
oriented writings. Quan Deyu, as a contemporary of the author Wu Yun, comments on this
suite from the perspective of content, rhetoric, theme, and writing style. The pragmatic
perspective is omitted in this comment; instead, it presents an appreciation from a literary

reader as well as a consciousness of his authorship.

25 Quan Tang wen 4 J# 3, compiled by Dong Gao &1 (1740-1818) et al. (Beijing:

Zhonghua shuju, 1983), 489/204a; the translation is taken from See Edward Schafer, “Wu

29

Yun’s ‘Cantos on Pacing the Void,”” Harvard Journal of Asiatic Studies 41, no. 2 (December

1981): 387, with modifications.
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From these two exemplary narrations on the context and authorship, we can infer the
intention of some “human authors” in writing poems with the title “Pacing the Void” as well
as the expectations of some human readers when reading them. Although the poems might
also be written to fit in a certain melody, they could be used as a gift, and they could be
collected and commented on as a part of their personal compositions. The authors devote
their affections to the writing act with the help of supernatural themes. Although they
certainly express a predilection for the Daoist religion, “Pacing the Void” poetry as a genre
of personal composition, came to be a potential way to realize the authors’ self-identity and to

gain appreciation from others.

In the following section, | take Yu Xin’s J#i{5 (513-581) ten poems of “Pacing the

Void” poetry as an example to examine rhetorical features of “Pacing the Void” poetry as
personal writings.?® With this analytical structure, we can observe similar features in other

“Pacing the Void” poems of this type.

Listed as the first suite of “Pacing the Void” poetry in Music Archive, Yu Xin’s ten
poems are considered the earliest surviving writings by literati in the genre of “Pacing the
Void”. During the reign period of the King Wu of Zhou i #7 (r. 560-578), Yu Xin served
as an official who composed lyrics for court music. The king’s suppression of Buddhism and
supporting for Daoism promoted the use of Daoist ritual and the dominance of Daoist thought

at court. In these circumstances, Yu Xin’s compositions on a Daoist theme might be not only

26 Yuefu shiji, 78/3a-5b; see also Yu Xin Jgif5 (513-581), Yu Zishan ji J&i¥ 114 (SKQS
edn.), 7/5b-14a.
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his personal lyricism, but also reflect of cultural trends and state policy.?” Whichever of the

reasons was most important, a utilitarian ritual function was no longer his major concern.

In terms of rhetoric, Yu Xin’s “Pacing the Void” poetry features more concrete and
sensuous visual images, in contrast to ritual elements such as bowing down, burning incense,
clacking teeth, pacing around, visualization, breathing, swallowing, etc. commonly found in
liturgical passages. These images are also not limited to the sun, flowers, trees, and clouds,
which are common in ritual “Pacing the Void” lyrics, but encompass a wider scope of
images, including spring, birds, geese, and metaphorical images like “earth mirror” and
“heaven window.” Examining YU Xin’s other compositions as well as contemporary poems
on landscape and mystical excursion, we can observe that this suite shares, to a large extent,
syntax, and antithetic vocabulary with contemporary mainstream non-liturgy-oriented
writings. The table below compares couplets in Yu Xin’s “Pacing the Void” poetry and other

poems from Yu Xin himself and literati in his social circle.?® Sentences in the left column are

2I'Wang Zhiqing examines Yu Xin’s life and the political context when he composed his

Buxu suite; see Wang Zhiging &, “Lun Yu Xin ‘Daoshi Buxu ci shishou’ de daoqu
yuanyuan yu wenrenhua tedian” &g {538 120 B e -+ 1R kR A SN ACRERS,
Shanxi shida xuebao 2007.5: 55-56.

28 YU Xin’s biography in the standard history recorded Xiao Gang’s social group include
Xiao Gang ## (503-551, r. 531-551), Xu Chi 44 (474-551), and others; see Zhoushu
J& & (Beijing: Zhonghua shuju, 1971), 41/733-45. According to his biography, he became a

member of Xiao Gang’s headquarter in 527 at the age of 15. The chart below is to

demonstrate an affinity in word choices; it does not imply a chronological order between
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from Yu Xin’s “Pacing the Void” stanzas, and those in the left are written by him or his

contemporaries in a relatively social context. These are a few examples from many in which

they share syntax and vocabulary:

Resting my simurghs, | feast by
the [Queen Mother’s] jasper river;
on my path back, I ascend great

Heaven.

SEEK, B LK. (39

On the jade mountain we ride four vehicles; by
the chalcedony river eight dragons feast. The
bridge of turtle floats on the junior sea; in a
chariot with a canopy of swan feathers | ascends

to the central peak.
TPy, Hihe/\FE. EETDE. 55
# B, (Yu Xin, “Accompanying the

Emperor’s Visit to the Mount Zhongnan, to

match the poem of the royal secretary Yuwen ”

b B S AT LRI 5= 30N S )2

Vernal springs releases the jade
flow; blue birds turn toward

Golden Flowers Palace.

Splitting the flower cluster emerge yellow birds;

hanging on the rocks descends fresh spring.

Xiao Gang’s and Yu Xin’s lines. However, Wang Taiqing’s lines quoted in the chart were

composed in a gathering when Xiao Gang was the Prefectural Governor of Xuzhou 73N #l

5 (521-523). Considering Yu Xin’s age, his “Pacing the Void” Poetry was very likely

written after this.

29 Yu Zishan ji, 5/2b.
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HRTERM, HRAEE. (6)

AR . A F#R.  (Xiao Gang i 4l
[503-551], “Toward the Temple of Mount Huku”

R P =T )

In the Earth Mirror, the stairs
basis is far; in the Heaven
Window, the shadow and trace are

deep.

Mg, R ENA. (9M)

On the long stairs the mist is hard to disperse;
with the high window clouds are easy to come

through.

MER . & m= . (Wang Taiging +
2 [fl. 523], “To Harmonize with King

Jianwen of Liang (Xiao Gang)’s Poem by the

Temple of King Gao of Han” 1§ 377 #8415

%)%)31

In the left column, Yu Xin’s scenic descriptions are all non-secular to some extent. The

Queen Mother’s jasper river and the Golden Flower Palace are common Daoist images. There

is an “Mount Earth Mirror” in The Essence of the Supreme Secrets (Wushang miyao f It

%, dated 570) and a “Heaven Window Cavern” in Mr. Zhou's Records of His

Communication with the Invisible World (Zhoushi mingtongji & [K =@ 5T, dated 517). It is

the way that Yu Xin arranges these Daoist images that is innovative among Daoist poetry, for

%0 Han Wei Liuchao baisanjia ji #1755 H —% 4%, compiled by Zhang Pu 5&7# (1602-

1641). (SKQS edn.), 83/43b.

31 Yiwen leiju 5K, compiled by Ouyang Xun EXFZ& (557-614) (SKQS edn.), 79/6b.
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example, putting the “Earth Mirror” and “Heaven Window” in parallel, or pairing “Golden
Flower” with the secular image “jade flow.” The way of creating these parallel passage is
shared among Yu Xin’s “Pacing the Void” poetry and the non-ritual-oriented poems of his
colleagues or social group members. This affinity for contemporary landscape poetry and
“roving transcendent” poetry rather than the liturgy introduction implies that Yu Xin’s
“Pacing the Void” suites would be read and commented on as landscape poetry and “roving
transcendent” poetry. We can further assume that Yu Xin’s suite would not have been
considered a liturgical lyrics or following liturgical regulations. Detailed images and delicate
antithetical parallelism prompt the readers to slow down to appreciate the language, the

rhyme, and the scene depicted, rather than to glance over it in recitation and repetition.
Another distinctive corpus draws on some non-Confucian classics apart from liturgical
scriptures, such as Laozi ¥, Inner Biography of the Emperor Wu of Han (Han Wu
neizhuan 7N 1), and Biographies of Deities and Transcendents (Shenxian zhuan il
f#). Yu Xin’s suite has abundant allusions, direct or indirect, to philosophical terms and

figures in traditional tales. The chart below compares Yu Xin’s suite at the left and earlier

texts and tales at the right:

Having no name is the origin of Having no name is the origin of heaven and
myriad beings; having a Way is the | earth; having a name is the mother of myriad

beginning of hundreds of spirits. beings.

WA EMIR, AEAEY. (V) | AR GLEWL . (Laozi)®

82 Laozi #F, commentary by Wang Bi Eifi; (226-249) (SBBY edn.), la.
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In the essential and subtlety, | am
mindful of the mysterious female;
in void and emptiness, | cultivate

the valley spirit.

R4, EEERS. (5N

The Nourishing Spirit never dies; this is so-

called the mysterious female.

BHRTE, REZA. (Laozi)®

The Emperor Wu of Han is
arrogant and insolent; the King
Huainan does not have a humble
heart. Penglai has sunk into the sea;

how could they find it?
BREZEG, WAL, ER

NHFIE, TR rfE . (9")

33 |aozi, 4a.

The Queen Mother, then, sends her maid Guo
Mixiang... who said, “...Liu Che (the Emperor
Wu of Han) was keen on the Way, and | have
just come to see him. ... But his form is
arrogant, and his spirit is defiled; ... I am afraid
that he is probably not of the material to become

a transcendent.”

EREIEA K HWER... St
W, AR . .. AR, AR

fib

(Hanwu neizhuan)®*

[Liu] An, the King Huainan, had not ascended to
Heaven to meet the transcendent earls. An was
used to living in comfort and status at a young

age, and he rarely practiced rites expressing

3 Han Wudi neizhuan R N{#, compiled by Ban Gu ¥ (ca. 32-92) (CSJC edn.), 6-

7.
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humility. He sat and stood in a disrespectful
manner; his speaking voice was vibrant and
loud; sometimes he mistakenly referred to
himself as “Guaren” (a first-person pronoun for
the king). Thus, the chief of transcendent elders
petitioned about An: “He is disrespectful. We

should reject him and send him away.”

W E %, REER, @&EH. %/D0ER
B, MM T2, AREARE, HEER,
BRI TEN . FORMIMAEEZ L E: AL,

JEFigJ:. (Shenxian zhuan)®

The sea has no more than three feet Magu said, “Since | serve as a transcendent
of water; the mountains became a maid, | have seen the eastern sea becomes
few inches of dust. mulberry fields three times. Once in Penglai, the

water was again lower than before.”

W= ROK, s EE . (5™)

35 Shenxian zhuan #§lli{#, quoted in Taiping guangji A F#&#C, compiled by Li Fang 2=
W7 (925-996) (SKQS edn.), 8/5a.
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PRk H AR BRI, ORI = A5
M [N, KGRAMEE . ~ (Shenxian

zhuan)3®

In terms of composition, allusions are devices to display the author’s familiarity with
traditional writings. They are also a technique to convey complex emotions in a concise
manner. Obviously, neither of these is a major concern for texts used in ritual. On the
contrary, it is a distinctive feature for personal authors to express their thoughts. While
alluding to these traditional anecdotes, Yu Xin even implies his critical thinking, sarcasm,
and lament in these allusions. Compared to Daoist “Pacing the Void” poems, Yu’s “Pacing

the Void” poems are more private and emotional.

Yu Xin adopts the poetic form of the “Pacing the Void” poetry used in Lingbao
Buxujing, with five characters in each line and ten to twelve lines in each poem. As
mentioned above, “Pacing the Void” poetry originated from lyrics written to a certain
melody; most “Pacing the Void” poems before the early Tang Dynasty are in accordance with
the form in Daoist scriptures. Thus, earlier authors still accepted limits on their form to fit

with the traditional melody, despite their fading interest in the ritual. However, “Pacing the

3% Shenxian zhuan #{ll11%, compiled by Ge Hong %t (ca. 283-363) (SKQS edn.), 3/9b.
Also, as Shiji 55C and Hanshu 73 records, Emperor Wu was enthusiastic about looking
for the Penglai %7, a legendary place where transcendent resides. See Shiji 525C (Beijing:

Zhonghua shuju, 1959), 28/1397: “The Emperor then visited the sea to the east, ... seeking

the divine of Penglai” X HIKHE .. F3% 00 A
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Void” poetry since the Tang Dynasty took various forms. As “Pacing the Void” transformed
from a title of ritual introit to that of common literature, personal writings deviated from the
original musicality. Authors adjusted the number of lines and characters in each line, or even
abandoned the form of multiple poems. Instead, they tended to imitate contemporary forms of
metrical or semi-metrical verse. For example, Chen Tao’s [Hifd (812-885) “Pacing the
Void” poetry has eight lines and seven characters in each line; Gu Kuang it (fl. ca. 757-
787) and Wei Qumou ZEIEA4 (749-801) have five-character octaves; Liu Yuxi 2155
(772-842), Su Yu #k# (fl. ca. 805), Chen Yu [ (fl. ca. 806), and Gao Pian = f§jf (821-
887) write in seven-character quatrains.3” Later in the Song Dynasty, Cheng Bi F£4 (1164-
1242) composed “Buxu ci: For the Birthday of the Gate Minister Zhang” ¥ i i) & 5= ['] 7]

to the tune Xijiangyue PGYLH (a tune to which ci poems were composed).®® In these

various forms, “Pacing the Void” gradually became merely a common label to indicate

content more or less associated with supernatural themes, and the ritual meaning diminished.

1.3 Final remarks

The various contexts and applications of “Pacing the Void” poetry are reflected in
internal features such as content, form, and poetic devices on the one hand, and through
external references including the categorization and narratives regarding authorship on the

other.

37 Yuefu shiji, 78/6a-10b.
38 Cheng Bi f£F (1164-1242), Mingshui ji ¥#7/K# (SKQS edn.), 30/4b.
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“Pacing the Void” lyrics for liturgical hymns share features of “ritual language” with
other types of ritual poetry. First, the language itself describes the ritual. The beginning
poems of most suites name the actions and the sequences of the liturgy and confirm its
purpose for the practitioners. This is similar to some Zhou ritual hymns in which Martin Kern

identifies “Ritual self-reference”:

A performance text—Dbeing, first of all, a text performed within a ritual act—is
fundamentally self-referential by naming the reality of the performance within, and
sychronically to, the ritual act; as such, it also duplicates this very act on the linguistic
level. Lending voice to action, the text addresses a question lingering subliminally in any
performance: “what are we doing here?” ... In the hymns as in the performance, past and

present, mythical narrative and ritual practice are fused and expressed.*®

Beginning with words such as “bowing” and “pacing around,” “Pacing the Void” suites
carry the power to transfer the practitioners into a public ritual space. While the prose passage
introducing the liturgy provides information about ritual processes and meanings for
practitioners, the practitioners would confirm this knowledge by reciting the lyrics out loud in
a community. As actions like “bowing” and “pacing around” would finally lead them to the
heavenly realm, the following poems’ depiction of the heavenly realm is natural and real.

This is how such self-reference works in recitation. Notably, such ritual speech does not

39 Martin Kern, “Shijing Songs as Performance Texts: A Study of ‘Chu Ci’ (Thorny

Caltrop),” Early China 25 (2000): 59.
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require archaic words or mystical terms which would be difficult for the practitioners to

understand.

