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approach was a distinction between what may be labeled an "objec-
tively" and a subjectively designed version of the taxi tu .

Such late Ming approaches are best exemplified in the Tushu bian
I~ iW, a massive, encyclopedic collection of diagrams and writings
drawn from over two hundred earlier publications . 83 Zhang Huang
JAM (1527-1608) compiled the book between 1562 and 1585 in an
attempt to sort out the true Confucian illustrative materials from
those of Daoist and Buddhist provenance . Because of financial con-
straints, he never published his seven-thousand-page compendium ;
only after his death was one of his disciples able to afford the cost
of having the wood blocks carved, and the book could finally be
printed for the first time in 1613 .84

Zhang Huang included two images of the dynamically divided
circle surrounded by the xiantian trigrams . In one illustration the
circle is subjectively designed and the image is called "Ancient taxi
Diagram" (gu taxi to -6tMR) (fig . 19) ; in the other the circle is con-
structed with a sensitivity to geometric principles in order to match
more precisely the yin yang flux indicated by the trigrams (fig . 20) .
This latter image, which we shall discuss first, is called "Diagram
of the Trigrams Drawn Prior to Heaven" (xiantian huagua to ,'c-9~

4sn) . The circle here is divided into four sectors and the intertwining
yin and yang halves are aligned along the diagonals, resulting in a
sliding join rather than a hooked one as seen in the gu taxi to (fig .
19) .85 The quarters of the circle represent the four xiang, the second
stage in the binary exponential process which links yin and yang to
the eight trigrams . The four xiang are called greater or lesser yin and
yang respectively (cf . fig . 3) . But while this manipulation of the cir-
cle helped to clarify to some extent the joining of the two halves in
the center, the splitting of yin and yang is neither visually convinc-
ing, nor do the positions of the resulting four xiang appear to be
related to those of the trigrams. The sectors are merely superirn-

83 The first Western author to point out the Tusluc bian in connection with the history of
the taxi to was Joseph Needham : "The Institute's Symbol," in Biologist. Journal of the Institute
of Biology 24, (1977) : 71-72 .

84 Goodrich and Fang, Dictionary of Ming Biography, vol . 1 :83 .
es The bad quality of the print is due to a flaw in the 1613 printing block-a wide scratch

near the trigram kan on the right . The same flaws seen in the, Columbia University version
also appear in the copy reprinted in 1971 by Chengwen chubanshe in Taipei .
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Fig . 19 . "Ancient 7hiji Diagram," from Zhang Huang, Tusluu hian (1623), 1 : Ia . Courtesy of
C.V. Starr East Asian Library, Columbia University .
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Fig . 20 . "Diagram of the Trigrams Drawn Prior to Heaven," from Zhang Huang, Tushu bian
(1623), 2 :5a . Courtesy of C .V . Starr East Asian Library, Columbia University .

THE TAIJI DIAGRAM'S HISTORY

posed over the circular design, and information about two f
must be conveyed textually .86 "

In seventeenth-century adaptations of this xiantian image the cen-
tral circle is sometimes divided by four lines into eight sectors (fig,
21) . These lines function as guides for creating two sine curves with
continuously decreasing radius, helping render the trigram code
more accurately in the curvilinear mode. In the example illustrated
here from 1688, the yin and yang halves join along the duiBert diag-
onal . 87 Eventually, as knowledge of Western geometry increased,
their outline would become a true sine curve that uses the gian-kun
or north-south axis as a guide for alignment . In a detailed article
explaining the astronomical and mathematical dimensions of circu-
lar taxi to Li Shicheng *4hffi, a Nanjing physics professor, has re-
cently presented the trigonometric decoding of this most accurate
diagram (fig . 22) . 88

Nowadays, one also finds the diagram with the central circle's
dividing curve simply constructed from semi-circles . Howeveri this
construction is geometrically unrelated to the xiantian trigrams,
because the curve does not continually decrease in radius .89 While
this design has appeared in decorative contexts since the seventeenth
century, its use as a literary diagram is more recent . It has mainly
been employed by twentieth-century Western scholars such as
Marcel Granet (1884-1940) to explain Chinese cosmological thought
(fig. 23) . In China, its diagrammatic use is a phenomenon of the
late twentieth century : it occurs mostly in connection with the prac-
tice of qigong RrcM arid traditional Chinese medicine .90

	

of
sa Zhang Huang, Tushu bian (1623), 2 :5a . It is theoretically possible to recognize the four

xiang in the four design elements that make up the central circle : the two fish shapes and the
two central dots . But such an interpretation was apparently not yet envisioned around 1600 .
Even a hundred years later, Hu Wei still understands the central dots in relation to the tri-
grams li and kan and interprets them as the sun and the moon which had traditionally been
represented by these two trigrams, see Hu Wei, Yitu mingbian, p . 81 .

