Bai Juyi: Pearls Falling on
Jade

Bai Juyi (000, pinyin Bai Jayi, or Po Chi-i in Wade-Gilles
transliteration, 772-846 CE) was a Chinese poet. In 815, after
inappropriately advising the emperor, he was exiled from the
capital Chang’an to JiuJiang on the Yangtze River. One night,
at a farewell party on the river for a friend, he heard a
musician playing the pipa. Entranced by her music, he found
out that she had once been a sought-after courtesan in the
capital. After her beauty had faded away, she had retired to
the provinces, where she played her music and lamented her
lost youth. Moved by her plight, Bai Juyi composed his Pipa
Xing (00O, “Ballad of the Pipa”). The illustration shows a
drawing of the poet and the pipa player from a scroll by Guo
Xu (1456-1532).

Life of the Poet

Bai Juyi was born in Northern China and came to the capital
Chang’an to pass his examinations for the civil service 1in
800. There he became close friends with the novelist and poet
Yuan Zhen (779-831) (Tan, 2025). He soon became a prolific and
popular poet, with the courtesy name Létian ([0, happiness of
heaven: optimism) (Waley, 1949). Bai Juyi and his
predecessors, Li Bai, Wang Wei and Du Fu, are considered the
four great poets of the Tang Dynasty (Geng, 2021). He became
renowned in Japan where he was known as Haku Rakuten from the
Japanese transliteration of his courtesy name (JJO). In 815,
the prime minister Wu Yuanheng was brutally assassinated
because he would not agree to the demands of some rebellious
warlords. Bai Juyi wrote a memorial calling upon the emperor
to seek out and punish the assassins. However, the politics
were complicated. Bai Juyi was considered presumptuous — it
was not for him, a tutor in the imperial household, to advise
the emperor. He was exiled and demoted to a minor position
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(“master of the horse”, essentially an adjutant) in Jiujiang,
then known as Jiangzhou (Waley, 1949, pp 101-104). While
there, he heard the playing of a pipa near the river and wrote
his famous poem The Ballad of the Pipa. Bai Juyi was allowed
to return to Chang’an in 1819. He then served for periods of
time as governor of Hangzhou and governor of Suzhou. Bai Juyi
was a devoted Chan Buddhist and when he grew old, he retired
to a Buddhist monastery near the Longmen caves famous for
their colossal statues of Buddha (carved in 672 and 676). At
the monastery he was able to compile a full collection of his
poems before his death.

The following illustration shows in the upper left a statue of
Bai Juyi at the Pipa Pavilion in Jiujiang, in the upper right

a posthumous portrait of the poet by Chen Hongshou, a 17"
Century painter, and at the bottom a view of the Longmen
caves.



Translating the Ballad of the Pipa

The poem is written in rhyming couplets with 88 lines each of


https://creatureandcreator.ca/wp-content/uploads/2026/04/bai-juyi-scenes-scaled.jpg

7 characters for a total 616 characters. It is preceded by a
preface of 138 characters. The following is the poem in

elegant regular-script calligraphy by Guo Dingjing (17"
Century CE), now in the Princeton University Art Museum:
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The Chinese text of the poem is readily available, as is an
early English translation by Witter Bynner in his book The
Jade Mountain (1929). Several other English translations have
been published: Fuller, 2018, pp 283-289; Giles, 1888, pp
157-160; Harris, 2009, pp 21-26; Watson, 1984, pp 249-252; Xu
et al, 1987, pp 292-296: Xu, 1994, pp 18-121; Yip, 2004, pp
288-297. Other translations are available on the internet:
Phil Multic and Gan Siowck Lee.

The poem is difficult to translate since its sound patterns
are as important as its meaning (Peng, 2023; Yu & Chang,
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2024). This post will provide some sense of the Chinese sound
patterns of Bai Juyi’s poem with recitations by Pu Cunxin and
accompanying pipa by Wu Yuxia, taken from a production by
China Global Television Network. After Giles’ s initial prose
version, most English translations have use blank verse and
made some attempt to imitate the sounds of the original. The
translation of Xu Yuanzhong (1987, 1994) uses rhyming
hexameter couplets. The translations in red accompanying the
character-by-character transcriptions in this post are mine;
they are heavily indebted to the other available translations.

The Setting

Bai Juyi provides his poem with a preface that sets the time
and the place. During his banishment to JiuJiang, while saying
farewell to a visitor one evening on the banks of the Yangtze,
he hears the music of a pipa. He finds out that the player had
once been a famous musician and courtesan at the court in
Chang’an. However, as she had grown old, her beauty had faded,
and she had retired unhappily to the provinces. Bai Juyi is
struck by the similarity of his fate to hers, and mourns their
mutual fall from grace:
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tong shi tian yd [in [uo rén

Same exist sky border perish miSS’ing person
correct heaven shore fall decline

We are both lost at the edge of the world

Moved by her story, he writes a long poem about the pipa
player on the river far from Chang’an

Jiujiang, which had once been known as Jiangzhou, is a city on
the Yangtze River. The region of the river near Jiujiang was
sometimes known as the Xunyang River. The Yangtze River, the
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third longest river in the world, is about 1.5 km wide at

Jiujiang. Lake Pongyi, which was once called Pengli Lake, the
largest freshwater lake in China, drains into the Yangtze at
the eastern edge of the city:
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Bai Juyi is throwing a farewell party for his departing friend
on a small pleasure boat on the river. As shown in the
following illustration from Hangzhou in eastern China, these
small rowboats still provide spaces for celebrations on the
waters. In Jiujiang it is autumn: the maple leaves have turned

scarlet, and the plumes of the silver grass have reached their
peak.


https://creatureandcreator.ca/wp-content/uploads/2026/04/yangzte-scaled.jpg

The following illustration shows a scroll with calligraphy of
Pipa Xing by Wen Zhengming (1470-1559) at the National Palace
Museum, Taipei. At the top is the painting at the beginning of
the scroll. In the middle is an enlargement of the boat with
the poet and his guest listening to the pipa player. At the
bottom is the beginning of the calligraphy in semi-cursive (or
running) script. The first line (on the left) has the title:
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Beginning of the
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The initial lines of the ballad describe the autumn leaves and
the silver grass. The farewell party begins but there is no
music:
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One night on the bank of the Xunyang River I bade farewell to a visitor
As autumn winds rustled through maple leaves and silver grass.
Host and guest had alighted from our horses and settled onto the boat.

But as we raised our wine-cups, we missed the music of flutes and strings.

https://creatureandcreator.ca/wp-content/uploads/2026/04/begin

ning-of-pipa-ballad.mp3
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The opening scene of the poem was portrayed in a silk-painting
(34 x 41 cm) in an album by Qiu Ying (1494-1552) now at the
Museum in Beijing:
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The Pipa

As the party laments the absence of music, the sound of a pipa
is heard across the water from another boat. The partygoers
are completely entranced. They call out and ask the musician
to play for them. She agrees but holds the pipa up to hide her
face.

The pipa is a Chinese plucked string instrument very similar
to the European lute (Wong, 2011). Both instruments have their
origin in the Middle East. The pipa came to China via the Silk
Roads during the Han Dynasty (206 BCE-220 CE). The instrument
typically has 4 strings though some old pipas have 5. Though
early pitas have as few as 4 frets, modern pitas can have up
to 30. Though occasionally round, the body of the pipa 1is
usually pear-shaped. Traditionally the pipa was played for
small intimate groups, but in modern times electronic
amplification has allowed pipa virtuosos to play for larger
audiences. The following illustration shows some ancient pitas
and a photograph of Liu Dehai (1937-2020), one the greatest
pipa players of recent times.



The following is a performance of “Xunyang Moonlit Night” ([0
[J, Xdnyang yué yé) by Liu Dehai.

https://creatureandcreator.ca/wp-content/uploads/2026/04/Pipa-
Moon-over-Xunyang-at-Night-x-.mp3

The Music

The poem then provides a bravura description of the music of
the pipa:
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The low strings drummed like driven rain
The high strings chimed like quiet whispers
Drumming and chiming intermingled

Large pearls and small pearls falling on jade.

https://creatureandcreator.ca/wp-content/uploads/2026/04/pipa-
music-1.mp3

These are some of the most famous lines of poetry in China.
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They have been variously translated. The following version by

Xu Yuan-Zhong (1984; 1987) uses the same rhyme scheme as the
Chinese poem:

The thick strings loudly thrummed like the pattering
rain

The fine strings softly tinkled in murmuring strain.
When mingling loud and soft notes were together played,

'"Twas like large and small pearls dropping on plate of
jade.

Witter Bynner (1929) uses blank verse in his translation:

The large strings hummed like rain,
The small strings whispered like a secret,
Hummed, whispered-—and then were intermingled

Like a pouring of large and small pearls into a plate
of jade.

And the following translation is by Isabel Wong (2011), a
musician rather than a poet:

The lowest string hummed like pouring rain;

The higher strings whispered as lover’s pillow talk.
Humming and whispering intermingled

I,ikc the sound of big and small pearls gradually
falling into a jade plate.

The architects of the Oriental Pearl Tower (1994) in Shanghai

based their design on Bai Juyi’s image of pearls falling onto
jade:
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Following the music of the pearls, the pipa provides the quiet
song of an oriole, and then like a freezing brook the music
slows to a stop:
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The song of an oriole flowed out from under the blossoms
But the babble of a spring slowed as it turned to ice.

And like the freezing spring the notes faded away:

Unable to continue the music paused.

https://creatureandcreator.ca/wp-content/uploads/2026/04/pipa-

music-2.mp3
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After a brief pause the pipa plays a wild crescendo that
sounds like the charge of armored warriors, and then suddenly
the player stops.
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As the music ends, the plectrum strikes the pipa’s heart:
Four strings in one sound like tearing silk
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music-3.mp3

The Life of the Pipa Player

During the ensuing silence, the pipa player tells her story.
She was once a highly acclaimed musician in Chang’an. Her
beauty and her talent were the toast of the court.
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My skirts of blood-red silk were stained with spilled wine

Joy and laughter continued from one year into the next.

This description of the life of a successful musician and
courtesan in Chang’an has been translated in many ways.

version 1is especially vivid.

In 1917,

One

Ezra Pound (1885-1972)
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published Three Cantos in Poetry Magazine, and again in the
American edition of his book Lustra. This was the beginning of
a set of Cantos that ultimately numbered 109. These initial
three cantos — often called the Ur-Cantos — were extensively
revised when Pound published A Draft of XVI Cantos in 1925.
Much of the original Canto II is no longer evident in the new
sequence. The general theme of Ur-Canto II was the “poetics of
loss” (Carr, 2018). Pound describes the ruins of the ducal
palace in Mantua, and mourns the loss of most of the music of
the troubadours. And then he provides a brief description of
the setting of Bai Juyi’s poem and the words of pipa player:

Yin-yo laps in the reeds, my guest departs,
The maple leaves blot up their shadows,
The sky is full of autumn,
We drink our parting in saki.
Out of the night comes troubling lute music,
And we cry out, asking the singer’s name,
And get this answer:
“Many a one

Brought me rich presents; my hair was full of jade,
And my slashed skirts, drenched in expensive dyes,
Were dipped in crimson, sprinkled with rare wines.
I was well taught my arts at Ga-ma-rio,
And then one year I faded out and married.”
The lute-bowl hid her face.