Secondly, the language demonstrates redundancy and repetition, and the plain rhetoric
focuses on religious achievement rather than artistry. As common to many cultural traditions,
ritual language has distinctive formal features, including rhyme, onomatopoeia, alliterative
binomes and reduplicatives. As Stanley Tambiah said, it is “the hyper-regular surface
structure of ritual language”: “the poetic devices such as rhyme, metre, assonance, and
alliteration generate an over-all quality of union and a blurring of grammatical boundaries.”*°
With such patterns, the practitioners and audience would “extend texts, give them
embellishments (within stylistic bounds), explore nuances of multivocal meanings; and from
the point of view of performative efficacy the structure of the entire recursive recitation may
be seen as an iconic analogue of the cycles of creations of the cosmic order in their temporal
and spatial regularity and cumulative effect.”*! As discussed before, the rhetorical pattern in
“Pacing the Void” suites possesses some power itself apart from its content. Even though lay
audiences are not familiar with the specific words, the rhythm of the words would also bring

them a ritual experience.

A more fundamental point in “Pacing the Void” suites, the one that determines their
redundancy, is the melody. These suites are almost consistently five-character verse, with a
set number of lines in each poem. “Pacing the Void” suites are transmitted across generations

with the same melody or similar ways of making the melody. The direct impression of the

40" Stanley Tambiah, A Performative Approach to Ritual (London: British Academy, 1979),

164.

41 Tambiah, A Performative Approach to Ritual, 137.
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audience is their presentation in ritual rather than the semantic meaning in lyrics. Suzanne
Langer coins such overshadow on words as “swallowing”: “When words and music come
together in song, music swallows words; not only mere words and literal sentences, but even
literary word-structures, poetry. Song is not a compromise between poetry and music, though
the text taken by itself be a great poem; song is music.”*? Therefore, despite the
characteristics of the lyrics we discussed above, the performative tradition, or the “semblance

of speech” itself may play a leading role.

More personalized “Pacing the Void” suites that are attributed to human authors
demonstrate different rhetorical features due to a change in social function, although they
inherit the form and theme to some extent. Yu Xin, Wu Yun, the Emperor Yang of Sui, and
Wei Qumou’s suites use a more traditional pattern with a ritual narrative; Bai Juyi and Cheng
Bi’s still possess a “statement of purpose” like a ritual suite, but the “purpose” they cite is
obviously more secular, such as giving poems as a birthday or a farewell gift. Compositions
of later poets are more remote from the liturgical context in terms of both form and content.
Their textual sources come from not only traditional liturgical “Pacing the Void” poetry, but

also previous and contemporary literary works.

Examining the history of “Pacing the Void” poetry in the early medieval to high
medieval period, the title of this chapter generalizes “Pacing the Void” poetry as a “sub-
genre.” This generalization is based on two types of concern. First, “Pacing the Void” poetry
is a sub-category of a specific genre, namely, poetry. The relatively fixed title, form, and

theme made “Buxu poetry” a template for both liturgical lyrics and literary compositions.

42 Suzanne Langer, Feeling and Form: A Theory of Art (New York: Charles Scribner’s Sons,

1953), 152.
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Edward Schafer introduces the “Pacing the Void” poetry as a poetic form with Daoist
content, and this title is reused by many writers with a predilection for the Daoist religion. He
generalizes about some common themes in “Pacing the Void” poetry, including (1)

expressions that display closer similarity to “Roving transcendent” (youxian i fill) poems,

(2) allusions to deities and places in Daoist mythology, (3) solid, physical, visual, and
sensuous images, and (4) references to ritual procedures.*® It is because of these shared

features that these suites can be regarded as a “sub-genre.”

Second, a definition of “genre” is based not only on the form but also on the social
function of the texts and the understanding of the text-users. Many contemporary theories
tend to locate the definition of genre in social communication. For example, Bhatia defines
genre as “language use in a conventionalized communicative setting in order to give
expression to a specific set of communicative goals of a disciplinary or social institution,
which give rise to stable structural forms by imposing constraints on the use of lexico-
grammatical as well as discoursal resources.”** Carol Berkenkotter and Thomas N. Huckin’s
attention to social cognition also leads to the interpretation of the power of change in genre,
which is characterized as “dynamism”: “Genres are dynamic rhetorical forms that are
developed from actors’ responses to recurrent situations and that serve to stabilize experience

and give it coherence and meaning. Genres change over time in response to their users’ socio-

43 And (5) the personal motif of leisure travel and abstract images such as vapors, hazes, and
=1 A

twinkles for Wu Yun =#5’s (d. 778) suite in particular. See Schafer, “Wu Yun’s ‘Cantos on

Pacing the Void,”” 389-90.

4 V. K. Bhatia, Worlds of written discourse: A Genre-based View (London: Continuum,

2004), 23.
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cognitive needs.”*® The medieval “Pacing the Void” poetry might demonstrate consistency
on a certain layer, but it developed diverse features in different social groups. Due to changes
in purpose and composition context, both the genre’s own characteristics and the external
narrative surrounding its creation have changed. In this sense, the prefix “sub” indicates the
blurred boundary of this relatively closed category. This blurred boundary opened a space for
a new direction in the Song dynasty’s writing of “Pacing the Void” poetry, which will be

discussed more in the next chapter.

45 Carol Berkenkotter and Thomas N. Huckin, Genre Knowledge in Disciplinary

Communication: Cognition, Culture, Power (London and New York: Routledge, 1995), 4.
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CHAPTER 2

The Song Imperial “Pacing the Void” Poetry as Daoist Ritual Hymns

There are clear differences between lyrics “written by transcendents” and those written
by humans but features of these two types subtly merge in three suites of “Pacing the Void”
poetry written by three emperors of the Song Dynasty for Daoist liturgy. The introduction of
this thesis mentions the “external narrative” of these suites, namely, their authors and
categorization—they are written by human authors but collected in a Daoist scripture, Hymns
for Golden Register Retreat of the Three Caverns (Jinlu zhai sandong zanyongyi 44375 —
TRFE k155, | hereafter Hymns for Golden Register Retreat). This chapter focuses on the
compositions as Daoist poetry, examining the ritual practice, ritual purpose, and how the

suites inherit rhetorical sources from previous Daoist poetry.

Daoism was recognized as the official religion of the Tang dynasty, and Daoism had also
been conferred official recognition in the Song Dynasty. The Northern Song court

incorporated Daoism into state religion and court rites.
Matsumoto Koichi ¥A4<iE— discusses how the Song court destroyed “licentious

shrines” ¥£4d and assigned titles to abbeys of Daoism and some folk deities. This

demonstrates the official acknowledgement of Daoism and some popular cults as well as the
court’s effort to organize these religions within the system of state religious activity.*® During
the Song Dynasty, some Daoist retreat and offering rituals were sponsored by the state to

pray for the wellbeing of the state and the emperor. As Matsumoto notes, the Song court

6 Matsumoto Koichi A A5 —, Sodai no Dokyo to minkan shinké FAXDEZ & KHFAN
(Tokyo: Kyiiko Shoin, 2006), 249-66.
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reorganized the ritual system, and it compiled new encyclopedia for Daoist liturgies which
included special versions of Daoist liturgies for the emperors exclusively.*” A recent study
also outlines, based on legal documents, the policies and regulations on Daoism of the Song
dynasty.*® Edward Davis’s book cites a twelfth-century collection of anecdotes, Hong Mai’s
Jti# (1132-1202) Record of Hearsay (Yijian zhi 35 EX5¥) and shows the development of
Daoism in Song society. In general, Song society witnessed a “syncretic field of religion” in

which Daoist ritual specialists mediated among elites and commoners.*®

Furthermore, the Song court justified its authority by confirming a preordained Daoist
theocracy. Xiang Zhongmin [7]ff% collected historical records about how Daoism
legalized the monarchical power of the Song Dynasty, including Daoist prophecies and myths
in which the emperors were protected by Daoist gods or even advocated as Daoist gods.>°

Shin-yi Chao studied how Huizong’s promotion of Daoism legitimatized his rule and

47 Matsumoto Koichi, Sodai no Dokyo to minkan shinko, 276-308.

48 Zhang Longcheng GREERK, Wu Qingyang iEH7, Jin Kaiwen 415, and Yuan Yumei
7% KM, Songdai Daojiao guanli zhidu yanjiu ZRARE HUE B FERF 70 (Chengdu: Sichuan
daxue chubanshe, 2020).

49 Edward L. Davis, Society and the Supernatural in Song China (Honolulu: University of

Hawai’i Press, 2001), 153-61, 200-25.

5 Xiang Zhongmin [f] {14, Liang Song Daojiao yu zhengzhi guanxi yanjiu i A1 2 BLEY
16 H1ZF 9T (Beijing: Renmin chubanshe, 2011), 24-37.

38



established himself as a messianic “true lord” in Daoist theocracy.>! These studies show the
interaction between the Daoist religion and traditional state cult, political power, and imperial
literature. This is the historical context in which the three suites of “Pacing the Void” poetry

were composed or compiled.

2.1 The Golden Register Retreat ritual and new regulations of Daoist ritual in the Northern

Song

Since early medieval times, versions of Daoist liturgies had been developed specifically
for the royal court or emperors. The Golden Register Retreat was established since the Sui-
Tang period as one such exclusive liturgy. Many medieval Daoist scriptures mention the
purpose of the Golden Register Retreat. For example, Established Order of Daoism (Daomen

dingzhi & Pl preface dated 1188 or 1201), a comprehensive liturgical manual, provides

details of the revised Northern Song Golden Register Retreat:

The Golden Register Retreat is to bless and protect the emperor or king, to pacify the

people and guard the state.

®1 Shin-yi Chao, “Huizong and the Divine Empyrean Palace Temple Network,” in Emperor
Huizong and Late Northern Song China: The Politics of Culture and the Culture of Politics,
eds. Patricia B. Ebrey and Maggie Bickford (Cambridge: Harvard University Press, 2006),

325-58.
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EEIE. AT E, AL

The three register retreats are: On the fifteenth day of the first month, the day of the
Higher Prime, the Golden Register Retreat is to be practiced by the emperor, to display
the ritual to match the heaven. ... On the fifteenth day of the seventh month, the day of
the Middle Prime, the Jade Register Retreat is to bless and protect the Six Palaces, to
assist and pacify the queen and the imperial concubines. ... On the fifteenth day of the
tenth month, the day of the Lower Prime, the Yellow Register Retreat is to be practiced
universally by all officials and commoners, to pervasively benefit families and the

state. ... The order of three register retreats above and the positions and names of the
sages and perfected were revised by the prime minister Wang Qinruo (962-1025) in the
years of Dazhongxiangfu (1008-1016), according to an imperial order, and issued to the
Daoist abbeys in the capital as well as all famous mountains and blissful lands under
heaven to reserve and hold, to prepare for the practice of the imperial court. In some
cases, major ministers who govern the state are also allowed to practice the rites.
Common people are not allowed to practice. Moreover, recently, since it has been the
year of the Emperor’s natal destiny and the Heaven Peace Festival, the retreats have been
practiced seven times. Emissaries Bearing Tallies in some border regions conducted
Golden Register rites. ... It has become a fixed regulation.

=R, booetRit, wEBE, RAERK. .. oo EERTS, RIG/NE,

BICHE. ... hooue s, RIEEE, HEERE. ... A= ER TR R, KB

W

FALSE, JyORPRERTEE, SHE. . RMAESEEBE, HMEREERL R TAL

52 D7 1224 Daomen dingzhi i&[" 51, 6/1b.
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A Je REHT, BELIR. W B EERIES, .. KA ER, %

According to Daomen dingzhi, the Golden Register Retreat liturgy experienced a
revision during the Zhenzong period, but the purpose of the ritual was relatively unchanged.
A clue about a new promulgation during the Huizong period is found in the Book of Song

(Songshi & 5) which records that the court published a “Ritual Guide for the Lingbao

Y

Daoist Ritual of the Golden Register” (“Jinlu Lingbao daochang yifan” 445 % % & 3515 #0)

=

==
[E1=§

in 1108.>* Lingbao yujian g K (Jade Mirror of the Numinous Jewels), a Southern

Song liturgical manual, reiterate the exclusiveness of this ritual, which had become fixed

since these revisions:

The Golden Register Retreat of the Upper Prime is used to purify and pacify the Two
Principles, to show respect to Heaven and Earth; to pray to Heaven for a lasting
Mandate; to benefit the state with auspicious signs; extend the pattern of roots and

branches that has developed over one hundred generations, cultivate the altars of soil and

%3 DZ 1224 Daomen dingzhi 3/3b-4a. Notably, Wang Qinruo E#X# also revised the jiaosi

4L (suburban sacrifice) ritual, the state ritual, for Zhenzong’s court.

® Songshi &5 (Beijing: Zhonghua shuju, 1985), 20/380. The exact text of “Jinlu Lingbao

daochang yifan” is not preserved today. However, considering the time, the anthology Hymns

for Golden Register Retreat might be a part of this publication by Huizong court.
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grain that will survive ten thousand years, these are all matters for the Son of Heaven.
They cannot be performed without an edict from the Court.
Fouets, WLUSENGE, 28 RM, ok, BBRE: At A3, B

EBEZME. BRTHE, FEYEATRAE,

Although there had been a long tradition of performing this ritual, we can find clues to
the Northern Song’s revision of many details in scriptures before and after this period. The
earliest version of the whole process of the Golden Register Retreat ritual is seen in The

Essence of the Supreme Secrets (Wushang miyao # [ %%), a large compendium dated

Yaday

570.%¢ In the “Chapter of the Golden Register Retreat” (“Jinlu zhai pin” 4>43%5 ), the

ritual takes place according to the following procedures:

Said the Divinity who Flies to Heaven: According to the Method of the Code of the
Shining Perfected, Kept in the Jade Chest of the Nine Realms of Darkness, in the
Department of the Long Night, when the emperor or the state territory experience
misfortune, disease, war, invasion, danger, emergency, disaster, or calamity, you should
write, in cinnabar, the five Perfected Scripts of Lingbao in the middle court. Set five

tables in the five directions, with one of the Perfected Scripts invited to occupy each

% DZ 547 Lingbao yujian % % £ (ca. 302-311), 1/19b.

% A similar version of this procedure and the script for petition for the state is also seen in
DZ 1411 Dongxuan lingbao changye zhi fu jiuyou yukui mingzhenke, 25b-36b, although in

DZ 1411 the ritual is not clearly labeled as the Golden Register Retreat.
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table. Taking five ounces of gold, use each ounce to make a dragon. Make five dragons
in total and use them to weigh down the five Perfected Scripts. Then, use pledge
offerings of five-colored patterned silk to pacify the Five Emperors. The person suffering
misfortune brings silk with purple patterns according to his age in order to extract and
preserve his personal lifeforce, pacify the state and secure the throne, avert and resolve
heavenly misfortunes.

