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In June 2010 I participated in the Sixth International Conference of Daoist Studies at Loyola-Marymount University, Los Angeles (organized by Livia Kohn and Robin Wang). At the conference I presented a paper titled “The Upper and Lower Parts of the Zhouyi: An Enumeration of Contrasts,” in which I presented a contrastive view of the Zhouyi’s two parts. That paper was later published in Minima Sinicia, 2011, Vol.2, edited by Wolfgang Kubin of Bonn University. In the following pages I will present the main ideas of that paper in shorter, more straightforward form.

The text of the Yijing has come down to us in two parts called the “Upper Classic” and the “Lower Classic.” The bipartite division of the text dates back at least to when the Ten Wings were appended to the original Zhouyi material, making what we know as the Yijing. Some traditional commentators have remarked that the Upper Classic emphasizes the Way of Heaven and the Lower Classic emphasizes the Way of Mankind. For instance Zhang Huang in his Zhouyi xiangyi wrote, “At the head of the Lower Classic are Feeling and Endurance, in which husband and wife usher in the Way of Humankind.”
 The Qing writer Jin Shengtan, in his Tongzong yilun, also wrote about a contrast between Way of Heaven and Way of Mankind in the Yijing.
 Of course this characterization of the two parts is found much earlier, in the Yijing itself. The “Treatise on the Hexagram Sequence” introduces the Upper Classic by stating, “Once there are Heaven and Earth, there can be all living things.…” The treatise introduces the Lower Classic by stating, “Once there are Heaven and Earth, there can be a myriad beings; once there are a myriad beings, there can be male and female.” The passage goes on to enumerate human bonds and virtues which are particular to the Human Way. These mentions of contrasts piqued my interest, so I resolved to look for empirical reasons behind them: Why were the two parts characterized as having different emphases? Why are they divided in the received text?

In reading the Yijing I have found obvious differences between the two parts, but I have also found obvious symmetries. As a way of exploring structure and content of the Zhouyi, this paper will examine distinctions and symmetrical relations between upper and lower parts in terms of 1) trigram distribution; 2) word use; 3) hexagram sequence features; and 4) symbolic themes. This paper will demonstrate that different distribution of two trigram sets (Heaven, Earth, Water, Fire vs. Mountain, Marsh, Thunder, Wind) leads to different symbolic atmospheres in the two parts. I will further demonstrate that differences in word use and themes (particularly emphasis on loss, disappearance, threats to identity, and simulacra in the Lower Classic) are consistent with trigram-related differences in symbolic atmosphere. I will also attempt to give a tentative philosophical reading of the overall differences between the two halves.

I. Trigram Distribution

a.1. If we count up the distribution of two trigram sets 
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, 
[image: image4.png]


（Heaven, Earth, Water, Fire）and 
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 (Mountain, Marsh, Thunder, Wind), we will discover an interesting fact: the former set appears more in the Upper Classic, and the latter set appears more in the Lower Classic.(Fig. 1).
 This is especially true of Heaven and Earth trigrams 
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 and 
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, which appear 12 times each in the Upper Classic and 4 times each in the Lower Classic. This predominance stands in symmetrical relation with that of Marsh
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 and Wind
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, which appear 12 times each in the Lower Classic and only 4 times in the Upper Classic. The importance of Heaven and Earth in the Upper Classic in contrast with that of Mountain, Marsh, Thunder, and Wind in the Lower Classic has been pointed out by the contemporary Yijing scholar Li Shangxin.
 

2. When Heaven
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, Earth
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, Water
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 and Fire
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 are combined among themselves, they produce 16 hexagrams, 12 of which appear in the Upper Classic and 4 in the Lower Classic (ex. #13 Companions
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 and #7 Army
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). Conversely, when Mountain
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, Marsh
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, Thunder
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 and Wind
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 are combined among themselves they produce 16 hexagrams, 12 of which appear in the Lower Classic and 4 in the Upper Classic (ex. #31 Feeling
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 and #32 Endurance
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). This symmetry is remarkable because the Upper Classic has only 30 hexagrams, while the Lower Classic has 34 hexagrams. Despite a seeming imbalance between the two sections, a subtle symmetry is preserved. 

