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Lengthening Shadows, C) The Emperor in Flight, D) Post-Capitulation—
Palace and Poet, E) Deportation of Women and Poet, and F) Exile and 
the Bitter End.

For illustration of the current state of one of the poem-translations, 
please consult Chart I. The poem treated there dates from 1214, twenty 
years before the fall of the Jin 金 dynasty, and comes from the section 
“Lengthening Shadows.” I here offer a poem that has been translated 
into Japanese. (Many of the poems in the book have not previously been 
translated into any language.) The first entire book I read in Japanese, in 
1969, was Suzuki Shπji’s 鈴木修次 study of Yuan Haowen, a work I still 
greatly admire. I also read and profited from Oguri Eiichi’s 小栗英一 book 
on the poet. The latter’s translation of the selection has been temporarily 
added here for reader convenience.

Although I ask the reader to note my rendering into English, I would 
like to stress that the translation per se is secondary. What I want to 
illustrate is a different way of handling the problem that came up with 
the sample ∂gai kanshi translation: how to simultaneously deal with 
the concrete and implied meanings of a poetic line. Here one finds, for 
example with Line One, not just a more literal rendering (“Screech, 
screech—felt-covered carts wind through rocky troughs”), but also a LINE 
PARA PHRASE (“The screeching wheels of transport wagons in flight from 
the Mongols can be heard as they try to negotiate the twists and turns in 
the rutted out stone of the pass road”). Furthermore, wherever necessary 
or helpful for the understanding of the poem, there is explication (A) of 
lines (as with Lines 3 and 4), (B) of specific phrases (for example, “jack-
als and tigers” in Line 6), or (C) of allusions (for example, to the Baopuzi 
抱朴子 in Line 5). The explanation for Line 8, I might note, goes beyond 
that of any published scholarly treatment.

The problem here is partly one of presentation: how visually to com-
municate a great deal of information, but not in such a way as to confuse 
the reader. The CIRCUMSTANCES of the poem, for example, are explained 
just under the poem-title.

For the poem presented here and others in the book, apart from addi-
tional revisions, I will include romanization of the Chinese text (includ-
ing tone-marks), note additional allusions to Chinese texts, and fill in 
cross-references to other relevant poems by Yuan Haowen.

　　　　　 　　　　　
The future general volume on Yuan Haowen is intended to complement 
my earlier work on the poet. One major facet of the poet-critic’s writing, 
his literary criticism, was addressed in my earlier study, Poems on Poetry: 
Literary Criticism by Yuan Hao-wen (1190–1257),2 which treats Yuan 
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Haowen’s three separate series of poems on poetry and several prose 
pieces. The volume analyzes Yuan Haowen’s series of poems on poetry in 
three ways: in terms of (A) what views he was expressing, (B) what ear-
lier critical opinion he was drawing upon in formulating his views, and 
(C) what earlier prose and poetry he was using to form his own poetic 
expression. Allow me to elaborate. Yuan Haowen is an enormously dif-
ficult poet. It is no exaggeration to say that, even at the (far from) ele-
mentary level, there are problems simply in understanding the “surface 
meaning” of his poems, because his expression is so deeply implicated in 
the earlier tradition. Almost every expression Yuan Haowen uses, if not 
a direct allusion, at least echoes or has overtones with earlier writing; it 
is other writing, transformed.

To understand what Yuan Haowen was saying, I used the best 
then-available commentaries to his poems on poetry—those by Wang 
Shaosheng 王韶生, Chen Zhanquan 陳湛銓, Ho Sanben 何三本, and Wang 
Liqing 王禮卿—and also checked all the expressions used by him in his 
series of poems on poetry in twelve concordances or other compeniums 
of usage, including the Peiwen yunfu 佩文韻府. My use of these reference 
works, and of the Kanshi taikan 漢詩大觀 in particular (which Chinese 
commentators had not used), unearthed several examples of related 
usage by earlier poets, especially Song-period ones, that other commen-
tators had missed. Additionally, I devised a finding list to annotation of 
Yuan Haowen’s poetry. All of this helped both to understand his work 
and to determine what earlier poets he was drawing on in creating his 
own poetic expression.

In terms of the history of Chinese literary criticism, Yuan Haowen’s 
series of poems on poetry follow and expand upon a tradition started by 
Du Fu 杜甫 and Dai Fugu 戴復古.3 In turn, Yuan Haowen’s example was 
followed not only by Fang Xiaoru 方孝孺, Wang Shizhen 王士楨, and oth-
ers, but also by Rai San’yΩ 頼山陽. The use of series of poems enabled 
authors to take the “intensive” nature of individual shi 詩 poems and make 
them “extensive” by treating a topic in several poems. In other words, 
series of poems made more sustained argument or discussion possible.