RRMAE: REZAMEERWERRE, W ER b RERIEGR e, &M E
BEANX TSR, WRETT, —FERE. DEhw, —WfE—iE,
T E1ETRE, DMRTRE b XTSRS SR TN, AR S BET &
RECH, RS, LB, BRI

Under the bright stars and arrayed constellations, [light the lanterns] ...

BESTE, [ARE]......

The Enlightened and Accomplished Great Master of the Law unbinds his hair at the
center of the altar. He performs the Mud and Ash [Retreat] according to the instructions,
setting forth his apologies six times a day and performing the rites at the center [of the
altar]. If men and women of unsullied belief would assist the state to pray and appeal,
they should stand outside the gate with unbound hair, to perform the Mud and Ash
[Retreat] and state their appeals. ... When the day of ritual ends, the Perfected Scripts

should be burned so that they disperse in the green smoke.
W LA R BRSNS, IKaR B IR, ANWrEE A, T RATE. AEER L

Bran, BRI B R fTiEHE, ERAS, i,

Said the Divine who Flies in Heaven: The ritual master enters through the Gate of Earth

(southeast). He burns incense and lights lanterns three times. He turns around and stands
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facing the east. He clacks the teeth for thirty-two times. After that, he recites the Prayer
for Uncovering the Incense Burner." The Leader of Recitations intones the names and

ranks [of each spirit].

R NEL: VERIEH S N, SE&E =i, ERmaL, M=+ 8. 52, %
FEAL, HAHIE &AL

This is a respectful invocation from The Great Master of Law of the Three Caverns, a

servant to the Perfected, (name):
=ARRVERNIE N E R

[The petition]

(BL30)

Then, rise and face the east, offer incense three times, and pray:
fEeRm, = kfF, PiE:

[The petition]

(BL30)

Then, three more pinches of incense, and pray:

RA =44, L

[The petition]

(BL30)

Then, worship with the incense three times more, and pray:
RA =4, HLHE:

[Text of the petition]

(BL30)

Bow for nine times to the east, and say:

KU, HH:
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[Text of the petition]

(LX)

When finished, untie the scarf, knock the head on the ground and slap the cheeks eighty-
one times.

g, [FFET, I, AEE /T —i.

Then, face the south and bow three times. Make a vow following the method above. ...
Then, face the west and bow three times. Vow following the method above. ...

Then, face the north and bow three times. Vow following the method above. ...

Then, face the northeast and bow three times. Vow as the method above. ...Then, to the
southeast, then to the southwest, then to the northwest, bow once to each of the four
corners. Knock the head on the ground and strike the cheeks nine times each and pray
following the method for the northeast. Then, face the direction above the northwest and
bow for thirty-two times, and vow following the method above. ... Then, face the
direction below the southeast and bow for twelve times, and vow following the method
above. ...

KE I =F, B bk, ... RoE-ERE, BBk L gAbE R, RGNk

Pio e UORABTE R, B Rk, L UCREG A, RPERG A, RPEAEE, DU

When the vow, meditation, bowing, and apologies to the ten directions are finished, you
should circumambulate three times, circling the incense and lamp, while reciting the
“Cavern Stanzas of Pacing the Void.” When finished, return to face the east and perform

the “Prayer for Covering the Incense Burner.”
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According to Wushang miyao, this large-scale ritual should take place at a huge altar
surrounded by thousands of lamps. The performance of “Pacing the Void” is the next to last
step before the “Prayer for Covering the Incense Burner.” Since Song Imperial “Pacing the
Void” poetry had not been composed when Wushang miyao was created, the “Cavern Poems
of Pacing the Void” (“Buxu dongzhang”) mentioned in Wushang miyao refers to the ten
poems in Lingbao Buxujing, which was discussed in the last chapter. Clues from later ritual
manuals indicate that the Golden Register Retreat ritual might have experienced a change,
including a new standardization of the hymns, during the Northern Song period, which will

be discussed below.

Rites to Open the Altar for the Golden Register Retreat (Jinlu zhai gitan yi 4537 U8
f#%), compiled by Du Guangting #L)¢jE (850-933), is another major source for the Golden

Register Retreat before the Northern Song Dynasty. This ritual manual introduces the
installation of the altars as well as the whole practice of the Retreat. Compared to the
Wushang miyao, it includes more details, such as the content of the “five Authentic Scripts,”
the petition scripts for every step in the ritual, and titles of the specific hymns. These titles

include “Hymn for Taking the Three Refuges” (“Sanguiyi song” —HR{K2H), “Appreciation
of the Glory and Grandness” (“Huaxia zan” #E ¥ i#), “Appreciation for Inviting the Three

Masters” (“Qing sanshi zan” &g —ffiz&), “Hymn for Making the Three Entreaties” (“Sangqi

song” —/%2H), and “Hymn of Wisdom” (“Zhihui song” % Z2H); and as noted in Rites of

" DZ 1138 Wushang miyao & I 1/i %, 44/1a-8b.
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Confirmation of the Officiants and the Promulgation of the Rules of the Golden Register

Retreat (Jinlu dazhai buzhi shuojie yi 455 K75 il 77 #.#) there would also be the “Hymn

for Practicing the Precepts” (“Fengjie song” Z:7(2H) at the end.*®

However, the Northern Song Hymns for Golden Register Retreat, which includes the
Imperial “Pacing the Void” suites, does not include lyrics with the titles above. Instead, it has

“Music of the Great Purity” (“Taiqing yue” Ki&%%), “Music of the Jade Purity” (“Yuqing
yue” EiF4%), “Appreciation of the White Crane” (“Baihe zan” H#57&), “Lyric for
Dispersing Flowers” (“Sanhua ci” #{{£5), and “Music of the High Purity” (“Shangqing
yue” _[iF4%), all composed by emperors. Notably, these titles are not seen in earlier

scriptures. In other words, it is highly likely that they were new to orthodox Daoist traditions,
first adopted into the formal rituals by the Northern Song emperors, or even invented by

them.

Daomen dingzhi, compiled ca. 1200, offers more comprehensive and standardized
versions of the large rituals. Although there is no reference to ritual hymns in the Golden
Register Retreat in detail, the section on the Yellow Register Retreat, whose process was
usually similar to that of the Golden Register Retreat, has an exhaustive list of the hymn titles

used in the “ritual of recitation and chanting for three days and four nights” = H VU ¥ &k
7595, This list includes not only titles from the tenth century Jinlu zhai gitanyi and Jinlu

dazhai buzhi shuojie yi such as “Hymn for Practicing the Precepts,” “Hymn for Making the

Three Entreaties,” “Appreciation of Wisdom” (“Zhihui zan” % £:#), “Appreciation of

Taking Refuge” (“Guiyi zan” EfiKi#), and “Appreciation of the Commencement of the

58 DZ 486 Jinlu dazhai buzhi shuojie yi 4> 5% K25 4 B0 7455, Sb-6a.
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Scripture” (“Qijing zan” RU&LHE), but also those in the Northern Song Hymns for Golden
Register Retreat, including “Music of the Great Purity,” “Music of the High Purity,” “Music
of the Jade Purity,” and “Lyric of the White Crane” (“Baihe ci” H#55A). This list also has
“Buxu ci,” “Buxu Lyrics of the Jade Capital” (“Yujing Buxu ci” & 55 &), and “Buxu
Lyrics of the Golden Portal” (“Jinque Buxu ci” 422 i 5il). This list of titles is generally
consistent with the liturgical hymn anthologies in Comprehensive and Requisite Manual of
Daoism (Daomen tongjiao biyong ji & [T 4L, preface dated 1201) and Precious
Tones of Liturgy (compiled 1368-1644). In these two books, “Buxu Lyrics of the Jade
Capital” refers to the suite in the Lingbao Buxujing; “Buxu Lyrics of the Golden Portal”
refers to a short fifty-character poem; “Buxu ci” refers to the ten-poem suite by Zhenzong.
Presumably, the list in Daomen dingzhi and the two liturgical hymn anthologies present the

norm reestablished by the Northern Song Court.

In conclusion, the “Pacing the Void” poetry collected in Hymns for Golden Register
Retreat is set in the ritual context of the Golden Register Retreat, which was to be performed
for the welfare of the state and the emperor. “Pacing the Void” lyrics were recited in the last
steps of this ritual together with certain performances. Comparing scriptures from before,
during, and after the Northern Song period, we can observe some adjustment of the Golden
Register Retreat, through both the direct narrative about the ritual and the list of hymn titles.
The emperors’ composition of the “Pacing the Void” poetry was likely to be a part of the

court’s recognition of Daoism and the legitimation of Daoist rituals for states.

2.2 Textual features as Daoist ritual hymns
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All of the Imperial “Pacing the Void” poetry takes the form of five characters in each
line and eight or sixteen lines in each poem, which resembles the “Pacing the Void” poetry in
the Lingbao Buxujing, so that they should be able to fit a similar liturgical melody or means

of performance.

As ritual texts, the Imperial “Pacing the Void” poetry also contains abundant liturgical
descriptions, such as references to constructing the altar, touching the head to ground,
burning incense, accepting registers, and pacing around. For example, Taizong’s poem begins
with:

HEr a4, With clarity and quiescence, | establish the golden altar;

fit & KiEF,  Non-action is the principle of the Great Way.

Bk B RT, | take refuge before the Jade Thearch,

FE¥kszE.  knocking my head to the ground to beseech the instructions of my
ancestors.

TESKE AL T, | begin the odes and burn the precious incense;

—DEAE., My heart is concentrated and consistent.

As discussed in the previous chapter, the self-reference to the ritual act is a common
feature of ritual texts, and it is a traditional way to start the “Pacing the Void” suites as seen
in Lingbao Buxujing. Moreover, Taizong’s poems take on the traditional structure of a
journey to the heavenly realm. The first poem starts with the ritual acts, and it ends with the
couplets “Riding in a carriage with feathered canopy, pulled by green dragons, | travel

through all rivers in the eight directions” P25 % H #2174 /\ 77 7K. Then, the second to

fourth poems depict the scene in the heavenly realm during a gathering of transcendents. The
fifth to seventh poems continue to describe the actions of the protagonist and the merits he

gains through this journey. The eighth to tenth poems address some his actions.
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Zhenzong and Huizong’s suites are slightly different from Taizong’s suite in terms of the
beginning. Zhenzong’s suite begins with an introduction to the natural environment in which
the ritual takes place: “On the copper globe the spring arrives; in the jade portal the morning
mist lifts” #iVEAEE 2 K FIBEE ;. Although it is not the typical beginning with “ritual
acts” featured, it can be viewed, in a broader sense, as a depiction of the ritual setting.
Huizong’s poem starts with a cosmogonic description “the Great Ultimate divided into the

Highness and the Thickness; the light and the clear went up and belong to Heaven” A4y

= JE B & K. Such way to start a “Pacing the Void” suite is also seen in the Dunhuang

manuscript, which starts with “the Great Way originates in the void; the mystical brightness
illuminates the myriad beings™ JKi& H & 4% X BIHUR A2, In general, the three suites share

the same narrative structure of ritual and journey as that of the Lingbao Buxujing version.
They include the persona ascending to Heaven, the natural scene, the gathering of/with

transcendents, actions taken, and merit gained.

Moreover, the depiction of the scene in these suites clearly borrows from the vocabulary
used in the Lingbao Buxujing suite and the preceding liturgy introduction. For example, a
common motif is the “Forest of the Seven Treasures.” It is mentioned in the Lingbao
Buxujing liturgy introduction, Lingbao Buxujing suite’s seventh poem, and Taizong’s second
and tenth poems. The mythical animals mentioned in the Lingbao Buxujing preceding liturgy
introduction, such as phoenix, crane, dragon, unicorn, and lion, are frequently seen in the
emperors’ suites as well. Furthermore, the procession and the dispersal of flowers are also

shared motifs.

That being said, the emperors’ suites feature a notable expansion of the vocabulary,
syntax, and poetic devices, which will be discussed in detail in the next chapter. However, the

general tone of the suites still lacks explicit emotions or critical thinking. Although we
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observe the “authors’” or “practitioners’” piety in ritual acts, their calmness in meditation,
delight in the gathering and in gaining merit, and even surprise when reacting to the heavenly
scene, we see almost no allusions to anecdotes, historical criticism, or the consciousness of

authorship. These features are consistent with traditional liturgical poetry.

In conclusion, the “Pacing the Void” poetry collected in Hymns for Golden Register
Retreat is set in a Daoist ritual context, that of the Golden Register Retreat, which was to be
performed for the welfare of the state. “Pacing the Void” lyrics were recited in the last steps
of this ritual together with certain performances. From scriptures written before, during, and
after the Northern Song period, we can observe revision of the hymns in the Golden Register
Retreat, both in the preceding liturgy introduction and the list of hymn titles. The Song
Imperial “Pacing the Void” poetry takes on the form, structure, and vocabulary of traditional
ritual hymns, and it demonstrates few personal emotions. This is intricately connected to the
aim of these suites—ritual performance. Choral singing is bound to dispel sentimentalism,
since words retain only their very basic meanings when music “swallows” the lyrics. In other
words, the music could not digest emotions inappropriate for sharing in a public ritual.
However, the next chapter will discuss the personal literary styles of these poems as reflected

in their vocabulary, syntax, and poetic devices.
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CHAPTER 3

The Song Imperial “Pacing the Void” Poetry as Literary Compositions

Although the preceding chapters defined the Imperial “Pacing the Void” poetry as a type
of liturgical poetry, we must be aware of its nature as “literature.” Literary criticism in the
Song Dynasty did not establish an exclusive aesthetic standard for “Buxu poetry.” Ultimately,
they were created and compiled as “literature” with certain poetic devices rather than
meaningless sounds for practice. Examining the texts, we discover that the composers did not
randomly put words together and throw them into a ritual context. On the contrary, the three
emperors showed various levels of concern about poetic devices, and they demonstrated their

personal literary styles and religious predilections consciously or unconsciously.

| admit that the emperors may have had the assistance of court literati in composing these
poems. However, it was Taizong, Zhenzong, and Huizong, who were the composers or
compilers,® which connect each suite to a different person. This connection is bidirectional.
On the one hand, the emperors composed or compiled the poems, integrating their personal
attributes. On the other hand, as the emperors approved the publication of the anthology and

put their names on it, they acquiesced to a consensus with the audience, that these poems

%9 1 consider the word “compile” with a broader definition. It refers to action of arranging
existing textual units together, the action of adding new texts and editing current texts, and
the action of approving the publication and the usage. Therefore, even if the anthology
labeled “imperially produced” might not be actually written only by the individual emperors,
it was neither written by an abstract “court.” The emperors’ agency was crucial in this

process.
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constitute a part in the emperors’ identity as “writers” and they are eligible to represent their
style. Therefore, this chapter puts aside the question “who actually wrote these suites” and

instead focuses on the emperors as “the authors.”

