Chapter 2

SURVIVING IN HER VOICE

DEATH WAS “SOCIAL” primarily at the lineage level. It was to the
bereaved lineage, with a focus on the male heir, that mourning and
sacrificial rituals were ascribed. According to the Zuo zhuan /={#, “people
do not offer sacrifice to those not of their house.” Confucius (551-479 BCE)
also said that “to offer sacrifice to spirits who are not your ancestors is
ingratiating.”! Mourning anyone of a lateral or an unrelated lineage (e.g.,
a cousin or a friend) was considered proper only to some extent. As Lu Ji
2% (261-303 CE) put it, a gentleman was expected “not to lament until
arriving at a funeral, and to cease wailing upon seeing plants rooted for over
a year.”? Therefore, Lu Ji had to defend himself when grieving for Cao Cao
EHE (155-220), who had been gone for decades. Despite the boundaries
drawn by the mortuary rituals, Cao Pi B (187-226) composed poems in
the voices of these bereaved women: Cai Yong's 25 (133-192) bereaved
daughter Cai Yan Z£E£ (ca. 178-post 206),° Ruan Yu's [jr¥E (d. 212) widow,
and Cao Pi’s mother Lady Bian ~3& A (159 or 161-230) in mourning for a
Cao clan child.* Moreover, Cao Pi commanded other poets to compose theirs
side by side with him.

“Writing in the voices of others” is called ni #¢, dai {X, or nidai #¢{X, in
Chinese. For the economy of language, I also translate it as “to imperson-
ate” or “impersonation” (without any negative connotations attached to this

I Falkenhausen, Chinese Society, 23-24 and Part [; Campany, “Ghosts Matter,” 17-18.
For Durrant, Li, and Schaberg’s translation of RN 1EJEN%E, see Zuo Tradition, Lord Xi
10/3 (1:300-1). For Chin’s translation of JEH IR 43> » #4th, see The Analects, 2 /24
(24).

2 These lines (FEEEZEM & - #BRIRM425E) are from Lu Ji's “Mourning Emperor
Wu of Wei” (Diao Wei Wu wen FHELi7 ). See Wen xuan, 60.2594-601. The
expression of “plants rooted for over a year” (chen gen [§1R, literally “old roots”) is
from the expression of “grass growing for over a year” (su cao f&%£) in the Li ji {&2¢:
“On the tomb of a friend, if there is grass growing for over a year, one stops wailing
thereafter” (&2 % » BEEIMAIEE). See Li ji jinzhu jinyi, 3.66; Tian, The Halberd
at Red Cliff, 175.

3 For a discussion of Cai Yan’s dates, see Frankel, “Cai Yan and the Poems,” 133-34.

Cutter and Crowell’s note in the historical records Empresses and Consorts, 195n15.
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English word). Impersonation is common in yongwu k%) poems such as a
rhapsody on a caged oriole. It is also essential to the trope of a “longing wife”
(sifu [B4F) or “abandoned wife” (qifu ZE#), whose laments and complaints
are conventionally read as a frustrated scholar’s yearning for his lord’s rec-
ognition.

But while impersonating a caged oriole or a longing wife was typical of
a court composition, impersonating a bereaved woman was not. The mortu-
ary rituals would discourage such composition in a court setting and for the
purpose of expressing one’s yearnings for his lord’s recognition. Why did
Cao Pi venture to cross the ritual boundaries? And why did he command
other poets to do the same? Did death become bonding because the poems
assumed the role of the bereaved at court? Or was it marginalizing, since
those were written not in a male voice but a female one, not under Cao Cao’s
command but Cao Pi’s? To look for answers, this chapter will reconsider the
interrelationship among mortuary rituals, mourning genres, the trope of a
longing wife, and court composition.

Away from Chang’an

A couplet from Wang Can’s T-%2 (177-217) pentasyllabic shi f poem
“Sevenfold Sadness” (Qi ai 1-%%) captures the moment when he fled the old
capital and gazed back at it:®

FE#HEF Southward I climbed Baling’s slope,

TPEYRZT Turning my head I gazed at Chang’an.

Baling is the burial mound of Emperor Wen of Han jE777 (r. 180-157 BCE),
whose posthumous title represents cultural elegance. Chang’an %% (pre-
sent-day Xi’'an 5%, Shaanxi), literally “long-lasting peace,” had been the
capital city during his reign, but in 192 it became an arena of revolts, assas-
sins, and massacres. What Wang Can gazed back at was a falling empire and
what he mourned was the death of cultural elegance.

In addition to the grand images of an imperial mound and an old capital,
Wang Can includes a mother’s voice in the same poem. The sixteen-sui poet
did not know who she was,® not to mention to which lineage she belonged.
But by impersonating her, he makes us hear the pain and think of all the
mothers who have to leave their children behind:

5 Wen xuan, 23.1087.

6 Sui is a classifier of age. In traditional calculation, people turn one sui as soon as
they are born.
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ERAE LA On the road there was a starving woman,

HWTFESM Hugging her child and leaving it in the grass.

BHR SR Looking back she heard it wailing and weeping,
12 SR E Wiping her tears, she still did not return.

E =2 e “I do not know where I shall die,

e[ GEWIAH5E How can I keep the two of us alive?”
o Spurring my horse, I left her behind—
16 AEELS I could not bear to listen to these words.

Wang Can kept heading south while Cai Yan was abducted to the north. They
were the two book inheritors of the leading scholar Cai Yong: Wang Can as a
young talent who had won Cai Yong’s acclaim, and Cai Yan as the only child
of Cai Yong’s principal wife.” During the political upheavals of Chang’an, Cai
Yong was put to death and the two young people went in opposite direc-
tions. Wang Can fled south and served the warlord Liu Biao Z|F (142-208)
in present-day Hubei; Cai Yan was seized by non-Han cavalry and became a
Xiongnu chieftain’s wife in present-day Shanxi. It took them more than a dec-
ade to return to the central land, and Cao Cao was the key to their returns:
He ransomed Cai Yan from the Xiongnu and remarried her to a comman-
dant called Dong Si ZE#E; when he launched a military expedition against Liu
Biao, Wang Can joined his court.