Yuan Haowen treats the preceding one thousand years of shi poetry 
in his poems. So it is also necessary to know the earlier history of criticism 
of the poets he treats, whether they be Cao Zhi 曹植, Meng Jiao 孟郊, or 
Wang Anshi 王安石. To do this, I had to familiarize myself with the his-
tory of Chinese literary criticism, not just through the standard histories 
of it by Guo Shaoyu 郭紹虞, Luo Genze 羅根澤, and Zhang Jian 張健, but 
also through reading Dianlun Lunwen 典論論文 by Cao Pi 曹丕, Shipin by 
Zhong Rong, Wenxin diaolung 文心雕龍 by Liu Xie 劉勰, and the BunkyΩ 
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hifuron 文鏡秘府論 by Kπkai 空海. Zhong Rong’s Shipin is so crucial to 
understanding Yuan Haowen’s literary criticism that, as outlined above, 
my study of the work has taken on a life of its own.

If it is necessary to be acquainted with much of the 1000-year history 
of earlier shi poetry (and earlier criticism) to understand Yuan Haowen, 
it is also necessary to be well acquainted with the 750-year history of 
commentary on his poetry since his death. To familiarize myself with the 
scholarship then available on the poet—everything in Chinese, Japanese, 
and Western languages—I started compiling a finding list to references 
to every Yuan Haowen shi poem in all of these languages. The result, 
later published separately, was “A Finding List for Chinese, Japanese, 
and Western-Language Annotation to and Translation of Poetry by 
Yüan Hao-wen” [Wixted 1981]. First, the finding list numbers all of 
Yuan Haowen’s shi poems from 1 to 1366; then, it correlates them to 
the standard texts for his work (the Sibu beiyao 四部備要 edition and the 
text edited by Mai Chaoshu 麦朝樞); and then, in chart form it indicates 
which scholars—in Chinese, in Japanese, and in Western languages—treat 
which poem on exactly which page of their work. 115 studies are analyzed 
in this way. Needless to say, the result was invaluable for the initial book 
and has proven most useful for the current book-project. For example, 
in the standard edition of his poetry by Mai Chaoshu (which includes 
the commentary by Shi Guoqi 施國祁), Yuan Haowen’s Poem #0010 has 
one explanatory footnote (on the term Duqu 杜曲); but using the “Finding 
List,” one can find fourteen references to the work in secondary studies, 
some of prime importance in understanding it.

　　　　　 　　　　　
Another work that grew out of my interest in Yuan Haowen is the trans-
lation I did of Gen-Min-shi gaisetsu 元明詩概説 by Yoshikawa KΩjirΩ 吉
川幸次郎, the English title being Five Hundred Years of Chinese Poetry, 
1150–1650: The Chin, Yuan, and Ming Dynasties [Yoshikawa 1989]. I 
felt prompted to put the work into English for several reasons: because 
it was the only general treatment of the period’s shi poetry in any lan-
guage; because Burton Watson had already translated Yoshikawa’s SΩshi 
gaiset su 宋詩概説 into English (indeed, both SΩshi gaisetsu and Gen-Min-
shi gaiset su have been also translated into Chinese by Zheng Qingmao 
鄭清茂); and because I thought it would be a way for me to learn more 
about both Chinese poetry and Japanese language.

I had no idea what a staggeringly difficult job it is to translate almost 
anything well into another language. Although individual word choices 
are certainly of significance, most important when trying to re-create a 
work in another language (or for that matter, when trying to assess a 
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translation) are the overall tone, style, and rhythm of a rendering. This 
is not to mention the special problems with this project. One problem 
was the Chinese poems. Many are only “parsed” with kundoku readings 
in the Yoshikawa original, and so are not really translated into mod-
ern Japanese (nor are they translated into modern Chinese in Zheng 
Qingmao’s Chinese-language version).