3.1 Taizong’s suite

Although the Song emperors generally engaged with Daoism in their government,
distinctive movements in Taizong’s reign period supported Buddhism. Taizong’s attention to
Buddhism was stronger than any other emperor of the Song Dynasty. He initiated three
movements which enlarged the sangha community in the years 976, 982, and 986. In 982, he
wrote “Preface for the New-Translated Tripitaka of the Divine Teaching” (“Xinyi sanzang

2 ——

shengjiao xu” Fras — el 8 #{F) for a new compilation of Buddhist scriptures. In 983, he

established the Academy for Printing Scriptures (yinjing yuan E[J&X[5) to organize the
project of translating Buddhist sutras. He also supported the construction of monasteries and
pagodas. His literary compositions include hundreds of poems titled with “Chant for Distant
Roaming” (“Xiaoyao yong” iHi&7ik) or “Causation and Cognition” (“Yuanshi” #%:8) with
Daoist or Buddhist themes, some of which were compiled during the Zhenzong period into
the Anthology of Wondrous Enlightenment (Miaojue ji %" #), which was soon

incorporated into “Buddhist scriptures.” 8 A common feature of these poems, including

those in his “Pacing the Void” suite, is the mixture of Daoist and Buddhist vocabulary and

%0 Xu Zizhi tongjian changbian 4% 5 88 4< 4%, compiled by Li Tao Z5#% (1115-1184)
(SKQS edn.), 90/5b; Dazhongxiangfu fa shilu X #£7F7% 81 §%, compiled by Zhao Anren
224~ (957-1018) and Yang Yi #51& (974-1020) (SKQS edn.), 18/105b-6a.
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thought. The following table provides a list of couplets from his “Pacing the Void” suite with

such mixture:

The teaching of the Flower Garland, held in the Pearl of the Fulfilled Wishes, the sacred
manifestation is beyond the thought and words.

HEFROMINE RS2, B . (Taizong, “Pacing the Void” 2"

The good of the lion [of the Dharma] is extraordinary; the subtle method of the Huaxu is

wise.

®1 Huanyan #£ (Avatamsaka), or the Flower Garland, A school of Buddhist teaching.

62 “pearl of Fulfilled Wishes” is usually used as a metaphor for the Buddha-nature. See T

1509 Da zhi du lun K% 5, 59/ 478a: “This precious pearl’s name is “fulfilled wishes.” It
does not have fixed color. It is pure and clean, intangible and subtle; all beings under the four
Heavens are all illuminated by it.” B ERA NS, HEAEE, HEMY, WY, &
&M .. The Buddhist scriptures number follows the numbering in Taisho Shinshit Daizokyo
FKIE A K 4%. It is also seen in Daoist tradition, referring to a type of alchemical
compound as elixir: “The so-called ‘Reverted Elixir’ ... has another name, ‘Pearl of the

Fulfilled Wishes™ FRIEFHE ... . BUE U1 2R, see DZ 1032 Yunji gigian, 72/36b.
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ffi-7-e33 ks, FEFSWILR . (Taizong, “Pacing the Void” 2"
As the Fulfilled Wishes looking the body, its manifestation conjures the city and city
walls.

E—kES, P ieIsEh. ®°(Taizong, “Pacing the Void” 10")

Speaking of “coherency” or “consistency,” the mixture of sources from various religious
traditions might cause confusion in readers. Modern translators would hesitate when choosing
between a “Daoist”/local-Chinese term or a “Buddhist” term in Pali or Sanskrit. It would be

confusing for a modern Chinese as well to discern whether Taizong was praising Buddhism

63 “The lion” is a metaphor for Buddhist Dharma. T 316 Foshuo dasheng pusa zang zhengfa

jing i K Ife i L 4S, 13/809D: “It is Tathagata ..., among all people, who can roar

like a lion and turn the subtle Dharma Wheel.” #z&... A KB g, BERT 1ML, b EElG.

%4 “Huaxu” is a metaphor for the ideal Daoist state practicing non-interference governance.

“Huangdi” # 77, in Liezi %1-F (SKQS edn.), 2/1a: “[the Yellow Emperor] was sleeping

during the day. He had a dream in which he traveled to Huaxu’s State. ... There was no
leader or ruler in that state; the state was so of its own accord. The people had no desire or

addiction; the people were so of their own accord” &M%, WREF K. ... HLH
bR, B2AmS,HRREER, AR,
% “The Conjured City” is a Buddhist metaphor for the use of skillful means. In the section

“Parable of the Conjured City” in T 262 Miaofa lianhua jing #byX3##4%, 3/22a-27h, the

Buddha conjured an imaginary city for travelers to take a rest before continuing the long

journey.
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or Daoism. This might lead us to recognize these poems as “bad” literature—with wavering
arguments, narratives, or lyrical themes. For Taizong, however, it was not a problem. The
coherency or consistency of these poems as “Daoist poetry” is less important than the action
of “writing poetry” itself. By writing, Taizong hoped to demonstrate the harmony and peace
after he conquered a large territory. He might also have intended to show, or to lead the
people to an indifference to fame and wealth. Furthermore, the writing itself functioned as a
support to non-Confucian rituals. All “non-Confucian” discourses were feasible in this
context. Therefore, although he wrote for the Golden Register Retreat which is a Daoist
ritual, he never thought Buddhism should be excluded from this conversation. All traditions

which deviate from daily politics were useful to fill this blank.

Another feature of Taizong’s suite is “artless” literary devices. We frequently see
imbalanced couplets with unconventional sentence caesura, overly ornate terminology, and
excessively vernacular sentences. These are also commonly seen in his other poems. For
example, a “strict” couplet usually produces the same sentence structure for both lines. Below

is a typical couplet from the ninth poem in Huizong’s suite:

[(L) PN )i} FiEEN
Numeral Noun Noun Adjective
Adverbial Modifier Subject Predicate
Nine Heavens Wind Quiet and Tranquil
(L) k] & ikl ]
Numeral Noun Noun Adjective
Adverbial Modifier Subject Predicate
Four Poles Air Clear and Pure

This chart shows that Huizong gives the same number of characters for each part of
speech in both lines. By contrast, Taizong’s suite has very few parallelisms and seldom
follows rules for tonal distribution. Many sentences in Taizong’s suite do not follow this rule.
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In the left column of the chart below, I list two examples from Taizong’s “Pacing the Void”

poetry, among many, along with other couplets with similar structures from Taizong’s other

compositions in the right column.

Taizong, “Pacing the Void” 2™ Taizong, “Chant for Distant Roaming®
The good of the lion [of the Dharma] is The ignorant and confused will always have a shallow
extraordinary; the subtle method of the Huaxu is | view; The perceptive ones have a superior, profound
wise. understanding.
(fi¥) # £l Bk [#4] (%) R
Noun Noun Adjective Noun Adverb Adjective Noun
) ] . . Adverbial .
Topic Subject Predicate Subject o Object
Modifier
) Extra- Ignorant and .
Lion Good . Always Shallow View
ordinary confused
(FE4) () ix A (G£) #) & JEiRY
Noun Adjective  Noun  Adjective Adjective Noun Noun Adjective
Topic Modifier Subject  Predicate Topic Subject Predicate
) . . Superior and
Huaxu Subtle  Method Wise Perceptive Ones Wisdom
profound

Taizong, “Pacing the Void” 4"

Taizong, “Chant for Distant Roaming”®’

On the Ten Islands disperse the Rain-like Flowers;

the Five Blessings is the Secret of the Perfected.

The One Pneuma has no limitation or end; the subtlety

of the Three Powers is more profound.

[(+) ] 4 [N] 4% ) £ & T
Numeral ~ Noun Verb Noun  Noun | Numeral Noun Verb Noun
Adverbial ] ) . .
. Predicate Object Subject Predicate

Modifier

Ten Islands  Disperse Rain  Flower One Pneuma No Limitation
(1) Gt (HEA) A (=) )% ] [*E] R

Numeral Noun Noun Noun Numeral ~ Noun Noun  Adverb  Adjective

66 Zhao Jiong # R (939-997), Yuzhi xiaoyao yong #1#4iE &k (SKQS edn.), 2/963b.

67 Zhao Jiong, Yuzhi xiaoyao yong, 5/973c.

%8 Conventionally, the “Three Powers” refers to Heaven, Earth, and Humanity.
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Subject Predicate Topic Subject Predicate

Five Blessings Perfected Secret Three  Powers Subtlety More Profound

The two charts demonstrate the imbalance in Taizong’s poetry. In the first pair of
couplets (four lines in total), Taizong uses the first two characters of each line to form a noun.
These nouns parallel perfectly in both form and content, and this indicates that he probably
intends to write a neat parallelism here. However, the other three characters become
imbalanced. In the left column, from “Pacing the Void”, the lower line has a modifier while
the upper line does not; the lower line has one syllable for the predicate while the upper line
has two. In the right column, from “Chant for Distant Roaming,” the upper line has an
adverbial modifier while the lower line does not, and their subjects are put in different
positions. Similarly, in the second chart, all four lines start with a number and a noun,
seemingly making them parallel. However, the Numeral-Noun conjunction forms different
parts of speech. “The ten island” is an adverbial modifier, while “the five blessings” is a
subject; the “One Pneuma” is the subject, while the “Three Powers” is a topic followed by the
true subject “subtlety.” What is more, the other three characters are divided with different
pauses, which adds to their imbalance. In short, although these couplets seem to have
coherent topics respectively, and they even have some words in clear parallel, they do not

make perfect parallelisms throughout the line.

Another feature that distinguishes Taizong’s suite from those of Zhenzong and Huizong
is a large amount of non-paired couplets. Many couplets form one sentence instead of two,
and one line usually serves as an adverbial clause for the other. It is evident in English

translation that we use a comma rather than a semicolon between the two lines. For example:

When the Perfected received the Mandate, the awakened ones attain their start and end.
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BANZ, BEAKIG. (Taizong, “Pacing the Void” 1%)

The transcendent gathering takes place at the Mysterious metropolis, where the Dharma
Wheel is consistently turning.

L& & Z 48, i . (Taizong, “Pacing the Void” 4™)

When the fragrant flowers follow the carriage, they will propagate the teaching and raise
their voice.

FREMER, HHEE . (Taizong, “Pacing the Void” 8™

These “long sentences” also appear frequently in Taizong’s other poems. Although
Zhenzong and Huizong’s suites include such sentences as well, there are not as many as in
Taizong’ suite. The long sentences in Taizong’s suite generate its grammatical affinity to
prose. Due to the lack of condensation, the meaning is more accessible, and the poetic

devices are more artless.

The third feature is the overly ornate images and terms directly from Daoist scriptures
without regard for pacing or elegance. Taizong tends to create less innovative lines but uses
more combinations of scenic or liturgical terms from the Daoist tradition. In the examples

below, images such as “qibao” LE (seven jewels), “liuli” Fi¥5 (colored glaze), “gong”
= (palace), “xuandu” Z# (mysterious metropolis), “tan” g (altar), etc., come from the
prose from the Lingbao scripture cited in Chapter one. Terms such as “yulu” 5% (Jade
Register), “keyi” BHzE (liturgy), “shangdi” 7 (the Highest Thearch), “yongzan” ki

(hymns and eulogies), and “changsheng” % (longevity) are also common in Daoist texts:

59



In the crystal palace of the Seven Jewels, crimson pennants line up with the flying
talismans.

LE WS, WRATHE . (Taizong, “Pacing the Void” 8™)

The hymns and eulogies are also extraordinary; the longevity will never end or perish.
SkiEIR AR, A MR . (Taizong, “Pacing the Void” 8™)

The Mysterious Metropolis quells the eight directions; surrounding the altar the foliage is
flourishing.

ZHGE )\ U7, RIEE45E. (Taizong, “Pacing the Void” 9

The Jade Register is received from the Scripture Master; the liturgy reveres the Highest
Thearch.

T2 AT, RMEE . (Taizong, “Pacing the Void” 3™)

The hundreds of grains are paying court to the Ultimate; all mists and clouds are
beautiful and elegant.

AE S, 4L . (Taizong, “Pacing the Void” 3')

Compared to Zhenzong and Huizong’s suites, which I will discuss in the next section,

Taizong’s suite uses a large amount of familiar vocabulary. These inherited materials lead to

the lack of creativity and subtlety. A literary critic might question the quality of these

couplets: What do you mean by saying “beautiful and elegant,” and will you offer more

descriptions of the “mists and clouds” in detail? Will you tell the readers why you put the

“Mysterious Metropolis” and “tress around the altar” in one couplet, and why not say more

about the scenic settings? When you say, “liturgy is to respect the Highest Thearch,” do you

convey any information other than the liturgy itself already implies? When you say, “the

hymns and eulogies are also extraordinary,” how is this line meaningful other than filling in
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the syllabic blank? From a literary perspective, the dense terms and images are weak in
elaborating the scene, and some are even redundant. A reader may argue that this is “bad

poetry” because it is neither creative nor ornate enough.

With incoherent themes, imbalanced caesura, prose-style long sentences, and dense
images and terms, however, I put the word “bad poetry” in quotation marks. This is because
we should hesitate to judge this suite based on the conventional notion that “good poetry
should have fine poetic devices.” An alternative perspective would be to accept Taizong’s
understanding of this genre, rather than to assert that his literary talent was not sufficient to
produce good poetry, although the latter might be true. This perspective requires us to

compare his writings under religious titles and those written under secular circumstances.

The majority of Taizong’s poems are titled “Chant for Distant Roaming” or “Causation
and Cognition,” indicating Daoist or Buddhist connotations. These poems are just like the
“Pacing the Void” suite, with artless rhetorical skills and vague meanings. However, he has a
few poems titled “Presented to” somebody (ci #5) that are highly regulated. For example, the

poem “Presented to Su Yijian” H5%F 2 [ is written as a standard regulated poem (ICshi 75

#F) with four couplets. The second and third couplets are strictly parallel:

[ ] JEE [ ot g
Verb Noun Verb/Noun Verb Noun
Adverbial Modifier Subject Predicate Object
Follow Wind/Manner Humbleness and Luminate The Court and the Commons
obedience
[t H1 iHEE A [ #K]
Pronoun Noun Noun Verb Noun
Adverbial Modifier Subject Predicate Adverbial Modifier
This Day Purity and splendor Appear Imperial Academy
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LSl 4% 53 J i A7
Verb/Noun Verb Noun Verb Noun
Subject Predicate Predicate Object
Words and Deeds Delight (in) Time Thoroughly cover Ritual and Law
)i B # i = Hif
Verb Noun Verb Noun Verb Adjective

Predicate Object Predicate Predicate Object

Long for ~ Worthy person  Teaching (of)  Antiquity Perfect Rule and Admonition

This poem was composed in 982. It was a gift to his minister Su Yijian %k % f§ (958-

997) to praise his political contributions to the state.%° The context is this-worldly. Therefore,
the poem follows a this-worldly rule—a literary rule which shows the poets’ technique under
certain restrictions, including the requirement of “perfect parallelism.” Although the parts of
speech in these two couplets vary to a minor extent, the caesura and phrasing in each line
always corresponds to its counterpart. This indicates that Taizong had the knowledge to
recognize parallel patterns as well as some ability to create a few, putting aside whether his
ability was limited or not. Thus, a plausible reason for the artless style in his “Pacing the
Void”, “Chant for Distant Roaming” and “Causation and Cognition” is that he understood

these poems with religious themes as a distinct genre from secular poems.

