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Abstract

This thesis examines the Ming (1368-1644) literatus Jin Shengtan’s (ca. 1608-1661)
commentaries on Du Fu’s (712-770) poetry and his imitation of Du Fu. The first chapter focuses
on Jin Shengtan’s commentaries on Du Fu’s poem series “Autumn Stirrings Eight Poems,”
analyzing how Jin Shengtan, through evoking conflicts within the poems, has dramatized the
image of Du Fu and also created a particular image for himself. Chapter Two looks at a few
poems Jin Shengtan wrote in the style of Du Fu, exploring the specific elements Jin Shengtan has
vitalized or glossed over, and further, investigating how he has employed the imitation as a
vehicle for establishing his own discourse in a certain social-political context. Jin Shengtan’s
engagement with Du Fu’s poetry has us reflect upon his role as both a literary critic and a poet.
This thesis intends to show that in Jin Shengtan’s handling of Du Fu’s poems, he is

synchronizing with Du Fu while at the same time he is also differentiating himself from Du Fu.
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Introduction

Object of Study

As a key figure in the development of traditional Chinese fiction and fiction criticism, Jin
Shengtan 452 ¥X (ca. 1608-1661) is particularly well-known for his commentaries on vernacular
Chinese fiction (the Shuihu zhuan 7K3EH% [ Water Margin]) and drama (the Xixiang ji 74 Jfi5C
[Romance of the West Chamber]). Yet the actual corpus of his works is far beyond this scope.
Along with Shuihu zhuan and Xixiang ji, Jin Shengtan listed Zhuangzi -, Lisao Bt
(Encountering Sorrow), Shiji 25C (Records of the Historian) and the poetry of Du Fu as “six
works of genius” (liu caizi shu 757 7). Jin Shengtan made his determination to comment on
all the six works which he deemed remarkable. However he only managed to finish Shuihu
zhuan and Xixiang ji when the newly ascended Qing (1644-1911) government sentenced him to
death.'

Jin Shengtan’s commentaries on poetry, especially, are noteworthy. These include 600
Tang regulated verses, 187 poems by Du Fu 17 (712-770), seven pieces of “Xiaoya” /N
(“Minor Court Hymns”) from Shijing 548 (Book of Songs), the Gushi shijiu shou 5 &1 U E
(the Nineteen Old Poems) and twelve song lyrics by Ouyang Xiu BE51& (1007-1072).2 But Jin
Shengtan did not simply write commentaries on poems, he composed poetry as well. With an

extant corpus of over 380 poems, Jin Shengtan was fairly productive as a poet.

' For the background information on Jin Shengtan’s death, see Jason Chia-sheng Wang, “Chin Sheng-t’an,” in
William H. Nienhauser, ed., The Indiana Companion to Traditional Chinese Literature (Bloomington: Indiana
University Press, 1986), 292.

? For the detailed content of these works and Jin Shengtan’s commentaries on them, refer to Cao Fangren and Zhou
Xishan, eds., Jin Shengtan quanji, vol. 4 (Nanjing: Jiangsu guji chubanshe, 1985). Hereafter JSTQJ. For an
overview of Jin Shengtan’s complete extant works, see Zhou Xishan, “Jin Shengtan zhumu lueshu,” Suzhou Daxue
xuebao (zhexue shehui kexue ban) 3 (1986): 59-60.



However, the diversity in Jin Shengtan’s works has always been overshadowed by his
achievements in fiction commentary. In this thesis, I intend to draw some attention to the less
known corner of Jin Shengtan’s oeuvre. I will in particular focus on Jin Shengtan’s engagement
with Du Fu’s poetry by looking at his commentaries on Du Fu’s poems and his imitation poems
of Du Fu.

Literature Review
As David L. Rolston writes in his book Traditional Chinese Fiction and Fiction
Commentary, “Jin Shengtan is the single most important figure in traditional Chinese fiction

criticism.””

This vital role of Jin Shengtan has also influenced most scholars’ focus of research,
which unsurprisingly leans towards his handling of vernacular literature. In How to Read the
Chinese Novel, edited by Rolston, in addition to the chapter on Jin Shengtan’s reading of Shuihu
zhuan, one introductory section Rolston contributed is titled “The Historical Development of

** Indeed, Jin Shengtan is a

Chinese Fiction Criticism Prior to Chin Sheng-t’an [Jin Shengtan].
name we have to come across when we read a book either focusing on Shuihu zhuan, such as
Richard Gregg Irwin’s The Evolution of a Chinese Novel: Shui-hu-chuan [Shuihu zhuan], or the
development of Chinese fiction in general, such as Robert E. Hegel did in his The Novel in
Seventeenth-Century China.’

Some scholars treat Jin Shengtan’s style of reading with more specificity. For instance,

Sheldon Hsiao-peng Lu in his monograph From Historicity to Fictionality: The Chinese Poetics

of Narrative chooses to look at the change in the development from history-centered narrative to

* David L. Rolston, Traditional Chinese Fiction and Fiction Commentary: Reading and Writing Between the Lines
(Stanford, California: Stanford University Press, 1997), 25.

* For details, see David L. Rolston, ed., How to Read the Chinese Novel (Princeton, New Jersey: Princeton
University Press, 1990).

> See Richard Gregg Irwin, The Evolution of a Chinese Novel: Shui-hu-chuan (Cambridge, Massachusetts: Harvard
University Press, 1953) and Robert E. Hegel, The Novel in Seventeenth-Century China (New York: Columbia
University Press, 1981).



fiction-centered narrative.® In regard to Jin Shengtan, he focuses on the techniques and methods
Jin Shengtan has used in his reading of Shuihu zhuan. Similarly, Ellen Widmer in The Margins
of Utopia: Shui-hu hou-chuan and the Literature of Ming Loyalism also talks about the
techniques. She compares Jin Shengtan’s criticism of Shuihu zhuan with western narrative
theorists like Gerard Genette and Roland Barthes.’

We can see from above that Jin Shengtan’s criticism of Shuihu zhuan has been fully
exploited whereas his reading of poetry has almost been abandoned. In this regard, John Ching-
yu Wang’s monograph Chin Sheng-t’an, though being short and general, does fill this gap to
some degree. It is notable that Wang spends one chapter discussing Jin Shengtan’s commentary
on Du Fu. With some specific examples, Wang introduces a few things Jin Shengtan admires
about Du Fu, being Du Fu’s “ability to describe a thing, an event, or an action vividly,” the
conciseness of Du Fu’s poetry, the “highly subtle and suggestive style” and finally Du Fu as “a
great man.”® Wang also lists two significant features of Jin Shengtan’s commentary on Du Fu —
one is Jin Shengtan’s “close attention to minute textual details” and the other is his “inventive

% Although as he indicates, Jin Shengtan might be too inventive at some point.'® Wang’s

spirit.
observation in this book ushers in a further and deeper understanding of Jin Shengtan’s approach
to Du Fu’s poetry.

Compared with the books mentioned above, some journal articles have gone beyond Shuihu

zhuan and are of more diversity. Sally K. Church in her “Beyond the Words: Jin Shengtan’s

Perception of Hidden Meaning in Xixiang ji”’ gives a nuanced study of Jin Shengtan’s methods of

% Sheldon Hsiao-peng Lu, From Historicity to Fictionality: The Chinese Poetics of Narrative (Stanford, California:
Stanford University Press, 1994), 3.

" See Ellen Widmer, The Margins of Utopia: Shui-hu hou-chuan and the Literature of Ming Loyalism (Cambridge,
Massachusetts: Council on East Asian Studies, Harvard University, 1987), 79-107.

¥ John Ching-yu Wang, Chin Sheng-t’an (New York: Twayne Publishers, 1972), 107-111.

? Ibid., 113-114.

" Ibid., 116.



reading Xixiang ji, with a focus on how Jin Shengtan articulates the implicit meaning.'' Liangyan
Ge’s article “Authoring ‘Authorial Intention:” Jin Shengtan as Creative Critic” particularly looks
at Jin Shengtan’s prefaces to Xixiang ji and “reexamines Jin’s critical stance on the relationship
between the author and the textual meaning.”'* Stephen H. West in his “Jin Shengtan, Mao
Qiling, Commentary and Sex, and the Caizi Mudan Ting Notes to The Story of the Western
Wing” chooses to include Jin Shengtan in a discussion on the development of the recreation of a
dramatic text."

In terms of researches related to Jin Shengtan’s poetic contribution, two articles deserve to
be mentioned. Patricia Sieber inventively employs a religious perspective in her articles
“Religion and Canon Formation: Buddhism, Vernacular Literature, and the Case of Jin Shengtan
(1608-1661)” and “Getting at it in a Single Genuine Invocation: Tang Anthologies, Buddhist
Rhetorical Practices, and Jin Shengtan’s (1608-1661) Conception of Poetry.'* Especially in the
latter article, Sieber explores how Buddhism exerts its influence upon Jin Shengtan’s choice to
include certain poems in his Tang poetry anthology. She also shows us that Jin Shengtan’s
method of interpreting a poem is under the influence of Buddhism. Ji Hao’s article “Confronting
the Past: Jin Shengtan’s Commentaries on Du Fu’s Poems” on the other hand can be counted as a
study fully dedicated to Jin Shengtan’s commentaries on poetry. And since the article
concentrates on Du Fu’s poetry in particular, it is of much relevance to this thesis. Ji Hao’s

article touches upon three aspects of Jin Shengtan’s commentaries on Du Fu. The first is how Jin

" Sally K. Church, “Beyond the Words: Jin Shengtan’s Perception of Hidden Meaning in Xixiang ji,” Harvard
Journal of Asiatic Studies 59, no. 1 (June 1999): 5-77.

' Liangyan Ge, “Authoring ‘Authorial Intention:* Jin Shengtan as Creative Critic,” Chinese Literature: Essay,
Articles, Reviews 25 (December 2003): 1-24. Refer to the abstract on page 1.

'3 Stephen H. West, “Jin Shengtan, Mao Qiling, Commentary and Sex, and the Caizi Mudan Ting Notes to The Story
of the Western Wing,” CHINOPERL: Journal of Chinese Oral and Performing Literature 26 (2005-2006): 99-128.
% Patricia Sieber, “Religion and Canon Formation: Buddhism, Vernacular Literature, and the Case of Jin Shengtan
(1608-1661),” Journal of Chinese Religions 28 (2000): 51-68. “Getting at it in a Single Genuine Invocation: Tang
Anthologies, Buddhist Rhetorical Practices, and Jin Shengtan’s (1608-1661) Conception of Poetry,” Monumenta
Serica 49 (2001): 33-56.



Shengtan solves the “inexplicable” (bu ke jie A~ ] fif) aspect in Du Fu’s poetry. The second is
what the author terms as “micro-matrix limit,” in which he deals with Jin Shengtan’s
“dissection” (fenjie 47 fit) approach. The third is the “macro-matrix limit,” which relates to the
canonization of Du Fu’s works and how it affects Jin Shengtan’s interpretation.'” Ji Hao’s article
proposes a paradox which will also be involved in this thesis — Jin Shengtan’s “creativity” and
his “seemingly self-effacing submission to certain canonical rules of reading Du Fu shaped by

916

the earlier hermeneutics.” > Ji Hao’s observation is mostly based on the fenjie approach. This

thesis however, aims to catch the nuance of the commentaries per se. In other words, this thesis
intends to bring the specific content of Jin Shengtan’s commentaries into focus.

We can easily see from above that Jin Shengtan’s commentaries on poetry are nine times out
of ten neglected, let alone the poems Jin Shengtan composed himself. While Jin Shengtan’s
poems have unfortunately been consigned to oblivion, we could still find his poetic traces in

some records from later commentators. The Qing scholar Shen Deqian 4 {&#% (1673-1769) in
his Qingshi biecai ji & v 735 (4 Distinctive Anthology of Qing Poetry) includes one poem of
Jin Shengtan, namely “Melancholy” (“Chou” %), which is actually an imitation poem of Du
Fu.'” Another Qing scholar Yuan Mei #HM (1716-1797) in his Suiyuan shihua & #5555
(Suiyuan Poetry Remarks) also mentions Jin Shengtan. Yuan says “Jin Shengtan is fond of
writing commentaries on fiction, people often despise him” 4> B NE {74t /N, AL

Interestingly, Yuan Mei then quotes one quatrain of Jin Shengtan and describes the poem as

'3 Ji Hao, “Confronting the Past: Jin Shengtan’s Commentaries on Du Fu’s Poems,” Ming Studies 64 (September
2012): 63-95.

' Ibid., 63.

" See Shen Deqian, ed., Qingshi bie cai ji (Hong Kong: Zhonghua shu ju, 1977), 113.

' Wang Yingzhi, ed., Yuanmei quanji, vol. 3 (Nanjing: Jiangsu guji chubanshe, 1993), 4.



“very delicate and unique” 7% 48." Jin Shengtan’s worth in terms of poetry writing is

somewhat recognized.
Significance of the Research and Chapter Overview

We may conclude from the literature review that although most scholars are aware of Jin
Shengtan’s competence in writing commentaries on poetry, they still tend to leave out this side in
their research. As to Jin Shengtan’s role as a poet other than a literary critic, it is for the most part
completely disregarded. This conscious neglect has its ground if we consider the literary context
in late Ming. Tina Lu indicates that by late Ming, poetry had “lost its unique claims to cultural
authority” and that “the simple fact that a history of this period can be centered on fiction and
drama reflects the displacement of poetry from its central position in the culture.”*” She also
points out in late Ming “no critic defended the dignity of the vernacular more vigorously than Jin
Shengtan, for whom it did much more than simply occupy the space left over by poetry.”'

Given the gap in the current scholarship, this thesis intends to serve as a careful case
study of Jin Shengtan’s interpretation of Du Fu’s poetry, including both Jin Shengtan’s
commentaries and his imitations. The thesis consists of two main chapters, as briefly described
below.

The first chapter focuses on Jin Shengtan’s commentaries on Du Fu’s famous poem set

“Qiuxing bashou” FX 5 )\ 15 (“Autumn Stirrings Eight Poems”). As the center piece from Du

Fu’s late years, the eight poems epitomize Du Fu’s ultimate refinement of writing technique;
they also display Du Fu’s introspective reflection of past and present at its most profound level.

Jin Shengtan in his commentaries pulls an emphatic narrative out of Du Fu’s highly obscure

19 1.
Ibid.
% See Tina Lu, “The literary culture of the late Ming (1573-1644),” in Kang-I Sun Chang, ed., The Cambridge
History of Chinese Literature, vol. 2 (New York: Cambridge University Press, 2010), 87.
21 -
Ibid., 86-87.



discourse. He has done so by first identifying a few symbolic images in each poem. He then
activates the images by infusing some conflicts connected with Du Fu’s psychological condition.
By means of a series of “conflict-evoking” activities throughout the eight poems, Jin Shengtan
has dramatized the poems and disclosed an alternative image of Du Fu, which is different from
the usual way in which Du Fu has been read. Meanwhile, Jin Shengtan has also created a
character for himself, beyond his role as a commentator.

The second chapter looks at some poems Jin Shengtan wrote in the style of Du Fu and will
be a further study of Jin Shengtan’s handling of Du Fu’s poems in the fashion of poetic writing
instead of literary criticism. Among Jin Shengtan’s 25 extant imitations of Du Fu, seven poems
are particularly in tune with “Qiuxing” in that they were either written in the same period under a
similar context or they share a common thematic motif. Through translating and discussing the
seven poems and comparing them with Du Fu’s originals, I intend to particularize those elements
Jin Shengtan has vitalized or glossed over. The imitations will be discussed particularly through
the lens of the social-political background to Jin Shengtan’s poetic composition.

This thesis does not aim to be an exhaustive study of Jin Shengtan’s output in the poetic
arena. Rather, through a nuanced case study of Jin Shengtan’s commentaries on a poem series
and his imitation poems, it is hoped that this research could bring a new perspective regarding

the understanding of Jin Shengtan’s approach in his criticism, as well as Du Fu’s poetics.



Chapter One
Jin Shengtan’s Commentaries on “Qiuxing bashou” FK# )\ 5
In one of Jin Shengtan’s deathbed poems, he sighed deeply at the fact that he was not
able to finish his Du Fu commentaries and he said “although I am glad that Tang poetry has been

e

briefly discussed, what can I do with Zhuangzi, Lisao, Shiji and Du Fu> i = 5 550 i, R
FEFEAR(T 4 ? 2% After Jin Shengtan’s death, his cousin Jin Chang 4> & (also known as Juezhai
B 7% collected all the writings he could find and compiled them as a collection titled Changjing
Tang Du shi jie "8£85 AL 55 % (Changjing Study Commentaries on Du Fu’s Poems).”

This chapter is a study of Jin Shengtan’s commentaries on Du Fu’s famous poem suite
“Qiuxing bashou” FK#L )\ 5 (“Autumn Stirrings Eight Poems,” also rendered as “Autumn
Meditations™ or “Autumn Thoughts”).** Written in 766,” “Qiuxing” is a piece of work from Du
Fu’s late years. It has been observed that Du Fu’s late years witnessed a prolific increase in
poetic creation and an intense refinement of writing technique.”® The latter is well proved in
“Qiuxing,” as shown in the delicate complexities of the dictions, syntax, symbols, implications,
as well as a narrative interwoven with various temporal and spatial dimensions. “Qiuxing” is
thus sometimes considered the most difficult among all Du Fu’s works. Yet the obscurities have
made it necessary, even tempting for later commentators to provide an interpretation and make

their own theories.

22 JSTOJ, 839.

* Changjing "E4€ is the name of Jin Shengtan’s study. For information on how Jin Chang brought Jin Shengtan’s
writings into the current shape, see his preface to the collection. Ibid., 525.

* From now on, the title will be referred to as “Qiuxing.”

* Ye Jiaying, Du Fu Qiuxing bashou jishuo (Shanghai: Shanghai guji chubanshe, 1988), 19. See the section
“Chronicle” (Biannian 4w<F).

%% For details of Du Fu’s poetic writing in his late years, see Stephen Owen, The Great Age of Chinese Poetry: The
High T’ang (New Haven: Yale University Press, 1981), ch.11.



In Jin Shengtan’s case, his commentaries on the poems are more than just a longer
annotated version. In the three sections below, I will start with a study of the full commentary on
Poem I in “Qiuxing” series. Jin Shengtan’s handling of the first poem reflects his basic logic
behind the commentaries, as well as some key notions in his poetics. The second section focuses
on the main body of “Qiuxing” and discusses those techniques Jin Shengtan has used to evoke
conflicts and dramatize the image of Du Fu. In the third section, I will look at the full
commentary on the last poem of “Qiuxing.” In the particular elaborate interpretation of the last
poem, Jin Shengtan’s iconoclasm and his identification with Du Fu are further reflected.

Before we move on, some background information should be introduced regarding the
authenticity of the commentaries on “Qiuxing,” as well as Jin Shengtan’s method of analysis. As
we will see, there are two versions of commentaries on “Qiuxing.” The second version is

indicated as “other commentary” (biepi 3I3t).?” In his foreword to Du shi jie K% i
(Commentaries on Du Fu’s Poems), the modern scholar Zhong Laiyin $% 3¢ [X] tells us that Jin

Shengtan used to have the habit of showing his commentaries to other people and asking for
opinions, with the result that most of his writings were dispersed.”® Jin Chang also mentioned
that Jin Shengtan would prepare a copy of Du Fu’s poems in his relatives’ and friends’ places so
that he could write down some commentaries whenever he stopped by.*’ The biepi situation is
therefore very likely to be an outcome of Jin Shengtan’s communication with other people.

The case of “Qiuxing” however, is more complicated in that not all the commentaries

were written by Jin Shengtan himself, as Jin Chang noted:

" Three poems have “other commentary.” The other two poems are “Qianmen xicheng Lushijiu Caochang” it R 1§k
21 LE K and “Yuwenchao Shangshu zhi sheng Cuiyu Siye zhi sun Shangshu zhi zi chongfan Zhengjian
Qianhu” F 3R M E Z B 0R m) SEZ R W H < T HIZ BB HTW]. See Zhong Laiyin, ed., Du shi jie (Shanghai:
Shanghai guji chubanshe, 1984), 167, 245. This source will be referred to as DSJ hereafter.

¥ DSJ, 6.

¥ JSTQJ, 525.



B MBS, R RE, hEREE, BIBNERMm . Mg, MR
K.

Juezhai says, “Only five of Changjing’s [i.e. Jin Shengtan] commentaries on the

‘Qiuxing’ poems are extant. There are many missing parts and [I] rounded them off with

Er’an’s comments. Er’an is Changjing’s esteemed friend.”’
Jin Chang never indicated which parts were the “missing parts.” Er’an’s approach to poetry was
deeply influenced by Jin Shengtan. Jin Shengtan frequently shared his opinions with Er’an when
he was working on his commentaries on Tang poetry.** In addition, it should also be noted that
Jin Chang was not just the editor of Jin Shengtan’s works; he had studied with Jin Shengtan as
his disciple for twenty years.” Therefore, it is reasonable to believe that those Er’an comments
Jin Chang added on legitimately reflect Jin Shengtan’s own method and thoughts. Since all the
commentaries are usually accredited to Jin Shengtan and the focus of this chapter is how Du Fu’s
poems have been treated, I will not pursue this issue here. However, it is a helpful reminder that
what we are encountering in these commentaries is a persona, a “Jin Shengtan” in quotation
marks.

