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THEME: Aesthetics and Philosophy of Art

The Pace of Aesthetic Process: A Comparative Amroa
Gloria Lugue Moya

“Those who cannot feel the littleness
of great things in themselves are apt
to overlook the greatness of little
things in other?
Kakuzo OkakuraBook of Tea

Traditionally, western theory of art has been epegwith a set of dualisms such as
subject-object, artistic process-artistic prodacttive artist-passive spectator, that has
supposed a rejection of a plenary notion of the dwrnmtegrated with nature and the
cosmos. In this context, John Dewey, who presehigtheory of art in 1934 iArt as
Experienceshowed how the “art has been set in a remote teseparated from the
low activities which we realized in our ordinaryds. He refused the way aesthetics has
separated the live creature from the world in whichives, and proposes a new
approach which begin from the raw, from nature ewelryday development. The aim of
this paper is to focus interest in Dewey’s notidirtythm, because this characteristic
set the pace of the aesthetic process.

In this sense, this paper explores Dewey’s propfseah a comparative approach,
because the rejection of art-centred discourseh&o rich aesthetic dimensions of
ordinary is not common in all cultural traditioestern conceptions of art, supposing
as they do a chasm between art and nature rawptharadequate to different aesthetic
practices. | begin defining the deweyan notionhyftmhm in contrast to the vital energy
(<0 of Taoist aesthetics. Both Dewey and Taoists patguthat Human beings are
affected and participate in nature’s rhythms arel riality is a continually changing
balance. Secondly, | would like to consider a dpeatlassic Chinese work of
aesthetics, ellaborated by ShfoT (£7%) in the seventeenth century, which was
developed fundamental aspects of rhythm in capjutie spirit resonance of the world
and revealed its immensity through the method efdhe-stroke. Through this paper’s
presentation, | wish to show the importance of thgghm in the creative process,

! Okakura, KakuzoBook of TeaBerkeley: Stone Bridge Press, 2007, p. 6.
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because rhythm marks not only our interaction it environment and with other

people, but also the impulse of the aesthetic warddking process.

|. Listening to Mountain Brook ([UZEMTRE): Rhythm

R M Dewey wroteArt as Experiencein his mature
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possibilities of our objective situations in thetural
world for meaningful, intelligent and fulfilling
ends.® That is, Dewey aimed to understand the quest
for aesthetic experience in the natural world of
human action. Thus, in the first chapter, calleteéT
Live Creature”, Dewey gives the fundamentals to
place aesthetics in life, a life that “goes on m a
environment, not merely in it because of it, thioug
interaction with it*.

Dewey seeks to remind us of the constant
involvement of the live creature with its world. rFo

him, our senses are extensions of our need for
continuous, organized activity which maintains and
develops our equilibrium. Our embodiment as

organisms shapes the conditions of the aesthetics.

When the rhythmic interaction of individual and

e

o ; . world comes to be consciously experienced as a
1. Listening to Mountain Brook

L T A developmental process culminating in the kind of

2 Dewey, JohnArt as experience. The Later Works, 1925-19&8. X. Carbondale: Southern lllinois
University, 1987. Through this work, published @3%, Dewey critiziced western aesthetic theory Whic
has separated the existence of the works of agraeducts that exist apart from human experience.
Artistic objects have been separated from both itimmd of origin and operation in experience angeha
been set in a remote pedestal, “a wall is builtuacbthem that render almost opaque their general
significance, with which aesthetic theory deéldh contrast, all art, as Dewey understands ithes
product of interaction between living organisms dneir environment, that is to say, is the prodofct
having an experience.

3 Alexander, Thommas, “ John Dewey,Companion to Aestheti¢Pavid E. Cooper ed.). Cambridge:
Basil Blackwell, 1992, p. 119.

* Dewey, Johnop. Cit, p. 19.



organic integrity and wholeness which makes thenegensed as deeply meaningful,
pervaded by a qualitative continuity which uniqueligtinguishes the experience as
such, then one has had an experience. ThereforeeyDeommence to think about the
aesthetic placing in the life-world as a wholBlevertheless, the notion of experience
has adhered various meanings, which make it diffidbewey’s notion. Experience has
been considered by different philosophers and thsugn different times, and has

supposed diverse criticisms to Dewey’s aesthetics

In this sense, this approach considers the paaubedhis notion return the creative
process to that raw nature, place the aesthetiteirtontext of the rhythm of life. First
of all, I will define main points of Dewey’s notioof rhythm, drawing a comparison
with Taoist notion of gi. Both notions, althougtegent differences, display suggestive
similarities which offer new ways of consideringative process. Secondly, | consider
the main aspects of the attitude that charactéhisecreative process in both proposals,
pay special attention to the convergences, thathis,emphasis in the spontaneous
freedom of life which is expressed in art.

