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ABSTRACT

This essay explores the historical development of the tertiary relationship
among language literary creation, and belief in ultimate reality in the Eastern
and Western poetic traditions. At the beginning of the Western tradition, the
use of language was firmly based on a belief in deities. Greco-Roman writers
generally believed language to be a most effective tool—an inevitable tool —in
conveying one's ideas and ultimate reality. Literary creation, which is the
most condensed use of language, was considered to be divinely inspired. The
use of language, literary creativity, and belief in a deity thus were inextricably
linked in the West unti! the latter half of the nineteenth century, when belief
in a deity declined. Because of the weakening of this belief, language began
1o be conceived as a historical product, and its effectiveness was also doubted.
Consequently, literary creation became a self-reflective act involved primarily
with itself, rather than with the outside world. All the major Western writers
in the twentieth century employ difficult language to express what appears
to be a chaotic world to them.

A similarly close relationship between literary creation and the belief
in a deity can be found at the outset of the Hindu, Chinese, and Japanese
poetic traditions. The decline of the belief in a deity and the rise of human-
ism, however, occurred early in ‘China. Confucius made the human wortd his
predominant concern; Lac Tzu moved a step further by espousing a world-
view based, not on divinity, but on Nature, Because of the weakening of the
belief in a deity, what used to be a strong link between language and divinity
was greatly shakened. Consequently, Confucius advocated the “rectification
of names” with a view to improving the use of language, whereas Lao Tzu
simply denied that language can be used to depict ultimate reality., The
Taoist notion of non-verbal instruction later exerted considerable influence
on both Chinese and Japanese literature, making Chinese and Japanese poetic
works all the more condensed and enignmatic.
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According to the book of Genesis, creatures from land and sky, shortly
after they were created, were brought before Adam so that he could name
them: “He brought them to the man to see what he could name them; and
whatever the man called each living creature, that was its name” (2:19).
A perfect correspondence exists between Adam’s act of naming and the
objects being named because he received divine authorization to give names.
Throughout the Bible, the name of God is greatly celebrated, one noted
example of which is the prayer prayed by Christ: “Our father who art in
heaven, Hallowed be thy name” (Matthew 6:9). God’s name has traditionally
been equated by the believer with His Word: “His name is that by which he
makes himself known to us, his revelation. God's Word is his 8vopa [name},
his complete name, made known to us so that we may know God and enter
into communion with him.”! A similar justification for naming can be found
at the origin of the Greek literary tradition. At the beginning of The lliad
Homer invokes the Goddess of Song to help him compose 3 song about
Achilles’ wrath. The invocation of the Muse also appears at the beginning of
The Odyssey, where Homer asks her to reveal to him the story of Odysseus’
adventure.

In the ancient Greek tradition the Muse appeared to have inspired not
only poets such as Homer but also philosophers such as Socrates, as can be
seen in The Dialogues of Plato. According to Ernst Curtius, the practice of
invoking the Muses in ancient times was common in all types of intellectual
activity: “Fiir die antike Anschauung sind sie [die Musen] nicht nur der
Dichtung zugeordnet, sondern allen hoheren Formen des Geistestebens.”?
In addition to the Muses, Zeus and Apoillo were sometimes invoked by
ancient Greco-Roman writers. After the emergence of Christianity, the
trinity became the source of power for various writers during the Medieval
Ages. Because of their belief in divine authorization, Western writers felt
quite comfortable with the act of naming from the very beginning of their
tradition until the second half of the nineteenth century, when the limitation
of naming was emphasized and the concept of language as a prison began 10
emerge. Various reasons—social, political, economic, linguistic, and philoso-
phical—have been offered for such a radical change 2 however, the relation-
ship between deities and the concept of naming has never been systematically
explored.

This essay is thus a study of the universal significance of deities to the
concept of naming in both the Eastern and Western poetic traditions,
focusing specifically on the Chinese, English, and French traditions.
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Examples will also be drawn from Hindu and Japanese literature in order to
show that the link between deities and naming was indeed a common pheno-
menon in the Oriental fradition. [t needs to be clarified at the ouiset that
the term naming is used in this essay in a broad sense, as in Plato’s Cratylus,
referring to language: “‘we shall apply letters to the expression of objects,..
we shall form syllables,.. and from a compound of syllables make nouns and
verbs, and thus, at last, from the combinations of nouns and verbs arrive af
language, large and fair and whole; and as the painter made a figure, even so
shall we make speech by the art of the namer.”® Although different terms,
“signifiant/signifié” (signifiet/signified), were created by Ferdinand de
Saussure 10 replace the traditional ones “naming (words)/objects (things),”
the term “naming” will be used in this essay primarily for the sake of con-
venience, since it has been used throughout the Western tradition.

In ancient Indian tradition, literature was generally divided into two
categories:  shruti {revealed literature) and smriti (remembered literature).
Like the Bible in the Judeo-Christian tradition, the earliest body of Indian
literature— the Vedas —has been regarded in the Hindu tradition as eternal
and revealed scripture. Among various gods worshipped by the ancient
Indians, there was also the goddess of speech or holy word, Vich, a deity
reminiscent of the Muse in the Greek tradition. Traditionally regarded as the
author of the earliest Indian epic, Fhe Ramayana, Valmiki maintained that
he composed the poem with help from the god Brahma, creator of the world:

Then the mighty fourfaced lord Brahmia himself, the maker
of the worlds, came to see the bull among sages.

Seeing him, Vilmiki rose quickly and without a word. He
stood subdued and greatly wonderstruck, his hands cupped in
reverence.... With a smile, Brahm3 spoke to the bull among
sages,... “Brahman, it was by my will alone that you produce
this elegant speech. Grearest seers, you must now compose the
entire history of Rima. - You must tell the world the story of the
righteous, virtuous, wise, and steadfast RZma, just as you heard
it from Narada, the full story, public and private, of that wise
man. For all that befell wise Rama,... will be revealed to you,
even those events of which you are ignorant. ... Now compose
the holy story of Rama fashioned into slokas {couplets] to
delight the heart.’

Because of divine revelation, the author of The R@mavana was told that his
act of naming would create nothing false in his poem: “No utterance of
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yours in this poem shall be false” (p. 129). In addition to the epic, drama
was believed to have been created by Brahmi: “{God Brahm3 said:] |
will create the lore of drama which promotes dharma [virtue] , material gain,
and fame, which wilt show for posterity all activities, which is enriched with
the ideas of all branches of knowledge and presents all the arts; I shall create
it, along with the story required for its theme, with its teachings and the
summary of its topics.”® Because of the close correspondence and relation-
ship between gods and the individuat, or between Brahman and Atman, as
presented in the Hindu tradition, naming often appears especially in the form
of an incantation as an al-powerful vehicle in ene’s cognizance of and power
over this world. Based on this belief in the tremendous power of naming,
there appeared the Mahabharara, the longest epic in the world with approxi-
mately one hundred thousand verses.

