
  
    
      
    
  


  [image: Quickie Classics promotion]



Confucius

Shih King

Enriched edition. The Book of Poetry
Introduction, Studies and Commentaries by Cedric Haynes

Published by

[image: ]

Books


    - Advanced Digital Solutions & High-Quality eBook Formatting -
  


musaicumbooks@okpublishing.info


Edited and published by Musaicum Press, 2021

EAN 4066338113603



    Table of Contents

    
    
        Introduction

    

    
    
        Historical Context

    

    
    
        Synopsis (Selection)

    

    
    
        Shih King

    

    
    
        Analysis

    

    
    
        Reflection

    

    


Introduction




Table of Contents




    Curatorial Vision
Shih King gathers a sequence of ritual songs, civic hymns, and regional counsels under the name of Confucius, here arranged to illuminate a coherent moral and musical world. Introduction, Chapter II, Chapter III, and Chapter IV supply a historical frame that situates the poems’ roles in community life and governance. Odes of the Temple and the Altar, The Sacrificial Odes of Shang, and The Sacrificial Odes of Kâu present solemn devotions. The Praise Odes of Lû, The Minor Odes of the Kingdom, The Major Odes of the Kingdom, and Lessons From the States extend that core into courtly praise, broad political reflection, and diverse local voices.
Across these works runs a through-line of moral cultivation enacted through ritual sound and patterned speech. Temple and altar pieces articulate reverence, aligning human order with ancestral exemplars; the sacrificial groups for Shang and Kâu make reverence the ground of legitimate rule. The Praise Odes of Lû condense ethical ideals into celebratory ceremony. Minor and Major Odes widen the lens, balancing intimacy and grandeur, private counsel and public exhortation. Lessons From the States, spanning Books 2, 3, 4, 5, 6, 10, 11, and 15, gathers regional insight, allowing local situations to test, affirm, and nuance central precepts associated with Confucius.
The aim is to trace an arc: from sacrificial solemnity to civic praise, from the measured rhetoric of court to the pragmatic wisdom of the states. The decades embedded within Minor and Major Odes mark recurring cycles, underscoring how memory and seasonality sustain ethical life. Without advancing conjecture beyond the texts themselves, Chapter II, Chapter III, and Chapter IV frame how these materials accrued authority and resonance. The collection invites readers to hear continuity amid variety, showing how ritual music, political reflection, and regional counsel cooperate to model harmonious order, while leaving space for dissenting textures and corrective admonition.
This gathering differs from narrowly focused presentations by sustaining a continuous conversation across temple, court, and state materials. Rather than isolating celebrated pieces, it preserves the structural interplay among Odes of the Temple and the Altar, the sacrificial sequences for Shang and Kâu, the Praise Odes of Lû, the Minor and Major Odes of the Kingdom, and Lessons From the States Books 2, 3, 4, 5, 6, 10, 11, and 15. The result is a panoramic yet coherent pathway through Confucian song, where solemn rites, public praise, and regional counsel remain audible to one another across the entire collection.
Thematic & Aesthetic Interplay
The Odes of the Temple and the Altar establish a sonic vocabulary—bells, drums, measured steps—that reverberates through The Sacrificial Odes of Shang and The Sacrificial Odes of Kâu. Agricultural images of grain and harvest couple piety with prosperity, implying that right music underwrites right order. When the Praise Odes of Lû enter, praise itself becomes a moral instrument; celebration is never mere flattery but a calibration of virtue and office. Together these sections model how reverence, prosperity, and authority entwine, staging a dialogue between ritual precision and political legitimacy that later poems echo, refine, and occasionally question.
The Minor Odes of the Kingdom and The Major Odes of the Kingdom diversify tone and scale. Minor pieces often tighten the lens: counsel within households, reminders to officials, laments that measure private feeling against public duty. Major pieces broaden the vista, sounding martial brass or expansive celebration to weigh the health of the realm. The decades—Fourth through Eighth in the Minor, Second and Third in the Major—form rhythmic clusters, inviting readers to sense recurrence and variation. Across them, refrains and parallel lines create a mnemonic lattice where virtue is taught by pattern as much as by declaration.
Lessons From the States, represented here by Books 2, 3, 4, 5, 6, 10, 11, and 15, extends the conversation into varied landscapes. Local imagery and circumstance become tests for the values voiced in temple and court. Echoes of the sacrificial idiom appear in regional keys: drums become work rhythms; ancestral awe becomes civic gratitude or critique. The result is not fragmentation but polyphony. By allowing distinct locales to speak, the collection stages internal allusion, where phrases, metaphors, and scenarios reappear with altered stakes, reinforcing shared norms while admitting how distance, scarcity, or conflict might strain them.
The opening studies—Chapter II, Chapter III, and Chapter IV—do not displace the poems but orient their mutual references. The Shih Before Confucius locates ancestral song as a living archive, so temple odes resonate as both prayer and precedent. The Shih From the Time of Confucius Till the General Acknowledgment of the Present Text tracks consolidation of esteem, clarifying why praise and admonition carry civic weight. The Formation of the Collection of the Shih foregrounds sequence and grouping, enabling readers to perceive how decades, praise clusters, and regional books converse, sometimes amplifying a theme, sometimes placing it under pressure.
Enduring Impact & Critical Reception
Shih King remains vital because it binds moral reflection to shared performance. Introduction sets the stage for reading songs as social acts, where order, feeling, and example converge. The sacrificial and praise sequences provide paradigms for leadership rooted in reverence rather than force. Minor and Major Odes extend that into policy and sentiment, modeling how guidance can be both beautiful and persuasive. Lessons From the States validates plurality without abandoning standards. In an age concerned with civic trust, these materials demonstrate how patterned speech and calibrated praise can sustain institutions while making space for correction and renewal.
