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tions. Cambridge: Cambridge University Press, 1994. xi, 355 pp. Hardcover
$39·95> 'SBN 0-521-46271-1.

This study ofHuang Zunxian ^"iï.S and his poetry is divided into three parts:
Biography, Criticism, and Translations. Part 1 consists of "The Poet as a Young
Man," "Huang, die Diplomat," and "Reform and Reaction." Part 2 contains "The
Theory of die Poetic Revolution," "The Practice of Revolution," "Traditional
Themes," "Foreign Climes," "The Brave NewWorld," "The Development of
Huang Zunxian's Satire," "The Late Satirical Poetry," "Huang Zunxian and Mod-
ern Science," "Quatrains of 1899," and "Fin de Siècle." Part 3 consists of "Early
Verse (ca. 1864-1868)," "The Growing Talent (1868-1877)," "Tokyo (1877-1882),"
"San Francisco (1882-1885)," "Return to China (1885-1890)," "The Empire on
Which the Sun Never Sets (1890-1892)," "Singapore (1891-1894)," "War and Re-
form (1894-1899)," and "Retirement (1899-1905)."1

Huang was a native of Jiayingzhou JskM i+1 (present-day Meizhou $H'H ) in
normeastern Guangdong, and a member of a Hakka (Kejia) %¦% family, which,
like so many Hakka families of the area, had originally moved from northern
China and setüed diere during the Song and Yuan eras (tenth to thirteenth centu-
ries). Huang's family had achieved local prominence by the time of his great-
grandfather, and Huang's father, Huang Hongzao 1frz%Îà (1828-1891), had a long
and distinguished official career and is remembered primarily in history for his
management of supplies to die Chinese army during the Sino-French War (1882-
1884) in southern Guangdong and Vietnam.

Huang Zunxian's own official career began in 1877 when he became Counse-
lor to the Imperial Chinese Legation in Tokyo, a post he filled until 1882 when he
was appointed Consul General in San Francisco. He stayed in California until
1889, returned briefly to China, and 1890 found him installed as Counselor to die
Chinese Legation in London. The next year Huang became Consul General in
Singapore, where he remained until 1894. Zhang Zhidong W^-ift (1837-1909),

© 1996 by University then Acting Governor-General of Liangjiang (Jiangsu, Anhwei, and Jiangxi), had
ofHawai'iPressHuang appointed in early 1895 to the staff of his Office of Foreign Affairs ( Yattg-

wuju :$-$rM) ) and put him in charge of cases concerning missionaries and otiier
foreigners. In November 1896 Huang was summoned to two audiences witìi the
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Guangxu emperor, whom he impressed both with his progressive attitudes and by
his eyewitness accounts of the successful Japanese reform and modernization
movement initiated and fully supported by the government of the Meiji emperor
in Japan. The Guangxu emperor subsequently requested copies of Huang's Riben
zashi shi EJ ;£-#-??F (Poems on Japanese miscellaneous subjects), which Huang
had composed during his posting to Tokyo, and Riben guozhi EJ ^- H <* (Trea-
tises on Japan), which he had begun in 1880 and finally published in 1890. Both
seem to have contributed significantly to the Chinese emperor's appreciation of
the Meiji reform movement and strengthened his own determination to embark
on a similar program of reforms for China, the ill-fated reforms of 1898.

An attempt was made toward the end of 1896 to have Huang appointed am-
bassador to Germany, but the Germans, determined to stir up trouble because the
Chinese government was resisting their demands for concessions in Shandong,
rejected the appointment on the trumped-up charge that Huang had engaged in
corrupt activities while serving in Singapore. However, Huang soon afterwards
obtained another office, his first official domestic post in China, when he was ap-
pointed Salt Intendant (Yanfa daotai M UUlJt) for Hunan (1897). This involved
him directly in the reform activities sponsored by the progressive governor of Hu-
nan, Chen Baozhen 1$.^ JsS, (1831-1900), to which he enthusiastically contributed,
along with, among others, Tan Sitong ì%vn Wi (1865-1898) and Liang Qichao JS&
^L (1873-1929)· In June 1898, the emperor summoned Huang to an audience at
which he intended to appoint him ambassador to Japan, but before Huang could
reach the capital, the reform movement was crushed and the emperor rendered
powerless. Although Huang himself managed to avoid arrest and execution, largely
due to the intervention of the former prime minister of Japan, Ito Hirobumi ?
0"Jf-X (1841-1909), working through the Japanese government, and of influential
members of the Western community in China, his official career was at an end.
He was cashiered and ordered to return to his native place, Jiayingzhou, where he
lived quietly until his death in 1905.

Schmidt's book includes a survey of Huang's life and background informa-
tion in part 1 (Biography) and part 2 (Criticism) sufficient for an appreciation of
how individual circumstances and general historical forces helped shape Huang's
poetry. However, more detailed information and insightful analysis ofHuang's
life and times can be found in Noriko Kamachi, Reform in China: Huang Tsun-
hsien and the Japanese Model (Cambridge: Harvard University Press, 1981).
Kamachi's work is far wider in scope than its tide suggests and is actually a com-
prehensive study of all aspects of Huang's personal life, official career, and literary
activities—not just during the time when Huang was in Japan but throughout his
lifetime. As far as Huang's biography and the historical context are concerned,
Kamachi covers the same ground as Schmidt, and she does it better.2
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Schmidt's part 2, focusing as it does on Huang's place in Chinese literary his-
tory and his theory and practice of poetry, of course says much more about these
things than Kamachi's book, for Kamachi is primarily concerned with Huang's
significance as a historical figure and uses his writings primarily as sources for in-
tellectual, social, and political history. Schmidt's study is, at present, undeniably
the best introduction in English to Huang's poetry: its interest for us lies here and
in the translations ofpoems that follow in part 3.3

However, we should also note another recent study ofHuang's theory and
practice ofpoetry: Zhang Tangqi Bi1Ea^, HuangZunxian ji qi shiyanjiu jfca&fè
-S-^-ì^f ^ (A study of Huang Zunxian and his poetry) (Taibei: Wenshizhe
Chubanshe X3t# A fcfi, 1991). Zhang's study is also a detailed treatment of
Huang's thinking on political, social, economic, and educational issues and in-
cludes a sophisticated chronological survey of Huang's writings that attempts to
date important works, including many unpublished letters, poems, and prose
compositions, identifying where they are preserved or published, and comment-
ing on their critical and historical significance. Schmidt lists Zhang's work in his
Bibliography (p. 348) but he refers to it only twice: (1) as one of several works that
contain a biography ofHuang based on Qian Esun M^f fâ, Huang Gongdu
Xiansheng nianpu ^^J^^tà-^-M (Chronological biography ofMr. Huang
Gongdu) {Renjinglu shicao jianzhu J^%,M.i$3f%ii edition) (see Within the Hu-
man Realm, p. 307 n. 7), and (2) as one work that stresses the importance of
Huang's early poems written in imitation of Hakka folk songs (ibid., p. 321 n. 22).
Zhang's study of Huang is much more important than this: it is the best compre-
hensive study of Huang's poetry in any language and now serves as the bench-
mark against which all other such studies should be measured. Therefore, a brief
digression into a description of Zhang's book seems in order. A listing of the sub-
jects treated in chapters 3-6, provided below, indicates the thoroughness with
which Zhang approached this complex and fascinating thinker and writer.

Chapter 3, "Huang Zunxian's Literary Thought" -£ i£. MXFSfë, includes
three sections: "The Issue of Spoken versus Written Language" %%~t ' ¿f P=I $£.,
"Views of Classic Prose and Vernacular Fiction" "è" X ' <J^Ü JlAf-* and "Concep-
tions of Poetry" #ftiît, which consists of four subsections: "Literary Evolu-
tion and Opposition to Archaism" X^ ÜMb ' &?%--£, "Reform Ideas but Pre-
serve Old Forms" ^*f## » ##$ A, "Face Reality Squarely and Reflect the
Times" SLfà^it » ÄBfeBfft, and "Appreciate Folk Songs and Do Not Avoid
Vernacular Expressions and Popular Subjects" iííLR.ífc ' ?£$?$??&.

Chapter 4, "Scope of Intension in Huang Zunxian's Poetry" ^-iï.,î-#tô 1*1
téiik,4 is divided into two broad sections: I. "Subject Categories" ft#3MK,
which includes (1) "Objective Scene and Subjective Mood" &.&^#?*1-£·?#
: (a) "Landscape Poetry" &¦£#, (b) "Describing Objects / Still Life Poetry" #¦#?
#, (c) "Travel Poetry" ^?F; (2) "Historical Reality and Personal Ideals" &£.
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íjy&í% I $,íl&: (a) "Narrative Verse" &.?#, (b) "Historical Odes" #.£.#,
(c) "Reflective Odes" ^iâ#; (3) "The Poet and Others in Social Intercourse" A
$,-âLMi#©Wi": (a) "Repartee Poems" í)t|fÜ#,5 (b) "Longing for Friends" &
£#, (c) "Keepsake Poems Presented at Parting" iä#I #, (d) "Love Poetry" M 'It
#, (e) "Laments" %$?ìk; and (4) "Equitable Readjustment ofWords and Deeds"
"s fr^KI #-¥¦#$!&: (a) "Poetry ofArgument" ï&i&#, (b) "Pragmatic Poetry"
f JD i¥ II. "Primary Themes Manifested" i*|I.ïJl: (?) "Moved by the Times
and Grieving for the Nation" &#%. S #) 'It 'IU: (a) "Opposition to the Aggres-
sion of the Great Powers" Jk.fi ? ?&?-?&, (b) "Critique of China's Inability to
Halt Domestic Disorders" #tif ? IL^C^tf, (c) "Satire of the Corruption and
Inefficiency ofManchu Qing Officials" M.U %>t t £-£-$ J&&E, (d) "Advo-
cacy of the Idea that Peoples of the World Should Unite" \% %1A%k BI &&fë;
and (2) "The Hopelessness ofUnrealized Ambition" ^" &$Mt tfl&fe.