As to Jin Shengtan’s method of analysis, he by and large follows a set pattern when he
writes commentaries on Du Fu’s poem. He first provides some general comments under the title
of each poem. These comments usually contain his interpretation of the title of the poem or some
essential theme or features of the poem. In his commentaries on Du Fu’s poetry, he frequently

emphasizes the importance of a proper title and he confirms Du Fu’s mastery of it. For instance,

in his commentary on the poem “Visiting the Fengxian Monastery at Longmen” (“You Longmen

' DSJ, 177.

! Er’an’s official name is Xu Zeng &1, See Er’an shihua 1fi #5555 in Ding Fubao, ed., Qing shihua (Shanghai:
Shanghai guji chubanshe, 1978), 423. John Ching-yu Wang also explains this issue in his book, see Chin Sheng-t’an,
113. For a detailed introduction of Xu Zeng and his relation with Jin Shengtan, see Lu Lin, Jin Shengtan shishi
yanjiu (Beijing: Renmin wenxue chubanshe, 2015), ch. 12.

** Lu Lin, Jin Shengtan shishi yanjiu, 339.

» DSJ, 6. See Zhong Laiyin’s foreword.
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Fengxian si” Jif#E '] 25 5G5F ), he says “to read a poem, vigor should be put in reading a title;
those who have vigor to read a title are those who have vigor to read a poem” Ai¥ R I EHEHR
FE, BRNEEN, EREA%I1EH A In the commentary on “By the River I Encounter
Water Like Ocean, a Short Account” (“Jiangshang zhishui ruhaishi liaoduanshu” YT 1B 7K U#f
BT H3R), Jin Shengtan declares that “[I] often gasp in wonder at the Master’s [ability] to
compose poetry and his ingenuity of giving a title” FFUESEAVERE, 20 AU 3 We constantly
come across comments like this in Jin Shengtan’s commentaries. We could thus expect Jin
Shengtan’s incorporation of the understanding of the title “Qiuxing” into his analysis.

What follows the general comments is Jin Shengtan’s “dissection” (fenjie 77 fi#) of a
poem. He divides a poem down the middle and refers to them as “former section” (gianjie Hifi#)
and “latter section” (houjie J5 fift) respectively. He then offers interpretation to each section.*®

This is the same approach adopted in his commentaries on Tang regulated verse. The two
compact middle couplets, i.e. lines 3-6 in a regulated verse are thus split up. Although the fenjie
approach was widely reviled, Jin Shengtan defended himself against the criticism, as we will see
in his commentary on the last poem of “Qiuxing.”
Jin Shengtan’s Commentaries on Poem I and His Poetics

“Qiuxing” was written only few years prior to Du Fu’s death. At that time, Du Fu

intended to return to his hometown but found himself stranded in Kuizhou &/ (modern

Sichuan PU)1| province).>” Without much contact with the outside, Du Fu’s life in Kuizhou was

* DSJ, 5-6.

* Ibid., 123.

%% Occasionally Jin Shengtan would have some interlinear comments.

*7 Sichuan sheng wenshi yanjiu guan, Du Fu Nianpu (Chengdu: Sichuan renmin chubanshe, 1958), 102.
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quite tranquil.*® Yet the unavoidable aging and illness were also tormenting him.** Under such
circumstances, Du Fu composed the eight poems as reflections of the present in Kuizhou, but
mostly as reminiscences of his past in the capital city.

Among all the eight poems, Jin Shengtan particularly emphasizes the leading role of

Poem I, as he writes in his commentary on the title:

VR NE NN AHRA, EERL, REER, KEZRK. Efitz
i, AEEE M EAUEE, MEEE. fE A, BECEAE Be. AR
CLEE— 15 A 2ii. S5e RGP L, B2 2N DU Ak, IR L. Bk AR
B, —feleAR, WSk AW, WEZ AW, W EEZ RS, mT R, ik
SHFKZAEFECE? Y

This poem set has altogether eight poems with sixteen sections. Indeed these are
works of talent. Indeed they are works of craft. Indeed they make one cry. Indeed they
make one chuckle. You might say these poems are connected, and yet every poem is
separate; you might say these poems are separate from each other, yet every poem is
connected. You cannot invert the sequence of a poem, nor could you add or delete one.
That is for certain. But always the first poem will be the guide. This is because what the
Master truly experienced at that time was the autumn in his west pavilion in Kuizhou.
Building on this autumn [scene], his emotions were evoked. What he has to say in the
following seven poems, each and everyone, derive from here, just as a coat has its collar,
as a flower has its stem, as a military order for an army of a hundred thousand men must
be issued from a central command. Isn’t [the Master] an expert among poets of regulated
verse?

Correspondingly, in Jin Shengtan’s commentaries on Poem I, we can expect him to treat the first
poem as a navigational microcosm of the whole series. The following pages will present Jin
Shengtan’s commentaries on Poem I in their entirety, accompanied by the analysis.

Let us first look at lines 1-4, or, in Jin Shengtan’s term, the “former section” (gianjie Hi

® 1bid., 101.
% Ibid.
DS, 176.
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H— Poem I*?

1 K=MK, Jade-white dew withers and harms forests of maple trees,

2 Ak 1L AR ISR AR on Wu Mountain and in Wu Gorges, the atmosphere, bleak and
dreary.

3 VLM IR RIS, Between river’s margins the waves churn level with sky,

4 FE | ER 2. wind-driven clouds over passes touching earth in shadow.

HIARPE AR I R 2R, R ARDEEEHE N2k, BLRTRE [AKEBL

(BRG]« TRERR] ST, SR, EEE, SRR, B
BB R . AR LEE, S, BRA MR, R M . 28
I, R, mEME . ARILFEERMN, BT, AMRIRA R —. Em%?%m
W, AR ISR . SoA SO TE BT B R, SR SR, A g .
BAR MBS, R, A, JOURINEE T, DR [FAE, RUIEEC R
=, hivr, wEM, WEE. E. BER, NARIERTEE, EEEEHE—, A
HHHEF K. WL Ess, FUMtE ARG, [TIH]) & Rk , [%
b TARIL] o TWIRFFRKRIE] &, B NmE—HFKt. [EEEHE] &, 3
E R AR, #

In the former section, from the “Autumn” [of the title], he conjures up a scene; in
the latter section, the scene turns towards the human. This is what is called “Autumn
Stirrings (xing).”

“Dew withers and harms” [in line 1] and “atmosphere bleak and dreary” [in line 2]
in six characters portray autumn filling the page.** “Autumn” (giu) is “gathering” (jiu),"
which means the matter (¢i) of heaven and earth is just now coming to a point of
convergence. So when the unmarried woman longs for a spring romance and when the
righteous man mourns for autumn grief, both are evoked by the matter.

At that time the Master was stranded in his western pavilion in Kuizhou. Kuizhou,
a place of old Chu, abounded most with maple trees. Wu Mountain was in Kuizhou and it
had twelve peaks. Wu Gorge was among the Three Gorges. White Emperor Castle was to
the east of Kuizhou and it was where Gongsun Shu arrogated the title of
emperor. *°Although the Master’s heart was in the capital, physically he was in Kuizhou.
Therefore, once he started composing, he touched upon no other place than Kuizhou. The
following poems witness ups and downs and the narrative seems to be broken and

“! For the Chinese text of the poem, see DSJ, 177-178.

2 For the English translation of the poem, see Stephen Owen, ed. and trans., The Poetry of Du Fu (Boston/Berlin:
Walter de Gruyter Inc., 2016), Book 17, 353, http://www.degruyter.com/viewbooktoc/product/246946.

¥ DSJ, 177-178.

# «Six characters” refers to the six Chinese characters.

* Jin Shengtan is using a “sound gloss” method for “Fk# 2 1.” Ye Jiaying identifies “Xiangyinjiu yi” 48 &% % in
Liji ¥85C as the source. See Ye, jishuo, 60.

* Gongsun Shu A &R (?-36) is a warlord active during late Xin dynasty (8-23) and early Eastern Han (23-220).
He gained his power in Sichuan and proclaimed himself emperor in the fourth month of the year 25. He titled
himself as “White Empteror.” For details, see “Biographies of Wei Xiao and Gongsun Shu” (Wei Xiao Gongsun Shu
liezhuan W8 A TZIA Y1) in Hou Han shu 3.
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continuous simultaneously. From gazing upon the capital from Kuizhou, to thinking of
his classmates, [symbols of] the prosperity and decline of the capital, places like Twisting
River, Kunming Pool, Kunwu Hill, Yusu Brook, Lake Meipi, all these places in the
capital — these different things were stirred and evoked [inside him], but they all started
from the autumn in Kuizhou. So the following seven poems are indeed led by this first
one.

“Between river’s margins” [in line 3] follows from “Wu Gorges” [in line 2];
“over passes” [in line 4] follows from “Wu Mountain” [in line 2]. To say “the waves
churn level with sky” [line 3] means that from bottom to top, autumn is all around. To
say “wind-driven clouds touching earth in shadow” [line 4] means that from top to
bottom, autumn is all around.

| QZIE(D |

et T Egk ], BARtmE THER]) , R— TREG] 285, mafs
BHZE, fAMERHEAZE, WKZUAEE ., 8T [AlARE] 5,
R AR S M [BAR) ~ TRE] —4a), RZOK TARIAREE ] 5. F3E
FAHTE, BAAREERR, SRS PrIAR, JREANZ PrE . ST AR L AR Ik, T
SREVLR], EHRR BN RERE L, MEEEm BE. BARDRAE, AL
%’;ﬁf s E\E, B TEARER] R, e [ e S i |
.

Other Commentary

It is dew, yet it is called “jade-white dew.” They are forests, yet they are called
“forests of maple trees.” Just a scene of “withers and harms,” yet the white has been
made extremely white and red extremely red — [it is because] this [color] is what makes
autumn so evocative (xing). Yet what follows next is “on Wu Mountain and in Wu
Gorges” [in line 2], thus bringing one to feel the bleak and dreary atmosphere to its full
extent. And the lines on “waves” [line 3] and “wind-driven clouds” [line 4] follow
immediately from “Wu Mountain and Wu Gorges.”

If one simply spoke of jade trees in decline with maple forests shining forth,
though the righteous man would feel more mournful facing this scene, the noble recluse
would also be satisfied lodging his ambitions there. And yet, what good was it, when [he
was] stranded in Wu Mountain and Wu Gorges, where [he] raised his eyes and looked at
the river, yet saw nothing but the waves churning level with sky; where [he] gazed down
from the mountain pass, only to find them shadowed by wind-driven clouds touching
earth. This was truly painful and sorrowful, exhausting one’s heart, draining one’s breath.

This section [i.e. lines 1-4] pervades all eight poems, connecting directly with the
final line of the last four-line set [in Poem VIII], “fair maidens gathered kingfisher
plumes,” where he sighed that “now white-haired, I sing and gaze, head hanging in
bitterness.”

47 DSJ, 190.
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Jin Shengtan points out in the very beginning that “in the former section, from the

/,

‘Autumn’ [of the title], he conjures up a scene” il fif{i Bk & Hi 522K In the commentary, he

explains the scene through a lavish and tactical presentation of the autumn. For line 1, Jin
Shengtan highlights the color. In the beginning of the “other commentary,” he splits “jade-white

dew” (yulu E.§%) and “forests of maple trees” (fengshu lin FA5{#K) and gives “dew versus jade-

white dew” and “forests versus forests of maple trees.” And the contrast between “jade-white
dew” and “forests of maple trees” has been made bluntly distinct through an emphasis on the
extremely white and red color. For lines 2-4, Jin Shengtan strings all the images together and
brings out the pervasiveness of autumn, especially by suggesting “from bottom to top, autumn is

all around” H I _E— F #Kt and “from top to bottom, autumn is all around” H b 1] F— F

FK . This also makes lines 3-4 a complementary totality. In the meantime, the color in line 1

and the bleakness of lines 2-4 provide a sharp contrast.
Jin Shengtan has also inserted a few dramatic characters, i.e. “unmarried woman”

(yuannii 7877, “righteous man” (zhishi & 1) and “noble recluse” (youren 4 \) into our

reading of the poem. Spring is the season for forlorn female lovers whereas autumn is for men
with unfulfilled political aspirations. This contrast provides a foil for Du Fu’s condition in
Kuizhou. Line 1 is sad, but with the beauty of the colors it is a fine scene for a recluse. But then,
Du Fu kills this bit of enjoyment with the utter bleakness of the following three lines.

Another thing worth noticing is that Jin Shengtan has made the connection between the
first four-line set in Poem I and the last four-line set in Poem VIII. He particularly highlights line

5 “Fair maidens gathered kingfisher plumes, as gentle gifts in spring” £ A\ 35 22 FAH[M and line

8 “now white-haired, I sing and gaze, head hanging in bitterness” [ ZH/ B2 K3 of Poem
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VIIL*® In these two lines there appears another color contrast — from the bright shiny “kingfisher
plumes” to the pale drawn “white-haired.” Jin Shengtan has brought out the cohesion within the
series and set up his reading of “Qiugxing” as a whole.

Let us now move on to the latter section:

5 #E4 MBIt H YR, Chrysanthemum clumps twice have bloomed forth tears of another
day,

6 S F—E 4 E.0r . a lonely boat tied up once and for all a heart set on its homeland.

7 FEA PR BEME T, Everywhere clothes for cold weather hasten ruler and blade,

8 H I E S E Nl . walls of White Emperor Castle high, pounding blocks urgent in
dusk.

JerE AR, oWk, E TEHmE] . TR StHASSHE, B
AR, At E R R, Rtk /R R B 5E, ARE B, #H
[ —B ] . BtRmoARItE, SEZZES. A HKIKE, £
F, nmzaol. B, S Ek BA TE%] . TiE] , SasEREL. B
FREAE S, AFHERR, Rormik, Ll EsE, B BIRa A A, [
Ak, M ARRIE? REEEEZN, KERkAHFH, BEBRE A7
i, MRRIFEIESRSIERY [HIIR] TH] 5, (28] (2] 7 &4
o Ty R R sk, R Y

Living in Kuizhou, the Master had seen the chrysanthemum [bloom] twice, thus
“chrysanthemum clumps twice have bloomed forth” [in line 5]. He spoke of another
day’s tears, and not of today’s, because he could just forget what was before his eyes.
The pain of today could be remembered on “another day,” after the pain had stopped, and
then the chrysanthemum clumps would also be able to bring forth tears.

This physical body was unsettled, not fastened to any place, thus “a lonely boat
tied up once” [in line 6]. Although body was fastened here, heart was not. “Homeland”
was at every moment in [the Master’s] mind. [If] one day, wars ceased, he could abandon
this lonely boat, then his heart would be satisfied. Alas, how hard this was to express!
Building on “chrysanthemum clumps” [in line 5] and “homeland” [in line 6], he turned to
“clothes for cold weather” [in line 7]. By this is meant: “I” am at present a sojourner in
Kuizhou, let me stop worrying about other things for a moment, it is deep autumn, rivers
and mountains are covered by an early coldness - how can the body do without clothes?
[When “T’] listen to the pounding blocks, [“I”” feel] a whirl of emotions. How is it that “I”
alone am fastened to this place? For old sojourners, clothes and food are the most
troublesome matter. No food, acorns can still do. But no clothes, how can grass and
leaves keep out the cold?

“8 For the Chinese text of Poem VIII, see DSJ, 185-186. For the English translation, see Owen, The Poetry of Du Fu,
Book 17, 359, 361.
¥ DSJ, 178.
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“Hasten” in “hasten ruler and blade” [line 7] and “urgent” in “pounding blocks
urgent in dusk” [line 8] were quite unbearable. And the two words were written out from
what the Master had seen and heard, making them even more unbearable.

| QZE(D |

AENEFE TG #FH2 T4, S [WB ] &S [ER] F? Ax#E
ad [OGRH] fpie [—% ], S50 T8 FME TR 2 TR ¥R
M H | 7, W& S EISEEM. BF [RIE] , EREERL—E. AW
WA 2R, Filn el . EBZEZ IR, mHh R E A hE, HxZ
T, AR, RPN [INE ] T, REHAETE RABE, BEZE,
R EAE

=R, BB, MRame SR, Y

§¢

Other Commentary

Those who do not understand say the ones that “twice bloomed” were the
“chrysanthemum clumps.” How could they know that what “twice bloomed” were all
“tears of another day?”” Those who do not understand say there is no need for “a lonely
boat” to be “tied up once.” How could they know that the one that “tied up once” was but
“a heart set on its homeland?” Putting the words “another day” above the word “tears” —
how clever! Only those who have personally been in such a situation can understand it.
When line 7 speaks of “everywhere,” it is saying the Master’s heart was fastened to one
place.

White Emperor Castle was to the east of Kuizhou. A place nearby was written of
in order to indicate a place far away. In [the Master’s] heart, [he was] thinking about the
ruler and blade [for making clothing] in his homeland; while all his ears could hear was
the pounding blocks in White Emperor Castle. The bitterness of a sojourner was brought
to the utmost of despair by that pounding. He wrote of the sound of the blocks yet
followed by speaking of the height of the fort, showing that [he] was hearing from afar
and staring into the distance. The bitterness of a sojourner was brought to the utmost of
despair by those distant sensations.

Lines 3-4 follow lines 1-2, lines 5-6 bring out lines 7-8. So it can be seen that my
way of dissecting a poem is indeed correct.

Jin Shengtan remains attentive to diction in his commentary on the second half of the poem. For
line 5, in the “other commentary,” he combines “twice bloomed” (liangkai W) and “tears” (lei
i) and inventively suggests that it was not the chrysanthemum clumps bloomed twice, but the

poet’s tears. A scene of chrysanthemum blossom is thus turned into a scene of tear drops. And

Jin Shengtan considers them tears of days to come, instead of tears of days past, as most critics

3 1bid., 190.
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do.”' His unconventional view shows a sign of his iconoclasm. Similarly, for line 6, he combines
“tied up” (ji ) and “heart” (xin /(») and emphasizes that it was the poet’s heart that had been

tied up, once and for all, to the homeland. Jin Shengtan evokes a conflict between present and
future in lines 5-6. Du Fu was not simply gazing towards the capital, he was also gazing towards
an ideal future in which chaos came to an end and he could return to his homeland. But as Jin
Shengtan indicates, this day might never come.

For lines 7-8, Jin Shengtan reads them from Du Fu’s point of view and writes the
comments in Du Fu’s voice. The commentary thus sounds like Du Fu’s soliloquy that comes off
more imposing and emotive and therefore has a force to elicit emotions from readers. Jin

Shengtan concentrates on “clothes for cold weather” (hanyi %4X) and writes about the making
of clothes by highlighting the sound of ruler, blade and pounding blocks. He also invents some
details about food and clothes, as seen from “acorns” and ““grass and leaves.” The scene of
lacking cloths and food becomes more vivid.

From above we could see that Jin Shengtan tends to draw the fullest possible picture of a
given image in a style of exposition. In the meantime, he is dramatizing the poem and
consciously evoking readers’ emotions by adding dramatic characters to the scenes, inventing
details and speaking in Du Fu’s voice. These changes he has made are a reflection of his
inventiveness and iconoclasm. But they also bear relation to some of his poetics. To understand
this, let us look back and read one more paragraph from Jin Shengtan’s general comments on the
“Qiuxing” series:

Bl ZyE B, RAERMER, SEEBMEZR. UL, JJEE
N E@T » BZPTiE, 2P, TE ASBL T O A AL H?)Jmﬁﬂ'ﬁé?, T H

> Ye Jiaying considers Jin’s interpretation far-fetched and she argues it should be days past. For details, see Ye,
Jishuo, 78.
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m§ Ty VLB R, EREZLH, BUREZ S, SRR, HH
, HBLHZ OB, E“ﬁ%z LA VE B M. RABHEE, SETF
%ﬁ,ﬁgﬁ?%$@%2@~%@¥?”

To talk about xing, beautiful women, in spring, thoughts whirl around; righteous
men, facing autumn, emotions emerge. All the mountains, rivers, forests, hills, wind, mist,
cloud, dew, color of the grass, fragrance of the flowers, what the eyes can see and ears
can hear, is there anything not interlaced with the heart (xin)? Its vigorous activation
comes about naturally. Thus the Master, with a sincere mind, on this bleak day, also with
a wandering body, was going through this desolate time. The Master’s xing was truly a
xing that had been worn out, downhearted and dispirited. [The Master]| no longer had the
slightest amount of xing, yet here are the eight poems. Later generations have imitated
[the Master], sometimes to the extent of an immense number of books, but have they ever
tried to thoroughly investigate the ingenuity of the Master’s design of a title?

In this paragraph, Jin Shengtan describes what xing ¥ is. He touches upon the meaning of xing

on two levels. One is the interest or mood to enjoy — the literal meaning of xing. The other is the
xing that needs to be stirred or evoked by the nature — the technical sense of xing. In his
commentaries, Jin Shengtan is mostly dealing with the technical sense of xing.

As a technical term, xing goes back to the commentaries on Shijing 548 (Book of Songs).

