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As “Chiu ko” }, 8K has been generally recognized as shamanistic songs
or playlets, it would not be unreasonable to assert that the purpose of chan-
ting or performing them was to try to propitiate the fertility of the land. In
fact, Ch’en Meng-chia %% and Wen Chungi #{ %% — have already
suggested this.! Ch’en thinks that these poems had some connection with
the rain-making ritual, while Wen maintains in general terms that they were
written for fertility rites. Wen points out that the Ch’u 25 people used
jade as a sacrificial object, because it was believed to have magic power to
prevent the disaster of flooding or of drought, and that the worship of a
mountain god was also aimed at bringing about sufficient rainfall for agri-
culture. -As to “Kuo shang” 5§ & , it seems inconceivable that it has something
to do with fertility. But we should note that in renewal rites a mock battle
between the life force and death was often performed.? In the Tso chuan
Z2{8 it is recorded that as a result of Wei’s launching a punitive campaign
against Hsing, heavy rainfall relieved Wei from a big drought.3 Even if we
subscribe to Ling Ch’un-sheng’s ~Eifi& theory that “Kuo shang” is a
description of head-hunting, this particular ritual is also intended to enhance
the procreative power of the land.*

" The performance of a fertility rite was nothing unusual in ancient China.
Wen I-to f—% and Ch’en Meng-chia believe these rites were held insuch
- places as the mulberry grove of the Shang §§ people, or in some secret re-
cessess in the mountain.’ Therefore the romance of the Ch’u king with
the goddess of Wu Mountain ZXl; (Shaman mountain).at Kao-t’ang & gF is
actually a mythicization of this sexual rite. They also believe that the
worship of the Supreme Matchmaker (kao mei =i ) or the Goddess of
Marriage, is actually a fertility cult.®° According to the Li chi 85T, , in the
second lunar month when the swallows return home, animals are sacrificed
to the Supreme Matchmaker, and the Emperor goes there in person. The
queeh and the court ladies, accompanied by the royal concubines, pay respect
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to the one who beds with the Emperor. They bring along the cover of a
bow and give the bow and some arrows to her in front of the Supreme Match-
maker.” As the arrow is a male sexual symbol there is no doubt that a sexual
act, albeit a symbolic one, is performed. That this takes place in spring is
also understandable. It is because that is the time for growth. This rite
reminds us of the sacred marriage in the ancient Near East, in which the king
was the consort of the goddess.®

We note that in Chinese sources the cha §# sacrifice at the end of the
lunar year is also a fertility rite. During this ceremony the official, lo-
shih FEFX (net-keeper), brought the ruler a deer and a girl;® this official
also had to prepare the female undergarments for this ceremony.'® As in
ancient China deers and birds were used as gifts for wedding ceremony, !
the ruler apparently had to perform a sexual rite to propitiate the fecundity
of the land. We should not view this as indecent, because the people involved
were no less pious than any religious person.'? It would be naive to think
that the ancient Chinese were too prudish to think about sex. As a matter
of fact, sexual symbols already existed in Early China. In the neolithic
finds there are some cowry-shaped designs, which represent the vulva.!®
Many -scholars believe that the she jit (shrine of the earth god) was
developed from phallic worship.!* Later it became the place where com-
munal group sex was held. In the Chou Ii [Ej2 the Supreme Matchmaker
would gather together all the young men and young gitls to take part in 2
sex orgy and would not exclude those who elope.!®

In 671 B. C., Duke Chuang of Lu & /\ was criticized for his par-
ticipating in a she ceremony in Ch’i 7§ .16 Apparently, he performed a sacred
marriage with a girl impersonating a goddess. As we recall, the Han sacri-
ficial songs were composed for the sacrifice at the Sweet Spring Palace
HRE and a round mound in the evening of the first /sin SE (the eighth
number in the celestial branch system) day in the first lunar month. The
mound looked like a buttock. And in 113 B.C., Emperor Wu 7 built a
shrine for Earth Goddess on it.!7 The shape of this mound and the function
of the deity leave no room for any doubt that a sexual rite was performed to
enhance the procreative power of earth. As recorded in the Shih chi s
and the Hen shu {2 , “In the 11th month of the fifth year of the Yian-
ting SplHl reign (112 B. C.) people were cold and hungry. The Emperor
therefore travelled around and offered sacrifices to Earth Goddess to pray for
a good year. In the ‘buttock’shaped land in Chi-chou N (in today’s
Hopel, Shansi and Honan area) there was found a tripod with decorative
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design.”'®  The discovery of the tripod in this particularly shaped land

