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WENTY years ago, in an essay entitled ‘“Changing Relation-

ships of Man and Animal in Shang and Chou Myths and
Art,” T made the following suggestion about the meaning of the
animal in Shang and Chou bronze art:

In the earlier period [of Shang and Chou], the mythological animal
served as a link between the world of man and the world of the
ancestors and the gods. . . . Divination in ancient China—that is,
communication with ancestors—was made through the bones of
animals, Ritual bronzes were used in connection with ancestor rites
and buried with dead lords who went to join their ancestors. It is
then completely fitting that these objects were decorated with
mythological animals, which served as agents between the world of
man and the world of gods and ancestors.?

The use of mythological animals as agents of communication in
decorations on ritual bronzes may be completely fitting, but this
phenomenon still requires a more thorough discussion than was
possible in that short essay. In the years since its appearance, numer-
ous articles have appeared in which Shang and Chou animal art is
discussed, but they furnish scant evidence that my hypothesis has
received much attention. In a recent book on Shang civilization

1 Bulletin of the Institute of Ethnology, Academia Sinica, 16 (1963}, 130-31.
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I mentioned the same thesis in passing,® but so far it has provoked
only an unenthusiastic response.? In the present paper I will attempt
to give the thesis a mare detailed treatment, since I am convinced
that it is capable of unlocking the secret of the animal design of the
Shang and Chou bronzes, and that this “secret””—if that is what it
was—holds the key to some important features of Shang and Chou
institutions and thought. David N. Keightley talks about the #‘go-
tY1¢h %% in this way, perhaps half in jest:

A colleague once asked me if I knew the significance of the £'a0-£"ich
“monster mask’ found on so many Shang bronzes. I did not. “If
you don’t understand the £'ag-t"i¢h," I was told, “you cannot under-
stand the Shang.” I still do not understand the t'as-'ieh; it is one of
the numerous enigmas which the inscriptions have not solved. Let
the #'g0-t’ieh serve as a salutary reminder of our ignorance and the
need for caution.*

I would not go as far as Keightley’s colleague: we ¢an understand
the Shang without understanding the t‘ao-tieh. But I also think
that we Aave understood the t‘go-t'ich for some time, insofar as
ancient iconography can ever be understood, and that this under-

standing serves to strengthen and amplify our knowledge about the
Shang in general. In fact, the t‘zo-i‘ieh and the oracle bones are two
important links of the same chain.

ANIMAL DESIGNS IN SHANG AND CHOU BRONZE ART

That the decorative art of Shang and Early Western Chou bronzes
is characterized by animal design is a fact commonly acknowledged
among students of Shang and Chou bronze art.® Developed forms

2 Shang Civtlization {(New Haven: Yale Univ. Press, 1980}, p. 209,

3 Max Laehr, “The Question of Content in the Decoration of Shang and Chou Bronzes,”
a paper presented at the Symposium on The Great Bronze Age of China, Metropolitan
Museum of Art, New York, June 2, 1980.

% Sourees of Shang History (Berkeley and Los Angeles: Univ. of California Press, 1978},
p. 147,

$ Cheng Te-k‘un, “Animals in Prehistoric and Shang China,” BMFEA, 35 (1963}, 129~
38; Li Chi, “Hunting Records, Faunistic Remains, and Decorative Patterns fram the
Archaeological Site of Anyang,” Kue-li T ai-wan Ta-hsiich k' ao-ku jen-lei hsiieh k'an (Bul-
letin of the Dapartment of Archasology and Anthropology, National Tajman University), Nos. 9-10
{1957), pp. 10-20.,
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of the animal design reached their height during the An-yang %k
phase of the Shang, but an earlier form of the animal mask, at least
the eyes and a facial outline, is already apparent on Middle Shang
bronzes, and it may even be related to some of the much earlier
decorative designs on black pottery and on jades in prehistoric
cultures of the eastern coast.* By Late Shang (An-yang) and early
Western Chou times, the animal design had become highly complex
and varied; the animal designs listed by Jung Keng %5 in his
Shang-Chou pi-ch't t'ung-k'ao WA KL E®E include: the t'ao-t'leh design,
the t‘ao-t*ich design composed of banana leaves, the k‘uet # design,
double-headed k‘uet, triangular k‘uet, dragon with two tails, curling
dragon, dragon, ¢tz #, rhinoceros, owl, hare, cicada, silkworm,
turtle, fish, bird, phoenix, elephant, deer, curling k‘uet, kuei in a leaf]
frog and algae design, and so on.” Among the common animals
scen on An-yang bronzes, there are, in addition, the following:
ox, water buffalo, sheep, tiger, bear, horse, and hoar (Li Chi, pp.
[2-15).

From the names of the animals enumerated ahove, one sees
clearly two kinds of animals in these designs. One consists of those
whose identity with real-world animals is apparent; these include the
rhinoceros, owl, hare, cicada, silkworm, turtle, fish, bird, elephant,
tiger, deer, frog, ox, water buffalo, sheep, bear, horse, and boar.
The other kind includes those whose real-world identity is not ap-
parent; these must be referred to by the mythological names found in
ancient texts. The following are particularly prominent (Figure 1):

A. T‘ao-t'ieh. The third-century B.c. book Li-shifi ch‘un-ch'iu
BEFK (in the chapter entitled “Hsien-shibh lan %358 refers to
“the t‘ao-t‘ieh, conspicuous on Chou [or Hsia, in another version]
dynasty ting W (-tripods), which has a head but is bodiless. It tries
to devour a man but before it can swallow him his own body is
destroyed. [This image was used] to illustrate the principle of just

% Hayashi Minao B 253k, “Chigoku kodai no jimemmon ¢ megutte (A B
i =T, Mygjiamu {Museum}, No, 301 (1976), pp. 17-28; Hayashi Minao, “Sen
Inshiki no gyokki bunka XN ESRIL,” Mygjiiame, No. 334 (1979), pp. 4+-16;
Wu Hung A, “Yi-tsu tsao-ch’i te yi-shih tiao-k'o —§EREIMERHA," Meishu
yanjiv ERFEFFE, | (1979), 64-70; Jessica Rawson, Ancient China: Art and Archaealogy
{London: The British Museum, 1980}, p. 78.

? ¥CHP Monograph. No. [7 (Peking: Harvard-Yenching Institute, 1941).