Reception has long centered on the text’s capacity to educate feeling and judge governance through song. Without fixing on any single historical moment, the chapters on the Shih’s emergence, recognition, and formation attest to durable esteem, reflecting how communities valued these poems for ritual, counsel, and memory. The Praise Odes of Lû and the sacrificial groups often anchor discussions of legitimacy, while the Minor and Major Odes broaden the evaluative field to include everyday labor, marriage, war, and celebration. Such breadth invites continuing study by philosophers, historians, and artists who seek sources that join aesthetics to ethical deliberation.
The poems’ afterlives are visible in performance traditions, where choral recitations and music adapt temple cadences to civic ceremonies, and in visual culture, where images borrowed from odes—banners, grain, steeds, bells—serve as emblems of service and restraint. Quotations circulate in proverbial form, shaping speech about conduct and office. Lessons From the States encourages regional interpretation, so communities map their own circumstances onto shared measures. Through these pathways, Shih King continues to influence public rites and private cultivation, proving that aesthetic discipline can anchor social trust without suppressing the particular textures of local experience.
Finally, the collection’s architecture invites renewed inquiry. Introduction, the historical chapters, and the nested groups of Odes and Lessons together propose that beauty is not escape but method: a way to remember, to admonish, to measure. In contemporary study of Confucius, this integrated view remains persuasive because it shows principle at work in ceremony and in the everyday. By holding solemn invocations beside regional counsel and courtly praise, Shih King offers a disciplined commons where differing needs converse. That balance—firm in standards, flexible in application—explains the work’s durable presence in ethical, literary, and civic conversations.
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    Socio-Political Landscape
The anthology titled Shih King is rooted in the Western Zhou vision of government, where ritual, lineage, and territorial enfeoffment organized society. Within this milieu, the poems function as public speech: praise, admonition, and memory, performed before rulers and communities. The Introduction frames this world as one where legitimate power is measured by sacrificial correctness and responsiveness to the people. Royal authority depends on visible virtue and successful agriculture; regional lords are bound by rites and tribute. The Shih’s political imagination thus spans the king’s ancestral temple to the village threshing floor, making governance inseparable from ceremony and seasonal labor.
The Sacrificial Odes of Shang and the Odes of the Temple and the Altar preserve memory of dynastic transition. They display how a conquering house justified rule by honoring the conquered lineage and demonstrating ritual mastery. In these pieces, sacrificial order is political order: the spirits accept offerings, and the people accept leadership. The songs evoke altars, vessels, and solemn processions that stabilize a new regime. The anthology’s arrangement keeps this dynamic visible, positioning temple-centered poetry as the foundation upon which regional life and later contention will unfold, reminding readers that legitimacy is negotiated through rites as much as through arms.
The Sacrificial Odes of Kâu illuminate the Zhou program of rule after conquest, presenting a vision of coordinated labor, military campaigning, and moral cultivation. The odes celebrate founders, ministers, and disciplined households that together build roads, open fields, and pacify frontiers. They also hint at anxieties: threats from steppe and mountain peoples, the burden of continuous mobilization, and the need for rectitude among officials. In them, political stability is sung as a choreography of harvest, levy, and sacrificial calendar. The collection invites readers to see how ritual and administration intertwine, with the temple orchestra echoing the cadence of chariot wheels.
The Minor Odes of the Kingdom and The Major Odes of the Kingdom capture a broader social spectrum, tracking the stresses of feudal rule as domains mature. The Fourth Decade: Odes 5,6,7,8,9,10 and subsequent decades register campaigns, marriages that consolidate alliances, and complaints over corvée and transport. In The Second Decade and The Third Decade among the Major Odes, the language of grandeur sits beside the language of want, revealing a court striving to sustain ritual polish as roads erode and granaries thin. Across these sections, the poems function as both mirror and measure of political performance.
Lessons From the States and the numbered Books 2, 3, 4, 5, 6, 10, 11, and 15 move readers outward into the patchwork of regional powers. Here the centrifugal realities of the Spring and Autumn era become audible: wavering loyalties, border watches, and envoys’ brittle courtesies. Songs from laborers, conscripts, and brides are set against proclamations and boasts, allowing local experience to test official narrative. The anthology’s structure juxtaposes center and periphery, so that a harvest song in one state can quietly answer a triumphal ode in another, mapping the political geography through lived feeling as much as through banners and seals.
The Praise Odes of Lû spotlight a polity renowned for ceremonial punctilio and for the tension between moral aspiration and political necessity. In the anthology’s historical chapters—Chapter II on the Shih before Confucius and Chapter III on the Shih from his time—Lû’s odes resonate with debates about restoring correct music and rites amid encroaching rivals. The poems’ celebration of disciplined altars and regulated banquets is therefore political argument: a claim that ritual exactness can reorder a frayed landscape. Through these pieces, the collection shows how a single state leveraged liturgy to defend autonomy, prestige, and the ethical tone of governance.