Dewey examined closely the notion of rhythm in thapters seven and eightAuit
as Experiencg“Natural History of Form” and “Organization of Ergies”). Defining
rhythm as a universal scheme of existence, undeyldll realization of order in
changé, Dewey characterizes it as a quality of life arature. Human beings are
affected and participate in nature’s rhythms, freomrise and sunset to circadian
rhythm$. In fact Dewey carries out a genealogy of humaterattion with the
environment through these flux: firstly people, ngeiaware the rhythms of nature,
become farmers and relate these rhythmical cycigstheir needs and community life;
subsequently, when human beings introduced newoegicnmodels, man generates
new rhythms, new ways of interacting with the eomnment. In other words, the

intimate participation of man in nature’s rhythmmeluced him to introduce rhythm

®“He does not start by isolating some unique exgmee or subjects as aesthetics and then atterfiptlto
its essential properties, but by an ecological agghn, which locate the aesthetic within the lifeddas a
whole, Alexander, Thommas, “John Dewey and the Wetit of Human ExperienceClassical American
Pragmatism Urbana: University of Illinois, 1999, p. 166

® It is important to stress that many of thesedsiths have been due to misunderstanding of themmti
which he introduced.

" Dewey, Johnop. Cit.p. 154

8 Circadian rhythm is a biological process driveat ttisplays an endogenous, entrainable oscillation
about 24 hours. These rhythms are driven by adimoaclock, and rhythms have been widely obsermed i
all living beings. Endogenous means that rhythresdatermined genetically and are generated by own
organism. Although organisms have an on-goingicaiahip with external cycles, adjusting their prexe
to environmental process.



where they did not appear. In this way, rhythm doeisrestore the continuity art and
life, but shows why this separation is affected angosed. There is not distinction
between art and nature, and this kind of diviseranventional and artificial. Through
rhythm Dewey characterizes creative process notasb phase or medium to achievea
an artistic product, but as the harmonization whiltects the interaction with our

environment.

Similarly, we can find that one of the main poiofsTaoist aesthetics is the vital
energy. Chinese paintings have never been sepavateet against nature, but artists’
aim is to grasp the vital movements through natdmghms. It is important to consider
that Chinese think that there is a life-force, 4i)( which animates the forms of the
world. Qi is the fundamental substance which ctutss the whole physic world. All
that is in the world is a form of that primal emngrgnd Chinese paintings communicate
this vibratory nature trough the rhythm. The reaist a continuously changing balance.
There are not clearly delimited living beings otuations, but a play of force in
ceaseless interaction. The universe is alwaysnside and the artist communicate that

from his own context.

However, this context does not imply subjectiviyfist must penetrate into the
mysterious and capture the things through thenitsgod not through artists’ eyes. The
universe is always in tension and the artist casttinat tension in every particular time
and from his context of interaction. That is theresentation of qi%), the second
classical canon of Chinese painting, and a key idézhinese thought. Qi-yurc(E),

which literally means the circulation of energy,agundamental notion to understand
Chinese medicine, painting or philosophy, but @& traditional practice of life.

Likewise, according to Dewey’s philosophy, life poges energy and attention, but
also pulses or stimulus; life is an endless proadssteracting and interchanging
through which man dynamically participate in natuhgthms and, being aware, create
new rhythms. Nonetheless, this supposes a differblrecause, although Dewey place
the beginning of aesthetic response in artist’'soorg surroundings, he focuses the
development of creative process in new rhythms lwvlaidist creates. In contrast, for
Taoist aesthetics every line in nature is alive #mel artist must capture that vital
rhythm.



