Su Man-shu and Lord George Byron:
Their Original Poetry Compared

Chu Chi-yii

Su Man-shu %k = 7K (1884-1918), “a Sino-Japanese poet, story writer,
painter, and revolutionist turned Buddhist,” as Liu Wu-chi Hi4E S termed
him, occupies a unique place in the history of modern Chinese literature.’
He was also known as one of the earliest translators of English literature and
the first to introduce Byron to the Chinese in a systematic way. While his
more well-known contemporaries, Yen Fu B {§ (1854-1921) and Lin Shu
PR&F (1852-1924) were chiefly translators of -Western social science and
fiction respectively, Su Man-shu was accorded “the third place in this trinity
of translators for his introduction of Western poetry, particularly for his
work on Byron and Shelley who profoundly influenced him.’*

This commonly held opinion is due to a number of factors: Su Man-shu
was the first to introduce Byron ifito China and, in fact, he initiated a kind
of “Byronic fever’”; his life of thirty-five years was a mixture of melancholy,
nostalgia, delicate sentimentalism, revolutionary enthusiasm; his seemingly
neurotic behaviour and disarming personality had an aura of fascination
about them; and, finally, his poems manifest 2 unique personal freshness
as well as a sort of “modern flavor’ in keeping with his admiration and
deliberate self-identification- with Byron which made it inevitable that his
name would be associated with the English Romantic poet by his contem-
porarieg. Today, scholars still speak of this poet-translator in a general way
as a writer greatly influenced by Byron, but none, to my knowledge, has
carefully examined the works of these two literary celebrities in a systematic
and thorough way from a comparative perspective.

In fact, Su Man-shu was the first Chinese to be so completely fascinated
and stimulated by Byron’s life and literary achievement. But Su Man-shu’s
image of Byron was not exactly the reallife Byron. His knowledge of the
Romantic was mainly drawn from reading Byron’s poetic works and an
English book about which little is known beyond the title, With Byron in
Italy.®  Judging from his explicit references and obvious points of
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indebtedness to Byron, we can tell with certainty that he had read Byron’s
poems collected in Hours of Idleness, Occasional Pieces, some other mis-
cellaneous poems as well as the two long pieces, Childe Harold and Don Juan.

It is difficult, however, to determine precisely to what extent he knew
about the restless, unrestrained, club-footed young noble obsessed by his
past, haunted by the wild stories about his forbears, and alternatively bullied
and spoiled by his mother’s storms of rage and.sudden bursts of over-
whelming fondness, Su Man-shu never seems to hdve referred to these aspects
of Byron’s personality in his works. What does emerge, however, is that he
sympathized with the sentimental author of Byron’s early poems, identified
himself with the lonely exile, Childe Harold, and most of all, perhaps, felt
the greatest admiration for the heroic Byron in Greece. Surely, one of the
supreme ironjes of Byron’s life is to have been championed by Greek patriots
of the nineteenth century and this early twentieth-century enthusiast from
distant China, while he had hardly ever been viewed as an unalloyed hero
by the English,

Some scholars have noticed the similarities of the two poets and
asserted — perhaps too facilely or prematurely — that Su Man-shu was
profoundly influenced by Byron. This is stated as if such an influence were
-an established commonplace and to be taken as a matter of course without
examining closely enough the nature and extent of that influence. But, as
J. T. Shaw remarks,

Influence, to be meaningful, must be manifested in an intrinsic
form, or within the literary works themselves. It may be shown
in style, images, characters, themes, mannerisms, and it may also
be shown in content, thought, ideas, the general Weltanschauung
presented by particular works.*

In this essay, therefore, I wish to re-examine and re-assess the nature of the
Byronic influence with particular reference to Su Man-shu’s original poetry.
It is entirely fitting that such a revaluation take place at this time, for
September 28, 1984, is the one hundredth anniversary of this romantic
monk-writer’s birth. The immediate effect of his famous translations of
Byron seems to have been the production of some thirty original poems.
This is not to say that the original poems written during this period
(1908-1909) were all influenced by Byron; what I mean by “effect’ here is
the poetic inspiration that Su Man-shu experienced during the process of
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translating Byron into Chinese. As we. shall see, there are more differences
than similarities between the style and general tone of their poems; on the
other hand, the similarities are of real significance. A careful analysis and
comparison of the poems will clarify the exact nature of Byron’s influence
on Su Man-shu’s poems, as a matter of fact rather than “a matter of course.”’