The Introduction, Chapter II, Chapter III, and Chapter IV. The Formation of the Collection of the Shih together situate the anthology within centuries of conflict, reform, and compilation. As states contended and polities unified, texts were threatened by loss, interdiction, and drift. The chapters trace how court archives, school traditions, and oral performance were recruited to stabilize the poems, culminating in a general acknowledgment of a present text. This stabilization bears political fingerprints: rulers sought canons that could train officials and harmonize ritual across realms. The received arrangement thus records both the turbulence of war and the administrative desire for order.
Intellectual & Aesthetic Currents
The Shih King is a musical-poetic archive. The Odes of the Temple and the Altar, the Sacrificial Odes of Shang, and the Sacrificial Odes of Kâu arose from choreographed offerings with bells, drums, and dance. The Minor Odes of the Kingdom and The Major Odes of the Kingdom preserve courtly performance alongside rustic airs. Vocal antiphony and ritual pacing shape stanzaic form; refrains sustain memory; instruments cue communal assent. This poetics manifests a theory of governance: sound made right aligns hearts and seasons. The anthology’s sections retain traces of pitch, cadence, and procession, even when read silently as literature.
Aesthetically, the poems balance clarity and resonance through parallelism, incremental repetition, and concrete imagery—ploughs, mulberry leaves, chariot axles, riverbanks. The Major Odes favor elevated diction and cosmological reach, while the Minor Odes and Lessons From the States often compress social critique into domestic scenes. The Praise Odes of Lû polish inherited forms to display normative elegance. Across the decades, careful modulation—altering one phrase per line, shifting an image slightly—creates moral and emotional argument without explicit exposition. The result is an art of suggestion: a harvest complaint can fold into political admonition; a marriage song can encode diplomatic counsel.
The anthology’s own chapters model intellectual inquiry into its making. Chapter II asks, The Shih Before Confucius, and What, if Any, Were His Labours Upon It, turning compilation into a philosophical problem: can moral order be curated? Chapter III extends the inquiry to reception and pedagogy until the present text is acknowledged. Chapter IV. The Formation of the Collection of the Shih explores classification by sacrificial function, political scope, and regional voice. The Introduction frames these as complementary: ritual logic, historical memory, and editorial judgment converge, producing an arrangement that is itself an argument about culture’s best instruments.
Literary plurality within one canon generates aesthetic rivalries. The Praise Odes of Lû stage ritual impeccability against the raw immediacy of Lessons From the States; The Major Odes claim universal patterns while the Minor Odes revel in local speech. The decades singled out—Fourth through Eighth, with specific odes enumerated—gesture to pedagogical sequences, perhaps used to train memory, ethics, and rhetoric together. Martial motifs—harnessing, musters, banners—meet domestic crafts—spinning, weaving, brewing—so that policy and household speak in one register. The anthology persuades by juxtaposition, letting style compete with style and allowing readers to test grandeur against grain.
Technological and scientific frames shadow the poetics. Bronze ritual vessels and bell sets underwrite the temple odes’ sonic vocabulary; advances in calendrical regulation inform seasonal timing in sacrificial cycles. Expanding road networks and chariot warfare imprint metaphors of alignment and axle-true governance, while emergent iron tools in later periods intensify agricultural imagery. Scribal habits on bamboo and wood shape stanza length and repetition, aiding performance and transmission. Hydraulic works—dikes, canals, wells—enter as emblems of prudent rule. Across sections, technical achievement becomes ethical symbol: right measure in tools and time corresponds to right measure in speech and conduct.
Legacy & Reassessment Across Time
Chapter III’s arc—from the time of Confucius till general acknowledgment—prefigures the Shih King’s canonization as a pedagogical and administrative classic. Successive courts sought texts that could cultivate officials, harmonize rites, and stabilize language. The anthology’s sacrificial odes furnished a grammar for state ceremony; its minor and major odes offered exempla for conduct and governance; Lessons From the States supplied case-like materials for reflection. As curricula spread, select poems were memorized for recitation and policy debate, and odes were sounded at rituals of investiture and mourning, embedding the collection within institutions of rule and learning.
Interpretive fashions shifted with historical weather. Moral-allegorical readings flourished when rulers needed exempla, treating harvest laments as critiques of negligent officials and love songs as parables of loyalty. Historically literal approaches emphasized the poems’ value as records of labor, levy, and protocol. The Introduction and the formation chapters in this anthology negotiate these tendencies, balancing philology with ethical use. Thus The Minor Odes of the Kingdom can be read as admonitory mirrors for ministers or as finely observed village diaries; The Major Odes of the Kingdom can encode cosmic legitimation or report logistical strains—two lenses that cycle with political priorities.
Material discoveries have adjusted horizons of meaning. Bronze inscriptions and curated ritual kits provide independent timelines for sacrificial terminology, strengthening confidence that The Sacrificial Odes of Shang and The Sacrificial Odes of Kâu preserve authentic cultic diction. Archaeological inventories of bells and chime stones clarify performance practices behind The Odes of the Temple and the Altar. Finds of agricultural implements and transport fittings sharpen readings of metaphors in the decades and in Lessons From the States. These convergences invite a calibrated realism: where image meets artifact, commentary can anchor itself in tools, calendars, and spaces the poems assume.