Chapter 5, "Formal Considerations of Huang Zunxian's Poetry" -^i^Sifoii
fy£jfe, is divided into four broad sections: I. "Distinctive Characteristics of Dic-
tion" t#"S"#'|l: (1) "Adopt Dialect Expressions and Popular Sayings" #¦$] Tj
f ' fë4t, (2) "Use Vernacular Speech" i$ JH éj ?* , (3) "Do Not Avoid Buddhist
Expressions" ^i€# £f#, and (4) "Use New Terms in Classical Verse" ??$\£?
/v#. II. "Syntax and Rhetoric" ¿J i£-if#: (1) "Reiteratives/Reduplicates" 44,
(2)"Repetition of Expressions" 4 A, (3) "Repetition of Syntax" 4$t, (4) "Paral-
lelism" # fct, (5) "Parallel Couplets" €,$!% (6) "Antithesis" #Ltfe, (7) "Anadiplosis"
TS Ä, (8) "Metaphor" tbÄ., (9) "Tendencies to Free Verse" ItX-ib, and (10) "Al-
lusions" /H -&/ III. "Composition" ^ ^&&: (1) "High and Wide Angle ofVi-
sion" &&#}%,%%£, (2) "Flexibility of Narrative Viewpoint" AYA»**,
(3)"The Use of Contrast to Create Tension" JiI if Jt $J it fé? , (4) "Clarity of
Unity and Coherence" /| :k. fr 93, (5) "The Use of Syntactic Repetition to En-
hance Effects H%%;tk 4"H J^ An J^ Ji^. ,and (6) "Natural Transitions in Tone of
Speech" !§¦&.## É #*. IV. "Characteristic Expression ofWorks as a Whole" Hr
tt43Ur.#J# &: (1) "Complexity of Imagery" Ä ^-IHi and (2) "Vividness of
Color" &%$f-ty.*

Chapter 6, "Stylistic Considerations of Huang Zunxian's Poetry" ^"^,li-lf
ô\jJïU$-î&, is divided into two broad sections: I. "Elements that Contributed to
Huang's Style" &#-#/££! and II. "Stylistic Types" JaU&iftiPÏÎJ: (1) "Heroic and
Powerful" ¿fcàfcS&fè, (2) "Downcast and Desolate" ¿fc#£?*, (3) "Full of Daring
Surprises" ^M, (4) "Refreshing and Tender" >t*f It^, and (5) "Easy and
Contented" ft1ia'Ii"iiÜ. Zhang Tangqi bases his analysis of Huang's range of po-
etic style on his reading of Huang's own Preface to Renjinglu shicao (Draft of po-
ems from the Hut within the Human Realm):

Huang Zunxian analyzes his own poetry in his Preface to Renjinglu shicao: "The
style that I forge (Hange #.fê-) derives from a range of styles beginning with that
of Cao Zhi fÄ [192-232], Bao Zhao ÄS?, [ca. 414-466], Tao Qian P£ji# [365-
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427], Xie Lingyun ???? [385-443], Li Bai #0 [701-762], Du Fu ii it [712-
770], Han Yu 4íif [768-824], and Su Shi 4£&, [1037-1101] and extending down
to works by late lesser masters of recent times. However, I neither lay claim to
any one of these as my own style (burning yige ^&—%r) nor restrict myself
entirely to any one form ( buzhuan yiti ^- -#- — ft), for I must not allow damage
befall my ability to write poetry 'for the self (yao bushi hu weiwo zhi shi -Jc^r- £.
-J-Ji ¦Ä-^#)."9 This passage perfectly describes the route Huang took in achiev-
ing his own poetic style: the resentment and distress that Cao Zhi felt when he
fell into the deep net of unfavorable circumstances; the profound discontent
that Bao Zhao felt when he was denied the opportunity to exercise his talents;
Tao Qian's character, which allowed him to distance himself from the common,
vulgar world and be content with a life of pristine simplicity; Xie Lingyun's sen-
sitive observation of landscape scenery and his exquisite ability to depict it in
words; Li Bai's magnanimity and romantic spirit; Du Fu's sorrow and realism;
the great and wonderful way Han Yu had with words as he strove mightily to
create something new; and how Su Shi broke free from the confines of prosody
to write freely as he pleased. Huang took up the styles of all these past masters,
studied them, and enriched himself in the process. He even nourished his style
by drawing collectively on the works of late "lesser masters" of recent times—
poets such as Gong Dingan A^Jr [Gong Zizhen EJ fy (1792-1841)], Zeng
Guofan, Huang Zhongze -JH1M1J [Huang Jingren -J·-/- (1749-1783)], Song
Zhiwan £i£if [SongXiang fa (ca. 1756-1826)], Wu Meicun %:fâH [Wu
Weiye ^H (1609-1672)], and Xie Gaoyu «ji**l [Xie Ao 48 (1249-1295)] ·10

Although overlap occurs, Schmidt's and Zhang's books have different approaches,
emphases, and strengths: (1) Schmidt's study offers far more information about
Huang's experience with the Western world and Meiji Japan (hardly mentioned
in Zhang's). (2) While Zhang merely cites brief excerpts of poetry to illustrate
points of literary history, critical analysis, intellectual history, or biography,
Schmidt's citations are all in English translation, and, since he also provides a
large selection of translated and annotated whole poems, his critical achievement
is of a very different order. Translation from one language to another necessarily
involves interpretation—an exacting exercise that the literary critic or historian
who stays within the same language is spared. While Zhang's analyses of passages
of poetry often provide helpful hints as to what they "mean" (syntax, denotations,
connotations, general gist, allusions, etc.), none of the passages are translated into
modern Chinese. (3) Zhang's study consists of both a more comprehensive dis-
cussion of Huang's place in Chinese literary history and a wider and deeper criti-
cal analysis of formal and stylistic elements. (4) Schmidt's notes and commentar-
ies to the translated poems and excerpts—as well as the translated poetry itself—are
especially valuable for the factual information they provide concerning late Qing
history and Huang's personal life and official career. Zhang either avoids passages
of poetry that require commentary or, when commentary is required, keeps it to
an absolute minimum—assuming a much more informed readership than those
for whom Schmidt's book is written. Although Schmidt rarely goes beyond the
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notes given in Qian Esun's annotations in Renjianlu shicao jianzhu (Draft of po-
ems from the Hut within the Human Realm, with annotations) and material sup-
plied in Qian's Huang Gongdu Xiansheng nianpu ^¦'¿¦Ji^ti.^-Ì^ (Chronologi-
cal biography ofMr. Huang Gongdu) (Renjinglu shicao jianzhu edition), he does
make available in English an enormous amount of information about Huang and
his times, and this alone constitutes a significant contribution to the study of late
Qing history and literature in the West. Schmidt's pioneering effort should also
serve as a catalyst for furtiier studies and translations of Huang and his works.

While Schmidt's part 2 includes some of the most satisfying parts of the
book, it also contains some of the most disappointing. We should single out for
praise his surveys of (1) Huang's role as a forerunner of modern vernacular Chi-
nese literature, (2) his significant contribution to the "poetic revolution" of the
late Qing (shijie geming ^fW^-^), (3) his accomplishments as a patriotic poet
and social critic, (4) the success of his experiments in poetry about foreign lands
and cultures and the scientific and technological achievements of the modern
world, and (5) the development of his satirical poetry. These are all are well writ-
ten and carefully documented sections. However, Schmidt's attempt in chapter 6
("Criticism: Traditional Themes") to define Huang's place in the history of tradi-
tional classical verse—including accounts of Qing-era poetry, the distinctions be-
tween Tang and Song poetry, and Huang's special attraction to Song-era poetry—
seems woefully inadequate, reductionist, and seriously misleading.

Schmidt begins chapter 6 with the following statement:
Modern Chinese critics rarely mention the large quantity of verse on traditional
themes that Huang Zunxian wrote, although much of it is of exceptional qual-
ity. These critics have probably felt disinclined to study this poetry, since it does
not seem relevant to their interest in Huang as a forerunner ofmodern Chinese
literature, but their attitude is faulty for a number of reasons. . . . [B]y ignoring
Huang's more traditional poetry, we run the risk of presenting an unfair and
distorted picture of his poetic output. . . . [S]ince his traditional verse comprises
a significant portion of his collected works, it would be foolhardy to ignore it
just because it does not fit our preconceived notions about Huang being a
"modern poet.". . . [A] ? examination of Huang's more traditional poetry may
reveal affiliations with earlier literature that may assist us in explaining his more
original verse, (p. 78)

However, many modern Chinese studies of Huang's poetry are, in fact, devoted at
least in part to revealing "affiliations with earlier literature" and traditional ele-
ments in Huang's verse. Some explore these aspects in great detail, with much
sensitivity, and, in my opinion, achieve results far superior to Schmidt's own ef-
forts. Zhang Tangqi's Huang Zunxian ji qi shiyanjiu (A study of Huang Zunxian
and his poetry) is the most comprehensive of these studies, and, while critiques of
Huang by otìier modern literary historians/critics often focus on Huang's "mod-
ern" aspects, they also have much to say about his literary precedents and place in
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the tradition of classical verse. For example: (1) Qian Esun's á%^# Meng tiaoan
shihua ?% -Elisie (Discussions of poetry from the Dreamer of Rushes Hut),
quoted in Renjinglu shicao jianzhu (pp. 434-442), has a great deal to say about
Huang's debt to the tradition and his close affiliation with the poetry of Gong
Zizhen, Huang Jingren, and Song Xiang; (2) Chen Yan J$.-fci (sobriquet Shiyi -£
it), Shiyishi shihua & ìit3ì#ì£ (Discussions of poetry from Shiyi's Lodge)
(Taibei: Shangwu Yinshuguan jâj^ÉP Oiìfr, 1961), quoted in Renjinglu shicao
jianzhu (pp. 416-419), traces Huang's literary antecedents primarily to Gong
Zizhen and Xie Ao; (3) the quote from Long Muxun ftfrW), Zhongguo yunwen
shi "r* HMX£. (A history of Chinese poetry) (Shanghai: Shangwu Yinshuguan
itj^P?#, 1934), in Renjinglu shicao jianzhu (p. 448), stresses Huang's indi-
vidualism and modernity, but another passage in Long's work, quoted in Tang,
HuangZunxian ji qi shiyanjiu (K study of Huang Zunxian and his poetry) (p. 213
n. 6), emphasizes the influence of Zeng Guofan's poetry on Huang; and (4) Qian
Zhongshu ?^,???, Tanyi lu ÌH^Ml (Record of discussions of literary art) (Hong
Kong: Longmen Shuju ft!"] ^Mj, 1965) (pp. 29-32), disparages Huang's verse for
its superficiality and excessive derivation from the poetry of Song Xiang îRite, but
Qian's Yeshiji -èJI.3! (The and so forth collection) (Hong Kong: Guangjiaojing
Chubanshe Jññikai ?&.ìi-, 1984), written many years later, includes a section on
Huang (pp. 77-79) in which Qian expresses his regret at having attacked Huang
earlier in Tanyi Iu and now praises him—with some qualifications—as a legiti-
mate heir to the tradition of classical Chinese verse.