3. The Upper Classic begins with Qian
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 and Kun
[image: image26.png]


; it ends with #29 The Abysmal 
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 and #30 The Clinging
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. This gives a good indication of how important the Heaven
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, Earth
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, Water
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, Fire
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 set is in the Upper Classic. The Lower Classic begins with #31 Feeling
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 and #32 Endurance
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, which are composed respectively of Marsh
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 + Mountain
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 and Thunder
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 + Wind
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. This highlights the importance of the Mountain, Marsh, Thunder，Wind set in the Lower Classic.

b. The hexagram sequence is a pie which we can slice in more than one way. Another pair of trigram sets can also be used in analyzing distinctions between the Upper and Lower Classic. The set of Heaven
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, Thunder
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, Water
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 and Mountain
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 holds a majority in the Upper Classic; the set of Earth
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, Wind
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, Fire
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 and Marsh
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 holds a majority in the Lower Classic. The former set is made up of “yang” trigrams, and the latter set is made up of “yin” trigrams. This weighting of yin and yang trigrams conforms to this statement in the “Treatise on Appended Phrases”: “Qian the Creative knows the great beginning; Kun the Receptive brings things to completion.” The “Wenyan Treatise” also says, “Although Yin has beautiful features, she holds them within… The earthly Way does not lay claim to achievement, but fulfills for the sake of others.” It is clear that yang’s special qualities are brought to bear in an initial creative phase, so it is a reasonable arrangement for yang elements to predominate in the Upper Classic. As for the phase when things are “brought to completion” or “fulfilled,” this is when yin’s special qualities are brought to bear, so the predominance of yin elements in the Lower Classic is a reasonable arrangement. Please consult Fig. 1 for the distribution of yang and yin trigrams in the Upper Classic and Lower Classic. 

II. Hexagram Sequence Features

a. When considering how the upper and lower parts relate within the whole hexagram sequence, the most outstanding feature is symmetry despite imbalance. From #1 Qian
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 to #30 The Clinging
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, the Upper Classic is made up of 30 hexagrams, and from #31 Feeling
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 to #64 Not-Yet-Across
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, the Lower Classic is made up of 34 hexagrams. Even so, the two show obvious symmetry, because the 18 hexagram figures of the Upper Classic yield only 30 hexagrams, whereas the 18 hexagram figures of the Lower Classic yield 34 hexagrams. (See Fig.2) Why is this? When the first two hexagrams of the Upper Classic (Qian
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, Kun
[image: image52.png]


) are inverted, they are still Qian and Kun. That is, one hexagram figure yields only one hexagram. Between Qian and Kun we say there is a cuo (yin-yang “opposite”) relation. As for #3 Difficulty
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 and #4 Unknowing
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, the same hexagram figure yields two hexagrams, depending on whether it is viewed upright or upside down: that is, one figure yields a pair of hexagrams, described as having a zong (“invertible”) relation. In the Upper Classic, there are relatively more hexagram pairs having an opposite relation (three pairs), so 18 figures yield only 30 hexagrams. In the Lower Classic only one pair of hexagrams has an opposite relation (Inner Sincerity
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 and Preponderance of the Small
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), and all other pairs have an invertible relation. Thus 18 figures can yield 34 hexagrams. Huang Qingxuan discusses this phenomenon in detail.

b. In the Upper Classic, there is less yin-yang resonance between upper and lower trigrams than in the Lower Classic. Every hexagram is composed of two trigrams, for instance #63 Already-Across
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 which is composed of the outer trigram Water
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 and the inner trigram Fire
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. In this hexagram the two trigrams resonate because their bottom, middle and upper lines are opposite in polarity. Because all three pairs of lines are yin-yang opposites, the hexagram is said to be “fully resonant.” The Upper Classic begins and ends with hexagram pairs which are fully non-resonant: Qian
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, Kun
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 and #29 The Abysmal
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, #30 The Clinging
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. Conversely, the Lower Classic begins and ends with hexagram pairs that are fully resonant: #31 Feeling
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, #32 Endurance
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 and #63 Already-Across
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, #64 Not-Yet-Across
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. What is more, in the Upper Classic there are relatively more hexagrams that have only one pair of resonant lines (ex. #7 Army
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, 14 in Upper Classic, 10 in Lower Classic). Conversely, in the Lower Classic there are relatively more hexagrams having two resonant line pairs (ex. #36 Darkening
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, 14 in Lower Classic, 10 in Upper Classic). From these symmetrical ratios we can see a subtle balance between the Upper Classic and Lower Classic.

