% JOURNAL OF CHINESE HUMANITIES 9 (2023) 410—432

BRILL brill.com/joch

“Chunjiang huayue ye” in the History of
Sinographic Literature in East Asia

Bian Dongbo N HfF
Professor, School of Liberal Arts, Nanjing University, Nanjing, Jiangsu, China
dongbobian@nju.edu.cn

Received 12 June 2023 | Accepted 12 July 2023 |
Published online 29 January 2024

Abstract

Zhang Ruoxu’s poem “Chunjiang huayue ye,” reached Japan and Korea in the anthol-
ogy Tangshi xuan compiled by the Ming dynasty scholar Li Panlong. In the mid-Edo
period, under the influence of the “Kobunjigaku” (Ancient Rhetoric School) repre-
sented by Ogyu Sorai, the Tangshi xuan anthology enjoyed a phase of great popularity
and became the widest-read Tang poetry work at the time. Because “Chunjiang huayue
ye” was included in Tangshi xuan, it was also widely read. Many versions of Tangshi
xuan containing abundant commentaries on “Chunjiang huayue ye” were published
in Japan; most of these focus on art appreciation and comment on the poem in con-
siderable depth. China, Japan, and Korea also produced many response poems and
imitations of “Chunjiang huayue ye.” Of these, the Chinese imitations were closest to
the original work, the Japanese ones had greater ideological depth and echoed the
commentaries on the poem, and the Korean ones were all rhymed response poems
that were integrated into Korean culture over time. As a literary classic, “Chunjiang
huayue ye” transcended its original era and at the same time broke the barriers of
space, becoming world literature appreciated by people in other countries.
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“CHUNJIANG HUAYUE YE” IN SINOGRAPHIC LITERATURE 411
1 Imitations of “Chunjiang huayue ye” in Ming and Qing Literature

Zhang Ruoxu’s 5535 (660-720) poem “Chunjiang huayue ye” FH/ Tt A%
(Spring Blossoms on a Moonlit River) is a classic of East Asian literature: it
has been called “the poem of poems, the supreme of supremes,” and it has
been said of Zhang Ruoxu that “[his] poem was the only one, and yet it was for
everyone.”? Zhang Ruoxu has no individual poetry collections. “Chunjiang hua-
yue ye” has survived thanks to its inclusion in general poetry anthologies. It was
first seen in Volume 47 of the Yuefu shiji 445554 However, for hundreds of
years, “Chunjiang huayue ye” did not received the attention it deserved in terms
of literary value. Cheng Qianfan 2/, (1913—2000) believes that the Jiajing
5215 (1522-1566) period of the Ming (1368-1644) dynasty was a turning point
for the fate of “Chunjiang huayue ye” in the literary world. Li Panlong Z=Z£5E
(1514-1570) chose this poem to be included in his Gujin shishan <55, and
many anthologies of Tang (618-907) poetry compiled during the Ming also
selected it.3 At the same time, Hu Yinglin's £ &} (1551-1602) notes on poetry
Shisou neibian 5% N4 called this poem “smooth and graceful”* and praised
it highly. The poem’s literary value was gradually being recognized. “Chunjiang
huayue ye” became a classic of East Asian literature, and it connects closely to
the spread of book culture and literary thought in East Asia during the Ming
dynasty. Cheng Qianfan points out that the reason why the poem was selected
for both Li Panlong’s Gujin shishan and Tangshi xuan JE7575 is related to the
changes in literary thought in the mid and late Ming dynasty:

Zhang Ruoxu’s work belongs to the same style as the Four Paragons of
the Early Tang (Wang Bo 7%}, Yang Jiong 15/, Lu Zhaolin & f&3#f, and
Luo Binwang §%% T ). Therefore, in the history of literature, it has shared
the same fate with the Four Paragons, rising and falling the same way.
As the status of the Four Paragons improved, their works were also taken

1 Wen Yiduo [#—2%%, “Gongtishi de zishu” = #5551 EE, in Tangshi zalun FEFFHE, ed.
Wen Yiduo [i]—2% (Shanghai: Shanghai guji chubanshe, 1998), 18.

2 Wang Kaiyun E[&3#, “Wang Zhi” T, in Xiangqi lou wenji 45 SCEE, ed. Ma Jigao
FE &S (Changsha: Yuelu shushe, 1996), 1: 2.533.

3 Cheng Qianfan £}, “Chunjiang huayue ye’' de bei lijie he bei wujie” (FTAEH
IR ) BYHRBHAR AN, 2522, in Gushi kaosuo T35 2, ed. Cheng Qianfan ££ [, (Shanghai:
Shanghai guji chubanshe, 1984), 87.

4 Hu Yinglin &HFERE Shisou neibian 5% N4% (Shanghai: Shanghai guji chubanshe,
1979), 3.51.

JOURNAL OF CHINESE HUMANITIES 9 (2023) 410—432



412

BIAN

more seriously. This is precisely why Zhang Ruoxu’s “Chunjiang huayue
ye” appears in many anthologies, starting from Li Panlong’s Gujin shishan.
This poem is in the style of Wang, Yang, Lu, and Luo, and so its histori-
cal destiny has fluctuated along with theirs. This is our starting point for
understanding this poem.5

With the “re-discovery” of “Chunjiang huayue ye,” a series of imitation poems

emerged from the mid to late Ming period onwards.® Gong Xiuling’s E{Z#;
(1574-1641) “Chunye you huai ci Zhang Ruoxu giyan guyun” H& A EIGRE
=1 is one of these early response poems that maintained the same
rhyme scheme (ciyun shi KEHEF):

The spring water and the sea merge on the horizon; spring thoughts grow
with the spring moon.

I am not sure where I am; my eyes only see the moon, shining brightly.

If the moonlight reaches the green fields, the river will be full of flying
droplets.

The river view is vaguely present, but the white sand is not visible.

Colourful clouds dissipate into dust, and the bright moon becomes a full
circle.

May I always be with the moon, and may the moon always shine on the
people on my mind.

How can there be no moon when there is love in life? The moon is also
similar to our emotions.

Far away from the stars, I feel self-pity; the head of the bright river cannot
be seen.