Zhang Tangqi's bibliography lists more than two dozen recent studies of
Huang's poetry, and few fail to say at least something about Huang's traditional
affiliations (see pp. 267-271). The compilation of critical remarks on Huang's po-
etry appended by Qian Esun to Renjinglu shicao jianzhu: Shihua shangl<fì£JL
(Discussions of poetry: Part A) and Shihua xia ##T (Part B) (pp. 391-452),
gleaned from late-Qing through mid-twentieth-century works, contains many
other observations on Huang's traditional affiliations. Even Liang Qichao, who
championed the innovative aspects of Huang's verse, also writes extensively about
Huang's positive relation to the tradition in Yinbingshi shihua ikifc^i^iZ (Dis-
cussions of poetry from the Ice Drinker's Lodge), extensively quoted by Qian
Esun in Discussions ofPoetry: Part A. Recent publications on Huang's poetry—es-
pecially those produced in the People's Republic of China through the early
1980s—might tend to emphasize Huang's "modernity," but Schmidt's claim that
Huang's traditional aspects are "rarely" addressed by modern Chinese critics is
simply not true.

According to Schmidt, of all the traditional influences on Huang, the stron-
gest was the poetry of the Song era (960-1279)—especially that of the Southern
Song (p. 79). It is necessary, therefore, for him to define the essential features of
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Song verse and contrast them with those of the other major "school" of tradi-
tional verse—that of the Tang era (618-906):
Ever since the Ming dynasty, Chinese critics have tended to divide Chinese po-
etry from the seventh century onward into two schools, Tang poetry and Song
poetry. Such a division ignores the great diversity ofwriting during both dynas-
ties, but one must admit that it does possess a certain validity, and even such a
prominent Japanese scholar of Chinese poetry as Yoshikawa Köjirö "# )? F&??
(1904-1981) continues the division in his own work. According to Yoshikawa,
the primary difference between Tang and Song poetry is that Tang poets empha-
sized sentiment, whereas Song poets favored intellect. Tang poetry does not lack
ideas, nor are Song authors deficient in feeling, but Yoshikawa and earlier Chi-
nese critics have based their separation of Tang from Song poetry on easily dis-
cernible differences between the approaches of authors during the two periods.

Nonetheless, in certain respects it might be better to call Song poetry a po-
etry ofwit than a poetry of intellect, because the term "wit" embraces a wider
variety of literary phenomena than the term "intellect." (p. 79)

These assertions by Schmidt can be challenged on several grounds. (1) Distinc-
tions between the Tang and Song "schools" or "styles" did not start with the
Ming but originated much earlier during the Song era itself. Their first systematic
presentation, in fact, appears in Yan Yu's SL ;? (ca. 1195-ca. 1245) Canglang shihua
>t""/ft-#ti (Canglang's discussions of poetry), and, from the thirteenth century
on, it became commonplace to describe, analyze, and evaluate classical verse in
terms of Tang and Song stylistics—no longer conceived of merely as elements of
historical period styles but as contrasting sets of criteria that constitute two dis-
tinct, trans- temporal generic styles: whereas Tang-style poetry tends to be dense,
connotative, elliptical and suggestive, intense, subtle, and figurative, and where it
largely avoids colloquial expressions and syntax, often expresses ideal, magnani-
mous states of mind, and emphasizes the expression of heightened awareness of
exceptional moments in life, Song- style poetry tends to be loose, denotative, mat-
ter-of-fact, obvious, discursive, and straightforward, often using colloquialisms
and often preoccupied with the vicissitudes of everyday life—portraying them at
times with irony and (even coarse) humor."

(2) Yoshikawa does, indeed, contrast Tang and Song poetry but not, as
Schmidt says, on the basis of "sentiment" (Tang) versus "intellect" (Song). The
terms "sentiment" and "intellect" occur neither in the section cited by Schmidt in
Burton Watson's translation of Yoshikawa's "Söshi gaisetsu" í-#tet& (An intro-
duction to Song poetry) nor in the original Japanese text.12 The section that
Schmidt cites is titled £#<£># ^.|lï£-s&'l± in Japanese and The Philosophical
and Discursive Nature ofSung Poetry in English. It is Yoshikawa's view that Song
poets tended far more than Tang poets to relate philosophical observations and
employ the language of logical discourse in poetry, but he never says that Song
poetry is more "intellectual" than Tang poetry nor singles out, for example, Su
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Shi and Yang Wanli as more "intellectual" poets than Du Fu and Han Yu. While
there is no doubt that more explicit philosophizing exists in Song poetry than in
Tang poetry, one can hardly say that this makes its "intellectual" content greater
than that of the Tang. Yoshikawa also never contrasts "intellectual" Song poetry
with "sentimental" Tang poetry. Nothing in Watson's translation or the original
Japanese text supports Schmidt's reading ofAn Introduction to Sung Poetry. In-
stead, Yoshikawa's basic distinction is that Tang poetry is pervaded by sorrow and
that Song poetry attempts to transcend sorrow. However, even this view has not
found wide acceptance and has often been challenged.'3

(3) It would have been helpful if Schmidt had attempted to define more pre-
cisely what he means when he says that "wit" generally characterizes Song poetry,
for he simply says that wit is a "clever turn of phrase or humorous image," "clever
conceits," or (witty) "use of personification" (p. 79). Since such elements can be
found in the works ofmany a Chinese poet from almost any period either before
or after the Song (including almost all the more important Tang masters),
Schmidt's use of "wit" is useless as a defining characteristic of Song verse. Never-
theless, he goes on to say: "Interest in witty Song verse declined under Mongol
rule and reached its nadir during the nearly two and a half centuries of the Ming
dynasty, but the Qing dynasty witnessed a remarkable rebirth of Song-dynasty
poetry" (p. 80).

The history of Chinese classical verse during the Yuan, Ming, and Qing peri-
ods is much more complicated than this. Despite the strength of the Tang-style-
centered archaist movement (fugu yundong \%j& j£f#), much Song-style poetry—
"witty" or not— was composed throughout die Yuan and Ming eras—by such
prominent poets as Fang Hui ;5"T (1227-1306), Yang Weizhen $j$$-ik (1296-
1370), Du Mu ## (1459-1525), the painters Shen Zhou ¿fcji] (1427-1509) and Xu
Wei %vf (1521-1593), the dramatist Tang Xianzu í^ffiíB- (1550-1616), and, of
course, Yuan Hungdao (1568-1610) and his brothers (the so-called Gongan -£--£·
school of poetry), among others.14 Its tradition continued intact up to the time
when mainstream anthologists, editors, annotators, critics, and major poets began
to reject the narrow confines of archaism during the seventeenth century and in-
clude Song and Song-style poetry within the purview of their interests.15 The facts
of Chinese literary history do not support Schmidt's assertion that the Ming suf-
fered a "nadir" and that the Qing witnessed a "remarkable rebirth" of "Song-dy-
nasty" poetry.

Much of the best of Qing poetry is based on the creative synthesis of Tang-
style and Song-style elements—for example, the use of daring and sophisticated
figurative language to portray everyday life, sometimes with ironic and/or humor-
ous twists. The great Qing poets, despite the efforts ofmodern literary historians
to pigeonhole them as either Tang-style or Song-style poets, were all successful
synthesizers of both styles (and, often, of pre-Tang poetry as well)—poets such as
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Wu Weiye aititi (1609-1672), Qian Qianyi £%M.é. (1582-1664), Song Wan %vìi
(1614-1673), Shi Runzhang ?&P4# (1619-1683), Wang Shizhen U^ (1634-
1711), Yuan Mei ^k (1716-1798), Chao Yi All Jl- (1727-1814), and Gong Zizhen $6
â F (1792-1841). Huang Zunxian also belongs here—as his Preface to Renjinglu
shicao states, he was much more than an emulator of Song-era poetry. Schmidt's
determination to emphasize Huang's affiliations with the casual, colloquial, and
prosaic poetry of the Southern Song—especially that of Fan Chengda ·;& $, ?.
(1126-1191) and Yang Wanli $j%M. (1127-1206) (see esp. pp. 79-85)16—not only
results in obscuring Huang's great success at synthesizing aspects of Tang-style
poetry but also seems to have compromised Schmidt's ability to translate Huang's
poems that incorporate Tang- style elements of diction and syntax.

Schmidt's translations are inconsistent: while some versions are accurate and

reveal a good understanding of the Chinese texts, others seem very flawed and
consist of nothing but loose paraphrase that does little justice to the originals. In
general, Schmidt is better at poems and parts of poems that consist primarily of
the straightforward language of narrative and discourse but decidedly less suc-
cessful when it comes to coping with figurative language. Since much of Huang's
best poetry is rich in metaphor and other tropes, one can only be disappointed in
the overall results of Schmidt's efforts: Schmidt translates Huang as if he always
wrote in the loose, straightforward style of a Fan Chengda or a Yang Wanli, but
this fails to do justice to much of his best poetry.