Taizong was not unique in terms of treating religious poetry and secular poetry as
separate genres. Although direct references to a “religious genre” are rare in Song literary
criticism, we can find clues in medieval literati who belittle the poetry of Buddhist monks and
Daoist priests. Song literati coined a term “the whiff of vegetables and bamboo shoots”

3

(shusun qgi BE%j4R) to criticize some verses written by monks and priests, meaning they are

%9 Zengxiu shihua zonggui 3412555548 4R, compiled by Ruan Yue Bcid (fl. ca. 1126)
(SKQS edn.), 49/2b,

62



tasteless, dull, and insipid. Accordingly, the phrase to praise some verses is “without the
whiff vegetable and bamboo shoots style” (wu shusun qi f##474&).”° When Thomas
Mazanec examines the development of the term gatha (ji 18, or Buddhist verses) through

history, he argues that gathas in the early medieval period are clearly distinguished from
poetry, while the Tang monks began to “write verse in abundance, which their literati
contemporaries often referred to as gathas. These gathas were seen as less witty, less
important, and less crafted than poems.” This anxiety of distinction came along with the
fuzzy border between gatha and poetry since the Tang-Song periods.”* Such attempts in

literati communities lasted as least to the year 1814 when the Emperor Jiaging % & (r.
1796-1820) organized the compilation of Complete Writings of the Tang (Quan Tangwen 4=
JF30). The compilers intentionally excluded Buddhist and Daoist writings “in order to cut off

the traditional malady, and to rectify the human mind.”"2

The separation of religious and secular poetry in early medieval China as well as the

attempt to make a distinction with fuzzier borders since the Tang period imply that people

70" Zengxiu shihua zonggui, 92/6b. In this account, Su Shi #R#{ (1037-1101) was using the

phrase “without the whiff of vegetable and bamboo shoot” to as an ideal standard for literary

criticism of monks’ poetry.

"t Thomas J. Mazanec, “The Medieval Chinese Gatha and its Relationship to Poetry,”

T’oung Pao 103, no. 1-3 (2017): 150.

2 «“This anthology excludes all petitions, spells, gathas, hymns, and the like, of Buddhism

and Daoism, in order to cut off the traditional malady, and to rectify the human mind” 2.
2 & UEMHES, 2ATME, CAPAm, LA L. Quan Tang wen, 2-3.
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were aware of the differences between “religious poetry” and “typical/literary” poetry.
Mazanec also discusses such awareness among the Song monks and literati: When a poet

monk, Qiji 7 . (ca. 860-ca. 937) was trying to make a distinction between gatha and

poetry, Mazanec argues that it is because “people were confusing the two. ... It seems that
the average, literate man of tenth-century China did have a concept of ‘religious poetry.’
Poetry and gatha were, at least formally, impossible to tell apart. It was only by referring to
extra-textual phenomena, such as the function of a piece in a given community or the identity

of the author, that one could clearly separate the two terms.”"®

Jason Protass draws similar conclusions about gatha in the Song Dynasty when writers
and readers “transposed the scriptural genre of anonymously authored hymns into a creative
genre for individually authored religious poetry.”’* On the one hand, most Buddhist still
understood literary poetry as a genre distinct from gatha and as an “outer” form of
knowledge; on the other hand, gatha were viewed as peripheral to the mainstream of Chinese
literature. However, by the Northern Song Dynasty, gatha was not exclusively verses spoken
by the Buddha or Buddhist masters; the writing and collecting of gatha expanded, and they

were used not only for ritual and edifying but also for a wider range of occasions.”

Daoist liturgical poetry in the Northern Song Dynasty was in the same position. We find
evidence of both “separation” and “merging” between the categories of religious poetry and

literary compositions in the history of “Pacing the Void” poetry discussed in the first chapter.

3 Mazanec, “The Medieval Chinese Gatha and its Relationship to Poetry,” 134-5.

4 Jason Protass, The Poetry Demon: Song-Dynasty Monks on Verse and the Way (Honolulu,

University of Hawai’i Press, 2021), 76.

> Jason Protass, The Poetry Demon: Song-Dynasty Monks on Verse and the Way, 33-75.
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It is reasonable to assume that Taizong was also aware of this difference, since his secular
writings demonstrate a different style from that of his “Buxu,” “Chants for Distant Roaming,”
and “Causation and Cognition” poems. Such conscious or unconscious awareness manifested
itself in poetic devices. Notably, this “artless style” should be differentiated from an
intentionally artless style advocated by some Song literati. These literati explored new textual
sources, including Daoist and Buddhist corpus, for their literary compositions.”® Their aims
were to innovate fresh writing styles within the tradition of literature by appropriating various
sources. On the contrary, Taizong’s “Pacing the Void” suite was written within the tradition

of Daoist ritual hymns.

It is helpful, therefore, to look for another literary standard to evaluate this suite.
Although there are few aesthetic discussions from the Song dynasty focused on
“Buddhist/Daoist poetry” or “liturgical poetry,” there is an introduction to the genre of Daoist

“Green declarations” (gingci i) in Daomen dingzhi:

In a declaration you first make the vow. The idea is you should explicitly state the

problem. You must not use parallelism to link the phrases. Though some might say this

6 Zhou Yukai Ji#38% discusses a new trend in the Song poetry in which poets appropriate
“found materials” into their poems or utilize “new language sources, taken from Buddhist or
Daoist corpus, which distinguish their poetry from traditional literati discourses.” Zhou Yukai
JEIA#% 88, Songdai shixue tonglun RACEFE# R (Shanghai: Shanghai guji chubanshe, 2019),
152-161; Zhou Yukai J&#4%4, “Yi su wei ya: Chanji su yuyan dui Songshi de shentou yu
qishi” DMAAHE: HBERARE 5 W REFHE % B UK, Sichuan daxue xuebao 108, no. 3
(2000): 79.
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facilitates recitation, if you do not know the style for declarations and also include
parallelism, so that matters are repeated, this is not solemn and concise.

HA e N, SMERFEH, ArTUUEHRKE . MR EHE ARG, AH
i, HEHEE, AEEH. 7

The style of a petition or declaration should be substantial rather than embellished,
artless rather than skillful, plain rather than flowery, factual rather than false,
straightforward rather than circuitous, clear rather than redundant, supple rather than
defiled, pure rather than polluted, upright rather than biased; one should concisely
express oneself. Truly it would be able to move the heaven and earth, ghost and spirits. It
ascends to the Heavenly Bureau, and the reward should instantly arrive.

o LB, EMAS, AL, BEmAE, |mAME, BEmAl, B
%, SMAR, BmAE, EMASS, B2 SRR DUBOR L, B, &
ERW, HRES R,

This standard shows an ideal of artlessness and concerns about function. Taizong’s

“Pacing the Void” suite is closer to this standard for ritual texts than to the standards of

poetry in the Song dynasty. Although it lacks rhetoric or originality, it has a style and

vocabulary familiar to ritual attendees. It is easy to understand with simple vocabulary and

structure. In a word, it is valued for its efficacy more than its aesthetics. Even when certain

poetic devices are used, they contribute to recitation and memorization and to a more decent

text for deities. In the context of Taizong’s religious policies, the act of writing this suite

" DZ 1224 Daomen dingzhi 1/2a.

8 DZ 1224 Daomen dingzhi 1/2b.
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itself might have served as a proof of his support for Daoism. “Writing for Daoist rituals”

was even more important than “creating good poems.”

3.2 Zhenzong’s and Huizong’s suites

Zhenzong’s and Huizong’s suites contrast strongly with that of Taizong. First of all, there
are hardly any Buddhist terms in the two suites.”® Each poem shows a clear theme, and the
ten poems are arranged in a reasonable order. Second, the form is highly regulated. All poems
consist four couplets, and most couplets use parallelism. Zhenzong’s suite has thirty-five
couplets out of forty that are parallel; Huizong’s suite has twenty-seven out of forty that are
parallel. All non-parallel couplets are the first or the last couplets of each poem, which is in

accord with the conventions of regulated verse (ICshi 131F). Third, the considerable number

of parallel lines reduce the space left for “long sentences,” leading to greater deviation from
daily language. Fourth, although their suites demonstrate a clear identity as “Daoist poetry”
with inherited Daoist vocabulary, they feature many innovative images, metaphors, and

parallels. Below I cite two typical poems from each suite to demonstrate their writing style.

Zhenzong, “Pacing the Void” 1
HVEERE On the copper globe arrives the sound of spring;

£ [ B A P In the Jade Portal the morning mist lifts.
Ol = An auspicious dream connects to the will of Heaven;

9 Although Zhenzong supported Buddhism with policies and also wrote Buddhist poetry

himself, collected in the Fayin ji #%:#&#E (Collection of the Voice of the Law/Dharma), he
does not show such a predilection in his “Pacing the Void” suite.
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The spiritual text declares the imperial time.

We present talismans to complete the great rite;
Observers of the cosmos report the pure auspiciousness.
Now may the divine aid be spread to all the people,

May the hundred blessings be nicely harmonious.

Zhenzong, “Pacing the Void” 2"

S51 e
B G
AR
A ST
UL
KRR AL

We are conferred the talisman, gazing at the crimson portal;
We measure the sunlight, gathering at the vermillion court.
Welcoming and guiding, the procession is solemn;
Respectfully and majestically, we completely follow the norms.
The harmonious air is invigoratingly flowing;

The auspicious scripture is endlessly performed.

In the fragrant air we prepare nice offerings;

Reverently we reach the dim and dusky.

Huizong, “Pacing the Void” 1%

j(*ﬂi(/\ =]

i L R
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573 2l
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PIEER SR

The Great Ultimate divides into the Highness and the Thickness;
The light and pure goes up and belongs to Heaven.

Humans practice the Ultimate Way;

Our bodies become perfected transcendents.

The moral actions exceed three thousand deeds,

The time lasts through forty thousand years.

On the red altar opens the precious case;
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4 1 A i {2180 May the golden words be transmitted forever.

Huizong, “Pacing the Void” 9"

7K SR S ik Water is spitted; the Demon Palace cowers.

& 5H % IR B Lamps are lit; the Bureau of Night is luminated.
JUR JE G ER The wind of the Nine Heavens is quiet and tranquil;
DY ik 75 VB T The pneumas of the Four Poles are clear and pure.
et 7k 2 % 81 | whistle and recite tunes of the Vermillion-Mount;
BE A B | fly and soar into the White-Jade Capital.

2 DAAT With my utmost sincerity, for what will | pray?

%] #E 7i 22 2% May the destiny of my state be forever peaceful and glorious.

Zhenzong’s first poem opens the suiteswith a grandiose ritual set at court. His second
poem then depicts a majestic ceremonial scene in the secular realm, while the last sentence,
“prepare nice offerings” and “reach the dim and dusky,” directs the audience to the sacred
realm in the third poem. This demonstrates a clear flow in terms of thematic arrangement.
Moreover, all couplets in these two poems show strict parallelism. Words such as “Jade

2 ¢¢

Portal,” “spiritual text,” “talisman,” and “perform the scripture” are evident elements of

Daoist poetry, but the author chooses relatively uncommon vocabulary items as counterparts

8 Jinkou 4:1 (Golden Mouth) is primarily a Buddhist term referring to the Buddha’s
mouth. By Huizong’s period, however it had been used to refer to prestigious people’s words
or prestigious teachings.

81 Zhuling % (Vermillion-Mount) is one of the thirty-six minor dongtian % (Grotto-
Heavens) where transcendents reside, see “Tiandi gongfu tu” e Jif[&E], in DZ 1032
Yunjigigian, 27.
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for these terms. For example, “Jade Portal” £ [ was usually paired with “Golden Register
4:%% in previous Daoist poetry, while Zhenzong pairs it with “copper globe” #i#. “Present
the talisman” Z&f in Zhenzong’s poem is paired with “observe the cosmos” 5 instead
of “present petitions” Z=%i. These arrangements make the vocabulary engage more in this-
worldly discourse since “copper globe” and “observing the cosmos” were more related to the
royal court and state ritual. Furthermore, although “harmonious air” and “auspicious
scripture” are common Daoist vocabulary, Zhenzong uses an alliterative compound yin yun >
*?jien ?jwon & EL (invigoratingly) and the rhyming couplet luo yi > *lak jidk %4
(endlessly) to modify them, which are delicate mimetic words with a specific concern about

phonological aesthetics.

The overall structure of Huizong’s suite progresses from metaphysics to physics. It starts
with a philosophical argument at the beginning, follows with actions and scenes in the
heavenly realm in the middle, and treats this-worldly ritual performance and the political
purpose in the ninth and tenth poems. However, the structural similarity of Zhenzong and
Huizong’s suite is their coherent narrative flow throughout the suite and distinct themes for
individual poems. Moreover, Huizong’s poems also feature strict parallelism, especially in
couplets in the middle. He also employs traditional Daoist terms such as “the Great
Ultimate,” “the Ultimate Way,” “transcendents,” and “demon palace,” but he uses innovative

ways to pair these terms with one another—for example, “the Ultimate Way” Z 18 with
“perfected transcendents” F.1lli, “Nine Heavens” JLK with “Four Poles” PU#i&. and
“demon palace” M= with “bureau of night” #ZJff. This way of creating parallelism is

similar with Yu Xin’s and Wu Yun’s suites to a large extent, while Huizong’s textual sources
are different from those of Yu Xin’s and Wu Yun’s suites. | will examine their textual

sources in the following section.
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Zhenzong and Huizong’s fine vocabulary and parallelism are also seen in other writings.
For Zhenzong, the most important texts to read together with his “Pacing the Void” suite are
prose pieces written by Zhenzong himself for imperial Daoist rituals collected in Song
Zhenzong yuzhi yujing ji RIEREZEH K74 (Imperially Produced Anthology of the Jade
Capital by the Emperor Zhenzong, hereafter Yujing Anthology).8? Although many of his
secular poems collected in Songshi jishi Z&F405F (Accounts of the Song Poetry)® also
have a wide range of vocabulary and strict parallelism, his “Pacing the Void” suite, consisting
of poetry for imperial Daoist ritual, has an evident affinity with his compositions for imperial
Daoist ritual in the Yujing Anthology. These texts were to be read out loud by individual
practitioners, usually the emperor himself. A typical example usually contains a title and
opening stating the occasion, a petition as the body, and a closing remark such as “Your
servant knocks his head to the ground, knocks his head to the ground, bows twice, and

reverently speaks” F#H B 1H 7 F 7% 5 . The petition usually take the form of “parallel
prose” (pianwen B 30). This genre since the Early Medieval period requires strict parallelism

and ornate language. Zhenzong’s petitions also include a wide range of vocabulary drawn

from imperial Daoist rituals, as does his “Pacing the Void” suite:

May the divine aid be spread to all | May you cover the condescending aid of the three

the people; may the hundred celestial bodies and brin about the universal nicety
blessings be nicely harmonious. of hundreds of blessings.
AT AR, RS AR BRI, A AR DA .