Taoist aesthetics introduc:

this notion through Dragor
Veins, the vital lines which
draw the form of the landscape
similarly to energy in the
reality. In all traditional
Chinese art, we find thes
invisible threads or connective ?; :

e e
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which vitally hold the painting
together. Thus, Dragon Veir}
refers to the aesthetiff_ i
interdependence of the par
made through the use of strok e L
and line. Both stroke and linc
are the main expressiol
methods for Chinese landscay
painters, whereby the structur
of pictures are composed. Th
drawing is precise but alsc
indefinite: through its delicate
lines makes flow the vital
energy, through its shading i
ink create an image tha
embodies movement and qui
Instead of painting the details]
Chinese  painters  alway
simplify the complex
landscape nature and on

show a general overview of

2. The River and ky. LK L4 &
landscape to observers through

the use of ink and brush. Lines-strokes have thengtexpressive force in Chinese
paintings, a particular way that makes us to ridagon Veins. For that reason, it is not
only a style of painting, but a popular belief whiaddress the harmonious relationship



between human beings and cosmos. The cosmic faoesyy or harmony are in some

way made manifest in them.

Briefly, | contrast Dewey’s notion of rhythm witihé Chinese notion of qiR).
Obviously, this presentation does not accuratelieacethe deep of Dewey’s thought
and the suggestive richness of taoism wisdom, wiielans without words, in fact this
was not my intent, but it gives an approach torapartant aspect of creative process,
frequently forgotten. Despite the divergencieshbptoposals share two main points:
the starting point, that is, nature is an ongoimgcess, the “reality” is a changing
equilibruim in which everything is formed by energnd creative process is initiated

from this vital rhythm; and this led us to anotpeint, the attitude.

From this changing and rhythmical environment, Dgwand taoist aesthetics
udertake that creative process starts when humagdparticipate in this vital energy
with a particular attitude. And, although this partar attitude has similarities between
two proposals, Dewey’s attitude does not requieseimptiness which Taoism defends.
Creative process, in Dewey’s aesthetics, starts festhetic attitude, that is, a full act
of perceiving what happens in our lives when we both most alive and most
concentrated on the engagement with the environmaiht its energy. In a similar way,
communicating thei (%) implies a particular mood, characterized by inneaqe and
silence. Chinese painters begin the creative psoagth a specific attiude, stopping to
think, which makes possible to capture this rhytExperiencing theji (%) of objects,
the vital movement of its spirit, painters try tonemunicate it through the rhythm,

movement and tension which introduce in their pags.

Therefore, Dewey and taoist aesthetics seem tefmrated because of different way
of considering this attitude. On one hand, Deway, s& every single moment, every
living creature experiences the world and its vitaithms; Taoism, on the other hand,
talk about listening the silence through the harynohthings. Racionero explains this
Taoist idea with Pan-yun-tuan garden image. “Peujile have walked along Pan-yun-
tuan garden, knowing about this natural rhythm] [ts sudden changes suspend our
breath and stop the time; the silence of sea betwezrocks, the noise of insects when
fruit falls” Thus, with every natural event everyty change its rhythm, human beings
included.



Whereas Dewey focuses on the conscious activitpisTaesthetics in the non-
action, wu wei {£ %). However, although the literal meaning of wu-igenot have-act,
we must understand as under-acting, without-leadiogstriving. Taoist painters seek
the emptiness, to become the mirror of naturalmmytOnly when human beings leave
their desires and identify themselves with the ioeemptiness, perceive the rhythm
and the law of change and then they can reprekantirculation. Painter has to show
the great law of transformation, the creator eteacéivity, the vital breath of yinyang
(F2F5); through the ink and brush.

Thus, both theories put emphasis in vital rhythmd anergy, as although they
present different ways of developing creative psscaot only share their basis, from
which start this process, everyday experience, disn their attitude. The aesthetic
attitude and do not confine attitude to any pamiakpecialized view but recovers the
interest and worth of things as they are; usingcacommunicate this appreciation in its
wholeness and vividness. Taoist claim a concenttitide, as well as Dewey does,
and both address how the observation of changeature extends to inner changes in
human beings: feelings, thoughts, moods, nothinganes. Everything is changing and
taoist does not claim not to do anything, but daanrespondence with the course of

events, similarly to Dewey, flow through the dai)( not counter to it.