If one understands original prose texts (and, to some extent, prose-like po-
etry), paraphrase can often work well enough when converting narrative or dis-
course from one language into another, but it is poison when it comes to figura-
tive language.17 Schmidt exhibits such consistent inattention to the original syntax
of lines of Huang's poems that I am left with the strong impression that he does
not translate directiy from original texts but instead works up his English versions
out of intermediate glosses, which might consist of various mixtures of prose
paraphrase, associations, external information, and interpretation. Such glosses in
modern Chinese (baihua) on texts in literary Chinese (wenyan XÌT), called dayi
3^~È- (the general idea/drift), are common features in modern Chinese publica-
tions of studies, anthologies, and editions of classical works. Although it would be
foolish to ignore such glosses, they should never be regarded as substitutes for or
equivalents to the original texts—especially for poetry. A paraphrase is a para-
phrase whether it is from literary Chinese to English, literary Chinese to modern
Japanese, or literary Chinese to modern Chinese.

According to Schmidt's Preface (p. x), his understanding of Huang's poetry
largely depends on the "learned comments" of Qian Esun M. ^fIS- (Zhonglian ?*
i$), a foremost expert on Huang Zunxian studies, and his ability to comprehend
"the subtleties of the Changshu dialect he [Qian] speaks." Qian's annotations to
Huang's poetry, the Renjinglu shicao jianzhu Alt,JË:#^ Jl "ti, rarely include in-
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terpretative comments or directions on how to construe the syntax of lines and
passages but consist almost entirely of factual background and biographical infor-
mation or quotations of passages that identify die source of allusions. Thus, it ap-
pears that Schmidt's English versions must significandy derive from verbal glosses
delivered to him by Qian, as Schmidt says, during two visits to Qian's home at
Suzhou University (p. x). However, if Qian ever tried to explain how the syntax
of Huang's poetry worked, I find litde evidence of this in Schmidt's translations,
which rarely exhibit respect for the wording of poems. Schmidt lists several anno-
tated selections of Huang's poems in his bibliography (p. 342), and these also
must have proved helpful with the dayi (the general idea/drift) of individual lines,
couplets, and, in some cases, whole poems:

Cao Xu #te, editor and annotator. HuangZunxian shixuan ^??.,?'^??? (Se-
lected poems by Huang Zunzian). Shanghai: Huadong Shifan Daxue
Chubanshe ^JJt éf fé^ ibJiS.it, 1990.

Li Xiaosong ^<J^, editor and annotator. Huang Zunxian shixuan -J^iï.'SÎf
?| (Selected poems by Huang Zunzian). Taibei: Yuanliu Chubanshe iìvjEL
ib AS.it, 1988.

Liu Shinan f'Jiïiij, editor and annotator. Huang Zunxian shixuan zhu ¦Jt'iE^
#3§ìi (Selected poems by Huang Zunzian, with annotations). Shanghai:
Guji Chubanshe -¿r # ib ¿lit, 1986.

Zhong Xianpei ii K"i# et al., editors and annotatore. Huang Zunxian shixuan
7t Jï^î-Î^iS. (Selected poems by Huang Zunzian). Guangzhou:
Guangdong Renmin Chubanshe $k?^R, ib JiS.it, 1985.

The combination of Schmidt's dayi paraphrase approach to translation and his
frequent disregard of Qian Esun's "learned comments" results in numerous defi-
ciencies and errors. The following set of passages, unfortunately, is typical of
Schmidt's selections as a whole; the same kinds of problems can be found
throughout the 150-odd poems that he presents in the book:

Page 217: i§'f|l [Schmidt] Meditations; [Lynn] Impressions / Stirred By My
Emotions

moímm

[Schmidt] The wise men of antiquity were vastly superior to this scholar,
Or at least they could deal with their society's problems!

[Lynn] How glorious! Those worthies of ages past,
Who alone could rescue their times from troubles.

Page 218: 6i+— ñ'^.%1 ??-t ?-ÏÏJ[[4á] [Schmidt] In the Eleventh Month of
1865, We Escape from the Rebellion to Three Rivers in Dapu County, [Lynn] In the
Eleventh Month of the Year Yichou [December 18, 1865-January 16, 1866], We Es-
cape the Rebellion at Three Rivers Town in Dapu District [northeastern
Guangdong]
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[Schmidt] Everyone flees and begs relatives for help;

[Lynn] All wander as refugees, calling out "Old Sir!" "Young Sir!"

That is, refugees beg any man for help, whether young or old. The commentary of
Qian Esun rightly directs the reader to Ode 37 in the Shijing #M (Classic of po-
etry), "Maoqiu" 3Í,Ji (The escarp), where shu xi bo xi ik^-íá ¦$- (Oh young sirs!
Oh old sirs!) is traditionally taken as an address to the ministers ofWei ftr made
by refugee officers of the neighboring state of Li %, begging for help. It is most
likely that shu bo -??t&, literally "older uncle [or] younger uncle," in Huang's
poem are meant as respectful addresses to strangers for help.

Page 219: %ñ ¡Itl if A Ballad ofChaozhou
¦??-Mikfà

[Schmidt] The still river quivered as we plied our oars.

[Lynn] The calm river lets our weak sweep go with the drift.

Surely, dang % here is not "quiver" but "drift"—as it occurs in the expression
dang chuan f^fe (let a boat drift / drift around in a boat): Huang's refugee fam-
ily, still trying to escape from the Taiping Rebellion, leaves Three Rivers, where
the Mei River $fr ¿r. joins the Han River #>i, and travels south down the Han to
supposed safety at Chaozhou. Already worn out by previous flight, the exhausted
("weak") boatmen who man the stern sweep (not "our oars") fortunately are al-
lowed by the calm river to rest and let the boat drift with the current. Roulu JM#
could also mean "gentle sweep"—that is, only a gende working of the stern sweep
is necessary to assist the boat to make its way downstream in the calm current. A
few lines later, ambushed by bandits hiding in the thick vegetation at the river's
edge, the refugees are overtaken by the bandits' boat:

[Schmidt] Their boats flying more swiftly than a squall of rain.

[Lynn] The fast sweep flies like rain.

Schmidt's paraphrase completely obscures the dramatic contrast between the
roulu JM# (weak/gentíe sweep) of the Huang family boat and the kuailu 'tfe#
(fast/powerful sweep) of the bandits' boat (nothing in the poem suggests
"boats"), which quickly catches up, allowing the bandits to overpower them and
demand that they hand over their possessions. (The Huangs, however, are close
enough to Chaozhou city that a canon is fired, people shout "kill the bandits,"
and they are saved in the nick of time.) It is also possible that the line contains an
ellipsis: "The fast sweep scatters / makes fly [water] as if it were raining." Or, the
line might be construed as "The fast sweep makes them fly like the rain."
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Page 221: ?£ Äüfö A Trip to Lake Abundant

[Schmidt] Lotus leaves stand erect, so slender and graceful—
Like millions of emeralds spitting dewy beads from their mouths

[Lynn] Erect and graceful stand lotus leaves—
Countless jade stones brimming over with dewy spittle.

Schmidt's paraphrase obscures the parallel structure of the couplet, which argues
against taking tuo ""è (spit/spittle) as a verb. Han -£¦ is not "mouth" but "hold in
the mouth," "hold in/back," "be replete with / brim over"—a verb parallel to li ì
(stand) in the previous line. The couplet consists of two halves of a metaphor, but
Schmidt needlessly turns it into a simile. "Emeralds" are translucent, bright,
flashy stones, a poor simile, anyway, for the soft and glossy, jade-green leaves of
the lotus. Of course, fei H does not mean "emerald" but fine "jade stone," surely
a more appropriate translation for this Chinese poem about a scene in China. No
word in the original corresponds to Schmidt's "beads."

Page 229: AifeJÍ## Assorted Poems from the Hut within the Human Realm, I

*******

[Schmidt] The spring wind puffs against the trees in my garden
And they sigh together as if autumn had arrived.

Drenched clouds wriggle free from craggy peaks;
Layers of drifting waves slap against the sky.

[Lynn] A spring wind so blows the garden's trees
They shake and flap as if in autumn.

Drenched clouds gang up on mountain peaks, emerge
As layered waves, buffet the sky, flow on.

"Puff and "sigh" are gentle actions, but this is a violent scene, and the violence is
echoed two couplets later in the description of storm clouds. Although shushu $i
M usually means "tree after tree / each and every tree," it is more likely that here
it is an instance of onomatopoeia, "shushu," which suggests a sound—"sigh,"
"sough," or "rusde" if gende, and something like "shake and flap" if violent. Since
a storm is coming up, I have chosen "shake and flap." In this context, Schmidt's
"moan" seems out of place. Anyway, trees do not "moan" when the wind merely
puffs on them. In the second couplet quoted, cuan ^ does not mean "wriggle
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free" but "come together" or "surround" / "gang up on"—as in the expressions
cuan ou ^M. or cuanda ^Ht (surround and beat up someone). Although Schmidt
seems to have translated this second couplet so that the first line describes the
clouds and the second deals with the river's waves, it is more likely that both lines
refer to the storm clouds. The couplet brilliantly invokes a double-layered meta-
phor: the cloud-bullies first gang up and threaten the mountain peaks, then turn
into dielang (layered waves = storm waves), which come out, beat up the gentle
spring sky, and finally spread to cause mischief down below among gardens and
along the peaceful river. We know that the fury of the storm has not yet struck,
however, because the final couplet tells us:

[Schmidt] A seagull dozes drowsily on a sandy bank,
Ignorant that the waters are already rising.

[Lynn] Innocent of the swell of new waves,
The sandy margins keep their sleeping gulls.