Fig. 1: Mythological animals in Shang bronze decorative designs. Tap row:
tao tish; second vow: fei-yi; third vow : Kuei; bottom row: lung (from Li Chi, see nn.
9 and 47).
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deserts.’’s Basing themselves on this description, traditional Chinese
antiquarians since the Northern Sung Dynasty (twelfth century)
have identified the mythicized animal mask commonly encountered
on Shang and Chou bronzes with the f‘ag-t‘eh. Under the category
of t‘ao-tieh, Jung Keng in his Shang-Chou yi-ch‘i t'ung-k‘ae mentioned
above listed the following categories of animal designs: animal head
with nose, eyes, open mouth, and heavy eyebrows; animal with bady
curling downward tail-like and feet next to the mouth; animal
with upright eyebrows; animal without body; animal with eyebrows,
nose, and mouth formed by square spirals; animal with knife forms
on the sides; animal with downward curling eyebrows; animal
with upward curling eyebrows; animal with square eyebrows, nose,
and a mouth filled with square spirals; animal without nose and with
square spirals between eyebrows and eyes; animal with body split
into two halves from head to tail, with the lower half curling up-
wards; animal composed of three rows of square spirals; amimal
composed of two rows of square spirals below and a third row of
knife forms on top; animal with a body in the shape of a knife in the
upper half and a row of hooks in the lower half; animal with torso
and a single leg together with upward curling tail.

B. Fe-y fEi&. As stated above, £'a0-£'ieh has been the name given
by antiquarians to animal designs whether or nat the body of the
animal is also depicted. The Shan-hai ching ¥ (The Classic of
Mountains and Seas) (compiled during the first millennium B.c.),
in its ‘“Pei-shan ching dkii#" chapter, describes ““a snake with one
head but two bodies, which is called fei-pi and which when seen
causes drought in the land.” Li Chi Z# suggests the use of the name
Jfei-yi for the animal design on bronzes that consists of an animal head
at the center in full face with two elongated bodies each extending
to one side.*

C. Kfuei. According to Shuo-wen 33 (compiled a.p. 100) k‘uei
is the name of a kind of “divine spirit, looking like a dragon with
a single foot.”” This beast is described in Shan-hat ching (““Ta-huang

& (Hangchow: Che-chiang shu-chi, 1901}, 16, “Hsien-shih lan,” p. 3.

3 Vin-hsii ch'u-t'u ch'ing-tung chia-hsing ch'l chih yen-chiv FERHEH AR 2 BT,
Ku-ch‘i-wu yen-chiu chuan-k'an No. 3, Archaeologia Sinica, NS, (Nankang: Academia
Sinica, 1968), pp. 69-70.
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tung ching XKHEH") as “looking like a bull, black, hornless, with
a single foot. When it enters into and emerges from the water, there
will he a windstorm. It shines like the sun and moon and its voice
sounds like thunder. ... The Yellow Emperor had captured one.
He used its skin to make a drum and beat the drum with the bone
of a thunder beast. The sound could be heard beyond five hundred
1. In Chuang Tzu HF (c.300 B.c.), in the “Ch‘iu shui #K”
chapter a k‘uer is quoted as talking to a hsiian %%, another divine
animal, perhaps a millipede, about his own jumping around with.
“a single foot.”” Traditionally, antiquarians use the name k‘ue:
to refer to the animal design that is the side profile of a mythological
(i.e., unidentifiable) animal with only a single visible leg, foot, or
claw. (The same design with twa or more legs, feet, or claws would
be called a lung #5.)

D. Lung. The most common mythical animal mentioned in
ancient texts is lung, or “dragon,” but precise description of its
morphology is lacking. Shuo-zwen describes it as “at the head of scaled
reptiles. It is sometimes dark, sometimes bright; sometimes small,
sometimes hig; sometimes short, sometimes long. It ascends to heaven
at the spring solstice, and dives into the water at the autumn
solstice.” Wen I-to f—%, in a treatise discussing such concepts as
“the intertwined lung” or “‘the pair of lung,” gives the following
description:

the fung resembles a horse, so that the horse is sometimes referred to as the fung.
Sometimes the lung resembles a dog, which is thus also called lung. . . . In addition,
a kind of lung with scales resembles the fish, a kind with wings resembles the bird,
and a kind with horns resembles the deer. As to the various kinds of reptiles that
are often confused with the fung, they need not even be mentioned. '

Since the form of the lung is so flexible and varied, the antiquarians
have used the term very flexibly also: all animals on bronze designs
that cannot be identified with real-world animals, and also cannot
be referred to by the names of any of the other mythological creatures
{such. as t‘ao-t'ieh, fei-yi, or k‘uei) are, thus, lung or dragons.

E. Chu. The ch'iz is apparently a special kind of lung. It is a
lung with. horns according to Shuo-wen but it is a fung without horns

1 “Fu hsi k'ao {R$#," in Shen-hua yil shik jRZEERES (Peking: Chung-hua, 1956}, p. 25,
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according to the commentary of Wang Yi Fi# (early second century)
on “Li sao BEE.”

These (and other) names for mythical animals are found in
ancient texts, and modern scholars have adopted them to label
specific animal designs on Shang and Chou bronzes. Have they
applied the names correctly ? If a Shang or Chou man were to read
our antiquarian works would they have recognized these names and
approved their usage? These are unanswerable questions.

But the following facts are firm as far as the animal designs on
Shang and Chou branze art are concerned. One, these designs occur
in large numbers and constitute the majority of decorative designs
in Shang and early Western Chou bronze art. Two, they include
a large variety of animals, both those that can be identified with real
world animals and those that can only be described with names of
mythological animals in ancient texts. In addition, two other
characteristics must be mentioned in connection with the Shang
and early Western Chou animal art:

l. The animal designs on Shang and Chou bronzes often—
though far from always—occur in pairs and are placed on the surface
of the object in a symmetrical arrangement. The basic component
of a bronze decor is a band of animal designs that circles the vessel.
The band is divided into units by flanges, each unit being filled with
an animal in profile. When the head of the animal profile is pointed
toward the left, the animal profile in the adjoining unit on the left
is often pointed toward the right, resulting in the joining together
of two side views of the animal head separated by the flange at the
center. Viewed from the center line, the two animal profiles may be
described either as a single animal split into two halves each spread-
ing sideways or as two animals joined together along the median line
of the face. Thus, the f‘ao-t‘teh and the fei-yi can both be looked at
either as two animals joined together or as a single animal split
apart. This point will be discussed later.

2. On asmall number of Shang and possibly early Western Chou
bronzes both human and animal figures occur together. The best
known of these are the pair of yu g7 in the Sumitomo** and the Musée

U Umehara Sueji REEFHS, Shinshi sen'ofu seishs IEREBIEE (The Collection of Ol
Bronzes of Sumitomo), 2 vols., rev. ed. (Kyoto: Sen’oku Museum, 1971}, pp. 62-68,
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Cermuschi*? collections. A little man is depicted on the yu as hugging
a tiger-like animal, and his head is placed under the open mouth
af the animal. In addition, the man-beast theme is seen on a bronze
kuang #%** and a bronze knife in the collection of the Freer Gallery
of Art, Washington, D.C.;** on the handle of a square-fing found
in the 1930s in the eastern sector of the Shang royal cemetery in
An-yang;'* on the face of a bronze ax in the tomb of Shang’s Lady
Hao #&## at Hsiao-t‘un /i, An-yang, excavated in 1976;¢ and on
the surface of a bronze fsun & unearthed in Fu-nan E@§, Anhwei,
in 1957.27 Other than the fact that man and beast occur together,
these bronze artifacts share other features in their decor: the animals’
mouths are open and the human head is belaw or close to the mouth;
the human head or body is perpendicular to the axis of the animal
head or body; and the animal designs all appear to be depictions
of the tiger. Important variations also occur. A single animal is shown
with the man in the Kyoto, Paris, and Washington pieces, and the
three other pieces all feature two animal profiles facing each other,
with the human head sandwiched between their open jaws; on
some pieces for the human only a head is shown, whereas on the
other pieces the human figure is complete with a body; on the yu
pieces the human and the animal embrace, but on all other pieces
they are separate (Figure 2).