5 Cheng Qianfan, “Chunjiang huayue ye’ de bei lijie he bei wujie,” 89—93.

6 Wang Dongliang Tff# and Wang Gang T[ll, “Chunjiang huayue ye’ wenxueshi jiazhi
xintan-jieshoushi shiye xia de chanshi” (FLEH®) CEESEEENR— 258
TR NOYRERE, Zhongguo haiyang daxue xuebao FUEERE R ELELEY, no. 1 (2009) shows
there are seventeen seven-character works named “Spring Blossoms on a Moonlight River”
from the Ming and Qing (1616—1911) period. (There is no information on Gong Xiuling and
Qiu Lian’s 258 (1644-1729) poems discussed in this article; this could be added.) The three
poems discussed in this article are the same as Zhang Ruoxu’s poem, and all have thirty-six
seven-character lines. Huang Ruheng 45 (1558-1626) and Xiong Mingyu SEHHH
(1579-1649) also authored a seven-character long poem entitled “Chunjiang huayue ye.” It
was written at about the same time as Gong Xiuling’s, and both will have been influenced by
the prevailing trends of their time.
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The dream of longing is in vain; the pair of us are scattered in two places,
each worried.

The flat boat is not illuminated by the bright moon; the moonlight fills
the place with lovesickness.

The water ripples by the moonlight; my lonely figure projects onto this
jade mirror.

I ponder in pain and humiliation; why do so, when clearly this mood will
repeat?

The sound of a jade flute by the river is unbearable; may it float into the
moon blossom and fly to you.

There is no letter from a messenger in a hundred miles; how can I see
your response poem, embroidered on brocade?

All the plum blossoms have fallen, and so have the apricot blossoms;
as the spring breeze picks up, whose house will it blow them to?

The clear moonlight hangs from the willow branches; their hazy reflec-
tions point westward.

The riverside is covered with mist and clouds; the path by the river comes
and goes.

It is better to return together by the moonlight, as the roselles reflect on
the woods along the river.

R KFRY > REEBEHL -
FEAH TR E - ROCZEFIHEHN -
A S > IS IR -
JERIRMAE H AT > S e R
K BRI FIRIRE > EBAVE J7 R -
FEFRIFIFH 65 H > FR AR R IR -
NEAEH S > AZETIRHEI -
EREESE BN E - A REBOTHEK -
BB — W -
FAREBIHH - ZEHE i -
ERE H LG 2 E RRE -
B EEE - (TEKIkEEN -
IBEHAERE > WAHFEIREE -
HEAEERE > —RlRRES -
e LR FEBHAMEER -
g R R > SRR R (PRt
JTREREEREATE U IR SRS -
Aans A AlfEl - SRR TG -

o

o
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Chen Jiru [H#4(E (1558-1639) commented: “Zhang Ruoxu’s work shows the
same literary talent of this poem, but in comparison has weaker style, and so
this poem can be considered superior.””

Gong excelled at political affairs, and most of his poems are entertainment
pieces with little artistic value. Compared with Zhang’s poems, Gong’s poems
have similar vocabulary and imagery, but their moods are very different. The
beauty of Zhang’s work lies in its subtlety. Under the veil of feelings and sepa-
ration, it conveys a sense of impermanence in life and the powerlessness of
human beings in the face of the infinite universe. This kind of thought is tran-
scendent and has universal significance. Such emotions are conveyed through
an overall artistic conception interwoven with images of spring, a river, flow-
ers, the moon, and the night. The universality of Zhang’s poems also reflects
in the lyrical subject. Although references to a person such as “\” and “E”
also appear in the poem, it is obvious that the “ \” in the poem does not refer
to a specific individual, but rather to people more universally. The lyrical per-
spective is also a transcendent perspective on the universe; while the “person”
in Gong’s poem can be understood from the context to be missing a woman,
the lyrical perspective is specific, which limits the universality of lyricism.
Gong's poem also strives to embed spring, a river, flowers, the moon and the
night throughout the poem, but the whole poem is intended to exaggerate the
idea of separation, which is a trait inferior to Zhang’s work. Rhyme changes
in Zhang’s poem make the levels of lyric more distinct, and thoughts of sor-
row, passion, and separation are naturally displayed in the poem through the
flow of meaning. Gong’s poem is like a handcuffed dancer: it is restricted by
response poems and poem titles, so there is relatively little room for expres-
sion. Moreover, the poem uses a high amount of vocabulary from the original
poem (such as “white sand” 57/}, “flat boat” {5, “moon blossom” H %k etc.),
which also means the poem cannot extend and grow. Zhang’s poem ends with
“the setting moon shakes off the emotions of separation to fill the woods along
the river,"® with a lingering aftertaste, while the response poem seems to want
to create a glorious ending, which nevertheless is too ordinary. The aftertaste
of the original work lingers, but the response poem fails to create a glorious
ending. Nevertheless, some lines in Gong’s poem are also praiseworthy, such
as “How can there be no moon when there is love in life? The moon is also
similar to our emotions.” It is not surprising that people are born with love, but

7 Gong Xiuling E{Z#E, Dowjiutang ji -}l £E, in vol. 57 of series 5 of Ming bie ji congkan
HA 1| %5% T (Huangshan: Huangshan shushe, 2016), 1.545.

8 Zhang Ruoxu 5EF5[4, “Chunjiang huayue ye’ F/TAEH R, in Quan Tangshi 2,
ed. Peng Dingqiu 527 °K (Beijing: Zhonghua shuju, 1960), 117.1184.
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the poet says that the moon also has love, just as the Tang dynasty people said:
“the moon still shines on fallen flowers in the courtyard for those who have
parted.” Overall, though, the poem is relatively mediocre.

Although “Chunjiang huayue ye” £ T{EH % by Li Wen Z23E (1607-1647)
from the Ming and Qing era is not a response poem to Zhang’s poem, it com-
pletely imitates it in terms of contents and form:

The Changgan’er young man and the Yuexi girl by the stream are blocked
from crossing the river, complaining about the surge in spring water.

Every time they see the bright moon rise over the river, the flowers on the
river are beautiful.

The shadows of flowers in the river are as bright as spring, and the flow-
ing waves of moonlight shine on people.