87 Published in the Yijing Lai zhu tujie, where it belonged to one of the additions :> Lai
Zhide's * 1Jf#' (1525-1604) original work entitled Zhouyi jizhu, first published in 1599 . See
note 7 .

s8 Li Shicheng $-1±ik, "Lun taiji to de xingcheng ji qi yu gu tianwen guancha de gua . xi"
Dongnan wenhua *A~`CTf; 85/86 (1991/3,4) :

17-19 .
s9 For examples, see C .A .S . Williams, Outlines of Chinese Symbolism and Art Motives (rpt . . of

third revised edition of 1941, Rutland : Tuttle, 1974), pp . 121, 150, 188 .
90 Li Shicheng mentions a 1990 publication by an agronomist and gigong adherent named
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Fig . 21 . "Diagram of the Trigrams Drawn Prior to Heaven," from Lai Zhide, Yying Laizhu

lujie (1688 ; rpt . Chengdu : Ba Shu shushc, 1988) .
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Fig . 22 . Geometrically constructed xiantian diagram, by Li Shicheng, 1990 . From 1))oiigaan
wenhua (1991 .3/4) : 18 .
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Fig . 23 . Ta ii Diagram, from Marcel Granct, La pensee chinoise (Paris : La Renaissance du
Livre, 1934), p . 280 .

It is significant that Zliang Huang placed the xiantian diagram
(fig. 20) only into the second Juan of his compendium, while he saw
the so-called "Ancient T'a yi Diagram" fit for the very beginning as
the appropriate first image (fig . 19) . The importance that latter
image had gained by the early seventeenth century as a universal
symbol of creation, as a primal tu, could hardly have been stated
more explicitly . In Zhang's "Ancient Ta ji Diagram" the trigrams
appear as small characters, dwarfed by a giant central circle with
sharply interlocking black and white halves . The trigrams are still
an essential part of the iconography of this image-relevant to main-
tain the directional positioning, the clockwise rotation, and the two
dots near the center of the to ji circle-but they are visually subor-
dinate . Moreover, the analytical rigor we saw in the depiction of
the xiantian diagram's central circle is here sacrificed in favor of a
blatantly subjective design . The prominent central circle empha-
sizes recognizability over mathematical exactness . As a result, it
subsumes the full load of associations of the entire diagram into one
self-explanatory pictorial symbol .

Three lengthy commentaries celebrate this image . Rather than
treating it like a diagram that is part of an argument, these texts

Han Yongxian 7*W as one of the first scholarly attempts in China to explain the geome-
try of the semi-circle-based design adhering to Neo-Confucian terminology . See Li Shicheng,
"Lun taiji to de xingcheng," 19-22 . For another example, see Wang Rongkui 1V 21 et al .
eds ., Zhouyi baodian JM%JN (Hohhot : Neimenggu daxue chubanshe, 1998), vol . 4 :3722 .
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discuss the image as a symbol, as an icon that can be interpreted
in manifold ways because it functions independently of text . It is
described as a symbol of the way to physical as well as moral per-
fection, as an abstraction of the principle workings of nature and
the beginning of all creation . It is also presented as a symbol for the
origin of culture, as an image that creates basic insights and thus
symbolizes all scholarly pursuit . Two hundred years earlier Zhao
Huiqian, in order to claim this image for the Confucian elite, had
to connect it to the Song literati's philosophical discourse with dia-
grams. By Zhang Huang's time, it could be separated from the tra-
dition of intellectual diagrams and be perceived as a timeless sym-
bol . There was no longer a need to explain its uncertain provenance
with theories of secret transmission . Rather, it was accepted as a
suggestive image which evokes, elucidates, and embodies .funda-
mental cosmological and moral ideas described in the Yjing and
later reinterpreted and popularized by Song philosophers . One of
the commentaries bluntly states that "it is unknown who painted
[this image], or under which dynasty this came about . Because it
has been circulating for a long time, it is known as the Ancient Taiji
Diagram. When looking at the opening passage of the Xici com-
mentary in the Yjing, this diagram and that text elucidate each
other. The passages in the Shuogua commentary `heaven and earth
determine the position' and the resulting intermingling are explained
by this picture ."91

u

The visual distinction in Zhang Huang's Tushu bian between the
subjective "Ancient Ta yi Diagram" and the objective xianhzm dia-
gram is paralleled by the differentiation of the origin of the two
images. The subjective circle is perceived as a popular symbol of
nclear provenance while the analytical circle is traced back as part

of the xiantian to to famous members of the Chinese intelligentsia .
Around 1600 scholars were thus increasingly aware of the popular
nature of this to ji circle and some, such as Zhang Huang, aitcmpteed
to separate it from traditional Confucian illustrative discourse by
treating it as a primary symbol rather than as a diagram . Others,
like Lai Zhide, felt the imprecision of this to ji to to be too unsa is-
factory and devised more rationally designed versions that kbeca~aae

° 1 ushu bian, 1 :4a .
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Fig . 24 . "Taxi River Diagram," from Lai Zhide, Laizhu Yijing tujie (1599 ; rpt. ., Zhanghua
Shi: Yichun chubanshe, 1969) .
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very influential in later Confucian discourse on cosmology (fig .
24) . 92