Any interpretive theory aiming to account for the meaning of the
animal design on Shang and Chou bronzes should explain all of the
above characteristics and not just some of them. In other words,
the issue of the animal design involves not a single question but a
series of questions: Why did the bronze makers of Shang and Chou
use animal designs on their decorations? What functions did these
designs serve in Shang ideology? Why was there such a variety?

12 Vadime Elisséefl, Bronzes archaiques chinois an Musée Cernuschi, 1 (Paris: L'Asiatheque,
1977, 120-31.

1 John A. Pope, et al, Freer Chinese Bronzes, 1 (Washington, D.C.: Freer Gallery of Art,
1967), No. 45.

14 According to phatographs taken by the author,

1% Ch'en Meng-chia B3z, “Yin tai t‘ung-ch'i BRCHS%." Kaogu xucbeo EEHEEH,
No. 7 {(1954), pp. 15-59.

18 “An-yang Yin-bsii wu-hao mu ti fa-chueh Ze[BEbth FoRBAITHRE," Kaogu xueho
(1977), No. 2, PL. 13; 2.

17 Ko Chieh-p'ing B 48, “Anhwei Fu-nan fa-hsien Yin-Shang Shlh-(ﬂ.l te ch'ing-t‘ung-

ch'i FH R TR AL A A TGRSR, W (1959), No. 1, inside cover,



Fig. 2: Man-and-Beast motif in Shang bronze art. [. Freer knife (from Hentze,
see n. 41). 2. Sumitomo yu (from Hentze). 3. Freer kuang (from Chang, Archasology
of Ancient China [New Haven: Yale Univ. Press 1977], Fig. 182). 4. Fu-nan sun
(from Douglas Fraser, “Early Chinese artstic influence in Melanesia?” in
Early Chinese Art and Its Possible Influence in the Pacific Basin, ed. N. Barnard [New
York: Intercultural Arts Press, 1972], p. 646). 5. Fu Hao tomb ax (redrawn
from report in n. 16 by Wu Hung). 6. Ssu Mu Wu ting (from Li Chi, The Begin-
nings of Chinese Civilization [Seattle: Univ. of Washington Press, [967], PL 1).
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Why do they often appear in pairs? Why do they sometimes occur
together with humans? Why do man and beast adopt the distinctive
formal interrelationship characterized above?

THE MEANING OF THE ANIMAL DESIGN

Is there “meaning™ in the animal designs on Shang and Chou
bronzes? By this I refer to the iconographic meaning invested in the
animal forms by the Shang and Chou artists. Most students of ancient
Chinese bronzes believe that there is such meaning, and past
studies—too many to be enumerated here—have pointed either to
familiar “totems’ or to mythical deities that are represented by
specific animals, but these efforts have suffered from a lack of
contemporary documents linking specific designs with specific
“totems’ or deities. On the other hand, a minority opinion {with
forceful advocates) holds that the animal had developed out of
geometric forms, as an afterthought, as it were, and therefore has no
meaning. The most often quoted lines advacating such a position
are those of my senior colleague at Harvard, Max Loe¢hr:

If the ornaments on Shang bronzes came into being as sheer design, form based
on form alone, configurations without reference to reality or, at best, with dubious
allusions to reality, then, we are almost forced to conclude, they cannot have
had any ascertainable meaning—religious, cosmological, or mythological-—
meaning, at any rate, of an established, literary kind. Quite possibly these orna-
ments were iconographically meaningless, or meaningful only as pure form—like
musical forms and therefore unlike literary definitions,1®

The contrasting positions are clear, and a resolution easily suggests
itself. T believe we may approach this from two directions simulta-
neously. On the one hand, we should be able to ascertain the
historical sequence of the development of the animal designs to see
if indeed geometric form alone has temporal precedence. On the
other hand, we can propose an iconographic theory that is con-
vincingly based on facts. On the first point, we shall simply and
straightforwardly state that zoomorphic decorative designs not only
occurred as early as the earliest-known decorative designs on ancient
Chinese bronzes, but may even be traceable to the neolithic period,

18 Max Loehr, Ritual Vessels of Bronze Age Ching (New York: The Asia Society, 1968},
p. 13.
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as mentioned earlier. Here we will concentrate on the second point,
namely to present a theory of meaning that scholars may be rea-
sonably expected to find convincing. Such a theory should result
from a simple and straightforward reading of the textual and
archaeological facts, and it should take care of all the characteristic
features of the animal design enumerated above. I believe such a
theory exists.

In fact, explanations of the meaning of both the bronze ritual vessel
and their animal decoration are furnished by the ancient Chinese
themselves in pre-Ch'in texts. In the “Ch‘u Yi 25" section of
Kuo-yii @58 (Narrative of the Stales, fourth century B.c. with later
additions), King Chao of Ch'u 8T (515-489), puzzled by the
Shu-ching E#’s statement about the separating of Heaven from
Earth, is quoted as having asked his minister: “If it had not been
thus, would the people have been able to ascend to Heaven?” To
which the minister Kuan She Fu 8##&, after answering in the
negative, supplies his own metaphorical explanation. The first part
of his explanation as summarized by Derk Bodde follows:

Anciently, men and spirits did not intermingle. At that time there were certain
persons who were so perspicacious, single-minded, and reverential that their
understanding enabled them to make meaningful collarion of what lies above and
below, and their insight to illumine what is distant and profound. Therefore the
spirits would descend into them. The possessors of such powers were, if men, calied
ksi B (shamans), and, if women, wu f& (shamanesses). 1t is they wha supervised
the positions of the spirits ar the ceremonies, sacrificed to them, and otherwise
handled religious matters. As a consequence, the spheres of the divine and the
profane were kept distinct. The spirits sent down blessings on the people, and
accepted from them their offerings. There were no natural calamities.1?

The Chinese original of this passage used two words, 2 # (animal
offerings), and ¢l 8 (ritual vessels), in such a way as to make it
clear that the shamans and shamanesses were instrumental in the
communication between Heaven and Farth, or between the ancestral
spirits and other deities and the living people, and also that both
the vessels and the wu-animal offerings were a part of the parapher-
nalia essential for the performance of the Heaven-Earth communicat-
ing service.