We heard her weeping.

It was not until much later that Pound’s allusion to Bai Juyi
was recognized (e.g. in Weinberger, 2007, p 128; discussed on
the Pound Cantos Project website)

Pound had no knowledge of the Chinese language. In his book
Cathay (1915), he “translated” a set of 15 Chinese poems based
on the notes of Ernest Fenollosa who had studied Chinese
poetry with the Japanese professors Mori and Ariga. Despite
his lack of training in Chinese, Pound intuitively grasped the
essence of the poems (see discussion by Yip, 1969). The brief


https://ezrapoundcantos.org/ur-canto-ii/three-cantos-ii-companion

excerpt from Ur-Canto II is typical of his translations. The
meaning 1is clear though the words are not the same as in the
original.

In Pound’s poem, Yin-yo is the Japanese transliteration of
Chinese characters for the Xunyang River (Romaji, Jinyo0-ko),
and Gamaryo 1s the Japanese version of [JJ, which literally
translated is “Toad Hill” (Fuller, 2017, p 286). This is the
region in Chang’an city near the burial site of the Confucian
scholar Dong Zhongshu (179-104 BCE). In Bai Juyi'’s poem, the
pipa player says that this is where she grew up (and learned
how to play the pipa).

To return to the poem: The pipa player’s high life did not
last forever. Her brother went off to the army, her mother
died, her looks faded, and she was no longer as sought after
as before. She married a tea-merchant and came to live in
Jiangzhou. Her husband is usually away on business. Alone on
her boat she plays the pipa and remembers happier days.

Listening to her story Bai Juyi feels an intense sympathy: he
too has fallen from grace and now lives alone far away from
the capital. The musician plays a final intense song:
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Its deep sadness was unlike any previous tune

All who heard closed their eyes and wept

Among them the one who cried the most

Was the Jiangzhou adjutant: his blue gown wet with tears

We do not know the music that Bai Juyi found so moving. The
following is a piece entitled Night Thoughts composed and
played by Wu Man (1963- ), who studied with Liu Dehai.


https://creatureandcreator.ca/wp-content/uploads/2026/04/pipa-ending-scaled.jpg
https://youtu.be/oeHPdsMirlI

https://creatureandcreator.ca/wp-content/uploads/2026/04/Wu-Ma
n-performs-Night-Thoughts-x.mp3

Wu Man’s composition derives from a famous poem by Li Bai, who
spent much of his later life in exile from the capital. The
following translation is by Xu Yuan-Zhong (1984, p 125).

00 A Tranquil Night

poddo Before my bed a pool of light

RN Is it hoarfrost upon the ground

Hoddo Eyes raised I see the moon so bright
poddo Head bent in homesickness I'm drowned

The Life of the Poem

Bai Juyi’s poem was popular among calligraphers and artists.
The following is a scroll by Wen Boren (1502-1575) now in the
Cleveland Museum.
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And the next illustration is a painting by Lu Zhi (1495-1576),
from a calligraphy scroll now in the National Museum of Asian
Art at the Smithsonian Institution. The boats near the lower
shore are as lost as the poet and the pipa player:
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https://www.clevelandart.org/art/1954.581

And the following is an illustration by Hua Zhangyi from a
retelling of Bai Juyi’s poem (Liu Yang, & Hua Zhangyi, 2024)
for children: the poet dedicates his poem to the pipa player.

References


https://creatureandcreator.ca/wp-content/uploads/2026/04/lu-zhi-scaled.jpg
https://creatureandcreator.ca/wp-content/uploads/2026/04/poet-and-pipa-player-scaled.jpg

Bynner, W. & Kiang Kang-Hu, (1929). The jade mountain: a
Chinese anthology, being three hundred poems of the T’ang
dynasty, 618-906. Alfred A. Knopf.

Carr, H. (2018). The Ur-Cantos. In R. Parker (Ed.) Readings 1in
the Cantos. (pp 9-32). Clemson University Press.

Fuller, M. (2018). An Introduction to Chinese Poetry: From the
Canon of Poetry to the Lyrics of the Song Dynasty. Harvard
University Asia Center.

Geng, L. (2021). The four great Tang poets. In A Comprehensive
Study of Tang Poetry II (pp. 1-42). Routledge.

Giles, H. A. (1884, revised 1923). Gems of Chinese Literature.
Bernard Quaritch

Harris, P. (2009). Three hundred Tang poems. Alfred A. Knopf
(Everyman’s Library)

Liu Yang, & Hua Zhangyi, (2024). 000 (Pipa Song). CITIC Press.

Peng, Y. (2023). A comparative study on two English
translations of Song of a Pipa Player from the perspective of
translation aesthetics. Frontiers 1in Humanities and Social
Sciences, 3(4), 36-40.

Pound, E. (1915). Cathay. Elkin Mathews.
Pound, E. (1917a). Three Cantos II. Poetry, 10 (4), 180-188

Pound, E. (1917b). Lustra of Ezra Pound: with earlier poems.
Alfred A. Knopf.

Tan, M. A. (2025). Bai Juyi and Yuan Zhen. In Z. Zhang & V. H.
Mair (Eds.) Routledge Handbook of Traditional Chinese
Literature (pp. 151-161). Routledge.

Waley, A. (1949, reprinted 2005). The Life and Times of Po
Chu-1i. Routledge.


https://archive.org/details/jademountainchin00heng
https://archive.org/details/jademountainchin00heng
https://archive.org/details/jademountainchin00heng
https://archive.org/details/gemschineselite00gilegoog/page/n62/mode/2up
https://archive.org/details/jstor-20571283/page/n1/mode/2up
https://archive.org/details/lustraofearlierp00pounrich/page/188/mode/2up

Watson, B. (1984) The Columbia book of Chinese poetry: from
early times to the thirteenth century. Columbia University
Press.

Weinberger, E. (Ed.). (2007). The New Directions Anthology of
Classical Chinese Poetry. Carcanet.

Wong, I. (2011). The Music of China. In Capwell, C., Nettl,
B., Bolman, P., Dueck, B., Rommen, T., Wong, I., & Turino, T.
(Eds.). Excursions in World Music, 6th Edition. (pp 88-131).
Taylor & Francis

Xu, Y., Loh, B., & Wu, J. (1987). 300 Tang poems: a new
translation. The Commercial Press.

Xu Yuan Zhong (1994). Songs of the immortals: an anthology of
classical Chinese poetry. Penguin Books in association with
New World Press.

Yip, W. (1969). Ezra Pound’s Cathay. Princeton University
Press.

Yip, W. (2004). Chinese Poetry: An Anthology of Major Modes
and Genres. (2nd ed., Revised). Duke University Press.

Yu, Y., & Chang, C. (2024). Text complexity and translation
styles from the perspective of individuation: a case study of
the English translations of Pipa Xing. Humanities & Social
Sciences Communications, 11(1), Article 159.



Wang Wei: the Wheel River
Poems

Wang Wei ([J0; traditional [J; pinyin, Wang Wéi; 699-761) was a
Chinese musician, painter, and poet during the Tang Dynasty
(618 to 907). He was a devout Buddhist and used the courtesy
name Wang Weimojie in homage to the early Buddhist teacher and
boddhisattva Vimalakirti (Chinese name [ Wéiméji).
Vimalakirti taught the practice of sunyata (Sanskrit,
emptiness; Chinese [J[] Kong xing), a meditative state wherein
the mind is emptied of the self and becomes one with the
universe. After a tumultuous life, Wang Wei retired to his
villa on the Wang River about 40 km southeast of the imperial
capital Chang’an (present day Xi’an). There he composed the
Wangchuan ji (000 The Wheel River Collection): a set of twenty
quatrains describing various locations near his villa. Each
quatrain was accompanied by a reply from his protégé Pei Di ([
[0 pinyin, Péi Di, 714-7).

A Poet of the High Tang

Wang Wei was born to an aristocratic family in Shanxi province
in northeast China. He was a precocious child and quickly
showed his talents for music and painting. By 721 he had
passed his imperial exams and was appointed as Court Musician
in Chang’an. Over the following years he continued with his
music and painting, while serving in various official
positions in the imperial court. In 755, the general An Lushan
instigated a revolt against the emperor. Within a year the
rebels advanced on Chang’an. The emperor and his court fled
over the mountains to Sichuan in the West, but Wang Wel was
captured and taken to the rebel capital of Luoyang some 350 km
to the East. The imperial forces regrouped and defeated the
rebels in 757, releasing Wang Wei. However, since Wang Wei had
been forced to serve in the rebel government, he was indicted
for treason. After finally being exonerated, Wang Wei retired


https://creatureandcreator.ca/?p=6956
https://creatureandcreator.ca/?p=6956

to his villa on the Wang River, where he wrote the poems in
the Wangchuan Ji (Wheel River Collection). Wang Wei died in
761. Followers of An Lushan continued fighting against the
empire until 763.

Although plagued by intense civil disorder, these times were
remarkable for the glorious poetry that was written. L1 Bai
(701-762), Du Fu (712-770) and Wang Wei were the three
greatest poets of a period that became known as the “High
Tang” (Owen, 1981). Each of these poets had their own view of
life:

Wang Wei became known as the Poet-Buddha, Li Bai as the
Poet-Immortal, and Du Fu as the Poet-Sage, respectively
symbolizing Buddhist, Daoist, and Confucian approaches 1in
their poems. Accordingly, Wang Wei was characterized as the
contemplative, Li Bai as the visionary, and Du Fu as the
social conscience of the age. (Cartelli, 2019).

However, Cartelli notes that these differences are far from
categorical. The religious threads of Buddhism, Taoism and
Confucianism are fully intertwined both in Chinese society
(Ching, 1993; Hinton, 2020) and in the poetry of these three
writers.

Wang Wei’'s nature poetry simply describes his experience of
the world with little if any interpretation or metaphorical
explanation:

Wang’s quatrains often ended in enigmatic understatement -
a statement, a question, or an image that was so simple or
seemed so incomplete that the reader was compelled to look
beneath it for the importance. (Owen, 1981, p 38)

Owen (1981, p 45) describes Wang Wei's state of mind as
“unselfconsciousness” and relates it to the Buddhist idea of
sunyata (emptiness). Only if the mind 1is emptied can one



become aware of truth. And truth perhaps differs between East
and West:

in contrast to the West, in the Chinese tradition truth
usually lay not behind a mask of orphic complexity but
rather behind a mask of guileless simplicity. To draw on
this philosophical tradition was to alter entirely the way
in which poetry was read: what was said was no longer
necessarily all that was meant, and the surface mood might
not be the real mood. Particularly in the Wang Stream
Collection, we find poems that are visually complete but
intellectually incomplete, which tease the reader to
decipher some hidden truth. (Owen, 1981, p 39)

Yip (1972, p xi) remarks

In a mode of consciousness in which there 1is no disturbance of
intellectual impositions, no hurry-scurry to establish causal
relations, each object or moment is given the fullest chance
to emerge in spotlighting distinctiveness very much the way
everything appears keenly fresh in the orbit of a child’s
vision.