A faint mist envelops the water, and the red moonlight floats over the
white sand.

At this time of year, spring swallows return by the river; it is worth meet-
ing at night, flowers in hand.

Three girls on a spring stroll, dressed in flowers, singing a song of joy,
using the moon as a fan.

Pity the girls on the river, the moving silk and green flowers are full of
SOITOW.

With no choice but to lean against a tent made of green, one boards the
magnolia boat alone.

The spring breeze pushes the magnolia boat along a clear line, with an
intense fragrance.

The jade door is open wide, no one can sleep; the green sail is filled with
deep emotions.

In endless sorrow, I rest by the river; the parting makes me dream of
Zhuyu Bay in Yangzhou.

I know my loved one left her pearl behind; there is no child to return it
tomorrow.

Carps dart across the river, the green water is covered with beads.

My thoughts of you often follow the clouds of Nanpu, and I know you are
visiting Qiantang again.

Crows perch around fallen flowers in Hengtang; who is that, playing the
pipa (lute) to the moon?

The bright moonlight shines on the melancholic river; the falling flowers
drift towards the wanderer’s abode.

9 Zhang Mi 5744, “Ji Ren” 27 A, in Quan Tangshi, 742.8450.
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The wanderer loses himself in the lush springtime, as northern clouds
and southern mist cover the trees by the river.

The moon is dark, orchids are fragrant, his thoughts wander; thoughts of
parting follow the green riverside road in vain.

RTGBGEOR L > IR TEREK -
Bt T EIA A - B RITIERERSSS -

THEE AR > BHRUKERA -
RRSEFEKE » BEBE DIRTHAL 4 -
BERF TR AR > AT EEHEA -
=FWACIEAR > — B B -
FI T R - TRANEIZERIAAR
i H S E SR > Z2REMR BB -
REf EREE > #ERIHSUNITTE -
EFERAANIR > sl e -
HERROT LR > BEASEIZRIE -
LRBEFERE > N EHEESIE -
S F R TOK S > BRRICISRERDL »
EREBEFHE > 8 FiEE -
EISEGERL - (AR HEEE -
H ORI - AE78 efis 75¢ -
BT EFI A > ILHE BRI -
FIESH I8 - BEE 2 R TS - 10

Looking at the end-rhymes of this poem, clearly it is also divided into nine
rhyme types, like Zhang’s poem. Likewise, it also uses the Xizhou FE style,
and makes use of a continuous couplet pattern in many places. The sense
of this poem is relatively clear: it is a female lovesickness complaint poem.
Through the word gie 3£ (concubine), we learn that the lyrical protagonist
is the yuexi nii #;%22, and the poem tells of her yearning for chang ganer
£ T5 during a moonlit night on the spring river. She and chang gan'er face
each other across the river, but the spring river keeps the two from meeting.
The word yuan 5% (resentment, lament) shows the intensity of their emotions.
The “the flowers on the river are beautiful” line not only describes the beauty
of the river blossoms under the bright moon, but also expresses the girl’s
sorrow for herself as she crosses the stream. Expressions such as “faint mist”
form a contrast in the ancient style, describing the hazy beauty of the moon

Li Wen Z23E, Liao zhai ji 2552, in vol. m of Siku jinhui shu congkan, jibu VOJEEEEE £
7 -4 (Beijing: Beijing chubanshe, 1997), 15.338.

10
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wrapped in smoke and water. The joy of the spring travels of the three women
evokes the sadness of the protagonist, and the beauty of the river also hints
at her loneliness. The line “the moving silk and green flowers are full of sor-
row” is very well written, and the sentence “sorrow is about to come” intensifies
the melancholy. It is therefore logical that the protagonist leans on a green
tent and boards the magnolia boat alone, hoping to relieve her inner sorrow.
There is no possibility to meet one another in reality, so one can only “dream of
Zhuyu Bay” Zhuyu Bay is often mentioned in Tang poetry, and it is frequently
associated with lovesickness. After dreaming of Zhuyu Bay, the protagonist
realizes that “you” is being a guest in Qiantang again. Towards the end, the
poem returns to the theme of lovesickness, and the five images of spring, river,
flower, moon, and night all appear in the last few lines. The “bright moon” at
the very beginning of this poem has now become a “dark moon,” symboliz-
ing the inner gloom of the protagonist; the originally “beautiful” river flowers
have also become “wandering thoughts,” symbolizing the emotional decline
of the protagonist. It is dark, and the “thoughts of parting” in the last sentence
expresses the loss and disappointment of the man being missed.

The fifteenth volume of Li Wen’s Liao zhai ji 21754 is all in seven-character
ancient style, divided into nigu #¢ (imitating the classics) and shugan #itJg§
(expressing feelings). “Chunjiang huayue ye” is the first poem in “imitating the
classics.” Li Wen appears to prefer writing poems that imitate ancient poetry.
Volumes 3 to 8 of his collection are all yuefu #4jiF poems. The first subcategory
in five-character poems in Volume g is also “imitating classical poetry.” Li Wen
wrote many ersatz ancient poems, which may have been influenced by the
style of the Ming dynasty, in addition to Li’s literary practice. Li’s poems do
not use the original rhymes of Zhang’s poems, so they can move away from
the original rhymes of Zhang’s poems and gain some room for expression.
Li’'s poetry shows an improvement from Gong Xiuling’s poetry, with increased
lyrical depth and image density. Li Wen’s work can stand on its own, but the
imitation traces in this poem are too heavy, and it is still far removed from
the charm of Zhang’s poems. Zhang’s work deals with family resentment, but
it does not reflect on life and the universe at all.

Qiu Lian of the Qing dynasty wrote in “Fu de chunjiang huayue ye” f&{5
TAEAR:

The Yangtze River is thousands of miles long, it extends from Xiaoxiang
in the West to Yangzi in the East.

If there is no river flowing, only the spring river can stir the guests’ sorrow.

What is known of the guest’s sorrow last night? A pity he is drifting in a
boat alone.
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Suddenly, a bright moon emerges from the river, and the flood dragons
hidden in the river dance in the water.

The river flows, the moon is bright; in the moonlight, the river sounds
regretful.