¢ Bodde, “Myths of Ancient China,” in Mythologies of the Ancient Warld, ed. Samuel
N. Kramer (New Yark: Daubleday, 1961}, p. 390,
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If the bronze ritual vessels were invested with a purpose such
as helping in the ritual of bringing the dead and the living together,
might not the animal designs on them be an essential part of the
paraphernalia? This question has been clearly answered in Tso
chuen #c48, third year of Duke Hsuan H# (606 B.c.). In that year,
the King Chuang #E of Ch'u went on a military expedition against
the Jung tribe of Lu-hun [##EZH. When he reached the Lo #
River he halted to view his troops near the Chou capital. King
Ting ®E of Chou sent Wang-sun Man EFH# to cordially receive
the King of Ch‘n, who, impudently, asked Wang-sun about the size
and the weight of the ting-tripod, the royal symbol. Wang-sun
Man’s pointed reply began as follows:

Ting-tripads do not matter, virtue does. In the past when the Hsia Dynasty was
distinguished for its virtue, the distant regions put into pictures their distinctive
wy ¥, and the nine pastors sent in the metal of their provinces, The ting-tripods
were cast, with representations on them of those wu. All the wu were represented,
and [instructions were given] of the preparations to be made in reference to them,
so that the people might know [the distinctions] between the helping and the
harming spirits. Thus the people when they went among the rivers, marshes, hills,
and forests, did not meet with the injurions things, and the hillspirits, monstrous
things, and water-sprites, did not meet with them. [to do them injury]. Hereby
a harmony was secured between the high and the low [or the Heaven and the
Earth], and all enjoyed the blessings of Heaven,2®

This passage has been interpreted variously,? but the above transla-
tion represents a very simplified and straightforward literal inter-
pretation. To paraphrase it, it means that the Hsia cast the bronze
tripods and put the images of the wu on them so that living people
would realize which animals were helping people to cross from
Earth to Heaven and which animals were not helpful or were even
harmful. Thus, Wang-sun Man as much as told us that among the
animals are some which are capable of helping the shamans and the
shamanesses in their task of communicating between Heaven and
Earth, and that the images of these animals were cast on ancient
bronze ritual vessels. This was a relevant point in Wang-sun Man’s

20 Based on the translation by James Legpe, The Chun Ts'sw, with the Tso Chuen, Vol. V
of The Chinese Classics (Oxford: Clarendon Press, 1872), p. 293.

21 E.g., Chiang Shag-yuan JL#EIR, Chung-kuo ku-tai li-hsing chik yen-chiv AR URITZ
WFFE (1935, rpt. Taipei: Shangwu, 1966).
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reply to the King of Ch'u because he concluded by saying that the
King of Chou was still very much in touch with Heaven!

The key word in the T'so chuan passage is wu #7, which is translated,
not as “objects,” but as “animal offerings’ or “animals to help in
Heaven-Earth crossings.” This reading is based on two facts. First,
on the ancient vessels themselves we see no “objects’” but animal
images, which have to be the “representations on them of those w”
referred to in Tse chuan. Second, the passage made it clear that the
purpose of the casting of tripods with wu images on them is such
that “‘a harmony was secured between the Heaven and the Earth
and all enjoyed the blessing of Heaven,”” which conforms completely
with the statement of Kuo-pi discussed earlier concerning the
function of the bronze vessels. If the bronze ritual vessels were a
part of the shamanistic paraphernalia in the Heaven-Earth crossing
task, it should come as no surprise that images of animals who were
helpers in this task were cast on the vessels.

Can the word wu be used in this way? The word appears in Tso
chuan some five or six dozen times and was used in various ways
but “animals with power’ or “animal offerings” was the meaning
on many occasions. Under the entry for the tenth year of Duke
Ting %2 (500 B.C.) we read that “the armor of the Shu-sun Shih
HFEK are [decorated with] wu #.” According to what we know of
ancient armor, the decor could only be animal designs, not “objects.”’
Under the entry for the thirty-second year of Duke Chuang #&
(662 B.0.), is the following passage:

In autumn, in the seventh month, there was the descent of a spirit in Hsin 3.
King Huei FBE asked Kuo i, the historiographer of the Interior, the reason for
it, and he replied: “When a state is about to flourish, intelligent spirits descend
in it, to survey its virtue. When it is going to perish, spirits also descend in it, to
hehald its wickedness. . . .** The King then asked what should be done in the case
of this spirit, and Kuo replied, “Present to it its own proper wa 7, which are
those proper to the day on which it came.”#

The wu here is usually translated as “offerings,”” which varied
according to the spirits involved and the days in question. These
documentary data, recalling the passage in Kuo-yi, have enabled us
to understand that the sacrificial animals were the same ones which

22 Based on the translation by Tames Legge, p. 120,
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had the power to help the shamans and the shamanesses in their
communication task, and to make animal offerings was a concrete
means of achieving the communication between Heaven and
Earth, the dead and the living.?* We have, thus, come to the inevi-
table conclusion that the animal designs on Shang and Chou
bronzes are iconographically meaningful as the images of the various
animals that served as the helpers of shamans and shamanesses in
the task of Heaven-Earth, dead-living intercommunication.

Earlier, in connection with lung or dragon, we mentioned the
phrase “a pair of lung.” This appears repeatedly in Shan-hai ching,
where the term is invariably associated with agents bringing messages
back and forth between Heaven and Earth. In its “Ta-huang hsi
ching AFE®&"’ chapter we read about the well-known deed of Ch‘i
Bt (or K‘ai B}, the second sovereign of the Hsia Dynasty:

Beyond the sea in the southwest, south of the Red River, and west of the shifting
sands, a man wears two green snakes on his ears and rides on twa lung-dragons,
and his name is K'ai, the Lord of Hsia. K‘ai ascended to Heaven three times to
have an audience [with God] and he descended with the [poems and songs]
“Chin-pien 7IE" and “Chiv-ko FLER.24

The same figure is seen also in the “Hai-wai hsi ching s @EE"
chapter, where he is again described as riding on two fung-dragons.
Clearly K'ai was a hero who brought heavenly music and poetry
down to our world, and in that role he was a shaman helped by two
snakes and two dragons.

These dragons and snakes were also standard equipment for the
god’s agents in the four directions (Figure 3):

East:  “In the east is Kou Mang #]¥, who has the body of a
bird and the face of a human, and rides on two fung-
dragons” (*Hai-wai tung ching™).

2 Cf. Fu Ssu-nien #}T4E, “Pa Chen P‘an chiin *Chun-ch'iu Kung shih yi yi T'ang
shue’ EEifeEFEIARATESR,” CYYY, 7, No. 2 (1938), 194-97. The character
wy B in the oracle inseriptions of the Shang has not been absolutely identified and is
sometimes canfused with the character & 8 for plow; see Li Hsiao-ting Z#7p, Chia-ku
wen-tzie chi shih FREILRER, Insticute of History and Philelogy, Academia Sinica,
Meonographs No. 50 (rpt, Taipei, 1970}, pp. 317-30.