Compared with the Western and Indian traditions, Chinese culture
originated with a rather different concept of naming. A popular Chinese
myth associated with the invention of language makes it clear that the act
of naming may aciually be a curse rather than a blessing on the human
world: “In the past Ts’ang Chieh created language, causing Heaven to send
down grain like rain and causing ghosts to cry in the night.”” According to this
myth, supematural beings were so" disturbed at the prospect of catastrophe
which might be caused later by the power of language, that God made certain
provisions for the world, in this case grain, and ghosts lamented the possi-
bifity of being persecuted by the power of the word. As present in The Book
of Poetry (Shih ching), the earliest anthology of Chinese literature composed
during the period 1000-600 B.C., the relationship between deity and man in
ancient China was rather tenuous. Like the earliest literature in the Western
and Indian traditions, many retigious odes in this anthology, the oidest poemns
in Chinese literature, describe a powerful deity:

"
Strong and mighty was King Wy, BERIT
Unrivaled in his glory. B
Great were Cheng and Kang TR
In whom God rejoiced. EHES
Since Cheng and Kang, B #AE
All four corners have been ours. BEHNA
How brilliant they were. Frir 385
The bell and drum sound; & fEngng
The stonechimes and pipes resound,  BEHHE

Abundant biessings come down, 30 5
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And greart are the blessings. [
The rite proceads in order. HiISE R
Intoxicated and satiated, (0 REOE (i

They give blessings and wealth.? WRERF R

Composed towards the beginning of the Chou dynasty (1122-249 B.C.),
this ode celebrates the glory of the founder of the dynasty, King Wu (who
reigned 1135-1116 B.C), and his immediate successors Kings Cheng {1115-
1078 B.C.) and Kang (1078-1053 B.C.), during whose reigns the rule of the
Chou dynasty was further strengthened. As the fourth line indicates, the
glory of Kings Wu, Cheng, and Kang actually came from God, or the supreme
being in the Chinese tradition who has been customarily called “Shang-ti”
(the Supreme Ruler).” While the first half is devoted to the accomplishments
of the founding rulers of the Chou dynasty, the latter half describes a sacrifi-
cial ceremony which was conducted in a solemn manner. The sacrfice,
according to the poem, was well received by the deities, who enjoyed their
offerings and rewarded the worshipper with abundant blessings. Although
the term “‘shgng-ri” is normally translated as God, the description in the
penultimate line, “Intoxicated and satiated,” is actually based on the ancient
Chinese understanding of the supreme being as one who, like humans, may
need physical nourishment, rather than the Judeo-Christian conception of
God as a spirit whose essence requires no earthly sustenance. The deity
mentioned in The Book of Poetry was by no means an all-powerful being like
its near-counterparts in both the Western and Hindu traditions. Furthermore,
ancestors, especially those who have achieved great feats, tended to be
regardefl in ancient China as the intermediators between heaven and earth.
Very often they were worshipped along with deities:

* ¥
1 bring my offerings, HHEEE
My sheep and bulls; EEEs
May heaven accept them! HEREZ
My rules follow the statutes of King Wen, R EZ R
My order daily reaches the four corners, QiRmA
O great is King Wen; IR E
He came down to enjoy them. mEEz
Day and night BHBREBRZE
I fear the might of heaven, FE{RZ

And thus am able to keep the land. {p. 483)
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While a vassal under King Chou of the Shang dynasty (1766-1122 B.C.),
Wen, King Wu's father, greaily strengthened the power of his fiefdom,
thereby laying a solid foundation for the eventuat establishment of the Chou
dynasty. Similar to God-fearing peopie in the Bible, the speaker in this
poem also fears the might of heaven, a virtue which, according to the poem,
enables him to possess the land. In their celebration of Heaven’s power, the
authors of these religious odes regarded the establishment of the Chou
dynasty as preordained by Heaven. As reflected in the traditional name of
the rulers of the Chou dynasty (“Ten-tzu”meaning The Son of Heaven), a
particularly close relationship existed between deities and the ruling
monarchs to the extent tha: ordinary people had little, if any, access to
deities. Consequently, towards the end of the Western Chou dynasty (1122-
771 B.C.), when nomads from the West of China invaded the capital, killed
the king and eventuafly ended the dvnasty, people experienced great
difficulty in their lives and began to doubt the justice of the supreme deity.

The following lines from The Book of Poetry are good examples:
“Remote and vast Heaven/ls said to be our parents./I commit no sin or
crime fAnd yet face such great disasters./The vast heaven is too cruel;/l
truly am not guilty./The vast heaven is too absurd;/I truly am not at fault”™
{p. 297). I is further explained in the second stanza that the complaint
against heaven is rooted in a grievance against the earthly ruler: “Disorder
first occurs,/When slander is well received;/Disorder recurs,/When my lord
believes in libel./If my lord could be offended,/Disorder would stop right
now/if my lord could be pleased,/Disorder would soon cease.” Like
“heaven’ in the first stanza, the term “my lord” can refer to both heavenly
and earthly sovereigns. The speaker believes that disasters came from the
ruler’s corruption. A suggestion is hence made in the last four lines: if the
sovereign could show his anger towards evil and his pleasure with good,
disorder would siop. It becomes clear in the third stanza that “lord”
explicitly refers to the king: “My lord takes vows time and again,/Disorder
thus spreads;/My lord believes robbess,/Disorder becomes worse./[Robbers’
words are very sweet,/Disorder feeds on them./They are not respectful/But
only the king’s disease.” The king is described at the beginning of this stanza
as someone who has repeatedly failed to keep his promises.

While this poem focuses primarily on the speaker’s own situation,
a different poem expresses concern for the world: “Vast and mighty Heaven/
Does not show its virtue /It sends down chaos and famine,/Destroying
countries in four quarters./Mighty heaven is cruel;/{t neither thinks nor
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plans.fIt frees the guilty,/And hides their sins;/And yet the innocent/Sink
in pain and iliness” (p. 285). According to the second stanza, this poem was
most likely written after the Western Chou dynasty was destroyed: “The
kingdom of Chou was destroyed,/I have no place to stay.” Mainly because
of political chaos and social disorder, people expressed for the first time in
Chinese intellectual history their doubt concerning the virtue of the deity.
Grievances against heaven like the poems above occurred rather often in the
later works collected in The Book of Poetry, as can be seen in apother poem:
“People are now in dangery/They see a muddled heaven /It is able to decide;/
MNone can surpass it./O great God—/Whom do you hate?” {p. 275) Unlike the
God portraved in earlier odes, who was the benevolent arbitrator of justice,
the same deity is described in these poems as undependable, absurd, or some-
fimes even cruel.