Paintings

Although Wang Wei was a renowned painter, none of his
paintings have survived to the present day. Nevertheless,
later artists made many copies and interpretations of his
work. One of his most famous paintings was a scroll depicting
the various locations mentioned in the Wangchuan Ji. This
essay will include images from three such copies: one by Guo
Zhongshu (929-279) now in the National Palace Museum, Taipei,
a copy of the Zhongshu scroll in The Freer Gallery 1in
Washington, and a much later scroll by Wang Yuanqi, dated
1711, now in the Metropolitan Museum of Art in New York. An
intriguing website provides images of a scroll together with
translations of the Wangchun Ji poems.


https://en.wikipedia.org/wiki/Wangchuan_ji#/media/File:Guo_Zhongshu._Copy_After_Wang_Wei_Wangchuan_Villa,_Ming_or_Qing_dynasty_copy,_NPM_Taipei.jpg
https://en.wikipedia.org/wiki/Wangchuan_ji#/media/File:Guo_Zhongshu._Copy_After_Wang_Wei_Wangchuan_Villa,_Ming_or_Qing_dynasty_copy,_NPM_Taipei.jpg
https://asia.si.edu/explore-art-culture/collections/search/edanmdm:fsg_F1911.205/
https://www.metmuseum.org/art/collection/search/49187
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Wheel River Poems

The Wangchuan ji (000) is a collection of poems containing 20
quatrains (0 juéju, literal meaning “cut-off lines”)by Wang
Wei and 20 replies by his young protégé Pei Di. Each line is
composed of 5 characters in a format is known as [ (Wdjué).
The poems describe various locations near Wang Wei’s villa on
the Wang River. The name of the river ([J Wang, a different
character from that in the poet’s name) specifically refers to
the rim (felloes or felly) of a wagon wheel, and Hinton (2006)
translates the title “Wheel-Rim River.” The river was so named

because of its small eddies and whirlpools which resembled
wheels, or because of the spot at the mouth of the river
where the current flowed around an island like a wheel
(Wagner, 1981, p 88).

Many authors have translated Wang Wei’s contributions to the
collection (e.g., Yu, 1980; Barnstone et al., 1991; Hinton,
2020), but only a few include the replies of Pei Di (Yip,
1972, Powell, 2019; Rouzer & Nugent, 2020). The general
evaluation has been that Pei Di’s poems were inferior to those
Wang Wei. However, Pei Di was a talented young scholar, and a
close reading of the poems shows that the pairing of the poems
enhances their overall effect (Warner, 2005). This essay will
consider five of the poems in the collection. For consistency
and because of the sensitivity and precision of the
translations, the English versions will all be from Hiding the
Universe by Wai-lim Yip (1972). The poems will be presented
with Wang Wei on the left and Pei Di on the right. The
translations will then be followed by the Chinese text, with
Wang Wei above and Pei Di below.

Deer Park

Empty mountain: no man is seen, Day in, day
out, cold mountain in view.
But voices of men are heard. A



wayfarer comes and goes alone;

Sun’'s reflection reaches into the woods

things of the pine-forests
And shines upon the green moss.
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The following is a reading of this poem from a website
associated with Zong-qi Cai’s book on How to Read Chinese

Poetry in Context (2018).

https://creatureandcreator.ca/wp-content/uploads/2025/10/ww-de

er-park.mp3

The difficulty of translating this poem into English was the
subject of Eliot Weinberger’s book Seventeen Ways of Looking


https://creatureandcreator.ca/wp-content/uploads/2025/10/deer-park-pinyin.jpg
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at Wang Wei (1987). Chinese characters often have many
meanings, and can be translated as nouns, verbs or adjectives,
depending on the context. One difficulty with Wang Wei is his
lack of a personal viewpoint. The ending of the first line 1is
therefore better translated “no one is seen” rather than “I
see no one.”

The presence of a deer park on Wang Wei's estate was probably
related to Buddhist teachings. Gautama gave his first sermon,
wherein he delineated the four noble truths and the eightfold
way, at a deer park in Sarnath in Northern India. The Chinese
character [J chai now means “firewood,” although it likely once
also meant a “fence,” such as that enclosing a park.

The opening word of the poem [J,kong means empty or emptiness.
Wang Wei is clearly alluding to the Buddhist concept of
sunyata (Yang, 2001; Stepien, 2014).

The characters [J[J translated as “returning or reflected
sunlight” might simply mean the light from the setting sun.

The complementary poem by Pei Di makes Wang Wei’s feeling of
emptiness extend over time as well as space. He also comments
on the difference between the human wayfarer who knows nothing
of the way of the forest, and the deer who are naturally
attuned to its secrets.

The following illustration of the Deer Park is from the
Zhongshu scroll in Tapei:


https://en.wiktionary.org/wiki/k%C5%8Dng#Mandarin

Lakeside Pavilion

Light barge to welcome guests.

Freely from the lake.

Before windows, toasting bottles of wine.
Hibiscus blooms on all four sides.

The window is brimming with ripples.

The moon, by itself, lingers, back and forth.
At the gorge, bursts of monkey cries.

Wind sends them into the room.


https://creatureandcreator.ca/wp-content/uploads/2025/10/gz-deer-park-scaled.jpg
https://creatureandcreator.ca/wp-content/uploads/2025/10/lakeside-pavilion-text.jpg
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The Chinese hibiscus (Hibiscus x rosa sinensis) 1s the most
common variant of this showy flower. In China it often
symbolizes success. The poem by Pei Di seems to occur after
the party with the invited guests. The lake is now windswept,
and the lonely cries of monkeys echo through the night.

The following illustration shows the lakeside pavilion in the
Wang Yuanqgi scroll:
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Lake Yi

Flute music rides beyond water’s reach. Vast emptiness:
lake has no limits.

Sun at dusk: to see my lord off. Blue
glimmer: sky’'s hue merges.

On the lake, merely turning my head: Moor the boat
with a long whistle:

Mountain’s green—curling, white clouds. From four sides

clear winds come.


https://creatureandcreator.ca/wp-content/uploads/2025/10/lakeside-villa-from-mma-final-scaled.jpg
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The Chinese character [J ging can describe colors ranging from
light green to deep blue. Many languages do not discriminate
between green and blue, and the term “grue” has been used for
this range of colors (Bogushevsaya, 2015). One then takes the
color from the context: in this pair of poems, one assumes
that Wang Wei’s mountain 1s green and that Pei Di’s sky in
blue. Modern Chinese has evolved the terms [] lan for blue and
0 li for green, but the older word is still used. In following
illustration of Lake Yi from Wang Yuangi’s scroll, the colors
blue and green shade into each other. Pei Di mentions in his
poem how the colors of the sky and the lake merge.


https://creatureandcreator.ca/wp-content/uploads/2025/10/lake-yi-pinyin.jpg
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Wang Wei’s poem is set in peaceful weather. By the time of Pei
Di’s quatrain, a blustery wind has risen. The sound of the
flute has changed to the more strident whistle.

Bamboo Grove

I sit alone among dark bamboos, Have been to
the Bamboo Grove,

Strum the lute and unloose my voice. Daily to get
close to the Way.

Grove so deep, no one knows. In and out,
only mountain birds.

The moon comes to shine upon me. Deep solitude: no

men of the world.


https://creatureandcreator.ca/wp-content/uploads/2025/10/lake-yi-final-scaled.jpg
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The Chinese gugin is a plucked seven-stringed instrument
favored by Chinese scholars. The illustration below shows an
example (c 1700) from the Metropolitan Museum of Art. The
upper board of wutong wood represents heaven, and the bottom
board of zi wood earth. The 13 studs (hui) indicate positions
for fingering. The strings are made of twisted silk.

The following is a reading of the Wang Wei poem from Librivox:

https://creatureandcreator.ca/wp-content/uploads/2025/10/ww-ba
mboo-grove.mp3

Yu (1980, p 191) points out that the xiao referred to in the
second line was

a combination of Taoist breathing techniques and whistling


https://creatureandcreator.ca/wp-content/uploads/2025/10/bamboo-grove-pinyin-scaled.jpg
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which was said to express feelings and was associated with
harmonizing with nature and achieving immortality; the word
has also been translated as “humming,” “singing,” and
“crooning,” The tradition of the Xiao began during the Jin
dynasty and has always been linked with Taoism. Its most
famous practitioner was Sun Deng, a friend of the poet Ruan
Jiu whose Xiao was said to sound like a phoenix.

The ideas of solitude and emptiness in the Wang Wei quatrain
are extended in Pei Di’'s reply. He talks specifically about
the Dao ([]) commonly translated as “The Way” — the underlying
principle of the universe considered in Taoism. The character
0 wu, a negative term (“not” or “no”), is used in Taoism and
Chan Buddhism to denote “nonbeing” or “absence” (Hinton, 2020,
pp 49-55). Thus, the ending of Pei Di’s poem might be
describing the state of mind wherein the world and its people
have become nothing.

The following illustration shows the lodge in the bamboo grove
as represented in the Freer gallery scroll:



Poetry, calligraphy and painting — the “three perfections” -
are often combined in Chinese art (Sullivan 1974). The
following illustration shows Wang Wei’s poem about the Bamboo
Grove as written by different calligraphers. On the right is
regular script from Yip's Hiding the Universe: this presents
the quatrains of both Wang Wei and Pei Di. The other examples
show only Wang Wei'’'s contribution. From right to left:
calligraphy from the Wangchuan Ji scroll of Guo Zhongshu; from
the scroll of Wang Yuanqgi; modern cursive calligraphy by the
Japanese artist Nakamura Furetsu from around 1915.


https://creatureandcreator.ca/wp-content/uploads/2025/10/gz-bamboo-grove.jpg
https://www.metmuseum.org/art/collection/search/853234
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Pepper Orchard

Cassia wine to welcome the Lord's child.
Sweet pollia to give to the Beauty.

Nectar of pepper for libation at a jewelled mat.

About to descend, Lord of Clouds.
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Scarlet thorns catch one's clothes.

Sweet scent stays with transient guests.
Happily, they are good for spice-cooking.
Please bend down and pick a few.
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Wang Wei’s quatrain alludes to some ancient Chinese songs used
to invoke the appearance of the Gods. Several of these songs
were incliuded in the Juejie (“Nine Songs”) which were
anthologized in the collection called Chuci (“Songs of the
South,” or “Songs of Chu”). The following is from the first of
these songs (as translated by Hawkes and Liu, 1959, p 36):

Song to the Great Lord of the Eastern World

On a lucky day with an auspicious name.
Reverently we come to delight the Lord on High
We grasp the long sword’s haft of jade.

And our girdle pendants clash and chime

Jade weights fasten the god’s jewelled mat.


https://creatureandcreator.ca/wp-content/uploads/2025/10/pepper-orchard-pinyin.jpg

Now take the rich and fragrant flower offerings
The meats cooked in melilotus, served on orchid
mats,

And libations of cinnamon wine and pepper sauces!
Flourish the drumsticks and beat all the drums!

Many different plants are used as gifts and food for the Gods.
Cinnamomum cassia 1s Chinese cinnamon, the bark of which is
used as a spice. Pollia japonica is a Chinese flowering plant
that gives a strikingly beautiful (but inedible) iridescent
purple fruit. Sichuan peppers are used to add spice to Chinese
dishes. Melilotus or sweet clover is a herb with an aroma like
vanilla. The following illustration shows Pollia fruit on the
left and Sichuan peppers on the right.

Pei Di’s poem describes the pepper trees in the orchard
without making any allusions to the invocation of the Gods.
The thorns on the pepper tree are very prominent.