c. In the Upper Classic there are only 6 balanced hexagrams (those having 3 yang and 3 yin lines), for instance #18 Spoilage
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, but in the Lower Classic there are 14 balanced hexagrams. Thus there is a marked tendency toward having equal numbers of yin and yang lines in the Lower Classic. 

d. Looking at yin-yang interaction from another angle, we discover that the average yin or yang clump size within hexagrams decreases steadily from the Upper Classic to the Lower Classic. At the beginning of the Upper Classic are Qian
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 and Kun
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, composed of six yang or yin lines clumped together. By the time we get to #63 Already-Across
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 and #64 Not-Yet-Across
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 at the end of the Lower Classic, the clumping of yin and yang is reduced to a minimum. What is more, as we proceed in ten-hexagram decades through the sequence, starting from #1-#10, we find that average clump size decreases progressively.
Combining these three tendencies in b., c. and d., it becomes obvious that the further along we go in the sequence, the more balancing, resonance and interspersion there are between yin and yang. This is carried on until we reach the two fully resonant hexagrams Already-Across
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 and Not-Yet-Across
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 at the end. In other words, the structure itself shows a tendency with symbolic implications: there is a progressive development of harmonization (or more delicate interplay) between yin and yang.

III. Differences in Word Use
…There are also obvious differences in word use between the Upper and Lower Classic. For instance huiwu悔亡 (“regret disappears”) does not appear in the Upper Classic, but it appears 19 times in the Lower Classic. The word fu孚 (“trust”) appears 13 times in the Upper Classic and 26 times in the Lower Classic. The word sang丧 (“lose”) appears only once in the Upper Classic and 10 times in the Lower Classic! The word xin心 (“heart/mind”) appears once in the Upper Classic and 7 times in the Lower Classic. The word yang羊 (“goat”) appears 5 times in the Lower Classic but none in the Upper Classic; the word niao鸟 (“bird”) appears 4 times in the Lower Classic but none in the Upper Classic. The word lei羸 (“broken/sick”) appears 4 times in the Lower Classic but none in the Upper Classic. The words yu籲 (“simple offering”), jia假 (proceed towards), wuzhu勿逐 (“do not chase”), tun臀 (“buttocks”) and gui鬼 (ghost) each appear 3 times in the Lower Classic but none in the Upper Classic. The word dao道 (“way”) appears 4 times in the Upper Classic but none in the Lower Classic. The phrases jianhou建侯 (“set up fiefdom”) and xingshi行师 (“set armies marching”) both appear 3 times in the Upper Classic but none in the Lower Classic. There are many such examples. (See Fig.1 in “The Upper and Lower Parts of the Zhouyi,” Minima Sinica, 2011 Volume 2.) In view of the above, there are clear signs that whoever wrote or attached the line statements (King Wen?) considered the distinction between Upper Classic and Lower Classic when making word choices.

IV. Differences in Thematic Strands

a. Many traditional commentators have stated that the “Way of Heaven” predominates in the Upper Classic and the “human Way” predominates in the Lower Classic. I believe that an empirical basis exists for this difference in symbolic atmospheres between the two sections. Heaven
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 are weighted toward the Upper Classic, appearing there 12 times each: thus many situations happen between Heaven and earth. In #20 Viewing
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, for example, the Wind
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 trigram represents human effort or balance (an operative state), and at the same time it could also represent wooden materials used to build a tower. The lower Earth
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 trigram represents a stable support or resting place; it could also represent people at home on the land who made it possible to build the tower. In the hexagram Viewing a person takes a distant view; he/she surveys the boundlessly extended land around him. (Notice that the Earth trigram’s name kun坤 contains the component shen申, meaning to extend!) In other words, Viewing is an act which takes place between Heaven and earth. To give another example, in #13 Fellowship
[image: image82.png]


 a person meets with a group of kindred spirits, a “band of brothers,” similar to Robin Hood and his merry men of the greenwood. They throw in their lot together outside of the vested social order (under the vast heavens). The Fire trigram
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 below has the potency of “brightness,” (i.e. discernment), whereby they recognize and identify with each other; as for the Heaven
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 trigram above, it witnesses the vow of brotherhood they swear. Because Heaven and Earth appear more frequently in the Upper Classic, such situations at the “borderline of Heaven and mankind” are encountered at nearly every turn, and so they influence the Upper Classic’s symbolic ambience. 

b. Perhaps because I was influenced by Jin Shengtan’s approach to interpreting Tang Poems, 
 I tried a contrastive approach to reading the upper and lower parts of the Zhouyi. As a result I discovered some themes that appear especially in the Lower Classic. 