As a resulf of the change in the concept of deity, God gradually receded
from the foreground to the background of the ancient Chinese mind. In the
latest works collected under the category “feng” (folk songs) in The Book of
Poetry, God was hardly mentioned. A closer tock at the following poem may
corroborate this view that the Chinese at this time already felt estranged from
God:

= !
There is a withered willow tree, =EN
Which offers no shade for rest. FHER
God is capricious; LEEE
Don’t ask for trouble. i QER
He made me to rule, B Fig 7
But later hated me. HTESR
There is a withered willow tree, BEEM
Which offers no shade for repose. FEHES
God is capricious; LRBERE
Don’t get into trouble, WmEER
He made me to rule, B el
Bus later banished me. BTaEE
A bird flies high FEER
All the way to the sky. TR
That man’s mind— A
How far can it go? Fin 3Lk
Why am I made to rule BY¥EZ

And yet have my life endangered? (p. 353) B ALF
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At the beginning of the poem the deity is compared to a willow tree, which is
expected to provide shade but fails to do so because of its withered state.
Although God is still depicted here as a powerful being, people are advised
not to come too close to him so as to avoid unwanted problems, an idea
which, as will be seen, eventually becomes the basis for Confucius’ thought
conceming dejties. At the beginning of the last stanza the image of a bird
flying high, which links God with an earthly sovereign, may serve both as an
analogy of and contrast to the earthly sovereign. In the sense that the bird
reaches heaven, it is an emblem of the supreme status of the ruler. In the
sense that the bird can fly predictably as high as the sky, it is a contrast to the
capricious ruler, whose mind simply cannot be fathomed: “That man’s mind/
How far can it go?” The association of a deity with a ruler makes it clear
that the decline of the belief in a deity occurred primarily as a result of the
corruption of the government and 3 dissastisfaction with the Son of Heaven.
The poem eventually ends on a note of anxiety and mistrust.

Poerns expressing similar sorrows to and about God also appeared early
in the Western tradition in the Book of Psaims: “How long wilt thou forget
me, O Lord? forever? How long wilt thou hide thy face from me?/How long
shall I take counsel in my soul, having sorrow in my heart daily? How
long shall mine enemy be exalted over me?/Consider and hear me, O Lord
my God: lighten mine eyes, lest I sleep the sleep of death;/Lest mine enemy
say, 1 have prevailed against him; and those that trouble me rejoice when I
am moved./But I have trusted in thy mercy; my heart shall rejoice in thy
salvation./1 will sing unto the Lord, because he hath dealt bountifully with
me” (Psalm 13, King James version). Although sorrow and doubt are
expressed at the beginning o7 this psalm attributed to David (1010-970 B.C.),
faith in God is reaffirmed at the end. Compared with the later Chinese odes
in The Book of Poetry that express doubt concerning the deity’s virtue, the
psalms, as represented by the one above, convey a strong faith even in times
of adversity. Because of the tenuous relationship between deity and man in
ancient times the imagination of Chinese writers rarcly soared beyond this
world and their concept of naming was primarily justified by the historical
process. As a result of the special nature of their imagination and their
concept of naming, epic poetry, a genre normally of great scope both in
length and in subject matter, failed to appear in the Chinese tradition. Most
of the poems in The Book of Poetry except some concerning the dynastic
legends are fairly short.

As the political situation worsened during the Eastern Chou dynasty
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(770-249 B.C.), its rulers gradually lost their power, and the old socio-
political system based on divine - right to sovergignty changed drastically.
As a result of the numerous cultural changes, great gaps occurred between
names and reality, signifier and signified; thus, naming became problematic.
Bom into this age of great changes, Confucius (551-479 B.C.) endeavored to
uphold the old cultural system by basing it on humanism rather than on
deities:

Fan Tzd asked about wisdom. The Master said, “Be concerned
with what pertains to mankind, be respectful 1o ghosts and gods,
but stay away from them; this can be called wisdom.”

The Master did not talk about terror, violence, disorder, or
gods.®

The deities receded into the background of Confucius’ thought, even though
he still acknowledged their existence. Adopting a renovative rather than a
creative approach, he advocated the idea of “rectifying names” (cherg
ming) in dealing with the problem created by the gap between naming and
reality.

Tzd Lu asked:“The ruler of Wei plans to let you take charge of his
government, What would you do first?” The Master said, “It
is necessary that names be rectified!” (“'T#u Ly,” 2)

Consequently, a person should be particular with the use of his language:
“3 virtuous person is not casual with his use of words” (“Tzlt Lu,” 87). This
means not only the precision but also, and especially, the economy of words:
“A virtuous person wants to speak little” (“LilJen,” 24). What concerned
Confucius the most appears to be each individual’s ethical conduct in society,
which, according to him, was based on five dominant ethical relationships:
sovereign and subject, father and son, husband and wife, older and younger
brothers, and friends. Only when each person is able to act in a manner that
befits his or her social title or name can society, in Confucius’ view, be in
perfect order: “The sovereign should act like a sovereign and the subject a
subject; the father should act like a father and the son 2 son” (" Yen Yiian,”
82). Once pethaps frustrated with the limitation of language, Confucius
expressed a desire to remain silent: *I wish to say nothing” The justifica-
tion of remaining silent is to be found in Nature: “What does Heaven say?
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The four seasons move on and myriads of things come into existence. What
does Heaven say?" (“Yang Huo,” 5-6)

Despite this occasional kind of remark, however, Confucius firmly
upheld the power of language eisewhere and emphasized the importance of
being true to one’s own words: I know nothing positive about a person who
fails to keep his word" (“Wei Cheng,” 11). Nowhere else is the belief in the
effect of language better expressed than in his dialogue with Duke Ting, in
which one word is described to have such an effect as to be able to bring
either prosperity or destruction to a country: “People said, ‘It’s difficult to
be a sovereign; it's not easy to be a minister either.” If you know the diffi-
culty of being a sovereign, isn't this a case in which a word can bring pros-
perity to a state?” (“Tzii Lu,” 90} What Confucius attempts to explain to
Duke Ting is that a sovereign, upon hearing some enlightening comments,
may act upon them for the improvement of his own administration, so much
so that his couniry may eventually become prosperous.