1. Stone Wave: Shi Tao® (£11%)

To illustrate this proposal | would like to intraithe life and work oShi Tio™,
who embodies this dynamic conception of the chaHgeassumed the art of painting to
achieve the unity: both, the unity of human beimgsl the unity of environment.
Although he is less known for his written work, m&in essay on paintingjua YU
Lu*, as Osvald Sirén asséfis‘is one of the most extraordinary contributiomsttie
discussions of the theory and practice of paintiddie terminology is largely borrowed
from Taoism and his sources of inspiration was Jtoiwritings and the Classics,
particularly I Ching, the Book of Changes, from whihe has taken over some of the

cosmological ideas. In this sense, Osvald Sirés $&aw “painting is to him a

® Shi Tao, Tao-chi and also under other appellatireh as Shih-kung Shan-jén or K'u-kua ho-shang,
“the Monk of the Bitter Cucumber”. [Sirén, Osvalthe Chinese on the Art of Paintirldineola: Dover,
2005, p. 182].

19 |ife of Shi tao: . He was born under the Ming dityain 1642, though mainly active during the Ch’ing
dinasty.

" Hua Yu Luquotations have been extracted from the includeglih translation passages in Sirén,
Osvald,The Chinese on the Art of Paintifdineola: Dover, 2005, pp. 185-190.

21bid., p. 182.



microcosmic activity, a miniature parallel to theeative activity of the macroscomic

forces, which express themselves in the movemetiteoheavenly bodies and in all the

3. Mountain Hut. 5.5

3 bid., p. 183

living organisms of naturé®

Shi Tao presented the one-stroke theory
in the third period of his lifé. However, it
is important to take into account that Shi
Tao, due to his strong personality and self-
awareness, never subjected himself to
trends, and this was seen through out his
life’>. Because of his numerous trips, he
never developed “provincial tastes”, but
created ,or as he said discovered, a
particular way of carrying out creative
process. In Shi Tao work’s both theory
and practice, nature and people, found a
perfect union. His theory and practice are
united by the life of the painter. Through
his creative experience he makes his
theory and let flow his thought by means
his paintings. Shi Tao developed a
painted work, characterized by its variety
and internal unity, and his original style.
Theory and practice are elaborated to
extend one another, for that reason, |
consider his one-stroke proposal in both of

them at the same time.

1 n this point, | follow the teory which explaingshwork trhoug three periods: a) Firstly, entitled
“Adhering to my own way” (1651-1685), Shi Tao’s Wois unconventional, developed a cutting
approach in painting ; b) Secondly, called “Neitteeestablish nor abandon a law” (1686-1692), htedt
how in the vast universe, painting must not adleeany rigid a law; c) In third period, “The one-
brushstroke theory came from me” (1693-1707), ongshstroke was enough to make a delicated
painting. [You-Feng (Ed.J100 Masters of Chinese Painting. The Pioneer of Muadern Chinese
Painting. Shi TaoParis: Libraire Editeur, 2004, pp. 2-7].

®lbid., p. 7



The first point to consider is where does this tiiemmes from? Shi Tao asserted that
“the one-brushstroke theory came from me”. Fromdui experience of life, Shi Tao
discovered this principle which characterized theative process. According to Shi
Tao, there is a primordial all-inclusive creativg ahua, which all refer to the origin of
cosmic creatioff. The author discovered it by following his heamstead of adhering

to traditional methods, because

“in painting one should follow the hear

(mind). If one cannot completely ente
into the reason and render all the deta
of beautiful landscapes and figures, tl
characteristics of birds, animals, gra:
and trees, or the designs of pavilion
buildings and terraces, the great princig !
of the all-inclusive creative painting ’

cannot be graspet”

Therefore, its meaning  an
aapplication must become a matter
individual experience, because it is not
method that may be intellectuall
defined. One-brushstroke techniqu
came from the nature and the paint
took the heaven and earth as masiEsE= %
Penetrating into Shi Tao’s pictoriag /\ .,
universe is not easy because his wc ’fﬁi,
embodies different aspects of nature a '
rhythm. But it must not be undestood
mere naturalism, because he did
look for a surface resemble, but as

universe where combines vital breat
(F0).