1. Challenges or threats to identity: Although the “cardinal trigrams” Heaven
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, Earth
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, Water
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 and Fire
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 hold an overall majority in the Upper Classic, Fire is an exception in this set, for it appears more times in the Lower Classic than in the Upper Classic. Several of the hexagrams it appears in have to do with consciousness or identity. Two prime examples are #36 Darkening
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 and #38 Divergence
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. In Darkening, a man’s true ability is covered up, or his rightful identity is put under threat. In Top Yang of #38 Divergence a suspicous man sees normal people as demons. Because of these examples it is justifiable to associate Fire with identity in the Lower Classic.
2. A “simulacrum” is a concrete object upon which symbolic meaning is conferred. It may be used to stand for social rank, economic value or clan affiliation. Various simulacra appear in the Lower Classic, for instance in Top Yang of #53 Gradual Development
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: “The goose mounts gradually to the cloud heights; its feather can be used as an ornament in a dance.” Other examples are cowries used as a medium of exchange (#51 Thunder), a jade plaque held in the hand as credential at court (#42 Increase), red ceremonial garments (#47 Oppression) and a string of tortoise shells used as an auspicious gift (#41 Decrease). Aside from these obvious examples the Lower Classic also has quite a few objects which are simulacra-like, for instance the goat that does not bleed when the groom slits its throat in Top Yin of #54 Marrying Maiden. The sacrificed goat is associated with the groom’s role in a marriage ritual. (Because the groom has brought a sickly goat, this may indicate that he is not sincere enough, or Heaven does not smile on this marriage.) Another example is Fourth Yin in #46 Rising: “The king performs an offering at Qi Mountain.” Even Qi Mountain has simulacra-like significance here. The king performs his ceremony at a mountain that was the cradle of development for the Zhou people. (Perhaps he uses this to show that ancestors and former kings still support his royal power.) As for simulacra in the Upper Classic, there is only one obvious example, namely the “golden arrow” in #21 Biting Through. A culture having many simulacra is a highly mediated culture in which all social activities are carried out through mediations of signs. The Lower Classic of the Zhouyi is a context in which simulacra are relatively numerous.      

3. The Lower Classic portrays a society which is changing rapidly or perhaps even in turmoil; therefore people in it often experience loss or anomie. There is an empirical basis for this symbolic theme, namely the word sang丧 (“loss”) , which appears ten times in the Lower Classic but only once in the Upper Classic. 

4. In an era when social order goes out of balance, people have to rely on themselves. People need to form heart-to-heart bonds with other people. Instead of relying on predetermined clan relations they must try to treat each other with sincerity. Such conditions are particularly frequent in the Lower Classic, and the empirical basis for this can be found by analyzing distribution of the word fu孚 (“trust”), which appears twice as often in the Lower Classic as in the Upper Classic. The most obvious example is #49 Revolution
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: nothing requires more mutual trust than revolution in a society, and in “Revolution” the word fu is used 4 times, more than in any other hexagram. 

5. The bird as a symbol of the soul: In the Zhouyi the word niao鸟 only appears in the Lower Classic. As the life’s journey nears its denouement, people grow concerned over ultimate questions, for instance whether one’s xingling (“spirit-nature”) will transcend to another realm. This kind of crucial passage of life is reflected in several hexagrams in the Lower Classic (#56 Traveler
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, #59 Dispersion
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, #61 Inner Sincerity
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 and #62 The-Small-Get-By
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). 

6. Disappearance of persons: The disappearance of individual occurs many times in the Lower Classic. There are obvious phrases connoting disappearance: “not seen,” “not in view,” “cannot lay hands on one’s person,” “cavernous and deserted,” “gone from the dooryard,” “rising unseen” and “his body dispersed.” Aside from obvious vocabulary, certain metaphors make veiled reference to disappearance, for instance “thickening hedge” and “low carriage screen” (in #55 Abundance), also “in the shade” (#61 Inner Sincerity). 