Whereas Confucius occasionally speculated on the limitations of
language, the Taoist thinker Lao Tzli who is commonly believed to have been
born a few centuries later than Confucius, greatly emphasized the inade-
quacy or even the futility of language.!' The distrust in naming occurred,
in my view, as a result of the crumbling of the old belief in a deity at the time
of political chaos in China. Writing approximately during the Warring States
period (403-221 B.C.), Lao Tzii created a philosophy based on a self-con-
tained Nature rather than one sustained by deities. In his tremendously
influentiat book the Lao Tzii. Nature instead of God becomes the ultimate
guiding principle for one’s behavior. Lao Tzll subjugation of Heaven to
Nature “Heaven follows the Way, and the Way follows Nature”'? is further
removed than Confucian humanism from the old tradition based on deities.
Once the notion of a deity was removed from the Taoist system of thought,
naming was consequently based on changeable historical processes, a new
foundation which inevitably rendered the act of naming questionable: “The
Way can be talked about, but it is not the permanent Way once it has been
talked about; the name can be named, but it is not the permanent name once
it has been named” (p. 1.)

According to Lao Tzi, the absolute essence of this world is nameless:
“The Way is permanent and nameless” (p. 18). Naming, in his view, is simply
a limited, contingent act representing the reality of this world, the ultimate
principle of which is termed Tao: *I do not know its name, but contin-
gently call it the Way; I am forced to name it Great” {p. 14). As Confucius
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occasionally remarked on the necessity of silence, Lac T2zu often advocated
the importance of nen-verbal instruction: “The sage acts according to the
principle of nop-activity and teaches in a non-verbat fashion™ (p. 2). In order
to comprehend the essence of the world (Tao,the Way), Lao Tzl maintained,
one has to employ intuition and discard learning, which includes naming:
“Renounce learning, then you will have no worries” (p. 11). The emphasis
on intuitive comprehension very often renders verbal expression superfluous:
“The one who knows does not speak; the one who speaks does not know™
(p. 34). Lao Tzii himself did not remain silent; he was, however, certainly
brief in his expression. His book, which consists of only five thousand
Chinese characters or so, well illustrates the principle of brevity even when
discussing sophisticated issues regarding the universe. His statements on the
limitation or futility of language naturally made naming not only a contin-
gent act but also, and especially, a highly selective and in frequently-used art:
“Great eloquence is like inarticulateness™ {p. 12).

The limitation of naming together with the importance of intuition is
explained in greater detail by another major Taoist thinker, Chuang Tzi(3697-
2867 B.C). Like Lao Tzl, Chuang Tz# also maintained that ultimate reality
cannot be named: *“The way has never had a boundary, and the word has
never had permanence.... The gieat Way cannot be named.”*® The
ineffability of ultimate reality thus makes naming a limited, contingent act:
“The name of Tao is horrowed so that things may function” (p. 396).
Because of the futilitv of language, books should not be valued for their own
sake:

What the world values are books, which are nothing but language.
There is something valuable about language. What is valusble
about language is its meaning, and meaning follows something,
What meaning follows cannot be conveyed through words. The
wortld wransmits books because it values words. Although the
world values them, I do not value them because what it values is
not truly valuable. What one can hear is name and sound. Alas!
People in this world thought that through form, color, names,
and sound one is able to comprehend reality, Form, color,
names, and sound are not enough for one te comprehend reality;
therefore, the one who knows does not spezk and the one who
speaks does not know. How could the world know this? (p. 217)

After stating the inadequacy of language, Chuang Tz, like Confucius and
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Lao Tzi, asserts the necessity of silence. Again, like them, Chuang Tzii
expressed his views of naming in words; he did not become silent. What
Chuang Tzl advocated is not so much perennial silence as effective expression,
be it verbal or non-verbal: “If one speaks adequatiely, one speaks all day long
and everything will concern the Way; if one speaks inadequately, one speaks
all day long and everything will concern the object. The wonder of Tao is
not to be conveyed through either words or silence” {p. 396). Because of the
inadequate nature of language as a medium of expression, one would thus be
concerned with what language may convey rather than mistakenly identifying -
language with the object, the signifier with the signified: “The net is
intended for fish. Once the fish are caught, the net should be forgotten. The
trap is intended for a rabbit. Once the rabbit is caught, the trap should be
forgotten. Words are intended for meaning. Once meaning is obtained,
words should be forgotien™ (p. 407). The idea of forgetting words once
meaning is obtained greatly contributed to the development of the poetic
representation of meaning beyond words.

At this point a comparative look at Socrates, or the Scorates in Plaio’s
Diglogues, a near-contemporary of Lao Tzii and Chuang Tzil, may highlight
this drastic change in the concept of naming that occurred earlyin the Chinese
tradition. Between Confucius and the Taoist thinkers, Socrates as portrayed
in the Cratylus was definitely closer to the former in his positive view of
ianguage. Like Confucius, who emphasized the affinity between names and
objects, Socrates also maintained that a natural bond existed between them:
“the correct name indicates the nature of the thing” (p. 92). Unlike Confu-
cius, who focused on the names indicating socio-ethical relationships and gave
no account of the language of deities, Socrates, citing Homer, made a clear
distinction between the names given by gods and those given by humans. The
names given by gods, according to Socrates, cannot but be correct with
respect to the objects: “For the Gods must clearty be supposed to cail things
by their right and natural names™ (p. 50). By contrast, names given by
humans are inevitably liable to error: “falsehood dwells among men below”™
(p. 69). Although the reasons for all the names given by deities may not be
always clear to Socrates, their correctness remains unquestionable. This kind
of faith exhibited by him in the perfection of naming by gods, as has been
shown, was not shared by the major Chinese thinkers of his time. Conse-
quently, while the Chinese thinkers all expressed in one way or another their
views concemning the limitation of language, Socrates feit quite at home with
naming. For Socrates, language is not merely an indispensable tool for
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communication but also, and especially important, the vehicle by and
through which one comprehends truth. His idea that language is the
jmitation of the essence of things endowed language with a prestige denied
by Chinese thinkers. In his dialogue with Hermogenes, Socrates states:
“Then a name is, it seems, a vocal imitation of any object; and a man is
said o name any object when he imitates it with the voice. .. he [the imita-
tor] has to imitate the essence by syllables and letters,... and from a com-
pcund of syllables... arrive[s} at language” (86-88).