Schmidt's paraphrase misses the point: the sand flats at river's edge are, as yet,
unacquainted widi (untouched by) the long reach of high waves, newly stirred up
by the onset of an unseasonable storm. The waves are "new," we can assume, be-
cause this is the first storm since winter. The river gets fresh, unspoiled sand flats
each spring, and these, untouched until now, are about to be washed over, wrecked,
and the gulls deprived of their place to sleep. One could argue, of course, that it is
the gulls that are yet unaware of the new swelling waves and so stay asleep—the
syntax is ambiguous enough to permit this reading, and such a reading would be
logically plausible, since gulls are sentient beings and sand flats are not. But such
logic, I believe, robs the poem of much of its charm. Huang's poem is full of
drama, witty metaphor, and layers of meaning, but, unfortunately, very little of
this comes across in Schmidt's English version.

Page 232: ^f &;·&?&#?f Even Outings to Lake Shinobazu, I

[Schmidt] Just wakened from my dream, I open the door and watch the rain;
A blotch of setting sun glows on the painted screen.
Dragonflies wing away, docilely following the west wind—
The blossoms are too weak to make them drop in for a chat.

[Lynn] Only when we open the door to watch the rain do we wake from dream
To find a daub of slanting sunlight lighting up a painted screen.
Following the west wind, let's just fly away—
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These tender blossoms lack the power to fetter you dragonflies!

I have translated the function word / grammatical particle cai ¿k [^ ] as it occurs
in the vernacular Chinese. Classical usage (hardly, barely, scarcely) suggests:
"Opening the door to watch the rain / We're [I'm] scarcely woken from dream."
The colloquial usage lends itself to a more dramatic and intimate narrative:
Huang seems to be with Japanese friends in a geisha house (or, at least, in some
restaurant or other establishment attended by geishas). Now, it is late afternoon
or early evening. After being caught up in a dream-like mood (sake, women,
song!), the mood is dispelled by taking a look outside. Schmidt's version of the
line—the poet wakes up and then opens the door and watches the rain—is not
possible, given the word order of the line and the presence of cai $$t [ ^T ] , in ei-
ther its classical or its vernacular usage. The "painted screen" (huaping 3t<#), of
course, is a conceit for the scene outside. Schmidt's rendering ofyimo —#- as "a
blotch," an ugly expression, is most unfortunate, for it surely refers, in keeping
with the painting / real scenery conceit, to a brush stroke, as if the setting sun at
the clear western edge of a rain-shrouded sky were adding a bright stroke to a
dark painting. Instead, Schmidt has the sun cast a blotchy patch of light on an ac-
tual painted screen inside, missing Huang's stroke of genius completely. In the
third line, bian -ft does not mean "docilely" but "immediately" or "just/simply."
Schmidt has missed other conceits: the ruohua i>% vi (tender blossoms) of the last
line surely refer to ruo (young, tender) geishas and the qingting ¡Nt"^ (dragon-
flies)—strong, assertive, mobile creatures—refer to Huang's Japanese friends.
Huang was well aware that an old name for Japan was Qingtingzhou (Akitsushima
¡Mi"féiiHi), "Dragonfly Isles," so this was a perfect opportunity for him to use his
lively wit and call his friends "dragonflies." Now that they have awakened from
reverie, he suggests that they should break free and simply (bian fi.) leave.
Schmidt's reversing the order of the third and fourth lines is consistent with his
misunderstanding of the poem as a whole. His version does little justice to the
original, an extremely witty and clever poem, for it merely assembles a few dis-
jointed impressions, lacks structure and integrity, and completely obscures the ge-
nius of Huang's metaphoric figures and dramatic economy. The gratuitous "drop
in for a chat" at the end of Schmidt's version does not deserve comment.

Schmidt translates a selection of fifteen of Huang's Poems on Japanese miscel-
laneous subjects (pp. 238-241), but the sixteenth, Qingtingzhou $ki&.ift\ (Dragonfly
Country), is not included among them. I provide my own translation here:

=.0íJ1L5IAÍP#

The great ocean, infinitely vast, drenches its edges all around—
Might it have been the wind from the Three Mountains that drew me here?
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This Penglai with its clear shallows has existed ever so long,
Now as always, a dragonfly tripping across the water as it flies.

Huang's own commentary reads:
From the time of its [Japan's] founding until the present, its national bound-
aries have always remained the same. When Jimmu it Â, [the first emperor of
Japan (660-585 b.c.)] reached Yamato ilio, he climbed a mountain, looked
into the distance, and said, "How beautiful is this realm! Does it not look just
like a dragonfly tripping across the water!" Thus, Japan is also called the
Qingtingguo (Akitsushima) ijHsÉíJt] [Dragonfly Country]. Our histories men-
tion the Three Mountains of the Gods BJ$ ¡U that exist beyond the sea, to
which the wind draws you but which you never can reach.

Huang then quotes from the Shanhaijing ? fëM. (Classic ofmountains and seas),
to show how the ancient Chinese thought that the mythic Penglai Isles, abode of
the Immortals, were located where Japan is, lying far beyond the eastern sea.18

The bitan (Japanese, hitsudan) íH& (brush conversations) that Huang had
with his Japanese friends (1877-1882) record many instances when those friends
tried to involve him with geishas or assist him in acquiring a concubine. Huang
apparently refused all such attempts, remaining loyal to his wife back in China.
The story of Huang's love and dedication to his wife and other women in his
family is treated in considerable detail by Noriko Kamachi (pp. 4-6), who notes
Huang's resolve never to take a concubine because of the influence of his great-
grandmother, Madam Li ^i.AA. Thus, whenever Huang's friends suggested
an excursion or gathering, he always expressed enthusiasm for the idea but invari-
ably added something like "but you simply need not order any geishas ¦is. ^ i&^8
#*^F!""

Page 232: ^f- ,-S;&B&;## Evening Outings to Lake Shinobazu, III

» «a >tmi£ 11
-*-&¥* is*.*

[Schmidt] One tiny sip of subtly flavored cherry tea
Makes a snack that refreshes like dewdrops on lotus.
Then black-robed waitresses bring out green rippling wine,
With transparent sashimi, sliced thinner than paper.

[Lynn] The remains of a sip of delicate, subtle cherry tea
Form a morsel of pure dew to ladle from a lotus blossom.
Black gowns elevate and bring out wine rippling green
And sashimi in paper-thin slices on foot-wide glass plates.

Schmidt ignores the yu ifc (the remains) at the end of the first line. The poet does
not quite finish the tea, and a bit remains at the bottom of his lotus-shaped cup,
as if it were dew held in the calyx of a lotus blossom. "Snack" is an unfortunate
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choice for dianxin .fi-u (morsel), and Schmidt's resort to a nonexistent simile
suggests that he has seriously misunderstood the syntax of the couplet. In the
third line, qingchu ?&, which means hold something up high (as a sign of re-
spect) and bring out, is weakened by Schmidt's simple "bring out." In the context
of this poem, qingyi -t^c, of course, refers to "black-robed waitresses," but why
suppress the synecdoche of the original and expand it into an interpretative para-
phrase? And is it really necessary that jiupo lu M '/&$$¦ (wine rippling green / wine
that ripples its green color) be rearranged as "green rippling wine"? Schmidt's un-
derstanding of the last line is, I think, impossible, for it reads: jingchi boli zhipian
yu íf-^ífeí^^^ & (foot-across glass, paper-slice fish). He ignores jingchi SJl
(foot in diameter) and has it that the glass describes die fish: "transparent sashimi."
The syntax of the original might support the interpretation "foot across [trans-
parent as] glass: paper-thin fish slices," but, while sashimi might certainly be
sliced so thinly that it seems transparent, it is most unlikely that it would ever be
cut in foot-wide slices. I suppose it is possible that Huang here indulges in hyper-
bole, so that the line might mean: "Paper-thin slices offish—[transparent and big
as] foot-wide panes of glass." But Schmidt's paraphrase misses even this reading.

Page 254: ?./3 -\-£-fck.^'%-fr t rï ? ft ffc. [Schmidt, writing not in italics,
as if this were the preface or introduction to the poem and not its tide] I com-
posed this poem after gazing at the moon from a ship in the Pacific Ocean on the
night of the Midautumn Lunar Festival; [Lynn] A Poem Composed upon Gazing at
the Moon aboard Ship on the Pacific, Night of the Fifteenth, Eighth Month [Septem-
ber 23, 1885, Midautumn Festival]

-t-iïJMEïiÉjnfl

[Schmidt] Since embarking I've seen the moon wax and wane four times,
And we've already sailed three thousand miles back home.j/PO}

[Lynn] Since setting off on my journey I've seen the moon this bright four times,
And the homeward-bound ship has already crossed a thousand miles.{/PO}

Schmidt's version clearly states that at least three lunar months have elapsed
("I've seen the moon wax and wane four times") since embarking on this ship for
this voyage back across the Pacific to China and that in the space of this supposed
ninety or ninety-plus days the ship traveled a mere three thousand Ii (one thou-
sand miles), that is, at the most, about eleven miles every twenty-four hours—a
slow boat to China if there ever was one! How did Schmidt get so confused? Sihui
ming W EJ b£| does not mean "wax and wane four times" but " [this] bright four
times," which echoes the fourth line:

4-*të&vi7r,*f

[Schmidt] But tonight her clear rays glow with double purity
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[Lynn] But tonight she emits twice the beauty of her pure rays.