2 See also the lines, “In the Nine Variations and Nine Songs of Ch'i/The house of Hsia
made revelry and knew no restraint,” in “Li sao™ (translated by David Hawkes, Ch'u
Tz'i: The Songs of the South, [Oxford: Oxford Univ. Press, 1959], p. 26).



Fig. 3: The Agents of the Four Directions in Skan-hai ching. Upper left, Kou-mang
of East; upper right, Ju-shou of West; lower left, Chusjung of South; lower right,
Yii-chiang of North, (From illustrations in Shan-hai ching ts‘un, 1895 ed.},
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West:  “In the west is Ju Shou E#, who wears a snake on his left
ear and rides on two lung-dragons” (*‘Hai-wali hsi ching”’).

South: “In the south is Chu Jung 7%@#, who has the body of a
beast but the face of a human, and rides on two lung-
dragons” (Hai-wai nan ching’).

North: “In the north is Yi Chiang #38, who has the face of a
human but the body of a bird, wears two green snakes on
his ears and two green snakes under his feet” [another
version: “with black body, hands and feet, riding on two
dragons”] (“Hai-wai pei ching”).

In his commentary to the Shan-hai ching, Kuo P‘u 388 (276-324)
said that Kou Mang had been sent by Shang Ti E#, the Supreme
God on High, to hring to Duke Mu of Ch'in £ 2 an extra nineteen
years of life; and that Ju Shou was the deity who served Ti Shao
Hao 7488, The dragons and the snakes presumably were related
to their role as God’s agents crossing between His world and the
Man's, It is to be noted that Skar-hai ching, in which references to
the lung-dragons appear frequently, has been characterized as
“a book for shamans in the ancient times.” 25 The only other book in
which the same reference to the two lung-dragons appears is CA‘u
tzw BE.* another late-Chou wvolume tied to the shamanistic
tradition.?? Such data on the role of dragons and snakes in the sha-
manistic task of ascension certainly support the view of the animal

% Yuan Hsing-p'ei B{TRE, “‘Shan-hai ching ch'u tan SEQE," Zhonghue wenshi
luncong PEETh 3% (1979) Na. 3, pp. 7-34.

%6 Also riding on two dragons was Ho Po f[{A, the God of the Yellow River. See the
poem “Ho Po,” in “Chiu-ko™:

I wander with you by the Nine Mouths of the river
When the storm wind rises and lashes up the waves,
I ride a water chariot with a canopy of lotus;

Two dragons draw it, hetween two water-serpents.

{Trans. David Hawkes, Ch'y Tz'#, p. 42). For additional details on He Po, see Wen
Ch*unp-yi 34—, “ ‘Chiu-ke’ chung Ho Po chih yen-chiv 3o f[{EZH R, Bulletin
of the Institute of Ethnology, Academia Sinica, No. 9 (1960}, pp. 139-62,

#7 See Ling Shun-sheng E#liz, “Tung-ku t‘u-wen yii Chu-tz'u ‘Chiu-ka’ $ZEECH
IEEE LR, Chung-yang yen-chiv yuan yuan k‘an (Annals of Academia Sinica), 1 (1954), 403—
417; Fujino [watomo HEEFEAL, Fukei bungaku ron WFwERzs (Tokyo: Daigaku Shoba
KEBEE, 1969); Chan Ping-leung, “Ch'y Tz'y and the Shamanism in Ancient Ching," Diss.
Ohio State Univ. 1974.
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design on the Shang and Chou bronzes also as agents between
man and the other world.

Even though ancient documents such as Kuo-yii, Tso chuan, Shan-hai
ching, and Ch'u iz°u date from late Chou Dynasty, they are generally
taken rather seriously as texts containing some facts from Shang
and earlier Chou histories, and the religious and cosmological
concepts found in them should include some continuities from earlier
periods in any event. Insofar as the shamanistic task of crossing
worlds and the role of animal helpers are concerned, they are found
in oracle-bone inscriptions of the Shang. The oracles themselves
were, in fact, taken through the bones of animals, which were truly
instruments of the Heaven-Earth communication. In addition,
Shang Ti or Ti, Supreme God on High, is shown to be served by
a number of officials, including ‘“the messenger phoenix.”?® The
animal images on the Shang and Chou bronzes thus provide their
direct documentation.

Modern ethnography shows that all these reconstructed or
speculated roles for vessels and for animals indeed exist in societies
with shamanism which ethnographers have been able to observe.
As Mircea Eliade pointed out,

the shamans also have divinites peculiar to them, unknown to the rest of the
people, and to whom they alone offer sacrifices. . . . The majority of these familiar
and helping spirits have animal forms. Thus among the Siberians and the Altaians
they can appear in the form of bears, wolves, stags, hares, all kinds of birds
{especially the goose, eagle, owl, crow, etc.}, of great worms, hut also phantoms,
wood spirits, earth spirits, hearth spirits, and so an.?®

As pointed out by scholars and their shamanistic informants,

the shaman’s power rests in his ability to throw himself into a trance at will. . . .
The drum and dance simultaneously elevate his spirit and conjure to him his
familiars—the beasts and birds, invisible to others, that have supplied him with
his power and assist him in his flight. And it is while in his trance of rapture that
he performs his miraculous deeds. While in his trance be is flying as a bird co the
upper world, or descending as a reindeer, bull or bear to the world beneath.20

3 Ch'en Meng-chia, Vin-hsii pu-tz'u trung-shu feil bR (Peking: K'a-hsiieh, 1956),
p- 572.

2 Shamanism: Archaic Techniques of Eestasy (Princeton: Princeton Univ. Press, 1964),
pp- 88-89.

3 Joseph Camphell, The Masks of God: Primitine Mythology (New York: Viking Press,
1459), p. 257,
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One of the common ways of summoning the shaman’s animal
familiars is to offer such animals for sacrifice, from whose bodies
the animal spirits are released and undertake their ascent (Figure 4).

Let us give an example here of a shaman’s use of the animal spirits
to lift him up and over such barriers that he may wish to cross.
A Nisan shamaness, a Manchu of Chinese Manchuria, was described
in a long narrative as being on a long journey. When she

reached the bank of the Red River . . . she loaked around [but] there was no boat
to ferry her across and she did not even see the shadow of a persan. Consequently
there was nothing else to do: she began to murmur, beseeching the spirit:

Eikuli yekuli Great eagie

Eikuli yekuli  circling the sky,

Eikuli yekuli  silver wagtail

Eifadi yekuli  circling the sea,

Eikuli yekuli  malicious snake

Eikul{ yefuli  slithering along the river bank,

Eikuli yekuli  eight pythons

Eikuli yekuli going along the Jan River—

Eikuli yekali Young lord, I myself

Eifuli yekuli want to cross

Eikuli yekuli  this river.

Eikuli yekuli  All yau spirits

Eikuli yekuli  lifting me, ferry me acrass,

Eikuli yekuli Hurry!

Fikuli yekuli  Reveal your power!

Eikuli yekuli
Then throwing her drum into the water the shaman herself stood on top of it,
and like a whirlwind she crossed the river in an instant.?!