Such a theory emphasizing the profound correspondence between names
and objects, a system of understanding based on a divine foundation in both
the Bible and Crarylus, renders words and things equally essential for the
deciphering of truth. In his study of the ancient view of language in Western
culture, Michel Foucault has observed this close bond between the word and
the world, a bond that was thought by ancient writers to be erveloped in and
sustained by a divine tigh= “dans le trésor que nous a transmis I" Antiquité,
le language vaut comme le signe des choses. Il n’y a pas de différence entre
ces marques visibles que Dieu a déposées sur la surface de la terre, pour nous
er. faire connaitre les secrets intérieurs, et les mots lisibles que IEcriture,
ou les sages de T Antiquité, qui ont été éclairés par une divine lumiére, ont
déposés en ces livres que la tradition a sauvés....s’il a pour nous la valeur
d’un signe précieux, c'est parce que, du fond de son étre, et par la lumidre
qui n'a cessé de le traverser depuis sa maissance, il est ajusté aux choses
mémes, ii en forme le miroir et Pémulation ... c’est pourquoi la nature et le
verbe peuvent Senirecroiser 4 linfini, formant pour qui sait lire comme un
grand texte unique.”'® The theory of imitation, which, as Erich Auerbach
demonstrates in Mimesis, persisted throughout the Western literary tradition,
makes it natural for writers to represent reality as closely and fully as
possible. This is also the fundamental reason, I believe, why the Western
lizerary tradition is replete with so many works of iremendous scope and
length such as the epic.

Compared with epics in Westémn poetry, Chinese poetry, which lacks the
epic, is noticeably short. The short length of Chinese poetry may in part be
exphined in terms of the Confucian and, especially, the Taoist concepts of
naming. The Taoist idea of non-verbal instruction as discussed above, when
applied to Chinese literary theory, gives rise to the poetics of paradex, which
emghasizes the use of the fewest words to present the richest of meanings
and the conveying of profound meaning beyond words. When applied to
Chinese poetry, it gives rise to a short, highly condensed kind of writing, in
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which the first person pronoun “T" is often absent and only various empha-
sized. For example, the following short poem by Li Po (701-762), which
consists of twenty-eight syltables, well illustrates the principle of implication
through images.

Bidding Farewell at Yellow-Crane Tower to Meng  REBRREB% L HE
Hao-jan, who is leaving for Kuang Lin.

An old friend turns west, bidding farewell

to Yellow-Crane Tower: e R 6
Sailing down to Yang Chou in the mist RS7E= 8 F M
and flowers of March. LB £ 20
Alone boat, a distant shadow, and the far vt 5 5% I IR

end of the green mountain;
All that can be seen is Long River
flowing at the end of the sky.'

Although the speaker does not explicitly mention his feelings, various
images bespeak his mood. The name of the tower, Yeliow Crane, at the
beginning of the poem is based on a Taoist legend, which states that the
Taoist immortal Tzil An once rode a yellow crane and landed at the site where
the tower was to be built.'® Because of its association with the Taoist
religion, the image of the yellow crane may thus imply the speaker’s possibie
interest in the transcendental thought of Taoism, according to which the
highest spiritual state that one can achieve is a union with Nature. The image
of mist and flowers in early spring not only represents the beautiful misty
landscape in the exterior world but also implies a corresponding mentat state
of nebulous splendor. The word “lone” is employed to describe the sail
of the boat which is taking Meng, the speaker’s friend, to eastern China.
Because of the close association between the boat and Meng, one suspects
that the speaker may suggest a sense of loneliness, the foneliness that may
possibly be experienced by both Meng and the speaker. The departing boat,
which conveys the speaker’s feeling associated with his friend at their parting,
however, gradually fades away like “a distant shadow,” finally replaced with
the speaker’s grand vision of nature—the mountain, river, and sky. The
replacement of the boat with nature at the end of the poem signifies that the
speaker’s concern with his friend—the human world—is eventually
superseded by his thoughts of nature, whick often helped the poet forget or
transcend his frustrations or sorrows in this world. Because of the absence of
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a personal pronoun, the landscape presented in the last line can also be inter-
preted as a vision ic be shared by many others. Presaged by the Yellow
Tower at the beginning, the Taoist theme thus implicitly recurs in the last line,
underlying this poem and many others by Li Po.

Another example from Wang Wei (701-761) may make the poetic tech-
nique of implication in Chinese poetry more clear.

Bird-Cry Ravine BIRTE
A person idles, and cassia flowers fall; ARETER
The night is quiet, and the springtime mountain empty. E@FILUE
The moon emesges, alarming the bird; AHEHE
It cries in the springtime ravine off and on."? FHIEFR

Consisting of twenty syllables only, with five syllables in each of the four
lines, Wang Wei’s “Bird-Cry Ravine” (Niao ming chien) is a “‘chiteh chii,” the
shortest poetic form in Chinese poetry. Asin Ii Po’s “Bidding farewell at
Yellow-Crane Tower to Meng Hao-jan...,” no explicit remarks are made on
the speaker's own personal feelings in this poem. Through the description of
natura! scenery, however, traces of the speaker’s feelings can be detected.
First of ali, the idle person in the opening line may wellrefer to the speaker
hirnself, suggesting his own quiescent mental state, an ideal state which was
often pursued by the poet as a Buddhist. The falling of the cassia flowers,
as James Liu poinis out, may wel! be a symbolic scene since cassias normally
do not blossom in the spring.'® The scene presented here is likely to corre-
late with the speaker’s idleness in that the flower has reached the end of its
growing process and entered a state of seeming inactivity. This theme of
idleness recuss in the following line in the description of the quietness of the
night and the emptiness of the mountain. As Pauline Yu has observed, the
word ‘kung” {emptiness)—a Chinese word often used to translate the
Sanskrit “shnyat?’—is employed in Wang Weis poetry primarily in a
Buddhist sense to refer to the illusory essence of this phenomenal world.*®
Like the falling of the cassia flowers, the emptiness of the mountain is highly
symbolic since the mountain can hardly be empty in the spring.

~ This reading is soon vetified by the presence of the bird in the next line.
The appearance of the moon at the beginning of the second half of the poem
initiates a scene of dynamism—the alanming of the bird and #s constant
cries—sharply contrasting with the scene of guoiescence in the first half. The
bird’s cries at the end, which are rendered all the louder in contrast 1o the
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scene of quietness, point back to the title, highlighting its meaning as well as
giving the poem a circular structure. The organization of the poem on the
basis of the dichotomy between stillness and movement, quiescence and
dynamism, a rhetorical device which frequently occurs in Chinese poetry,
can be explained in terms of the yin and yang philosophy, according to
which the essence of the universe manifests itself in the ceaseless interplay of
the opposite yet complementary yin (female) and yang (male) principles.?
By employing the Buddhist concept along with the yin and yang principles
in his discription of the scenery, Wang Wei turned the landscape poem into
a vehicle of expression for his philosophical vision, signifying that the cease-
less movement of the universe based on the yin and yang principles is essenti-
ally characterized by emptiness—one of the fundamental doctrines of Maha-
vana Buddhism.