(Zhenzong, “Pacing the Void” 1%)

82 DZ 315 Song Zhenzong yuzhi yujing ji 7% 52 #8805 4L,

8 Songshi jishi K40, compiled by Li E JE%5 (1692-1752) (SKQS edn.),1/4a-7b.
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(“Two Declarations of Thanks for receiving
respectful title from Heaven” #f L Ei5F% —

to Heaven K)%

An auspicious dream
communicates the will of Heaven;
the spiritual text declares the
imperial timing.

HEE R, RN,
(Zhenzong, “Pacing the Void” 1%)

Special auspicious signs manifested in the dream;

perfected drivers arrive on time.
RAEIRE, EBUEI. (“Two speeches of
Thanks for the Descent of the Sage Ancestor” &
B P hif ] —
Celestial Worthy Sage Ancestor

14, to the Great Thearch of the
ELEPN- N

%)85

Prosperous auspiciousness
initiates flourishing lineage; great
felicity protects myriad beings.
EREBH AR, MR .
(Zhenzong, “Pacing the Void” 5")

84

85

86

87

The transcendent journey is radiantly conducted,
and we respectfully see your lustrous appearance;
we reverently hold your precious advice, and we
strive to listen to the great lineage. We receive
prosperous auspiciousness right here, and we hope
you will offer limitless blessings to people.
FERENENE, WWWAIERE, HSEPYOK, AR
At o i EEAETTETAE, IS AR SE

(“One Speech for the Start of Construction of the

EER = N =

/T{EEEIQEEIN?

Jade Thearch L&) &

Grand Spirit Palace 1H, to the

DZ 315 Song Zhenzong yuzhi yujing ji 4/2a.

DZ 315 Song Zhenzong yuzhi yujing ji 5/3b.

| translate & as £, a variant of mou :¥.

DZ 315 Song Zhenzong yuzhi yujing ji 5/6b-7a.
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The evident affinity between Zhenzong’s poems and prose pieces implies that
Zhenzong’s “Pacing the Void” poetry is written as a part of the imperial legitimation of
Daoism. His political move, confirming a Daoist ancestor for the royal family, legitimated the
authority of the imperial Zhao family’s reign, claiming that it was derived from a higher

source of power.8 This is seen in the title “Two speeches of Thanks for the Descending of

8 Songshi jishi benmo 7K S840 354K, compiled by Feng Qi #5¥§ (1558-1603) (SKQS
edn.), 4/13b-14b: “[In the tenth month of the year 1012] The emperor told his ministers: ‘I
dreamed of a divine person who conveyed to me a command from the Jade Thearch as
follows: “I ordered your ancestor Zhao Xuanlang i Z B to give you a Heavenly Text. Now
| am ordering him to give you an audience again.” The next day | dreamed once more of a
divine person who transmitted these words from the Sage Ancestor: “My seat is in the
Western Dipper. Set up six places and wait.” That day, in the Hall of Extended Mercy, | set
up a ritual area, with musicians playing five drums and a single flute. First we smelled a
peculiar fragrance. A second later, a yellow light filled the hall, and the Sage Ancestor
arrived. As | repeatedly made obeisance before him, I saluted him from below the hall. Six
men suddenly arrived, The Sage Ancestor said, “I am one of the nine rulers of humans. I am
in fact the earliest ancestor of the Zhao family. I have repeatedly descended as Xuanyuan
Huangdi #TEZ3 7 [i.e., the Yellow Emperor]. In the later Tang, | descended again and took
charge of the clan of Zhao. It is now one hundred years since then. You, the emperor, are
most able at protecting and nourishing the people. Do not neglect my former aims.” Then he

left the seat, mounted a cloud, and disappeared.” ” FFaGHEHE . “HBRE2 NEE 22 6

i CRRIHDE X WIRILR &, SRk, T WH, REMANEENT.  HRE
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the Sage Ancestor” cited above. He also established many Daoist festivals such as Celestial

Grant (Tiankuang &) Festival, Celestial Auspiciousness (Tianzhen J<#H) Festival, and
Descending Sage (Jiangsheng F#%ZE) Festival, placing Daoism in the imperial calendar. Thus,

both his “Pacing the Void” suite and Yujing anthology under this background were likely a

o

PG, RIERSALLME. & HEDRAIERBREY, Tui—%. clRE, HZFOLME,
BHAE. REFE. BATRASAE, BB, Bk, Bk, B SBARR
Nh— A, 2 ihtH, PRI . RBRRRE, K2R, S0 HE.
EWmEAREEE, BEATE. 0 BPEEEFEEM 2. 7 This narrative is also mentioned
in Xu Zizhi tongjian changbian, 83/8a; Song huiyao jigao & Ziiifs, compiled by Xu
Song f&FA (comp. 1809), 16 vols. (Shanghai: Shanghai guji chubanshe, 2004), 75; Songshi,
104/2541-2. The punctuation is by myself. The translation is by Suzanne E. Cabhill, “Taoism
at the Sung Court: The Heavenly Tet Affair of 1008,” Bulletin of Sung and Y Uan Studies 16,

no.1 (1980); reprinted Journal of Song-Yuan Studies 50 (2021): 19, with modification.

Huizong’s sixth poem in his “Pacing the Void” suite starts with “Once at the Hall of

Extended Mercy, the Nine Sovereigns descended in the midnight” & 7F ZE B oh ¥ B L 2.

These lines refer to the above mentioned “history event” of Zhenzong’s time.

For in-depth researches of the Heavenly Text Affair, see Suzanne E. Cahill, “Taoism at
the Sung Court: The Heavenly Tet Affair of 1008,” Bulletin of Sung and Y Can Studies 16,
no.1 (1980): 23-44; reprinted Journal of Song-Yuan Studies 50 (2021): 7-31; Helwig
Schmidt-Glintzer, “Die Manipulation von Omina und ihre Beurteilung bei Hofe—Das
Beispiel der Himmelsbreife Wang Ch’in-jos unter Chen-tsung (regierte 998-1023),”

Asiatische Studien 35, no. 1 (1981): 1-14.
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part of this huge project about ritual reformulation. The emperor’s effort in writing with
refined devices was to show the contemporary audience his support for the legitimation and

acceptance as a part of the state religion.

Huizong was also a strong advocate for Daoism. In terms of writing, he annotated Liezi
%¥ (1111-1118), Laozi ¥ (1118), and Xisheng jing 785 4% (ca. 1118), and he
compiled the Record of the Descent and Manifestation of Heavenly Perfected (Tianzhen

jianglin shixian ji K E MR IREC, 1113) about the manifested destiny of the imperial
family and the Scripture of the Divine Achievement (Shengji jing 227545, ca. 1118) about

maintaining good health through Daoist practice. He also established many Daoist abbeys as
well as a palace for worshipping himself as a Daoist Thearch.®® He sought out famous Daoist
priests, invited them to work for the court, and set up Daoist official positions patterned on
the court official hierarchy.*® It is the poems related to these events that demonstrate more
similarity to his “Pacing the Void” suite. For example, in the year 1117, Huizong

reconstructed and renamed all Celestial Peace and Longevity Abbeys (Tianning Wanshou

8 Songshi, 7/136: Huizong established the Radiant Response Palace (Zhaoying gong
=) in 1008; Songshi, 7/142: Huizong set Celestial Felicity Temples (Tianging guan & )
around the states in 1009; Songshi, 21/390, 398: Huizong established the Harmonious Yang

Palace of the Jade Purity (Yuging heyang gong K& M5 &) in 1113 and renamed it the
Divine Empyrean Palace (Yuging shenxiao gong Ei&# & &) in 1117; Songshi, 462/13529:
Huizong established Precious Register Palace of the High Purity (Shangging baolu gong _I-
JH 537 in 1116.

% Songshi, 462/13529.
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guan K 2 #7) across the country as Divine Empyrean Jade Purity and Myriad
Longevity Palaces (Shenxiao yuging wanshou gong & &5 ¥ % =, hereafter Divine

Empyrean Palaces).®? Two years later, the Divine Empyrean Palace in the capital, Bianjing

9 Songshi, 21/397; Tongjian changbian jishi benmo i # 1% 4w 40 3 4~ 2K, compiled by Yang

Zhongliang #fh B2 (fl. ca. 1230) (SKQS edn.), 127/3823.

About the background of the establishment of the Divine Empyrean Palace network, the

biography of Lin Lingsu #K% 2 in Songshi, 462/13258 records Lin’s speech to Huizong in

1117, addressing Huizong as a Daoist thearch: “The King of the Divine Empyrean of the Jade

Purity is the eldest son of the Highest Thearch. His designation is the Great Thearch-Lord of
the Longevity. It is you, your majesty” #% £i§ ¥, LW+, FEhH, SKAEK
A, PET M. See also “Account of the Descending Sage at the Xuanhe Hall”
(“Xuanhedian jiangsheng ji”) E M % ZE AL, collected in Zizhi tongjian houbian & y61E 8
1% %, compiled by Xu Qianxue &:¥.5: (1631-1694) (SKQS edn.,), 99/19b: “[In 1117] the
Emperor was then aware that he was originally the Great Thearch-Lord of the Longevity” &=

W ITEARERTA.

Lee Li-Liang’s Z=f75 thoroughly examines the regulation, administration, and
geographical distribution of the Divine Empyrean Palaces network. Lee Li-Liang , “Beisong
Shenxiao daoshi Lin Lingsu yu Shenxiao yundong” bR 5 & - bk 8 & B4 55 i 5, (Phd
diss., Hong Kong Chinese University, 2006), 138-66. Shin-yi Chao studies functions of the

Divine Empyrean Palace network as a part of the Divine Empyrean Movement. Shin-yi Chao,

“Huizong and the Divine Empyrean Palace Temple Network,” 325-58.
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7R 5%, was completed.®? Huizong wrote a “Edict for the Divine Empyrean Palace” ##75 £ i

4

=

55 =58 which contains descriptions of the heavenly realm as follows:

hrt

Thunder and lightning peal in succession; divine light luminates the sky. Numerous
transcendents come, floating in the air. Some throw precious swords, some disperse jade
papers. The scene shocks the ears and dazzle the eyes; [they] pursue the Three and
become a part of the One.

EEACH, MOGER, BMLRE, Famke, sutEa), SRR, RIS

H’ jE/ /f/tj__ﬁo %

W

He then assigned the grand preceptor Cai Jing %<3 (1047-1126) to moderate the statue

setting, and wrote two poems to him, with the title or preface “the Divine Empyrean Palace
has been completed with the heavenly favor. You work as the chief and set the Sage’s statue
according to my order. | heard you have two poems written on the screen. | condescend to

use their rhyme characters and give them as present to the grand preceptor” & i & &

R, WUMESE, F2BE, WA wrE, WFEIEEE, 180K

FEYR L JE 3 AR [ In the blue sky blows golden wind and returns brisk pneuma;

92 Tongjian changbian jishi benmo, 127/3838-3839.

9 “Shenxiao yuqing wanshougong bei” #fi &5 £ Jf # 35 = fi#, text transcribed in Chen Yuan

%18, ed., Daojia jinshi |Ue 18 %X 44 1% (Beijing: Wenwu chubanshe, 1988), 339-40.
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EEEEREHN of auspicious clouds lifted on the luxuriant empyrean we are
surprisingly delighted.

2R B B IO I manage and plan [things] for the sake of my people’s welfare;

BGEE NGk T3k | venture to tell the poet to rhapsodize on your arrival.

M A5 ] B EE S =] With growing gleam the sun rises; morning light returns.

25 AH H BT B Gold and blue are harmoniously together; the Jade Mansion opens.

R A R E Pacing through the hazy auroral mists, I return to my previous
abbey;

A = A T ARk % hundreds of deities will be delighted of the coming of the Left
Prime.%

We observe similar word choices and poetic devices in the “Pacing the Void” suite, the
prose pieces and poems for the Divine Empyrean Palace above, as well as other texts about

the Precious Register Palace of the High Purity (Shangging baolu gong i 27 5% =, built

ca. 1116), etc.%® Unlike Taizong or Zhenzong, whose “presented to ministers” poetry follows

% Huichen gianlu & EE /T #%, compiled by Wang Mingging £ i (ca. 1127-1202)
(SBBY edn.), 19/11a-b.

% The Left Prime (Zuoyuan 7 JG) is mentioned in early Daoist scriptures such as DZ 1138

Wushang miyao, 9/3a with a deity named Lord Left Prime of the Purple Pallor (Zisu zuoyuan

jun 2= /£ o E) and in DZ 508 Wushang Huanglu dazhai lichengyi, 55/7b with a deity
named Great Officer of the Left Prime of the Great Ultimate (Taiji zuoyuan dafu A& A T
KR). It is not clear which deity it refers to here exactly.

% Huichen gianlu, 19/11b-2a records a poem for an event in the Precious Register Palace of

the High Purity.
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different rules from their “Pacing the Void” suites, some of Huizong’s “presented to
ministers” poems demonstrate an affinity with his “Pacing the Void” suite but note that these
“presented to ministers” poems are all related to Daoist occasions. Notably, although
Huizong composed a large number of palace poems about court banquets, the lives of
concubines, music, painting, and dancing,®” the gorgeous style employed in these poems is
clearly distinct from his “Pacing the Void” suite. Ronald Egan notes that “Huizong’s (palace)
poems may be read as a projection of life within his palace as he wanted it to be known to
others and to history. Perhaps they even reflect his own perception of what palace life was
actually like during his reign.”®® Some other poems he wrote for his ministers follow this

ornate style as well, but these are not written for Daoist events.

We can conclude that Daoist ritual was not a part of the “daily life within his palace” but
more of the “public life of the state.” For Huizong, theme rather than purpose may be a larger
concern when deciding in which style to write. When the theme is religious, he followed a
certain style, regardless of whether the texts would be used as lyrics, edicts, or presented to
ministers; when the theme was secular, he used another style, regardless of whether they were

“Palace poetry” or “Presented to ministers” poems.

97 Erjia gongci — %% =z, compiled by Mao Jin &% (1599-1659), collects about three
hundred palace poems written by Huizong. See also recently published Fu Xuancong {# ¥z
etal., ed., Quan Songshi 4 2K&F (Beijing: Beijing daxue chubanshe, 1998), vol.1, 22.1.310-
39.18.449.