Modern philological scrutiny also reshapes reception. Variants among transmitted lines, the selective survival of state airs, and the editorial logic behind The Fourth, Fifth, Sixth, Seventh, and Eighth Decades prompt debates over sequence and emphasis. The numbered Books 2, 3, 4, 5, 6, 10, 11, and 15 in Lessons From the States remind readers that arrangement can guide argument: adjacency suggests cause, echo, or rebuke. Translational choices—rendering parallelism as strict recurrence or as flowing variation—tilt interpretation toward ritual fixity or lyrical movement. This anthology’s architecture foregrounds those stakes by making structure a visible companion to voice.
Enduring questions center the collection’s future. Chapter II keeps alive the inquiry into the extent and nature of Confucius’ labor: selection, correction, or advocacy. Chapter IV’s attention to formation prompts scrutiny of completeness and loss, since wars and interdictions likely thinned the archive. Political uses of the Shih King continue, whether as a resource for civic morality, a record of social complaint, or a repertoire for ceremony. By presenting temple odes, praise pieces, major and minor court songs, and Lessons From the States together, this anthology invites reassessment that honors both ritual-political gravitas and the lyric pulse of ordinary life.
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    Introduction
A succinct orientation to the Shih King sets out its scope, internal divisions, and historical reach, framing it as both ritual canon and a treasury of song. It establishes how themes of governance, ritual, and human feeling intersect across the collection, preparing readers to see links between temple hymns, court pieces, and regional airs.
Chapter II. The Shih Before Confucius, and What, if Any, Were His Labours Upon It
This chapter surveys the poems’ likely existence and uses prior to Confucius, weighing traditions about his role in selecting, arranging, or transmitting them. It distinguishes inherited lore from cautious inference, setting up an ongoing conversation with later chapters about textual authority and editorial agency.
Chapter III. The Shih From the Time of Confucius Till the General Acknowledgment of the Present Text
A historical arc traces how the poems were taught, debated, and stabilized after Confucius, moving toward broad recognition of a standard text. It highlights shifts in interpretation and pedagogy that mirror political change, complementing Chapter II’s questions about origins with an account of consolidation.
Chapter IV. The Formation of the Collection of the Shih
Focusing on structure, this chapter explains how genres and groupings—regional airs, minor odes, major odes, and temple hymns—came to form a coherent anthology. It shows how organization itself shapes meaning, inviting readers to read across parts where ritual ideology, political counsel, and personal sentiment echo one another.
Odes of the Temple and the Altar
Solemn hymns for state and ancestral rites articulate cosmic order, dynastic legitimacy, and thanksgiving. Their elevated tone and ritual choreography provide a touchstone against which the more personal and regional voices elsewhere in the collection can be contrasted.
The Sacrificial Odes of Shang
These hymns honor Shang ancestors with austere devotion, evoking venerable rites, offerings, and ancestral potency. Their antique atmosphere and reverent mood invite comparison with the later Kâu hymns, underscoring continuity and change in ritual language.
The Sacrificial Odes of Kâu
Celebrating Kâu ritual and kingship, these pieces link moral governance to Heaven’s favor through thanksgiving and exemplary remembrance. They temper praise with instruction, bridging cultic ceremony and political ideology in ways that resonate with the major odes.
The Praise Odes of Lû
Local hymns from Lû commend rulers, rites, and civic virtues in a measured, didactic register. They function as a microcosm of ritual ideals applied to a specific polity, conversing with both the grand dynastic songs and the more intimate regional airs.
The Minor Odes of the Kingdom
Court-centered poems depict embassies, processions, seasonal labors, and campaigns, alternating between celebration and gentle remonstrance. Their medium register mediates between the folk textures of the regional airs and the elevated rhetoric of the major odes.
The Minor Odes of the Kingdom — Fourth to Eighth Decades (selected odes)
These selected decades chart episodes of military strain, border unease, harvest rhythms, and ritual display, using recurrent images to counsel restraint and diligence. The sequence’s ebb and flow of praise and critique deepens the collection’s conversation about how rulers translate ritual ideals into practical governance.
The Major Odes of the Kingdom
Grand, state-level pronouncements weave dynastic memory with moral judgment, treating exemplary founders and failing courts alike as lessons. Their stately cadence and expansive imagery set a benchmark for political rhetoric that the minor odes echo and the temple hymns sanctify.
The Major Odes of the Kingdom — The Second and Third Decades (selected odes)
These selected decades draw on foundational myths and historical exempla to measure present conduct against a storied past. The poems balance celebration with scrutiny, using sweeping images of order and disorder to clarify the responsibilities of kingship.
Lessons From the States
Regional airs capture everyday life—courtship, work, marriage, and conscription—with immediacy and local color. Their plurality of voices provides a ground-level counterpoint to the anthology’s ritual and courtly registers, showing how personal feeling both conforms to and strains against social norms.
Lessons From the States — Books 2, 3, 4, 5, 6, 10, 11, and 15
Across these books, varied locales stage recurring motifs of longing, negotiation, labor, and service, by turns playful, poignant, and ironic. The songs often critique social failings obliquely, anchoring the collection’s ethical concerns in lived experience and subtly answering the prescriptive tones of court and temple.
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1. Among the Chinese classical books next after the Shû in point of antiquity comes the Shih or Book of Poetry.