According to James Liu, the poetics of paradox appeared during the
Tang dynasty (618-907). “The poetics of paradox may be said to have
emerged during the Tang period, the golden age of Chinese poetry, although
hints at such a poetics are already discemible in Liu Hsich The Literary
Mind.”™  Concurrent with the appearance of the poetics of paradox in
Chinese literary history was the formal establishment of chiieh chii as a new
subgenre,” a quatrain, which, as mentioned before, consists of twenty or
twenty-eight syllables, though traces of such a form can be found in the
poetry of the Southern dynasties (420-589). The nearly simultaneous appear-
ance in the Tang dynasty of the poetics of paradox and the sub-genre chiieh
chit was most likely indebted to the official popularization of Tacism.

A similar development regarding the concept of naming can be
ascertained in the Japanese poetic tradition, which had beea heavily
influenced by Chinese culture. like the Chinese monarchs in the Chou
dynasty, Japanese sovereigns, whe had long been regarded as descendents of
the sun goddess Amaterasu, enjoyed a special relationship to the deities.
Unlike the Chinese monarchs, who traditionally claims their right to rule on
the basis of a2 mandate from heaven, according to which heaven not only
selected but also removed a ruler, the Japanese emperors based their reign
on the belief that they were descendants of the country’s founding deity.
While different families founded various dynasties in Chinese history, the
line of ruling emperors is thought to be from the same family from the
beginning of Japanese history,

During the Nara period {(A.D. 710-794), when Japanese writers first
learned how to write poetry using the written language acquired from China,
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many works were devoted to the celebration of the divine nature of the
imperial family. The longer poetic form ¢hdka, which is composed of an
unlimited number of lines based on the alternating pattern_of five and seven
syltables, are commonly seen in Records of Ancient Matters (Kojfiki, 712)
and Collection of Myriad Leaves {Man’vGshii), the earliest extant Japanese
poetry. The Shintoist belief in the divine authority of the Japanese monarch
recounted in Records of Ancient Matiers and Chronicles of Japan (Nihong,
7203, however, made it quite ualikely for Japanese writers to seek for them-
selves inspiration or authorization from heaven: “Then she [the sun goddess]
commanded her Augusi Grandehild, saying: ‘This . . . land {Japan] is the
region which my descendants shall be lords of. Do thou, my August Grand-
child, proceed thither and govern it. Go! and may prosperity attend thy
dynasty.””?®  As a result of the limitation of the imagination, epic poetry
thus also faited to appear in Japanese literature.*® During the Heian and
medieval perieds {794-1185), when Chinese culture was gradually assimilated
into the Japanese tradition, a shorter poetic form called rankg, which is
arranged in a pattern of § 7 5 7 7 syllables, making thirty-one syliables in all,
became a favorite form of various poets represented in Collection of Poems of
Ancient and Modern Times (Kokinshu).

As Chinese culture becamé deeply rooted in the Japanese tradition and
Buddhism became the national religion of Japan, the Taoist concept of
naming, very often aided by the teaching of Zen Buddhism, became ali the
more familiar 1o Japanese society, Owing to the effort of Eisai {1141-1215)
and Dogen (1200-1253), both of whom studied in China, Zen became 2
dominant Buddhist sect, whose influence was eventually feli in almost every
aspect of Japanese culture. Non-verbal instruction, which characterizes the
Zen sect, heightened many Japanese writers’ sense of the limitation of langu-
age. In addition, the twelfth century witnessed the loss of imperial power
and the triumph of the shogunaie, which was to last until the Meiji restora-
tion (1868-1912). As in China, the fall of the emperors in Japan, who
became nominal rvlers, shook the foundation of the old faith, namely
Shintoism, causing people to become aware of the limitation and instability
of institutions in the human world, including language. Consequently, the
seventeen-syllable poetic form called haiku, shorter than tanka, became the
popuiar vehicle of expression for poets such as Matsuo Bashd {1644-1694)
and Kobayashi Issa (1763-1827) duzng the Edo period {1600-1868). When
the popular form became shorter and shorter in the Japanese poetic tradition,
the technigue of implication or suggestion became increasingly important.



THE CONCEPT OF NAMING . 363

As in Chinese poetry, a landscape would often be presented in Japanese
poetry without the speaker’s explicit comments. The ultimate principle in
the art of poeiry, as Fujiwara no Shunzei (1114-1204) advocated in medieval
Japan, should be the creation of an “obscure and profound,” or yugen,
effect.?® The following poem by Fuziwara well illustrates his aesthetic princi-
ple of the “obscure and profound” style.

The mountain stream,

half frozen, half thawed —

its voice at daybreak

sobbing among the boutders*®

The stream is described in the poem as flowing among boulders—diffi-
cult terrain which may convey an impression of obscurity and profundity -
rather than, for example, on a plain where things can be viewed clearly. The
intermediary state of the sirean—half frozen, half thawed —signifies a subtle
ambiguity resisting a distinct definition, which, as commonly acknowledged,
characterizes a poem of the yugen style. The theme of ambiguity is rein-
forced in the choice of time: neither broad daylight nor total darkness, but
a time in between, daybreak. Furtheimore, the sound of the siream is
compared to sobbing, a state between loud crying and complete silence. This
comparison of the sound of the stream to a human voice also establishes a
link between the natural and human worlds, endowing the stream with a
semi-alive state. To one’s comunon sense this Imaginary association may
appear obscure vet profound. The subtle ambiguity represented by the
Jandscape thus serves as an emblem of expression for Fujiwara’s “obscure and
profound” style. :

The principle of condensation and suggestion is probably employed 0
the utmost degree in the shortest form, haiku. Notice the following ones
by Matsuo Basho:

This white chrysanthemum doesn’t have a speck of dust that hits the eye

An old pond: a frog jumps in—the sound of water?’

Written a fortnight before his death, the first haiku is commonly interpreted
as an iltustration of his own mental state.”® In both the Chinese and Japanese
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poetic traditions, the chrysanthemum is often employed as an image of the
speaker. The image of dust, which first appeared as an emblem of spiritual
contamination in the sacred text of Hinduism, The Upanishads,™ was later
introduced into Chinese and Japanese literature. Through the description of
the whife chrysanthemum, the speaker seems to imply that he himself has
succeeded in cultivating a spiritual state free from impurity. Most renowned
in Japanese literature, the second poem is thought to “capture at once the
eternal and the momentary.”® The ancient pond, an emblem of quiescence
and permanence, is juxtaposed with the frog's jumping, an act symbolizing
dynamism and transience, Through the presentation of the sound of water,
the speaker merges the two opposite principles—quiescence and dynamism,
permanence and transience— thereby indicating that tension between differ-
ences, especially between pemmanence and transience, can be resolved in a
harmonious manner, a holistic vision characteristic of Taoism and Zen
Buddhism.