The following illustration shows a zun and a ding, ceremonial
bronze vessels from the Shang dynasty (second millennium BCE).
The zun is from the Metropolitan Museum in New York and the
ding from the Shanghai Museum:


https://creatureandcreator.ca/wp-content/uploads/2025/10/pollia-and-sichuan-peppers-scaled.jpg

The following illustration shows (on the left) the Pepper Tree
Orchard from the scroll in the Freer Gallery. The neighbouring
orchard (on the right) contains Lacquer Trees (Toxicodendron
vernicifluum), the sap of which is used in the production of
lacquer. These trees are the subject of another pair of
quatrains in the Wangchuan Ji.


https://creatureandcreator.ca/wp-content/uploads/2025/10/zun-and-ding-scaled.jpg

Illusion and Reality

Ferguson (1927, pp 73-74) suggested that the Wangchuan estate
described in the poems and depicted on the scroll was more
imaginary than real:

The poem and the picture both represent Wang Ch’uan as a
place of splendor and magnificence, but this was the
product solely of poetical license .. Wang Wei could only
have had a very humble cottage in this secluded spot. If it
had been otherwise he would have attracted the attention of
the rapacious myrmidons of the court, and the place would
have been confiscated .. Wang Wei’s imagination .. clothed a
barren hillside with beautiful rare trees, with spacious
courtyards, with a broad stream upon which boats plied and
on whose bank stood a pretty fishing pavilion, with a deer
park, with storks and birds—all of the delights of eye and
ear were brought together in this one lovely spot by the
fancy of a brilliant genius. Life had been hard and severe
for him, but his spirit was untamed. It reveled in all of
the sensuous delights which it could spiritualize, even
though it had spurned them when they were thrust upon it.


https://creatureandcreator.ca/wp-content/uploads/2025/10/pepper-orchard-scaled.jpg

However, Ferguson probably exaggerated the simplicity of Wang
Wei'’s country home. Wagner (1981) claimed that it was far more
than a “humble cottage”

The villa had previously belonged to the Early T'ang poet
Sung Chih-wen (ca. 663-712), but was apparently unoccupied
for about thirty years between owners. When Wang Wei
acquired the estate he had it repaired, and he may have
personally supervised the design and reconstruction of its
various houses, pavilions, gardens, and parks. Paintings
and poems depict the estate as a large piece of property
with elaborate residential buildings and landscape
architecture: it was by no means a simple rustic hut hidden
in the woods.

Nevertheless, the scenes that Wang Wei and Pei Di described in
the poems owe as much to poetic imagination as to reality. In
this regard, we must wonder how the poems relate to Buddhism.
The Buddhist idea of the perceived world is that it 1is
illusion (maya). What then is the imagined world? Does the
imagination exaggerate our illusions, or does it provide
insight into what might be the true reality beneath them?
Wagner (1981, p 140) remarks:

Wang Weli aspires to transcendence of the particular, and of
the visual physical world, at the same time that he is
attached to the sensual delights which he so sensitively
perceives in that world. Through visual imagery he achieves
metaphoric representation of that realm which cannot be
seen, a realm which transcends the material world, the
perceiving senses, the definitions of language, and the
discerning consciousness. Wang Wei’s vision, then, moves
through the world of concrete natural objects to attain a
glimpse of “distant emptiness.”

Epilogue

We can conclude this brief discussion of Wang Wei’s poetry



with another poem wherein he describes a trip to the Zhongnan
(“far south”) Mountain near his Wangchuan Villa (translation
by Rouzer, 2020, Volume I, p. 79):

R ES

X BE T E
B 2K e LI P
R EBEE
BsEZZEA
1TEIKES R
BAREWE
= 1

T%Tllﬂ

My villa at Mt. Zhongnan

In middle age 1 grow rather fond of the Way;

My late home is in a corner of Mt. Zhongnan.

When the mood comes, 1 always go out alone;

I myself know, emptily, of these splendid things.
[ walk to where the waters begin,

I sit and watch when the clouds arise.
By chance [ meet an old man of the woods;

We chat and laugh., no time we have to go home.

The Cleveland Museum of Art possesses a beautiful fan created
in about 1256. On one side 1is calligraphy by Emperor Lizong

(1205-1264) presenting the 5™ and 6™ lines of Wang Wei’s poem.
On the other side is a painting by Ma Lin (~1180-1260) showing
A Scholar Reclining and Watching Rising Clouds. The
illustration at the beginning of this essay is a high-contrast
rendition of the Ma Lin painting.


https://creatureandcreator.ca/wp-content/uploads/2025/10/zhongnan.jpg
https://www.clevelandart.org/art/1961.421



https://creatureandcreator.ca/wp-content/uploads/2025/10/fan-x-scaled.jpg

Stephen Owen relates the description of the rising clouds to
another Wang Wei poem (Floating on the Han River) which
contains the lines

uu,fi‘li’,% The river flows out beyond Heaven and Earth
U.I@,ﬁ % EF' The mountain's color between Being and Nonbeing

what this describes is a mountain in a mist in that
peculiar way in which you can just barely see a color space
in the mist, and you think there’s a mountain there, but in
the Buddhist sense of the illusions of the world, you have
this huge thing, this mountain and all of a sudden, its
presence, its very existence, sort of half fades in and
out. It’s between being there and not being there.

The lines describe the ideas of you (o,
being/possession/existence) and wu ([J, simplified [J, nonbeing,
nothingness). A central idea in Chan Buddhism is sunyata: the
meditative practice of emptying oneself of being to become one
with the universe.
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Du Fu: Poet, Sage, Historian

Du Fu: Poet, Sage, Historian

Du Fu (712-770 CE) was a poet during a time of great political
upheaval in China. He was born near Luoyang and spent much of
his young adulthood in the Yanzhou region, finally settling
down to a minor official position in Chang’an, the imperial
capital. In 755 CE, An Lushan, a disgruntled general, led a
rebellion against the Tang dynasty. The emperor was forced to
flee Chang’an (modern Xian), and chaos reigned for the next
eight years. For more than a year Du Fu was held captive in
Chang’an by the rebels. After escaping, he made his way south,
living for a time in a thatched cottage in Chengdu, and later
at various places along the Yangtze River. His poetry 1is
characterized by an intense love of nature, by elements of
Chan Buddhism, and by a deep compassion for all those caught
up in the turmoil of history. This is a longer post than
usual. I have become fascinated by Du Fu.


https://ses.library.usyd.edu.au/bitstream/handle/2123/27832/0000000608506855_a_r.pdf?sequence=1&isAllowed=y
https://ses.library.usyd.edu.au/bitstream/handle/2123/27832/0000000608506855_a_r.pdf?sequence=1&isAllowed=y
https://publish.iupress.indiana.edu/projects/the-poetry-of-wang-wei
https://publish.iupress.indiana.edu/projects/the-poetry-of-wang-wei
https://creatureandcreator.ca/?p=5966

Failing the Examinations

Du Fu (Tu Fu in the Wades Gilles transliteration system, the
family name likely deriving from the name of a pear tree) was
born in 712 CE near Luoyang, the eastern capital of the Tang
Dynasty (Hung, 1952; Owen, 1981). The following map (adapted
from Young, 2008, and Collet and Cheng, 2014) shows places of
importance in his life:
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Du Fu’'s father was a minor official. His mother appears to
have died during his childhood, and Du Fu was raised by his
stepmother and an aunt. Du Fu studied hard, but in 735 CE he
failed the jenshi (advanced scholar) examinations. No one
knows why: politics and spite may have played their part. He
spent the next few years with his father who was then
stationed in Yanzhou,


https://creatureandcreator.ca/wp-content/uploads/2024/03/china-map-for-du-fu-scaled.jpg

Du Fu met Li Bai (700-762 CE) in 744 CE. Despite the
difference in their ages, the two poets became fast friends.
However, they were only able to meet occasionally, their lives
being separated by politics and war.

Du Fu attempted the jenshi examinations again in 746, and was
again rejected. Nevertheless, he was able to obtain a minor
position in the imperial civil service in Chang’an. This
allowed him to marry and raise a small family.

Taishan

We can begin our examination of Du Fu’s poetry with one of the
early poems written during his time in Yanzhou: Gazing on the
Peak (737 CE). The peak is Taishan (exalted mountain), located


https://creatureandcreator.ca/?page_id=48&paged=9
https://creatureandcreator.ca/wp-content/uploads/2024/03/taishan-x.jpg

in Northeastern China. Taishan is one of the Five Great
Mountains (Wuyue) of ancient China. Today one can reach the
summit by climbing up some 7000 steps (see illustration on the
right), but in Du Fu’s time the climb would have been more
difficult. The following 1is the poem in printed Chinese
characters (Hanzi) and in Pinyin transliteration:

2 $ wang yue

AT R A AT, dai zong fu ru hé

e HE KT, gl 1u ging wei 1liao

s AY & zao hua zhdong shén xiu

e TS &) Bk, yin yang gé hin xiao
ZRAEEE, dang xiong shéng céng yun
NG Jué z1 ru gul niao

b kB TA, hul dang ling jué ding

— 5 21 vyl lan zhong shan xiao

The poem is in the lishi (regulated verse) form which requires
eight lines (four couplets), with each line containing the
same number of characters: 5- or 7-character lishi are the
most common. Each line is separated into phrases, with a 5-
character line composed of an initial 2-character phrase and a
final 3-character phrase. The last words of each couplet
rhyme. Rhyme in Chinese is based on the vowel sound. Within
the lines there were complex rules for the tonality of the
sounds (Zong Qi Cai, 2008, Chapter 8; Wai-lim Yip, 1997, pp
171-221). These rules do not always carry over to the way the
characters are pronounced in modern Chinese. The following is
a reading of the poem in Mandarin (from Librivox).

https://creatureandcreator.ca/wp-content/uploads/2024/03/wang-
yue-from-librivox.mp3

Chinese poetry is directed at both the ear and the eye, and


https://creatureandcreator.ca/wp-content/uploads/2024/03/wang-lue-scaled.jpg
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https://creatureandcreator.ca/wp-content/uploads/2024/03/wang-yue-from-librivox.mp3

fine calligraphy enhances the appreciations of a poem. Ding
Qian has written out Du Fu's Wang yué in beautiful cursive
script (going from top down and from left to right):
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The following is a character-by-character translation (adapted
from Hinton, 2019, p 2):

gaze/behold mountain

Daizong (ancient name for Taishan) then
like what

Qi Lu (regions near Taishan) green/blue
never end

create change concentrate divine beauty
Yin Yang (Taoist concepts of dark and light)
cleave dusk dawn

heave chest birth layer cloud

burst eye enter return bird

soon when reach extreme summit

one glance all mountain small.


https://www.sohu.com/a/347801674_100118760
https://www.sohu.com/a/347801674_100118760
https://creatureandcreator.ca/wp-content/uploads/2024/03/wamg-yue-calligraphy-scaled.jpg

And this 1s the English translation of Stephen Owen (2008,
poem 1.2):

Gazing on the Peak

And what then is Daizong like? —

over Qi and Lu, green unending.

Creation compacted spirit splendors here,

Dark and Light, riving dusk and dawn.