implies Heaven’s answer to Emperor Wu’s prayer for good harvest. The
sexual meaning of this story is unmistakable. In fact, the sexual act was no
less sacred than other religious functions in early societies, as Arnold Van
Gennep maintains that in the primitive mind coitus was believed to be of
superior efficacy.’ The Mao commentary & to the Shih ching g
says that in older days when there was a famine, the government would play
down the importance of the propriety of human behavior to encourage more
weddings and assemble the unmarried men and women in order to effect
the fecundity of land.?® This indicates that the ancient Chinese people were
not unaware of the influence of homeopathic magic on crops. With all these
parallel examples, we suggest that the original function of “Chiu ko” was to
invoke the deities” blessings on the land. This suggestion can be reinforced
by the romantic tone in these poems, such as the yearnings for the loved
ones, the wedding, and the fertility images of clouds and fish.

From the literary viewpoint, these poems were beautifully written. The
first poem “Tung-huang t’ai-i” gE& i — sets the tone of the ceremony.
In the fragrance-filled hall there are music, food, and shamans and shaman-
esses in beautiful costumes. In this poem and in “Tung-chun” & there
is a description of how the shamans or shamanesses bring down the spirits
from Heaven by singing and dancing, and, above all, by beating the drum.
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BEBETHEB-
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Raising the sticks to beat the drums, [The shamans or shamanes-
ses] sing softly at a slow tempo;
Then playing (lit. displaying) the reedpipes and the zithers they
join in a chorus,
The spirits come elegantly and in beautiful costumes.
(“Tung-huang t’ai-,” 11. 9-12)
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Tighten the strings of the zithers and play the drum together,
Ring the bell and shake the bell-stand,

Sound the ¢A'ih and blow the reedpipes.

Pretty are the shamanesses, as one can imagine. Like the king-
fisher, flying round and round,

They dancé, chanting the poems to music.

The spirits come (in a crowd), shutting out the sunlight.
: (“Tung-chun,” 11. 11-18)

The drum is, it is noted, an important thing in the shaman’s paraphernalia.
V. M. Milkhailovskii remarks that the most important appurtenances of the
shamanistic-profession are the tambourine and drum-stick, and the various
parts of the shaman dress, and that besides its power in calling up spirits,
the tambourine has the miraculous power of carrying the shaman.? 1. M.
" Casanowicz also points out that the sounds of the drum can induce the spirits
to submit to the shaman’s will.2 Thus, when the ceremony is over, the
spirits are sent off by a roll of drums (“Li hun iz [Homage to the
spirits},” 1.1).

In the second poem {(“Yun-chung-chiin”ZEdiZ)the swiftness of the
coming and going of the Lord-in-the-clouds is the dominant theme. (The

99 e st

poet uses “Longevity Palace” 225  in the poem as a contrast to the transient
siay of the cloud god.) This god travels far and wide in a dragon-drawn
carriage. For the shamans and the votaries who pray for the bounty of the
land, the presence of the Lord is of course very much desired. Therefore

the last two lines say,

BRESKE
RRES L il 1
I think of you, my Lord, sighing deeply,
My heart is in great stress, throbbing and yearning.