In contrast to the anonymous female voice in Wang Can’s poem, Cai Yan
was known because of her father, the celebrated scholar Cai Yong. By arrang-
ing her ransom and remarriage, Cao Cao assumed the role of a guardian,
not only of Cai Yong’s heir but also of the cultural heritage that Cai Yong
represented. According to the Hou Han shu 1%7%%, when Dong Si commit-
ted a capital offence and Cai Yan pleaded on her husband’s behalf, Cao Cao
did not meet her separately to take care of the matter in private. Instead,
he announced her to his guests—including high officials, famous scholars,
and envoys from afar—as Cai Yong’s daughter. Cai Yan managed to impress
and move everyone with her plea, but Cao Cao again turned the focus to her
role as Cai Yong’s heir, asking if she remembered the books her father had
owned. She did not disappoint Cao Cao, writing from memory the books she

7 Cai Yong had another daughter, who was likely born to a concubine. See Cao and
Shen, Zhonggu wenxue shiliao congkao, 44. The books Wang Can received from Cai
Yong were inherited by his cousin, whose son was the famous scholar Wang Bi £
35 (226-249). For a discussion of the circulation of Cai Yong’s books, see Yu, “Jian’an
qizi nianpu,” 418-19.
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still remembered.® Ransoming Cai Yong's bereaved daughter thus presented
double meanings: the lineage of Cai Yong as well as the cultural heritage of
a court.

In response to this meaningful ransom, Cao Pi composed a poem titled
“Rhapsody on Cai Bojie’s [style name of Cai Yong] Daughter” (Cai Bojie nii
fu Z8{qE Zi)). For its reference to a black jade disk, the preface is extant
in the entry of “jade disk” (bi £%) in the Song-dynasty literary compendium
Taiping yulan X Z{#%E. The main text of the rhapsody, on the other hand, is
not included in the compendium or found elsewhere:°

My father was as fond of Cai Bojie just as Guan [Zhong] was of Bao [Shuya],
and therefore commanded an envoy, Zhou Jin, to take a black jade disk to
the Xiongnu to ransom Cai’s daughter. When she was back, he married her
to Dong Si, Commandant of the Commanderies with Agricultural Garrisons.

NHEASAER L o Jya iR AR X REROUEH L - BLE
@Eﬁﬁ%ﬁﬁféi‘lﬂ

In the Tang-dynasty literary compendium Yiwen leiju Z37 5555, in the entry
of “resentment” (yuan &), we find another rhapsody on Cai Yan. It is attrib-
uted to Ding Yi T J& (d. 220), who joined Cao Cao’s court during its founding
years. It is possible that this piece was written for the same occasion as Cao
Pi’s, but the extant text in the literary compendium, which hardly quotes
anything in full length, stops before referring to the ransom.

The first rhyme group in the extant text begins with a third-person
pronoun yi f}. She is described as sixteen sui and as splendid as the flowers
in the legendary Deng Grove.!’ She modelled herself after those in the first
six chapters of the Traditions of Exemplary Women (Lie nii zhuan 51| Z2{#)
(line 5).* Moreover, she was “under the clear instructions given by her father”
(line 7, which alludes to the relationship between Confucius and his son).?

8 Hou Han shu, 84.2800-801.

9 Taiping yulan, 806.9b (3584). Also see Frankel, “Cai Yan and the Poems,” 134, 149;
de Crespigny, Fire over Luoyang, 137-38n44.

10 For the legend in which the sun-chasing giant Kuafu’s ¢ staff transformed into
the Deng Grove, see Shanhai jing jiaozhu, 8.238-39.

Il The Traditions of Exemplary Women is attributed to Liu Xiang %/[a] (79-78 BCE).
Among its seven chapters, the first six present moral models (called Liu Lie 7<% in
line 5), whereas the seventh presents “bad” examples.

12 The expression of “across the courtyard” (guo ting #Ji£) in line 7 is from The
Analects (16/13), in which Confucius gave his son instructions while the latter
hurried across the courtyard. See Lun yu zhushu, 16.9b (150).
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Then the metaphorical “cold frost” set in (line 14), marking a transitional
point in her life. According to the Hou Han shu, her first husband, Wei
Zhongdao f# {138, died early, and since they did not have children, Cai Yan
returned to her maiden home. In Ding Yi's observation, she “only wished
to fully enjoy her remaining years” (line 16). But by marrying a Xion-
gnu chieftain, in Ding Y1’s unfair judgment, she was “ashamed to face the
‘Cypress Boat’ poet of old” (line 21).!® While the widow in the classic poem
“Cypress Boat” (Bo zhou fi#}, Mao shi F5F 45) refused to remarry, she
“betrayed” the soul of her husband and was remarried. The entire rhyme
group reads:*

35

PRTFEZL L

HuE AR

FEEFZ )\

She is the esteemed daughter of the great clansman,
Born with a disposition of unearthly grace.

When it came to her sixteenth in blossom,

4  PECMRZIEEE  She displayed the splendour of Deng Grove.
HA7<% 2 %% Enlightened by the nobility in the six Exemplary Women chapters,
fg# 52255 She engraved on her mind the words of the lady scribes.
23E 7 BHF  Under the clear instructions given by her father,
8 ABAMEMEZ  She was bright and perceived the abstruse.
—=%23% ) During the three favourable months of spring,
FiFEFA TR It was time to marry to her “heaven,” the husband.
EIFFEE 2 #8852 Trailing a light skirt of cinnabar-red gossamer,
12 #4322 #E§H  She wore hair-ornaments of gold and kingfisher feathers.
FELHE P While praising how the luxuriant splendour thrived,
HIEFEZEE  Onelaments that the cold frost has grown profuse.
SEEZ 27 AH Could anyone expect to grow old with their partner?
16 JEFEAERGE  She only wished to fully enjoy her remaining years.
A KEEZ A% How come her major wish was not fulfilled—
THE 722 Her humble body drifted to the borders among the rebels.
T H3#E  Travelling away and afar, further distant daily,
20 AEBZFEI  She entered the cold mountains among the deep valleys.
WA T%E  Ashamed to face the “Cypress Boat” poet of old,
B diA5=E  She betrayed his soul under the Yellow Springs.

13 For the “moral contempt in which Cai Yan was held by many,” see Frankel, “Cai
Yan and the Poems,” 155.

14 Yiwen leiju, 30.542.
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In the next two rhyme groups Ding Yi switches to the first-personal pronoun
wo ¥ to assume Cai Yan's inner voice. In her voice, more classical allusions
are made, all of which are from the Shi jing 5%54% airs of Bei Jif, Yong ff, and
Wei f, known for female laments: “I fear I will be worn out by the ‘wild and
windy’” (line 26, alluding to Mao shi 30), “I grieve that ‘there is no regard for
my person’” (line 38, alluding to Mao shi 35), and “Facing the ‘south wind, I
weep tears of blood” (line 42, alluding to Mao shi 32). In addition to the Shi
jing, the melancholy Chu ci 2% is alluded to. “Intonating ‘fragrant grass ten
thousand Ili away’” (line 27), she attempts to summon her late husband’s
soul (see Chapter 3). But as the protagonist in the Chu ci usually does, she
fails and finds herself approaching the “mulberry and elm” (line 34), where
the rays of the setting sun linger. Neither accepted by her late husband (in
the second rhyme group), nor recognized by her current one (in the third
rhyme group), she becomes an abandoned wife in the conventional trope.
The two rhyme groups read:

FeEEEHANE  Since | was abducted, which feels like yesterday,
24 #FEKZ+ Thave passed twelve springs and autumns.