% Ronald Egan, “Huizong’s Palace Poems,” in Emperor Huizong and Late Northern Song
China: The Politics of Culture and the Culture of Politics, 393.
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3.3 Conclusion

This chapter discussed the three emperors’ different writing styles. Although we analyze
their personal styles in terms of “thematic coherency,” “levels of parallelism,” or “range of
vocabulary,” we should not judge their poetry on such criteria. We may want rethink how the
notion of “the features of good poetry” was established, and why the Song Imperial “Pacing
the Void” suites cannot simply fit into this notion. We may not define these poems as “good
poetry” or “bad poetry” based on their “skills,” regardless of innovation or paganization,
plain or fancy, or strict or random. This is because they are not only poetry but also imperial
Daoist lyrics. However, analysis of poetic devices using these criteria is valuable in terms of
examining why and how they wrote these poems, how the poems should function according

to the author’s expectations, and what the readers of the time may have perceived.

Looking for textual similarity with their other writings also helps to find out their
different intentions concerning and understanding of the “Pacing the Void” genre. Taizong
might have seen it as a political tool in which the act of writing is more crucial than the
content. Zhenzong might have seen it as part of the grand project of establishing a new
anthology of imperial Daoist ritual speeches. Huizong cares more about the religious themes,
writing in a rather consistent style for all poems with Daoist themes. In any case, the common
feature of the three emperors is that they consciously distinguished the genre of “Pacing the
Void” from that of “secular life” in terms of writing styles: for Taizong, it was to distinguish
it from all “Presented to minister” poetry; for Zhenzong, it was to distinguish it from political

poetry; for Huizong, it was to distinguish it from poetry on “secular themes”.

Another difference in the textual sources is the extent to which they use the discourse of

traditional imperial state, which will be examined in the next chapter. On the one hand, it was
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related to their literary composition style; on the other hand, it was more connected to their

different political goals and different politico-religious relationships during their reigns.

81



CHAPTER 4

The Song Imperial “Pacing the Void” Poetry as State Ritual Texts

The most distinctive part of these emperors’ “Pacing the Void” poetry from previous
“Pacing the Void” poetry is their identity as state ritual texts. These “Pacing the Void” suites
were composed in the context of the syncretism of Daoism and traditional state cult, and they
were targeted to be put in the corpus of state ritual texts. This distinctive identity is reflected,
on the one hand, in the purposes of these poems which are different from those of previous
Daoist hymns, and on the other hand in their vocabulary and syntax which demonstrate

affinity with past and contemporary state-ritual hymns.

4.1 Ritual purpose reflected in the lyrics

The Golden Register Retreat, as discussed in Chapter 2, was a Daoist liturgy intended to
benefit emperors and the state exclusively. The aims of this ritual were “to bless and protect
the emperor or the king,” “to pacify the people and guard the state,” and “to display the ritual
to match the heaven.”®® Thus, the hymns for the Golden Register Retreat serve these

purposes as well. Compared to previous Daoist hymns, these poems show more concern for

29 ¢¢

the public welfare. This is reflected in the use of vocabulary items such as “people,” “eight

99 ¢ 29 ¢

directions,” “nine territories,” “ten directions,” and “myriad beings.” For example:

% DZ 1224 Daomen dingzhi, 6/1b.
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The Highest Thearch subdues the demon king; all those in charge are worthy and wise.
They look downward into the mass of the people; the spirit officials are arrayed in ranks.
ERREE, HFEBEY. FTRARR, % A%5. (Taizong, 8")

The great fortune comes from the Vaulted Brilliance; the flowing auspiciousness reaches
the people below.

MU Z R, WL FR. (Zhenzong, 4™)

May the divine aid be spread to all the people; may the hundred blessings be nicely

harmonious.
FATAECH, JESEAR . (Zhenzong, 1)
| offer respectfully to seek for the abundant blessing; | expect persistently that the

graciousness spread throughout the nine territories.
SRk 2w, WIHESLE. (Zhenzong, 9M)
With my utmost sincerity, for what will I pray? May the wave of the four seas be forever

Clear.
ZERATLARL, DU K. (Huizong, 8™)
The mysterious metropolis quells the eight directions; those that surrounds the altar are

verdant and flourishing.

ZHeR )\ 7, HREEEE. (Taizong, 9™)

Instead of personal concerns about individual longevity or merit, Imperial “Pacing the

Void” poetry emphasizes the “people” of a broader territory. It is true that vocabulary items

such as “eight directions” or “four seas” are also included in the Lingbao Buxu lyrics, but

obviously these words are used to depict the heavenly scene or to highlight the superiority of

Daoist deities, rather than to show public concern about the secular world. For example, “the
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ten directions revere the One Sovereign” 75552 — from the Lingbao Buxu third poem is

to highlight the superiority of the “One Sovereign.” This poem then turns to the heavenly
scene and individual merit. “The eight heavens are just like pointing to my palm; the six

seams are not distant” J\ K WIFEE N & 23E from the Lingbao Buxu eighth poem is to

depict a personal roving experience in which an individual gains supernal power to travel
through a vast space. These are also common devices in the tradition of “Roving
transcendent” poetry, and they are clearly different from the public concern in the Song

Imperial “Pacing the Void” poetry.

Notably, “people” in these lines are set in a hierarchical structure. In other words, the so-
called “public” welfare is not an egalitarian concern but a hierarchical concern. Taking the
first and second lines cited above as examples, there is a top-down structure from the
“Highest Thearch” or “Heaven” to “heavenly officials” and to “people.” The Song emperors
themselves are also set in this hierarchy between the “Highest Thearch” and the “people”

since they use words such as shang = (superior) for the Highest Thearch and xia

(inferior) for people. These lines were written from the perspective of the imperial court. By
writing and performing these poems, the authors naturally engaged the imperial court as a

Daoist structure.

This leads to the second feature of the Imperial “Pacing the Void” poetry that relates to
the state cult—a modified pantheon. The following table lists the names and titles in the

Lingbao Buxu poems and the Song Imperial “Pacing the Void” suites:

Lingbao Buxu
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Superior beings

The Most High X _E (4)1%

The One Worthy Thearch 77— 24
The One Sovereign 2—

The Great One A —

The Celestial Worthy K%

The Seven Ancestors L1

High transcendents =il -1

High superiors /& A

Companions

Yuyi (the deity of the sun) &%
Jielin (the deity of the moon) %45k

Wuying fi5z10t

“My” ideal achievement

Golden Flower Transcendent 43 4i];102

Perfected E A

Ritual practitioners

Prince AT

All Perfecteds 5 B

being to deities of the outer pantheon.

100 The number in parentheses indicates the times that this title appears.

101 Wuying 5% (Blossomless) is a deity mentioned in DZ 6 Shangging da dong zhen jing

I RIAEL. 1tis a deity that resides within the human being that connects the human

102 Jinhua 4:#&1lll (Golden Flower Transcendent) refers to Chisongzi 7x#A ¥ (Master
Red-Pine). It is quoted in DZ 388 Taishang dongxuan Lingbao wufu xu & i % & 8 755
J¥> that a mortal named Huang Chuping #%4/]°f> became a transcendent on Mount Golden

Flower (in Zhejiang) and changed his name to Chisongzi.
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High transcendents %103

All transcendents 2 ili/5E FBIREAL

Inferior beings Lower transcendents | {&
Lad of the Eight Seas /\ /i %
Demons The demon king &£ (2)

Taizong’s Suite

Superior beings The Jade Thearch &7
The Highest Thearch 7% (3)
The Celestial Worthy K. (3)
The Lord of the Great Way Ki&#
The Sun H
The Moon H
The Five Stars .2
The Great One KX —
Stellar officials &
The Jade Sovereign & 2
The Three Officials =&
The Five Thearch-Lords 717 7 10

103 The Daozang version uses il and f& for “transcendent” interchangeably, although they

are graphical variations of the same word. In this table, | keep the variants according to the

Daozang version.

104 The Three officials = refer to the Officials of Heaven, Earth, and Water.

195 The Five Thearch-Lords T # refer to the Thearchies of the Five Directions. They are

common deities of both Daoism and traditional state cult. The section “liyi” 1&{% (“Ritual
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Divines and transcendents il (3)

Scripture masters 4%

Ritual practitioners All Perfecteds % &

All transcendents 511l

Inferior beings Little children /N #
Myriad beings 5iE (2)
Six Dings /5] 108
Multitudes %2 [

Demons Malicious demons FBJ&E (2)
The demon king J& T

Unknown Spiritual officials & &
Perfecteds B A (2)
Awakened & #
Master of the Law %[
The Pure Lady j&##%
Great transcendents Al

Zhenzong’s Suite

Superior beings Heaven X

and rites”) from Suishu F&= (the Book of Sui) mentioned them as major deities in state

ritual. Suishu [5& (Beijing: Zhonghua shuju, 1973), 6/117.

106 Six Dings 75T are six gods with the Earthly Branch ding ]~ among the sixty gods of

Celestial Stems and Earthly Branches. They are considered as representative of Yin spirits.

They can be controlled by Daoist priests. See DZ 584 Shangging liujia gidao mifa _Fi& 7S H
Hriguhi, 2b-3a.
197 The Pure Lady (Qing’e &) refers to Chang’e (or Heng’e), the Lady in the Moon.
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Thearch 77

The Highest Thearch _F 7
Perfected

Mighty divines &

The Vaulted Brilliance &%

The High Darkness | 7108

Inferior beings All the people Z X
All the people #4:
People underneath [Heaven] F &

Huizong’s Suite

Superior beings The Lords of Three Heavens =k +
The Five Ancient Worthies 1% %
The Thearch 7
The Sun Thearch H 77
The Nine Sovereigns /1. &
Transcendent-soldiers il 5%

The High Darkness _F %

“Me” or “My” ideal achievement  Perfected transcendents ELAll

Filial grandsons #{%

Ritual practitioners Human voice \%
Inferior beings Myriad beings &%)
Demons The Demon Palace J& &=

The Bureau of Night 7 Jff

Unknown Leathered guests 1%
Transcendent-officials {llI'E

Myriad perfecteds ¥ &

108 Both Vaulted Brilliance =2 and the High Darkness [ refers to Heaven.
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This list demonstrates drastic differences in deities/beings in Lingbao Buxu and the Song
Imperial “Pacing the Void” poetry. First of all, in Lingbao Buxu, the “superior beings,”
“companions,” and “‘my’ ideal achievement” in “my” journey to the heavenly realm are
evidently traditional Daoist supernal beings. Many among them have clear identities and even
names. Taizong’s suite has a similar group of “superior beings,” but there is no personal
name or any ““my’ companions” in detail such as Yuyi, Jielin, and Wuying in the Lingbao
Buxu. Although “I” observe supernal beings such as “spiritual officials” and “perfecteds” in
“my” journey, the suite never explicates whether they are superior beings or “my”
companions, thus these names are listed as “unknown” in the table above. Besides, the
personal merits are not reflected by gaining some titles such as “the Perfected” but more
about abstract moral achievement so that they are not listed above. Zhenzong and Huizong’s
suites show further deviation from the Daoist tradition. The superior beings include a number
of non-personal'® beings such as “Sun,” “Moon,” “Five Stars” “Heaven,” “the Vaulted
Brilliance,” and “the High Darkness,” which are closely related to the notion of celestial
bodies and Heaven in traditional state ritual. The “Heaven” in this context became closer to

the “Heaven” in the traditional and contemporary suburban sacrifice (jiaosi %B4E) system.1

109 “Non-personal,” means that they are “not-explicitly-personal.” I do not deny that these

beings could have personal attributes.

110 The Highest Thearch of the Vast Heaven %k _I-%7 was the highest being in state

sacrifice system since early China. “Sun,” “Moon,” and certain stars and constellations were

also major beings to accept sacrifice in this system. According to the Comprehensive Rituals
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The emperors in the Golden Register Ritual played a similar role as in the state jiaosi ritual.
They monopolized the privilege of being the chief priest.!*! They did not “see” personal
beings, but they interacted with a higher power. Huizong’s suite even explicitly engaged
traditional Confucian ethics through the word “Filial grandsons,” in the fifth suite, which
makes the identity of the “Nine Sovereigns,” in the same suite, blurry, since the “Nine
Sovereigns” may refer to either nine Daoist deities or nine ancient emperors mentioned in the

Confucian classics.

Furthermore, all titles in Lingbao Buxu are non-secular beings. In other words, all beings
mentioned in Lingbao Buxu are figures “I”” encountered in the Heavenly realm. On the
contrary, the imperial suites include secular beings such as the “people” and the “myriad
beings.” In Zhenzong and Huizong’s suites especially, the encounters in heavenly realms are
more represented by travelling around visiting places rather than meeting personal deities.
Even the ritual practitioners turn from deities to human. These differences indicate the
melding of the traditional Daoist pantheon in the imperial poetry as well as the imperial
ritual. When Daoism was syncretized with the state ritual, it was simultaneously syncretized
with the traditional state cult by finding places for traditional Heaven, the human emperor,

and people.

of the Kaibao Period (968-976) (Kaibao tongli [ £ i#H &, comp. ca. 973), and New Rites of
the Five Rituals of the Zhenghe Period (1111-1118) (Zhenghe wuli xinyi BN 11 4% 37 %,
comp. 1111), the Northern Song Dynasty maintained a similar structure.

111 Technically, some imperial officials in the Northern Song dynasty occasionally played the
role of the chief priest, but they did this as the representatives of the emperors or the court.
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In fact, such turn from a pure-Daoist pantheon to the traditional state cult system is not
only observed in the “Pacing the Void” poetry but also other sub-genres when a new group of
people got more engaged in writing. The identity of authors as well as the contemporary
ideological trend together may have weakened the Daoist religious aims but highlighted the
other part, namely, the traditional state cult. However, there may be other underlying
dynamics that facilitated this turn. This is the potential conflict between two sources of

authority—Daoist authority and the traditional Mandate of Heaven.

Although the emperors took advantage of Daoism by deriving their authority from a
Daoist lineage and claiming titles for themselves as Daoist deities, they were alert to
Daoism’s potential threat to their traditional source of authority. Such alertness is mirrored in
land, population, and religious policies,**? and it is also seen in the Imperial “Pacing the
Void” poetry in modifications of the pantheon as well as the concerns expressed for public
welfare. Although using a genre that originated within Daoism, they did not keep an
unchanged pantheon or ritual purposes. Daoist vocabulary and form became instruments

rather than the purpose.

This leads to the third feature that distinguishes Imperial “Pacing the Void” suites from
previous Daoist hymns—the appeal for divine support of the destiny of state and their throne.
Instead of the individual’s longevity, the Imperial “Pacing the Void” poetry praises the

longevity of the state. These lines are some examples of such concern:

112 Xiang Zhongmin [ {4 cites the Song Dynasty land-tax policies and clerical-

certificate policies and discusses the balance between agricultural land and temple land and
between agricultural population and monks and priests. Xiang Zhongmin, Liang Song
Daojiao yu zhengzhi guanxi yanjiu, 131-153.