Later at the end of the journey she reached the city she was heading
for. But the gates were closed. She again murmured her chants to
conjure up the great soaring bird, sandalwood kingfisher, oakwood
badger, nine snakes, eight pythons, small tiger, wolverine, golden
wagtail, silver wagtail, flying hawk, lead eagle, many-colored
eagle, and vultures. “When she finished, all the spirits rose up in
flight and became like clouds and fog” (ibid., p. 67).

These examples of modern accounts of shamanism by themselves
do not prove anything for the Shang and Chou Chinese three
thousand years ago, but by witnessing actual shamanistic activities

8 Margaret Nowak and Stephen Durrant, The Tale of the Niian Shamaness: A Manchy
Folfe Epic (Seattle: Univ. of Washington Press, 1977), pp. 62-63,
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and the roles of animal familiars in these activities, we are reassured
that what the ancient Chinese told us and what we have recon-
structed on the basis of archaeological and textual evidence are
actually workable systems in human society.

These examples also show us that these animal familiars are no
other than the common animals which the shamans and their people
know from in everyday life. As Li Chi pointed out, “[the] majority
of the animal patterns employed by the decorative artists of this
period, whether carving a stone, casting a bronze, inlaying a wooden
article, moulding a clay object, polishing a piece of jade, had
ariginally an indigenous and naturalistic background.”?? The animals
he has named as providing decorative motifs for Shang art include
the deer, ox, buffalo, goat, sheep, antelope, rhinoceros, elephant,
bear, horse, tiger, boar, and birds, reptiles, insects, amphibians,
fishes, and worms. Probably they all served as shaman’s helpers and,
if the above discussion carries merit, they served for sacrificial
purposes. As to the mythological animals such as t'ao-t‘ieh, fei-yi,
k‘uet, and lung, they were surely not real-world animals, but appar-
ently they were transformed from naturalistic prototypes of the ox,
sheep, tiger, and reptiles. Again as Li Chi has pointed out,

the inlaying technique . . . Tnust have given the artists, when manipulating these
mechanically cut units of shelis, a sense of freedom never enjoyed by the waod-
carvers who had only stumps of wooden timber to deal with. It must be especially
true, when the inlaying technicians were faced with the problem as how to
delineate a plastic object on 2 flat background. Their solution was to split a
tri-dimensional animal body into two equal halves and arrange the split umits in
the mast symmetrical fashion on the plane of a two-dimensional decorative field.
The success of this new arrangement created in the mind of these artists a sense
of freedom that led them to indulge their imagination further in this direction;
they started to manipulate the different parts of the whole body after this fashian
and began to take liberty to transplant the part of the body of one animal on that
of the other and vice versa, or exaggerate one part of the animal at the expense
of the ather part; such imaginative wanderlust was restricted only by the boundary
of the decorative field. The decarative artists must have heen perfectly delighted
with this new sensze of freedam; and soon, the sculptors, the potters, the jade
carvers, and the bronze founders all followed suit, 8o the tiger’s head may be
attached to 2 simian body, and a pair of harns may be planted on a human
skull. . . . Nevertheless, it is important to observe, the elementary materials with,

2 Li Chi, “Hunting Recards . . .," p. 12,
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which these artists worked were all taken from their direct contact with the
physical world.?*

BRISCUSSION OF OTHER FEATURES OF THE ANIMAL DESIGN

Earlier we described two other characteristic features of the
Shang and Chou animal design—that animals often appear in pairs
arranged symmetrically on the surface of the object, and that
humans occasionally appear with animals in a distinctive relation-
ship. Can the above hypothesis concerning the meaning of the animal
also explain these additional features?

Let us begin with the man-beast relationship. One of the earliest
references to this theme in ancient Chinese bronze art was made
in 1908 by Lo Chen-yi ##EXE in describing the Sumitomo piece as
“a beast that has grabbed a man and acts as if to devour him."’s+
Jung Keng refers to it as the t‘ao-t‘teh shih jen yu B & NH, or “the
yu wine goblet with a ¢‘as-1‘teh devouring a human” decor,’® a term
that seems to have stuck among Chinese antiquarians. The term has
to be based on the reading of the man-beast relationship as one of
antagonism or worse, which 1s, of course, consistent with the role
assigned to the t'‘ao-t'ich in Li-shih ch'un-ch'iu about its shil jen f A
or “‘devouring humans,’”2*

A closer look at the seven man-beast objects we have, however,
discloses no convincing evidence that a devouring act is being
depicted. On the Sumitomo and Cernuschi yu-vessels the man is
shown hugging the beast, his feet firmly planted on the beast’s hind
feet, and the Fu-nan and An-yang pieces depict a frontal human
face wedged between the gaping mouths of the beasts but not within
them. We certainly should seek alternative interpretations for the
gaping beast’s mouth and for the placement of the human head
beneath or beside it.

Attention must first be directed to the fact that the man-at-the-

3 Ibid., p. 16. Cf. T‘an Tan-chimg AR, “T‘ao-tich wen te kou-ch'eng SRL4Y
Bk, CYYY, chi-kan wai-pien (Special No.), 4 (1960), p. 274.

2 Yung-lu jih cha (B8 A fL, in Chi-ching Kan tc'ung-Ean HHREET (1937), t5¢ 9, p. 4.
3 Jung Keng, pp. 419-420.

3 As pointed out hy Tung Tso-pin, “T‘ac-t‘ieh shih jen yu 5888 fx A g5, Ta-lu teg-chih
ARk, 9 (1954), 35,
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gaping-mouth-of-beast motif occurs widely throughout the world.
As Nelson Wu has stated,

One common idiom in religious art is the motif of the serpent, an animal associated
with water and hibernation. Frequently a composite animal form is employed for
this purpose, and the mystical makara [of India] is the most commonly found.
These notions may be behind the carving of the Sarpa Gumpha (Serpent Cave)
at Udayagiri whose entrance is underneath the cobra hood of the naga motif.
Nearhy is the Bagh ({Tiger) Gumpha, which is entered through the wide open
moitth of the heast. Similar usage in separating one world from another is common
in other cultures. Temple xxu in Copan, Honduras, with its serpent entrance way,
and the £’go-t"ish motif of Chinese bronzes are other examples half a world apart.®

The view that the gaping mouth of the beast may be an archetypal
symbol to separate one world (such as death) from another (such
as life) provides a workable hypothesis for our use here, for we look
at the animal precisely as the shaman’s helper in the crossing from
one world to another. In that event, the human depicted could be
no other than our shaman who is shown being helped in his crossing
task.?® The gaping mouth could be an archetypal motif traceable
to man’s palaeolithic past, but in the immediate context of Ancient
China it could also signify the animal’s breath, which the ancient
Chinese believed to bring forth wind, and wind was another essential
instrument in the Heaven-Earth communication.