Exhilarating the breast, it produces layers of cloud;
splitting eye-pupils, it has homing birds entering.
Someday may I climb up to its highest summit,

with one sweeping view see how small all other
mountains are

The interpretation of the poem requires some knowledge of its
allusions. In the fourth line, Du Fu is referring to the
taijitu symbol of Taoism (illustrated on the right) that
contrasts the principles of yin (dark, female, moon) and yang
(light, male, sun). Du Fu proposes that Taishan divides the
world into two ways of looking. Some have suggested that the
taijitu symbol originally represented the dark (north) side
and the light (south) side of a mountain, and this idea fits
easily with the poenm.

All translators have had difficulty with the third couplet
(reviewed by Hsieh, 1994). My feeling is that Du Fu 1is
noticing layers of clouds at the mountain’s upper reaches —


https://creatureandcreator.ca/wp-content/uploads/2024/03/taijitu-scaled.jpg
https://creatureandcreator.ca/?p=4165

the chest if one considers the mountain like a human body -
and birds swooping around the peaks — where the eye sockets of
the body would be. However, it is also possible that Du Fu is
breathing heavily from the climb and that his eyes are
surprised by the birds. Perhaps both meanings are valid, with
Du Fu and the mountain becoming one. Du Fu may have been
experiencing the meditative state of Chan Buddhism, with a
mind was “wide-open and interfused with this mountain
landscape, no distinction between subjective and objective”
(Hinton, 2019, p 6). One might also consider Du Fu's mental
state: at the time he wrote this poem he had just failed the
jenshi exams. This might have caused some breast-beating and
tears, as well as his final resolve to climb the mountain and
see how small all his problems actually were.

The last couplet refers to Mencius’ description of the visit
of Confucius to Taishan (Mengzi VIIA:24):

He ascended the Tai Mountain, and all beneath the heavens
appeared to him small. So he who has contemplated the sea,
finds it difficult to think anything of other waters, and he
who has wandered in the gate of the sage, finds it difficult
to think anything of the words of others.

Zhang'’s Hermitage

During his time in Yanzhou Du Fu visited a hermit named Zhang
near the Stonegate Mountain, one of the lesser peaks near
Taishan. Zhang was likely a follower of the new Chan Buddhism,
which promoted meditation as a means to empty the mind of
suffering and allow the universal life force to permeate one’s
being. Buddhism first came to China during the Han dynasty
(206BCE — 220CE). Since many of the concepts of Buddhism were
similar to those of Taoism, the new religion spread quickly
(Hinton, 2020). A type of Buddhism that stressed the role of

meditation began to develop in the 6™ Century CE, and called
itself chan, a Chinese transcription of the Sanskrit dhyana
(meditation). In later years this would lead to the Zen


https://ctext.org/mengzi/jin-xin-i
https://creatureandcreator.ca/?p=4165

Buddhism of Japan.
especially to Chan ideas in Du Fu’'s poetry
Zhang, 2018)

There are many allusions to Buddhism and
(Rouzer, 2020;

Du Fu reportedly wrote the following poem on one of the walls
of Zhang’'s hermitage. The poem is a seven-character lishi. The
following 1is the poem in Chinese characters (Owen, 2008, poem

1.4) and in pinyin:

raskECIRE. ti zhang shi yin ja
HUEAEHEK chfin shan wa ban du xiang giu
AR T T LUEE, fa mu ding ding shan géng you
THIEERERIKE, jian dao yd han 1i bing xué&
AFRIBEIME. shi mén xié ri dao lin gia
FERHEIRA, bu tan ye shi jin yin gi

R EFAEEEREE. yuan hai zhdo kan mi lu yodu
BNy Sun) chéng xing yao ran mi chid chu
HEREEZER. dui jan yi shi fan xG zhou

The following is a character-by-character translation (adapted

from Hinton, 2019, p 22):

inscribe Zhang family recluse
house
spring mountain absence friend alone
you search
chop tree crack crack mountain again
mystery
creek pathway remnant cold pass
ice snow
stone gate slant sun reach forest
place
no desire night know gold silver


https://creatureandcreator.ca/wp-content/uploads/2024/03/zhang-pinyin-scaled.jpg

breath/spirit

far injure morning see deer deer
wander

ride burgeon dark thus confuse leave
place

facing you suspect this drift empty
boat.

And this is a translation by Kenneth Rexroth (1956):
Written on the Wall at Chang’s Hermitage

It is Spring in the mountains.

I come alone seeking you.

The sound of chopping wood echos
Between the silent peaks.

The streams are still icy.

There is snow on the trail.

At sunset I reach your grove

In the stony mountain pass.

You want nothing, although at night
You can see the aura of gold

And silver ore all around you.

You have learned to be gentle

As the mountain deer you have tamed.
The way back forgotten, hidden
Away, I become like you,

An empty boat, floating, adrift.

Notable in the poem is the idea of wd (third character) which
can be translated as “absence, nothing, not” (Hinton, 2019, p
24) This is an essential concept of Chan Buddhism — the
emptying of the mind so that it can become a receptacle for
true awareness. The third and fourth characters of the first
line might be simply translated as “alone (without a friend),”
but one might also venture “with absence as a companion” or
“with an empty mind.” This fits with the image of the empty
boat at the end of the poem.



Zheng Qian, a drinking companion of Li Bai and Du Fu,
suggested the idea of combining poetry, painting and
calligraphy. The Emperor was impressed and called the
combination sanjué (three perfections) (Sullivan, 1974). Li
Bai and Du Fu likely tried their hand at painting and
calligraphy but no versions of their sanjué efforts have
survived. The Ming painter and calligrapher Wang Shimin
(1592-1680 CE) illustrated the second couplet of Du Fu’s poem
from Zhang’s hermitage in his album Du Fu’s Poetic Thoughts
now at the Palace Museum in Beijing.


https://www.comuseum.com/product/wang-shimin-poetic-feeling-of-du-fu/



https://creatureandcreator.ca/wp-content/uploads/2024/03/wang-shimin-12-b-scaled.jpg

The An Lushan Rebellion

Toward the end 755 CE, An Lushan, a general on the northern
frontier rebelled against the empire and captured the garrison
town of Fanyang (or Jicheng) located in what is now part of
Beijing. Within a month the rebels captured Luoyang. The
emperor and much of his court fled Chang’an, travelling
through the Qinling Mountains to find sanctuary in the
province of Shu. The city of Chang’an fell to the rebels in
the middle of 756 CE.

Below is shown a painting of Emperor Ming-Huang’s Flight to
Shu. Though attributed to the Tang painter Li Zhaodao (675-758
CE), this was actually painted in his style several hundred
years later during the Song Dynasty. Shu is the ancient name
for what is now known as Sichuan province. This masterpiece of
early Chinese painting is now in the National Palace Museum in
Taipei. Two enlargements are included: the emperor with his
red coat is shown at the lower right; at the lower left
advance members of his entourage begin climbing the mountain
paths.


https://digitalarchive.npm.gov.tw/Painting/Content?pid=28&Dept=P
https://digitalarchive.npm.gov.tw/Painting/Content?pid=28&Dept=P

The rebellion lasted for eight long years. The northern part
of the country was devastated. Death from either war or famine
was widespread. Censuses before and after the rebellion
suggested a death toll of some 36 million people, making it
one of the worst catastrophes in human history. However, most
scholars now doubt these numbers and consider the death toll
as closer to 13 million. Nevertheless, it was a murderous
time.



https://creatureandcreator.ca/wp-content/uploads/2024/03/emperor-flight-and-blowups-scaled.jpg
https://en.wikipedia.org/wiki/An_Lushan_rebellion

Moonlit Night

At the beginning of the rebellion, Du Fu managed to get his
family to safety in the northern town of Fuzhou, but he was
himself held captive in Chang’an. Fortunately, he was not
considered important enough to be executed, and he finally
managed to escape in 757 CE. The following shows a poem from
756 CE in characters (Owen, 2008, poem 4.18), pinyin
transcription, and <character-by-character translation
(Alexander, 2008):

B& yue ye moon night

/%\TQEB’}‘|‘| H, jin ye fd zhou yue this night Fu Zhou moon

E.%EF' HEE. gul zhong zhi du kan woman's room only alone watch
EBE/NRELZ, vao 1lian xido ér nil far pity little boy girl
FEERZL, wei jié& yi chang an not understand remember Chang'an
EREEZR, xiang wu yun huan shi fragrant mist cloud hair wet
BEEEE, ging hul yu bi han clear brightness jade arm cold
{AIBHMEFEMR, hé shi yi x@ hudng what time lean empty curtain

R R, shuang zhao lei hén gan pair shine tears trace dry

The following is a reading of the poem from Librivox:

https://creatureandcreator.ca/wp-content/uploads/2024/03/yue-y
e-from-librivox.mp3

Vikam Seth (1997) translated the poem keeping the Chinese
rhyme scheme: the last character rhymes for all four couplets:

Moonlit Night

In Fuzhou, far away, my wife is watching

The moon alone tonight, and my thoughts fill
With sadness for my children, who can’t think
Of me here in Changan; they’re too young still.


https://creatureandcreator.ca/wp-content/uploads/2024/03/moonlit-night-texts.jpg
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Her cloud-soft hair is moist with fragrant mist.
In the clear light her white arms sense the chill.
When will we feel the moonlight dry our tears,
Leaning together on our window-sill?

Alec Roth wrote a suite of songs based on Vikam Seth’s
translations of Du Fu. The following is his setting for
Moonlit Night with tenor Mark Padmore:

https://creatureandcreator.ca/wp-content/uploads/2024/03/06-So0
ngs-In-Time-of-War -Moonlit-Nig.mp3

David Young (2008) provides a free-verse translation:

Tonight

in this same moonlight

my wife is alone at her window
in Fuzhou

I can hardly bear

to think of my children

too young to understand

why I can’t come to them

her hair

must be damp from the mist

her arms

cold jade in the moonlight
when will we stand together

by those slack curtains

while the moonlight dries

the tear-streaks on our faces?

The poem may have been written or at least conceived during
the celebration of the full moon in the autumn. Families
customarily viewed the moon together and Du Fu imagines his
wife viewing the moon alone. The mention of the wife’s chamber
in the second line may refer to either her actual bedroom or
metonymically to herself as the inmost room in Du Fu'’s heart
(Hawkes, 1967). David Young (2008) remarks that this may be


https://creatureandcreator.ca/wp-content/uploads/2024/03/06-Songs-In-Time-of-War_-Moonlit-Nig.mp3
https://creatureandcreator.ca/wp-content/uploads/2024/03/06-Songs-In-Time-of-War_-Moonlit-Nig.mp3

“the first Chinese poem to address romantic sentiments to a
wife,” instead of a colleague or a courtesan.