Why does this theme appear so many times, exclusively in the Lower Classic? This is truly a mystery. In the Lower Classic of the Zhouyi, disappearance is a theme which has rich associations. In the context of the Lower Classic, a person’s identity comes under threat in many places, because signs of social position or clan relations—upon which identity was founded—are losing whatever stable meaning they may have had. Disappearance of persons could mean that the foundations of (social) identity are crumbling. But this is only one aspect. Disappearance in the Lower Classic seems related to the common traditional theme of living in seclusion. At the same time it seems related to spiritual transcendence or shamanic ekstasis. It may even have to do with deep cogitation (involving mathematics, astronomy or philosophy). In order to explore such issues I read The Aesthetics of Disappearance by Paul Virilio.
 This book discusses how the rapid pace of change in modern civilization forces subjectivity to enter states of vertigo and delirium, out of which emerge new aesthetic categories. Moreover, through disappearance of the subject, an individual’s inner sovereignty may be asserted, albeit in an inverse manner. Can this kind of post-modern art theory really help us understand an archaic work like the Zhouyi? I believe that it can be helpful. I believe that the Zhouyi’s authors were relatively unconfined, intellectually speaking, by the era they lived in. Thus the cognitive elements which they left behind can be combined in various novel ways.

7. An emphasis on inner perception and physical embodiment of consciousness: The Lower Classic has many vocabulary items which touch upon individual perceptions and bodily responses: “emaciated buttocks” (#43 Breakthrough
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); “predicament of the buttocks” (#47 Oppression
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); “bracing refeshment gulped from an artesian spring” (#48 Well
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); “uneasy seeing water spilled and undrinkable” (#48 Well
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); “not light of heart” (#56 Traveller
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); “mortifying hardship” (#52 Keeping Still
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); “going on like this one will develop paranoid delusions; powerful belief comes over you” (#55 Abundance
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). None of these belong to the language of consensual reality or collective thinking; all have a strong sense of inwardness and physicality. Third Yang of #34 Great Strength
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 says: “The lesser man deals with it by strength; the superior man sets it at naught. The feisty goat butts the hedge and damages its horns.” Here “holds for naught” (wang罔) is not just attitudinal negation, it is also physiological—one’s mind goes blank. In order to avoid senseless repetitive bashing, it may be better just to go into a daze! All in all, it is characteristic of the Lower Classic to focus on the individual’s inner physiological or spiritual world. Actually all of the above points 1-7 have to do with embodiment. Embodiment is a common factor in all seven of these thematic strands. 

Why on earth would the Zhouyi’s authors want to devise this kind of structure, setting up symmetries within an unbalanced relation, or striking a subtle balance within an asymmetrical relation? I feel that what the Zhouyi’s authors were exploring was far from “primitive dialectics.” The implications they conferred upon Qian and Kun embrace the content of yin-yang, but they are richer than yin-yang. Those authors had their own unrivalled insights, and their understanding of yin and yang was multi-layered. They knew that the harmonization of contraries is a complex process, in which vacillations and abrupt shifts may sometimes occur. Sometimes a stalemate at one level can be remedied only on another level. Their thinking was at the fountainhead of latter-day thinking about yin-yang, but latter-day thinkers carried out a process of rationalization that reduced many living symbols to taxidermic specimens—stiff and lifeless. I feel that in the Zhouyi’s matrix of signs there are symbols waiting to be found; there are symbols resembling wonder-beasts like the qilin麒麟. A person needs to posses special qualities of spirit before he/she can draw near to one of them. This is my belief about the in-depth content of the Zhouyi.       

Whether in the natural realm or the social realm, many phenomena come in pairs. Why would this be? The right and left hemispheres of a person’s brain have parallel functions, yet they exist in a state of tension as well as complementarity. In human beings the sympathetic nervous system offsets the para-sympathetic nervous system; together they succeed in regulating bodily responses. Within the whole human population there is a fundamental pair of contraries, namely the sexes. Male and female stand in a relation that is opposed yet complementary. Within their symmetry there are factors that tip the relation slightly off balance: thus there is tension and dynamism in their interplay. 