In the “Great Preface” (daxu “KJF) to Shijing, six principles have been indicated:

A ANEE., —HE. —HE. =Ft. WER, e, SNERE,

Thus there are six principles (yi) in the poems: 1) Airs (feng); 2) exposition (fu); 3)
comparison (bi); 4) affective image, (xing); 5) Odes (va); 6) Hymns (song).”

Usually feng J&, ya Mt and song 28 refer to the titles of the three main sections of Shijing
whereas fu B, bi [t and xing ¥ are the three techniques of expression of the poems. Owen

further terms xing as “affective image” and states that “xing is an image whose primary function

is not signification but, rather, the stirring of a particular affection or mood: xing does not ‘refer

52

DSJ, 189.
33 For both the Chinese text and the English translation, see Stephen Owen, Readings in Chinese Literary Thought
(Cambridge: Harvard University Press, 1992), 45. I have converted Wade-Giles transcriptions to pinyin here and
after.
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3% According to James J. Y. Liu, “xing may be explained as the

to’ that mood; it generates it.
‘associational mode,” in which the poet begins (xing) by presenting a natural phenomenon and
then expresses the human emotion inspired (xing) by or associated with that phenomenon,
instead of directly expressing himself (fi, the ‘expository’ or ‘descriptive’ mode) or making an
explicit comparison between the natural phenomenon and the human situation or emotion (bi, the
‘comparative’ or ‘analogical’ mode).”

The definitions of xing ¥ suggest that natural phenomena and human emotions need to

collaborate to develop the process of evocation (xing). In Poem I, the autumn scene is the natural
phenomenon. “Jade-white dew,” “forests of maple trees” and all other sub-images are the
constituents of the autumn scene. And Jin Shengtan has almost all the images interwoven with
Du Fu’s mood of sadness and despair. We may say that behind his image-centered narrative is
his conscious invocation of the human emotions stirred by the images.

In addition to xing ¥, another keyword xin /> (“heart” or “mind”) also deserves some
attention. As the rhetorical question Jin Shengtan asks in the general comments, “Is there
anything not interlaced with the heart” {f] 3% AN B~ 0o AH 2 &8 4%, xin /0, heart, is an intangible
but indispensable link in the process of evocation because it is where all the emotions and
feelings are thought to come from. In the commentaries on Poem I, Jin Shengtan has already
started to probe into Du Fu’s psychological activities.

But xin does not just relate to Du Fu’s heart and mind, it also alludes to Jin Shengtan’s

stand on literary interpretation. In the short anthology Yuting wenguan £ & ,*® which

* Ibid., 46.

> See James J. Y. Liu, Chinese Theories of Literature (Chicago: The University of Chicago Press, 1975), 109.

%% Yuting wenguan was anthologized by Jin Shengtan’s son Jin Yong 4> % and it usually appeared as the
introduction of the much longer anthology of Jin Shengtan’s commentaries on heptasyllabic Tang regulated verses.
The literal translation of the title is “fish” (yu f&), “courtyard” (ting i), “listen” (wen []), “through” (guan ). The
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records Jin Shengtan’s general opinions on Tang regulated verse, we constantly encounter the

juxtaposition of poetry and xin. The following are but a few examples:

ArAEERY), R AN NOBEE R EAE CAGR 2 — ARG H.

Poetry is no peculiar thing. It is simply that which comes from one’s heart and off the tip
of one’s tongue, out of absolute necessity, a sentence that has to be spoken out.

IR IR A)? 55, ANZDEHBRZ —BH. AREAME T, REIBCE, EA
HZ.
How can poetry be limited to words or sentences? Poetry is a sudden shout from one’s

heart. Whether it’s married women or young children, during early morning or late night,
they all have it.

A AR i, — B,
Only Tang regulated verses can be a stretch of heart, a trail of knowledge.

Jin Shengtan’s adherence to xin has its connection with Li Zhi’s Z5#' (1527-1602) concept of
“On the Child-Mind” (Tongxin shuo #0#),% in which he considers that “free of all falseness

and entirely genuine, the child-mind is the original mind of one’s very first thought™®' and “if the

child-mind were preserved, then literary quality would never be missing from writing and no

99602

person would lack literary ability.”” Jin Shengtan is also clearly influenced by Li Zhi’s follower

name should be inspired by Analects. Analects 16: 13 Z=[X describes how Confucius taught his son Li fifl (courtesy
name Boyu {H 4, both contain the character for “fish”) when Li passed through the courtyard. This is consistent
with the fact that Jin Shengtan’s commentaries on Tang verses were written for his son to read and learn. For details
of the background of Yuting wenguan, see JSTQJ, 32-35.

37 JSTOJ, 39.

* Ibid.

* Ibid., 44.

5 For Li Zhi’s complete essay on the child-mind, see Stephen Owen, ed. and trans., An Anthology of Chinese
Literature: Beginning to 1911 (New York: W. W. Norton & Company, 1996), 808-811.

®! Tbid., 808.

62 1bid., 810.
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Yuan Hongda %% 718 (1568-1610), who advocates the “true personal nature” (xingling 14 %) in
writing.*

From Jin Shengtan’s own opinions on poetry, as well as the connections with his
predecessors, we can tell that poetry in his understanding is very individualistic, expressionistic
and spontaneous. This seems to be at odds with his frequent emphasis on Du Fu’s superb
command of the technique in poetic writing. But just as John Ching-yu Wang suggests, the real
point is perhaps “in a good poem the description of some object or scenery is never made an end
in itself; it is merely a means by which the poet tries to convey what he thinks or feels inside.”**
For Jin Shengtan, his mission is to go beyond the object or scenery in Du Fu’s poem and convey
those thoughts and feelings that have been kept silent or ambiguous by Du Fu.

Jin Shengtan’s Conflict-evoking Dramatization of “Qiuxing”

In a certain sense, Jin Shengtan’s reading of the main body of “Qiuxing,” i.e. Poem II
through Poem VII can be regarded as an extended version of his reading of Poem I. It has been
observed that Jin Shengtan latches on to xing in his commentaries on Poem I. Later in the
handling of the following poems, he goes further to make “Qiuxing” more evocative (xing) by
dramatizing the poems in a conflict-evoking way. In this section, I intend to look at Poems II -
VII in order, delineating the different ways Jin Shengtan has employed to evoke conflicts and
discussing what kind of effects the dramatization has brought.

In the end of Poem I, the narrative pauses at the point of “dusk” (mu & ). In Poem II, the

scene moves from dusk to night:

% For some of Yuan Hongdao’s writings, see Owen, Anthology of Chinese Literature, 811-814. For a general
introduction of Yuan’s thoughts and his connections with Li Zhi and Jin Shengtan, see James J. Y. Liu, Chinese
Theories of Literature, 78-83.

% Wang, Chin Sheng-t'an, 41.
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H—=8 Poem I1°

1 S H AL, On Kuizhou’s lonely walls setting sunlight slants,
2 FMCE S} 5L #E . then always I trust the South Dipper to lead my gaze to the
capital.®’
3 {8 N —AFIR, Listening to gibbons I really shed tears at their third cry,
4 Z2ffijERE )\ H . accepting my mission I pointlessly follow the eighth-month raft.
5 HA B PEERFL, The censer in the ministry with portraits eludes the pillow where I
lie,
6 LLI ISR . hill tower’s white-plastered battlements hide the sad reed pipes.
FHE A1 LB EE H, Just look there at the moon, in wisteria on the rock,
8 EBLN AT FKAE . it has already cast its light by sandbars on flowers of the reeds.

This poem describes Du Fu’s one night of gazing towards the capital. The middle two couplets
centre upon Du Fu’s regretful memory that he could not make it to the capital and that he could
not offer any essential help to the court when the country was in trouble. The narrative comes

back to the present in lines 7-8. Jin Shengtan’s reading of the last couplet merits special attention:

ok [VEHR , MRS UEJLJ 2o W& 50, eMEAH. 2] F
2, A EWNER, @@ R nar AR, BEGES R, JeAdta EnEElEH
¥, RMEA®, iR EITHJ! o8

All of a sudden “‘setting sunlight slants” [in line 1], all of a sudden the moon had risen [as
in line 7]. “Just look™ [in line 7] is clever. The intention is not on the moon. “Has
already” [in line 8] is clever. The moon had already risen above the hill, passed across the
wisteria and been lighting in front of the sandbars for quite a while. And “I” just saw it.
The Master could only spend the days by gazing towards the capital. Only upon looking
at the moonlight did he realize another day was gone!

[FEEA L], RAZYH, LREE. [CNET) , AR, TREK.
H HRNRRIERES, TARR, 85 BIEEMR? A0 L2, RIB EREEE, W
FIEMINET, COREK? BT BBUEEEBOR N, HARAZIARENH- ! A AR

% For the Chinese text, see DSJ, 178-179.

% For the English translation, see Owen, The Poetry of Du Fu, Book 17, 353.

57 In this line, the variant word for “south” (nan Fg) is “north” (bei t). Jin Shengtan refers to “south” while Owen’s
translation is based on “north.” For the purpose of consistency, I’ve changed ‘“North” to “South” in the English

translation.
% DSJ, 179.
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AR b, SGBrtar, ThEEEEEE N R TR MRRIEREER W, R AR
% ! 69

“Just look there...on the rock” [in line 7] describes when the moon just appeared and
shone upwards to wisteria. “It has already cast its light by sandbars” [in line 8] describes
when the moon had gradually risen and shone downwards upon the reeds. The setting sun
had slanted through the battlements and hidden behind. People in this world were absent-
minded, how many of them had sloppily spent the days? As to the moonlight on the rock,
[the moon] was obviously shining on the wisteria; how come it so suddenly cast light in
front of sandbars and had already moved to the reeds? For a person who [i.e. the Master]
had his chest filled with loyalty to the emperor and affection to the country, truly this
moment [of realizing that the light had shifted] was unbearable! Some interpret this as the
moon shone on the rock and [at the same time] reflected upon the sandbar, the way it
might commonly be rendered in a painting. [They are] literally taking a sacred dragon as
if it were a filthy eel! I sigh for the ancients!

In line 7, “just look” (gingkan #57) is an imperative. Du Fu directs our attention to the

moon. Yet as Jin Shengtan points out, “the intention is not on the moon” = A7E H 11, Du Fu

wants us to notice the movement of the moonlight. William Hung’s more paraphrastic translation
of the two lines might give us a better sense of how the moon shifts — “Behold! The moon that lit
the ivy-clad, rocky cliff is now shining on the reed poppi on the beach!”’® Jin Shengtan has
grasped a tension in this movement. In the first paragraph of the commentary above, Jin

Shengtan emphasizes the word “has already” (yi ), which suggests the completion of an action

and the lasting of it up to the present. Jin Shengtan describes it as “the moon had already risen
above the hill, passed across the wisteria and been lighting in front of the sandbars for quite a
while.” And Du Fu witnessed all the changes that took place in this process, indicating that he
had been up the whole night. The movement of the moonlight is thus dramatized by the
lengthiness of time.

In the second paragraph of the commentary, Jin Shengtan somehow turns “has already

cast” (yiying L) to “suddenly cast” (juying IZHL). The suddenness erases the lengthiness of

69 1h:
Ibid., 191.
" William Hung, Tu Fu: China’s Greatest Poet (Cambridge: Harvard University Press, 1952), 234.
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time and adds a level of haste and anxiety to the movement of moonlight. However, lengthiness
and suddenness are both just a delusion of the definite natural time. The delusion is derived from
“a chest filled with loyalty to the emperor and affection to the country,” as Jin Shengtan puts in
the commentary. Jin Shengtan explicates the image of moonlight in accordance with the
subjective tenor of “Qiuxing” and has evoked (xing) Du Fu’s psychological activities.

The last few comments are also worthy of mention. By starting the comment “some

interpret...” B Af#fi, Jin Shengtan pulls the readers out of the moonlight scene and starts to

have the readers listen to him as an incisive reader. Jin Shengtan is presenting himself as a model
for other readers. He is also trying to create a character for himself. His iconoclasm is also well-
reflected when he criticizes the ignorance of the exquisiteness of Du Fu’s poetry. By saying “I

sigh for the ancients!” 7] %415 A% %X, Jin Shengtan drops a subtle hint that he is the one who

truly understands Du Fu.
Although Du Fu writes about his state of insomnia in Poem II, he doesn’t quite explain
the reason that caused his sleeplessness. This unsolved doubt brings us to the next poem, which

starts with a serene early morning:

H=" Poem I11"°

1 TXRILFREF IS, A thousand homes of the mountain town are serene in the glow of
dawn;

2 HHILEEAL L. day by day in my river tower I sit in an azure haze.

3{51E#NIBIZZ, Out two nights, the fishermen still drift along;

4 JERKFE T TR . in clear fall skies the swallows keep flying on as ever.

5 EATHiERTh 47, Kuang Heng”® advising on policy—deeds and fame both slight.

6 2|43 IE . Liu Xiang'® passing on Classics—heart’s goal gone awry.

' DSJ, 180.

& Owen, The Poetry of Du Fu, Book 17, 355.

3 Kuang Heng is a scholar and statesman of the Western Han. He got promoted due to the advice he provided to the
emperor.

™ Liu Xiang is also a Western Han scholar. He lectured on Five Classics by order of the emperor.
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7 [FJE /D Z A, The young men I once studied with are now most not of low degree;
8 TLFZR I HECHE. by Five Barrows’ their horses are plump and the mantles they wear
are light.

This poem is clear-cut in structure, with lines 1-4 presenting what Du Fu had seen when he sat in

220
Z

the river tower and lines 5-8 describing what he was thinking in his mind. Qian Qianyi #5735

(1582-1664) in his annotation considers that “Poem III states clearly why the poem series was

titled as ‘Qiuxing,’ it is what the ancients called the heart of text” 55 =& IEH (FKHL) ZKEF
B, i AJIRE L2 00,7 Poem IIT touches upon the concerns in Du Fu’s heart and digs into

the reason that made autumn this evocative to him.
The concerns in Du Fu’s heart are an essential matter in Jin Shengtan’s commentary. He
continues the dramatization of the elements in the autumn scenes. For Poem II1, his specific way

of doing this is to mirror Du Fu’s concerns through “fishermen” (yuren ¥ \) and “swallows”

(vanzi #£-F"), in lines 3 and 4. The following are some concentrated discussions on the two

elements:

BERE R, AMEEFH, AR AL T#er ], BIAAhpTE, B H U,
—REE, BEEEME. WAESE, STBER. [EZEZ] , 2RO ESINEE
VEM, \HMETIEE, RIEETR. [HORA] , 2B A ERATE. 7

Here “azure haze” [in line 2] is not used as a pleasant phrase. [“Azure haze” is] followed
by “fishermen” [in line 3] and “swallows” [in line 4], these are what the Master had seen
when he sat [in the tower], both are intended as a reflection of himself. One night is
called su, one more night is called xin. Fishermen [had been out] two consecutive nights
(xinsu), thus they may rest. But “still drift along” [in line 3] is metaphorically saying that
he was anxious and suffering but had nowhere to rest. In October, ™ the swallows were
about to go, then they could just all fly away, but “keep flying on as ever” [in line 4] is
metaphorically saying that he was restrained and couldn’t get loose.

75 “Five Barrows” refers to a rich and popular area around the capital.

®Ye, jishuo, 165.

" DSJ, 180.

™ The “August” (bayue J\ /1) in Chinese text refers to the eighth lunar month in Chinese calendar. It is usually
equivalent to September or October. I chose October to match with the season of autumn.
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[FREL] N [FF] 7, Xn— [9iEE] 5, SETEam, ([,
[VTARARZEGY ), R8s, HEEEAMNS [HH ] =7, EAEMETEERR
AEETJRR, T L RN R AR H N . DU ER MR, AERE O H H AT, Ak
ANZf5TE: AMEACHHAZIRY, T At. EaEpzgb! 7

How interesting and adorable it is when he writes the word “serene” after “a thousand
homes of the mountain town” [in line 1], and then adds “glow of dawn.” “In my river
tower I sit in an azure haze” [in line 2] is also incredibly exquisite. However, just by
softly adding the words “day by day,” he makes not only the river tower and azure haze
hateful and annoying, but also the mountain town and glow of dawn strikingly irritating.
Lines 3-4 further develop lines 1-2. [The Master] had no dislike for his own “day by day
sitting in the river tower,” yet he disliked the fishermen’s two nights of stay; [he] found
no fault in his own “day by day going to the azure haze,” yet he faulted the swallows for
flying around. Truly a fantastic brush!

RIHHZ A, ABREME, HimE . SEZ s, BRI 28, sindlme
HAE, NOFZIE, BEERM, WimERDERS, FEAL, HALRED,
FURZHSIE . WAk 08, MARKLIIY, BRSO, e »

Since [the Master]| day by day sat there, never growing impatient, but starting to reflect:

[1] want to be like Kuang Heng who admonished frankly, but [I] have already been

ashamed of [my] rank’s humbleness; I want to be like Liu Xiang who passed on Classics,

yet I loathe the goal’s going awry. [I] toss and turn, then [I] think of the classmates of my
youth, already not of low degree. But simply with their horses and mantles in the Five

Barrows, they are showing off success and wealth. [They] clearly understand my heart’s

concerns, but do not offer me a rank. So that [I am] laughed at by fishermen, and mocked

by the swallows!

We can learn from the commentary that “fishermen” and “swallows” are not intended to
be just two scenic elements in the nature. In the first paragraph of commentary, Jin Shengtan
pinpoints the figurative relation between Du Fu and the two elements. The state of fishermen and
swallows is written to be compared with Du Fu’s situation. Part of Du Fu wants to be like
fishermen and swallows as they could rest and fly away as they wish. Du Fu starts to identify

himself with the two elements. However, Jin Shengtan puts emphasis on the two modifiers “two

nights [in line 3]” (xinsu 15 74) and “keep...on as ever [in line 4]” (gu ##%). Further in the second

" DSJ, 192.
% Ibid., 192.
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paragraph of commentray, fishermen and swallows both as something that has dragged out too
long turn into an annoyance to Du Fu. Fishermen and swallows have been transformed from two
relatively passive elements into two full-fledged actors playing an active part in Du Fu’s
psychological condition.

And finally in the third paragraph of commentary, Jin Shengtan is making Du Fu a
dramatic character. When the real annoyance, i.e. the gap between ideal and reality comes to
light, Jin Shengtan makes Du Fu directly address his fellow schoolmates and discloses his mild
resentment. Jin Shengtan’s dramatization of the image of “fishermen” and “swallows” brings in
some conflicts including Du Fu’s conflicts with the outside nature and his inner conflicts. We as
readers also come into conflict with Jin Shengtan’s account since the Du Fu he has portrayed
may not be the one we expect to see. As said earlier, this poem is talking about the concerns in
Du Fu’s heart. On the surface, his concerns are born out of the failure in political arena. However,
Jin Shengtan wants us to hear more of his grumbling. The real object Jin Shengtan is dramatizing
here is Du Fu. He is starting to bring out the conflict of Du Fu’s different identities. And this
becomes more evident from Poem IV when Du Fu starts to unveil his more concentrated

recollection of the capital.

HPY 8l Poem IV

1 BGRB8, T have heard tell that in Chang’an it’s like playing chess,

2 HEMHEARIE. ahundred-year span, the world’s troubles, grief beyond enduring.

3 EEFEEHFE, Mansions of counts and princes all have new masters,

4 A 76k B RF . those in civil and army uniforms differ from olden times.

5 HALRBH 1L 4 E54E, Straight north past fortified mountains kettledrums are thundering;

6 EVTHEE ISP E# . from wagon and horse on western campaigns winged dispatches
rush.

7 FHFE B BERKITYS, Fish and dragons grow silent now, autumn rivers grow cold,

¥ Ibid., 181.
%2 Owen, The Poetry of Du Fu, Book 17, 355.
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8 WUBF-JEA AT 8. the life I used to have at home is the longing in my heart.
In Poem IV, Jin Shengtan’s reading of the image “fish and dragons” (yulong f4#E) deserves

some attention:

IS T I s B 2 g, TS 2B, BB, BRI, AR &
IR seprb sy B agem el (A A &, RS 2slE M. BE oK.
T UK H R0 REEmEizY), AWpsd, S ERRd. [8%E] , WS
MR, PPE] S, RAEMBIZTH. WeEEILE s, RBIIBEAR, A5
Hib. st—EerdEmiiis. »

While righteous men were using their spears as pillows, shedding tears of blood, anxious
to do battle even before having a little breakfast, [the Master] however left his homeland
and fled to another place. Facing this autumn river, what an extreme silence, what an
extreme melancholy! What [the Master| expresses through fish and dragons and calls
“longing in my heart” [in line 8] is that this body could be of use to the court. Li
Daoyuan’s (? - 527) Annotated Classic of Rivers (Shuijing zhu) says that fish and
dragons regard autumn as the night. Fish and dragons are very active creatures, yet they
are now silent, because it is not the right time for them.

[In line 8], guguo #[H is particularly referring to the homeland and pingju “F-J& is
referring to the daily life in the homeland. [ After the Master| saw the court battling in
north and fighting in west, [he] had thus been thinking of devoting himself to the court
for a long time. It was not that he had to wait until today to think this.