The character Shû1, as formed by the combination of two others, one of which signified 'a pencil,' and the other 'to speak,' supplied, we saw in its structure, an indication of its primary significance, and furnished a clue to its different applications. The character Shih2was made on a different principle, that of phonetical formation, in the peculiar sense of these words when applied to a large class of Chinese terms. The significative portion of it is the character for 'speech,' but the other half is merely phonetical, enabling us to approximate to its pronunciation or name. The meaning of the compound has to be learned from its usage. Its most common significations are 'poetry,' a poem, or poems,' and a collection of poems.' This last is its meaning when we speak of the Shih or the Shih King.

The earliest Chinese utterance that we have on the subject of poetry is that in the Shû by the ancient Shun, when he said to his Minister of Music, 'Poetry is the Expression of earnest thought, and singing, is the prolonged utterance of that expression.' To the same effect is the language of a Preface to the Shih, sometimes ascribed to Confucius and certainly older than our Christian era: 'Poetry is the product of earnest thought. Thought cherished in the mind becomes earnest; then expressed in words, it becomes poetry. The feelings move inwardly, and are embodied in words. When words are insufficient for them, recourse is had to sighs and exclamations. When sighs and exclamations are insufficient for them, recourse is had to the prolonged utterance of song. When this again is insufficient, unconsciously the hands begin to move and the feet to dance. . . . . To set forth correctly the successes and failures (of government), to affect Heaven and Earth, and to move spiritual beings, there is no readier instrument than poetry.'