According to Qian Esun M,^-^$, Huang Gongdu Xiansheng nianpu ^"4^/1.?4
^F-If (Chronological biography of Mr. Huang Gongdu), Huang left his post in
San Francisco on the twelfth day of the eighth lunar month (September 20, 1885),
that is, three-plus days before the night of this poem, which accounts for the
"homeward bound ship has already crossed a thousand miles." In fact, Qian
quotes this very couplet, noting that the poem is dated the fifteenth of the eighth
month, to prove that Huang left San Francisco on the twelfth day: "It can be de-
duced that the day that Mr. Huang left America was the twelfth." In other words,
the night of the poem is the fourth night since the ship sailed. Even in 1885, a rea-
sonably fast ship could travel 250 miles or more in twenty-four hours, so three-
plus days could easily account for about one thousand miles. Schmidt is unjusti-
fied to translate three thousand Ii (one-third of a mile) as three thousand "miles,"
for Huang obviously was trying to be precise in his reckoning of the distance trav-
eled. Equally obvious, Schmidt has no idea where the ship was on the night of the
poem, for he says elsewhere in his long commentary on this poem included in the
chapter "Huang Zunxian and Modern Science":
[W] hen Huang is celebrating the Midautumn Festival aboard the ship, his fam-
ily is probably sleeping on what is for them the morning after the festival (de-
pending, of course, on whether he has passed the International Date Line or
not), (p. 193)

The ship that Huang traveled in, by the way, traveled via Japan and arrived in
Guangzhou at the end of the ninth lunar month (early November 1885), so he was
on board a total of about six weeks.20

Page 259: Fsfl HH Closing my Gate

asm aia s-

[Schmidt] Lazy clouds follow dragons to rest in their lairs;
A mild wind allows the birds to come home early.
The mountains outside my wall are good enough for me—
No need to concoct wild stories about foreign mountains!

[Lynn] Clouds so lazy they let dragons lie down;
Wind so mild it allows birds to go back.
The mountains above my wall are perfectly good in themselves,
So what need have I to brag about mountains of the gods?

The third characters in the two lines of the first couplet, sui PaL (let) and ren \i
(allow), are synonyms. The two lines exhibit an obvious parallel structure—so
obvious that it is astonishing that anyone could have missed it. Or, perhaps, does
the translator think he can improve on the original by suppressing the parallelism



Features 323

and inventing a new meaning for the first line? Wo $k (lie down / rest / adopt a
posture of sleep) can only be a verb, parallel to huan 'M. (go back) in the next line:
up there in the sky, clouds are so idle diat dragons need not exert themselves to
keep up with them and so can rest; down on earth, the wind is so mild that birds
have no trouble returning to the mountains—they do not have to fight an after-
noon wind to go home to their nests. Schmidt seems to collapse together wo ^k
(lie down) and wo % (nest, refuge, lair), but there is nothing in the text or con-
text to justify this reading. I prefer a more literal reading of the second couplet
and have translated it accordingly. Shenshan it ¡U "mountains of the gods" de-
serves more than die paraphrase "foreign mountains." Schmidt discusses such
references in detail on pages 96-99, where he demonstrates how Huang uses allu-
sions to Buddhist and Daoist paradises to express the exoticism of "foreign
climes," so it would have been easy to translate shenshan literally and add a brief
reference note.

Page 265: it M [Schmidt] Trying to Cheer Myself Up; [Lynn] SeekingRelease
from Depression

4~ a 4~8f#4-4

[Schmidt] While flowers bloomed and wilted, I closed my gate to sleep;
Please excuse me, dear spring, I can't help that I missed you.
Hardly anything in this world works ever out as you plan;
The men all around me become younger each day.
Evening rain drips on like some dreary tune;
Time waltzes past me with a quick, lively step.
But on this day, at this moment, only I exist—
Tea steams, and this sick layman enters a Zen trance on his bed.

[Lynn] Blossoms bloomed, blossoms fell, but I closed my gate, and lay down.
I've so neglected you, splendor of spring! How shall I make it up to you?
Seldom have national affairs actually turned out as I wished;
Now, those I place hope in increasingly come from the next generation.
The evening rain plays a soughing, sighing tune, note after note,
For the fleeting splendor to stamp out its measure, farther and farther away.
On this day, at this moment, here's an "I" that exists only for the present—
A sick Vimalaklrti with his tea steam and his meditation seat.

Paraphrasing % ïk&Jo&iïcH as "Please excuse me, dear spring, I can't help that
I missed you" misses much of the original meaning. Fu % (carry on the back /
turn the back on / violate, neglect, fail, shirk [obligations, etc.]) is a far stronger
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word than "miss": Spring in all her glory offered herself to the poet, but he turned
her down! Also lost in Schmidt's paraphrase is nai ru he js-ykH, which should
have been rendered something like "What shall be done for you," "What shall I
do for you," or "How shall I make it up to you," all with the rhetorical force of
"Nothing can be done about you," "I've blown my chance as far as you are con-
cerned." Schmidt's insipid paraphrase misses all this. His version of the second
couplet wrongly individualizes Huang's lament, as if tianxiashi r^.T? were
merely things in his own life that did not go as he wished, whereas they surely re-
fer to world/national affairs, with which he was so concerned all his adult life.
Schmidt's paraphrase of the second half of this couplet is also far off the mark.
Yanzhongren BJl +A does not mean "the men all around me" but "those in my
mind's eye"—those whom the poet always has before his mind's eye, those for
whom he longs and hopes. Yanzhongren is an expression found numerous times
in the works of many a poet, where it usually refers to a missed friend who is far
away. Juxtaposition with tianxiashi ^.Tl- (national affairs) indicates that Huang
has in mind those who can work for and save China, a task Huang himself hoped
to help achieve that he now realized was passing to members of the next genera-
tion. In the third couplet, liuguang >&& surely refers to the chunguang ^Jt
(splendor of spring) of the second line of the poem and not simply to "time": the
evening rain plays a song for the fleeting glory of spring / splendor of spring,
which dances farther and farther away, as if it were stamping out the beat of the
song, measure by measure. However, Schmidt's paraphrase completely obscures
this clever metaphor and the images associated with it. His version of the last
couplet contains serious errors. Youjinwo ^4"-$, (here's an "I" that exists only
for the present) refers to the Buddhist doctrine that it is an illusion that the self,
personality, or ego has real existence (you wo ^ 3^) and that instead it is only a
temporary and ever-changing aggregate of the five skandhas, the pañcaskandha
(wuyun AU)—(1) se ê, (form [body]), (2) shou -ft (perception), (3) xiang%
(conception), (4) xingtf (volition), and (5) shi Ì&. (consciousness [mind]); there
is no such thing as a permanent "I" or "self (wuwoâli or wu changwo M% -$U.21
Instead, Schmidt's "only I exist" defiantly asserts an egotistical subjectivism, a so-
lipsism quite at odds with basic Buddhist doctrine.

Schmidt explains his paraphrase of bing Weimo -fa t$-J$ as "this sick layman"
in a note immediately following the translation of the poem: "Literally, 'a sick
Vimalakïrti,' Vimalakïrti being the main character in one of the most popular
Buddhist scriptures, the Vimalaklrtinirdesasütra, in which the layman Vimalakïrti
demonstrates that he has a knowledge of Buddhism superior to that of all the
Buddha's disciples. At the beginning of the scripture, Buddha asks his disciples to
visit Vimalakïrti, who is reported to be ill. This work was particularly appreciated
by Chinese officials and was one of the main scriptures of the Zen (Chinese,
Chan) sect." Indeed, Vimalakïrti was the layman par excellence in the Chinese
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tradition and the model most often emulated by literati who sought wisdom and
solace in the teachings and practice of Chan. For example, the great Tang poet
Wang Wei A^E. (701-761) even took Weimo $$-f$ as his personal name (zi -f-)·
Schmidt might have said more about the attraction of poets to the Weimojie
suoshuojing $$.f$i& P/f#lM (Scripture spoken by Vimalakïrti), especially since one
famous poet who was devoted to Chan and this scripture was Bai Juyi elfe h
(772-846), a Tang poet whose style Huang gready admired, emulated, and tried to
surpass.22 It is likely that Huang, a close student of Bai's work, was familiar with a
group of Bai's writings—poems and letters exchanged with his close friend Yuan
Zhen 7ÓÍI (779-831)—that deal with the same topics as this poem: depression
and how to deal with it, aging and the awareness that one is oudiving one's
friends and colleagues, and the solace and wisdom of Chan Buddhism. Kenneth
K. S. Ch'en, in his The Chinese Transformation ofBuddhism, devotes an entire
chapter to Tang-era Buddhism and literary life, and most of this chapter is con-
cerned with the poetry and prose of Bai Juyi. One passage in Professor Chen's
book is particularly relevant:
This period of grief coincided with misfortunes that befell his closest friend,
Yuan Chen [Yuan Zhen]. . . . After arrival in Chiang-ling [Jiangling], Yuan
wrote to Po [Bai] about his depressed mood in the south. In answer to Yuan,
Po wrote a long piece consoling him, and suggested that he might find solace in
reading such Buddhist scriptures as the Vimalakïrti, ... He specifically recom-
mended that "if one wishes to eradicate grief and sorrow, one should read the
Ch 'an [Chan] sutras. One should realize that all things are empty, and not allow
thought to be attached to anything."23

Schmidt's version of the last line is marred by another error: chanta #18 does
not mean "enters a Zen trance on his bed" but "meditation seat." A chanta #àì
(or chanchuangffifö.) is not a bed but a platform-like piece of furniture that
looks like a large coffee table with extremely short legs.24 Nothing in the line justi-
fies Schmidt's paraphrase "enters a Zen trance."

Page 291: JÍitt#frW-%k [Schmidt] The General ofManchuria; [Lynn] A Song
for the General Who Rules Liao25

[Schmidt] When he gazes northward to Korea, he fumes with righteous anger,
Takes out his Han seal and strokes it over and over.

Suddenly he recalls all those senseless deaths in Manchuria,
Cries, "Oh! My seal! My seal! What can I do now?"