Another challenge was rendering Yoshikawa’s prose into appropri-
ate English. I happen to think that this work by Yoshikawa, although 
quite good, is not stellar scholarship; why I admire it, more than for its 
being the first real treatment of the subject in any language, is for two 
reasons: one, because Yoshikawa has made it interesting (unlike most 
sinological studies), and two, because his style as an essayist in Japanese 
is so engaging. The following is what I wrote in the “Translator’s Preface” 
to the volume:

 Many (indeed, most) Japanese scholars of traditional China write 
works in a turgid style, seldom straying from the use of learned 
Chinese compounds to write in a Japanese that can seem more 
intended to impress the reader with the author’s earnest scholarli-
ness than to communicate material clearly in what is supposed to be 
the author’s native language.… By the same token, with the admi-
rable intent of writing in a Japanese that contemporary readers can 
understand, a number of other Japanese sinologists have taken to 
writing in natural, modern Japanese.… What not infrequently hap-
pens [with the latter], however, is that their writing becomes terribly 
prolix.…
     Yoshikawa KΩjirΩ belongs to neither of these categories. Writing 
in a particularly plain modern Japanese by sinological standards, he 
does not hesitate to insert the occasional bon mot in the form of an 
apt, but unusual (for modern readers) Chinese compound. Many of 
his sentences are quite short, being interspersed with longer ones; 
and occasionally there is the involved or convoluted sentence. The 
combination makes for fluid pacing. Clearly the author wanted his 
audience to enjoy what he has to say while reading it. He is never 
prolix; if anything, he errs in the opposite direction. In a word, 
he strikes a pleasing stylistic balance. Yoshikawa KΩjirΩ’s renown 
among Japanese intellectuals in fields totally unrelated to his own 
stems largely from the informed readibility of his writing.

　　　　　 　　　　　
I would like to turn now to research I have done on ci 詞 poetry. As an 
M.A. candidate at Stanford University more than forty years ago, I only 
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紀貫之 largely wrong. Moreover, neither Japanese nor Western scholars 
put the Kokinshπ prefaces into the context of comparative literature and 
poetics. I tried to do precisely that by using the “taxonomy” or “critical 
framework” that had been devised by M. H. Abrams [1953:3–29] to char-
acterize the main orientations of texts in literary theory. Also, I point 
out how the prefaces draw rhetorically on Chinese texts to establish their 
own authority as critical statements, and also rhetorically to establish the 
value of waka 和歌 poetry as opposed to kanshi. (The article has proven 
popular, having been reprinted in both complete and abridged versions, 
the latter having also been translated into Spanish.)

Notwithstanding the above, most of my translation of the three pref-
aces and of the entries for the shang- 上 and zhong-pin 中品 poets in the 
Shipin has not appeared in print. I completed most of my initial work on 
the Shipin in 1983. When I did my version in English, I was able to take 
advantage of much of the Japanese-langauge scholarship listed on the 
second page of Chart H (section #2): the pioneering work of Takamatsu 
Takaaki 高松亨明, and scholarship that issued from the famous Shihin 
Kenkyπhan 詩品研究班 in Kyoto. Until that time, there were translations 
into modern Chinese of only short fragments of the work; there was 
no complete version. But in the quarter-century since then, there have 
appeared at least seven complete translations into modern Chinese (sec-
tion #3). And Chinese-language scholarship on the Shipin has expanded 
almost exponentially (section #4): in the last twenty-five years, as many 
studies have appeared in Chinese (listed in the right-hand column of sec-
tion #4) as were published over the preceding fifty-five years (listed in the 
left-hand column).

Last year I was asked to prepare an entry on the Shipin for a hand-
book to Six Dynasties texts, in which I had to outline available scholar-
ship. It is daunting to have so many studies to deal with while now trying 
to update my translation and complete a book about the work.

　　　　　 　　　　　
I especially hope that my general book on the poetry of Yuan Haowen sees 
completion. After finishing my doctoral dissertation on Yuan Haowen’s 
literary criticism, I continued work on the author’s poetry, drafting trans-
lations of some 200 of his poems that were not included in the disserta-
tion. Twenty-four years later, in 2001 I started to revise the translations, 
draft some additional poem-translations, write introductions to the series 
of poems, and write section- and chapter-introductions. For example, 
Chapter Two of the book manuscript, tentatively entitled “A Darkening 
World”—since the Mongols were soon to take over North China—has 
the following six sections, with poems to illustrate each: A) Overview, B) 
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Lengthening Shadows, C) The Emperor in Flight, D) Post-Capitulation—
Palace and Poet, E) Deportation of Women and Poet, and F) Exile and 
the Bitter End.

For illustration of the current state of one of the poem-translations, 
please consult Chart I. The poem treated there dates from 1214, twenty 
years before the fall of the Jin 金 dynasty, and comes from the section 
“Lengthening Shadows.” I here offer a poem that has been translated 
into Japanese. (Many of the poems in the book have not previously been 
translated into any language.) The first entire book I read in Japanese, in 
1969, was Suzuki Shπji’s 鈴木修次 study of Yuan Haowen, a work I still 
greatly admire. I also read and profited from Oguri Eiichi’s 小栗英一 book 
on the poet. The latter’s translation of the selection has been temporarily 
added here for reader convenience.