Over time, countless people have stood by the river, watching the moon.

Between now and the past, we think of each other, yet can never meet;
only fallen petals float on the water.

The moon follows the river, as bright and shiny as the morning clouds.

I wonder where the fallen flowers have come from; is it from as far as
Waulingyuan, or perhaps only from Tiantaishan?

The fairies in Wulingyuan are tired of the everyday world; meanwhile, Liu
and Ruan, who strayed to Tiantaishan, miss the mundane.

Once flowers bloom and fade, those who look at them cannot bring them
back.

I am a guest today, and I do not recall home; everyone I miss is very far
away.

The woman I miss looks at the moon in her lovesickness, drinking water
from the Xiang River, her tears copious.

What is the point of longing for someone I cannot see? It is just a waste
of time.

The passing of time is in vain; the sound of the river and the moonlight
however are continuous.

Where can I stay tonight? I want to ride a chariot straight to the sky.

Spring on the banks of the Yangtze in Xiaoxiang is nearing its end; the
swallows and shrikes are on their way home.

Riding on a boat carrying the moon, I slept well; I wake up — the moon
sets over the Peach Blossom crossing.

RIDESETEE O RE T -
A R > A IHER -
FRWERAIZ D > T HRH— 0
BRI _ERABRM: » KRR VB
AU H AN > AR
mREVEAN  ERSVETL
SHHEEAHE > HEETEILFKE
MRALEIRERE - WHEETER A
BETEALRA > BEEETRE
HPEFRRARE > REZPTEEER
TERREARTEIERE > BIEZ AR
HAEEN RS > FEHFEAEKRE

o

o

o

o

o

o

o

o

o

o
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FEfEEE HE T - BOKOMTRA -
MR R - ZEEREERE -
PREEE RS > T F iRamas -
SRBEMPETE > FEEN EFK -
BT EMECE > T AR AR -
far gk H —[EliE > BEAK SR HRAE - 1

This poem also alternates nine rhymes and uses a “thimble grid,” similar to
Zhang’s poem. Some terminology in the poem (such as xiaoxiang ) also
form an intertextuality with Zhang’s poem. This poem captures the essence of
Zhang's poetry. Although it writes of feelings and of lovesickness, it also con-
tains reflections on time and on life. How many people who have seen the
moon and how many others have become people of the past in the flow of
time? The same moon is watched by different people, and people today can-
not see the people who lived earlier. Zhang’s poem tells us of the tranquillity
under the moonlight, but Qiu’s poem breaks this tranquillity and creates
artistic imagery such as “suddenly, a bright moon emerges from the river,
and the flood dragons hidden in the river dance in the water” and writes about
the dynamics of moonrise in the Eastern mountains. Qiu also creates imag-
ery of “falling flowers”: not only does this echo the title of the poem; it also
connects with the lines that follow. The theme of the impermanence of life is
intensified through these falling flowers: “Once flowers bloom and fade, those
who look at them cannot bring them back.” The flowers bloom and fall, and
the people who look at the flowers never return, which seems to imply a fate
that no one can escape, echoing the idea of “watching the moon” above. The
text that follows returns to the theme of “guest sorrow” and lovesickness, but
the ending is slightly weak and lacks rhyme. Qiu’s poem says, “It is just a waste
of time” and “in the moonlight, the river sounds regretful.” Although these two
sentences refer to a woman in her abode, are they not also comparisons to the
self? This “regret” is not only the sorrow of the lovesickness, but also the poet’s
own regret. According to Volume 26 of Yongzheng Ningbo fuzhi (%1F) 5257
Ji§7%, Qiu Lian was “extremely talented” and passed the imperial examinations
at the age of seventy-two. Therefore, the poem also reflects the author’s sense
of life experience. In terms of writing style, Qiu’s poems can indeed be con-
sidered superior to Zhang's poem, and both show relatively profound content.

11 Qiu Lian Z58#, Hengshan chuji 1551115, in vol. 18 of series g of Siku weishoushu jikan
VUJEE A a5 T (Beijing: Beijing chubanshe, 2000), 1.12.
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2 “Chunjiang huayue ye” and Sinographic Literature in Japan

The earliest appearance of “Chunjiang huayue ye” in Japan’s Chinese literature
is in Kanen ihou ¥351%8 75 compiled by Shusu Taigaku A4 52 (1345-1423)
in the Muromachi period (1336-1573). In Japan’s Edo period (1603-1868), the
Ming scholar Gao Bing’s &Ef% (1350-1423) Tangshi pinhui BEE 5 and Li
Panlong’s Gujin shishan spread eastwards to Japan and it was through Tang
poetry anthologies such as these that the Japanese literati were exposed
to “Chunjiang huayue ye.” However, the real spread of this poem on a large
scale in Japan should be linked to the popularity of Li Panlong’s Tangshi xuan.
“Chunjiang huayue ye” was included in this collection. Tangshi xuan was
revised and published by the poet Hattori Nankaku AEE[EF (1683-1759)
in the ninth year (1724) of the Kyoho era to then become the most popular
reader of Tang poetry in the Edo period.’> The popularity of Tangshi xuan is
closely connected to the admiration of the Kobunjigaku School (&)
represented by Ogyu Sorai 3k 4= {HK (1666—1728) for the Later Seven Masters,
represented by Li Panlong and Wang Shizhen 1 E (1526—1590).13 There was
a series of annotated editions in Chinese of Tangshi xuan in the Edo period,
many of which contained commentaries on “Chunjiang huayue ye.” The one
with relatively high value in terms of literary criticism is Tangshi jujie 553 ] fi#
by Irie Nanmei AT FE/E (1678-1765).