Shan-hai ching again furnishes relevant information with regard to
the placement of beasts on both sides of the human head and to the
origin of wind in the animal’'s breath. The reference to the wearing
of snakes on either one ear or on both ears of the shaman is seen in
Shan-hai ching on many occasions (see under “Hai-wai hsi ching,”
“Hai-wal pei ching,” ‘“Hai-wai tung ching,”” “Ta-huang tung
ching,”’ “Ta-huang nan ching,’”” “Ta-huang hsi ching,” and “Ta-
huang pei ching”). A most interesting deity (or shaman) is one
referred to in “Ta-huang nan ching’ as Pu T‘ing Hu Yi REHS,
who wears snakes on both ears, has snakes at each foot, and has a

3

37 Nelson 1. Wu, Chinese and Indian Architecture (New York: George Braziller, 1963}, p. 25.
3 Nat ta be confused with the idea that the t‘go-t*iek represents the shamanistic mask,
althaugh our shamans could very well have worn ¢*as-t'ieh shaped masks, See Jardan
Paper, “The Meaning of the T'ao-T'ich,” Histaty of Religions, 18 (1978), 18-41; Carl
Hentze, “Eine Schamanentracht in ihrer Bedeutung fiir die Altchinesische Kunst,™
IPEK, 20 (1963), 55-61.



Fig. 4: Animal spirits ascending in rituals, as depicted by the Chukchee of Siberia.
Left: Autumn sacrifice to Sea Spirit. Sea Spirit and his wife are shown in upper,
right corner. Shamans are performing inside the tent, with ritual vessels on the
floar. On the left, animal spirits are ascending; one is a bird and another is a fox.
Right: A funerary rite. Sacrificial animals are shown being offered at right;
their spirits are going up to the residence of the death deity. The deceased is
shown knocking on his door. {From W. Bogoras, The Chukches, Memairs of the
American Museum of Natural History, Vol. 11 {1909), pp. 317, 530).

Fig. 5: Images of Pu Ting Hu Y {right) and Yin Yin Hu (left) in ““Ta-huang
nan ching,” of Shan-hai ching (from illustrations in Shan-hai ching ts*un, 1895 ed.).



SHANG AND CHOU ART 549

companion called Yin Yin Hu [®ET, who is the producer of wind
from his mouth (Figure 53). The derivation of wind from animal
hreath is described in connection with the mythical creature Chu-yin

B2 or Chu-lung 5.

The deity of Chung Mountain f@lf is called Chu Yin. When it opens its eyes
there is day, when it closes the eyes there is night; when it blows breath the winter
comes, and when it sucks in air the summer comes; it daes not drink, eat, or
breathe; when it does breathe there comes wind. Its bady is a thousand i long,
placed east of Wu-ch‘i 4EF, Its shape is that it has a human face and a snake body,
and its color is red. (‘“Hai-wai pel ching™)

This creature is probably the prototype of the later creator Pan Ku
#2#, who is described in Wiu-yun li-nien chi F3ER%EZ by Hsu Cheng
#3# (third century) as one “whose breath brings forth the wind and
the clouds.””%® As we have mentioned earlier, Shang oracle inscrip-
tions refer to the phoenix as God’s messenger, and a single character
designates both wind and phoenix in the Shang script. As the four
directions each have a special agent riding on two dragons (see above
pages 540—42), they also each have a wind.** The animals in the
bronze art may have produced wind out of their gaping mouths,
and the shamans were helped in their ascent by the wind. The
combination of the shamanistic image, his helping animals, and the
gaping mouth as the source of the lifting wind on one and the same
bronze vessel depicts the communicating act—or even causes that
act—in its most complete form.

Whatever the direct link is between the animal mouth and the
lifting wind, the placement of the human (possibly shamanistic}
head bhelow or beside the animal mouth only serves to suggest the
closeness (not the antagonism) of the man-beast relationship. As
pointed out by Wu and, much earlier, by Carl Hentze,** the man-
beast motif is prominently shared by the ancient arts of China and
of Mesoamerica. Among the ancient Aztecs, for example, every

3 Wu-yun li-nien chi, which is no longer extant, is quoted in Ma Su Egh, 7 shih 1250
{Chin-kuei P‘u-shih &EFHK ed., 1889), 1. 2.

4 Ch'en Pang-huai WFHE, Yin-fai she-hui shib-liao cheng-ts'un BRICTE & R RETE (Tien-
tsin: Jenmin, 1959}, entry under Ssu-fang feng ming (45 {4 .

1 Carl Hentze, Objeis rituels, crayances et dieux de la Ching antigue ot de U Amérique (Anvers:
De Sikkel, 1936); Die Sakralbronzen und ithre Bedeutung in den Fruehchinesischen Kulturen
{Antwerpen: De Sikkel, 1941) ; Bronzegerat, Kulthauten, Religion im sltesten China der Shang-
Zeit (Antwerpen: De Sikkel, 19513,
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child at birth was given an animal by a shaman, which would for
the rest of his life serve as his protector, helper, companion, or alter
ego.*? In ancient art the alter ego is often shown as an animal carried
on the person’s back or enveloping the human head under its open
mouth. In fact, the alter ego motif is circum-Pacific in its distribu-
tion.*® This does not necessarily mean that all alter ego motifs had
a single historic origin, but the situation in these ather cultures
furnishes useful hints insofar as an interpretation of the Chinese
case is concerned. To regard the man as shaman and the beast as
his helper is certainly a view consistent with the alter ego motif in
the other cases where the motif is prominent in art. Another useful
idea one can obtain from the New World situation has to do with
the apparent fact that all these Chinese beasts depicted with humans
are tigers. In the New World the jaguar is the alter ego for the
members of the highest class. In the Shang dynasty the kings are
sometimes called the highest shamans.t* Very possibly these man-
beast artifacts of China designate no less a shaman performing his
crassing act than the king himself or one of his close kinsmen.

Finally, we come to the symmetrical pairing of the animals in
Shang and Chou animal design, which is consistent with the textual
usage of fiang lung Wit or “‘a pair of dragons.” An interpretation of
this phenomenon depends on the formulation of an important
principle in the composition of the design. This involves the question
of whether the animal design on Shang and Chou bronzes with a
frontal view is the result of splitting a single animal into two halves
and then spreading the two halves laterally on a flat surface, or
the result of joining together two animal profiles at the center of the
face. The former is apparently the predominant view; H.G. Creel’s
speculation on this is among the earliest:

The peculiarity of the t'as-t'igh is that it represents the head of the animal as if it
were split in two, and the severed halves laid out on either side, being joined in
the middle an a line with the nose. ., . If we take the two halves together they

12 Maguyel Leon-Portilla, Aztec Thought and Culture (Norman: Univ. of Qklahoma Press,
1965).

43 Douglas Fraser, Early Chinese Art and the Pacific Basin: A Photographic Exhibition {New
York: Intercultural Arts Press, 1968).