Although I ask the reader to note my rendering into English, I would 
like to stress that the translation per se is secondary. What I want to 
illustrate is a different way of handling the problem that came up with 
the sample ∂gai kanshi translation: how to simultaneously deal with 
the concrete and implied meanings of a poetic line. Here one finds, for 
example with Line One, not just a more literal rendering (“Screech, 
screech—felt-covered carts wind through rocky troughs”), but also a LINE 
PARA PHRASE (“The screeching wheels of transport wagons in flight from 
the Mongols can be heard as they try to negotiate the twists and turns in 
the rutted out stone of the pass road”). Furthermore, wherever necessary 
or helpful for the understanding of the poem, there is explication (A) of 
lines (as with Lines 3 and 4), (B) of specific phrases (for example, “jack-
als and tigers” in Line 6), or (C) of allusions (for example, to the Baopuzi 
抱朴子 in Line 5). The explanation for Line 8, I might note, goes beyond 
that of any published scholarly treatment.

The problem here is partly one of presentation: how visually to com-
municate a great deal of information, but not in such a way as to confuse 
the reader. The CIRCUMSTANCES of the poem, for example, are explained 
just under the poem-title.

For the poem presented here and others in the book, apart from addi-
tional revisions, I will include romanization of the Chinese text (includ-
ing tone-marks), note additional allusions to Chinese texts, and fill in 
cross-references to other relevant poems by Yuan Haowen.

　　　　　 　　　　　
The future general volume on Yuan Haowen is intended to complement 
my earlier work on the poet. One major facet of the poet-critic’s writing, 
his literary criticism, was addressed in my earlier study, Poems on Poetry: 
Literary Criticism by Yuan Hao-wen (1190–1257),2 which treats Yuan 
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4. Other Book-length Chinese-language Studies: Annotated Editions, 
Monographs, Indexes, Theses:
  (1926) Gu Zhi 古直 Mei Yunsheng 梅 生 (1982)
  (1926) Chen Yan 陳衍 Yi Hwi-gyo 李徽教 (1983)
  (1926) Zhang Chenqing 張陳卿 Liao Dongliang 廖棟  (1986)
  (1929) Chen Yanjie 陳延傑 Xiang Changqing 向长清 (1986)
  (1933) Ye Changqing 葉長青 Lü Deshen 吕德申 (1986 [2000])
  (1935) Du Tiami 杜天縻 Yu Kekun 禹克坤 (1989)
  (1960) Ch’a Chu-hwan 車柱環 Luo Liqian 羅立乾 (1990)
  (1963) Liu Chunhua 劉春華 
     Cao Xu 曹旭 (3 volumes: 1994, 1998, 2003)
  (1967) Xu Wenyu 許文雨 Wang Shumin 王叔岷 (1992)
  (1968) Li Daoxian 李道顯 Wang Faguo 王發國 (1993)
  (1969) He Shize 何士澤
     Xiao Shuishun 蕭水順 (Xiao Xiao 蕭蕭) (1993)
  (1969) Wang Zhong 汪中 Jiang Zuyi 蒋祖怡 (1995)
  (1972) Chen Duanduan 陳端端 Shimizu Yoshio 清水凱夫 (1995)
  (1978) Chen Qinghao [Chan Hing-ho] 陳慶浩
     Zhang Huaijin 張懷墐 (1997)
  (1981) Yang Zuyu 楊祖聿 Zhang Bowei 张伯伟 (1999)
  (1981) Feng Jiquan 馮吉權 Zhang Liandi 张连第 (2000)
    Liu Dianjue (D.C. Lau) 劉殿爵, Chen Fangzheng 陳方正, 
    and He Zhihua 何志華  (2007)

5. Published Complete Western-language Translations:
  Ferenc Tökei (into Hungarian, 1967)
  Bernhard Führer (into German, 1995; draws much, with acknowledg-

ment, on the published translation by Tökei and on the published 
and unpublished work by Wixted)

CHART I

石嶺關所見

As Witnessed at Stone-Ridge Pass

  “Stone-Ridge Pass” (Shilingguan): a pass south of Yuan Haowen’s native 
Xinzhou 忻州, in Xiurong Prefecture 秀容縣, on the road to Yangqu 陽曲 
(modern Taiyuan 太原).

  CIRCUMSTANCES:  The poem describes the panic of people fleeing when the 
Mongols attacked Xinzhou in the third month of 1214. Yuan Haowen’s 



107CHINESE AND JAPANESE LANGUAGES AND L ITERATURES

brother died in the disturbances, and perhaps is being referred to in Line 
Five.