This poem is about gazing towards the capital and lamenting its decline.

FARARE, BEAREEV, AABATEAREMINC. WREE, HEMA, AT
BFE, gAEECHEs®! ¥

As a fish, as a [hiding] dragon, though there was nothing for him to act upon, there lay
before his eyes a forlorn autumn river. Cold was already chilling one to the bone, what
was the wish for? Only for the old times in the homeland, and he really could not bring
an end to his longing!

Fish and dragons are the two elements that have been dramatized here. And the

dramatization has been closely related to Du Fu’s psychological activities “longing in my [i.e.

Du Fu] heart” (you suo si A fit £.). Jin Shengtan first presents a contrast between the “righteous

men” (zhishi £=1:) who were “using their spears as pillows (i.e. always ready for battle),

¥ DSJ, 181-182.
¥ Ibid., 193.



30

shedding tears of blood, anxious to do battle even before having a little breakfast” and the Master
who was facing an extreme silence. Righteous men were in a dynamic state while Du Fu was
staying still like fish and dragons. Jin Shengtan then quotes Shuijing zhu and defends for Du Fu’s
seemingly untimely silence — “Fish and dragons are very active creatures, yet they are of such
silence, because it is not the right time for them.” Du Fu was also waiting for the right time to
revive and serve his country. In this sense, it can be said that there exists an identification
between Du Fu and the fish and dragons. However, later in the commentary, Jin Shengtan makes
Du Fu deny the identification with fish and dragons by stating the fact that “as a fish, as a [hiding]
dragon, though there was nothing for him to act upon, there lay before his eyes a forlorn autumn
river.” Jin Shengtan first establishes an analogy, and then he breaks it. Du Fu’s identity remains
ambiguous and intangible, only the longing in his heart stays solid for him to grasp.

In the commentary on Poem V, which Jin Shengtan describes as a poem about “gazing

towards the capital and recalling its prosperity” %2 57 #E M1 Ho/#%,% he further explains the

reason behind Du Fu’s hibernation in autumn.

HFse Poem V¥’

1 & 3 = ¥R, Palace towers of Penglai stand facing South Mountain,

2 7K 4 % &5 [H . The metal stalk that catches the dew is high in the Milky Way.
3 PHEEIEME E£F, Gazing west to Onyx Pool the Queen Mother is descending,

4 WAL WK B . from the east come purple vapors and fill Han Pass.

5 ERHERER = );T' , Pheasant tails shift in clouds, palace fans open

H & fE s B 2H. sunlight circles dragon scales, I see the Emperor’s face.
7 *E)\fﬁ /I%ﬁfﬁﬁﬂ » By the gray river I lay once and woke, alarmed that the year had
grown late--

8 % nH HIELIEHTE . how often did I, by the gates’ blue rings, take my humble place in
dawn court’s ranks?

% Ibid., 183.
% Ibid., 182.
7 Owen, The Poetry of Du Fu, Book 17, 357.
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HZ Ry, o FOEERRER, (T DAS MG, Mo ARATELR? ISR, BLE A,
RZIEH BREM AL SE, mMEESm L, MEER. 2R, TR
B, AFHERRS, DHERERE, R, S5 REEREEIR? RNERHERE M
Bhd e, ek H G, SR, DIl . fEEAETT, RIERK, W]
YEYRRL, WAAER? HEES, WRAE, RIER, MELER!

wIER] (B 7, SEHE, Hukiest, w2 AN. x (W%
BRI, AAIEEZRS, HRNC, HEMTLZE,

(B 50, BRI, Rinmmrbe —3H, Sk, TMER

Zhh o 88
me?

At this time [i.e., when he was at court], the Master had witnessed the hard times.
How come [he] had no admonitions and sat there watching the defeat? Alas, how we sigh
for him when he was moved (xing) to speak of this! It is because although the Master was
then an adjutant, there were higher ranks above him. The palace staircase was grand; [he]
could take his place in the ranks, but could not walk up the staircase. Let alone pheasant
fans were covering around, close courtiers were waiting around. How could [he] expect
to catch a glimpse of the emperor’s face? Only when “pheasant tails shift in clouds” [in
line 5], slightly revealing the sunlight, shining upon the imperial dragon robe, could he
get a look at the emperor’s face. From then on, [the Master had been] lying by the gray
river, startled that the year had grown late. Meanwhile, how many times had [courtiers
still in the capital] waited to be called at dawn court? Hence came the anxieties and
suffering, [the Master]| was not able to console himself, [he] composed poems instead of
crying, spirit hurt, heart broken!

From the word “shift” (yi #) in “cloud shift” (yunyi Z#%) [in line 5], sunlight
was revealed, shining upon the dragon scales, then [he] recognized the emperor.
Although it is said that “see the Emperor’s face” [in line 6], [in fact it is] simply a distant
approximation, a fleeting glimpse, that’s all. Truly an artful brush!

The word dian % is clever.* [The Master] at that time was at the dawn court, like
a drop (dian) in dense rain. While [he] intended to admonish, how could he have done so?

Jin Shengtan has dramatized three verbs in the above commentary — “shift” (yi #) in line
5, “see” (shi i#}) in line 6 and “take one’s place” (dian %) in line 8. Shifting (yi) of cloud makes
way for bright sunlight, which is supposed to bring a clear look of the emperor, yet it only leads
to fuzziness. Jin Shengtan specifies the action “see” (shi) as “simply a distant approximation, a

fleeting glimpse.” The so-called “see” thus becomes another kind of “gazing towards” (wang ),

a motif in “Qiuxing” series. The object of the gaze is the emperor. As to “take one’s place”

* DSJ, 194.
% Dian % in this poem refers to the action of taking attendance of the officials at court. It can also be used as a noun,
which in most occasions means a very small spot, dot, drop, etc.
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(dian), Jin Shengtan does not just interpret it as a routine action at the dawn court, he has
dramatized it as a particular image of Du Fu — a humble official among many other officials, like
“a drop in dense rain.” Even when Du Fu was inside the capital, he remained as an outsider and
he still had to gaze (wang). The conflict is located in the distance, or in other words, the mid-
ground between remoteness and closeness.

In his commentary on Poem VI, Jin Shengtan further exploits the conflict that exits in the
distance. In Poem VI, Du Fu continues the memory of the capital. In this poem, the main focus is

the Twisting River (Qu Jiang Hi{L):

HARP Poem VI”!

1 8 YT EH, From the mouth of the Qutang Gorge to the Twisting River’s side,

2 8 B EHEEZE K. thousands of miles of wind-blown fog connect pale autumn.

3 A EAINIEEI %, Through the walled passage to Calyx Manor the royal aura passed,

4 FEFNHENBRK . and into tiny Lotus Park the frontier’s sorrows entered.

5 BRAE#EAEEI35ES, Beaded hangings and sculpted pillars surrounded brown swans,

6 S F RS (B . from brocade cables and ivory mast rose a white gull.

7 B AR FEHL, The head turns with pity and love for those places of song and the
dance:

8 Z=H H k7 £/M. Qin since ancient times has been land of emperors.

S 2 hh, SR, ERA LA, BT, Al
S, REAMEEE, BHEBMMARE, RRKCOME . IR Tz &R 5
e, RIS UIMRENS, &2 FEhm T SRR AR AR, R
EFEIRMAIR . ZDUEK: IR E H AR, BSREEEAE,; Mp i
BRSNS . H 2, MAR R, BUPBEN . M RAr, AR
sz F L

[The Master] was in [a place] “thousands of miles” away, [his] heart was pouring
into the thousand miles of distance within. [He] would surely have these thoughts. [From]
Qutang Gorge to the Twisting River, there certainly was a distance. But although there
were “thousands of miles” between them, every mile was connected by wind and dust.
Thus the connection of their pale autumns was clear. Despite sharing the same autumn,

% DSJ, 183-184.
! Owen, The Poetry of Du Fu, Book 17, 359.
2 DSJ, 194.
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Qin and Shu had widely different scenes.”> Wasn’t it because little by little, subtle
changes had taken place, yet the person in power indulged in pleasures and couldn’t tell?
Not only the boundary of the land was like this [i.e. gradually changing], the world’s
vicissitudes were also like this.

Lines 3-4 follow immediately: Emperor Xuanzong in his early years advocated
friendliness and respect between brothers, the royal aura and Calyx Manor added
radiance to each other; in his late years [Emperor Xuanzong]| came to pursue sensual
pleasures, and frontier’s sorrows and Lotus Park were both in utter misery. [Emperor
Xuanzong] held the sole power of the empire, yet at the beginning of his reign and at the
end of his reign [he] employed different policies; the empire’s fate was therefore altered.
If [the misjudgment] had been dealt with as soon as possible, how would things have
become this serious?

The Twisting River was in the capital city Chang’an whereas Qutang Gorge was in
Kuizhou. Thus the distance of “thousands of miles” in line 2 refers to the distance between
Kuizhou and the capital. But Du Fu immediately erases this geographical distance with the word

“connect” (jie ). We may again look at William Hung’s translation to get a better sense of this
verb — “A thousand miles of wind and mist share the same autumn.””* “Pale autumn” (sugiu %
#K) went across the boundary and it was shared by Kuizhou and the capital. In line 4, Du Fu uses
another verb “enter” (ru A\) to indicate the blurring of boundary between Kuizhou and the
capital. The news of “frontier’s sorrows” (bianchou #57%%) did not just enter into the park, it also
entered into Du Fu’s ears. It should also be noted that the two Chinese characters “autumn” (giu
#X) and “sorrow” (chou &) are similar in both appearance and sound. Although “frontier’s

sorrows” in the poem refers specifically to chaos caused by war,”” now that the boundary is
blurred, they have been merged together with Du Fu’s sorrow.
Likewise, Jin Shengtan in his commentary emphasizes that autumn could transcend the

distance. But he goes further and dramatizes the distance through some alteration in the already

% Qin refers to present-day Shaanxi, the province where Chang’an was located ; Shu refers to the present-day
Sichuan, where Kuizhou was located.

* Hung, Tu Fu, 235.

% To be more specific, “frontier’s sorrows” should refer to the An Lushan Rebellion which broke out in 755.
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established plot. Jin Shengtan seems to put Du Fu in a presumed scene where he could pour out
his admonition to the emperor. Du Fu in a hypothetical scene pointed out sharply that “the
person in power indulged in pleasures and couldn’t tell the subtle changes that have taken place.”
He also stated Emperor Xuanzong ‘s misconduct in a critical way. However, the decline was
irreversible and the assumed admonition only took effect in a fictitious narrative. In this regard,
the distance between Kuizhou and the capital has otherwise been lengthened.

But Jin Shengtan seems to have no intention to resolve the issue of boundary at this stage.
In his commentary on the next poem, he further blurs the distance between Kuizhou and the

capital. Poem VII concentrates on the scenes in Kunming Pool in the capital:

HA Poem VII’’

1 B BH/KEREL)), The waters of Kunming Pool are a deed of the days of Han,

2 O HEEAEAR # . pennons and banners of Emperor Wu are right before my eyes.

3 #hH45E H , Loom threads of the Weaver Woman lie empty in the moonlit night,
4 F g EhFK R . stone Leviathan’s fins and scales stir the autumn wind.

S HEFCKITE, Waves toss wild grass seed sinking in cloudy black,

6 F2V43E 55 BE K 4L . dew is chill on the lotus pod shedding powdery red.

7 BEFEMRRME S8, Fortified passes stretch to the skies, a way for only birds,

8 YLy —v 55 . lakes and rivers fill the earth, and one old man, fishing.

The following are Jin Shengtan’s general comments on Poem VIII:

URER T BE X B, e daff . ATREIFERLIRIE A, UE/RRF R FHATTHE. T
o, NHRESFEHEE, SARESTOAR, TR ™

Building from Twisting River, this poem moves further to Kunming Pool. This is the
most marvelous piece. All the previous poems are retrospections after the chaos. This
poem alone is about what should have been considered before that [cataclysmic] event. In
a thousand years, people have merely read [this poem] ordinarily. They have been failing
the Master’s great pains for too long, what a pity!

% DSJ, 184-185.
7 Owen, The Poetry of Du Fu, Book 17, 359.
* DSJ, 184.
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Jin Shengtan’s conceit is quite visible in the above comments. He is telling the readers that he is
about to enlighten all of them with his unprecedented reading of Du Fu’s poetry. In the case of
Poem VII, Jin Shengtan particularly gives a distinctive perspective in his reading of Lines 5-8.
Qiu Zhao’ao in his annotations concludes that lines 3-4 “describe a magnificent scene in the pool

and follow the previous ‘before my eyes’ [in line 2]” FCitb 5= 2 A, 7K LR A2k and lines 5-6
“visualize a desolate scene in the pool and turn to the following ‘fortified passes’ [in line 7] %
MR B, B NRZEL Jin Shengtan however, sets the scene in lines 5-6 in Kuizhou

instead of Kunming Pool. According to Ye Jiaying, Jin Shengtan is the only critic who holds this

.. 1
opinion. 00

The following paragraphs are Jin Shengtan’s commentary on the second half of the poem:

EECEE, RIRERE. o8N, AMERPIR , BANE [T
gy ] R, AEERVHE, B5BET, HEUKARE, EIHIRZE, 3K
KPAE, HERE, —ReaEantt, RNTZ b, BEUIREE. DR7Ek, S0
i, AREZER, JiH ERPISUE, AT, MRz, ey, BT
W, JEE S, RRIEER? ARMTIM 2, RS, MEEIR Tz ?
HoEgFEERRAR! TS, Shdammi.

The first half of the poem comes to an end, swiftly the poet’s brush turns to a
transition. Lines 5-6 do not come from Kunming Pool, because they are for the purpose
of turning to line 8 “lakes and rivers fill the earth, and one old man, fishing.” It is as if he
were saying, let us set aside Kunming Pool for the moment, “I” am now inside the gorge,
where day by day [“I”’] get used to the waters here, and in this deep autumn, wild grass
seeds are tossed by waves, lotus pods are dropping the powdery red [petals]. Such is the
desolation of this moment, and so “I”, in this region of rivers and lakes, am truly pained
by it most deeply.

Moreover, at that time the war was on, and though mountains of Sichuan only had
a way for birds, and so was well protected behind the most precipitous fortified passes,
after Emperor Xuanzong returned to the capital, rebellions were still on,'’” and even this

% Qiu Zhao’ao, Du shi xiang zhu (Beijing: Zhonghua shuju, 1979), 1494. This source will be referred to as DSXZ
hereafter.

100 Ye, jishuo, 470.

"' DSJ, 185.

12 During the An Lushan rebellion, Emperor Xuanzong was once forced to leave Chang’an and took refuge in
Chengdu. For a brief account of this, see Owen, Anthology of Chinese Literature, 368.
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most heavenly protected place could not be relied upon. The lakes and rivers were rolling
on, when would be the end [of all the troubles]?

However [the one who was] concerned for the troubles in the lakes and rivers,
was but one fisherman. Despite the concerns, where could he put them into use? It would
have been necessary for things to have been nipped in the bud before this time.
“Fisherman” is referring to the Master himself.

TNERR R, BRI, PUARFE, RkEE. 5 IOk &Bn
M, MEPIEZR, EArRE, A, SERGERALY, JRERE TR, SR
H? MAFER! BRI, EARPAZE, wIENEE NE. LW, RIRTLRE,
BOR—E. fHaa OB RS2 17

Lines 5-6 turn to commoners’ starvation and the disaster at Mawei [post
station].'®* [The Master] did not have the heart to criticize bluntly, thus [he] veiled the
language. In particular it is said that wild grass seeds were tossed by waves, finally sunk
in black of cloud, the scene of which [the Master] had expected and willingly accepted.
[But] who would have thought lotus pods with powdery red [petals] also ended up
tumbling in the chill dew? Could this be expected? How could one have the heart to talk
about it?

Now [the Master] had seen that the fortified passes stretched to the skies, passages
were blocked, and the only way was the one for birds. Lakes and rivers filled the earth,
scattered, collapsed, [the one whose] heart was fastened [to the capital] was but the
fisherman. Even if he had good strategies, how would he put them to good use?

It’s very unlikely that Jin Shengtan came up with his interpretation without knowing
other annotations. In addition to an attitude of being different (his iconoclasm), he might also
want to make a change so as to fit his approach of dissection (fenjie). The latter section is thus on
Kuizhou whereas the former section is on the capital. But if we take distance into consideration,
Jin Shengtan is not without grounds. It is possible that he moves the scene in lines 5-6 to
Kuizhou so as to suggest that Du Fu has completely blurred the distance between here in
Kuzihou and there in the capital. The boundary no longer exits and Du Fu’s longing for the

capital has reached its peak.

103

DSJ, 196.
1% After Emperor Xuanzong fled Chang’an, he was once at a post station called Mawei, where his army refused to
continue the trip unless he had his concubine executed. See Owen, Anthology, 368.
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It looks like Jin Shengtan is leading us to a dénouement in his handling of the second to
last poem. We may also look at how he deals with Du Fu’s identity. In his opinion, lines 5-6 help

bring out line 8, in which “fisherman” (yuweng 7%%) is the key image. Unlike the fishermen in

Poem III, the fisherman here is not an element in the outside scene viewed by Du Fu. This
fisherman is Du Fu himself. Du Fu as a stranded fisherman could not have his talent appreciated.
Unlike the birds in line 7, Du Fu could not fly over the fortified passes. There was no
unobstructed way for him. In the second paragraph of commentary, Jin Shengtan also relates
lines 5-6 to some very specific historic scenes. The sinking of wild grass seeds is a sign of
starvation and the falling of the powdery red lotus petals is very likely alluding to the death of
Emperor Xuanzong’s concubine. It seems Du Fu has finally succumbed to his role as an outsider
and he is able to perceive the changes in a more uninvolved light. In this sense, we can say that
Jin Shengtan has confirmed Du Fu’s identity.

But we should also notice that Jin Shengtan ends the commentary with a “how” question.
Though rhetorical, the Master in the commentary is indeed thinking about going out. Jin
Shengtan has not yet given a closure to the conflict-evoking dramatization.

The Cadenza: Jin Shengtan’s Reading of Poem VIII

In the last poem of “Qiuxing,” Lake Meipi is under focus. Ye Jiaying in her annotations
concludes that “Poem VIII serves as a conclusion of the eight poems, there is immeasurable
nostalgia and regret lingering. [If we simply] read the poem on its surface, of course Lake Meipi
is the main focus™ I 24y )\ GFARAS, A MBI 688, Wirr) 2 RBlZ, HELAEDRK
#7.'% But she further points out that “however, if we read the poem based on the emotions it

contains, then this poem does not just reflect upon Lake Meipi, it writes about Meipi only to stir

195 ye, jishuo, 490.
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[other mood or affection]” A% R H T4 & 2 m Bl e, R &SRB L, A E PN
e, AEFEERLLEE 2 B "% This statement brings us back to the poetic technique xing.

Through the very end of the series, Du Fu is still evoking some particular emotions. It is as if he
has made the last poem a cadenza of the series. However, those emotions, being implicit and
vague, rely most on the annotators to make them explicit to readers.

Jin Shengtan in his commentary is also doing a little cadenza on the last poem. He makes
an extremely emphatic and elaborate narrative out of the poem and he adds in his own attitude.
In this section, I will present Jin Shengtan’s commentary on Poem VIII in its entirety and discuss
how Jin Shengtan dramatizes this last poem and, finally, what kind of closure he has given to Du
Fu’s identity.

Let us start from his reading of the first four lines of the poem:

H\ Poem VIIT'®

1 BE#TE HiEiE, At Kunwu Hill the Yusu Brook winds around and away,'”’

2 K %P2 NIEP . where the shadow of Purple Tower’s crest falls into Lake Meipi.' "
3 4T K EREERE R, Sweet-smelling rice,'"! pecked the last, for parrots, the grains;

4 FREHEZ B AR . sapphire tung trees, perch of old, the phoenix’s branches.

K—w, NHEREEZ SN, fiEnE R 5. BE, H, f
o MHTE, N4, Aya. BelwiE Tk, wEETE . SRR fadise, EBIA&4, TR
R EZIZ. WRBCE, BIERE. Hrgsid, [REErz] , BESRBOn kW,

1% Tbid.

' DSJ, 185-186.

"% Owen, The Poetry of Du Fu, Book 17, 359, 361.

19 Kunwu Hill and Yusu Brook are both in the imperial Shanglin Park (Shanglin Yuan 1 #%t) that Emperor Wu of
Han built. See DSXZ, 1497.

"% purple Tower’s crest is part of South Mountains. Lake Meipi, to refer to Owen, is “at the edge of South
Mountains southwest of the capital, was a popular place for excursions.” Owen, Anthology of Chinese Literature,
414.

" Instead of “red beans” (hongdou 4 52) that Jin Shengtan refers to, Owen’s translation “sweet-smelling rice” is
based on xiangdao & H&. Other variant readings include hongdao L7 and hongfan 418, both could be translated
as “red rice” (dao F5 is more like rice stalks whereas fan £ usually means cooked rice). Ye Jiaying in her
annotation considers xiangdao 7 5 as the most correct reading. See Ye, jishuo, 484-485.
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SR, IREMERMN, BAREE. REBERAS2BERD, CRF. i, X5
B2 R, MUViEe, fpEmE. asasE. s%iNE, LA EEE,
FEEMAHEE. B2maek, WHEKC'RZR. wwih, RBERE, #
AL, SRR, BImRE, WRERS MR, AR
R, HADIREIR T ARG, TIEAKEE, #EHEE autd, '

In the last poem, the Master’s attachment to the capital reaches the maximum.