The interpretation of “Chunjiang huayue ye” in Tangshi jujie is profound in
some lines, such as in “I don’t know who the moon on the river is awaiting, all
I can see is the Yangtze sending a flow of water” (R AT H B[ A » {HRET

5 7K) It says:

12 Tangshi xuan spread eastward to Japan in the first year of Genna (1615-1624). See Kondo
Haruo T IfE, Nihon kanbungaku daijiten 1 A% B2 K EEHL (Tokyo: Meiji shoin,
1985), 771. According to Jiang Yin %55, there are as many as 129 editions of Tangshi xuan
published in Japan. See: Jiang Yin %5, “Jiuti Li Panlong Tangshi xuan zai riben de liuch-
uan yu yingxiang-Riben jieshou Zhongguo wenxue de yige cemian” 522 HE (BT
58 1F FREN A S B — — A2 o S SK— (FBITE, in Shijiao yu fangf:
Zhongguo wenxueshi tansuo {RFHELJTE @ hESCEE Y2, ed. Jiang Yin {FEE
(Beijing: Beijing daxue chubanshe, 2018), 522; Oba Takuya K i £1.117, “Wakoku tashisen
shupan no seikyo” f1%1] T &7 3 HIARDEN, in Sokai ni kawasareru shibun 752
R & 1 AHEF X, ed. Horikawa Takashi 31| 5 5] and Asami Yoji /35,7 —. (Tokyo:
Kyuko shoin, 2012); and Ariki Daisuke 75 /K A, Toshisen hanpon kenkyi [ HERN AK
T}15% (Tokyo: K6bun shupan, 2013).

13 “The reason why scholars of the Kenen School admired the Tangshi xuan is that the ideo-
logical connection with the ‘Kobunjigaku School, academically, is inseparable from Li
Panlong’s stance.” See Jiang Yin, “Jiuti Li Panlong Tangshi xuan zai riben de liuchuan yu

yingxiang,” 544.
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The poem is a lament about the impermanence of life. It is intricately
written, saying that when people see the moon and the moonlight shines
on them, they do not know anything about the beginning. Life changes
constantly, but the moon over the river has never changed, and we no
longer see the people from earlier. I wonder who the moon was shin-
ing on over the river at the beginning. People go and never return; they
approach the Yangtze and feel the water flowing.1#

These two poems reflect a time consciousness typical of people in ancient
China. Commentaries on “Chunjiang huayue ye” during the Ming and Qing
Dynasties mostly stated that the poem was about “gazing at the moon and
missing home,”’ or that the emotions in the poem were guisi /8 “yearning
in the boudoir,” keging %% “sentiments of travelers,” yjia &7 “remembering
home” and so on; these are relatively superficial views. The reason why Zhang’s
poem has become a literary classic lies in its ability to convey universal human
emotions on top of specific emotions, which is what Irie Nanmei calls “the
sense of impermanence of life.”

Given the popularity of Tangshi xuan in Japan, “Chunjiang huayue ye” was
widely read, and many imitations were written in Japan. Ogyu Sorai has a ver-
sion of “Chunjiang huayue ye” of his own, but this poem is a five-syllable (per
line) poem and is not completely consistent with Zhang’s poem in terms of
poetic style. In addition to Zhang’s seven-syllable style, the “Chunjiang huayue
ye” popular in China also included two five-syllable quatrains by Emperor Yang
of Sui [E)53 (r. 604—618). Even though Ogyi’s poem is not an answer poem
to Zhang's work, it does derive from Zhang’s poem, and draws inspiration from
Emperor Yang’s poem. The first two couplets of the poem rhyme “ming FH” with
“sheng 4, similarly to Zhang’s poem; this should therefore be a direct influ-
ence from Zhang’s work. The first half of the poem describes the scenery. The
spring river and forest flowers under the moonlight are of charming beauty.
“The fragrance in the shadows is fresh and light.”'¢ This sentence is particularly
poetic, as if the sweet fragrance of forest flowers had penetrated the moon
shadows, which will have been inspired by the line “the night dew contains the

14  Bian Dongbo "N#f7 and Shi Lishan {7173, eds., Zhongguo wenji riben guzhu ben cong-
kan F1E] S5 H A H 73 A FE 1] (Shanghai: Shanghai shehui kexueyuan, 2020), 2: 2.630.

15  Tang Ruxun 428, Tangshi jie 5%, in vol. 369 of Siku quanshu cunmu cunshu VUJEE
2E{F H1FE (Jinan: Qilu shushe, 1997), 11.706.

16 Ogyii Sorai £k ZE1HK, “Shunkokagetsunoyoru” FTAE H 1K, in Soraishi {HREE, vol. 116
of Riben hanwenxue baijia ji H A% T 5742, ed. Wang Yan £ (Beijing: Beijing
yanshan chubanshe, 2019), 1.25.
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fragrance of flowers™7 in the poem of Emperor Yang of Sui. At the end of the
poem, it says: “the moon over the river suddenly disappears, and the flowers
on the river cannot bloom.”’® On the surface, this is about the moon over the
river and the flowers on the river, but in fact it expresses the meaning of life: a
certain sense of impermanence. The last line is: “only the tide on the river still
surrounds Jiangcheng.”® This work has the charm of a poem, with a lingering
rhyme; the words used are limited, but there are no boundaries to its meaning.

Again, looking at It6 Togai's fFEHJE (1670-1736) “Kojyokagetsunouta”
ANISE{SVEL:7¢€

You better not look at the moon on the river, because it makes one feel
time is fleeting and years are rushing by.

You should not admire the flowers on the river; they bloom and fall in
Spring and Autumn.

The river blossoms and the moon are fierce; they bloom and wither, and
rise and fall, without any rest.

Don't you see the gold in the emerald tent; the hall full of instruments is
silent.

Spending year after year looking at the moon and admiring flowers, I can-
not believe there is sorrow in this world.

Looking at Wuling’s youthful spirit, like a rainbow, riding a horse with a
green brocade saddle.

Looking at the moon, admiring the flowers, day after day, taking another
trip to everywhere.

Wealth is not permanent, and people tend to pass on; where in the world
is the land where immortals live?

The fate of the wealthy is to be covered in loess, their hair turning green,
then white.

No one enquires about the white-haired loess, there is only the white
moon and the red flowers.

People in the universe are like ants; who can leave their name in the
universe?