91



May the all-encompassing source be shining, emerging from profound places; may the
great almanac be united without limit. Rewarding us with grant, our pious mind may be
entrenched; accumulating the fortunate signs, the auspicious mandate will prosper.
IRURHRVE TS, DB EEE. IWOUE O, ARG S . (Zhenzong, 6)

With my utmost sincerity, for what will I pray? May the thone of my state be forever
peaceful and glorious.

AT LA, IR %4k . (Huizong, 91

4.2 A comparison of textual sources from the corpus of state ritual texts

The concern expressed for the public and for the destiny of the state, as well as the
modified pantheon were realized by drawing upon textual sources from past and
contemporary state ritual texts. These ritual texts included lyrics and liturgies for state
sacrificial rituals to heaven and earth, sacrificial rituals to the imperial ancestors, and court
rituals related to political events. A large number of state ritual texts are collected in the

“Record of music” (“Yuezhi” %%:&) and “Record of Ritual” (“Lizhi” #&7E) chapters in the

official histories of previous dynasties and of the Song dynasty. They also include texts in

official ritual manuals and imperial edicts.

Among many parallels between Imperial “Pacing the Void” poetry and these ritual texts
from the state cult, this chapter examines three poetic usages in which we can observe a clear
line of development from earlier state ritual texts to the Song state ritual texts and Song

Imperial “Pacing the Void” poetry.

The first theme, found in Taizong’s suite, uses a description of plants as a metaphor for

fortune, blessing, or virtue. Plants are depicted in these lines not only as a scenic background
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but also as an exteriorization of divine auspiciousness. Thus, these lines intertwine “plant”

and “blessing” with one another:

The Nine Heavens benefit all beings; the leaves in the forest of jewels intercross and
entwine. The teaching of images blesses the human world;**® the flowers of the

transcendence bloom with purple calyxes.

NRMZ, TS . RAGENE, IFEBI %= . (Taizong, 10th)

In the suburban sacrifice (jiao %F) and ancestral temple sacrifice (miao &) lyrics of the
Han to Tang Dynasties, we find lines with similar structures which use plants as both a scenic
background and a metaphor for fortune. For example, in a Han Dynasty hymn for the miao

ritual from the time of Han Gaozu #&i#H (r. 202-195 BCE) we read:

The blue spring spirit is spreading and moving; roots and embryos are growing. The

nourishing and enriching rain covers the land, reaching all beings.

113 Xiangjiao % #{, the teaching of images, traditionally refers to Buddhism. Xiao Yi 4%
(r. 552-555) “Neidian beiming jixu” N##HE#EEST, in T 2103 Guang hongming ji & 54
£, 20/244c: “The teaching of images flows to the East, and the conversion proceeds to the

southern state” %2 mAL1T FE 5.
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HEaE, WRELIZ. EREE, BT,

A Southern Dynasties Song (420-479) hymn for the state offering to the Qingdi iy
(Green Thearch), one of the five thearchies of the five directions, in the jiao ritual, uses

images of the spring season in the lyrics:

The geese are coming, the tung trees sprout leaves. The mild wind is dancing, the warm
sunshine extends. Sprouting and moving; myriad beings are new. You nourish the vast
space and enrich the boundless land.

M T, MAR5E. SRJESE, WEOGE. BEE, S0 R, EE.

A Sui Dynasty (581-619) hymn for the state offering to the Chidi 7~ (the Red

Thearch) in the jiao ritual applies this metaphor as well:

The cherries offer fruits; the hibiscuses hang down fronds. When the heavenly favor and
award is proceeding, the highness and brightness can be occupied. According to the time

we set the sacrifice; this event is manifested, and the blessing may be raised.

114 Hanshu 3% (Beijing: Zhonghua shuju, 1962), 22/1054.

115 Songshu “K#H (Beijing: Zhonghua shuju, 1974), 20/569-70.
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A contemporary example from the Song Dynasty is a hymn for offering a jade object

(dian yubi 35 %) to the Highest Thearch in a court ritual at the Imperial Hall of Light

(Mingtang B %) from the Shaoxing #4#4 period (1131-1162):

Golden branches are beautifully flourishing; embroidered pavilions are loftily stretching.
For generations you enjoy the shining sacrifice; may you declare the longevity of the
Song state.

BT, MR TR, R, FREWR.

The second poetic usage, found in Zhenzong’s suite, presents the structure ritual action >
interaction with/mention of the ancestor/deity > request for blessing or protection > pray for

longevity of the throne/welfare of a broad area:

On the spiritual altar we raise the solemn ritual; at the palace, reverently, we return the
favor to the mighty divine. The great fortune comes from the Vaulted Brilliance; the

flowing auspiciousness reaches the people below.

116 Syishu, 15/362.

117 Songshi 133/3013-4.
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A, RS EM. MRS R, WAL TR, (Zhenzong, 4")

We find the same pattern in one of the early Chinese state ritual lyrics, collected in the

section “Minor Elegantiae” (“Xiaoya” /M) of the Book of Odes (Shijing #FF4%):

The winter offerings and the feast are fragrant and aromatic. The sacrificial service is
greatly shining; the former ancestor is illustrious. He may requite us with great blessings;

our longevity may be without limit.

118

o

AR, LSSy WAL, SSHER. MU, 8 R

il
e

A Han Dynasty hymn for the jiao ritual include four lines that exactly fits in this pattern:

Worthy offering stands are placed in order; so that the divine beings will be a part in the
feast. They may remove the misfortune and disaster; the glory spread to the eight

expanses.

119

o

i

BAIBR, REAERIE. BRI, FUE\

o
c

118 Maoshi zhengyi E&F1EF (Beijing: Zhonghua shuju, 1979, Shisanjing zhushu + =4

s1E edn.), 13.2/203c.

119 Hanshu, 22/1057.
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A Jin Dynasty (256-420) hymn for checking the offerings at the evening (xisheng 47 44)

before the main jiao ritual at the Imperial Hall of Light follows the same pattern:

Nice sacrifices are to be enjoyed; with the fragrant virtue [the offerings are] to be
accepted. We receive the aid from Heaven; the divine power may spread to the four

directions.

SEPEEERK, R, R, My,

A Tang Dynasty (618-907) hymn for the sending the divine back to the heaven

(songshen 1Z#) in the jiao ritual uses this structure as well:

The odes have ended, and the ritual is completed; riding six dragons, the divine is going
to ascend. We sense the bright virtue, not only to the grain; great blessings are sent down,

the destiny [is manifested in] auspicious sign.

WSESIGRRES, NHEE MR A . MBS IERRE, FRE R o 1R IR

A contemporary example from the Song Dynasty is a hymn for drinking blessed wine

(yinfu &U4) in the jiao ritual from the Jianlong %% period (960-963):

120 Songshu, 20/566.
121 Jju Tangshu % JFZ (Beijing: Zhonghua shuju, 1975), 30/1091.
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We purify the five types of wine; we pour them into the six goblets. The utmost sincerity
is achieved; the ritual to follow is vast and profound. To pray for the radiant blessings,
may the future generations prosper forever.

BETFE, WPONE. BERsE, M. s, KERE. »

The third poetic device, from Huisong’s suite, uses the structure music performance >
blessing. Although descriptions of musical performances are frequently seen in Lingbao Buxu
pomes and other Daoist liturgical hymns, they are typically performed by e supernal beings in
the heavenly realm. The musical performances mentioned in traditional state ritual texts, by
contrast, are usually performed by humans. In other words, the practitioners restate what they
are doing from a third-person perspective—they say by the way of performing music that “we
are performing music.” The example below from Huizong’s suite follows the practice of state
compositions. The officiant intoning the hymn is not describing a performance in the
heavenly realm, but instead refer to performances made as part of the ritual. This consciously
implies that the musical performances themselves has a ritual function, which might be to
entertain deities rather than to imitate deities. Since the music performance is playing the

function of a ritual function, after its completion, the performers then ask for blessings:

In the Land of the Flowery and Elegant, the chant penetrates far; the human voice rises
and falls. Unfathomable Emptiness returns to Way and Virtue; the winding voice
matches the tones of Gong and Shang. ... With my utmost sincerity, for what will I pray?

May the grains be forever prosperous and luxurious.

122 Songshi, 132/3068.
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Z Rk ., (Huizong, 10M)

Such awareness of the musical performances’ function, to entertain deities, is even

clearer in other state ritual texts. For example, in the section “Zhousong” J&2H (“Hymns of

the Zhou”) from Shijing we read:

Their voice of the bells is ringing; in solemn unison they harmonize their sound. Our
ancestors will listen. Our guests will be there, for long, seeing the performance

completed.

NGNS BREE, RHEEAING. SotHREE. Epb, KB 2

A Han Dynasty hymn for offering to the Luminous Star (Jingxing =t &, or the Star of

Virtue) says:

Five tones and six pitches are harmoniously united with radiant voice. Miscellaneous and
various sounds mix together, the refined sound spread far and wide. ... The High Heaven
gives us support and the Sovereign Earth perfects us; may the four seasons flourish in

this luxurious and prosperous year.

123 Maoshi zhengyi, 19.3/327b.
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A Northern Dynasties, Qi # (550-577) hymn for welcoming the divine (yingshen 4 in

the miao ritual with song and dance also follows this structure:

With the Lutao drums and the Yinzhu pipes, [we perform] virtuous songs and radiant
dances. The sacrificial service is greatly shining; the hundred spirits are truly solemn.
May the hearts of the spirits turn to us, and guarantee to us great blessings.

BRERF2AT, TEEKIESE. ALY, A MO iR, RN E. 12

In a contemporary example from the Song Dynasty, a hymn celebrates the ritual

“removal of the bowls” (chedou f# %) in the sacrifice to Tearch of the Stimulated Birth

(Gansheng di J#/:47) from the Zhenghe EUF1 period (1111-1118):

The bells and drums sound in harmony; the divines are all drunk. We remove worthy

offering stands; may they forever secure the blessings and benedictions.

124 Hanshu, 22/1063.

125 Suyishu, 14/321.
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From the three sets of comparisons above, we can conclude that the Song Imperial
“Pacing the Void” poetry borrowed from state ritual texts of the traditional state cult, not only
adopting vocabulary items and phrases but also inheriting traditional patterns expressed
across a set of lines. These patterns had been used in the system of state ritual texts for
thousands of years and had become familiar to the authors, performers, and audiences of
court ritual. These patterns thus legitimized and confirmed the efficacy of the Imperial

“Pacing the Void” suites as state ritual texts.

4.3 Conclusion

The Song Imperial “Pacing the Void” poetry claimed its identity as state ritual texts by
demonstrating concern for the welfare of both the state and its citizens, and through the
adoption of a modified pantheon including figures from the state cult and Daoist deities.
These poems demonstrate similarities in vocabulary and textual patterns with previous and
contemporary state ritual texts. Historic records of Song ritual events shows the syncretism of
Daoist and state ritual regulations: Rituals at Daoist abbeys and palaces such as Jade Purity

Radiant Fulfillment Place (Yuging Zhaoying gong i A8 =), the Luminous Spirit Palace
(Jingling gong =% =), and the Divine Empyrean Palace (Shenxiao gong & =) were

incorporated into the regular state ritual program. The composition of lyrics for the Golden

Register Retreat was also a part of this syncretism. From this perspective, the emperors were

126 Songshi, 132/3094.
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not creating Daoist lyrics and adding in elements from state ritual; actually, they were
creating state ritual texts within a religious tradition, while appropriating a Daoist genre for

the Daoist-like ritual.
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CONCLUSION

Poetry is born free, but everywhere it is in chains. All poems are in between of two
extremes: being personal and spontaneous, and being regulated and constrained. The Song
Imperial Buxu poetry is a perfect example. It is written in the era of religious syncretism as a
production of various forces: Daoism, traditional state cult, and literary regulations. The three
forces pull these suites to different directions, but they finally find the balance in the version
preserved in Hymns for Golden Register Retreat. The three forces are embodied in religious
thought and textual sources of these suites. As Daoist ritual hymns, they were recited in
contemporary Daoist ritual, and they use vocabulary and structure from previous Daoist
scriptures; as literary compositions, the authors show different personal styles and
distinguished their Buxu suites from their secular writings in various ways; as state ritual
texts, they adopt phrase and patterns from previous texts for the traditional state cult, and they

show the state’s awareness of appropriating Daoism for its own purpose.

The three suites have been understudied because of it threefold nature since they do not
perfectly fit in any categories—they are of neither pure Daoism nor traditional state cult, and
they are not “good” enough as literary compositions. However, this ambiguity is also the crux
of their significance. The study of the three suites demonstrates, from the perspective of
literary history, how texts draw from various literary traditions and form their unique style.
This thesis proposes a structure to analyze the text generation. This structure contains an
analysis from the textual perspective, including vocabulary, phrases, syntax, and poetic
devices; it also contains the perspective of authors, including their writing style, predilection,
and political cliques. Furthermore, this structure considers the context of such generation—
we may discover the dynamics of text making through social-political events, religious

reformulation, or trends in literary history.
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Meanwhile, this study urges us to rethink how a sub-genre can be appropriated and
adapted for developing new communication functions and for establishing different
communities. A traditional Daoist genre can be reused through history, which echoes the
modern studies that defines the genre from not only lexico-grammatical but also
communicative and socio-cognitive perspectives. The study of “Pacing the Void” provides an

example among many, showing the development of genres or sub-genres.

Furthermore, with the historical context, this study of the texts mirrors the integration of
religious thought and rituals between Daoism and the traditional state cult. This highlights the
significant potential of religious poems. “Religion” and “poetry” are two forces that put

forward contradictory demands on the texts, which was noticed by many classical critics.?’

127 Samuel Johnson discusses the contradiction between poetic creativeness and religious
piety. He argues, “of sentiments purely religious, it will be found that the most simple
expression is the most sublime. Poetry loses its lustre and its power because it is applied to
the decoration of something more excellent than itself. All that pious verse can do is to help
the memory and delight the ear, and for these purposes it may be very useful; but it supplies
nothing to the mind.” Samuel Johnson, Lives of the English Poets and a criticism on their
works, vol.1 (Dublin: Printed for Messrs. Et al., 1779), 128. David Cecil argues that religious
poetry is meant to express what is supposed to be felt, and this conflicts with the nature of
poetry as an expression of the individual’s spontaneous feelings. Thus, “religious sentiment is
not proved to be the most fertile soil for poetry.” David Cecil, ed., The Oxford Book of
Christian Verse (New York: Oxford University Press, 1940), 1-33. Helen Gardner
summarizes the two viewpoints and discusses the difficulties writing and evaluating from a

perspective of changing times. She argues that the prosperity of religious poetry is related to

104



Thus, religious poems may be plain or redundant; they may be valued as “bad poetry,” but
they embody important historical information. As social-political events and religious
reformulations mold the literature, literature reflects the historical facts. Therefore, historical

research should never be independent from some “not-good-enough” literature.

the changes in people’s religious thought and experience during the period. It is also related
to people’s view to poetry and poets. Helen Gardner, Religion and Literature (New York:

Oxford University Press, 1971), 149-152.
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