As has been shown, the concept of naming changed when divine authori-
zation was rejected in the Chinese tradition. A similar change also took place
in the Western tradition, but not until the second half of the nineteenth
century, when, as A. Q. Lovejoy indicates in The Grear Chain of Being, “the
idea of God was itself becoming predominantly this-worldly, tending towards
a fusion with the conception of ‘Nature” infinitely varicus in its manifestations
and endlessly active in the production of differing kinds of beings.”®' Taoist
thought, according to Lovejoy, contributed to the development of the
Western Romantic movement.™ Rather than seeking inspiration or authori-
zation from a deity, a practice of which Curtius states that *Jedes Blatt in
der Geschichte der europiischen Literatur spricht von ihnen,”*® writers in
the nineteenth century turned to Nature for guidance. William Wordsworth’s
apostrophe {0 “the gentle breeze” at the beginning of The Prelude exempl-
fies this Romantic tendency.®® When the idea of God is identified or
replaced with the conception of Nature, as is seen in Taoist thought, the
foundation of naming appears problematic.

The fuming point in the development of the concept of naming occurred
with the Symbolist movement towards the end of the nineteenth century.
“So far as the Western tradition goes,” according to George Steiner, “an
underlying classicism, a pact negotiated between words and worid, lasts
until the early 1870s. ... After Mallarmé nearly all poetry which matters, and
much of the prose that determines modernism, will move against the current
of normal speech.”® A major Symbolist poet, Stéphane Mallarmé (1842-
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1898), most conscientiously practiced the cult of difficulty in his poetic
creation, a practice which has had far-reaching influence on modern Western
poetry. Like Taoists, he greatly emphasized the limitation of language: “Les
langues imparfaites en cela que plusieurs, manque Ia supréme: penser étant
écrive sans accessories, ni chuchotement mais tacite encore Fimmortelle
parole, la diversiié sur terre, des idiomes empéche personne de proférer les
mots qui, sinon se frouveraient, par une frappe unique, ¢lle-méme matériel-
lement la vérité. Cette prohibition sévit expresse, dans la nature (on &'y
bute avec un sourire) gue ne vaille de raison pour se considérer Dieu; mais
sur heure, toumé i de Pesthétique, mon sens regrette que le discours défaille
& exprimer les objets par des touches y répondant en coloris ou en allure,
lesquelles existent dans linstrument de la voix, parmi les langages et quel-
quefois chez un.”* 3¢

The inadequacy of language occurs, according to Mallarmé, not only on
the metaphysical level but also on the aesthetic level. Metaphysically
speaking, he says no one can express the absolute truth due to the diversity
of language; aesthetically speaking, certain nuances of feelings simply cannot
be expressed. Because of the impossibility of using language to depict certain
things, Mallarmé, like many Chinese poets, thus preferred suggestion fo
description: “Les monuments, la mer, ta face humaine, dans leur plénitude,
natifs, conservant une vertu auvtrement attrayante que ne les voilera une
description, évocation dites, allusion, je sais, suggesrion.”®” The mode of
description to him is more appropriate for philosophy than for poetry. In
“The Evolution of Literature” Mallarmé further explains why he is opposed
to explicit naming: “La contemiplation des objets, Pimage s'envolant des
réveries suscitées par eux, sont le chant: les Pamassiens, eux, prennent la
chose entiérement et la monsrent; par 1 ils manquent de mystére; ils retirent
aux esprits cette joie délicieuse de croire qu'ils créent. Nowmumer un objet,
Cest supprimer les trois quarts de la jouissance du poéme qui est faite du
bonheur de deviner peu a peu; le suggérer, voili le réve.”® The following
poem by Mallarmé demeonstrates his aesthetic credo, which dictates the new
direction in which modern poetry would proceed:

Le vierge, le vivace et le bel aujourd’hai

Va-t-il nous déchirer avec un coup d’aile ivre

Ce lac dur oublié que hante sous le givre

Le transparent glacier des vols qui n’ont pas fui!
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Un cygne d’autrefois se souvient que c’est lui
Magnifique mais qui sans espoir se délivre
Pour n’avoir pas chanté la région on vivre
Quand du stérile hiver a resplendi Pennul.

Tout son col secovera cette blanche agonie
Par Pespace infligée 4 Uoiseau qui le nie,
Mais non Phorreur du sol ou ke plumage est pris,

Fantdme qu'a ce lieu son pur éclat assigne,
Il s'immobilise au songe froid de mépris

Que vét parmi Vexil inutile le Cygne.™

With the French syntax greatly strained, the narration in this sonnet
moves falteringly. Because of such words as “blanche (white),” *“Fespace
(space).” “songe (dream),” and “plumage (feathers),” which connotes
“plume {pen),” the swan trapped in the frozen lake may represent the poet
struggling with the process of poetic creation. Furthermore, since the word
“cygne” connotes the meaning of its homonym “signe,” the swan may also
represent the sign, or language, which the poet seeks for the conveyance of
his poetic ideal—2 task which proves to be extremely difficult if not imp ossi-
ble, as is symbotized by the bird’s futile attempt 1o {ly. This is perhaps the
reason why the swan is referred to at the beginning of the concluding tercet
as “Fantdme,” something which exists in appearance yet actually has no
substance. Rather than describing the situation in a striaghtforward manner,
Mailarmé creates a symbolic landscape to “suggest” and “evoke” his meaning,
using relevant words such as “stérile hiver,” “agonie,” “Thorreur,” and
“inutile” to suggest the difficulty of writing.