In Chinese literary history, Ch’i Yiian JEJE (340 B.C.?-278B.C.?)
and Li Po [ (701-762) are two of the greatest poets. Man-shu called
them ling chieh shih-wung 88 535% 45 (great poetic geniuses of the spiritual
realm). Byron, among all the Western men of letters, was given this same
honourable title by Man-shu. He ranked Byron -even above Shakespeare
and Milton.> His admiration for the English Romantic was unbounded.
Describing Byron’s poems in his own English preface to The Voices of the
Tide, Man-shu wrote, “Byron’s poems are like stimulating liquor — the
more one drinks, the more one feels the sweet fascination. They are full
of charm, full of beauty, full of sincerity throughout.”® A more enthusiastic
appraisal of Byron is found in his preface to his translation of Selected
Works of Byron which read, “As a poet, Byron vied for glory with the sun
and the moon.””’

Man-shu had never given such high praise to anybody else. His admira-
tion for Byron bordered on idolatry. To this Buddhist monk, the sacred
places of the world had to include Byron’s tomb. When an illness showed
a slight turn for the better, he dreamed that some day, “when the great
turbulence in Europe [the First World War] is over, I will travel to the
West, a monk’s staff in hand, to pay tribute to Byron’s tomb,” a vow which,
because of his poor health and early death, he never fulfilled.®

Man-shu’s interest in Byron started in 1908 when he was sick in Japan.
During that year, he read extensively and started translating Byron’s poems,
although his translations were not finished until May, 1909. The impact
of Byron’s poems on him was profound. During the pre-Byronic period,
that is, from 1903, when he made the first attempt to write poetry, to 1907,
he produced only seven poems. The year of 1909 was the most prolific
year in his poetic career; he published thirty-one poems — about one third
of his total poetic creation. Obviously, he acquired immense poetic inspira-
tion from Byron both as a poet and as a personality, and Man-shu gradually
established himself as an original poet thereafter. This is the most important
aspect of Byron’s influence on Man-shu, more significant, indeed, than
Man-shu’s translations of the English Romantic. In order to give a balanced
picture of these two writers, it is important that we clearly delineate what




318 TAMKANG REVIEW, Vol. XIII, No. 4

makes them distinctive and unique in the fuller context of their respective
lives and culture. Then, we are in a better position to discuss the nature of
Man-shu’s actual indebtedness to Byron.

The one quality of Byron’s poetry which stands out among others is
that ‘of energy and vitality, springing both from his temperament and from
his view of the world. The forceful impetus of this energy often carries
along someé crude natural elements in his poetry, throwing them into violent
motion. And not infrequently the moverment is more important than the
separate components, the movement itself often constituting the “meaning.”
Very few of his poems describing places are descriptive in the sense that
they bear resemblance to conventional descriptive poetry. His set places
are never really still: they are continually being thrown into violent agitation
by the poet’s comments, reflections, emotions, moods and personality,
like the following lines in Childe Harold:

Ttalia! oh Italia! thou who hast

The fatal gift of beauty, which became

A funeral dower of present woes and past,

On thy sweet brow is sorrow plough’d by shame,

And annals graved in characters of flame.

Oh, God! that thou wert in thy nakedness

Less lovely or more powerful, and couldst claim

Thy right, and awe the robbers back, who press

To shed thy blood, and drink the tears of thy distress;
' ' (IV, 42)

Oh Rome! my country! city of the soul!
The orphans of the heart must turn to thee,
Lone mother of dead empires! and control
In their shut woes and sufferance? Come and see
The cypress, hear the owl, and plod your way, .
O’er steps of broken thrones and temples, Ve!
Whose agonies are evils of a day —
A world is at our feet as fragile as our clay.