EPEE > BEHD  Enduring the deep shame, the criticism

of “how unabashed she is,”

RUKJE 2 3 FE I fear I will be worn out by the “wild and windy.”

FKITENEE  Intonating “fragrant grass ten thousand Ii away,”

28 fHEEE B2 Irecall his voice and traces in any semblance.
YriEEEA2C 2 | prayed to meet his spirit in my dream,
YIEMAZ  Inthe end, all that arrived was silence and stillness.
45 1lament what wrongs [ have done,

32 Fyt#EE 2 F1E Thatlam abandoned by his spirit?

I35 H % Looking up at the hibiscus flower—they have fallen;
FRSEMi 2 Bk Approaching the mulberry and elm—1I sob and sigh.

ANEE W Since I entered the chieftain’s residence in a yurt,

36 xiEHFMALET [ have been anxious to pass the hours and seasons.
¥R EE 2 JEUC  Sighing that he, of a different kind, is not a good match,
GG ElR | grieve that “there is no regard for my person.”

BB RELL%E[-+-] Cultivating my form with deep [a character is missing here],

40 B ZE8%  Iworry the thoroughwort oil is applied in vain.
fFEHREHS  Fixing my beautiful eyes afar, what am I afraid of?
FIFLEMALINL  Facing the “south wind,” I weep tears of blood.
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The two poems attributed to Cai Yan and incorporated in the Hou Han shu
are emotional in a distinct sense. What hurt her most was not being rejected
by her late husband and unrecognized by her current one, but leaving
behind the two children whom she bore the Xiongnu chieftain. She recalls:*®

EARTHI RS My children came forward and hugged my neck,
EEES~A/C P Asking, “Mother, where are you going?

[.]

SRS SR My children, calling “Mother;” cried themselves hoarse;
FeiEH S5 A FHE |, covering my ears, could not bear to listen.

Such a painful expression echoes the voice of a mother in Wang Can’s
“Sevenfold Sadness,” but this time the tragedy takes place ironically upon
Can Yan'’s return to the central land. The Hou Han shu makes us realize that
she was not only an abducted daughter or an abandoned wife. She was also
a mother of two children whom she had to leave behind upon her ransomed
return. And as mentioned before, her life was no easier afterwards. Dong Si,
the husband Cao Cao arranged for her, committed a capital offence, and it
was she who pleaded on his behalf. To survive all the hardships, how resil-
ient Cai Yan must have been! While her contemporary Ding Yi makes a biased
judgment of her and uses the conventional trope of an abandoned wife in
his rhapsodic impersonation, the post-Cao scholar Fan Ye 3 (398-445)
remarkably includes a resilient image of her in his historiography.

Beyond Ritual Time

Cao Pi, Wang Can, and a member of the Ding family impersonated another
female of their time:*® Ruan Yu’s widow. Cao Pi’s preface to his “Rhapsody on
the Widow” (Guafu fu Z4FIR) reads:"’

Ruan Yuanyu [style name of Ruan Yu] of Chenliu was a friend of mine. IlI-
fated, he died early. Whenever I think of his bereaved children,'® I am invari-

I5 Hou Han shu, 84.2802-3.

16 The Ding family member who impersonated the widow could be Ding Yi T %
(the elder brother), Ding Yi T J& (the younger brother), or the wife of either one of
them. See my discussion later.

17 Yan Kejun reconstructs this preface in his Quan Sanguo wen, 4.4a (1073) from
Li Shan’s commentary on Pan Yue’s “Rhapsody on the Widow” (Wen xuan, 16.735)
and from the Yiwen leiju’s quote of Cao Pi’s “Rhapsody on the Widow” (Yiwen leiju,
34.600).

18 One of the children whom Ruan Yu left behind was the poet Ruan Ji [rE
(210-263). When Ruan Yu died, Ruan Ji was only three sui.
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ably grief-stricken and wounded in heart. I therefore have composed this
rhapsody to relate the sorrow and pain of his wife and children, and com-
manded Wang Can and others to compose theirs side by side with me.

Bﬁ%ﬁﬁﬁiﬁ@iﬁﬁ% VMR T - BEEHEN - RENMEARGL - BE
Wi, > DURCHEE TR Zf* - I ERFAAFZ -

Before Cao Pi’s poetic impersonation, there were few poems that address a
widow’s sorrow and pain except for rhapsodies on music (yinyue fu & %E[H).
Instead of elaborating on the grand and splendid aspects of the empire,
these rhapsodies charm by going into the desolate and sorrowful realm of
life.* In the music section of Mei Sheng’s &3 (d. 141 BCE) “Seven Stimuli”
(Qi fa &%), for example, a zither is decorated with the earrings of the “nine-
son widow” (J1E& or JI. 722 E-£}) and produces the saddest music that one
can ever hear. In Wang Bao’s %% (ca. 84-ca. 53 BCE) “Rhapsody on the
Panpipes” (Dongxiao fu JH#EHH), for another example, Qi Liang’s widow
(e FE) is remembered for the moving music she played prior to her sui-
cide.?’ Both widows are included in the Traditions of Exemplary Women. The
“nine-son widow” is portrayed as a role model who abided by traditional
expectations for women. Before visiting her maiden home, she asked her
adult sons’ permission; when returning, she was also careful not to inter-
rupt her adult sons. Qi Liang’s widow, childless and without kin, provides
another traditional role model. When her husband was killed in battle, she
asked the lord for proper mourning. Her laments were so earnest that the
city wall where her husband lay crumbled. Moreover, she stated her resolu-
tion not to remarry and took her own life.?!

Impersonating a friend’s widow is different from impersonating histori-
cal characters: It risks crossing the boundaries drawn by the mortuary ritu-
als. Pan Yue J&& (247-300) must have sensed the risk, so he justified his
“Rhapsody on the Widow” on the grounds that the widow was not only the
wife of his boyhood friend Ren Hu {£z& (d. 276 or 277), but also a sister of
his wife. His predecessor Cao Pi, on the other hand, did not have any famil-
ial relationship with Ruan Yu’'s widow. What was the circumstance, then, in
which Cao Pi composed a rhapsody in the widow’s voice, and commanded
other poets to compose theirs side by side with him?