The first four lines elaborate upon the pleasures of the local customs in Chang’an.
Kunwu was a name of a land and it had pavilions. Yusu was a name of a river and there
was an imperial park there. Emperor Wu of Han used to “reside” (su fg) there, thus [the
river] was called “Yusu.”'"* In Lake Meipi, fish were delicious (mei), hence the name.
[Lake Meipi] was shrouded in the shadow of Purple Tower’s crest. Those who traveled to
Meipi must pass through Kunwu and Yusu. “Shadow of Purple Tower’s crest” [in Line 2]
was approached through Meipi. The Master in his old age was wandering in Kuizhou,
with the intention of secluding from the world. In the past, [the Master] once had a tour to
Lake Meipi with Cen Shen and his brother. [He] passed through Kunwu and Yusu and
liked the fine local customs there. Therefore [he] missed Lake Meipi deeply and
especially wrote about it in the poem.

Lines 3-4 have a very unusual structure. Those who raised parrots would feed
them with red beans. The Master was implying that he would not eat just any food. [The
parrots] pecked and there were beans left. This truly was a place that had ample food and
clothing. When the Yellow Emperor took the reign, phoenix had resided in the eastern
park, perched on the parasol tree, not going anywhere for the rest of its life.''* The
Master was implying that he would not take just any shelter. [The phoenix] perched on
the tree until it got old. So this was also a land [where people could] live and work with
contentment. From this can be seen Chang’an in its time of prosperity. There is no need
to speak of the emperor or the noblemen on their pleasure outings, for even a humble
man dwelling apart would have everything needed for his satisfaction.

@ik |

UL [ BRI GHMBIAR | AlarEAHE, BEME R B, SR 5%, A
HEEE. SEE2H, WARE. MR, HkAERE, MEFTe
B, HEREE. 815G, BEmET, WORER, ZREE, A S ANAHE AT E i
F! ERREEER, EHKER R BUAEE, NORER A, HEZE.
F B, NafgERR! P

Other Commentary

12 DsJ, 186.

'3y 18 in Chinese culture is usually associated with an emperor.

"' This interpretation is from Shuo Yuan 3%, in which it says “when the Yellow Emperor took the reign, phoenix
had resided in the eastern park, perched on the Emperor’s parasol tree, not going anywhere for the rest of its life” ¥
AL, RS, R, A& A2, See DSXZ, 1498.

' DSJ, 196.
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The first four lines share the same proposition with “Jade-white dew withers and
harms forests of maple trees” [line 1 in Poem I]: to depict autumn’s evocativeness (xing)
with full intensity.

By the side of Lake Meipi, there was Purple Tower’s crest. In front of Purple
Tower’s crest, there were winding paths as Kunwu and Yusu. At this time, jade-white
dew had fallen and maple leaves were shining bright. To “wind forward” from Kunwu
and Yusu, Lake Meipi was rippling and the shadow of the Purple Tower’s crest looked
transparent, truly making people not know where the evocation (xing) came from!

In addition, parrots pecked beans and there was left-over, at a time when clothing
and food were abundant; phoenix perched [on the parasol tree] until it got old, at a time
when a foundation that could endure was laid. Waving the hands in joy, stamping the feet
in joy, wasn’t there a limit of it!

Jin Shengtan concludes that in Poem VIII “the first four lines elaborate upon the
pleasures of the local customs in Chang’an” Hif ik 5 = %2 il + 2 44. In lines 1-2, Du Fu mostly

gives a string of place names. Jin Shengtan in the commentary further provides a little details of
each place. When he explains why Lake Meipi is given such a name, he tells us that the fish in
the lake is delicious. This bit of detail about natural produce is never mentioned by other
annotators, ¢ yet it testifies to the fact that Chang’an is a place with fine local customs. Jin
Shengtan also mentions Du Fu’s tour with the Cen brothers. When he says that Du Fu “missed
Lake Meipi deeply and especially wrote about it in the poem,” he might also be indicating the
simple pleasures such as the delicious fish Du Fu once enjoyed there.

Lines 3-4 specify the prosperous scenes. Two of Jin Shengtan’s comments however, look

particularly peculiar — “The Master was implying that he would not eat just any food” 5G2E H i
AH] B and “the Master was implying that he would not take just any shelter” 5G4 H Wi A %]
#EH. Ye Jiaying even considers the comments as “forced and far-fetched interpretation and

completely without any merits” % 82} & 2 7, 4 ZH."" Indeed, these two comments do

not seem to be compatible with other descriptions of prosperity and abundance. But if we relate

" For other annotators’ comments on lines 1-2, see Ye, Jishuo, 491-503.
117 ..
Ye, jishuo, 510.
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them to the thematic motif of Du Fu’s longing for the capital, we can make the guess that Jin
Shengtan is suggesting only the capital city suffices to be Du Fu’s shelter. The uniqueness of the
capital lies in not just the fact that it had witnessed cataclysm and hence been able to stir
traumatic feelings in Du Fu, but also the fact that it is the very place where Du Fu had always
yearned to have his ambition achieved. The west pavilion in Kuizhou is only a temporary shelter.
Jin Shengtan has problematized the prosperous scenes in lines 3-4 and dramatized the image of
Du Fu. He is again trying to bring out the restless and unsettled side of Du Fu.

Let us now move on to Jin Shengtan’s commentary on the second half of the poem:

54 NI FEAMR, Fair maidens gathered kingfisher plumes, as gentle gifts in spring,
6 flifA A fFHE B2 . sharing a boat, undying companions moved further on that evening.

7 HREE Y TR %, My colored brush in former outings ventured upon the atmosphere,
8 HEAM (kM. now white-haired, I sing and gaze, head hanging in bitterness.

REDE LY, SRS H KB CE N A AL . DI o Bzt
HEHEE. 15, BB, B Ak, KERK. [MEASRER] R, Tl
A AR, IRBEgE oK A, tENBLSEN . EAAR, #EEET, 2T

» BTEE L, MEAAEE, HMEAN. I9RSEH, WK, FISRAN. BUEFT,
MEAE, FREAN. MifE] , s, SEE, Zaail2gt. TFRMM] . THE
Rl . FoTHF] 7 T8 5, T3 T 7. TR . THER] . Jik
& T3] 7. TiN"4), E U RS PR B, [AREEEHER] , BEY
FREFRERR =R, TEhREsH. MEEALE, RMERD, FFEFER, AEEFE
%,u&ﬁﬁfﬁﬁmmjﬁ%% BULRESZ, BAREgER L. ARG
BZN, TMEBEAFR AR R @,%Wﬁw,ﬁﬁﬁw¥ﬂﬁzﬁ DY(E:e
AR, RMTREASIR I Tak? [07] , Wk, [2], #H#E, M
Wy, —UHEE; —UHE, NN, TRBRIE, REZEE, HEAATHEEE.

118

The latter section [lines 5-8] turns from the past to the present day. In the autumn
of Bingwu of the first year of Dali period,'"” the “Qiuxing” series was composed. So that
the bitterness of “sing and gaze” [in line 8] can be brought out.

It is said that in the old days, between Kunwu, Yusu and Meipi, there were land
and water. “Fair maidens gathered kingfisher plumes” [in line 5] took place on the land

"8 DSJ, 186-187.
"9 Bingwu A4 is a traditional Chinese way to count the year, it refers to the year 766. Dali K J& refers to the
regnal period 766-779 of Emperor Daizong of Tang, who reigned from 762 to 779.
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whereas “undying companions shared a boat” [in line 6] took place in the water,
exploiting fully the evocation (xing) from both water and land. “Fair maidens” (jiaren 1

A) [in line 5] is different from meiren or liren.'*® From top to bottom, from bottom to top,
to look at her from every angle, there is nowhere imperfect, that is called “jiaren.” To
give a sweet smile with a pair of beautiful eyes, taking advantage of the gods and
emperors, that is called “meiren.” To compete with others on beauty but the beauty is not
far from each other, that is called “liren.” “Undying companions” [in line 6] are like Li
and Guo sailing on the same boat, like immortals when looked at from afar.'*! In “as
gentle gifts in spring” [line 5] and “moved further on that evening” [line 6], the word
“spring” and the word “evening” work as a counterattack to the word “autumn.” “As
gentle gifts” and “moved further” have the implication of xing #i. Lines 5-6 are about to
turn to today’s composition of the “Qiuxing” series.

“My colored brush in former outings ventured upon the atmosphere” [line 7]
alludes that the Master once offered three poetic expositions (fu) at Peng-lai Palace and
his talent moved the emperor.'** Although it was the case, [the Master] brought it up here
not for exaggeration, but to use it to turn to “now white-haired, I sing and gaze, head
hanging in bitterness” [line 8]. [The Master] was saying he was in the edge of the world,
poor and old. [He] gazed towards the capital, it was as if [the capital] was far away in the
sky. He did not see any beauties “gathering kingfisher plumes,” nor were there any
“companions sharing a boat.” White-haired, he looked forlorn; dejected, he had no one to
depend upon. [He could] only take the brush that once “ventured upon the atmosphere” to
compose this poem that had deeply distressed the heaven. How could he keep the tears
from flowing down? “Sing” [in line 8] is singing the “Qiuxing” poems; “gaze” [in line §]
is gazing at the capital. [The Master was] singing while [he was] gazing; [he was] gazing
while [he was] singing. Then [his] head lowered to the knee, tears rolled down [his]
cheeks. The bitterness was beyond description.

| QZIE(D |

TEEANRRERT, LrMARE. NERBRIMIEMHER, ANRIEHESE
M. EERA, FEEM, ROME, EHEZR, FrEEd. HEET— 1)
7, ESMM-LREERRR, HiEH [ BN ETIRE | bk, Mahn /et
ANEANT =AM E N5 PR 7, 2 LMKE, WA, R
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[A8E] 2RE0, A [KHE] BE0. LEEm [ m T#] .
i R MRFE] , E 02 B Dt !

120 The more straightforward translation of jiaren 13: \ is beauties or beautiful girls. Meiren 35 \ and liren &\
have the similar meaning.

Li refers to Li Ying Z=/f, a governor in Eastern Han. Guo refers to Guo Tai ¥§Z%, an Eastern Han scholar.
According to “Biography of Guo Tai” (Guo Tai zhuan F[Z&18) in Hou Han shu, “Guo Tai and Li Ying sailed on the
same boat, all the guests looked at them at a distance and thought they were immortals™ 7= BL24= J# [5] -, &
WY, LLAMIIE. See DSJ, 189, the eighth note.

'22 In the tenth year of the Tianbao period [i.e. 751] during the reign of Emperor Xuanzong of Tang, Du Fu offered
“Three Grand Poetic Expositions of Rites” (San da i fu = K1EHR) at the court. See DSXZ, 2103.
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BEOAREARFE S TRMT, SaeRst. Tk, 2

Other Commentary

Line 5 describes fair maidens gathering kingfisher plumes and seeking for flowers.
Women had their compassion. Line 6 describes moving further in the evening with
undying companions. When night fell, candles were brought out to prolong the pleasure.
[The Master] wielded the brush and scribbled on the paper. The brush moved like cloud
and mist, in an instant a poem was completed. [The Master’s brush] ventured upon the
atmosphere, as it should be. Yet “former” was stealthily slipped into the line, making
Lines 1 through 7 wail like ghosts, forcing out “now white-haired, I sing and gaze, head
hanging in bitterness” [line 8] which summed up the above eight poems in sixteen
sections with sixty-three lines and four hundred and forty-one characters. [The Master]
danced with hands and feet [i.e. a kenning for “writing poetry’] for so long, yet in the end
tiles cracked and ice thawed, mist gone and only ashes left, there was no place where [the
Master] could catch a breath!'**

“White-haired” was already heart-breaking, white-haired and “head hanging” was
even more heart-breaking. In white hair, [the Master] would “sing” and “gaze” and [feel]
“bitterness” and in the end, “head hanging.” This is why the heart-break was to the bone!

The eight poems in sixteen sections all derive from “sing,” “gaze” and
“bitterness.” As to “head hanging,” before [the Master] composed this poem, [he] already
hung his head like this. After [he] composed this poem, he still had to hang his head like
this.

Look at the eight poems. Are they one poem, or eight poems? [Can we] add one
more poem or not? [Can we] leave out one poem or not? [Can we] add one more line or
not? [Can we] leave out one line or not? Look at the eight poems, are they dissectable or

13 DSJ, 196-197.

124

The two phrases “tiles cracked and ice thawed” (wajie bingxiao FLI#VKYH) and “mist gone and only ashes left”

(vanjin huijin W& K JE) both describe a state of falling apart and collapse.
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not? Am I giving some strained and far-fetched interpretations or not? Those talents with
a brocaded heart and an embroidered mouth will be the judge.'?

“Since a [Regulated Verse] poem originally took eight lines as its rule, how can I
analyze it by forcibly dividing it into two parts? It should be known that I am not trying
to grow an ulcer on a piece of wholesome meat: I am simply suiting the remedy to the
disease. When the Tang poets prescribed eight lines [for the Regulated Verse], it
originally meant to take two lines as “beginning” (gi), two lines as “continuation” (cheng),
two lines as “shift in meaning” (zhuan), and two lines as “summation” (4e). This is a
fixed rule. Then [some Tang poets] simply made the first and last couplets metrically
more flexible, while regarding it a merit to have two fine antithetical couplets in the
middle. Consequently, later poets began to follow the set pattern and vainly to compete
for what is fine and delicate, while ignoring the main meaning [of the poem]. When
people write poetry of late, they go so far as to take the middle four lines to be the main
body of the poem, and then insert two lines at the front as the beginning and add two
lines to the end as the conclusion.”'*

People in their childhood hear [the set pattern]. After they grow up, they take it
for granted. From the day they pick up the pen and start learning to chant a poem, till they
sit square, twirl the beard and claim to be the senior of poetry, they simply regard it as an
absolutely unchangeable pattern.

“How would they know that lines three and four solely continue lines one and two,
and that the meaning of the latter is high and lofty and [their organization] stricter than
the former; and that lines five and six yield lines seven and eight, and that the latter are
subtle and deep and yet more moving than the former? How can they use the two words
“beginning” and “conclusion” to obliterate the countless efforts of the ancients? For this
reason, I do not mind being quarrelsome, or to analyze a poem by dividing it [into two
parts]. Those who blame me say that a poem is originally a single entity, so how can it be
split into two sections? But those who know me say that in my analysis of a poem, when
divided into sections, the poem actually becomes one; and that in the murky analysis of
others, when the sections are put together, the poem actually splits apart.”'*’

To divide a poem into former section and latter section, yet there is coherent air
streaming from beginning to end. To split a poem with beginning and conclusion, then it
becomes redundant and cumbersome.

“This is why I cannot but argue earnestly even at the risk of being ridiculed. A
thousand years later my effort may be appreciated.”'**

Three points stand out in Jin Shengtan’s particularly long commentary on the latter

section. The first is that in his reading of lines 5-6, he has embellished these two lines with

12 The phrase “brocaded heart and embroidered mouth” (jinxin xiukou #7048 171) is usually used to describe an
elegant and refined literary style or polished and flowery literary writing. Here they are Jin Shengtan’s ideal peers,
skilled literary interpreters.

26 This paragraph of translation [i.e. from FF4< L\ A1) A% to J& I FH#4 i 71) A4 in the Chinese text] is borrowed
from John Ching-yu Wang, Chin Sheng-t’an, 106-107. I’ve changed the Wade-Giles transcriptions to pinyin.

127 This paragraph [i.e. from 15 %1 =42 BK— — to A 1M 5443 ] is also borrowed from Wang, Chin Sheng-
t’an, 107.

% Tbid.
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additional details, even to a degree of exaggeration. He spends quite a few words explaining how

Jjiaren 1\ is different from meiren 3 N\ and liren & \. He points out that “the word ‘spring’
(chun 7°) and the word ‘evening’ (wan #f) work as a counterattack to the word ‘autumn’ (giu
#K).” The fastidiousness about words on one hand is Jin Shengtan’s way to confirm Du Fu’s

superb mastery over diction. On the other hand, Jin Shengtan is also indirectly showing off his

Incisiveness.

The second point is that Jin Shengtan has concentrated on the three words “sing” (yin %),
“gaze” (wang %) and “bitterness” (ku 77) in line 8 to give an ultimate portrait of Du Fu. The

weary whitish hue and lowering posture in line 8 stands in contrast to the bright and uplifting
line 7. Jin Shengtan specifically mentions the time Du Fu composed expositions at Penglai
Palace in his comments on line 7. Later in “Other Commentary,” Jin Shengtan uses “danced with

hands and feet” F- /£ #¥ as a kenning for Du Fu composing and chanting the “Qiuxing” series.

The imagery of dancing with hands and feet could also refer to the excitement from those days
when Du Fu’s talent was recognized. However, now the scene turns into “yet tiles cracked and
ice thawed, mist gone and only ashes left, there was no place where [the Master] could catch a
breath!” Glorious past is written only to bring out the opposite present. “Qiuxing” ends with the
Master’s “head hanging in bitterness.” This posture symbolizes the cease of singing (yin) and
gazing (wang). It also symbolizes a resolution of the conflict-evoking dramatization. Jin
Shengtan lays aside the unsettling and restless part and portrays Du Fu’s final image as a
stabilized introspective one.

The third point can be found in the last part of the commentary, in which Jin Shengtan no
longer centers upon the “Qiuxing” series, but starts to defend his “dissection” (fenjie) approach.

He puts himself in a position between the ancient (guren 15 A, in this case Du Fu) and the
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“talents with a brocaded heart and an embroidered mouth” (jinxinxiukou caizi $:.Co&8 11 71
from the later generation. He regards himself as the medium for getting Du Fu’s message across.
This attitude of Jin Shengtan is frequently expressed in his commentaries on Du Fu’s poetry. For
instance, in the commentary on “To Observe a Horse Painting by General Cao at Secretary Wei
Feng’s Residence” (“Wei Feng Lushi zhai guan Cao Jiangjun huamatu ge” & J &5 S £l & %
B 5 F5 [E#K),"*° Jin Shengtan says “The Master has embroidered a pair of yuanyang, and 1,
Shengtan, have handed over the golden needle” J:2E RE4H & &, BB & #F5 % and “1
wrote these words to the later generation and they should learn it” 275844 N, ¥#7EE2:4. I

other words, Jin Shengtan is indicating that his commentary is the golden needle here.

When Jin Shengtan writes commentaries on the eight poems, he is also differentiating his
comments from Du Fu’s poems. The differentiation is reflected both from the content and the
style, i.e. what Jin Shengtan has said and how he says it. By concentrating on certain images and
embellishing the narrative with additional details, Jin Shengtan has evoked a series of conflicts
and displayed a dramatized image of Du Fu. The way Jin Shengtan presents his interpretation is
also to some extent dramatized as Jin Shengtan has invested himself with a certain character
when he shows up as the “incisive Shengtan” that speaks for Master Du. The differentiation
provides Jin Shengtan a way to parallelize and identify with Du Fu, as he repeatedly claims in

the commentaries that he is the one who truly sees through Du Fu’s poems. In this sense, the

129 For the Chinese text, see DSXJ, 1152.

% For the commentary, see DS.J, 140. Yuanyang refers to mandarin ducks. In Chinese culture, a pair of mandarin
ducks is the symbol of conjugal love. Here yuanyang refers to the fine poetry Du Fu wrote. Golden needle refers to
the method or technique in writing poetry. Jin Shengtan’s words on yuanyang and golden needle very likely
originate from one of Yuan Haowen’s JG#F [ (1190-1257) poems, in which Yuan writes, “Yuanyang have been
embroidered, you can just present them to the audience, yet the golden needle should not be passed to others” % &
G T IRREE, A4 #HE LA See Zhong Xing, ed., Yuan Haowen shiwen xuanzhu (Shanghai: Shanghai guji
chubanshe, 1990), 11.



47

differentiation has become another kind of assimilation, which makes Jin Shengtan synchronize

with Du Fu.
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Chapter Two
Jin Shengtan’s Imitation of Du Fu
Although Jin Shengtan is best known for his work on the commentary spectrum, he also

composed a considerable amount of poems. His poem collection is titled Chenyin lou shixuan It
WM EF 1% (Selected Poems of the Tower of [ntonation).131 In this collection, over 380 poems are

included, among which 25 are indicated as imitations of Du Fu.'*
In his preface to Chenyin lou shixuan, the Qing scholar Li Chonghua 2= 55 #£ (1682 — 1755)

made some brief remarks about Jin Shengtan’s interpretation and imitation of Du Fu:

AR RBARE 2N, SHEMMEE. KA (DIMERER) E TR, IRk
AR, BENES, AMEmAoEmES. P

As to Du Fu’s poetry, [Jin Shengtan] particularly singled him out from the Tang poets and
provided more detailed interpretation. I thought his understanding is very unique and
inventive. It was not until I saw some poems from the Chenyin lou collection that I realized
Jin Shengtan had gone deep into the way Du Fu slept, rested, talked and laughed. His talent
is extraordinary and his intent is even more sincere.