CONCLUSIONS

This paper set out to clarify the provenance of the taxi to by treat-
ing its two main components, the xiantian trigram circle and the taxi
circle with its interlocking yin and yang swirls, as separate pictorial
entities . This resulted in the following significant conclusions . The
xiantian trigram circle is not an ancient chart, as is often implied by
its association to Fuxi and the Yijing, but was conceived during the
Northern Song period as a result of cosmological and alchemical
speculations with numbers and trigrams . It was successfully ;; pro-
moted during the twelfth century by intellectuals of the Neo-Con-
fucian Daoxue school, most effectively Zhu Xi, whose writings se-
cured the ultimate acceptance of this trigram arrangement . There
is no evidence throughout the Song period that the circular xiantian
arrangement was in any way connected to a taxi circle with inter-
locking yin and yang swirls . The earliest known text that illustrates
a diagrammatic synthesis of these two entities is the Liushit befiyi, an
etymological treatise written in the 1370s, but apparently only avail-
able now in editions of the early sixteenth century . The book claims
that the actual, physical chart it illustrated dated from at least the
twelfth century and had passed secretly through the collections of
various noted Song and Yuan intellectuals ; the image itself, how-
ever, was understood as having been invented in archaic tires by
Fuxi . Thus a myth created during the twelfth century to promote
the xiantian trigram sequence was appropriated here for a more com-
plex diagram .

Ever since the taxi diagram first appeared in the early Ming
period, scholars discussed the yin yang circle not as a later 'addition
to the xiantian trigram circle, but as an intrinsic part of it . To Ming
and early Qing scholars the image simply presented the informa-
tion encoded by the trigrams in an alternative visual mode . A' look

195

s2 Lai Zhide, Yijing Lai zhu tujie (Chengdu : Ba Slut shushe, 1989), p . 484 ; Schutz, ."Lai
Chih-te," pp . 141-68 . Ironically, later interpreters of Lai's work did not make his clistinc-
Lion and hence included the taxi diagram into his book, see note 7 .
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at the pre-Ming history of the yin yang circle, however, reveals that
a diagrammatically abstract image with two swirls of complemen-
tary colors and two central dots had not gained any currency .
Circular designs with an implied yin yang symbolism nevertheless
existed before the fourteenth century as part of Buddhist or Daoist
cosmologies in the form of flaming spheres and atmospheric whirls
depicting concentrated, creative energy . Such representational cos-
mological imagery can be traced back to the ninth century, but it
seems to have gained wide recognition only by the thirteenth cen-
tury. These early designs should not be confused with the taxi cir-
cle used since the Ming period in diagrammatic discourse . They
should instead be considered as predecessors which paved the way
for the conception of a graphic, abstract taxi circle designed like the
images of swirling energy. The specific iconography of two anti-
thetical dots near the center and the contrasting colors of this circle
were determined by the positions of the surrounding xiantian tri-
grams . With the acceptance of the taxi diagram as part of the schol-
arly discourse on cosmology over the course of the Ming period
came the recognition of the dynamically divided circle as an iconic
symbol . Since the late Ming period design variations of this circle
have proliferated in contexts far beyond the confines of Confucian
ideology . Today, designs alluding to the taxi circle abound, while
their symbolism tends to be far removed from anything we en-
countered in Ming and early Qing writings . 93 Nevertheless, the
popularity of the design would be unthinkable without Ming dia-
grammatic discourse on cosmology that created and justified the
prototype .

93 For an assembly of illustrations of nineteenth and twentieth century uses of the design,
see Li Shicheng, "Lun taiji to de xingcheng," 9 .

The Bible as Chinese
Literature: Medhurst, Wang Tao,
and the Delegates' Version

PATRICK HANAN
Harvard University

I N China the nineteenth century was one of the great ages of trssns-
lation . Such ages may occur either when one culture tries to im-

press itself upon another or, more commonly, when a culture reaches
outside itself for new knowledge, and in nineteenth-century China
both processes were at work . As the West first impinged on China,
it was generally the Westerners who initiated the translation ; but
later it was more often the Chinese, through institutions like the
Jiangnan Arsenal and the Tongwen Guan (College of Foreign
Languages), as well as through individuals . But no matter who ini-
tiated it, the translation was almost always the work of at least' two
people, one more familiar with the Western language, the other
more skilled in Chinese composition . Such dual or multiple tians-
lation could take a variety of forms, depending on how well each
translator knew the other's language as well as on the nature of their
relationship .

By far the greatest such enterprise of the century, one initiated
by Westerners, was that of Bible translation. Despite the Bible's
challenges-its unparalleled diversity of voices, styles, and forms,
as well as a sphere of reference totally unfamiliar to the Chinese-
it drew a large number of translators and was rendered into a con-
siderable number of different versions . Both before and after their
publication, these versions were subjected to intense criticism . (It
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