In a letter to Wu Zhi 522 (178-230), Cao Pirecalls a night excursion with
Ruan Yu and other poets in Nanpi g §7, a prefecture of Bohai /#)/& (present-

19 Chu, Han fu shilue xinzheng, 453.
20 Wen xuan, 34.1562,17.787.
21 Liu, Gu Lienti zhuan, 1.24a-25b, 4.12b-13b.
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day Cangzhou j& )|, Hebei) that Cao Cao captured in 205 when he defeated
Yuan Shao’s Z4H (d. 202) first son Yuan Tan & (d. 205). There Cao Pi had
a great time with his poet friends. They enjoyed all kinds of pleasures from
scholarly studies to board games, indoor to outdoor, north to south, day to
night, fast to slow. Most important of all, they gathered as a group of like-
minded men, sharing not only joyful thoughts but also sorrowful ones:?

When the blazing sun hid away, it was succeeded by the bright moon. We
rode together in the same carriage to roam in the rear park. The carriage
wheels slowly moved; the entourage did not utter a sound. A cool breeze
rose in the night; sorrowful reed pipes softly moaned. As joy departed, sad-
ness arrived. We were grief-stricken and wounded in mind. I looked back
and said, “This joy will not last.” You and the others all thought it was true.
Now we are indeed separated, each located in a quarter. Yuanyu [style name
of Ruan Yu] has eternally gone, turning into an alien thing. Whenever think-
ing of this, [I would like to tell you all, but] when can I tell [you all ever
again]? Just now the ruibin pitch marks the time [i.e., the second month of
summer], with the Effulgent Wind fanning everything. The air is pleasantly
warm, and a multitude of fruits all grow profuse. Sometimes I drive a car-
riage to roam, to the north along the bend of the Yellow River. Attendants
sound reed pipes to clear the way, and my scholars ride in carriages behind.
Seasons return but not time. Everything remains the same except for the
people. How heavy-hearted I am!

HHEREE - LABIH - [FIsRIE > DUERE - EiniRE) - S0CHEE > B
R - ARHNS - SEERR ARG - REMNS > WREY > BT
€ - JBREARER - SROF > BHE—TT - uERE > LREY) - B0 E
MR AIS ? F5FEELCE - REREY) > KRME > RRAE - BFEME -
JLEOM Y - FEEIRHDUERS > SCERERINVEE © BiFERE > M2 AJE - &,
Syl !

The letter is dated to 215, three years after Ruan Yu’s death.?® The expres-
sion “whenever” (mei %) suggests that the letter is a culmination of years’
of remembrance. The same expression is found in Cao Pi’s preface to his
“Rhapsody on the Widow”: “Whenever [mei ] I think of his bereaved chil-
dren, I am invariably grief-stricken and wounded in heart.” We realize that
the rhapsody is not necessarily an immediate response to Ruan Yu'’s death.
It can be like the letter, written beyond ritual time: With a dirge (lei ) pre-
sented at the funeral, the living has spoken to the departed in public for the

22 The letter is titled “Letter to Wu Zhi, Magistrate of Zhaoge” (Yu Zhaoge ling Wu
Zhi shu Blgf < R/EE). See Wen xuan, 42.1895.

23 For the date of the letter, see Shih, “Jian’an Literature Revisited,” 227-30.
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last time;?* with grass growing for over a year on the tomb, the expected
extent for a collegial condolence has also passed. But for the widow and Cao
Pi, the pain of loss persists.

Their “Rhapsodies on the Widow” are extant in the literary compendium
Yiwen leiju. A few additional lines are found in Li Shan’s 223 (ca. 630-689)
Wen xuan 3 commentary, especially that on Pan Yue’s “Rhapsody on the
Widow.” As mentioned earlier, it is questionable that the Yiwen leiju ever
quotes anything in full length. Take Pan Yue’s “Rhapsody on the Widow” for
example. In the sixth-century anthology Wen xuan, the rhapsody provides per-
sonal details (such as Ren Hu's widow being orphaned) and funeral details
(such as changing the furnishing colours to white and carrying the coffin to the
graveyard). The Yiwen leiju skips not only most of those details, but also classi-
cal allusions if any of those are quoted elsewhere in the literary compendium.

Cao Pi’s “Rhapsody on the Widow” in the Yiwen leiju most likely has
undergone similar abridgement. With few personal and funeral details,
everything becomes indefinite and infinite. There is no spring, and the
summer days and autumn nights feel too long. Soon it is winter, which only
freezes the lonely one further into loneliness:?

M4 R SEE  Verily, all people experience hardship and danger;
EIIESFIE  But to orphans and widows, it is perpetual sorrow.
NEESHEEE  Everyone else lives in joy and happiness,

4 BHS5HER  1alone resent that I have no one to rely on.
HiEiE 5 K. Patting the bereaved children, I heave a great sigh;

G545k Lowering my head in lament—whom shall I tell?

=JERE5¥EE  Sun, moon, and stars revolve, shining in succession,

8 ZFEZHES{{E Cold and heat rotate, arriving in turn.
FEEHSEE  |have passed summer days, which were way too long;
Sk 5788 [ have crossed autumn nights, which went on and on.
TUFEIES4EEE  Light frost fell and gathered in the courtyard;

24 Most of the dirges use second-person pronouns to speak to the departed,
whereas most of the rhapsodies in memory of the departed are written from a third-
person perspective (except for the finales, if any). Compare how Pan Yue refers to his
father-in-law in his “Dirge for Yang, Inspector of Jing Province” (Yang Jingzhou lei 15
FiMMER) and his “Rhapsody on Yearning for Former Friends and Kin” (Huai jiu fu 285
i) in Wen xuan, 56.2439-44 and 16.730-32. Also see Chapter 5 for Cao Pi’s lament
(equivalent to a dirge) and Cao Zhi’s dirge, both referring to their deceased father by
second-person pronouns.

25 Yiwen leiju, 34.600.
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12 BHEMRGHAL

Swallows and sparrows flew away from me.

ERSERA Autumn left and winter approaches;
BT S HEEE The season has changed and it gets cold.
JKEES R K Water has frozen and become ice;
16 FT|ESEIF] Snow is falling lightly and airily.
a5 E s  Grieving for my ill fate, I live lonely in widowhood;

MRS B b

Feeling low and down, I feel for myself.

In addition to the “Rhapsody on the Widow,” a “Shi on the Widow” (Guafu
shi E475F) is also attributed to Cao Pi in the Yiwen leiju.?® In his study of
Pan Yue’s rhapsody and its precedents, Nicholas Morrow Williams suspects
that the shi poem, resembling the rhapsody in contents and metre, may have
been a section of the rhapsody.?” In my observation, the shi poem may have
been no other section but the finale, at least part of it.