# Ch'en Meng-chia, “Shang tai te shen-hua yi wu-shu BfCAIRNEE LA, YOHP,
20. 2 (1936), 532-576.
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give a perfectly good t’ae-t'ieh, seen from the front, with two eyes, two ears, two
horns, and the lawer jaw represented twice. But let the reader cover the right-hand
half of the picture with his hand. The left half is now a dragon seen from. the
side.®®

The “lower jaw’’ referred to here is more likely an extension of the
upper jaw, for the lower jaws of animals are rarely if at all depicted.
But the principle speculated upon here is consistent with the common
principle of splitting images in the wood carvings of the Northwest
coast Indians. ‘

The opposite view, however, is equally plausible, which sees the
t‘ao-t'ieh and the fei-yi as two animal profiles joined together at the
median axis of the face. Earlier we quoted Li Chi speculating on the
origination of the t‘ao-¢‘ieh face from the inlay art and the splitimages.
In later writings, Li Chi appeared to be inclining toward the
opposite sequence as at least another possibility. In his studies of
the decorative animal band seen on bronze ting-tripods from Hsiao-
t‘un s, An-yang, he arranged them into a sequence {which he
calls logical if not chronological) beginning with two independent
dragons facing each other and ending with a characteristic fei-yi
band of a single frontal face at the center (Figure 6).4?

The two views of the t'as-t'ieh and fei-yi origins do not have to be
mutually exclusive: both could have actually happened. If there is
to be a final answer it must be based on much additional archaeologi-
cal sequencing to demonstrate the actual chronology of the many
variations of the motif. But this issue of origin has considerable
relevance to Shang cosmology and some bearing on the meaning
of the animal design. Claude Lévi-Strauss, for example, seems to
see the technical requirements necessitated by the spreading out of
the three-dimensional animal head onte a two-dimensional flat
surface as the probable cause of the dualism in Shang cosmology.s®
A contrary view could easily be that the artistic dualism on Shang

8 Herrlee, G. Creel, The Birth of China (New York: Frederick Ungar, 1937), p. 115.

4 Creel, “On the Origins of the Manufacture and Decoration of Bronzes in the Shang
Period,” MS, 1 (1935), 64.

A7 LiChi, Yin-hsii ch'u-t*u ching-t ung ting-hsing ob'i chih yen-chin By + G2 K,
Ku-ch'i-wu yen-chiu chuan-k‘an, No. 4, Archacologia Sinica, {1970), pp. 81-82.

48 “Split representatian in the art of Asia and America,” in Structural Anthrapology (New
York: Basic Books, 1963}, pp. 24568,
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Fig. 6: A ““logical sequence,” from 1 to 8, of animal design development, as
illustrated from decorative band designs on ting-tripods of Shang from An-yang
{from Li Chi, see n. 47).
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bronzes is merely a component, a link, of a dualism that permeated
Shang institutions and Shang thought.

A number of dualistic phenomena can already be pointed to in
both archaeological and textual data pertaining to the Shang:
(1) The palace-temple foundatons of the Shang capital at Hsiao-t‘un
are shown to have a layout consisting of an eastern row and a
western row arranged along a north-south axis;** (2) the royal
cemetery of the Shang dynasty, where the eleven kings at the end
of the dynasty are believed to be buried, is divided into a western
sector of seven tomhs and an eastern sector of four tombs, separated
by a distance of more than a hundred meters;s® (8) the oracle
inscriptions were engraved on the turtle shells in such a way as to

lace “‘positive” inquiries on one side of the shell and “negative”
p P q &
inquiries on the oppaosite side of the shell;5* (4} the ritual institutions
of the Shang kings at An-yang, according to Tung Tso-pin #E{E&'s
studies of the oracle-bone inscriptions, belonged to two schools, the
Old School and the New School;5* and (5} according to Bernhard
Kalgren’s statistical studies the Shang bronze decorative motifs are
divided into A and B styles depending on their pattern of co-
occurrence on the same vessels,53

On the basis of these phenomena I proposed in a 1964 essay
that dualism is an important key to the study of Shang society and,
also, that the dualism of Shang institutions is likely closely related
to the division of the royal house into two halves.®* I have discussed
the latter issue, royal dualism, at some length elsewhere;%5 space
48 Tung Tso-pin, Chig-ku-hsiich fiu-shik nien FEEN-HE, ed. Yen I-pfing Bg—#f (Taipei:
Iwen, 19635}, p. 30.
8¢ Kao Ch'ii-hsiin F X458, “The Royal Cemetery of the Yin Dynasty at An-yang,”
Bulletin af the Depariment of Archacology and Anthropelogy, National Taivwan University (see 1.
5}, Nos. 13-14 (1959), pp. 1-9.

51 Chou Hung-hsiang FEHH, Pu-fz'u tui chen shu-li EER H3i#H (Hong Kong: Wanyu,
1969).

52 Tung Tso-pin, “Preface,” Yin-ksil wen-tzu By r=", Yi Pien 7§ (Institute of History
and Philology, Academia Sinica, 1948).

5 Bernhard Karlgren, “New Studies in Chinese Bronzes,” BMFEA, 9 (1937).

5 “Some Dualistic Phenomena in Shang Saciety,” JAS, 24 {1964), 45-61.

8 “Shang wang miao-hao hsin k'zao FEEREWEE," Bulletin of the Institute of Ethnology,
Academia Sinica 15 (1963), 65-94; “T‘an Wang Hal yi ¥i Yin te chi-jih ping tsai lun
Yin Shang wang-chih T HREFHEE D BEREF TS, ibid., 35 (1973), 111-27;
“Some Dualistic Phenomena ..."; “Tien Kan: A Key to the History of the Shang,”
in Studies in Early Civilization, ed. David Roy and T. H. Tsien {Hong Kong: Chinese
Univ. of Hong Kong, 1978), pp. 13-14.
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does not allow a full summary here, but a general description may
suffice. The royal family was, in this view, divided into ten groups,
named after the ten Heavenly Stems. These were ritual, political,
and endogamous units. The kingship was passed on among the ten
groups on a rotatory basis, but these groups were split into two major
divisions, one dominated by the stem-Yi group and the other
dominated by the stem-Ting group. The division of the royal family
suggests explanations for the spatial layouts of the palace-temple
complex at Hsiao-t‘un and the royal cemetery at Hsi-pei-kang, and
it may explain the alternation of the Old and New Schools of the
Shang rituals.

The question confronting us is not the Shang system of kingship,
which cannot be described adequately here, but whether or not the
hypothesis we have presented here can satisfactorily explain the
“two-dragon” principle of Shang and Chou art. My answer is yes,
precisely because of our understanding of the Shang kingship.
When the royal house was divided into two, the royal ancestors
were presumably arranged similarly in the other world. When the
shamans were to perform their crossing task in the service of the
royal family, they must take both halves of the royal house into
consideration, and a pair of animal helpers became logical instru-
ments. When the shamans were riding on “two dragons,” they in
fact, as it were, had their “feet in both boats,” attempting to achieve
an appropriate social and political balance corresponding to that in
the human world.