In fact every component of the Zhouyi, no matter how large or small, can be read as a symbol. If I were asked to decipher the Upper Classic and Lower Classic as metaphors, I would say that they hold profound significance. If they are viewed as being counter-posed, I believe they hold up a vision of human life from two angles: one angle is a state of natural existence between heaven and earth, standing at the ‘borderline of Heaven and humankind’; the other is human life which has entered a cultural, psychological labyrinth and not yet emerged. Both of these views of human life are true; they are mutually conditioning realities which overlap and coexist. If we choose to emphasize the unity of the Upper Classic and Lower Classic, viewing them whole as an integrated framework, I feel they represent the abundant creativity of the natural realm, continually giving rise at many levels to contraries which exhibit both tension and complementarity.

	Figure 1: Component Distribution in Parts of the Zhouyi

	
	
	

	
	
	

	
	Upper Classic
	Lower Classic

	---------------------------------------------------------------------------------------------------------

	Total Number of Trigrams
	60
	68

	
	
	

	No. of Cardinal Trigrams
	
	

	(Heaven, Earth, Water, Fire)
	38
	26
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	No. of Non-Cardinal Trigrams
	
	

	(Wind, Marsh, Thunder, Mountain)
	22
	42
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	No. of Yang Trigrams                                            
	

	(Heaven, Thunder, Water, Mountain)
	32
	32
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	No. of Yin Trigrams 
	
	

	(Earth, Wind, Fire, Marsh)
	28
	36
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	Heaven trigrams
	12
	4
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	Earth trigrams
	12
	4
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	Wind trigrams
	4
	12
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	Marsh trigrams
	4
	12
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	Total no. of hexagrams
	30
	34

	
	
	

	No. of hexagrams formed
	
	

	by combining yang trigrams/ Ex.#4 
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	9
	7

	  
	
	

	No. of hexagrams formed
	
	

	By combining yin trigrams/ Ex. #61 
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	5
	11

	
	
	

	Hexagrams combining yin and 
	
	

	yang trigrams/ Ex. #41 
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	16
	16

	
	
	

	Hexagrams formed by combining
	
	

	cardinal trigrams/ Ex. #13 
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	12
	4

	
	
	

	Hexagrams formed by combining
	
	

	non-cardinal trigrams/ Ex. #53 
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	4
	12

	
	
	

	Hexagrams formed from one cardinal
	
	

	and one non-cardinal trigram/ Ex. #38 
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	14
	18

	
	
	

	Hexagrams having 3 yang and
	
	

	3 yin lines/ Ex. #18 
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	6
	14

	
	
	

	Total number of corresponding line pairs
	

	 (between upper and lower trigrams)
	3 x 30 = 90
	3 x 34 = 102

	
	
	

	No. of resonant line pairs
	40
	56

	
	
	

	Non-resonant line pairs
	50
	46

	
	
	

	Fully resonant hexagrams (resonance in
	
	

	all three corresponding line pairs)/ Ex. #11
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	2
	6

	
	
	

	Hexagrams with two pairs of 
	
	

	Resonant lines/ Ex.#35 
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	10
	14

	
	
	

	Hexagrams with one pair of 
	
	

	Resonant lines/ Ex.#14 
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	14
	10

	
	
	

	Hexagrams with 0 pairs of 
	 
	 

	Resonant lines/ Ex.#1 
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	4
	4


Figure 2:  King Wen’s Sequence (Showing symmetry 

Between Upper Classic and Lower Classic)

(See  Huang Dingxuan 黄庆宣, Zhouyi zongheng tan周义纵横谈, 
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Chapter 1, Guangxi Normal University Press, 2006.)
� Denis Mair holds an M.A. in Chinese from Ohio State University and has taught at University of Pennsylvania and Yunnan University. He translated autobiographies by the philosopher Feng Youlan and the Buddhist monk Shih Chen-hua. His translation of art criticism by Zhu Zhu was published by Hunan Fine Arts Press (2009). He has translated poetry by Yan Li, Mai Cheng, Meng Lang, Jidi Majia, and many others. He also translated essays by design critic Tang Keyang and art historian Lü Peng for the China Pavilion exhibitions they curated respectively in 2009 and 2011 at the Venice Biennial. (See Lü Peng, From San Servolo to Amalfi, Charta Books, Milan, 2011). His interpretive essays about the I Ching can be found at � HYPERLINK "http://www.yijingpoetics.net" ��www.yijingpoetics.net�


� See Zhang Huang 章潢, Zhouyi xiangyi 周易象义 in Xuxiu siku congshu, Jing Section vol.9. Shanghai: Shanghai Guji Chubanshe, Shanghai. 1984, p.356. In his comment on #64, Zhang Huang says that this hexagram marks the final stage in a cycle and thus prepares the way for a new cycle. In this context he remarks, “Between human affairs and the Heavenly Way, each end is a new beginning.” Ibid., p.499-500.