A finale is usually marked with “as the summary goes” (luan yue #.1H),
sometimes with “as the appended reiteration goes” (xi yue %H), and other
times with “as the reprise goes” (chong yue ). The finale of Pan Yue’s
“Rhapsody on the Widow,” for example, is marked with chong yue. From
these markers we know the main function of a finale is to summarize and
reiterate. Cao Pi’s rhapsody may lose its finale marker in the process of quo-
tation and transmission, but his shi poem is indeed a reiteration of his rhap-
sody, including the falling frost, migrating birds, and the loneliness of the

widow:

FEHEHSZT  Frostand dew, in a flurry, swirl down;
KEEK 5IEIE  Tree leaves fall in profusion and abundance.
fEfEN5ZEH  Migrant geese call in the clouds,

4  FFERISEHE  Returning swallows, lightly, flutter to and fro.
FOEETEE 1 your handmaid, feel low and down;
HHZ5PEE The blazing sun, in haste, is dropping west.
SRS EE  |stay awake through the long night, longing for you, Milord;

8 #—45J1FE Inone evening, my soul departs from me nine times.
TEIEfT SR  Ataloss, | remain standing and look up—
2 HWES K Stars and moon revolve with the sky.

26 Yiwen leiju, 34.595-96. Another “Shi on the Widow” is attributed to Cao Zhi in Li
Shan’s commentary. The extant lines (#5851 - 085 H{T) follow the same
metre as Cao Pi’s. See Wen xuan, 23.1094, under *A 7217

27 Williams, “Pan Yue’s ‘Study of a Widow,” 354.
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5|45 AJ= Craning forward in vain, I enter the room;

12 $EE% 50 Feeling for myself in secret, I rest alone.
FE{EE 5454 1 wish to follow you, Milord, to sink away for good;
R 5 AfE  This sorrow—how can I bear it long?

When reading this “reiteration,” we immediately find something different:
the use of personal pronouns. Line 5 uses the humble first-person pronoun
“I, your handmaid” (gie 2£); lines 7 and 13 use the honorific second-person
pronoun “Milord” (jun #&). By using these pronouns, the shi poem/finale
impersonates a widow who is speaking to her husband. The rhapsody/body,
on the other hand, uses wo %, a first-person pronoun without any rela-
tional connotations, to impersonate a widow who is speaking to a general
audience. Same distinction exists between the body and finale of Pan Yue's
rhapsody. In the body of Pan Yue’s rhapsody, the widow uses yu ¥, another
first-person pronoun without any relational connotations, to refer to herself.
When it comes to the finale, she addresses her husband by using the honor-
ific second-person pronoun “Milord” (wujun &3). These traces suggest that
the poetic impersonation of a widow consists of a body with her self-state-
ment to a general audience, and a finale with her words for her husband.

In Wang Can’s “Rhapsody on the Widow,” she closes the door to sweep
the floor (line 1), obviously not to greet guests.?® She sees, or remembers,
the world in blossom (line 7), but now lives in a secluded world of falling
leaves (line 8). The days are not bright enough to pull oneself together, nor
are the nights dark enough to rest. Li Shan cites Wang Can twice: lines 3-4
and lines 17-18. In both cases Wang Can turns our attention to the young
children, echoing what Cao Pi writes in the preface: “Whenever I think of
his bereaved children, | am invariably grief-stricken and wounded in heart. I
therefore have composed this rhapsody to relate the sorrow and pain of his
wife and children, and commanded Wang Can and others to compose theirs
side by side with me.” The extant text reads:?°

PS5 HIE Closing the door to sweep the floor,
BUIE s [ live secluded in the lofty hall.
EIZSHF  Carrying the fatherless children out the door,

28 Iread quesao #lf7 as “to take a step back to sweep the floor,” or simply “to sweep
the floor” with the implied retreating motion in mind. Similarly, queli 117 means “to
take a step back to stand” or simply “to stand back” in the context of Lin Xiangru’s f§
AH#40 (fl. 298-266 BCE) threat to smash a precious jade disk. See Shi ji, 81.2440.

29 Yiwen leiju, 34.601. The last two lines are supplied from Li Shan’s commentary.
See Wen xuan, 16.739, under ¥gfE T 85 > FE(EART AR 2.
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4 HZ5HEE  1walk together with them in the east wing.

BB A S Looking to my left and right, I feel for them;
EFEESHE  Sadand grief-stricken, I am broken and wounded.
HEORSHZ5  Seeing grasses and trees display their luxuriance,

8 [RHEHIESTERE [ feel for the tilting leaves, for their falling time.
NEEI5#ET  Everyone else experiences joy and happiness,
BRI S A 1alone feel discontented.

Hf&hE 5 K&  The sun, obscure and overcast, is not dusking;

12 BAAMSHGHE  The bright moon is pure, sending forth its radiance.
MY =S4y Sitting in my secluded chamber, I do nothing;
BZERS g Climbing into the empty bed, I let down the curtains.
VERESZSEH My tears flow in streams, crossing at my neck;

16 [ME4E5HE3E My heart aches and knots, loaded with more sorrow.

[/ CIPIPN=F=
BESS T (F]

Planning to draw a blade to end myself,

I looked back at my delicate children and stopped.

Finally, there is a rhapsody attributed to a member of the Ding family. Some
scholars believe it is an autobiography of Ding Yi's widow (or that of his
elder brother Ding Yi’s ] 4% widow) when the Ding brothers were execut-
ed.?* I doubt this interpretation. The extant text refers to ruo zi 5+, literally
“sons in delicate ages,” as the last line of Wang Can’s rhapsody does. But
while Ruan Yu was survived by sons, the Ding family was not. According
to the Sanguo zhi =&, all the male members of the Ding family were
killed along with the Ding brothers.?! Therefore, the rhapsody is more likely
a court composition in the voice of Ruan Yu’s widow than a Ding widow’s
autobiography, and the “peril” mentioned in the rhapsody (line 10) is more
likely Ruan Yu’s death than Ding Yi/Yi’s. The first rhyme group reads:3?

W2 BT
I P R 2 S f

Verily, that women go forth to marry

Certainly is the rule through the ages.

30 Quan Han fu jiaozhu, 1174n5.
31 Sanguo zhi jijie, 19.1564.

32 Yiwen leiju, 34.601. I replace {% with j in line 4 according to Chuxue ji (14.354,
under g¥ 2R} #2851 58) ; Beitang shuchao (84.7b, under g% £}); and Cao Zhi’s line %
JEIESEE in his “Sevenfold Sadness” (Wen xuan, 23.1086). Lines 7-8 are supplied from
Li Shan’s commentary. See Wen xuan, 16.735-36, under {# S#&if it E S » ZHE /K
FEA.
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RS BRI = B

Leaving my parents and going to wed,

ZEE T (15)[JK]EE | served in his lord’s immaculate traces.

bt (/N
PUEEZ st
[ = 1T 5
K A ]
a2 A i
RS 2 fr il
SREENEHAATE
i HAHR

Just as hanging moss clings to the pine,

I was like floating duckweed on the riverbank.