The theme of the next two poems (“Hsiang chiin” ### and “Hsiang fu-jen”
WIFA. ) is the courtship between the Lord and the Goddess of the Hsiang
River. At first, because of some misunderstanding, the Lord and the Goddess
blame each other for not keeping a tryst. As there is some difference in
their hearts (i.e., ideas), the Lord thinks it useless to send a go-between to
make up between them. He blames the Goddess for her infidelity and for
“standing him up.” But finally he is mollified and goes to the north bank to
pay the Goddess a visit, for he thinks that Time will not come back again,
so why not make the most of it? When he ‘descends on the north bank, he
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regrets the unnecessary misunderstanding, and he thinks they should not
hold out on each other. So he asks rhetorically,

L GEGE L
ERRFARLE?
Why do birds flock on the water weeds?
Why are fish-traps placed on trees?
(“Hsiang fu-jen,” 11. 7-8)

The dislocation of the birds and fish-traps is a metaphor for the misplaced
blames of this divine couple. The Goddess then replies in kind that she
is also thinking of him, but dares not tell him. She also regrets her folly:

BEM &5 T
‘ B R5KE ?
Why do deers eat in the courtyard?

What are the water-dragons doing at the riverbank?
(“Hsiang fujen” 11. 13-14)

After the recorciliation they build a bridal chamber with all kinds Qf flowers.
When it is finished, spirits from the Chiu-i J1.8 Mountain comes down to
congratulate them. Both the newlyweds then feel that

R RE FERE
WBEFTEHR o
This occasion is not easy to come by,

Let’s take it easy and enjoy ourselves.
(11. 39-40)

Helplessness is the theme of the fifth poem (“Ta ssu-ming” K &]4n). To
the common people the Senior Fate Controller is the one who decides the
lifespan of each person. Yet, on the contrary, he admits he does not know
who makes the decision. It seems that yin and yang are the agents who
puil the strings. Once they have made the decision, he really cannot do
anything. So he tries to comfort his votaries by saying this:

BRATHRME?

BEs 45 1 »
/\ﬁ%%ﬁﬁ ?
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It saddens me, but what can I do about it?
I wish things would remain the same as now, without changing
for the worse.

In fact, human life corresponds to some [predetermined for-
mula],

How can some juggling (lit. separating and combining) [with
yin and yang] do anything [to alter people’s destinies] ?
(11.2528)

- The sense of helplessness is carried over to the next poem (“Shao ssu-ming”
/L &l4p)- The Junior Fate Controller supposedly decides the size of the
family - of each person. People without male children whould naturally
pray to him. Yet he cannot fulfill ali their wishes. The votaries are bitter.
They resent that the god unnecessarily put them through this ordeal. They
ask the following question in an ironic way. :

RABESET >
FARTRE?

If all the people have their own good sons,
For what reason are you, Fragrant one, so sad?
(11. 5-6)

In this poem it is the people who feel helpless. They could only pray for
fertility by propitiation, but no one can change their fate. This echoes
the Senior Fate Controller’s statement that yin and yang are the only deter-
mining factors of human life.

The seventh poem (“Tung-chun g ) is a description of the sunrise.
The sun seems to be reluctant to come out. He sighs and hesitates, for he
has just left the nocturnal party, in which there are good music and many
pretty dancing and chanting shamanesses, who have attracted a crowd of
divine spectators, a crowd so large that it shuts out the sunlight (11. 9-18).
Unwilling though he is, the sun still has to ‘come out. He then shoots his
first ray at the star named Celestial Wolf K J8 (or Sirius, the Dog Star),
and, holding his bow, he makes a temporary retreat (11. 20-21). After taking
- some cinnamon ale by means of the Dipper, he holds the reins of his horse,
riding upward at great speed, and traverses the vast expanse of the East (11.
22-24).

The purpose of offering sacrifice to the river is to make it flow forever,
so that the Jand can be irrigated. Thus, in “Ho-po” jajff3 (Poem no. 8)
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the river god is taken out and shown around so as to make him understand .
that the-Great Earth needs his help.