  軋軋旃車轉石槽 
 2 故關猶復戍弓刀

Screech, screech—felt-covered carts wind through rocky troughs,
  LINE PARAPHRASE:  The screeching wheels of transport wagons in flight 

from the Mongols can be heard as they try to negotiate the twists and turns 
in the rutted out stone of the pass road. “Rocky troughs”: i.e., “stone horse-
troughs” formed by the elements—the working of rain, snow, and ice—
and the recurrent passage of vehicles. (The term is also used to describe 
the “bladder” of a lute, and has been taken to refer to such a shape here.) 
“Felt-covered carts”: carts covered in felt to protect their contents from the 
weather and depredation; here, they could be the wagons of refugees or of 
military transports; see Favored Expressions (zhanche). 

The ancient pass is still guarded by bow and blade.
  LINE PARAPHRASE:  At the time-honored pass, our troops still hold on.

  連營突騎紅塵暗
 4 微服行人細路高

A string of camps, lightening cavalry—red dust darkens; 
  LINE:  Describes the continuous incursions of fast-moving Mongol cavalry. 

(Cf. Poem #xxx, for more description of Mongol mounted units.)
  “Red dust darkens”: the dust kicked up by the Mongol cavalry, “red” here 

having undesirable connotations of heat and danger.
People in disguise, on the run—narrow paths steep.
  LINE:  People on the run (i.e., refugees) take narrow paths higher up than 

the routes used by transport wagons; they are disguised as being sick, aged, 
or crippled, probably to avoid being pressed into service by roving Mongol 
bands. The poet could be referring to himself and/or others. 

  已化蟲沙休自歎
 6 厭逢豺虎欲安逃

That some have become insects or grains of sand, do not lament; 
  “Insects or grains of sand”: Taiping yulan (ch. 47) and Yiwen leiju (ch. 90) 

versions of the Baopuzi 抱朴子: “Whereas ‘gentlemen’ become gibbons or 
cranes, ‘nobodies’ become insects or sand”; Yuan Haowen’s brother, who 
died in the disturbances at about this time, may be referred to here, in bit-
ter terms. “Do not lament,” because it is useless to lament.

Tired of running into jackals and tigers, where can one flee?
  “Jackals and tigers”: the Mongols.
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  青雲立玉三千丈
 8 元只東山意氣豪

In clouds of blue, upright as jade, three thousand lengths high—
  “Lengths”: about ten feet each. “Upright as jade”: see Favored Expressions (li-

yu).
All that is left is East Mountain, its élan heroic.
  LINE PARAPHRASE:  Only East Mountain remains basically proud. It does so 

because the name (that of a mountain in ZhejiΣng) is associated with the 
hermit, Xie An 謝安 (320–385), who stayed there in retirement; when he 
did emerge, however, his family defeated Fu Jian 符堅 and saved the (Jin 
晉) dynasty. By the same token, might our East Mountain nurture such 
heroic deeds? 

  “East Mountain”: nearby “Boat-Mooring Mountain” (Xizhoushan 繫舟山), 
according to Hao Shuhou. 

小栗英一訳 :
　ぎしぎしと音をたてて物資を満載した車が ､石の桶

おけ

のような地形を通っていく、
昔の関所のあとに今もなお弓や刀をもって我が軍がまもっている。
　かなたの敵の布陣は、とべ出す騎兵で砂ぼこりはくろく、身をやつしていく難民
たちの行く手はきわめてけわしい。
　戦死して虫や砂と化してしまった兵士たちは歎いてもむだだろうが、わたしは恐
ろしい猛獣のような奴らにはいやというほどあった、これからどこへ逃げたらいい
か。
　この戦乱のさなかにも大空の青雲に犯しがたくそびえる三千丈の山、ああ、この
東山だけがむかしどおり不安をはねのけるように意気盛んに見える。

CHART J

Maturation Process 発酵の過程: Lapsed Time on Book-Projects

BOOK-PROJECT 60%–80%
COMPLETED BY

YEARS THEN 
LAPSED

数年間休眠状態

FINAL REVI-
SIONS

DATE PUB-
LISHED

Wei Zhuang  
韋莊 : 詞 1966 12–13 1978–79 1979

Yuan Haowen  
元好問 : 文學批評 1976  5–6 1981–82 1982

Yoshikawa translation  
吉川幸次郎 : 元明詩概説 1972 15–16 1987–88 1989

Japanese Scholars of 
China  
日本の中国学専門家

1983 9 1992 1992
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