BEEELER  TLAREESHR -
BB BT BAC - TTAERIRE XA -
ITATTHAREES - BEFEASK -
EARIERIRT 8L - ERTTEEE

17 GuoMaogqian Z$/(5, ed., Yuefu shiji %4552 (Beijing: Zhonghua shuju, 1979), 47.678.
18  Ogyut Sorai, “Shunkokagetsunoyoru,” 1.26.
19  Ibid.
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BHEILEES > AMEAEARER -
NABREE DRI - SRS AR
EHEICHHE - R REERIE
EEEEASE > NHEREAFTL -
RPINEHE L > SEHRREHE -

SR YN IS =R NSV
TGS T o A\ A > SRR A T B 020

1t6 Togai was the son of Ito Jinsai fFEE{-75 (1627-1705), the founder of the
Kogigaku School (7 #2)k). Both the Kogigaku School and the Kobunjigaku
School, to which Ogyu Sorai was affiliated, were known for their anti-Zhu
Xi % (1130-1200) ideology. Ogyt and Itd were contemporaries. They both
drafted their own versions of “Chunjiang huayue ye” and may have been influ-
enced by the popularity of Tangshi xuan. Itd’s poem is not an outright imitation
of Zhang’s poem. The words chun % (spring) and ye 7% (night) in the original
work do not appear in the title of his poem. However, this poem continues
the theme of the impermanence of life found in Zhang’s poem and Zhang
is even quoted directly. The sentence “Wealth is not permanent, and people
tend to pass on” is the core idea contained in this poem. Spring, river, flowers,
the moon, and night are five independent and closely connected images in
Zhang's poem, and Ito highlights the two images of “moon on the river” and
“flowers on the river,” which is intended to express the idea that “the moon on
the river makes one feel time is fleeting and years are rushing by” In it, a person
feels powerless in grasping the passage of life, and as autumn follows spring
by the river, an individual feels they are unable to restore the sequence of time.
The river flowers and the river moon are originally very poetic images, but
in the face of the eternal universe, their “rising and falling” are images inde-
pendent of the human will, and in the poem they appear as “fierce.” Therefore,
whether it is the gold ornaments in the emerald tent or the Wuling youthful
spirit like a rainbow, these will eventually become rusty, or turn into dust in
the face of time. As a Confucian who believes in rationalism, Ito does not
believe in the existence of Danqiu £}t (the land of immortals). The last two
lines of this poem raise the theme of the poem to the level of the universe.
In the face of the eternal universe, humans are as insignificant as ants. As a
Confucian scholar, Ito thinks about how to leave his own traces in the universe,
thereby overcoming the tension caused by the impermanence of the moon
and the flowers. This poem by Ito not only reflects on the impermanence of
wealth, but also questions the universe and life. It can be said to be a poem

20  Ito Togai (FEEE, Shajutsu sensei bunshii 433l 545 S5, vol. 122 of Riben hanwenxue
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with considerable philosophical depth among East Asian works that imitate
“Chunjiang huayue ye.”

3 “Chunjiang huayue ye” and Sinographic Literature in Korea

The spread of “Chunjiang huayue ye” in Korea is connected to the literary
exchanges between China and Korea in the Ming dynasty. During the reign
of King Sonjo E1H of Choson (r. 1568-1608), the works and literary thoughts
of Li Panlong and Wang Shizhen had spread onto the Korean Peninsula and
enjoyed a widespread influence. In Volume 34 of the Nongamjip f&g£E, Kim
Ch'ang-hyop 4z E 17 (1651-1708) says: “In the times of King Sonjo, literati were
thriving, and many among them studied materials from the Tang dynasty. The
poems of Wang and Li were gradually spreading eastwards, and people began
to admire and imitate them.”?!

Before King Sonjo, it was popular in Korean poetry circles to imitate the
Song (960-1279) dynasty style. During the Sonjo period, a wave of ancestral-
style Tang poetry emerged, represented by the “Three Tang” (santang =)
poets.22 With the arrival of the poems of Wang and Li to the east, the retrospec-
tive theory of “ancient rhetoric” (guwenci < &¥) advocated by the mid-Ming
dynasty scholars also became popular in Korea. Poetry anthologies compiled
by people in the Ming dynasty, such as Gujin shishan and the Tangshi pinhui,??
spread to Korea, and so Korean literati also read “Chunjiang huayue ye” in these
anthologies. In his Namch'on illok 7578 H §%, Song Sang-ki ZRHH¥5 (1657-1723)

21 Kim Chang-hyop <& E i, Nongamjip EE%EE, vol. 162 of Hanguk munjip chonggan
ER R S A #E T, Minjok munhwa Ch'ujinhoe B SZEHEE ST, 1996 edition, 34.377.

22 See Zhang Jingkun 5RSEL, Tangshi jieshoushi yanjiu-yi chaoxian xuanzu shiqi wei
zhongxin [EFFEZ ST ——DABHEEE (HAFH AP0, (Beijing: Shehui kexue
wenxian chubanshe, 2022).

23 In the 15th year of King Seongjong’s 15 reign (r. 1469-1494) before Sonjo, Jiachen
FHJ% characters were new, and Tang poetry anthologies such as the Tangshi pinhui were
published in Jiachen characters, paving the way for later thought that takes the Tang
dynasty as its model. “Ti Tangjue xuanshan xu” HF4EEEMFF in vol. 50 of Ho Kyun
115 (1569-1618)'s Songso pubugo VEFT 7 ifE: “In my spare time, I took Cangming’s
JEIE Shishan F5M], Xu Zichong’s #3172 Baijia xuan 152735, Yang Bogian’s f5{H 5k
Tangyin ¥, Gao's Pinhui and other books ...” Ho Kyun §T#, Songso pubugo 778
ik, vol.74 of Han'guk munjip ch'onggan FEEF S #2855 1], Minjok munhwa Ch'ujinhoe
ESIE AL #E S, 1996 edition, 50.185. The so-called “Cangming’s Shishan” refers to Li
Panlong’s Gujin shishan; “Gao’s Pinhui” refers to Gao Bing’s Tangshi pinhui; both books
include “Chunjiang huayue ye.” South Korea now preserves many versions of Tangshi
pinhui, including engraved editions from the Ming dynasty, Qing editions, Korean edi-
tions and manuscripts. See Chon In-ch'o 5 ¥, ed., Hanguk sojang Chungguk hanjok
chongmok B R Py 1 EEFE 4% H (Seoul: Hakkobang, 2005), 5: 91-95.
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says: “Over the past years, I have been busy with official duties from morning
to night every day, and I am exhausted. Whenever it is late at night and the
moon is in the sky, I will begin to recite Tang poems such as Zhang Ruoxu’s
‘Chunjiang huayue’ and Bai Juyi’s [ J& %) ‘Pipa xing’ FEEE1T to express my feel-
ings. These two poems are both works that I like to read.”?* Clearly, “Chunjiang
huayue ye” had become routine reading material for Korean literati.