These last four lines bring to a close the tragedy ofWu Dacheng %¿ k. '/&. (1835-
1902) and his disastrous attempt to defend China's Northeast and Chinese inter-
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ests in Korea during the Sino-Japanese War of 1894-1895. Wu lost a major battle
in the spring of 1895, attempted suicide, and soon retired in disgrace. He was an
accomplished calligrapher and antiquarian who had obtained a Han dynasty (206
B.c.-A.D. 220) general's seal, which was inscribed Du Liaojiangjun J%.^.^-^-
(The general who rules Liao). Wu regarded the seal as an omen that great military
accomplishment was ordained for him, so it is especially ironic that he suffered
the great reverse of his life trying to defend the very territory named in the seal.
(The fact that the seal was very likely a fake does not enter into our story.)
Schmidt explains all this in considerable detail both in the notes to this poem and
in an extended narrative and analysis in chapter 10, "The Late Satirical Poetry"
(pp. 170-173). 2<s I have no argument with the first three lines quoted above, but I
believe that his analysis of how the poem ends and his version of the last line miss
something important—an allusion to General Xiang Yu's 1S %\ (King Xiang JJj A )
(233-202 b.c.) famous lament, which he sang on the last night of his life, after his
troops were overwhelmed and surrounded by the Han forces at Gaixia:
And so, King Xiang got up in the middle of the night and began drinking in his
tent. He had a beauty whose name was Yu, whom he always favored and al-
lowed to accompany him, and a horse whose name was Dappled, which he al-
ways rode. Then, King Xiang sadly began to sing a heroic and noble song,
whose lyrics he himself composed:

Strength to uproot mountains, oh, spirit to cover the earth,
But the times are against me, oh, so I can't let Dappled run!
Can't let Dappled run, oh, so what can be done?
Oh Yu! Oh Yu! What shall I do for you?2?

Since Huang's last line, ¿P^Ep^H-a-itf5!, so resembles Xiang Yu's last line, M^
M^^-^^, I suggest that Huang's last line ought to be translated as "Oh Seal!
Oh Seal! What shall I do for you?" Schmidt's "What can I do now" is too vague—
he has the same trouble here with ^Af5T as he does with ^-¡-kH in ií?Q
[Schmidt] Trying to Cheer Myself Up; [Lynn] Seeking Release from Depression (p.
265): he does not seem to appreciate how the "you," whether ruo &, ru ;£", or er
%, functions in the expression nai ru I ruo I er he, "What shall I do for/about
youV "What shall be done for/about youV As Xiang Yu knew he was responsible
for the disaster that was about to befall his beloved, Lady Yu, and fully aware that
there was nothing he could do for her, so Huang has Wu Dacheng give voice to
the same kind of lament: the seal represents the Liao territory (the Northeast)
that was entrusted to him, but he failed this trust and now realizes that there is
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nothing he can do: Liao is lost! Thus, he addresses the seal with the rhetorical
question "What shall I do for youl"

If Schmidt had followed up Qian Esun's commentary to Huang's line, he
would have caught the allusion to Xiang Yu—though he would have had to do
some spade work of his own, since Qian did not tell the whole story. Immediately
after Huang's last line, ¿P'fytp^&ifäfä, Qian's commentary reads: "Du Fu shi:
Chao hu Chao hu nai er he" ¿tlt#: M^tin^&fâfà (A poem by Du Fu [712-
770]: Oh Chao! Oh Chao! What shall I do for you?). At first glance, all Qian
seems to have done is draw attention to a similar line in a poem by Du Fu, and
after noting this mildly interesting fact, one could ignore the annotation since it
does not seem to help in interpreting Huang's own line. However, one ignores
such annotations at one's peril! Du Fu's line is the last in his ^$JJ^:^'JN ^ffc (A
song for Li Chao's eight-divides and small seal script calligraphy). Li Chao was a
maternal cousin ofDu's, whom he met late in life in Guizhou (Sichuan) and who
was an accomplished calligrapher in the baferi" and xiaozhuan (small seal script)
forms. The last four lines ofDu's poem read:

In eastern Ba I met Li Chao,
Who for more than a month has been asking me for a poem.
But I'm now so worn out and old, my talent and strength so paltry,
Oh Chao! Oh Chao! What shall I do for you?

Qian probably was reminded of these lines of Du Fu because of the connections
suggested by Wu Dacheng's seal, with its inscription in Han-dynasty seal script,
the calligraphy of Li Chao, and the similarity in the way both poems end. How-
ever, many commentators on Du Fu's poetry have drawn attention to the similar-
ity between Du's last line and the last line of Xiang Yu's lament—for example, the
Song-era commentator Zhao Yancai ?## (twelfth century), one of the com-
mentators whose remarks are preserved in the popular annotated edition of Du's
poetry, the Jiujia zhu Du shi A1^iUt# (Nine masters annotate Du's poetry).29
Perhaps Qian Esun thought that the allusion to Xiang Yu was so obvious that
there was no need for him to mention it and instead drew attention to the less
obvious connection to Du Fu's poem.

Although much is wrong with Within the Human Realm, it is still well worth
reading and keeping on one's shelf as a reference work. Schmidt should be given
much credit for this pioneering effort and its valuable contribution to the study
ofHuang Zunxian and late traditional Chinese poetry and intellectual history.

Richard John Lynn
University ofAlberta



328 China Review International: Vol. 3, No. 2, Fall 1996

Richard John Lynn is Professor ofChinese Studies and Chair, Department ofEast
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NOTES1. In preparing this review article, I have used the following editions ofHuang's principal
writings:

Riben zashishi guangzhu 3 ^-#^^#^4" (Poems on Japanese miscellaneous
subjects, with expanded commentaries). Ed. Zhong Shuhe ii-fciff. Zou
xiang shijie congshu A&Ut-??-AY edition (English Series title: From East
to West: Chinese Travellers Before 1911). Changsha: Yuelu Shushe -&Ä lFii,
1985. (The expanded commentaries consist of (1) excerpts that Zhong
Shuhe gleaned from Huang's Riben guozhi El Í-S *- [Treatises on Japan]
that seem to expand upon Huang's poems and his original commentaries
to them, and (2) Zhong's notes on textual variants as they occur in differ-
ent editions of the Riben zashishi.)

Riben guozhi S^-H-* (Treatises on Japan). Jindai Zhongguo shiliao congkan
xubian ii-ft + S Í.#It IF ¿fíe edition. Shanghai: Tushu jicheng yinshuju
Mt%&i?t^, 1898. Reprint, Taibei (Yonghe ?%%>): Wenhai
Chubanshe X& ¡b XS.ñt, 1982.

Renjinglu shicao jianzhu ^ïk&.i%'4-iiii (Draft of poems from the Hut within
the Human Realm, with annotations). Ed. and annot. Qian Esun ik^f-fâ.
Shanghai: Gudian Wenxue Chubanshe -ár^-X^ ib Ait, 1981.

Renjinglu jiwai shiji Aij|,Ä %. £[-#|ìf (A compilation of poetry not included in
the Hut within the Human Realm collection). Ed. Beijing University, De-
partment of Chinese, Modern Poetry Research Group Jb % ?.? ?3 X & j£
-rv##f&?.?.. Beijing: Zhonghua Shuju t^t^, i960.

Zheng Ziyu Jtp^i^j" and Sanetö Keishü 1G?£,?-^-, eds. Huang Zunxian yu
Riben youren bitan yigao -JTiS.^- ^- El .?-ìjlAiiH^itil (Surviving drafts
of brush conversations between Huang Zunxian and his Japanese
friends). Tokyo: Waseda Daigaku Töyö Bungaku Kenkyükai -f-iâ W ?.^
&?t-??|??G£??968.

2.The first place to look for an introduction to Huang Zunxian is the entry "Huang Tsun-
hsien" by Fang Chao-ying (Fang Zhaoying % fzM.) in Arthur W. Hummel, ed., Eminent Chi-
nese of the Ch'ing Period (1644-1912) (Washington, D.C.: U.S. Government Printing Office, 1943;
reprint, Taibei: Ch'eng Wen, 1967), pp. 350-351. Huang's experiences in Japan are described and
analyzed in an important recent article by Wai-ming Ng $tlt nft , "The Formation ofHuang
Tsun-hsien's Political Thought in Japan (1877-1882)," Sino-Japanese Studies 8, no. 1 (October
1995): 4-21.

3.Schmidt's work apparently had a long period of gestation, for a phantom book by him
on Huang is listed under "Studies" in Schmidt's entry, "Huang Tsun-hsien," in William H.
Nienhauser et al., eds., The Indiana Companion to Traditional Chinese Literature (Bloomington:
Indiana University Press, 1986), p. 450: "Schmidt, J. D. Huang Tsun-hsien. Boston: Twayne,
1982." According to Nienhauser's Preface (p. ix), the Indiana Companion project began in 1978/
1979. Like so many other errors in this error-ridden work, the reference to the Twayne book on
Huang, which was never published, was not deleted during editing.
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4.Zhang Tangqi defines "intension" I*] Wi as "the stuff of one's life experience and the
author's perceptions, evaluations, feelings, and attitudes toward it—the sum total of subjective
elements—that are present in a literary work: the subject matter and expressive and thematic as-
pects that are constructed out of these elements." See Zhang Tangqi ifr ofcaif, HuangZunxian ji
qi shi yanjiu % 3$.£ -5.-£-##f Ä (A study ofHuang Zunxian and his poetry) (Taibei:
Wenshizhe Chubanshe Xi£# ib &it, 1991), p. 105.

5.Repartee poems include "banquet repartee poems" 4fSi|, "offer and response poems" ??
?» (usually done on the same shared occasion), and "poems presented and composed in return"
(usually done at a distance) S| ^-.

6.A sizable portion ofHuang's poetry is concerned with both the critique and advocacy of
political, military, and social policy (general and theoretical arguments) and the promotion and
encouragement of patriotism, courage, dedication, industry, and other individual and social vir-
tues. He was determined to make China face up to the realities of the modern world and take
determined and concerted action. No longer could China hide behind empty words and out-
dated gestures: honest words had to be matched by forceful actions. Zhang Tangqi categorizes
Huang's more general and theoretical works of this type as "poetry of argument" ???&?? and
those that address individual issues and advocate specific action as "pragmatic poetry" ^f Al I^
see pp. 128-132.