The bond between naming and objects, words and things, which was
rendered doubtful by Mallarmé, was totally dissolved by Saussure, a re-
nowned linguist whose influence is greatly feli in both linguistics and litera-
tire in the twentieth century. Renouncing the tradition of regarding
language as a naming process orienied towards the establishment of a proper
bond between words and things—the tradition well represented by Socrates
in Crarylus — Saussure employed the terms “signifignt” and “signifié” in
place of names and things to characterize language, maintaining that the
“signe”” which combines a concept and a seund-image should be the focus of
the study of language: “‘Pour certaines personnes la langue, ramenée a son
principe essentiel, est une nomenclature, c'est-a-dire une liste de termes
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correspondant 4 autant de choses.... Le signe linguistique unit non une
chose et un nom, mais un concept et une image acoustique - . .. Nous appelons
signe la combinaison du concept et de 'image acoustique: mais dans I'usage
courant ce désigne généralement Iimage acoustique seule,... L’ambiguité
disparaitrait si Fon désignait les trois notions ici en présence par des noms
qui gappellent les uns les autres tout en s'opposant. Nous proposons de
conserver le mot signe pour désigner le total, et de remplacer concept et
image acoustique respectivement par signifié et signifiant. 0

Saussure’s further suggestion—that a linguistic sign is arbitrary and that
there is no natural bond between the signifier and the signified —totally
severed in his theory the tie between deity and language, making the latier
only a cuitural product subject to the changes of social convention—a sever-
ance which, as discussed above, occurred early in the Chinese tradition:
“Ie lien unissant le signifiant au signifié est arbitraire, ou encore, puisque
nous entendons par signe le total résultant de I'association d'un signifiant &
un signifié, nous pouvons dire plus simplement: le signe linguistique est
arbitrarie.”™  This new concept of tanguage, as Frederic Jameson indicates,
puts an end to the oldest linguistic theory based on the close tie between
names and objects as the most influential one in modern times: “the very
construction of the concept of a sign [by Saussure]clearly strikes down the
most archaic language theory of all, one still occasionally revived by poets,
that of the indissoluble link between words and things, which is to say the
apprehension of langueage as names and naming.”®  As a result of the total
severance of names from objects, words from things, the signifying act or
process is interpreted by A. J. Greimas as primarily that which translates from
one level to another in the same language, or the translating of one language
to another: “La signification n'est donc que cette transposition d’un niveau
de langage dans un autre, d’un langage dans un langage différent, et ie sens
n'est que cette possibilité de franscodage.”™ Reflecied in Western theories
of literature, the new concept of language resulted in the emergence of the
objective theory,according to which a work of art,as M. H. Abrams illustrates
in The Mirror and the Lamp, is not an imitation of the world, but rather a
self-contained world in and for itself.

After the change in their concept of naming, some Western poets, like
Chinese writers, advocated a laconic use of words. The emphasis of Western
poets on the principle of condensation at the beginning of this century gave
rise to a style in which imagery became the dominant element, thereby
bringing Western poetry particularly close to Chinese and Japanese poetry.
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This highly condensed poetry consisting mainly of “images” found its most
effective exponent in Ezra Pound (1885-1972), the one-time leader of the
Imagist movement and “‘the inventor of modern poetry in English.” Like
Mallarmé, Pound was aware of the imperfection of language as a vehicle for
conveying and comprehending human experience: “The sum of human
wisdom 1s not contained in any one language, and no single language is
CAPABLE of expressing all forms and degrees of human comprehension.
This is a very unpalatable and bitter doctrine. But ] cannot omit it.”** As
part of his-effort 1o renovate the Western poetic tradition, Pound turned to
classical Chinese poetry for its use of highly suggestive imagery: “‘the maxi-
mum of phanopoeia {throwing a visual image on the mind]is probably
reached by the Chinese, due in part to their particular kind of written lan-
guage” {p. 42). Created especially with the Japanese poetic form haiku in
mind, the following poem Is a good illustration of Pound’s poetic tenet of
condensation, the expression of a single Image:

IN A STATION OF THE METRO

The appartition these faces in the crowd;
Petals on a wet, black bough.®

As Hugh Kenner indicates in his study of the process of creation of this
poen1,® the metro station may refer to the one at La Concorde in France,
where the poet “saw suddenly a beautiful face, and then ancther.” In the
context of the verse, however, the subway station—a place where the train,
a vehicle of communication, arrives and departs cyclically —may also indicate
the cyclical form of the poem. This reading becomes more likely since an
anology can be established between the concluding image {the black bough)
and the opening one (the subway station), a link which clearly gives the poem
a cyclical structure. The word “apparition™ at the beginning of the first line
endows those faces which the poet observed in a subway station with an
ethiereal quality somewhat removed from the human world, thereby paving
the way for the appearance of the flowers in the second line. Furthermore,
the word highlights the visual sense, which characterizes an entire poem
compaosed of two images.

Like the imagery in many Chinese poems, an image in Pound’s view is
more than just an ormament; jt conveys both idea and feeling: “An ‘Image’
is that which presents an intellectual and emotional complex in an instant of
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time.”¥ The juxtaposition of petals with faces in the crowd—the ideogram-
mic method based on an organizing principle of Chinese characters—makes
it clear that each face becomes an aesthetic object like a flower for the poet
to appreciate. In addition, the association of the human world, which is
represented by the faces, with the natural world, which is represented by the
petals, indicates that the poetic world of imagination— the poem—compre-
hends and correlates the human and natural worlds in a harmonious manner.
As mentioned earlier, the image of “a wet, black bough™ hearkens back
to the title, rounding up the poem as a whole. Taken metaphorically, the
black bough may also refer to the poem or the process of poetic creation, an
organic one bearing analogy to a plant. Like Maliarmé’s poem discussed
above, this work by Pound can also be read as a poem aboutf itself. In its
condensation and use of highly suggestive imagery as the dominant vehicle
of expression, this poem by Pound is an embodiment of the Chinese poetic
principie.

Apart from advocating the principle of condensation, Western writers,
unlike Chinese writers in this case, also attempted to create a new, very often
difficult language, as in the case of Mallarmé, Ezra Pound, T. S. Eliot and Pau!
Celan.®  As Steiner has observed, this kind of difficult poetry, which some-
times cannot be elucidated by public reference, is characteristic of modern
Western literature only: “There had been almost no ‘difficulties’ of this
nature in Western literature before the 1880s™ (p. 182). At times, Western
writers simply became silent, as in the case of Arthur Rimbaud in his later
life. The Eastern and Western traditions eventually shared similar poetic
features when the Symbolist movement spread to the East and initiated the
creation of similarly difficult poetry in the Orient around the turn of the
century.%?

In conclusion, this paper has shown the divine foundations of naming
at the beginning of both the Eestern and Eastern poetic traditions. It has
also attempted to demonstrate that the distrust of naming normally occurred
as a result of the weakening or even disappearance of the belief in this divine
foundation. This fack of trust in naming had various implications in different
poetic traditions. Whereas in the West hermeticism slong with the renewai
of language appeared to be the dominant practice, in the East shorfer poetic
forms rooted in the poetics of paradox tended o become the favorite vehicle
of expression. Interestingly enough, the Chinese aesthetics of “distrust”
originally influenced the change in the concept of naming in the Western
tradition. Then, a century or so after this change, Western poetry was intro-
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duced to the East, exerting great influence on the Eastern poetic tradition.
The communication between East and West has thus certainly enricked both
cultures’ perception of the relation of language to the world, exposing both
to a totally new realm of human experience.
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