Rhyme, it may be added here, is a necessary accompaniment of poetry in the estimation of the Chinese. Only in a very few pieces of the Shih is it neglected.

2. The Shih King contains 305 Pieces and the titles of six others. The most recent of them are assigned to the reign of king Ting of theKâu dynasty, B.C. 606 to 586, and the oldest, forming a group of only five, to the period of the Shang dynasty which preceded that of Kâu, B.C. 1766 to 1123. Of those five, the latest piece should be referred to the twelfth century B.C., and the most ancient may have been composed five centuries earlier. All the other pieces in the Shih have to be distributed over the time between Ting and king Wăn, the founder of the line ofKâu. The distribution, however, is not equal nor continuous. There were some reigns of which we do not have a single Poetical fragment.

The whole collection is divided into four parts, called the Kwo Făng, the Hsiâo Yâ, the Tâ Yâ, and the Sung.

The Kwo Făng, in fifteen Books, contains 160 pieces, nearly all of them short, and descriptive of manners and events in several of the feudal states ofKâu. The title has been translated by The Manners of the Different States, 'Les Mœurs des Royaumes,' and, which I prefer, by Lessons from the States.

The Hsiâo Yâ, or Lesser Yâ, in eight Books, contains seventy-four pieces and the titles of six others, sung at gatherings of the feudal princes, and their appearances at the royal court. They were produced in the royal territory, and are descriptive of the manners and ways of the government in successive reigns. It is difficult to find an English word that shall fitly represent the Chinese Yâ as here used. In his Latin translation of the Shih, p. Lacharme translated Hsiâo Yâ by 'Quod rectum est, sed inferiore ordine,' adding in a note:--'Siâo Yâ, latine Parvum Rectum, quia in hac Parte mores describuntur, recti illi quidem, qui tamen nonnihil a recto deflectunt.' But the manners described are not less correct or incorrect, as the case may be, than those of the states in the former Part or of the kingdom in the next. I prefer to call this Part 'Minor Odes of the Kingdom,' without attempting to translate the term Yâ.

The Tâ Yâ or Greater Yâ, in three Books, contains thirty-one pieces, sung on great occasions at the royal court and in the presence of the king. p. Lacharme called it 'Magnum Rectum (Quod rectum est superiore ordine).' But there is the same objection here to the use of the word 'correct' as in the case of the pieces of the previous Part. I use the name 'Major Odes of the Kingdom.' The greater length and dignity of most of the pieces justify the distinction of the two Parts into Minor and Major.