4. Book-reading by Pine Window
eI

18 Sjrén, Osvaldop. Cit, p. 183.
Ybid., p. 185



“The movements of the wrist must be freely revalyithey must transmt the richness of
the ink and dominate the open sapces; they mudt @ié as if cutting, draw in like
ripping, form circles and squares, sraight lined anrves, make swellings and hollows,
beak and cut resolutely, move horizontally andgvarsly like water that penetrates deep,
or like rising flames of fire, and they must daalt naturally without being in the least

forced.™®

Shi Tao’s proposal was to capture breathy that animate everything, and for that

reason he uses the perfected method, the brusb$fk

“Everything has its constant principle but has alsoariations. The method should also
include transformations. If one knows the constaniciple, one can modify it by
variations, and if one knows the method, one is skilled in transformations-*

The brushstroke has multiple features becauses dhitkness and fineness, because
of the emptiness which represents form and volubue to its drive conveys rhythm
and movement; its game of shadows suggests liglit shiade [&[5); the instant
execution, without retouching, introduces vitalting?®. Shi Tao sais “painting receives
(depends on) the ink, the ink depends on (recetbeshrush, the brush depends on the
wrist, the wrist depends on the heart (mind), assHeaven creates life and Earth makes
it mature.” In Chinese Philosophy, as Francois Cheng expfaitiee primordial breath
separate from the primordial chaos and generatehrgaths,yinyang (f£F5), from
which rise all beingS; and Shi tao translated this traditional Chinglséosophy to his
paintings. Thus, the one-brushstroke, similaryfioyang (2F5), comes from the
primordial chaos and contain all brushstrékesnd this idea of brush-ink is not only
related with the notion ofinyang but also with the idea of mountain-watén 4<) =,

which represents the two opposites of nature. Thshois a way of expression, but also

18 bid., p. 185

Y bid., p. 186

%0 Cheng Francoid/acio y PlenitudMadrid: Siruela, 2004, p. 221.

2L Sirén, Osvaldop. Cit, p. 187.

22 Cheng Frangojop. Cit, p. 223.

23 Cf. | Ching, The Book of ChangeShis book of Chinese wisdom contains a body of memtaries
which reflects this Chinese vision of nature, adaug to which life arises out of, and is nourishmdthe
dynamic interplay of opposites, creating the inntab&e forms and conditions of life.

24 Cf. Dao De Jing Moss Roberts (trad.), Berkeley and Los Angelesiversity of California Press,
stanza XLII, p. 116: “The number one of the Way Wwasn. A duad from this monad formed. The duad
next a triad ade; The triad bred the myriad, Easldihg yang, and held by yin, Whose powers’ balaned
interaction, brings all ten thousand to fruition.”

% It is important to consider that this couple ofosjtes (mountain and river) mean the notion of
landscape in Chinese culture.
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the form of an organic whole, in which the creafprecess is related to the rhythms of

universe. Being involved in the vital rhythm, humbeings find their own way of

expressioft.

5. Crying Long and Loud in Wind
gk PO W ]

“Painting is the great method to be in
harmonoy with everything in the world. It

gives the very esence f the aspects of
mountains and rivers. Like the Great Creator
it gies shapes to everything, be it old or new.
It gives the ciculations of the Yin and the
Yang. It borrows brush and ink to draw
innumerabble things of Heaven and Earth
and puts one into a happy frame of miAd.”

Shi Tao created fascinating illustrations
of things in daily life, things that viewers

! were able to fell but unable to express by

whatever means. Great examples of this is
his exquisite representations of bamboo and
orchids, which show the simple,

asymmetrcal balance of the leaves and
branches, where the apparent dissorder is
provided with a evocative coherence. This
probably accounts for the everlasting charm
in Shi Tao’s works, still close to life and

appealing tod&y.

%6 Cf. The great chapter from Cheng, Francojs, Cit, pp. 231-236, entitled “Mountain of Brush and
Oceans of Ink”, in which the author offers a gregtlanation of the relationship between this opessi

%" Siren, Osvaldop. Cit, p. 187.
% You-Feng (Ed.)op. Cit, p. 6.
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I11. Landscape Melodies (1Li7ki&#): Rhythm in the
Creative Process

To conclude, | would like to adress some point$ t
summarize this proposal. In this sense it is imgurto
emphasize that my goal has not been introducec
unnatural or forced relationship between anci
wisdom of Taoism and complex thought of Jo
Dewey, but has been stressed how rhythm is
impulse of aesthetic world-making.