David Hawkes (1967) notes the parallelism of the third
couplet:

‘fragrant mist’ parallels ‘clear 1light,’ ‘cloud hair’
parallels ‘jade arms,’ and ‘wet’ parallels ‘cold’

Spring View

Spring View (or Spring Landscape), the most famous poem
written by Du Fu in Chang’an during the rebellion, tells how
nature persists despite the ravages of effects of war and
time. Subjective emotions and objective reality become one.
The character wang (view, landscape) can mean both the act of
perceiving or what is actually perceived. In addition, it can
sometimes mean the present scene or what is to be expected in
the future (much like the English word “prospect”). The
illustration below shows the text in Chinese characters (Owen,
2008, poem 4.25), in pinyin and in a character-by-character
translation (adapted from Hawkes, 1967, Alexander, 2008, and
Zong-Qi Cai, 2008):

HE chin wang spring view

EEZIJ_I‘;E_W:I_: . gud pod shan hé zai country broken mountain river remain
WEEARR., chéng chin cdo mu shé&n city spring grass trees deep

RS IEERR, gan shi hua jian lei feel moment flower splash tear
REIEZNI., hén bié nido jing xin regret/hate parting bird startle heart
YENGE=H, féng hud 1liadn san yue beacon fires join three months
XE=KES, jia shi di wan Jjin family letters worth ten-thousand gold
HEERREY S, bai téu sao géng dudn white head scratch become thin

BN EE hun yu bu shéng zan simply about not bear hairpin

The following is a reading of the poem from the website


https://creatureandcreator.ca/wp-content/uploads/2024/03/spring-view-3-text-scaled.jpg

associated with How to Read Chinese Poetry (ZongQi-Cai, 2008,
poem 8.1):

https://creatureandcreator.ca/wp-content/uploads/2024/03/c8.1-
spring-scene.mp3

The next illustration shows the poem as written by three
calligraphers. All versions read from top down and from right
to left. On the left is standard script by Anita Wang; on the
right the calligraphy by Lii Shiuh Lou is gently cursive. At
the bottom the calligraphy by an anonymous calligrapher is

unrestrained: it accentuates the root of the growing grass (8"
character) and the radicals that compose the character for

regret/hate (16" character) fly apart.


https://cup.columbia.edu/extras/sound-files-for-how-to-read-chinese-poetry
https://creatureandcreator.ca/wp-content/uploads/2024/03/c8.1-spring-scene.mp3
https://creatureandcreator.ca/wp-content/uploads/2024/03/c8.1-spring-scene.mp3
https://www.ebay.com/itm/404668129120
https://liishiuhlou.wordpress.com/2013/09/19/a-spring-view/
https://apublicspace.org/news/detail/on-translating-du-fu
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https://creatureandcreator.ca/wp-content/uploads/2024/03/spring-view-calligraphy-3-scaled.jpg

The following are two translations, the first by David Hinton,
which uses an English line of a constant length to approximate
the Chinese 5-character line (2020a):

The country in ruins, rivers and mountains
continue. The city grows lush with spring.

Blossoms scatter tears for us, and all these
separations in a bird’s cry startle the heart.

Beacon-fires three months ablaze: by now
a mere letter’s worth ten thousand in gold,

and worry’s thinned my hair to such white
confusion I can’t even keep this hairpin in.

A second translation, with preservation of the rhyme scheme
and phrasal structure, is by Keith Holyoak (2015)

The state is in ruin;

yet mountains and rivers endure.
In city gardens

weeds run riot this spring.

These dark times

move flowers to sprinkle tears;
the separations

send startled birds on the wing.

For three months now
the beacon fires have burned;

a letter from home
would mean more than anything.

I’'ve pulled out
so many of my white hairs
too few are left
to hold my hatpin in!

The second couplet has been interpreted in different ways.



Most translations (including the two just quoted) consider it
as representing nature’s lament for the evil times. For
example, Hawkes (1967) suggests that “nature is grieving in
sympathy with the beholder at the ills which beset him.”
However, Michael Yang (2016) proposes that “In times of
adversity, nature may simply be downright uncaring and
unfriendly, thereby adding to the woes of mankind.” He
translates the couplet

Mourning the times, I weep at the sight of flowers;
Hating separation, I find the sound of birds
startling.

The last two lines of the poem refer the hair-style of the
Tang Dynasty: men wore their hair in a topknot, and their hats
were “anchored to their heads with a large hatpin which passed
through the topknot of hair” (Hawkes, 1967). Most interpreters
have been struck by the difference between the solemn anguish
of the poem’s first six lines, and the self-mockery of the
final couplet (Hawkes, 1967, p 46; Chou, 1995, p 115). This
juxtaposition of the tragic and the pitiable accentuates the
poet’s bewilderment.

The Thatched Cottage

Disillusioned by the war and by the politics of vengeance that
followed, Du Fu and his family retired to a thatched cottage
in Chengdu, where he lived from 759-765. A replica of this
cottage has been built there in a park celebrating both Du Fu
and Chinese Poetry:





https://creatureandcreator.ca/wp-content/uploads/2024/03/thatched-cottage-4-scaled.jpg

Many of the poems that Du Fu wrote in Chengdu celebrated the
simple joys of nature. He often used isolated quatrains to
find parallels between his emotions and the world around him.
This brief form called juéju (curtailed lines) was widely used
by his colleagues Li Bai (701-762) and Wang Wei (699-759). The
form consists of two couplets juxtaposed in meaning and
rhyming across their last character (Wong, 1970; Zong-Qi Cai,
2008, Chapter 10). The following poem (Owen, 2008, poem 9.63)
describing willow-catkins (illustrated on the right) and
sleeping ducks gives a deep feeling of peace. These are the
Chinese characters and pinyin transcription followed by the
character-by-character translation (Alexander, 2008):


https://creatureandcreator.ca/wp-content/uploads/2024/03/willow-catkins-xb.jpg

/

BIRISEIEEEE, san Jing yang hua pud bai zhan

EAEESEE. dian x1 hé ye dié ging gian
BRMEFEAR, stin gén zhi ziI wa rén jian

W REEHE R, sha shang fu cht bang mi mian
grain path poplar/willow blossom pave
white carpet

little stream lotus leaves pile green
money

bamboo shoot root sprout no person see
sand on duckling beside mother sleep

The following translation is by Burton Watson (2002):

Willow fluff along the path spreads a white carpet;
lotus leaves dot the stream, plating it with green
coins.

By bamboo roots, tender shoots where no one sees them;
on the sand, baby ducks asleep beside their mother.

Shui Chien-Tung provided the following calligraphy for the
poem (Cooper, 1973). He used aspects of the ancient scripts
(circles, curves and dots) in some of the characters to give a
sense of simplicity and timelessness. The illustration shows
the calligraphy of the poem on the left and the evolution of

the characters yang (willow, poplar) and fd (duck) on the
right.


https://creatureandcreator.ca/wp-content/uploads/2024/03/catkins-text-scaled.jpg
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Another quatrain from Chengdu describes a night scene on the
river. The following shows the poem in Chinese characters

(Owen, 2008,

poem 13.61),

character translation (mine):

TEIR®%A,
REEE.
BENEE,
IBEHE.

This 1is the

jidng dong yué yi shi
x1 xU yun bang hua
niao gi zhl gu dao

fan guo su shui jia

translation by J. P.

in pinyin, and in a character-by-

river move moon change rock
stream empty cloud beside flower
bird perch understand old Dao

sail pass stay(lodge) who home

Seaton (Seaton & Cryer,


https://creatureandcreator.ca/wp-content/uploads/2024/03/catkins-calligraphy-and-script-scaled.jpg
https://www.chineseconverter.com/en/convert/chinese-to-pinyin
https://creatureandcreator.ca/wp-content/uploads/2024/03/bird-perch-texts-scaled.jpg

1987):

The River moves, moon travels rock,

Streams unreal, clouds there among the flowers.
The bird perches, knows the ancient Tao

Sails go: They can’t know where.

As the river flows by, the moon’s reflection slowly travels
across the rocks near the shore. The water reflects the clouds
between the lilies. A bird on a branch understands the nature
of the universe. A boat passes, going home we know not where.

The poem conveys a sense of the complexity of the world where
reflections and reality intermingle, a desire to understand
the meaning of our life, and a fear that time is passing and
we do not know where it will take us. All this in twenty
characters. Such concision is extremely difficult in English.
An attempt:

River and rocks reflect the moon
and clouds amid the lilies

resting birds understand the way
sails pass seeking home somewhere.

The following shows a painting by Huang Yon-hou to illustrate
the poem. This was used as the frontispiece (and cover) of the
book Bright Moon, Perching Bird (Seaton & Cryer, 1987). On the
right is calligraphy of the poem by Mo Ji-yu.


https://creatureandcreator.ca/?p=4165
https://creatureandcreator.ca/?p=4165
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Above the Gorges

In 765 CE Du Fu and his family left Chengdu and travelled
eastward on the Yangtze River. The region of Luoyang had been
recently recovered by imperial forces and Du Fu was perhaps
trying to return home (Hung, 1952). He stayed for a while in
Kuizhou (present day Baidicheng) at the beginning of the Three
Gorges (Qutang, Wu and Xiing).

While there Du Fu wrote a series of meditations called Autumn
Thoughts (or more literally Stirred by Autumn). This 1is the
second of these poems in Chinese characters and in pinyin:


https://creatureandcreator.ca/wp-content/uploads/2024/03/perching-painting-scaled.jpg

T ANIRGE B R
BRI EREE,
RRET=ER,
Z={EERE/ \ B E.
EHEFEERTL,
LLIFE Ry ERESARHT.
e LiEER,
E RN BIESKTE.

kui fu gt chéng luo ri xié

mei yi béei ddéu wang Jjing huéa
ting yuan shi xia san shéng lei
feng shi x4 sui ba yue cha

hua shéng xiang 1lu wéi fu zhén
shan 1éu fén dié yin béi jia
ging kan shi shang téng lud yue

yvi ying zhou gian 1u di hua

A character-by-character translation (Alexander, 2008) is:

Kui prefecture 1lonely wall set sun slant

Every rely north dipper gaze capital city

Hear ape real fall three sound tear

Sent mission vain follow eight month raft

Picture ministry 1incense stove apart hidden pillow
Mountain tower white battlements hide sad reed-
whistle

Ask 1look stone on [Chinese wisteria] moon

Already reflect islet before rushes reeds flowers

The following is Stephen Owen’s translation (Owen, 2008 poem
17.27):

On Kuizhou's lonely walls setting sunlight slants,

then always I trust the North Dipper to lead my gaze to
the capital.

Listening to gibbons I really shed tears at their third
cry,

accepting my mission I pointlessly follow the eighth-
month raft.

The censer in the ministry with portraits eludes the
pillow where I lie,

ill towers’ white-plastered battlements hide the sad reed
pipes.


https://creatureandcreator.ca/wp-content/uploads/2024/03/kuizhou-texts-scaled.jpg

Just look there at the moon, in wisteria on the rock,
it has already cast its light by sandbars on flowers of
the reeds.

The poem is striking in the difference between the first three
couplets and the last. At the beginning of the poem Du Fu is
feeling regret that he is not in Chang’an which is located due
north of Kuizhou (in the direction of the Big Dipper which
points to the North Star). Owen notes that “There was an old
rhyme that a traveler in the gorges would shed tears when the
gibbons cried out three times.” The eighth month raft may
refer to another old story about a vessel that came every
eight months and took a man up to the Milky Way. Owen
commented on the third couplet that “The “muralled ministry”
is where were located the commemorative portraits of officers,
civil and military, who had done exceptional service to the
dynasty.” Incense was burned when petitions were presented.
The final couplet disregards all the preceding nostalgia and
simply appreciates the beauty of the moment.