Fearing his favour was too much for my scarce virtue,

I felt like treading on ice and approaching an abyss.

How come I was so ill-fated,

That I met such a peril on my life journey?

When my luxuriant florescence shines and began to thrive,

He whom I relied on, all of a sudden, departed and vanished.

The second rhyme group begins in a way similar to Wang Can’s poetic
impersonation, with her quietly shutting the door. The third rhyme group
also resembles Wang Can’s poetic impersonation by referring to the young
children. What distinguishes this rhapsody from Wang Can’s is its inclusion
of funeral details. Here we see the widow changing everything to white and
plain, which tells us that it was during the first few days:

16

20

24

FREAFT LA
IR LABS[E
[HIEN-EIPNSE:
BZMRUZRE

BT
IBERRIPNSE
RFESES LRI
HEE LI
MR LG
T HULLEREE
HZEREUT i
Hh2e 48 LA TR
BHEZHE
WH K2 52%
T2 2 s

Quietly I shut the door to sweep the floor;
My soul was all alone, living depleted.
Daubing the vermilion door in white plaster,

I replaced the black bed curtains with plainsilk.

Heart-wrenched and worn—whom shall I tell?

I hugged my delicate children to console myself.

The hour, gloom of gloom, darkened the east;

The sun, onward and onward, dropped west.

Roosters folded their wings and climbed up to nest,
Sparrows scattered and vanished into the marketplace.
Returning to my empty bed, letting down the curtain,

I dusted the quilt and mat to have a sound sleep.
Thinking that the departed had mediums,?*?

I clung to the nights for his semblance.

It pains me that the living and the deceased go different ways,

33 Wilt L. Idema translates shenping 1% as “a spirit’s manifestation” in Cao Zhi’s
“Discourse on the Skull” (Dulou shuo ###z%). See Idema, The Resurrected Skeleton,
277. But since the core meaning of ping & is “to lean on,” I translate it as “mediums,”
which are for a spirit to lean on (i.e., to possess).
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28 #Z5EiMFZ Inthe end all that arrived was sombreness and stillness.

As the hope to see the departed ended in the third rhyme group, the funeral
procession began in the fourth rhyme group. A “dragon hearse” was hitched,?*
and the “setting-out sacrifice” was offered:?®

HFER A Time slipped and elapsed, never staying;
HEHBEELIATT  We were transporting him for the great procession.
ZEFERERAFTM]  The dragon hearse was hitched by the gate,

32 FAHZHARIEE  The setting-out sacrifice was offered in the front hall.
A B EG%E A parting in life is already hard,
Blk&EmMA1E How couldIbid him afinal farewell without feeling wounded?

Alternative to lines 27-32 in the Yiwen leiju extract above are lines 27-30 below,
which are reconstructed from Li Shan’s commentary and the Yiwen leiju:3¢

JRFEC 2 B Itpains me that the living and the deceased go different ways,
28 BEBELIARIT Now that we were transporting him for the great procession.
EREEEFAPIM]  The dragon hearse was hitched by the gate,
W44 LIRkEE  The banners, in a rich array, soared and fluttered.
A B ECpG#E A parting in life is already hard,
32 %IK4&EM-+~1E How couldIbid himafinal farewell without feeling wounded?

In the latter version, the hope to see the departed at night did not fade into
darkness; it was the funeral procession that wrecked hope and made one
realize “the living and the deceased go different ways” (line 27). And instead
of the solemn setting-out sacrifice, it was a rich array of fluttering banners
that accompanied the dragon hearse. As a result, the final farewell sounded
even more rushed and difficult. Shorter than the Yiwen leiju extract by two
lines, this version reconstructed mainly from Li Shan’s commentary is more

34 The “dragon hearse” (long’er ¥E#E) was reserved for the funeral procession of
a ruler. To use it otherwise was considered ritual violence. However, we find it not
only in this rhapsody, but also in Pan Yue’s “Lamenting the Eternally Departed”
(Ai yongshi wen T 7k #i3) and his “Rhapsody on the Widow.” See Lai, “The Art of
Lamentation,” 419, line 3.

35 For the “setting-out sacrifice” (zuji H4%), see Lai, “The Art of Lamentation,” 420,
line 15.

36 Lines 27-28 and lines 29-30 are from Li Shan’s commentary in Wen xuan, 16.738,
respectively under JE{F T ZFkAS - REEMWIT LS and FEHRRAERE S - TRIFERHLLRES.

Lines 31-32 are identical to lines 33-34 above, also from the Yiwen leiju.
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dramatic in transitioning to the funeral procession, and to the fourth rhyme
group.

The fifth rhyme group relates the widow’s pain that goes beyond the
funeral. As winter is approaching, she has come to the icy season of her life.
The screens and awnings make an architectural, pictorial, and poetic space
for seating or resting.?” But from her perspective those are set out in vain:

E &7 Since I harboured this woe in the ritual mourning,
JE /K& 2 UEH  1have trodden the icy winter, the fourth season.
R MNY)  The wind, soughing and whistling, is increasingly fierce;
36 FEEHE[MMY] The cold, freezing and forbidding, is progressively severe.
FEFFEMEE  Frost, chilling and numbing, falls at night;
JKAkGkMESS  Water, hardening and solidifying, freezes by dawn.
fEsEF 2 25@  Looking up at the eaves he dwelled under, now an empty void,
40 FEFFMRZ{ER  1lament that the screens and awnings are set out in vain.
MEXKME S  Looking up at August Heaven [ heave sighs,
#—HIM 4 My intestines knot ninefold in a single day.

The sixth rhyme group is again a combination of Li Shan’s commentary
(lines 43-44) and a Yiwen leiju extract (lines 45-48), reconstructed by
the Qing-dynasty scholar Yan Kejun g 1]15 (1762-1843) according to the
rhyme scheme and the context. In other cases I am hesitant to follow Yan
Kejun’s reconstruction.?® But in this rhyme group he reconstructs, the widow
reaches a closure as the deceased’s spirit (shenshuang 3%, literally “the
spiritual and refreshing,” a synonym of jingshuang ¥%%% “the essential and
refreshing”) fades away and the work of a year is done (lines 43-44). She

37 For the architectural, pictorial, and poetic space of screens, see Wu, The Double
Screen, 9-28. For awnings (huang 1%, also written as ##), see Wen xuan or Selections,
1:396 (line 339).