The Sung, also in three Books, contains forty pieces, thirty-one of which belong to the sacrificial services at the royal court ofKâu; four, to those of the marquises of Lû; and five to the corresponding sacrifices of the kings of Shang. p. Lacharme denominated them correctly 'Parentales Cantus.' In the Preface to the Shih, to which I have made reference above, it is said, 'The Sung are pieces in admiration of the embodied manifestation of complete virtue, announcing to the spiritual Intelligences their achievement thereof.'Kû Hsî's account of the Sung was--'Songs for the Music of the Ancestral Temple;' and that ofKiang Yung of the present dynasty--'Songs for the Music at Sacrifices.' I have united these two definitions, and call the Part--'Odes of the Temple and the Altar.' There is a difference between the pieces of Lû and the other two collections in this Part, to which I will call attention in giving the translation of them.

From the above account of the contents of the Shih, it will be seen that only the pieces in the last of its four Parts are professedly of a religious character. Many of those, however, in the other Parts, especially the second and third, describe religious services, and give expression to religious ideas in the minds of their authors.

3. Some of the pieces in the Shih are ballads, some are songs, some are hymns, and of others the nature can hardly be indicated by any English denomination They have often been spoken of by the general name of odes, understanding by that term lyric poems that were set to music.

My reason for touching here on this point is the earliest account of the Shih, as a collection either already formed or in the process of formation, that we find in Chinese literature. In the Official Book ofKâu, generally supposed to be a work of the twelfth or eleventh century B.C., among the duties of the Grand Music-Master there is 'the teaching,' (that is, to the musical performers,) 'the, six classes of poems:--the Făng; the Fû; the Pî; the Hsing; the Yâ; and the Sung.' That the collection of the Shih, as it now is, existed so early as the date assigned to the Official Book could not be; but we find the same account of it given in the so-called Confucian Preface. The Făng, the Yâ, and the Sung are the four Parts of the classic described in the preceding paragraph, the Yâ embracing both the Minor and Major Odes of the Kingdom. But what were the Fû, the Pî, and the Hsing? We might suppose that they were the names of three other distinct Parts or Books. But they were not so. Pieces so discriminated are found in all the four Parts, though there are more of them in the first two than in the others.

The Fû may be described as Narrative pieces, in which the writers tell what they have to say in a simple, straightforward manner, without any hidden meaning reserved in the mind. The metaphor and other figures of speech enter into their composition as freely as in descriptive poems in any other language.

The Pî are Metaphorical pieces, in which the poet has under his language a different meaning from what it expresses,--a meaning which there should be nothing in that language to indicate. Such a piece may be compared to the Æsopic fable; but, while it is the object of the fable to inculcate the virtues of morality and prudence, an historical interpretation has to be sought for the metaphorical pieces of the Shih. Generally, moreover, the moral of the fable is subjoined to it, which is never done. in the case of these pieces.

The Hsing have been called Allusive pieces. They are very remarkable, and more numerous than the metaphorical. They often commence with a couple of lines which are repeated without change, or with slight rhythmical changes, in all the stanzas. In other pieces different stanzas have allusive lines peculiar to themselves. Those lines are descriptive, for the most part, of some object or circumstance in the animal or vegetable world, and after them the poet proceeds to his proper subject. Generally, the allusive lines convey a meaning harmonizing with those which follow, where an English poet would begin the verses with Like or As. They are really metaphorical, but the difference between an allusive and a metaphorical piece is this,--that in the former the writer proceeds to state the theme which his mind is occupied with, while no such intimation is given in the latter. Occasionally, it is difficult, not to say impossible, to discover the metaphorical idea in the allusive lines, and then we can only deal with them as a sort of refrain.

In leaving this subject, it is only necessary to say further that the allusive, the metaphorical, and the narrative elements sometimes all occur in the same piece.
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1. Sze-mâKhien, in his memoir of Confucius, says:--'The old poems amounted to more than 3000. Confucius removed those which were only repetitions of others, and selected those which would be serviceable for the inculcation of propriety and righteousness. Ascending as high as Hsieh and Hâu-kî, and descending through the prosperous eras of Yin and Kâu to the times of decadence under kings Yû and Lî, he selected in all 305 pieces, which he sang over to his lute, to bring them into accordance with the musical style of the Shâo, the Wû, the Yâ, and the Făng.'