In Changjing Tang Du shi jie, Jin Chang also had a short comment regarding Jin Shengtan’s

imitation of Du Fu:

! The English translation of the title is borrowed from Jason Chia-sheng Wang, “Chin Sheng-t’an,” in William H.
Nienhauser, ed., The Indiana Companion to Traditional Chinese Literature, 293. Poems in Chenyin lou shixuan
were not collected by Jin Chang (Jin Shengtan’s cousin). Although in the collection of Jin Shengtan’s commentaries
on Du Fu’s poetry, Jin Chang did include some of Jin Shengtan’s imitations of Du Fu. The reason Jin Chang did not
present all the poems Jin Shengtan wrote is very likely to be the political situation at that time and some of Jin
Shengtan’s poems could be very controversial. The poems in Chenyin lou shixuan were instead collected and
compiled by two persons, one is the Qing scholar Liu Xianting gk &£ (1648-1695), the other is Jin Shengtan’s son-
in-law Shen Liushu $£753#. It is believed that more poems are still missing. For related information, see the
publication notes and Li Chonghua’s preface in Liu Xianting, ed., Chenyin lou shixuan (Shanghai: Shanghai guji
chubenshe, 1979). See also Zhou Xishan, “Jin Shengtan zhumu lueshu,” Suzhou Daxue xuebao (zhexue shehui kexue
ban) 3 (1986): 59-60.

2 In the 25 imitations of Du Fu, 19 poems are indicated as “Imitating Du Shaoling” (Ni Du Shaoling At /> %), 4
poems as “Imitating Du” (Ni Du #t#1), 2 poems as “Borrowing from Du” (Jie Du f&#1). For details, see Chenyin
lou shixuan (CYLSX hearafter), 28-34, 39, 74, 89, 123-124, 151.

133 For the complete preface, see CYLSX, 1-2. Since the version from Shanghai guji publisher is a photographic
reproduction of a Qing manuscript and there is no punctuation, I have also consulted the edited version Jin Shengtan
quanji (JSTQJ).
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WEAERF A M, WZHADURE, R L, MR, 'L AR, M2
A, BfERERMmS.

Changjing’s [i.e. Jin Shengtan] poems have no set style. In general, they cover the whole

range of the fourfold periodization of Tang poetry [i.e. early Tang, high Tang, middle Tang

and late Tang], encompassing it all. But on the whole, they could truly be traced back to Du

Fu’s poetry. Here I attach some imitations of Du Fu.'*> Who would say he has only imitated

the surface?

Li Chonghua and Jin Chang confirmed the profound impact Du Fu had upon Jin Shengtan and
they both spoke highly of Jin Shengtan’s imitations. Their compliments suggest that Jin
Shengtan had imitated not just the pattern or the style of Du Fu’s poetry, but rather, some
intrinsic essence of Du Fu’s poetry. This prompts us to think what the nature of Jin Shengtan’s
imitation is. Similar to commentary, imitation is another form of literary interpretation of the
source text. But unlike commentary, in which the commentator’s role is mainly a reader,
imitation is a more brutal confrontation with the source text in that the commentator becomes a
creator and he rewrites the source text.

In this chapter, I will continue the study of Jin Shengtan’s engagement with Du Fu’s poetry
by looking at seven of his imitations. In order to facilitate the discussion, following each source
poem by Du Fu, I will attach a brief annotation from Qiu Zhao’ao which summarizes the gist and
structure of Du Fu’s poem. I will especially situate the imitations in a context contemporary with
Jin Shengtan and explore how this context influences him to make his voice sound by means of
Du Fu’s poetry. The first section is an introduction of the social-political background to Jin

Shengtan’s poetic compositions. The second section looks at Jin Shengtan’s representation of Du

Fu’s image through some poems on animals. The third section centers upon some poems

34 DSy, 276.

135 Jin Chang’s original words in Chinese are “poems borrowing from Du” (jie Du shi f&#t5%). As previously noted,
Jin Shengtan only marked two poems as “borrowing from Du.” Jin Chang was referring to Jin Shengtan’s imitations
of Du Fu in general in his remark.
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specifically written as a response to a time of chaos. The act of imitating requires Jin Shengtan to
synchronize with Du Fu, completely or partially. However, as we will see in the following two
sections, Jin Shengtan continues to differentiate himself from Du Fu. The differentiation also
imposes paradox and ambiguity on the synchronization. It will be observed how differentiation
and synchronization have achieved a state of coexistence within the imitation poems.
The Background to Jin Shengtan’s Poetic Compositions

The downfall of the Ming dynasty and the following Qing conquest that took place in
1644 is crucial to our understanding of Jin Shengtan’s poetic compositions. As Chao-ying Fang
has observed, “The career of Chin Jen-jui [i.e. Jin Shengtan] can be understood only in the light
of the social and political background of his day. The land was overrun with bandits, the literati
spent their energies in the formation of rival factions, and the dynasty was losing its sovereignty
through the Manchu invasion.”"*® Although 1644 is generally regarded as the time of the
transition from Ming to Qing, the Ming remnant regime [i.e. the Southern Ming] lasted in
mainland China until 1662. Suzhou #% /|, the city Jin Shengtan resided in, was in the Jiangnan
region where the anti-Qing activities were very intense."”” Another fact worth noticing is that Jin

Shengtan was born in the late years of the Wanli & J& (1563-1620) reign, a period that witnessed

significant signs of the decline of the empire."*® Therefore, it can be concluded that Jin Shengtan
had lived his entire life under the influence of the struggling of the Ming dynasty, from the

beginning of its deterioration to the eventual demise of the regime.

136 See Chao-ying Fang, “Chin jen-jui,” in Arthur W. Hummel, ed., Eminent Chinese of the Ch’ing period, 1644-
1912 (Washington: US Government Printing Office, 1943), 164. “Chin jen-jui” 4 A% [i.e. “Jin Renrui” in pinyin]
is Jin Shengtan’s former name.

"7 Jiangnan Y1 Fj in a geographic sense usually refers to the Yangtze River Delta area. For more information of the
Qing conquest of the Jiangnan region and for a careful discussion on the Southern Ming, see Lynn A. Struve, The
Southern Ming, 1644-1662 (New Haven: Yale University Press, 1984).

1% For a detailed account of the Wanli reign and the history of Ming prior to 1644, see Frederick W. Mote and Denis
Twitchett, eds., The Cambridge History of China Volume 7: The Ming Dynasty, 1368-1644, Part I (New York:
Cambridge University Press, 1998).
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Within the context of late Ming, it is not hard to see why Jin Shengtan has prioritized Du
Fu over other poets. As Stephen Owen states, “Du Fu, the ‘poet-historian,” was a powerful model,
and numerous poems bear moving witness both to particular incidents in the Qing conquest and
to the spirit of resistance.”"*’ Nevertheless, in addition to the concerns about the political
situation and Du Fu’s superior writing technique, would it be possible that Jin Shengtan is also
suggesting a desire for recognition and achievement via Du Fu, as he did in his commentaries on
the “Qiuxing” series? To answer this question, we need to take a look at Jin Shengtan’s attitude
towards the Ming-Qing transition.

The following is a brief account of Jin Shengtan’s activities after the fall of Ming:

B, R,

After the Ming-Qing Cataclysm, [Jin Shengtan] abandoned the intention of pursuing an
official career.

TR, #HT0AK, DEEEER AT,

After Ming was conquered, [Jin Shenggan] sat up straight all day long, devoting himself
to reading and writing.

B, WIZ T, SNEREESIARZ R, SSLFF, EARERR. AR DL A AR,
S P

At that time, Ming was conquered. In the Wu area [1.e. Suzhou prefecture], the practice of
giving lectures and founding literary societies was particularly prevalent. Different
societies and schools were founded and they jostled against each other. Renrui [i.e. Jin
Shengtan] with his spectacular talent roamed freely among them.

Jin Shengtan was never an anti-Qing activist. He decided to withdraw himself from a world in a

new order. Yet despite the fact that he neither involved himself in resisting Qing government nor

% Owen, Anthology of Chinese Literature, 1128.

%0 DS.J, 278. See “The Biography of Jin Shengtan” 4> % # 5 2E# by Liao Yan B3 from his Ershigi song Tang
wenji —.+-BENECEE (Writings from the Study of Twenty-seven Pine Trees).

1 DSJ, 279. See the entry “Jin Renrui” 4 A\ Ff by Cai Mianyin 25 & from Qingdai gibai mingren zhuan i/t
H 4 N1& (Biographies of Seven Hundred Notables of the Qing).

2 Ibid., 281.
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did he lean towards the new regime, being an active member in those literary societies, he still
exposed himself to political and cultural currents. As Wai-yee Li points out, “many remnant
subjects of the Ming were involved in loyalist resistance, commented on social ills, debated
moral and philosophical questions, or were deeply concerned with the definition and
transmission of tradition.”'* However, in Jin Shengtan’s late years, he tended to show
identification with the Qing government.

To look at Jin Shengtan’s attitude to the Qing emperor, we may read the following
prefatory notes he wrote for one of his poem series:

NEiEpEy-1EH, AR SAEAR MR, Mk 2 EREMA &, ek [HEh 3w
T FEURFSCIRE M ] 8555, FOURICEAIEIE. iR T, Db i E .

144

In the first month of the Gengzi year [i.e. 1660] during the reign of Emperor Shunzhi,
Shao Lanxue returned from the capital.'* He said that the emperor saw my commentaries
on the works of genius and told his ministers these words, “this is a master-hand of
classical writing, do not size him up with the eye of eight-legged essays.” My cousin
Zhangwen [i.e. Jin Chang] let me know this word by word. I was so grateful that I shed
tears. I thus faced towards north, kowtowed and I offered the poems respectfully.

Despite Jin Shengtan’s eccentricity and his contempt for social conventions, the Confucian urge
in him never died away. As John Ching-yu Wang states, “When he undertook to annotate Tu
Fu’s [Du Fu] poetry in the last years of his life, he admired Tu Fu [Du Fu] not only as a great
poet, but also as a conscientious and loyal minister in the best tradition of Confucian

59146

statesmanship.” ™ However, we can sense from the above notes that Jin Shengtan’s feeling of

143 Qee Wai-yee Li’s introduction in Wilt L. Idema, Wai-yee Li and Ellen Widmer, eds., Trauma and Transcendence
in Early Qing Literature (Cambridge, Massachusetts: Harvard University Asia Center, 2006), 8.

14 CYLSX, 120. See also JSTQJ, 858. These serve as a short preface to Jin Shengtan’s poem series “Chungan
bashou” & J\ & (“Spring Thoughts Eight Poems”).

%5 Shao Lanxue AR is Jin Shengtan’s friend. See Lu Lin, Jin Shengtan shishi yanjiu, 510.

1% John Ching-yu Wang, Chin Sheng-t’an, 37.
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identification very likely came less out of any utilitarian political concerns than an appreciation
for great talent being recognized.
Impersonation of Animals and the Alternative Image of Du Fu

In Chapter One, we discussed Jin Shengtan’s dramatization of Du Fu through some specific

99 ¢¢

images such as “fishermen,” “swallows” and “fish and dragons.” In this section, we will have a
further study of Jin Shengtan’s representation of Du Fu’s image through some individual poems
specifically pertaining to animal images.

Three of Du Fu’s poems will be discussed. The first poem features “muntjac,” a deer-like

animal. According to The Amplification of Roots and Herbs (Bencao yanyi A H473%), a Chinese

materia medica work quoted by Qiu Zhao’ao, muntjacs “mostly live deep in the mountains and
they could make a sound similar to the clash of cymbals” LR BREES , HA e sr.

This description suggests two features of the muntjac that a poet might make use of to make an
allusion — a muntjac is hidden from view, but its sound could get itself noticed.

The following is Du Fu’s “The Muntjac” (Ji E):

Jpg 148 The Muntjac'®

1 7k BLj57% 71, Permanently, [I] said farewell to the limpid brook.

2 5% B E#{H . [I] am indebted for being placed with other sumptuous food.
3 M4 ZAIFE, Lacking the talent to pursue an immortal recluse,'™

4 ANBUMR G B« [1] dare not hate the cook.

5 AL 44, Time of chaos makes light of preserving an animal’s life,

6 T K AAE . a soft sound could lead to fatal misfortune.

7 At KB, Well-dressed officials also become bandits,

8 W M MiZH. wolfing [him] down in a little while.

7 DSXZ, 1533.

"% Ibid.

' For another translation of this poem, See Owen, The Poetry of Du Fu, Book 17, 389.

139 According to the Daoist hagiography Shenxian zhuan #1111 (Biographies of Divine Immortals), one divine
recluse turned into a muntjac after a few decades of dedication to Daoism. See the third note in DSXZ, 1533.
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i

AkBE, BHEAERmSHE. B, RETE, BEAEREIET, §iMit gk

. P

g

[The poem] writes about the muntjac, sighing that it bleated when it shouldn’t. In lines 1-4,

[the poet] took the muntjac’s place and expressed its inner thoughts, regretting that it was

not able to detect the bad omen and stay away from the misfortune. Lines 5-8 lament those

in the world who are greedy and slaughtering animals.

In the English translation, I have bracketed the pronouns “I”” in the first half of the poem and
“him” in line 8 because the voice of the poem is not clearly defined. However, we can assume
that the poem, especially the first half is written in the voice of the muntjac, as it suggests in Qiu
Zhao’ao annotation above. In lines 5-8, the voice is much more ambiguous as we could read the
four lines either as the self-reflection of the muntjac or as an observation from the poet. The
rhetorical humility of lines 1-4 makes lines 5-8 seem objective. Du Fu sympathizes with the
muntjac, but he does not let the sympathy run wild. He identifies himself with the muntjac. But
in the meantime, he keeps his distance from it.

In the previous chapter, we have discussed that Jin Shengtan in his commentaries has evoked

the conflict between remoteness and closeness. In his imitation of this poem, he also takes

distance into consideration:

JEe'>? The Muntjac
At b B Imitating Du Shaoling

1 HF#E&IE, In the green gully, the muntjac could be heard from the farthest,
2 RMEEHEGE . yet it ought not necessarily reach to a splendid feast.

3f[FHMHFE S, Whyis it that a guest from mist and cloud

4 55y L3 T . is being presented in front of the knives and chopsticks?

5 Wi ANTE, Bleating bleating the sound, a slight carelessness.

6 EVE ¥4, Robust robust the body, it is hard to get preserved.
73EEAME, Let the duckweed grow!

8 A CANIE. for in [my] remaining life, [I] cannot ever return.

P! Ibid.
12 CYLSX, 31. See also JSTQJ, 800.
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Jin Shengtan has made two major changes in his imitation. The first is that his poem is
almost fully dedicated to the muntjac. There is no line directly describing the opponent of the
muntjac. Despite the absence of the image of a greedy official, the muntjac is still in a position
being controlled. In line 1, with the word “heard” (wen [#), Jin Shengtan puts the muntjac in a
weak position. The muntjac is being heard and it has been defined as the object of attention from
the very beginning. In line 3, Jin Shengtan addresses the muntjac as the “guest from mist and

cloud” (yanxia ke J#5%%). Further in line 4, the “guest” appears as a cooked dish “being
presented” (chensheng [ £) on the table. Lines 5-6 explain the cause that leads to the muntjac’s

misfortune. Lines 7-8 can be read as the muntjac’s declaration. Jin Shengtan ends the poem in
the muntjac’s voice with an assertive tone.

The second change is that Jin Shengtan has embellished the narrative with a little suspense.
This is in particular reflected from line 2. To understand the suspension, we may take a look at

Jin Shengtan’s commentary on this poem, especially the following two comments:

[0 ] —, TRERE. REREHEARE, S EAEE T H.

The two characters meng 5¢ jiang i [in line 2] are used with wit. It is as if the muntjac is
deeply grateful for not being abandoned, with the implication that the Master felt the pain
from burning the jade and stone together [i.e. the good is destroyed together with the bad].

[ ] &, LIRS, Bk e Nl RIEAR, BBETHEE [BA
AHMARE] W,

“A soft sound could lead to fatal misfortune” [line 6] is saying that it does not even take an
actual move, as long as a person’s name is being talked by people’s mouths, he gets no
protection instantly. This is what Zhuangzi implies by saying “because of its worthlessness,
[this tree] is able to live out the years Heaven gave it.”'>

> DSJ, 207.

> Ibid.

15 The translation of Zhuangzi’s words is borrowed from Burton Watson, The Complete Works of Chuang Tzu
(New York: Columbia University Press, 1968), 209. Zhuangzi was once walking in the mountain and he saw a big
lush tree. However, the woodcutter didn’t cut it because the big tree was of no practical value for anything.
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The first comment shows that Jin Shengtan has paid attention to the odd “indebted to” (meng

Jjiang 531 in line 2. The muntjac is supposed to feel miserable about its dim fate because it “has
no talent” (wucai #£7") to catch up with the “immortal recluse” (xianyin {llif%) and has to be
killed by the* cook” (paochu J& Jif), as lines 3-4 tell us. However, Jin Shengtan indicates that the
muntjac is probably grateful for not being abandoned. In line 2, “sumptuous food” (yuzhuan %
fi#) represents a grand feast the muntjac never expects to be part of. But now, it has reached there
and it is a symbol of acceptance and recognition. In the imitation, Jin Shengtan brings out the
implication of “indebted to” through the first two words “not necessarily” (weibi 74 in line 2.
Despite the fact that the muntjac could bleat loud, the loudness does “not necessarily” take it
anywhere. The sound has to be heard. “Soft sound” (wei sheng &) in line 6 of Du Fu’s poem
is matched by “slight carelessness” (wei bushen f{{AN{H) in the imitation. If without the

recognition from the hunter, the sound won’t stir up anything.

The central theme of Du Fu’s poem is that it is hard to remain intact during a time of chaos.
Jin Shengtan in the imitation does not set up a clear backdrop. He places emphasis on the
muntjac itself and it is an image of a designated muntjac that has been constructed. In Du Fu’s
poem, line 3 claims that the muntjac “has no talent.” Jin Shengtan removes the humility and
presents the muntjac as a chosen one, a recognized one.

In addition, in the second comment, Jin Shengtan brings up the idea of “worth” or “talent”

(cai /), an essential concept in his works. We may read another group of poems on captured

animal to further study how Jin Shengtan deals with cai 71"

Zhuangzi then said the above words. For the complete anecdote, see the chapter “The Mountain Tree” on pages 209-
210.
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The following poem by Du Fu features a kind of fish that can be as long as two to five

meters:

w0 The Sturgeon'’

1 H R B3, Each day it is seen in the Badong Gorge,'™®

2 # VR BT . sturgeon rolling out fresh from waves.

3 BB HE 6K, Their fat and flesh will also be used to feed dogs,

4 £ RA%ZE . so long and big that they won’t be given space to grow up.

5 WA A, The custom of catching fish with bamboo and wood has been lasting long,
6 JAFE 5 Zf# . since when are the wind and thunder willing to offer help?'>’

7 PP B UEVR, In the mud and sand they roll up, sharing their spittle;

8 [Pl B HEM% . turning their heads, there are amazed at the scaly dragons.

Pk, BCRKIMMAEM. FIUSIZRE, FTHRRMZE, @i sagEe. '
[The poem] writes about the sturgeon, sighing that they were so long and big that they got
into trouble. Lines 1-4 talk about how they were taken in a mess. Lines 5-8 express the
feeling of pity. Although [the poet] intended to rescue them, he could not find a way to do so.
In this poem, Du Fu is more like an onlooker without any direct involvement in the narrative.
He presents the sturgeon fish as if he is drawing a picture of it. Lines 1-2 are a background scene
with bright fresh color. In lines 3-4, Du Fu gives a close-up of the appearance of the sturgeon.
Meanwhile, with the appearance of the dogs, the color of the picture abruptly turns dark and dull
in the second half. The sturgeon in this poem is similar to the tree in Zhuangzi’s anecdote in that

the fish is likewise too big to be of any practical value. But unlike the tree which gets to live long,

the sturgeon is killed instead.

1% DSXZ, 1535.

157 For another translation, see Owen, The Poetry of Du Fu, Book 17, 391.

158 Badong is the name of a county which locates at the bank of Yangzi River. It is very likely that Badong Gorge
refers to Wu Gorge here since Wu Mountain is within the Badong area.

19 Regarding this line, Qiu Zhao’ao refers to the Ming scholar Shao Fu’s #Ff# note: “In spring, the water is warm,
the carp fish turns into a dragon, then the wind and thunder follow it” = H JRHE, 1k Z#E, RIAEHEZ. See
DSXZ, 1535. The implication is probably the sturgeon cannot turn into a dragon.