38 For Yan Kejun’s reconstruction, see his Quan Hou Han wen, 96.10b-11a (991-92).
I am hesitant to follow his reconstruction of these lines: J#i 7t LUME (Yan Kejun
makes this a rhyming line and places it at the end of the fourth rhyme group about
the funeral procession, but it can be also placed with lines 17-18 about embracing
the children as long as it is not a rhyming line), FE# M2 © #EZPLMmEEL (Yan
Kejun combines these with other lines to make & f&# i 322¢ rhyme with line 25 &8
#i% 2~ 7%, but the third rhyme group would be broken), & (25) [¥8] 57 2 i - Hi /2
Hifm#F (Yan Kejun places these with lines 17-18 about embracing the children, but
again, the third rhyme group would be broken), and 5;%8z LL#EfE (Yan Kejun places
this with lines 21-22 about nesting roosters and returning sparrows, but it can be
also placed in a finale as Pan Yue does).
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who is forever frozen in the extant texts of Cao Pi's and Wang Can’s poetic
impersonations finally finds peace:*°

tHER4AEL H 7k His spirit is far away, further distant daily;
44 FRUIZHEE  The work of a year, all of a sudden, is already done.
M A4 F Verily, human life upon this earth
F=EEE >~ i8R Is like catching a sight of a racing steed from a lattice.
st H r[4%  While calculating how early or late others died,
48 JL[ESFFHIE  We, too, together return to darkness and gloom.

The following two lines are separated from previous lines by Yan Kejun for
their distinct source, rhyme, and context:*

By I, your humble handmaid, am all alone,
BEE Ry fE Gazing at my shadow for a companion.

It is likely that these tetrasyllabic lines (XXXX > XXXX) are from the finale,
whereas the previous text in the “Li sao” metre (XXXyXX > XXXyXX) is from
the body of the rhapsody. The metre in a finale often differs from that of
the body. The finale of Pan Yue’s rhapsody, for example, adopts the Chu
song metre (XXX5XX » XXX5XX) while the body adopts the “Li sao” metre
(XXXyXX4 » XXXyXX). Moreover, as we have seen in Cao Pi’s “Shi on the
Widow,” a particular personal pronoun is used to impersonate the widow
speaking to her husband: the first-person pronoun “I, your humble hand-
maid” (jiangie }&£3£) turns the lines into words for her husband. It is just that
her words are doomed to be a soliloquy, as related in the following lines of
Pan Yue’s rhapsody:*

ERINII SEER.  Standing all alone, I gaze at my shadow;
WS SFE%  Speaking in total isolation, I hear only my voice.

Coincidentally, in the same year that Cao Pi wrote the letter about the
Nanpi excursion with Ruan Yu—and perhaps also commanded Wang Can
and a Ding family member to impersonate Ruan Yu's widow—Cao Zhi &g

39 Quan Hou Han wen, 96.11a (992). For lines 43-44, see Wen xuan, 16.739, under
U AES » Bk R H .

40 Quan Hou Han wen, 96.11a (992). For these two lines, see Wen xuan, 16.740,
under FLIL SR - SUEE 5 IEE.

41 Wen xuan, 16.740. For a discussion of this soliloquy, see Williams, “Pan Yue’s
‘Study of a Widow,” 361.
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(192-232) wrote a poem that addresses Wang Can and Ding Yi/Yi:** “Mr.
Ding is resentful at court, / Master Wang enjoys making his own plans”
(TA221FH] » FFEH&).* This coincidence reminds us of the special sta-
tuses of Wang Can and Ding Yi. Unlike other poets, who were either Scholars
(Wenxue X E2) or Cadets (Shuzi i) on the staff of the Cao brothers,
they respectively served as Palace Attendant (Shizhong {3) for Cao Cao
the Duke of Wei, and Gentleman Attendant at the Palace Gate (Huangmen
shilang =9{FE[) for the emperor.** Were the Cao brothers respectively
seeking support from outside of their offices through poetic composition,
to develop their own community besides their father’s? Both Cao Pi’s let-
ter and Cao Zhi’s poem are dated to 215, and Cao Cao did not name his Heir
Designate until 217. Did the competition between the Cao brothers become
heated during this time?*

In the Private Space

In his dirge for Ruan Yu, Wang Can numerates his colleague’s feats in the
public domain; that is, the military and political services that Ruan Yu did for
the state.*® Since most of the dirges use second-person pronouns to speak to
the departed, as mentioned earlier, [ follow the practice in my translation of
the extant lines of Wang Can’s dirge:*’

42 Huang Jie dates Cao Zhi’s “Presented Again to Ding Yi and Wang Can” (You zeng
Ding Yi Wang Can Y}l T F-%%) to 215, whereas Cao Daoheng and Shen Yucheng date
itto 211. See Cao et al., Cao Zijian shi zhu (wai san zhong), 56; Cao and Shen, Zhonggu
wenxue shiliao congkao, 43. 1 follow Huang Jie in dating it to 215. See Chapter 4 for
my discussion. Although the title says this is presented to the elder brother Ding Yi,
which Huang Jie accepts, Li Shan believes this is to the younger brother Ding Yi. See
Cao et al., Cao Zijian shi zhu (wai san zhong), 56; Wen xuan, 24.1121. Either way, Cao
Zhi could connect himself to the Ding family.

43 Wen xuan, 24.1122.
44 Sanguo zhi jijie, 19.1648, 1564.

45 As mentioned earlier, another “Shi on the Widow” is attributed to Cao Zhi in
Li Shan’s commentary. If Cao Zhi wrote it also under the command of Cao Pi, my
speculation here would need revision.

46 Examples are the letters Ruan Yu drafted for Cao Cao to Sun Quan ### (182-252)
and Liu Bei Z|{# (161-223). For the former letter, see Wen xuan, 42.1887-93; for the
latter (only two lines of which are extant), see Li Shan’s commentary on Pan Yue’s
“Shi Composed at the Jingu Gathering” (Jingu ji zuo shi &R & /EsF) in Wen xuan,
20.978.

47 Beitang shuchao, 103.3b-4a.
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R Having risen to the chancellor’s court,

TR You were appointed to our repository for rare books.
MEE Verily you ministered writing,

% K E K Which involved military matters.

FEGEMERS Your feats of all kinds were abundant;

fEE AR Your letters on bamboo slips were like rain.

58 7B [BL5¢] The great force was sharp-wittedly formed,
ERANE Upon assignment, every task was carried out.

In his poetic impersonation of Ruan Yu’'s widow, Wang Can presents the
same person in a different space: the private quarter around which the
bereaved family still lives. Instead of a battlefield or the court, it is the east
wing where Ruan Yu once dwelled but is now left empty, constantly remind-
ing the bereaved of his perpetual absence:

BIZSHF  Carrying the fatherless children out the door,
4 H1Z5HE  1walk together with them in the east wing.