Versions of “Chunjiang huayue ye” in Korea’s Chinese literature are all
response poems. Kim Yang-gin's 21 (1754-1809) “Ch’a jang yak’so ch'un’'gang
hwawdl ya un” 2R e &0 TAC H R EE says:

The river sand gathers and disperses; patches of clouds are scattered
across the sky.

With the bright moonlight on the river, the orchids and begonias on the
shore appear to be clearer.

Just as flowers are in full bloom in the fields, how can one say they will
wither and float like snowflakes?

The flower fragrance and the moonlight linger on a railing; who is watch-
ing the moon with us from far away?

There is no trace of dust on the moon, which slowly rises in the East like
awheel.

This night beauty will last no longer than then days; who will come to
enjoy the flowers and toy with the moon thereafter?

The evening rain on the balcony does not stop; the hand caressing the
peonies resembles their face.

The first song welcomes the man and the full moon; the river rushes with
spring water.

The spring water can become shallow, I look at it for a long time; it weeps
like a plaintive, melancholic sheng organ melody.

It was almost the third watch of the night by the time of my evening
appointment, but she was still leaning on her lovesickness wall with
fresh makeup.

Peacocks fly southeast and linger; vines hang from the yellow platform in
the distance.

The second song welcomes the man, the moon is like a dream; her soul
comes and goes.

I have various things you should hear about; I also have some tea for you
to drink.

24  Song Sang-ki ZRAH¥E, Namch'on illok FE#8 H §%, in vol. 4 of Hanguo shihua quanbian
Jjiaozhu FEBFFEE 2 4RIIE, ed. Cai Meihua £8354F and Zhao Ji 528 (Beijing: Renmin
wenxue chubanshe, 2012), 4: 2892.
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How can the lotus dew turn dry, and the sound of the instrument carry
Zhuo Wenjun?

The third song welcomes the man as he steps on the flowers; the fra-
grance of the night is suitable for his home.

The green quilt in the empty lovesickness reminds of the night, the flow-
ers on the river wither and the moon sinks at an angle.

The lush flowers are shrouded in the mist; unfortunately, the best time
has passed.

Confused by separation, mandarin ducks fly across the river, as the set-
ting moon looms through the acacia trees.

LDEHCEEERY > TTER AR -
FELUHEA  RZEEESY -
BHC# AR > SR -
TEEMH _Efes > THIREEIEE ?
HUEERE > DR R
B - - SRICETH AR A ?
IFEEMERE > TR~ SEEaEa (] -
—HES A WA > RIEEEEK -
BKARRE K WEFEAEZEER -
HEAN=E > RILEEE -
REFLERGEE > BB iREERS -
RS HANEE > SURERBIEAK -
WHMEMEER » RABRZEEA -
WA e PEHEESH > B EMR I RS -
= AR > Bl REAR -
ZEFEEERAAT L TTAE ST AR -
FEHACINEFRE R ERTE R -
OB IR > S8 FRMAHE S - 28

The meaning in Zhang’s poem is relatively profound, but this poem is the-
matically limited to grievances between friends in the boudoir; the identity
of the protagonist in Zhang’s poem is relatively vague, but the protagonist of
this poem is a woman. Zhang’s poem shows clear consciousness of the uni-
verse when expressing emotions: “Who was it who first saw the moon by the
river? When did the moon on the river first shine on people?”26 These are

25  Kim Yang-gtin <534, Dongya jip BEEEE, vol. 94 of Hanlguk munjip chonggan sok FE[E]
EEHETI)4E, Han'guk kojon bonyogwon B B i BLEJZEE, 2010 edition, 3: 61.
26  Zhang Ruoxu, “Chunjiang huayue ye,” 1184.
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questions about life and have universal significance. The rhetorical questions
of this poem, however, such as “who is watching the moon with us tonight,
from far away?” are limited to the author’s own personal time and space, thus
seeming less grand in scope than Zhang’s poem. If we look at literary tech-
niques, the poem introduces repetitive and progressive syntax: “The first song
welcomes the man and the full moon,” “The second song welcomes the man,
and the moon is like a dream,” “The third song welcomes the man as he steps
on the flowers”; the poem borrows the tone of a man longing for a woman to
express how the author misses a good and dear person. Write down the long-
ing for your beloved, and the feeling of longing changes with the passage of
time. At the time of the full moon, lovers made an appointment after dusk,
wearing new makeup and leaning against their abode, looking sadly at people
in the distance, but they could not see the person they had missed for a long
time, only vines hanging from a yellow platform. The bright moon is in the sky,
the moonlight is like a dream, the lotus dew is thinning, one puts their heart
into music, but no one responds. The moon is setting in the west, and dawn
is about to end the night. The missing woman is alone in the empty lovesick-
ness, hugging the green cloth alone, and has not seen her beloved yet. River
flowers wither easily, implying that beauty ages easily. The last couplet talks
about a pair of mandarin ducks flying together, but this is really a metaphor for
being alone in an empty house. In the poem, Kim Yang-gtin uses the traditional
conversive style to try and understand the thoughts of a wife. Although the
feelings are sincere, they are not detailed enough in the end.

Cho In-ydng 87k (1782—1850) says in his “Kajil byonggu bodangin
jangyak'o ch'un’gang hwawol un yongsang wonwol yo byonhaebu jisun dongbu
jak shisa ilgasa yoyok kujom huich'a” ZZ{E5E 20 A Gk E & AL H#vk B
TCHB N R E R R — BRI S

The moon of the first lunar month is as round as a jade plate, and the red
osmanthus flowers are full of life in spring.

A year is a circle of twelve units; the moon is brightest when it reaches
the first lunar month.