� Jin states several times that the Heavenly Way-Human Way distinction relates to Heaven, Earth, Water and Fire in the Upper Classic versus Mountain, Marsh, Thunder, Wind in the Lower Classic. See Jin Shengtan, Tongzong yilun 通宗易论, in Jin Shengtan quanji 金圣叹全集. Nanjing: Fenghuang Press, 2008.


� Regarding the role of these two trigram sets in the Upper Classic and Lower Classic, the Ming scholar Lai Zhide来之德wrote: “The Upper Classic begins with Qian and Kun, which relates to Heaven and Earth being settled in their positions. The Lower Classic begins with Xian and Heng, which relates to the exchange of energies between Mountain and Marsh. When the ‘Xici Treatise’ states that ‘Heaven and Earth are settled in their positions,’ it means the positions are distinct and counterposed, thus Heaven and Earth are two separate hexagrams. When the ‘Xici Treatise’ states that ‘the firm and soft are interchanged,’ it means that the energies circulate and merge, thus Mountain and Marsh are combined in one hexagram.” Lai’s term for the Heaven, Earth, Water, Fire set was zhenggua 正卦 (“cardinal trigrams”) because these four trigrams appear at the cardinal directions of the Innate Trigram Diagram. His term for the Mountain, Marsh, Thunder, Wind set was yugua 隅卦 (“non-cardinal or corner trigrams”), because these four trigrams appear at the corners of the Innate Trigram Diagram. See Zhou Lisheng’s Guide to Yijing jizhu (Zhou Lisheng周立升, Yijing jizhu daodu 易经集注导读. Jinan: Qilu Shushe, 2009, pp. 73 and 266).


� Li states: “the Mother and Father trigrams predominate in the Upper Classic…The older and younger offspring trigrams (Mountain, Marsh, Thunder, Wind) predominate in the Lower Classic.” Li makes the interesting point that Water and Fire trigrams hold parity with Heaven and Earth in the Upper Classic because they share the feature of non-invertibility. What is more, they occupy a position at the segment’s end which offsets that of Heaven and Earth at the beginning. (In the Upper Classic Water and Fire appear as pure hexagrams.) At the same time, Water and Fire hold parity with Mountain, Marsh, Thunder, Wind in the Lower Classic, because the former are “middle offspring” of Heaven and Earth, just as the latter are the “older and younger offspring.” Water and Fire also appear in an offsetting role at the end of the Lower Classic, where their interchange in #63 and #64 echoes the interchange of Mountain, Marsh, Thunder, Wind at the segment’s beginning. See Hexagram Sequence and Approaches to Hexagram Interpretation 卦序与解卦理路, p.15.


� Li Shangxin observes: “As for the two pairs #1 Qian, #2 Kun and #63 Ji-ji, #64 Wei-ji, one pair is the purest among the pure, and the other is the most intermingled of the intermingled. Thus Qian/Kun and Ji-ji/Wei-ji are contraries: one occupies the beginning of the sequence; the other occupies the end of the sequence, and they offset each other at a distance.” Li Shangxin refers to other scholars such as Shen Youding who pointed out that yin and yang are totally intermingled in the culminating pair. See Hexagram Sequence and Approaches to Hexagram Interpretation, p.16.


� Huang Dingxuan 黄庆宣, Zhouyi zongheng tan周义纵横谈, Chapter 1. Guilin: Guangxi Normal University Press, 2006.


� The Ming-Qing critic Jin Shengtan (1608-1661), in his Tangshi-ping 唐诗评, wrote commentaries for 500 Tang-era regulated-verse poems (lüshi). In his analyses of almost every eight-line poem, he contrasted the first four lines with the second four lines in terms of imagery and meaning.


� Paul Virilio, The Aesthetics of Disappearance. Los Angeles: Semiotext(e) , 2009.
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