The Ming painter Wang Shimin illustrated this final couplet in
one of the leaves from his album Du Fu’s Poetic Thoughts.


https://www.comuseum.com/product/wang-shimin-poetic-feeling-of-du-fu/
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https://creatureandcreator.ca/wp-content/uploads/2024/03/wang-shimin-9-b-scaled.jpg

Later in Kuizhou,

Du Fu entertained a librarian named Li who

was returning north to take up an appointment in Chang’an. The
following is the beginning of a poem (Owen, 2008, poem 19.34)
describing Li’s departure in Chinese characters and in pinyin:

BERhmMNZR,
ARIBRFK SR IHBE],
A HEESEZETS,
BEETER k.

ging lian bai fang yi zhou 1lai
wil xia gid tao tian di hui
shi cht dao ting féng ye xia

10 yvao bei zhi ju hua kai

A character-by-character translation is:

blue/green curtain white boat/raft Yizhou
arrive

Wu gorge autumn waves heaven/sky
earth/ground turn (around)

stone/rock leave/exit fall listen maple
leaf down

scull/oar swing carry point chrysanthemum
flower open/blume

The following is Stephen Owen’s translation:

When the white barge with green curtains came from Yizhou,
with autumn billows in the Wu Gorges, heaven and earth were

turning.

Where rocks came out, from below you listened to the leaves
of maples falling,

as the sweep moved back and forth you pointed behind to
chrysanthemums in bloom.

The Ming painter Wang Shimin illustrated the second couplet in
one of the leaves from his album Du Fu’s Poetic Thoughts. The

painting shows the bright red leaves of the maples.
riverside house one can

of the

In front
see the multicolored

chrysanthemums that Li is pointing to. Harmony exists between


https://creatureandcreator.ca/wp-content/uploads/2024/03/librarian-li-texts-scaled.jpg
https://www.comuseum.com/product/wang-shimin-poetic-feeling-of-du-fu/

the wild and the cultivated.
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On the River

After his sojourn in Kuizhou, Du Fu and his family continued
their journey down the Yangtze River. However, the poet was
ill and was unable to make it beyond Tanzhou (now Changsha)
where he died in 770 CE. No one knows where he is buried. In
the 1960’'s radical students dug up a grave purported to be his
to “eliminate the remaining poison of feudalism,” but found
the grave empty.

One of Du Fu'’s last poems was Night Thoughts While Travelling.
The following is the poem in Chinese characters (Owen, 2008,
poem 14.63) and in pinyin (Alexander, 2008):

IR EE 14 yé sha huéai journey night write think
WERUEE, x1 cao wéi féng an gently grass soft wind shore
F’ B wél giang du ye zhou tall mast alone night boat
SFENEFF, x1ng chuil ping yeé kuo star fall flat fields broad
BiEaX IR, yué yong da jiang liu moon rises great river flows
%ﬁ}‘[ﬁ%, ming gi wén zhang zhu name not literary works mark
BEE B, guan ying lao bing xita official should old sick stop
Zé{jﬁﬁ'ﬂ«)\ pidao piao hé sud si flutter flutter what place seem
9&1& 7DER, tian di yi sha ou heaven earth one sand gull

The following is a reading of the poem from Librivox:

https://creatureandcreator.ca/wp-content/uploads/2024/03/night
-thoughts-from-librivox.mp3

Holyoak (2015) provides a rhymed translation:

The fine grass

by the riverbank stirs in the breeze;
the tall mast

in the night is a lonely sliver.


https://creatureandcreator.ca/nf.news/en/culture/e789d907da6372561c714cc34e4d84cc.html
https://creatureandcreator.ca/wp-content/uploads/2024/03/night-thoughts-text-scaled.jpg
https://librivox.org/author/3146?primary_key=3146&search_category=author&search_page=1&search_form=get_results
https://creatureandcreator.ca/wp-content/uploads/2024/03/night-thoughts-from-librivox.mp3
https://creatureandcreator.ca/wp-content/uploads/2024/03/night-thoughts-from-librivox.mp3

Stars hang
all across the vast plain;
the moon bobs
in the flow of the great river.

My poetry
has not made a name for me;
now age and sickness
have cost me the post I was given.

Drifting, drifting,
what do I resemble?
A lone gull
lost between earth and heaven.

Kenneth Rexroth (1956) translates the poem in free verse:
Night Thoughts While Travelling

A light breeze rustles the reeds
Along the river banks. The

Mast of my lonely boat soars
Into the night. Stars blossom
Over the vast desert of

Waters. Moonlight flows on the
Surging river. My poems have
Made me famous but I grow

0ld, ill and tired, blown hither
And yon; I am like a gull

Lost between heaven and earth.

The following shows the poem in calligraphy with three styles.
On the left the poem is written in clerical script, in the
center in regular script and on the right is unrestrained
cursive script. All examples were taken from Chinese sites
selling calligraphy.
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Changing Times

During the Tang Dynasty (618-907 CE) the role of literature,
and poetry in particular, in society changed dramatically
(Owen, 2011):

In the 650s, literature was centered almost entirely in the
imperial court; by the end of the era literature had become
the possession of an educated elite, who might serve 1in
government, but whose cultural life was primarily outside
the court.

During Du Fu's lifetime, poetry became no longer a part of the
ancient traditions; rather it began to be concerned with the
present and with the personal. Lucas Bender (2021) describes
the traditional role of poetry in a society following the


https://creatureandcreator.ca/wp-content/uploads/2024/03/night-thoughts-calligraphy-scaled.jpg

precepts of Confucianism:

Most people .. would be incapable on their own of adequately
conceptualizing the world or perfectly responding to its
contingency, and therefore needed to rely on the models left
by sages and worthies. Many of these models were embodied in
texts, including literary texts, which could thus offer an
arena for ethical activity. Poetry, for example, was
understood to offer models of cognition, feeling, and
commitment that would ineluctably shape readers’
understanding of and responses to their own circumstances.
One way of being a good person, therefore, involved reading
good poetry and writing more of it, thereby propagating the
normative models of the tradition in one’s own time and
transmitting them to the future. (p 317)

Du Fu found himself bewildered by the state of the world. He
sought to convey this confusion rather than explain it:

Du Fu doubts the possibility of indefinitely applicable
moral categories. The conceptual tools by which we make
moral judgments, he suggests, are always inherited from a
past that can — and, in a world as various and changeable as
ours has proven to be, often will - diverge from the
exigencies of the present. As a result, not only are our
values unlikely to be either universal or timeless; more
important, if we pay careful attention to the details of our
experience, they are unlikely to work unproblematically even
here and now. (Bender, 2021, p 319)

The complexity of Du Fu’'s poetry — the difficulty in
understanding some of his juxtapositions — becomes a
challenge. The past provides no help in the interpretation. We
must figure out for themselves what relates the mountain, the
clouds and the poet’s breathing in the first poem we
considered. And in the last poem we must try to locate for
ourselves the place of the gull between heaven and earth.
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Wine-Cup Immortal


https://cup.columbia.edu/extras/sound-files-for-how-to-read-chinese-poetry
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Li Bai (701-762 CE), also known
as Li Po, was one of the famous
Tang dynasty poets who called
themselves the Eight Immortals of
the Wine Cup (an 1irreverent
allusion to the Eight Immortals
of Taoism). Li Bai wrote
prolifically, and over 1000 of
his poems survive. Much of his
life is mythical, the stuff of
novels rather than of history s
(Elegant, 1997). He was a devotee ‘ Ar,;'
of Taoism, a fine swordsman, and 4
a great lover of wine. In his .me@
youth he served the emperor. _f

After becoming involved in one of }/
the rebellions, however, he was
exiled from the court. He then
spent much of his later life
wandering “beyond the gorges” in
the hinterland of Imperial China.
Legend has 1t that he died
drunkenly trying to embrace the
moon’s reflection in the Yangtze
River, but his death was perhaps
a suicide. The 1illustrated
portrait (from the Tokyo National
Museum) was painted by Liang Kai
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in the early 13" century. The seal in the upper right corner
signals that the painting was owned by Anigo, an important
official in the Imperial court of the Yuan dynasty.

Appreciating Chinese poetry requires seeing as well as
hearing. The beauty of the calligraphy is as important to the
poetry as the music of the words. The poems are therefore
difficult to assess without some feeling for the characters in
which they are written, since these allude to meanings beyond


https://creatureandcreator.ca/wp-content/uploads/2014/03/li-bai-portrait-tokyo.jpg

those directly expressed by the spoken words. This post
therefore begins with a few notes on Chinese characters.

Some Chinese characters derive from pictograms (simplified
images):

Pictogram Character Sound Meaning

@ E] f sun
D }Z] yue moon
w LL’ shan mountain

I o t
‘5' 7J< shui water

n? I:F] yu rain
67 a mu eye
q /\ ren person
1’ * mu tree

Other characters derive from 1ideograms (graphic
representations of an idea):

Lt shang above T xia below
b zhong middle N bu not
— i one - er two
= san three Gl wu five

Most characters are formed by combining other characters. Some
of the combinations are based on the meaning of the
components; others are based on their sound:


https://creatureandcreator.ca/wp-content/uploads/2014/04/pictograms.jpg
https://creatureandcreator.ca/wp-content/uploads/2014/04/ideograms.jpg

A (mu, tree) + A (mU, tree) = # lin  forest

[ (kou, mouth) + “away” =

it

yan words

B (r, sun) + H (yue, moon) = BA ming bright

% (nl, woman)+ F (zi, child) = #¥ hao good
In L1 Bai’s name, the character Li means “Plum” — a tree on
top with many children (blossoms) below. The character Bai
means “white” — it originally comes from a pictogram of an

acorn (which is white inside).

Chinese poetry has a long history. The Book of Poetry was
compiled around 600 BCE. Confucius (551-479 BCE) made it an
essential part of the education of a scholar or statesman. By
the time of Li Bai court poetry had become quite regular —
common forms were an octet or a quatrain of five-syllable
lines, with every second line rhyming. The following quatrain
is one of Li Bai’s most famous poems. The English translation
is by Arthur Cooper and the Chinese calligraphy 1s by Shui
Chien-Tung (Cooper 1973):


https://creatureandcreator.ca/wp-content/uploads/2014/04/combinations.jpg
https://creatureandcreator.ca/wp-content/uploads/2014/03/li-bai-characters.jpg

A,
™

=

x

E- 3 -
=
B

o)

=

6

S =
A b N AR oE

B X

Quiet Night Thoughts

Before my bed there is bright moonlight
So that it seems like frost on the ground;
Lifting my head I watch the bright moon,

Lowering my head I dream that I’'m home.