BE®mSNE
DRBFEE >
AFESREEE
MR 5 EIE -
Climbing up the K’un-lun, looking in four directions,
His heart is fluttering, and travelling afar.
The sun is setting; with a sense of sadness, he forgets to return;
Thinking of the ford at the far side [of the sky],
he awakens from his deep thought.
' (11. 5-8)

He then is urged to leave his comfortable abode to go eastward. His friend-
liness is no match for the Mountain Spirit (Shan Kuei LI % ) in poem no. 9.
She ‘is alone and suspicious of everything. She feels old and wants to be
rejuvenated by a panacea (the-legendary ling-chih B2 ). '

The year drawing to a close, who would make me beautiful again?
1 pluck the ling-chih (lit, san-hsiu = 35 ) in the mountains.
: (11. 16-17)

Failing to attain her goal, she is suspicious that she is forsaken. She there-
fore wails and moans, as the monkeys or gibbons do, all day long.

The pessimistic outlook is changed in the last two poems. The theme of
“kuo shang” is the spirit of dauntlessness. The hero fights courageously,
and faces death unflinchingly. His heroism contrasts with the gloomy mood
of the previous poem. In the last poem it is appropriate to have charming
shamanesses to sing and dance to the. beat of the drum when the sacrifice
is over and the exhausted shamans have retired, and to have the Chief Shaman
promise to deities that this custom of offering sacrifices to them will be
intermittently practised as long as the orchids and the chrysanthemums
bloom in spring and autumn respectively. -Moreover, the last couplet may
be considered an analogy to God’s promise in the Old Testament that “while
the earth remaineth, seedtime and harvest, and cold and heat, and summer
and winter, and day and night shall not cease” (Genesis 8:22). The optimism
expressed here brings this set of songs to a close; and the hope of mankind
is thus renewed. '

From the technical point of view, the poet in this group of poems uses
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irony, contrast and antithesis to enhance its literary flavor. In “Yin-chung-
chiin” he uses “Longevity Palace” as a contrast to the transient sojourn
of the cloud god; in “Hsiang chiin” and “Hsiang fu-jen” the contrast is
between misunderstanding and reconciliation. The bird-fish-trap and deer-
water-dragon metaphors also add some dimension to the poet’s literary scope.
The irony in “Ta ssu-ming” is that even the Controller of Fate is worried
about growing old. The revelation of his inability to change people’s destinies
is an antithesis to the fanfare which heralds his entrance. And there is a
comic scene in this poem. Realizing that the god can no longer be of any
help, the shamaness parts with, leaving him love-lorn. All these examples
may prove it unlikely that these poems were from the pens of the common
people. :

Although there is no way of telling whether the present order of the
poems in this group was arranged by the poet, be he Ch’ii Yian JBJE or

- otherwise, or by the compiler, we can see a somewhat Ioose organization

among the first nine poems. -Threading through these poems is the theme of.
love of life. At the end of the second poem, a person is yearning to have a
companion of the opposite sex. Then there is the love story of the Lord
and the Goddess of the Hsiang River. After much regret for their misunder-
standing, they reconcile with each other and get married. As some
psycholanalysts suggest, marriage is a return to the mother, and in the mother
people see life and death. So after marriage the shadow of death seems to
be drawing near. Yet there is nothing people can do about this. They feel
helpless, especially when they are childless. The continuity of their existence
is threatened. Their wives then participate in the fertility rite in hope of
having the situation reversed. But there is no guarantee that their wish will
be fulfilled. This sense of helplessness may make people become hedonistic.
Like the sun god, they enjoy the nocturnal parties and have many wives
and concubines, as the river god has. Yet this indulgence in physical pleasure

cannot last long. Soon failing health makes them more desirous of a

miraculous cure. The shadow of death iooms nearer and nearer, and darker
and darker. The love-lorn wailing and moaning is mixed with sadness and
fear. '

1B RS XK. o

B VB RS AR

BATF SRS o

Thunders booming and rain pouring,
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Baboons wailing and monkeys crying at night,
Wind blowing, and tree rustling,
Thinking of you merely saddens me.

(11. 24-27)

The sad mood is replaced by the heroism exhibited by the warrior in “Kuo
shang,” who accepts. death with open arms. To him, death is not the end
of life. We still can enjoy his hero status after death. The idea of the alter-
nation of life and death is metaphorically expréssed in the last poem.

BESAE!

BT
REBIHEE °

Pass the fragrant plants [held by the shamans and/or shamanesses]
and dance alternately.”