10 pSxz, 1535.
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Before we turn to Jin Shengtan’s imitation, let us first take a look at his commentary, in
which he revolves around the question of cai 7 (talent). The following few paragraphs are Jin

Shengtan’s complete commentary on Du Fu’s “The Sturgeon™:

General comments on the poem:

&Ry, BREKRA, AfEf. BEaEES, Rk ANERA, R NHEiIiHE
Ho BRABHERAWE, MEN NS AR ST T, FAMR? 7L, &&a
TAFRFEEEN, EBDORBERCE LLEL,  SRIFETRAESS ? WEBOm T RS s ki b
G2 UL THR] =5, JRRTA 7

When [ was young, [ was conceited and thought I was a great talent. I couldn’t bear any
frustration. It was like since ancient time till today, only I alone was the great talent, only I
alone went unrewarded. Later on I frequently saw such things happen. Then I started to
realize that since ancient time thousands of millions of extraordinary people have been
buried. Who knows what the limit is?

In the annals of history, there’s a cluster of a hundred people who were in luck and able
to have their own way. If compared with the buried and dead ones, who would know who’s
strong and who’s weak? Alas, how painful! This is why the Master opened this poem with

the words i H (each day) and jian . (see), lamenting all the talents in the world!

Commentary on former section [lines 1-4]:

[HE], BE—Eh, &M, [HIRE] . (8] 5. Pk, HibAeE
S, R WBHME S, ERAELM! BN KA AN, ERRE
WEE. ZOGHTEH, BEARAEMZH, FestdE, FrR, BhAsd. haxH
BEZY, RXTHEF8k? THR] —7, —RKENG—f#F. '

Ri H and jian %, are saying that the sturgeon were coming up one after another. “New”
(xin 3#7) in line 2 is brilliant. When [the sturgeon] first came out, look how well it looked,
how good it appeared! Sadly, later on, they were used to feed the dogs, unfree to go! Lines
3-4 are saying that big talent doesn’t suit small use, which leads to the messy scenes
everywhere.

Confucius in the past had his unexhausted use, thus he worked as an accountant, and he
also took care of cattle and sheep.'® There was nothing he hadn’t done. The body [of the
sturgeon] was hard to get preserved anyway, what sins did the dogs have?

11 DS, 205.

12 Ibid., 205-206

163 According to Zhong Laiyin’s note, this allusion is from “Wan Zhang” & in Mencius, in which it says
“Confucius used to be a minor official looking after the barn and he said ‘just to keep the account clear.” He used to
be a minor official looking after the livestock and he said ‘just to keep the cattle and sheep healthy and strong”” fL
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The two words ri H and jian %, permeate the four lines in the former section.

Commentary on latter section [lines 5-8]:

FARI ML E AR, &AM ER. S HMEA LA ? ef ! HiEar,
RREIRE . BB, MEEHE. <R, SieiEs, M aRrEM
HE? R TA), AR, RERESE. eIV, MUGESEE &, BEREME, RISERlg
W, B A FUA @RS, A2 /E. 547U &R

Fe, WIEBZ, FALER BRI — R ? EARSRRRE AR 1

I often heard in this world once there were wind and thunder that would send the dragon
to the heaven. Today, why didn’t [wind and thunder] render the sturgeon a divine service?
Alas! Out of novelty, wind and thunder would say yes. But since the custom has long been
set, then the wind and thunder just ignored them in the bamboo and wood traps. Who had
ever seen country bumpkins recognize there could be a prime minister of the emperor among
them? They were just so used to seeing him around day and night.

In the last two lines, [the sturgeon] were not amazed at mud and sand, but amazed at the
scaly dragons. Were they to be amazed at mud and sand, it would mean that they were still
proud as dragons-to-be; when they were amazed at the scaly dragons, they resigned
themselves to dying in the mud and sand.

Alas! [If] talented men achieved success and made their name because of talent, then
talent was indeed valuable. If talented men ended up starving to death because of talent, then
when I looked back and thought about it, I would know why I was inferior to a butcher and
wine-seller and ended up this low. Truly [I] should blame not starvation but talent!

In the commentary, Jin Shengtan is very attentive to the two opening words ri H (each day)
and jian %, (see). It can be imagined how Du Fu stood by the river bank every day, looked at the

sturgeon rolling out from the water and also witnessed how they were killed later. And this is

much the same way as Jin Shengtan looked at those “buried and dead” (yansha ¥ &) talents in
history. The commentary starts with “when I was young” 4% 5tIRf. It is then said “later on” 1% 2K
and “I started to realize” 451%. In the end, it is said “when I look back and think about it” [7] & &

Z . A clear timeline can be found in this nearly autobiographical narrative. Jin Shengtan blurs the

TER/TER, H: [GitEmMOR. | EAREE, B: [FEFHREME2. | . See the note in Ibid.,
206.
1% Ibid., 206.
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boundary of time and space and parallelizes himself with Du Fu in the sense that hundreds of
years later they would both be remembered as buried talents.
Compared with the commentary, Jin Shengtan’s imitation of the poem takes the sharp edge

off and he employs a more introspective perspective:

a1 The Sturgeon
Y ARAN Imitating Du Shaoling

1 H/r# B, Tassumed I would end up in Badong Gorge,

2 #EH1%) E4E . who knew I would be exhibited at a grand feast.
3 1A IR, By chance, on wind and waves, I show up;
41557 #5 & . at once, | get trapped by fish net.

5 &kFEAES, Green algae, you are growing thick;

6 JEVLIHANIE . limpid water, I’'m not returning.

7 MEMT A VRBE, Only regret that I didn’t hide deep,

8 AR N1 . how would I dare to expect people’s compassion.

Jin Shengtan makes identification with the sturgeon from the very beginning, as indicated
from the switch to the first person “I assume” (zifen H 47J) in line 1. He takes on the role of

sturgeon and makes the poem read like a confession. Interestingly, he never talks about the
sturgeon’s size, neither does he mention the scaly dragon. He omits two features which have
otherwise been highlighted in Du Fu’s poem. Instead, Jin Shengtan emphasizes how the sturgeon,
by an occasional and incautious appearance, had fallen into trouble. This echoes with line 6 “a

soft sound could lead to fatal misfortune” U & ###E in Du Fu’s “The Muntjac.”

As with the “Qiuxing” poems, the two poems on captured creatures have been dated to the

166

year 766 when Du Fu was living temporarily in Kuizhou. ™" The presentation of the muntjac and

the sturgeon could be either an analogy or a contrast to Du Fu’s condition during his time in

195 CYLSX, 34. JSTQJ, 802.
1% DSXZ, 1533, 1535. In addition to the two poems, Du Fu has six more similar poems on creatures written in the

same year. The titles of the six poems are as follows: “Yingwu” Z5#5 (“The Parrot”), “Guyan” I (“The Lonely
Wild Goose™), “Ou” B (“The Gull”), “Yuan” J& (“The Gibbon”), “Ji” # (“The Rooster”) and “Baixiao” /)
(“The White Small Fish”). These eight poems are sometimes discussed as a group. See DSXZ, 1529-1536.
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Kuizhou as Du Fu, though hiding away from the outside, was not under any unexpected threat.
However, Jin Shengtan seems to be indicating that Du Fu did not completely resign himself to
concealment or tranquility. Deep inside Du Fu’s heart, he perhaps wanted to be heard and sought
after, even to the extent that it might cost his life.

The third Du Fu poem we are about to read was written in 770, the last year of Du Fu’s

life.'®” Du Fu left Kuizhou in the spring of the year 768 and this poem was written when he was

living in a boat in Tanzhou /! of Hunan:'®®

Fe TS+ E® Written in the Boat when the Swallows Came'”°

1 155 2% 8% 4, In Hunan, being a guest, I have gone through springs.

2 FETHTVE M EH. Swallows with mud in their mouth have twice renewed their nests.

3EANMEE T, Inthe past, they flew into my home garden, they used to recognize
their master.

444 HiEA N. Nowadays, during spring and autumn festivals, they look at me from
afar.'”!

5T BEEREE SR =, 1 pity you swallows, having to nest your home here and there.

6 il B FATAGT L & . But how is it different from my resigning myself to a drifting life?

7 B REARRSIE L 25, Momentarily, you talk to me on the mast, but then, you fly away-

8 ZFALHE /K2 7E 1. through flowers, skimming the surface of water, and more teardrops
have wet my kerchief.

LIRS, FOEEaE. 7

In lines 1-4, [the poet] met the swallows in his boat; in lines 5-6, facing the swallows,
[the poet] pitied himself.

Unlike the previous two poems, in which the animals are the dominant subject, this poem

has the image of swallows as an element in the scene. There is no ambiguity as to the voice of

' Ibid., 2063.

'8 1bid. See also Du Fu Nianpu, 127, 140.

' DSXZ, 2063.

170 For another translation, see Owen, The Poetry of Du Fu, Book 23, 195.

"I The festival is for the sacrifice to the god of the land and it is held twice a year (spring and autumn). There will
be quite a lot of activities. It is said that swallows would come during the spring session and fly away in autumn.
Ibid., 2064.

' bid., 2063.
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the poem. The poet is the speaker here. But it adds some complexity to the imitation because in
this case Jin Shengtan could not simply claim the identity of Du Fu directly via the voice of an
animal. In addition, because the swallow is such a frequently occurring image, it is thus of more
abstraction compared with the muntjac and the sturgeon.

The following is Jin Shengtan’s imitation:

HeF 2 S+ /E Written in the Boat when the Swallows Came

HEAt Imitating Du Fu

1 5 H A& KJE, Without an official post, I could only settle in the end of the world.

2 A 2 N #EF#t. However, there are swallows slanting in looking for someone.

3B AW Ay, In the past year when I owned my own property, they did not do so.

4 5 FHH R1#FEZ . But this spring they do, many times at that, when I’m living as a poor
man.

5 M A4S A, Village by village, festival drum is inviting people to share meat.

6 77 Kdmib B €. Riverbank by riverbank, red-wheeled wagons are attending the flower
fair.

7 BRI AR IEATE, 1 suppose you have never got used to flying on such an occasion-

8 WiE A M. beside the sandbank, beneath the tents, silent and still, without any
noise.

In Du Fu’s poem, emphasis is laid on the swallows’ act of leaving, as reflected from lines 3-
4 in which the swallows did not recognize their old master and simply watched him from afar
and also lines 7-8 in which the swallows only lingered a short moment on the boat, not knowing
that the poet hoped they could stay longer to keep him a company. The distance between the poet
and the swallows has been emphasized. In Jin Shengtan’s imitation, the distance tends to be
erased, as shown from line 4 in which the swallows paid the poet a visit and also lines 7-8 in

which the poet was conjecturing what was in the swallows’ mind. However, this closeness is

accompanied by some grudging feelings. In line 2, Jin Shengtan has used the word pian i,

which I have loosely translated as “however.” Pian i has the implication that the appearance of

' CYLSX, 124-125. JSTQJ, 861.
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the swallows was unexpected, even against the poet’s will. Further in lines 7-8, the swallows
seem to be forced to be silent among the busy festival riverbanks and tents. The unwillingness
reveals the impact from the uncontrollable outside, as previously indicated in the poems on
muntjac and sturgeon.

On the other hand, the unsettled side of Du Fu has exposure in the imitation. Line 1 in the
original poem simply says the poet was a wandering guest. Jin Shengtan in the imitation starts
with the fact that the poet was unemployed. He shows the reason behind the wanderings and it
again implies that the poet could not release his unfulfilled political ambition. Moreover,

“looking for someone” (xunren 3 \) in line 2 is also significant because the poet as someone

who still had ambitions left but remained unrecognized would surely hope to be looked for. And
we can learn from lines 3-4 that the swallows had flown through the poet’s place “many times”

(lei R). It is as if the poet had resigned himself to the frustration described in line 1. “However”
(pian fi%), the swallows showed up and reminded the poet of the worldly affairs outside. Lines 5-
6 are an extension of the “spring and autumn festivals” (sheri 1:H) in line 4 of Du Fu’s poem.

The two verbs “inviting” (yao 1) and “attending” (fu itt) both gesture that the poet should go

out.

From the study of the three groups of poems, it can be observed that Jin Shengtan tends to
bring out an alternative image of Du Fu in the imitations. By saying “alternative,” it is meant that
the image Jin Shengtan represents in the imitations is different from the one in Du Fu’s poems.
Jin Shengtan keeps the image of an unrecognized talent as a constant presence in the staging of
Du Fu. He has vitalized the passivity and taken on an active role by claiming the voice of the
animals and stimulating a vibrant relation between the activities of the animals and the

psychological condition of the poet.
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Poetic Response to a Time of Chaos

In this section, four groups of poems will be studied from a perspective related to the
impact political turmoil could have on the poetic creation. Although the four Du Fu poems Jin
Shengtan imitated in this section were not an on-the-spot description of chaos, their reflective
nature provides Jin Shengtan an effective way to channel his own response to a time of chaos
into the imitation.

The first poem was written in 759 when Du Fu was living temporarily in a place called

174

Qinzhou Z& /1| in remote western China.'"* Du Fu previously gave up his official post and moved

to Qinzhou with his family.'” Although he only had a very short stay in Qinzhou,'’® this period
was no less significant in terms of his poetic writing. On one hand, as Owen concludes, “in the
poems from Qin-zhou, for the first time, we see Du Fu beginning to treat the small matters of
everyday life, and finding in those small things deep significance.”'”” On the other hand,
Qinzhou poems were written during the rebellion and could potentially offer a specific
perspective as the direct response to turmoil. It would be critical for us to see how Jin Shengtan
as a literatus who lived through the transitional period from Ming to Qing had employed such a
topic.

The following poem is Du Fu’s “Tong Ping” #iJffi (“The Bronze Flask”):

EF The Bronze Flask'”’

1 gL1% 7 H: 5%, Since the chaos, the green well had been abandoned;
2 RFE A« during peaceful time, jade palace was deep.
38 A Y<K, The bronze flask did not leave the water,

" Du Fu Nianpu, 52-59.

' Tbid.

' Du Fu lived in Qinzhou for less than four months. See Ibid.

"7 Owen, Anthology of Chinese Literature, 426.

'8 DSXZ, 624.

' For another translation, see Owen, The Poetry of Du Fu, Book 8, 185.
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4 {SLH R . through a hundred meter there came a sorrowful sound.'*

5 {14832 A&, Pondering over the palace lady’s mind-

6 JEIEFEZ YT, she must have been sad about the flask’s falling into the cold well.
7 WZHE 5%, The carved dragon has half worn away,

8 WiFHHT 5 4. yet still it can be pawned for gold.

SN, AEREEEHE . B, R, R EELE.
“The Bronze Flask” reflects upon prosperity and decline. The first two lines are separate
[from the main structure]. The middle four lines correspond with “peaceful time” (shi ging
59/ [in line 2]. The last two lines correspond with “since the chaos” (Iuan hou &L1%) [in
line 1].
Jin Shengtan also has a very brief general comment on this poem:
SR, A ROKES, AUUREH, Bt . BT RN AT e ERe '
The bronze flask is a container used in the palace for drawing water [from a well]. It had
been sunk in the dead well for a long time and just reappeared in this world. Was it the
Master saw such a thing in Qinzhou?
Since the bronze flask is an object used in the palace, it will naturally be related to “prosperity
and decline,” as Qiu Zhao’ao points out, which is clearly not a small matter as cleaning up one’s
garden.'® But if we regard the flask simply as an object Du Fu encountered in Qinzhou, it would
be enough for us to see how simplicity could turn into momentum of uneasiness during the time
of chaos.
As suggested in Qiu Zhao’ao’s annotation, lines 1-2 have a quite unusual role in terms of
structure. Line 1 is narrating the past. Line 2 turns backward to the time when it was peaceful

before the chaos. Line 2 therefore works as an interjection of a more distant past. And Du Fu

doesn’t bring the narrative back to the present until the last two lines. Jin Shengtan has an

' In this line, “a hundred meter” (baizhang 1 3X) refers to the long rope used to tie the flask and get water from the
well. See DSXZ, 624.

1 Tbid.

2 DS, 89.

'S Du Fu wrote about some very trivial household matters in other Qinzhou poems. For details, see Owen,
Anthology of Chinese Literature, 426.



66

interlinear comment on line 1 - “a line on its own, not connecting with the following line, an
incredibly marvelous stroke” J{F—%], NELFi#, “FEEZ4E."™ We can also look at part of

his more detailed comments on the correlation between line 1 and the rest of the poem:

[RLR IR, B —6), MER Attt . R iaf:, ABEEtFz R
Ry, JF ERIARES BePRIARN, AR ESL, AR . SR &5
BRSO, AN2IAE, A R
“Since the chaos, the green well had been abandoned” [line 1] is a line on its own,
explaining why the bronze flask reappeared in the world. Right after line 1, there came a full
stop. [The poet] instead recalled the time when the green well had not been abandoned —
above the well there was the deep palace, inside the palace there was the palace lady, the
palace lady turned towards the rope which was one-hundred meter long, one —hundred meter
then brought out the sorrowful sound. The bronze flask was then fully used in a peaceful
time. People gained benefit from it, who knows what the limit is?

Three points are highlighted in the commentary. First, it is emphasized that “chaos” (luan #L)

in line 1 is the reason that the flask could come out. Then in stringing together the images in lines

2-5, i.e. “jade palace” (yaodian ¥ 8%) in line 2, “a hundred meter” (baizhang H ) in line 4 and
“palace lady” (meiren 32 \) in line 5, Jin Shengtan gives an account of the experience of the

flask during peaceful time, which makes up for the gap between line 1 and the other lines.
Second, Jin Shengtan seems to have fore-grounded “palace lady” as a medium between the

bronze flask and the outside. She is the one who would pull the rope, bring upward the flask and

make it connect with the palace. In lines 5-6, Du Fu is imagining that the palace lady might feel

“sad” (bei 1%) when she witnessed the flask’s falling. In this feeling of sadness, the palace lady

realized that the flask had fallen into the well and could no longer be used to draw water.

'8 DSJ, 89. Only a few poems have interlinear comments. Perhaps Jin Shengtan felt the line was so peculiar or well

written that he had to give another comment in addition to the normal block comments.
185 11
Ibid.
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The third point is related to the value of the bronze flask. In Jin Shengtan’s words, the flask
was once “fully used” (zhiyong 3 H) in the palace. Drawing water from the well was the flask’s

real value and it did not get recognized until the moment it fell down. And it was not until it
came out of the well that it regained its value, only the value was an entirely different one. In
lines 7-8, the bronze flask was plucked from obscurity and made a potential gold mine. But it is
worth noting that the scene of pawning the flask for gold, which perhaps took place in a street
market, is in stark contrast to the previous palace scene. The reversal of the flask’s fortune is not
with too much dignity. The seemingly rising movement in the end of the poem is in fact another
falling.

Through disruption of narrative and ellipsis of information, Du Fu’s poem creates a tension
between the two selves of the bronze flask, showing that the true worth of the flask is at lost.

Now let us turn to Jin Shengtan’s imitation:

S0 The Bronze Flask
At b B Imitating Du Shaoling

1 £ \JiR4HF, Palace lady released it from her delicate hands,

2 lLH T 7€ . on this day the flask fell into the cold well.

3 Yt 22 H5E A%, Eroded by mud, the carved dragon was almost gone;
4 R4 B84, yet Heaven had kept its shape and aura complete.
5T 7 #EL, The time encountered is just under turmoil,

6 AL HEIBAE . hopefully you could get a longer delay.

7 W48 4 {5, There is completely no sign of tomorrow’s fortune,
8 IR ZH . 1take deep pity on your early exposure.

Jin Shengtan starts the poem with the palace lady, the medium that connects the bronze flask
and the palace. The first scene he presents is the falling of the bronze flask, marked by the two

words “released” (tuo ffit) in line 1 and “fell into” (xia ) in line 2. In lines 3-4, he describes the

flask’s appearance when it reappeared. Compared with Du Fu’s poem, Jin Shengtan has provided

18 CYLSX, 28. JSTQOJ, 797.
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more detailed information. In line 1, the palace lady’s hands are described as “delicate hands”
(xianshou #7F). In line 2, a specific time “on this day” (ciri It H) is indicated. Line 3 tells us
that the dragon on the flask was “eroded by mud” (nishi JEfill), contrasting sharply with the

delicate hands. Line 4 is almost a complementary line to the last couplet in Du Fu’s poem.

“Shape and aura complete” (tige quan #84% %) corresponds to “half worn away” (ban queluo -
517%) in line 7 of Du Fu’s poem. Jin Shengtan even brings up the omnipotent “Heaven” (tian <),

a power that goes beyond the force of history

We can see that in lines 1-4, Jin Shengtan is trying to make the account less fuzzy and more
decisive. He is reaching for an answer and a resolution. In a sense he has problematized the
original poem. Du Fu does not make any judgmental comments in his poem. The only two words

with human emotions “sorrowful” (ai %¥) in line 4 and “sad” (bei %) in line 6 are written from

the perspective of the palace lady. He simply lays out a picture of the bronze flask’s encounter.
Jin Shengtan makes a big change on this as he has almost spent the entire second half of the
imitation offering his thoughts on the reappearance of the flask. It is as though the flask was in
front of him and he was talking to it in a quite emotional way. He seems to indicate that the
bronze flask would be better off inside the dark dead well because its true identity and worth
would only get alienated and falsified outside. Therefore, the message he is trying to send in the
last lines could be read as a warning to others. It could also be read as a conceited self-assurance
because he might be suggesting that the bronze flask should remain hidden the way the true
meaning of a literary work should be hidden until a brilliant critic, in this case Jin Shengtan,

arrives to uncover it.
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The next poem was dated to the year 766 when Du Fu was in Kuizhou, same as the

. . . . 1
“Qiuxing” series and the poems on captured creatures we discussed earlier.'®’

e The Territory'*’

1 $2EE KR, The territory [of Tang] is the land of Han,

2 [ ¥ [F]Lr o ten thousands of fiefdoms still share one heart.