Firstly, Western aesthetics, as well as Philospp
has elaborated a theory of concepts, building o
practice, nature or everything else which cannenb§
controlled by meisures and static ideas. We sonasti
feel afraid or ignore this matter because natumghm
or energy cannot be fixed in notions of knowledge.
contrast, Dewey’s proposal was to replaced the, r
which has occupied the epistemology, with the mat
of an aesthetic of learnifiy Dewey asserted that the
are two kind of philosophies, and defend one ofrth
which “accepts life and experience in all its uraiaty, &;g%d;ape Melodies
mistery, doubt, and half-knowledge and turns that
experience upon itself to deepen and intensifyoisy qualities to imagination and

art."30

Similarly, Taoism explain how we need to drop thmstemological reign and to be

aware that human being not only have knowledgeant®ns:

All that has been learned adorns the Way

And engenders delusion

Hence those strong and true keep commitment,
Shun deceit

staying with the kernel that's real

and shun flowery adornment

? Alexander, Thommadhe Human Eros. Eco-Ontology and the Aestheti&xistenceNew York:
Fordham University, 2013, p. 74
%0 Dewey, JohnArt as Experienceop. Cit, p. 41.
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choosing the first, refusing the [3st

Secondly, as a result of the first point, | proposstore, as Dewey did, the continuity
in the creative process between art and life, huilm@ngs and nature, theory and
practice from this notion of rhythm, which is ndtamge in other non-western traditions.
The Chinese painting, as | have presented, wasclesgly bound up with a philosophy
of life, which start from this notion of rhythm. Vahis more, as Marcel Granet said, all
chinese wise people never introduce abstract itteagplain reality, but they seek the
rhythm which led us to participate in and to unterd if?

Thirdly, 1 would like to justify why the notion athythm. From an anthropological
and biological context, this notion seems to beavkeere. Every culture, every human
being, nature participate in natural rhythms, dfetad by them; different traditions and
people have elaborated different ways of partianggain these. A great example of this,
it has been showed through the Shi Tao’s theorgtipe of the brushstroke#). He
developed his own style combining in a whole full@mptiness, line-volume and
creating a microcosmos, whose essence is simil@hioese macrocosmos. Thus, one-

stroke is not only a technique, but a philosophlifefshowed in a characteg.

Creative process must not be bound by abstraceptsor fixed forms, because, as
Van Meter Ames said, life is most spontaneous imadiate experience which can
freely take on one form or anotf&rOur surroundings are changing, our lives are
ongoing processes, and every work of art or aastipeactice suppose a temporary
organization of energies. The point of balance ikviag, which is as real as it is
indefinable. We experience a sense of rhythm, déwoin this confusion and we can
face whatever we fear, whatever challenges or titmeas. Here and now this dynamic
balance may expose us to conflict and confusiongmthreatens to overwhelm us, and
we may find the subtlety and delicacy and beauty appropriateness of life and death
to be fulfilled.

'It is the penetrating eye that gives clear vistbe, acute ear that gives quick hearing, the
discriminating nose that gives discernment of odptive practised mouth that gives the

enjoyment of flavours, the active mind that acquikmowledge, and the far-reaching

%1 Dao De Jing Moss Roberts (trad.), Berkeley and Los Angelesivetsity of California Press, stanza
38, pp. 106-107.

%2 Granet, MarcelE|l pensamiento chindadrid: Trotta, 2013, p. 77.

% Ames, Van Meter, “Art for Zen and DeweyPRroceedings of the IV International Congress of
AestheticsAthens, 1960, p. 746.
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knowledge that constitutes virtue. In no case dioesonnexion with what is without like
to be obstructed; obstruction produces stoppageppape, continuing without
intermission, arrests all progress; and with thisirgurious effects spring up. The
knowledge of all creatures depends on their bregtiBut if their breath be not abundant,
it is not the fault of Heaven, which tries to peagt them with it, day and night without
ceasing; but men notwithstanding shut their pogzsret it. The womb encloses a large
and empty space; the heart has its spontaneouseogtable movements. If their
apartment be not roomy, wife and mother-in-law Wi bickering; if the heart have not
its spontaneous and enjoyable movements, the sixties of perception will be in
mutual collision. That the great forests, the htglnd hills, are pleasant to men, is

because their spirits cannot overcome (those dtsirpinfluencesy?

% Zhuang Zi, “What comes from without"Zhuang Zj 9. Chinese Text Project, Chinese and English
Translation James Legdgitp://ctext.org/zhuangzi
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