The orchids in spring and the chrysanthemums in autumn,
May they grow intermittently forever. '
(11.2-5)

As in the vegetation cycle, from death emerges life. It is the hope for a better
future that sustains human existence. This is exactly the idea the poet
entertains. It is therefore fallacious to say that “Chiu ko” does not express
any personal sentiments.?* ‘

After reading these poems, we have the notion that Time becomes a
force of motivation in the poet’s mind. In these poems there is the sense of
helplessness created by the observation of the flux of Time. Its inexorable
passage is felt by every person in an agricultural society. Sunshine, rainfall,
irrigation by rivers, the change of season, and the life cycle in Nature — all
these are uncontrollable by man. He feels powerless in dealing with the
elements. In order to assure him of the meaningfulness of his existence, he
lives in a religious world in which the sacred manifests itself. His yearning to
accompany the deity reflects his fear of being left in the profane world.
By taking part in a religious ceremony he will feel rejuvenated, and more
importantly, he participates in and re-enters into the earliest stage of the
creation process.?

The notion of the transience of life is found in “Yin-chung-chiin.” In



460 _ TAMKANG REVIEW, Vol. XV, No. 1,2,3,4

that poem the cloud god comes down to earth, and the poet wishes him to
stay. :
HEBRTHY -
FCERE e
BHESET -
BHA S -
BRES®ER
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TWEMNSHE -
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The god, in a relaxed maner, has come down (lit. stay) on earth.

Dazzling, he shines far and wide.

He lives comfortably in the Longevity Palace,

Being as bright as the sun and the moon. )

The king (i.e., the god) rides the dragon chariot,

To roam and circle around,

With glamor, the god has descended,

But suddenly he rises high in the clouds.

He looks down and finds more land besides Chi-chou to be
seen,

And he traverses the [boundless land enveloped by the] four
seas.

I think of you, my Lord, sighing deeply,

My heart is in great stress, throbbing and yearning.

(11. 3-14)

Phrases such as “infinitely (weipang 3Rds ),” “Longevity Palace (shou
kung),” and “boundless (ven ch'iung E%5 [lit. where it ends])” are used
to reflect the poet’s anxiety about the fleetingness of Time. In the next
two poems (“Hsiang chun” and “Hsiang fu-jen”) the poet spells out his
anxiety by saying that Time, once gone, cannot come back again. In the
song dedicated to the Senior Fate Controller the poet realizes the predestina-
tion of human fate. He sighs that what one expects never materializes during
one’s lifetime. This is analogous to a love-sick person waiting in vain for the
loved one (1. 24). Fully aware of the futility of waiting, one should seize
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upon the time, since life is as short-lived as a shooting star.

BRAFTIEK
EREDE SR o

BARGEEER -

Expecting the beauty, who is yet to come,
Disappointed, I sing loudly in the wind.

I ascend the nine heavens, touching the shooting star.
(“Shao ssu-ming,” 11. 23-26)

No matter what one’s attitude toward life is, he has to go toward his end,
as the sun has to walk his heat. This idea is reminiscent of a statement
in the Chung-tzu (Philosophical works of Master Chuang): “Man’s going
toward his end is as [fast as] the galloping of a horse; but he can never
stop it. Isit not a sad affair?” ‘

The inexorable passage of Time makes man cling to his temporal world.
This human attitude is reflected in the description of the river god.

BESREEE
The sun is setting; with a sense of sadness he forgéts to return,
Thinking of the ford at the far side [of the sky], he awakens
from his deep thought.
(11. 7-8)

The “ford at the far side of the sky” is poignant with meaning. In contrast
to the ever-flowing river, the ford is stationary; but it is the last (farthest)
foothold before the poet plunges into the passage of Time. Therefore the
second line implies that he will enjoy the things in the human world while
he still can. But self-deceit can never blind one to reality. Even if onc
can forget the transiency of his life, his youth is forever gone (“Shan kuei,”
1. 16). And the shadow of death looms closer and closer. It would be
better to face death with unfliching couragé (“Kuo shang,” 11. 9 and 14).
The whole sequence of these poems tells us of the losing battle we have to
fight in our worldly existence. It is exactly this sense of helplessness that
prompts man to seek help from the divine. By supplicating to and bringing
down the deities, man thinks that he is living in a divine world in which
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Time loses its significance. This is of course merely a hope or a dream. In
fact, he realizes the fickleness of the gods. So he persists in fighting his
own battle, albeit a losing one. He sings: '

HAASERR »
TRA GBI o
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Once I have left, I would never re-enter; once I have gone, I
would never return.