Line 4 alludes to the “Rhapsody on the Tall Gate Palace” (Changmen fu
+=[iX) attributed to Sima Xiangru =] FEFH41 (179-117 BCE) in which an
abandoned palace lady also wanders to the east wing.*® Ruan Yu’s former
room may not be as ornate as a palace one, but with the perpetual absence
of its former dweller, it is as lonesome. Likewise, in the “Rhapsody on the
Widow” attributed to a Ding family member, a hall is nothing but an empty
void because its former dweller is no longer there:

BT 225§  Lookingup at the eaves he dwelled under, now an empty void,

40 FEFFIRZfEs%  1lament that the screens and awnings are set out in vain.

Which matters upon one’s departure: their traces in the public domain, or
thoseintheir private quarter? And to whom do those matter? Cao Piaddresses
these questions by impersonating his mother Lady Bian, who grieves for the
premature death of a Cao clan’s child named Cao Wenzhong & 3 {f (dates
unknown). Titled “Rhapsody on Mourning the Young Departed” (Dao yao fu
15 KHR), the poem is found in the entry of “laments” (aishang Z={%) in the
Yiwen leiju, the same entry where quotes of the “Rhapsodies on the Widow”
are found. The preface highlights kinship, suggesting Lady Bian and Cao Pi

48 Wen xuan, 16.714, especially the lines [E{EGR RIS » BRI BEGE T 5.
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are not merely an aunt and an elder cousin, but the Cao clan’s first lady and
eldest living son (Cao Cao lost his eldest son Cao Ang & &) in 197):%

A younger cousin of mine, Wenzhong, died at the age of eleven. My mother
grieves for his premature death, recalling and mourning him incessantly.
Out of affection for my kin, I therefore have composed this rhapsody.

JERFBST > B+ — » BHRGHKH > BEED - TUSRKRZE > JifE

HHE -

Before reading the extant text, let us see what the critic Liu Xie [#¥ (d. ca.
537) says about the mourning genre for children. In his erudite project titled
Wenxin diaolong SC.U EEHE (The Literary Mind and the Carving of Dragons),
Liu Xie compares the mourning genres as follows: For adults, the mourning
poems are called “dirge” (lei £), which “consists of a selection of the say-
ings and an account of the life of the deceased” (3= $%fT). For children,
the mourning poems are called lament (ai %), which speaks of the young
departed as bright since they were “young and had not established their
merits” (4IAREAE).*

Rather than following the conventions, Cao Pi’s “Rhapsody Mourning the
Young Departed” focuses on the grieving mother and places her in a private
quarter: the boy’s bedroom, with the clothes he wore still on the bed. And
as if speaking to the boy, she directly addresses him by using the second-
person pronoun “you” (er f in line 3, corresponding to jun # in Cao Pi’s
“Shi on the Widow"):5!

K4&T45LUIERY  Disordered breaths, twisted and knotted, fill my breast;

RHHZ4efE 1 was unaware of my tears crisscrossing my face.

HEFEM /A EERE  Sometimes I linger to and fro in your former living quarters,
4 HBEEEXXZTEJR  Seeing the clothes you wore on the bed.

EEY) 41 1t moves me that the objects you left behind
remain as those were,

BB 21T It pains me that your body is the only thing
that has perished.

The room, clothes, and other items all remind her of the child. Having no
rest, she entrusts the daylily (xuancao &% in line 10, or 55 in Mao shi 62),
known as sorrow-forgetting herb, in the hope that she can take a break from
flooding memories. Conventionally used in the trope of a longing wife, the

49 Yiwen leiju, 34.599.
50 Liu, Wenxin diaolong yizheng, 12.442,13.472.
51 Yiwen leiju, 34.599-600.
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sorrow-forgetting herb finds a new context of mourning poetry. This rhap-
sody, moreover, is not just another mourning poem of traditional values; it

reaches the private quarters where the bereaved still lives:

RRUmAATIAEN  In sorrow I sit upright, getting no relief;

8 LEEIMAZ My heartis sad, so sad, finding no peace.
FEE MG  Walking to and fro in the spacious mansion,
BEEERHRE  [view the daylily in the courtyard.
FEEFEFERHE  The sorrowful wind soughs, rising at night;

12 FKRIBLAERE  The autumn air is heart-wrenching, arousing thoughts.
{IBERImMA S Looking up I gaze at heaven and heave a great sigh,
fAI &2 e Hearing the parting birds sadly calling.

Wang Can is attributed in the same Yiwen leiju entry with a poem with a
similar title, “Rhapsody Grieving for the Young Departed” (Shang yao fu
B KHR). Although Wang Can is not mentioned in Cao Pi’s preface, he can
be also impersonating Cao Pi’'s grieving mother. The unnamed “disordered
breaths” (qi &) in the first line of Cao Pi’s mourning poem becomes clear
in the first four lines of Wang Can’s. We realize those must arise when the
bereaved accuses August Heaven of failing to be just in allotting lifespans:>?

B K7 ikdr  Verily, the way August Heaven allots lifespans

Fi&EEMAY Isindeed powerful but not just.

HFELLIEH Some meet their end when they are old, living a long life;
4 HBKMPBUE Others die prematurely, vanishing early.

YEEfFi AT-  Although everything remains, the person has perished;

OMEMRTEZE  Feeling low and down, I forever yearn for him.

HERKAHE  Lamenting that August Heaven is not kind,

8 JEItEMM#  Iharbour this sadness—whom shall I tell?
KB 52 1seek his soul and spirit, in any form or shadow,

But alas, darkness and gloom is all I encounter.

I

52 Yiwen leiju, 34.600-1. Yang Xiu #{& (175-219) is another poet who might
write in the same context. His rhapsody is also titled “Rhapsody Grieving for the
Young Departed” (Shang yao fu X&), two lines of which are found in Li Shan’s
commentary: “I lament that his body and mien are submerged and obscured,/ In my
eyes there is constantly his former form” (FEf&E S >~ /&85 » Hig {7 FiEF). See Wen
xuan, 23.1092, under . 5 FF > EE/EH- of Pan Yue’s “Shi Mourning Her Death”
(Dao wang shi T %F).
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Immersed in thoughts, [ try to conjure up his image;
My heart knots further, so twined and twisted.
In the morning, I am dazed and drowsy as if it were evening;

At night, I am restive and restless until it dawns.

As intimacy finds its place in a private quarter, poets of later times con-
tinue their reflection on mortality in such a space, including the Bronze Bird
Terrace (Tongque tai §ig842) on which female entertainers danced for their
departed lord.” In the face of death, which matters, and to whom do those
matter? In the voices of the bereaved daughter, wife, and mother Cao Pi and
his community give a unique answer: Death is alienating, but it can also be
bonding when we continue speaking to the departed in a private space that

matters to us.

53 Tian, The Halberd at Red Cliff, 222-53.
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