Chinese poetry is generally written from top to bottom and
from right to 1left. For simplicity, the following
representation of the poem together with the word for word
translation presents the characters from left to right to
facilitate 1listening to the sound and following the
translations.


https://creatureandcreator.ca/wp-content/uploads/2014/03/quiet-night-thoughts-calligraphy.jpg

FRR Quiet Night Thoughts jing ye si

FREIBA B ¥ bed front bright moon shine cpuéng qién mjng yue guang

BREM EFE suspect is ground top  frost i shi  di shang shuang
S2GE2EBHH raise head gaze  bright moon ju tbu wang ming yué
EEE B &8 lower head think old home di tou  si gu  xiang

The original Chinese for Quiet Night Thoughts is from Zong-Qi
Cai’s anthology (2008). The reading of the poem in Chinese (by
an unknown reader) is from the sound files associated with the
anthology:

https://creatureandcreator.ca/wp-content/uploads/2014/03/1ipo
quiet-night-thoughts.mp3

The following is an octet of Li Bai that celebrates the joys
of drinking by moonlight:

fER—ZFT® flowers among one pot wine hua jia y1 ha jit

BmE AR alone drink no mutual  dear du zhuo wu xiang gin
BMEHEAB ldft cup invite bright  moon ju béi yao ming yue
BER=A face shadow become three men dui ying ching san rén
AEBRA#E moon not not understand drink yue ji bu jié yin
FZEBEFK B  shadow vainly follow my body ying ti sui wo shén
YHE A temporary with moon with shadow zan ban yui jiang ying
ITH AR E practise pleasure must  catch spring xing I& x@ ji chiin
EHAGEM 1 sing moon  linger  to-and-fro  wo g€ yue pai hui
REELFE 1 dance  shadow scatter disorderly  wo wii ying ling luan
EEBF R 3Bk wake time together exchange joy xing shi tong jido huan
BEERESDE rapt after each separate  disperse zui hou ge fen sin

K FEHEE B always tie no passion friendship yong jie wi ging you
FEHBEE mutual expect distant cloud river xiang qi mido yun han

A translation of the poem by Arthur Waley (1919) reads
Drinking Alone by Moonlight

A cup of wine, under the flowering trees;
Raising my cup I beckon the bright moon,
For he, with my shadow, will make three men.


https://creatureandcreator.ca/wp-content/uploads/2014/04/quiet-night-thoughts.jpg
http://cup.columbia.edu/static/cai-sound-files
https://creatureandcreator.ca/wp-content/uploads/2014/03/lipo_quiet-night-thoughts.mp3
https://creatureandcreator.ca/wp-content/uploads/2014/03/lipo_quiet-night-thoughts.mp3
https://creatureandcreator.ca/wp-content/uploads/2014/04/drinking-alone-by-moonlight.jpg

The moon, alas, 1s no drinker of wine;

Listless, my shadow creeps about at my side.

Yet with the moon as friend and the shadow as slave<
I must make merry before the Spring is spent.

To the songs I sing the moon flickers her beams;

In the dance I weave my shadow tangles and breaks.
While we were sober, three shared the fun;

Now we are drunk, each goes their way.

May we long share our odd, inanimate feast,

And meet at last on the Cloudy River of the sky.

Chinese poetry has both rhyme and rhythm (Liu, 1962; Cai,
2008). The rhymes often come at the end of every second line
(e.g. in Drinking Alone by Moonlight). Rhymes are mainly
determined by the vowels, and less related to the attendant
consonants. However, many of the rhymes depend on
pronunciation that was current in the time that the poem was
written, and may not always be apparent in the way the poem
sounds nowadays. Chinese is a tonal language with the vowels
showing unchanging, descending, descending-ascending, and
ascending pitches. These changes are represented in the
accents above the pinyin transliterations. The first type of
vowel has a longer duration than the others. The rhythm of the
poetry depends on both the duration of the vowel and the
different changes in pitch.

Recitations of the poem Drinking Alone by Moonlight are
available in both English and Chinese at Librivox.

Li Bai also invented new poetic forms. The following poem has
lines of three, five and seven words (translation and
calligraphy in Cooper, 1973).


https://librivox.org/drinking-alone-by-moonlight-by-li-bai/
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Three five seven words

The autumn wind is light,
The autumn moon is bright;

Fallen leaves gather but then disperse,
A cold crow roosts but again he stirs.

I think of you, and wonder when I’'ll see you again?
At such an hour, on such a night, cruel is love’s pain!

The translation of Chinese poetry is difficult. The first
translations of Chinese poetry into a European language were
in French by Judith Gautier and the Marquis d’'Hervey Saint-



https://creatureandcreator.ca/wp-content/uploads/2014/03/357words.jpg

Denis in the middle of the 19" Century. These were further
translated from French into German by Hans Bethge, who
published Die Chinese Flote (Chinese Flute) in 1907.

Gustav Mahler adapted seven of the Bethge poems for his 1911
song cycle Das Lied von der Erde. The following are excerpts
from the beginning of two of the songs, translated from the
German to English. The tenor is Fritz Wunderlich; Otto
Klemperer conducts the New Philharmonia Orchestra; the
recording is by EMI in 1967.

Trinklied vom Jammer der Erde (Drinking Song of the
Earth’s Sorrow)

The wine already beckons from the golden goblet,

but don’t drink just yet — first, I'll sing you a song!
The song of sorrow shall sound out

in laughter in your soul. When sorrow draws near,

the gardens of the soul lie wasted,>

both joy and song wilt and die.>

Dark is life, dark is death.

https://creatureandcreator.ca/wp-content/uploads/2014/03/mahle
r wunderlich trinklied beginning.mp3

Von der Jugend (Of Youth)

In the middle of the little lake

stands a pavilion made of green

and white porcelain.

Like a tiger’s back

the bridge of jade arches

across to the pavilion.

Friends sit in the little house,
beautifully dressed, drinking, chatting;
some are writing down verses.

https://creatureandcreator.ca/wp-content/uploads/2014/03/mahle
r wunderlich jugend-beginning.mp3


https://creatureandcreator.ca/wp-content/uploads/2014/03/mahler_wunderlich_trinklied_beginning.mp3
https://creatureandcreator.ca/wp-content/uploads/2014/03/mahler_wunderlich_trinklied_beginning.mp3
https://creatureandcreator.ca/wp-content/uploads/2014/03/mahler_wunderlich_jugend-beginning.mp3
https://creatureandcreator.ca/wp-content/uploads/2014/03/mahler_wunderlich_jugend-beginning.mp3

The “translations” are full of mistakes. The line “Dark 1is
Life, dark is Death” (Dunkel ist das Leben, ist der Tod) is an
interpolation that fits with the idea of Li Bai's poem but is
not so directly stated in the original Chinese. The porcelain
pavilion is actually the pavilion owned by someone named Tao
(which can also mean “porcelain”). Bethge called his poems
Nachdictungen (recreations). The Mahler Archives has a
wonderful website that describes the changes in the
translations leading to Das Lied von der Erde.

The first major translations of Chinese poetry into English
were by Ezra Pound (1885-1972) in his 1915 book Cathay. At the
time, Pound knew no Chinese, and his translations were based
on the notes that Ernest Fenellosa, an American art historian
working in Tokyo, had made from discussions with two Japanese
professors (Mori and Ariga). These notes were given
posthumously to Pound by Fenellosa’s widow. Despite his lack
of any understanding of the originals, Pound’s translations
are true and forceful (Yip, 1969). Most of the poems in Cathay
are by Rihaku — the way that the characters of Li Bai’s name
are pronounced in Japanese. As well as the hiragana and
katakana symbols (hiragana and katakana), Japanese writing
also uses many Chinese characters (kanji), but these are
pronounced differently from the Chinese.

The following is one of Li Bai’s poems that became famous with
the Pound translation. Pound combined the poem with a summary
of Fenellosa’'s notes that has its own cryptic beauty

The Jewelled Stair Grievance

The jewelled steps are already quite white with dew,
It is so late that the dew soaks my gauze stockings,
And I let down the crystal curtain

And watch the moon through the clear autumn.

NOTE: Jewel stairs, therefore a palace. Grievance, therefore
there is something to complain of. Gauze stockings, therefore


http://www.mahlerarchives.net/Archive%20documents/DLvDE/DLvDE.htm

a court lady, not a servant who complains. Clear autumn,
therefore he has no excuse on account of the weather. Also she
has come early, for the dew has not merely whitened the
stairs, but has soaked her stockings. The poem is especially
prized because she utters no direct reproach.

More recent translations are by David Hinton (1996):

Night long on the jade staircase, white
dew appears, soaks through gauze stockings.
She lets down crystalline blinds, gazes out
through jewel lacework at the autumn moon.

and by Charles Egan (in Z-Q Cai, 2008);

On jade stairs, the rising white dew

Through the long night pierces silken hose
Retreating inside, she lowers crystal shades
And stares at the glimmering autumn moon.

The story behind the poem is only hinted at. A lady at the
palace in love with the emperor finds herself no longer in his
fancy. The autumn moon suggests the cooling of their summer
passion. The crystal curtains suggest that the scene is viewed
through tears. Pound puts the poem into the first person.
Though not indicated in the original, this personal point of
view accentuates the 1longing and the regret. Another
translation that follows Pound’s use of the first person 1is
available on Mark Alexander’s webpage which provides
translations for many different Chinese poems.

Discerning the true meaning of a poem through different
translations is a little like looking for the numinous through
different scriptures.

Another of Pound’s translations records the story of a young
woman, married in youth and innocence, learning to love her
husband and finding out that love can bring sorrow as well as
happiness.


http://www.chinese-poems.com/

The River Merchant’s Wife

While my hair was still cut straight across my
forehead

I played about the front gate, pulling flowers.
You came by on bamboo stilts, playing horse;

You walked about my seat, playing with blue plums.
And we went on living in the village of Chokan:
Two small people, without dislike or suspicion.

At fourteen I married My Lord you.

I never laughed, being bashful.

Lowering my head, I looked at the wall.

Called to, a thousand times, I never looked back.

At fifteen I stopped scowling,

I desired my dust to be mingled with yours
Forever and forever and forever.

Why should I climb the lookout?

At sixteen you departed,

You went into far Ku-to-en, by the river of swirling
eddies,

And you have been gone five months.

The monkeys make sorrowful noise overhead.

You dragged your feet when you went out.

By the gate now, the moss is grown, the different
mosses,

Too deep to clear them away!

The leaves fall early this autumn, in wind.

The paired butterflies are already yellow with August
Over the grass in the West garden —

They hurt me. I grow older.

If you are coming down through the narrows of the
river Kiang,

Please let me know beforehand,

And I will come out to meet you



As far as Cho-fo-Sa.

Li Bai was very musical and many of his poems deal with the
sounds of the lyre or the flute. Harry Partch composed 17
lyrics of Li Po in the early 1930s using the translations of
Shigeyoshi Obata (1928). He tried to remove the music from the
tonality conventions of the Western traditions. The following
is one of the lyrics. It is intoned by Stephan Kalm (who
provides the flute sounds as well as the words) with
accompaniment on tenor violin by Ted Mook. The recording is by
Tzadik, 1995.

Whence comes this voice of sweet bamboo?

Flying in the dark?

It flies with the spring wind,

Hovering over the city of Lo.

How memories of home come back tonight!

Hark! the plaintive tune of “Willow Breaking”, p>

https://creatureandcreator.ca/wp-content/uploads/2014/03/partc
h lipo flute.mp3

(“Willow-Breaking” is the name of a sad folk song.)

Li Bai spent some time in the monasteries that were scattered
through the hills of China, and became adept at meditation, or
zazen. One of his poems (translated by Sam Hamill, 2000) gives
the essence of this process. Jing Ting mountain is near
Xuancheng city in the Anhui province of China. Further notes
on the poem and a version of the poem in song are available on
the webpage of Shirley Yiping Zhang.

Zazen on Ching-t’ing Mountain

The birds have vanished down the sky.
Now the last cloud drains away.
We sit together, the mountain and me,
until only the mountain remains.


https://creatureandcreator.ca/wp-content/uploads/2014/03/partch_lipo_flute.mp3
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