The plain is wide and the road is long.

‘I wear my long sword and carry a bow made in Ch’in.

Even my head and my body would be separate, my heart would
not be bothered. '

[ The votaries sings: ]

He really is courageous and martial,

To the end he is firm and strong, and invincible.

He is now dead, Yet his spirit still prevails,

He (lit. his soul) will still be the hero in the Otherworld.

(“Kuo shang,” 11. 11-18)

With this, he reaffirms his attachment to the human world by saying that
forever the orchids would bloom in ‘spring, and chrysanthemums, in autumn.
It sounds paradoxical that while man is yearning for divine help, he reaffirms
his existence in this world. Yet it is this paradox that gives the profoundest
meaning to human tragedy.

Another point to be noted is ‘that there are some ideas, sentences or
phrases serving as bridges from one poem.to the next. In the first poem the
line “Shamanesses dance slowly, dressed in pretty costumes”™ is transformed
into [Dressed in]floridly colored costume the ‘spirit looks [as bright as] the
flower of the sun tree (fo-mu 354, — the mythical tree from which the sun
comes out every morning)” in the second poém. The phrases fu-chin KE
(lord-husband) appears at the end of the second poem and the beginning of
the third one; and the concluding couplet of the fourth poem is very much
the same as that of the third one. The bridge connecting the third, fourth
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and fifth poems is this sentence,

I am going to presentitasagiftto...

And the common theme in poem nos. 5 and 6 is the sense of helplessness.
(The idea of waiting in vain for someone also appears in both of these two
poems.) Then the fertility rite performed at night in the sixth poem becomes
the Bacchic orgy in “Tung-chiin,” and the key phrase “forget to return”
in the latter poem appears in “Ho-po” and “Shan kuei” also. If we do not
take “Kuo shang” away from this group of poems, as Ling Ch’un-sheng
and other have suggested, we may also say that the'last but one couplet in
“Shan kuei” creates the sombre atmosphere of the battleground in which
the Nameless Heroes in “Kuo shang” lay down their lives. In fact, the theme
that time is running short is common to both poems.

If the above observation holds true, it will raise great doubt about the
idea ‘that these poems were written by different persons at different times.
It also shows that the rearrangement of their order, as made by some
scholars,?’ is not only unnecessary but also detrimental to the uniqueness of
these poems as a group.

Although we cannot be certain whether “Chiu ko” was written for
sacrificial ceremonies or after the model of primitive religious practices, the
recognition of the complexity of the structure of these songs rules out,
it seems, the possibility that Ch’li Yiian, or some other person, wrote these
songs according to the depiction of some scenes in a picture, as Wen Ch’ung-i
has theorized.

To sum up, for centuries people have been appreciating the poetic
diction and the pathetic mode in “Chiu ko.” Many scholars have been overly
concerned with the identification of the deities so that they have overlooked
the intrinsic literary merit of these poems. Indeed, “Chiu ko™ was originally
a group of religious Songs, written for the purpose of enlisting divine help
in fructifying the land. The erotic element in them was the vestige of sympa-
thetic magic performed for this specific end. Despite their intended function,
these poems most probably were no longer chanted or performed at a
religious ceremony, since they were the finished work of-a talented poet.
It should be emphasized, however, that this poet utilized these songs to reveal
the perennial dilemma of human existence. Unable to transcend the
temporality of this profane world, man is left alone to fight to the bitter
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end his losing battle with Time. When facing reality, he is not a weakling.
He stands fast and fights courageously, even though he very well knows that
he is doomed to lose. The tragic sense of this ever-present human drama is
further deepended by his affirmation of this mundane life.
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