7.Zhang Tangqi bases his analysis of rhetorical figures on Huang Qingxuan ^CEJE., Xiuci
xue &Wi^ (On rhetoric) (Taibei: Sanmin Shuju ?- R, ^M], 1975), and Huang Yongwu -£ 7k
&,, Ziju duanlianfa ? ájáSAíi· (The forge ofwriting) (Taibei: Hongfan Shudian iftjfêYTÈ,
1986). For an account of the history and scope of Chinese rhetoric, see Karl S. Y. Kao $1 -? j| ,
"Rhetoric," in Nienhauser, The Indiana Companion to Traditional Chinese Literature, pp. 121-137.
See also Professor Kao's "Recent Studies of Chinese Rhetoric," Chinese Literature: Essays, Ar-
ticles, Reviewsi} (1993): 143-154.

8.An interesting and insightful study of the formal aspects ofHuang's poetry (not listed in
Schmidt's bibliography) is Ono Jitsunosuke ?-ïf 1F-^UO. "Keitaimen kara mita Ko Junken no
shi" ^ MÄ A* h fâfclk iï. !€- <D%% (Poetry ofHuang Zunxian viewed from the aspect of for-
mal characteristics), Chügoku koten kenkyü + H "¿r##f Ä (Research in classical Chinese stud-
ies) (Waseda Daigaku Chügoku Koten Kenkyükai -ffSaiA^ + a**«ft;-#" [Waseda Uni-
versity Society for Research in Classical Chinese Studies] 12 (December 1964): 55-69.

9.Cf. Schmidt's translation of the same passage: "When I cultivate a style, I do not name it
after any previous author or exclusively imitate the form of a Cao Zhi. . . . What is most impor-
tant is that I do not fail to write my own poetry. . . ." Besides getting the phrase burningyige T
Xi — i§- backwards (syntax just as in the common expression burningyiwen T% "~? "not a
cent to his name"—i.e., he does not lend his name to [claim] a single cent), Schmidt's para-
phrase (he rearranges the order of sentences in the passage) obscures the exact meaning of yao
bushi hu weiwo zhi shi -Ic T afe. -^ % $, ¦£-#. He also should have drawn the reader's attention to
the fact that the expression weiwo $> & alludes to the extreme self-centered philosophy ofYang
Zhu #^. cf. Mencius JE^, 3:2.9: "Mr. Yang advocates 'be for yourself,' but this is to deny
one's sovereign" # ft,^ átA af-¿. Huang was hardly a latter-day follower ofMaster Yang,
but his use ofYang's slogan (well known to any educated reader) is significant, for it signals
both his willingness to go outside Confucian orthodoxy (but stay within the Chinese tradition)
for terms and concepts and his struggle to find ways to express new ideas—in this case, how cre-
ativity depends on individualism and originality, a commonplace notion in the Western world
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of the nineteenth century, still in thrall to Romanticism, but an unusual and heterodox view in
Huang's own Chinese world.

10.Zhang Tangqi, Huang Zunxian ji qi shi yanjiu (A study ofHuang Zunxian and his po-
etry), p. 200. Zhang's list of late "lesser masters" of recent times who are likely to have influ-
enced Huang is derived from observations made about Huang's poetry by Qian Esun i% ífif-,
Chen Yan ?^,?t , Long Muxun t?,?^??//, and Qian Zhongshu álülF. His authority for includ-
ing Xie Ao, the late Song "patriot poet" It 81 #A, is Chen Yan. See below.

11.See the translation by Richard John Lynn of "Ts'ang-lang's Discussions of Poetry: An
Analysis of Poetry by Yen Yu," in Victor Mair, ed., The Columbia Anthology of Traditional Chi-
nese Literature (New York: Columbia University Press, 1995), pp. 139-144; Richard John Lynn,
"Tradition and the Individual: Ming and Ch'ing Views ofYuan Poetry," Journal ofOriental
Studies 15 (1977): 1-19 (which also describes and analyzes Ming and Qing views of Song poetry);
and Lynn, "The Talent- Learning Polarity in Chinese Poetics: Yan Yu and the Later Tradition,"
Chinese Literature: Essays, Articles, Reviews 4, no. 2 (1983): 157-184.

12.Burton Watson, trans., An Introduction to Sung Poetry (Cambridge: Harvard University
Press, 1967), pp. 21-24; Yoshikawa Köjirö ~É Jl| ^/ÎLÈf, "Söshi gaisetsu" ^.I^feìSL, in Yoshikawa
Köjirö zenshü "# JlI -£/fcè[S4r# (Tokyo: Chikuma shobö $k% H%, 1984-1988), pp. 24-27.

13.See, for example, the review of An Introduction to Sung Poetry by James J. Y. Liu in
Tsing Hua Journal of Chinese Studies, 1968:281-284.

14.For the basic theoretical positions of these non- or anti-archaist poets, see Richard John
Lynn, "Alternate Routes to Self-Realization in Ming Theories of Poetry," ed. Susan Bush and
Christian Murck, Theories of the Arts in China (Princeton: Princeton University Press, 1983), pp.
319-338·

15.For a survey of late Ming and early Qing criticism that advocated Song poetry and an
account of contemporary anthologies of Song verse, see Lynn, "Tradition and the Individual,"
pp. 7-16.

16.It is more than coincidence that Schmidt has produced books on these two poets: Yang
Wan-li (Boston: Twayne, 1976) and Stone Lake: The Poetry ofFan Chengda (1126-1193) (Cam-
bridge: Cambridge University Press, 1992).

17.One principal complaint that pro-Tang and anti-Song critics had against Song-era po-
etry, especially poetry by Southern Song poets such as Fan Chengda and Yang Wanli, was that
its discursive character turned it into nothing more than "rhymed prose." See, for example, pas-
sages translated from the criticism of Yan Yu, Li Mengyang F? $j (1472-1529), Xie Zhen ÜÜ#
(1495-1574), and Hu Yinglin if\ MM (1551-1602) in Lynn, "Tradition and the Individual," pp. 3-
7, and Richard John Lynn, "The Talent Learning Polarity in Chinese Poetics: Yan Yu and the
Later Tradition," Chinese Literature: Essays, Articles, Reviews 5 (1983): 158-161.

18.See Zhong Shuhe Äix.:5!, ed., Riben zashishi guangzhu H ^¡tiß-'f-'vfJn^ (Poems on
Japanese miscellaneous subjects, with expanded commentaries), Zou xiang shijie congshu Jt&
?? ^F- Jt Is (English Series title: From East to West: Chinese Travellers Before 1911) (Changsha:
Yuelu Shushe -S-Jt IT it, 1985), 3:605; cf. Sanetô Keishü f%¦&% and Toyoda Minoru S HJ
ij[, trans., Nihon zatsuji shi El %~$$.1^?% (Poems on Japanese miscellaneous subjects) (To-
kyo: Heibonsha ? /Lit, 1968), 37-38.

19.See Zheng Ziyu and Sanetö Keishü, Huang Zunxian yu Riben youren bitan yigao, p. 55.
20.Qian Esun î\^-%$,, Huang Gongdu Xiansheng nianpu ^¦i^JsL^ti-^-'Vk

(Chronological biography of Mr. Huang Gongdu) (Renjinglu shicao jianzhu edition), p. 32.
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21.Precise definitions of the five aggregates, pañcaskandha or wuyun S-Wi., often differ
from school to school, but the definitions here seem to have had more general acceptance than
most. See Junjirö Takakusu, The Essentials ofBuddhist Phibsophy (Westport, Connecticut:
Greenwood Press, 1976), p. 72.

22.J. D. Schmidt, Within the Human Realm, pp. 59, 63-64, 143-144. 151, 154-
23.Kenneth K. S. Ch'en, The Chinese Transformation ofBuddhism (Princeton: Princeton

University Press, 1973), p. 194; see also pp. 179-239 for Bai Juyi's intense involvement with Bud-
dhism. Professor Ch'en translates a number of Bai's poems that seem strikingly similar to
Huang Zunxian's poem here.

24.A photograph of several chanta illustrates the entry "Zentö" #iS in Komazawa Uni-
versity and the Editorial Board, eds., Zengaku daijiten #^ ;t$r"-& (Great dictionary of Zen
studies) (Kyoto: Taishükan Shoten ?.???-??^G,'?, 1985), p. 697.

25.Schmidt does not list in his bibliography an extremely useful work for the study and
translation ofHuang's poems about warfare: Suzuki Torao #;fc-JÍ,#, Chügoku senran shi i* S
J^SLTf (Chinese poems about the turmoil ofwar) (Tokyo: Chikuma Shobö %.M- ^s%, 1968).

26.The outbreak of the Sino-Japanese War is misdated 1898 on p. 170—obviously a typo-
graphical error, since the very same paragraph contains the sentence: "His [Wu's] troops met
the Japanese at Niuzhuang in the spring of 1895."

27.Sima Qian s] Mii$., Shiji iÜ (Records of the Grand Historian) (Beijing: Zhonghua
Shuju, 1975), 7:333.

28.It is difficult to translate bafen ;Vfr since conflicting opinions have existed as to what
the term means—even as early as the time of its invention during the Qin era or the early Han
(third century b.c.), when it developed out of the lishu #? (clerical script form). The most
likely explanation is that characters written in this script form tend to left-right symmetry: the
position of strokes and their length and width are arranged to attempt a balance so that each
halfmirrors the other. The character that most lends itself to this formal feature is ba ^V (eight),
which can be divided (fen) fr almost perfectly into two symmetrical halves, and this is the ratio-
nale for my translation of bafen as "eight-divides."

29.Guo Zhida îp^uit (twelfth century), ed., Jiujia zhu Du shi ?,£???# (Nine masters
annotate Du's poetry), in Concordance to the Poems ofTu Fu it#?l#, 2:217, Harvard-Yenching
Institute Sinological Index Series, Supplement no. 14.