The stars surround the moon, as if guarding a capital city; the river water
looks like ice melted by the morning sun.

It is rare to see a hundred years of life, was it not for the rain and clouds.

Abundant mud and dust roll along the busy spring road.

Such a beautiful night and bright moon, blessed with happiness is one
who enjoys them.

I already know how to write poems to the moon, but drinking to the
moon is nothing like it.
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The plum blossoms and willows on the riverbank are budding with
colour, and the ice on the river swells with water.

The leisurely moonlight shines on the water; drinking keeps one busy,
and writing poetry is a worry.

Why go to the Bridge of the Red Rails to watch the moon? At the fifth
watch in the morning, the moonlight will fill the room.

The moon and the shadows linger together, tenderly illuminating this
soul of mine.

The spring feeling is pleasant, the atmosphere of the night light; no dirt
can stain it.

I sing under the spring moon, please listen; only you care for me, and I
am your only one.

As time passes by, hair gradually turns white; if one is too excited, it is
impossible to use the written word.

Once the moon is full, it will be waning; this is a principle discussed in
the Book of Changes.

Because this festival is named after the moon, it is a shame that the moon
in the West is already setting.

Immortals do not talk of riding the clouds and mist, and yet travellers
complain of the long journey.

How much moonlight do others have, compared to me? In the spring
garden, trees spiral up and down.

ErCAMEEY > PR
—HF—+EE > AR ETAEY -
BRI LR H &K -
PRalpREESRSI - FFAE RN A, -
= RUEE-SUEE » TR AT i -
WL RH LA - M2 EEBEEA -
B HHEFSREL > B H BB I -
BT TR A 6 TTKEPEREDK -
K ERTH PRSI » T R TR RS
ALFRIGERTT » T A AR -
HELASZ A - AR R EE S -
BRERRAE » RIF—HREHK -
BHEAFERE » BERGRMETE -
PO > BEAUES RS -
REREARELY - HHEEHEE (5) K
HBLUA A - fRiETEEH 2Rt -
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iyl B - B NZEFAEERS -
B A S > REEHRER - 27

Although this poem is a response to Zhang’s poem, it is not as close to the
original as the Chinese versions. The correlation between this poem and
the original poem is weak. In a poem entitled “Chunjiang huayue ye,” most
attention is given to the moon. The moon is in the poem’s title, while the other
four key images are less prominent. The detachment and lovesickness thoughts
that are found in Zhang’s poems do not appear in this poem at all. Because this
poem was written for the “Poetry Society” (shishe %11, the poem highlights
a communicative coloration. This poem also has a distinct characteristic of
Chinese poetry in Korea, which is to incorporate logic into the poem. During
the Choson era (1392—-1910), Zhu Xi’s ideology was the mainstream ideologi-
cal doctrine. When Korean scholars were writing articles, they could not help
but use poetry to express their reasoning. According to Yun Chong-hyon’s 2 i&
£ (dates unknown) “Unsdk yugo seo” ZE 78 G, Cho In-yong’s father “was
proficient in studying the Book of Changes.” Cho In-yong may also have been
influenced by his family’s studies, and this is why his poem also has lines such
as “Once the moon is full, it will wane. This principle has been discussed in
the Book of Changes.”*® Although this poem is a “playful” response, because
the author invested a lot of personal emotions in it, the meaning is relatively
profound.

4 Conclusion

As a literary classic, “Chunjiang huayue ye” has had a mixed reception in the
history of modern Chinese literature in East Asia. The similarity is that
the canonization of “Chunjiang huayue ye” is closely related to the spread of
literary ideas in East Asia by Li Panlong, Wang Shizhen and others among the
Later Seven Masters (hou qi zi #%1-F). Li and Wang’s ideology of returning
to classical writing changed the fate of this poem, while books such as Gujin
shishan and Tangshi xuan compiled by Li Panlong or published under his
name promoted the reading of the poem in East Asia. The thoughts of Li and
Wang spread eastward to Japan and Korea, triggering the tendency to return to

27 Cho In-yong B Kk, Unsok yugo B35 FE, vol. 299 of Hanguk munjip chonggan B
SCEEFET], Minjok munhwa ch'ujinhoe B SZABHEHE S, 2002 edition, 2: 33-34.
28  Cho In-yong, Unsok yugo, 3.
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classics and Tang dynasty poetry style in both countries. It was in this cultural
atmosphere that “Chunjiang huayue ye” was read, understood, and imitated.

The reception of “Chunjiang huayue ye” was also very different in the three
countries discussed in this paper. In the long term, from the perspective of
Chinese literature, East Asian annotations, reviews, and drafts of the poem
basically all appeared in the 17th and 18th centuries. However, there is a time
lag in the acceptance of the poem by these same three countries. Drafts of,
and commentaries on, the poem appeared in China from the mid to late Ming
dynasty; Japan was influenced by the Kobunjigaku School and by Tangshi
xuan about a century later, and many drafts and annotations then appeared
because of this. Korea was influenced by Li and Wang’s return to the classi-
cal thought earlier, but response poems to “Chunjiang huayue ye” appeared
latest in Korea. Although imitations of the poem in the history of Chinese lit-
erature within East Asia are all closely connected to Zhang’s poem, and most
of them are direct response poems, the imitations are quite different in the
three respective countries. The Chinese ones are relatively close to the origi-
nal poem, and the imagery, vocabulary, and themes used are basically directly
derived from Zhang’s work. Therefore, these works cannot escape the influ-
ence of the original poem, and consequently lack innovation in conception
and technique. There are no response works in Japan, so there is no need to
follow the rules of Zhang’s writing style. Many Japanese authors of imitation
poems were Confucianists, and their philosophical thought runs through their
work, highlighting the theme of wealth being impermanent and that of people
ageing easily, thus echoing the interpretation of Edo sinologists, who say that
“Chunjiang huayue ye” is about “the impermanence of life.” Although Korean
response poems are like Zhang’s work in terms of sound and rhyme, they devi-
ate from the original lyrical paradigm of Zhang’s poem. In some lines, Korean
cultural elements are integrated into these works, adding Neo-Confucian ele-
ments to the poems.

Translated by Caterina Weber
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