In the History of the Classical Books in the Records of the Sui Dynasty (A.D.589 to 618), it is said:--'When royal benign rule ceased, and poems were no more collected,Kih, the Grand Music-Master of Lû, arranged in order those that were existing, and made a copy of them. Then Confucius expurgated them; and going up to the Shang dynasty, and coming down to the state of Lû, he compiled altogether 300 pieces.'

Kû Hsî, whose own standard work on the Shih appeared in A.D. 1178, declined to express himself positively on the expurgation of the odes, but summed up his view of what Confucius did for them in the following words:--'Royal methods had ceased, and poems were no more collected. Those which were extant were full of errors, and wanting in arrangement. When Confucius returned from Wei to Lû, he brought with him the odes that he had gotten in other states, and digested them, along with those that were to be found in Lû, into a collection of 300 pieces.'

I have not been able to find evidence sustaining these representations, and must adopt the view that, before the birth of Confucius, the Book of Poetry existed, substantially the same as it was at his death, and that while he may have somewhat altered the arrangement of its Books and pieces, the service which he rendered to it was not that of compilation, but the impulse to study it which he communicated to his disciples.

2. If we placeKhien's composition of the memoir of Confucius in B.C. 100, nearly four hundred years will have elapsed between the death of the sage and any statement to the effect that he expurgated previously existing poems, or compiled the. collection that we now have; and no writer in the interval affirmed or implied any such things. The further statement in the Sui Records about the Music-Master of Lû is also without any earlier confirmation. But independently of these considerations, there is ample evidence to prove, first, that the poems current before Confucius were not by any means so numerous asKhien says, and, secondly, that the collection of 300 pieces or thereabouts, digested under the same divisions as in the present classic, existed before the sage's time.

3. i. It would not be surprising, if, floating about and current among the people of China in the sixth century before our era, there had been more than 3000 pieces of poetry. The marvel is that such was not the case. But in the Narratives of the States, a work of theKâu dynasty, and ascribed by many to ȜoKhiû-ming, there occur quotations from thirty-one poems, made by statesmen and others, all anterior to Confucius; and of those poems there are not more than two which are not in the present classic. Even of those two, one is an ode of it quoted under another name. Further, in the ȜoKwan, certainly the work ofKhiû-ming, we have quotations from not fewer than 219 poems, of which only thirteen are not found in the classic. Thus of 250 poems current in China before the supposed compilation of the Shih, 236 are found in it, and only fourteen are absent. To use the words ofKâo Yî, a scholar of the present dynasty, 'If the poems existing in Confucius' time had been more than 3000, the quotations of poems now lost in these two works should have been ten times as numerous as the quotations from the 305 pieces said to have been preserved by him, whereas they are only between a twenty-first and twenty-second part of the existing pieces. This is sufficient to show thatKhien's statement is not worthy of credit.'

ii. Of the existence of the Book of Poetry before Confucius, digested in four Parts, and much in the same order as at present, there may be advanced the following proofs:--

First. There is the passage in the Official Book ofKâu, quoted and discussed in the last paragraph of the preceding chapter. We have in it a distinct reference to poems, many centuries before the sage, arranged and classified in the same way as those of the existing Shih. Our Shih, no doubt, was then in the process of formation.

Second. Lî the ninth piece of the sixth decade of the Shih, Part II, an ode assigned to the time of king Yû, B.C. 78, to 771, we. have the words,

'They sing the Yâ and the Nan,

  Dancing to their flutes without error.'

So early, therefore, as the eighth century B.C. there was a collection of poems, of which some bore the name of the Nan, which there is much reason to suppose were theKâu Nan and the Shâo Nan, forming the first two Books of the first Part of the present Shih; and of which others bore the name of the Yâ, being, probably, the earlier pieces that now compose a large portion of the second and third Parts.

Third. In the narratives of ȜoKhiû-ming, under the twenty-ninth year of duke Hsiang, B.C. 544, when Confucius was only seven or eight years old, we have an account of a visit to the court of Lû by an envoy from Wû, an eminent statesman of the time, and a man of great learning. We are told that as he wished to hear the music ofK
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