3 BB EESF, May I ask the retired governor,

4 [ hnf@#5 5 ? what could be better than governing with restraint and virtue?

5 R XN, Frequently summoning people with great talent and morality,

6 5L R 312 . then there would be no need to worry about the invasion of dogs and sheep
[i.e. the enemy].

7 FAR RS K, 1 wish that [our sovereign] would be as wary of war as one is of fire,

8 BUMPUETR . then the royal graciousness would be bestowed upon the whole country
deeply.

M LA, HIUERSELZH, AR,

This poem is a conclusion.'”" It bluntly probes into the cause of the chaos in the past, so it
can be passed on as a warning.

The following is Jin Shengtan’s imitation:

P The Territory
At B Imitating Du Shaoling

1 $&8 5FH[B, The territory of the High Tang,

2 WK SEIs o still the same as it during the reign of Emperor Taizong.

3 HULEHZEHT, But then because an order of military draft has been sent down,
4 F4 HESE . The commoners grow uneasy in their hearts.

5FEERAME, 1" have heard something about rites and sacrifice,

"7 DSXZ, 1519-1520.

"% Ibid., 1527-1528.

18 For another translation, see Owen, The Poetry of Du Fu, Book 17, 383.

0 DSXZ, 1528.

I There are eight poems Du Fu composed that share a common theme as described in “The Territory.” The eight
poems are usually discussed as a group and “The Territory” is the last poem in the group. The previous seven poems
are “Dongfang” i 5 (“The Bridal Chamber”), “Suxi” 15 £ (“The Past”), “Nenghua” fit 2 (“Skilled at Painting”),
“Douji” B #E (“The Cock Fighting”), “Lili” JFRJF& (“The Vivid”), “Luoyang” #% (“The City Luoyang”) and
“Lishan” 511 (“Mount Li”). See DSXZ, 1519-1527. In Duyi #-J& (Conjecturing Du Fu’s Poetry), it is concluded
that “the eight poems all recall the past in Chang’an, the language is ironic so as to give a warning to the emperor
and officials at that time and find a solution to cope with the aftermath” /\ %, HiBEEZMFEH, EHAR, Lo
R E, [EE%Z M. See DSXZ, 1520, the introductory note.

192 CYLSX, 33. JSTQJ, 801.
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6 HANELE . But I've never learned anything about the flags [of war]."*

7 HERi#EEL, The farms and fields are so barren,
8 IREB5)E A, 1 worry deeply that our cunning enemy should know of it [i.e. our internal
famines].

Both poems point out in lines 1-4 that endless war was the problem that existed in
governance. In Du Fu’s poem, lines 5-6 propose a suggestion. In Jin Shengtan’s imitation, there
is no solution provided, but the allusion to Confucius in lines 5-6 indicates that in Jin Shengtan’s
view the right way to rule a country is to rule by humaneness and proper rites instead of by force.

In the imitation, the poet addressed himself as chen [, as if he held a post at court and was

making an admonition to the emperor. In Du Fu’s poem, lines 7-8 give us a bright expectation.
Jin Shengtan’s imitation however, ends with a bleak scene. He might be suggesting that Du Fu’s
expectation could only be an illusion. Jin Shengtan lived in the future that Du Fu anchored his
hope in. But the future is still torn apart by wars and is as chaotic as the time Du Fu lived in. The
imitation testifies to the delusional future that Du Fu was looking forward to. Jin Shengtan chose
to leave the poem in a dark and pessimistic scene which was in need of revival, like the way he
had left the bronze flask.

The next poem was written in 769 when Du Fu was in modern Hunan 7] province.'”?
Before we read the poems, some background information regarding the two “Consorts of Xiang”

(Xiang furen 175 \) needs to be mentioned. Xiang il is the abbreviation for Hunan province.
The two consorts refer to E’huang %% & and Nuying Z¢J%. They were both married to Emperor

Shun %f. After Shun died during his tour around the country, E’huang and Nuying drowned

'3 Loosely translated as the first person “I,” Chen [ is actually the form of title officials would use when they talk
to the emperor.
%% Lines 5-6 alludes to the first teaching from the fifteenth chapter “Duke Ling of Wei” (Wei Ling Gong % /A) in
Analects — “Duke Ling of Wei asked Confucius about arraying troops. Confucius responded, ‘Things on rites and
sacrifice, I’ve heard some; things on the military, I’ve never learned anything.” The next day Confucius left.” 74 %
@Faﬂﬁ%ﬁ’:\%?, LFHE. TMEZEHE, MEMZR, HikZH, R, | BHIET.

DSXZ, 1955.
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themselves in the Xiang River. People thus built the temple in memory of the two consorts and

their uncompromising loyalty towards their husband.'*®

WiJ: AF"7  The Temple of the Consorts of Xiang'”®

1 B AT B, Dignified dignified, the Temple of the Consorts of Xiang;

2 Zf 37K # . from the broken wall, limpid river can be seen, it is spring.

3 & LA #¥, The worms carve words upon the mosses on the jade pendants;
4 FEFEZRMERE . swallows do dances upon the dust on the kingfisher curtain.

5 W YHE VT4, In the evening I go ashore on the wooded bank,

6 B2 & $E . for a faint incense, I borrow duckweed from the shoals.

7 EAERAE, In Cangwu," sorrow is endless;

8 YIRAEHEY . the consorts shed their tears on the bamboo clumps.>”

EPY, #RZ g, RoHGEE. NI, MsbZ R, SO, O

Lines 1-4 describe the scenes inside the temple, writing about its desolation. Lines 5-8
describe the scenes outside the temple, showing the poet’s thoughts.

The following is Jin Shengtan’s imitation:

WIRAF?  The Temple of the Consorts of Xiang

FIT-#5 . Satirizing the officials of a conquered empire

YA Imitating Du Shaoling

1 4{L/K#1&i, Along the river there is a temple for the goddesses,

2 mAESEFR N itis said they are consorts of Emperor Shun.

3 W UR1E M 7E, Yet where are E'huang and Nuying?

4 gl 4= BLH . Worms and snakes are all the ones that are close to this place.

5 ZE MR SA AL, Pulling the curtain, statues of the consorts are solemnly standing there-
6 fiTHRZEVT 4 . stealing a glance at the limpid river, the spring scene.

7 R Wb BAF, They are not necessarily thinking of their husband,

8 JE BRI . the tale of “shedding tears all over the bamboos” is just fictitious.

1% For the tale of Shun and his consorts, see Ibid. Relevant information can also be found in Owen, Anthology of
Chinese Literature, 163.

"7 DSXZ, 1955.

18 For another translation, see Owen, The Poetry of Du Fu, Book 22, 51, 53.

199 Cangwu is the place where Emperor Shun was buried.

2901t is said that after Shun died, E’huang and Nuying cried so much that even the bamboos got stained by their tears.
See the fifth note in DSXZ, 1955.

! bid.

292 CYLSX, 30. JSTQJ, 799.
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There are two distinct changes in the imitation. One is that Jin Shengtan has provided a
subtitle to the imitation. The subtitle openly announces the intention that this poem is written to
“satire the officials of a conquered empire.” The second is he has almost completely reversed the
image of the two consorts. E’huang and Nuying are no longer holy goddesses, but two dissolute
women. Although there is no subtitle or any additional note in Du Fu’s poem, it is commonly
considered that he wrote the poem to implicitly express his loyalty to the country and emperor
through the tale of the loyal consorts.”** Jin Shengtan’s imitation would turn into a complete
parody if without the additional subtitle.

The imitation is now used by Jin Shengtan as an ideal vehicle for writing his own poetic
response to the specific political situation in his time. This reveals an important function of
imitation poetry particularly pertinent to a context of turmoil. As Nicholas Williams puts in his
book, “imitation poetry’s role in political protest, as elsewhere, is founded in its way of
simultaneously concealing and revealing the self, as well as establishing the autonomy of the
poet in a world in which he was otherwise powerless.”**!

Unlike the previous muntjac and sturgeon that are alienated by the world or the bronze flask
whose value is falsified by the world, the image of the Consorts of Xiang is fixed and supposed
to be immune from any outside influence. However, as we have seen, Jin Shengtan himself has
provided a deliberate misrepresentation. The dignified temple is almost demonized in the

imitation. Through breaking the stereotyped faithful image of the consorts, Jin Shengtan is

possibly expressing the skepticism of consistent loyalty in a time full of uncertainties.

23 For annotators’ interpretation of Du Fu’s poem, see DSXZ, 1955-1956.
% Nicholas Morrow Williams, Imitations of the Self: Jiang Yan and Chinese Poetics (Boston: Brill, 2015), 210.
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The last Du Fu poem we are about to read is titled “Melancholy” & (“Chou”). It was written

in spring of the year 767 when Du Fu was in Kuizhou.*"’

4206 207

R Melancholy

JRyE: 5Bk A %88, Original note: Making myself write in Wu style for enjoyment

1 YL H HM A4, River weeds, every single day, arouse the growth of melancholy;

2 FRIRIA R RS o in Wu Gorges, water sounds crisp and melodious, without any humane

sympathies.

3 BB VA SO0, In the whirlpool, herons are bathing, what temperament is that?

4 it 3% H 43 ¥ . The only tree that flowers makes itself stand out.

5 HAEREREEFB, Ten years of war,””® darkening the northern realm;

6 FLIE X Z M. in this foreign land, a guest is getting old in a lonely city.

7 JHKZZ 1173 /L7, Could Wei River and Qin Mountains be seen again?*'’
N4 BEIR R4 . 1 am now exhausted and sick, tyrannies rampage like tigers.

209

, RUEN Y, R . T, BEZRE, BRI

Lines 1-4 describe the scenery in Kuizhou, touching the edge of melancholy. Lines 5-8 tell
the thoughts on the current affairs in Chang’an, conveying the cause of his melancholy.

There are two conflicts in Du Fu’s poem. The first one occurs in the contrast between the
outside “scenes” (jing ) and inner “feelings” (ging 1%).>'> We can tell from Qiu Zhao’ao’s

annotation that this poem is evoked by Kuizhou scenes and in the mean time, it is a meditation
on the capital city. The pattern is thus similar to the “Qiuxing” series. However, unlike the
“Qiuxing” poems which were written in a season mostly connected with “melancholy,” this
poem was composed in spring, the season of life and hope. But Du Fu was in no mood for such a

spring. The growing river weeds in line 1, the crisp and melodious water in line 2, the bathing

25 DSXZ, 1599. See also Du Fu Nianpu, 110.

2 DSXZ, 1599.

27 Bor another translation, see Owen, The Poetry of Du Fu, Book 18, 67.

2% An Lushan Rebellion broke out in 755 and this poem was written in 767, there were roughly ten years in between.
2% “Lonely city” (gucheng ) refers to Kuizhou. See DSXZ, 1599.

219 Both Wei River and Qin Mountains refer to the capital city Chang’an. Ibid.

' DSXZ, 1599.

*12 For a detailed explanation of the two terms, see Owen, Readings in Chinese Literary Thought, 585.
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herons in line 3 and the blooming tree in line 4 — the scenes that are supposed to be cheerful all

turn into the source of melancholy. Du Fu sets himself against the surrounding environment.
The second conflict occurs in the second half of the poem. Du Fu again revolves around the

issues of identity and distance. There exists no unification between the ideal self in mind and the

actual self in reality. In line 6, Du Fu calls himself a “guest” (binke & %). The role of “guest,” as

Owen says in his analysis of another of Du Fu’s late poems, is “the human known in relation to a
subjective topography, a physical displacement of journeys and returns in which all locations but
one remind him he is not ‘at home’.”*"* The role Du Fu gives himself in the poem is a guest, an
outsider. In line 6, “foreign land” (yiyu 213) and “lonely city” (gucheng f\3§) imply a sense of
isolation. This explains his attitude towards the spring scene in lines 1-4. Du Fu kept a distance
from his current community and instead conveyed a longing for another place, in this case the
capital. But he did not belong to the capital either and he was not sure if he could go back to the
capital, as it says in line 7. Du Fu succumbed to neither his ideal self nor his actual self. As a

result, the exact position of him remains ambiguous to us.

Jin Shengtan’s imitation resolves the problem of ambiguity:

R Melancholy

At Imitating Du Fu

1 {L/KIMBEAEF, River water is running, carrying spring- but not considered as a spring
in my eyes;

2VLABVL AKX N o river flowers and river weeds insist on bothering a person.
3 BHEAPREILfT4E ? Poling the boat, turning the rudder, where are you heading to?
4 BEHIE B ANy . Beating the drum, hitting the cymbal, both without any order.*"

213 Shuen-fu Lin and Stephen Owen, eds., The Vitality of the Lyric Voice: Shih Poetry from the Late Han to the
T’ang (Princeton: Princeton University Press, 1986), 96.

214 CYLSX, 124. JSTQJ, 860.

213 In Rites of Zhou JH#4, it is said that “the golden cymbal is used to stop the drum beating” PA4x#% 113, Jin
Shengtan is probably indicating that the poetic persona had lost the sense of direction since he couldn’t get the right
order from the instruments. Since drum and cymbal are also used to give orders during war, Jin Shengtan might also
be indicating the chaos caused by war.
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5 ARk B I, In Wu Gorges, the gibbons are truly crying blood;
6 4 K EHM Az iEfH . the morning rain from the Chu sky can best communicate with the
deity.*'°
7 ZRERZT RGN A, Tintend to send my utmost sincerity,
8 Wk I 4L = . by virtue of a gust of wind, to the Zichen palace.?”
Jin Shengtan’s resolution of ambiguity can be illustrated from three aspects. First, in terms
of structure, there is an ellipsis in Jin Shengtan’s presentation of the spring scenes and he instead

gives a stretch to the underlying cause of melancholy. In lines 1-2, he simply uses three general
images “river water” (jiangshui {1.7K), “river flowers” (jianghua {1.1£) and “river weeds”
(jiangcao YL#Y) to illustrate spring. Instead of showing specific scenes, as Du Fu does in the first
half of his poem, Jin Shengtan simply tells us in a summarizing way that the time is spring and it
is “troubling me” (chouren 7 \). Jin Shengtan does not give readers any chance to ponder over
detailed images and their implications. He comes straight to the point. The opening two lines in
the imitation can be considered as a diegetic mode of Du Fu’s more mimetic narrative.

But Jin Shengtan is not just being concise in lines 1-2, he is also trying to be conclusive. We
can find the trace of conclusiveness from “not considered as” (budang AN'&) in line 1 and “insist
on” (gu #{) in line 2. Conciseness and conclusiveness have combined to create an effect of
confirmation. This brings up the second way of resolving ambiguity, which lies in Jin Shengtan’s
use of confirmative diction. In line 4, we encounter another negative phrase “without any order”
(bulun AMiw). In line 5, Jin Shengtan employs “truly” (zhen ) to highlight the scene of the

gibbons crying blood. In line 6, he uses a superlative “best” (zui #¢) to modify the mystical

power of the rain. In line 7, he again uses a superlative “utmost” (jing ##) to describe the

216 Chu % is a state in ancient Zhou J& Dynasty. Its territory includes the Kuizhou area. Therefore, here the “Chu
sky” refers to the sky of Kuizhou.
217 Zichen £ 7% is the name of a Tang palace, in which the Emperor usually hears and administers state affairs.
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sincerity. Jin Shengtan avoids a moderate tone and frequently emphasizes absoluteness. He sets
an indubitable tone for his imitation.
So far we have touched upon almost the entire poem except line 3 and line 8. Jin Shengtan

poses a question “where are you heading to” (ru hewang 1% {7/4%) in line 3. This could be just a

rhetorical question since line 4 has the implication that the world is not in order and no shelter
could be found. However, Jin Shengtan further provides an answer to the question in the last two
lines. The poet has a clear target and is in no way directionless. He intends to send his “utmost

sincerity” (jingcheng i) to the emperor’s palace. In other words, he yearns for recognition

and he wants to achieve his ambition. The “Du Fu” in Jin Shengtan’s imitation expresses his
pride and confidence regardless of the unfulfilled ambition. The “Du Fu” has been given a full
exposure of his hidden self. In this group of poems, Du Fu leaves the poem in a dark, pessimistic
scene while Jin Shengtan makes the ending high-spirited and vigorous.

From the study of the four groups of poems, we can make the observation that Jin
Shengtan’s imitations can work as a text complementary to Du Fu’s poems. This complementary
convergence however, is achieved by writing from the opposite side of Du Fu’s perspective. Two
forces help to bring about Jin Shengtan’s reversal. One is the impact of the Ming-Qing cataclysm.
Almost a thousand years had elapsed since Du Fu composed those poems, yet chaos and
confusion remained the same. In the imitations, there is some harshness added to shatter the
illusions about an ideal future. The other force is Jin Shengtan’s identification with Du Fu. On
one hand, Jin Shengtan makes his imitations different to show the readers that he is able to
decipher the hidden messages and bring Du Fu’s brilliance to light. On the other hand, Jin

Shengtan has a transcendental sympathy for Du Fu. Although Du Fu never really made it in the
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political arena, his poems should be remembered and recorded with the passage of time. And Jin

Shengtan, with his interpretation of Du Fu, should not be buried either.
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Conclusion

In this thesis I have endeavored to make some meaning of Jin Shengtan’s tactical
interpretation of Du Fu in both commentaries and imitations. Instead of offering a generalized
discussion on Jin Shengtan’s works on poetry or centering upon the methodological fenjie
approach, I have chosen to turn the spotlight on the nuanced specifics by looking closely at the
content per se in a few examples.

To make the conclusion, I would like to bring the attention back to the two keywords in
the title of this thesis — synchronization and differentiation. Throughout Jin Shengtan’s
commentaries and imitations, he is showing the readers that only in his hands could Du Fu’s
poems be revived. His claim of Du Fu’s intent, together with the timeless sympathy he shared
with Du Fu, give the effect of having his text and Du Fu’s text move at same speed on the same
page. In this sense, an effect of synchronization has been achieved. Specifically speaking, Jin
Shengtan’s synchronization with Du Fu is demonstrated in two aspects. The first aspect is
inherent in Jin Shengtan’s role as a commentator and a reader. Du Fu’s poems as the objective
texts are the “facts” that Jin Shengtan needs to base his interpretation upon. This natural relation
requires Jin Shengtan to stay homologous with Du Fu, and this is achieved by leaning towards
Du Fu’s psychological activities. The second aspect lies in Jin Shengtan’s occasional deliberate
identification with Du Fu. Jin Shengtan makes constant claims in the commentaries that he is the
one who truly fully apprehends the ingenuity in Du Fu’s poetry. And further in the imitations, he
juxtaposes himself with Du Fu as buried talents that ought to be appreciated by later generations.

Jin Shengtan’s differentiation with Du Fu can also be understood from two sides. The

first is Jin Shengtan’s iconoclasm, i.e. when Jin Shengtan is being “different.” His different side
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is reflected from those places where his words stand out as being inventive, interesting or even
ostentatious. In the second chapter, I especially considered Jin Shengtan’s poems as some poetic
responses to a time of chaos and suggested that the social political context at that time has to a
certain degree forced Jin Shengtan to be that different from Du Fu. The differentiation is also
displayed in the character Jin Shengtan has created for himself. Occasionally Jin Shengtan would
stay away from the synchronization and portray himself as an independent reader presenting Du
Fu’s brilliance to other readers whom he deemed as benighted.

Through this study I have tried to show in Jin Shengtan’s engagement with Du Fu’s
poetry, the “synchronization — differentiation” relation, which seems to be paradoxical, has
worked as a reciprocal one. Du Fu’s hidden character gets vitalized in Jin Shengtan’s
commentaries and imitations and some untold stories have been brought to life. Jin Shengtan has
also gained power from Du Fu’s poems to voice his own anxieties about living in a world full of
changes.

Admittedly, it will be cart-before-horse thinking if we prioritize Jin Shengtan’s
contribution to poetry over vernacular literature, not to mention the fact that he is clearly not of

2.
=z

much significance when compared with other late Ming poets such as Qian Qianyi #% 5 &
(1582-1664) or Wu Weiye %z 3£ (1609-1672). However, as the poetic responses produced in a

chaotic but critical transitional Ming-Qing period, Jin Shengtan’s poems deserve to be studied in
their own right, especially when Jin Shengtan has prioritized Du Fu, chronicler of the An Lushan
rebellion, over other poets.

In regard to this topic, there are also some other potential questions for future studies to
follow. For instance, we could step forward from Jin Shengtan’s interpretation of Du Fu and look

at his other poetry-related works and build up a picture of Jin Shengtan’s poetics. In addition, as



80

shown in the “other commentary” (biepi jil|#it) situation in the “Qiuxing” series, Jin Shengtan is

not the only one involved in the circulation and formation of his works. Given the development
of print culture in late Ming, it would be interesting to look at how Jin Shengtan’s works were

brought into their current shape.
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