(IV. 78)

This Byronic energy is virtually absent in Man-shu’s poems. Like Byron,
he-also travelled a great deal, the records of which are a series of landscape
poems, marked by their picturesque scenic descriptions,
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Liu yin shen ch’u ma-t’i chiao MEEEERE
Wu-chi yin-sha chu tui ch'ao Rz Rrb BB

Mao-tien ping-ch’i chih shih chin - BIE vk S T IR
Man-shan hung-yeh nit-lang ch’iao FElsr B L R

— Kuopu-tien - B H

Deep under the willow’s' canopying shadows the horse treads
proudly, ;

Where a vast expanse of silvery sand pursues the ebbing tide.

The ice-flag atop a thatched stone signals the nearby market;

The red leaves on the mountain top the lasses gather for fire-

wood.
— Passing by Kamata
(Trans. Liu Wu-chi) .
Ku-ts’un yin-yin chi wei-yen N BREE R
Chu-chu yang-ke ching po-t‘ien FREEREER
Ying-ma wei hsu ch’ou yuan-tao BERAREYE
T'ao-hua hung yii shang yin-pien PRIEAER g

— Tien-chiang tao-chung Kou-chein LB

From this lonely village, a wisp of smoke dimly rises:
Everywhere the song of the sprouting rice as farmers toil in
the field.
Riding a lean horse, I need not worry about the long road ahead.
The peach blossoms, so lovely red, yearn to come up to my
singing whip.
— Singing on My Way to Yodoe
(Trans. Lin Wu-chi)

. In these two poems, through the movement of the “horse treading proudly,”
“silvery sand pursuing the ebbing tide,” and “lasses gathering red leaves™
and- the sound of the “‘singing whip,” etc., what we see is a quiet, beautiful
natural scene that reflects, even at the darkest moment of the poet’s life,
the peaceful harmony between himself and nature. This is a kind of peaceful
.— or résigned — serenity typical of so much Chinese poetry. But Byron’s
Waterloo, Venice, or Italy are, to him, never still. The beauty of Italy is
described as “the fatal gift” which “became a funeral dower of present woes
and past.”” Byron is never at ease with external reality; on the contrary, he
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seems to be forever in agitation. Harsh, crude words like “petty misery,”
“our woes and sufferance,”’ “agonies,”” and “evils” — which are never found
in Man-shu’s poetry — reflect the perpetual tension between the poet and
outer reality. They are, in fact, all dynamic facets of the Byronic world.
In other words, Byron’s world seems rarely to be complete without the
recognition of violence, cruelty, and horror.? While we see static serenity
in Man-shu’s poetry, we find Byron’s dynamic energy even in his descriptions
of static European cities. Byron’s “places,” indeed, may be described in
his own words as “less lovely or more powerful.”

This Byronic energy turns into strong and undiscriminating passion when
it comes to love lyrics. In his early poems from Hours of Idleness and
Occasional Pieces, the theme of lost love and wasted youth occupies a pro-
minent place. All these love poems as well as some items collected in
Domestie Pieces (including “On the Death of a Young Lady, Cousin to the
Author,”’ the earliest of Byron’s poems, written in 1802 when he was only
fourteen), are marked by the poet’s yearning for irretrievable love.

Yet is remembrance of those virtues dear,
Yet fresh the memory of that beauteous face;
Still they call forth my warm affection’s fear,
Still in my heart retain their wonted place.
— On the Death of a Young Lady (VI)

Byron’s real love seems forever in the past. The women he loved were.
either dead or betrayed him, and each pleasant moment he shared with
them only added to the scandal of his name and inwardly to the scars of
his wounded heart. To these women he could only utter a helpless sigh:

Then, fare thee well, deceitful maid!
) — To a Lady (V1)

Indeed, how many farewells he had bidden to-those fair ladies! As reflected
in his poetry, he seemed to be always parting with women he loved and by
whom he was loved. Some of the titles tell their own tales: “Maid of Athens,
Ere We Part,’ “When We Two Parted,” “Fare Thee Well,”” and “Love’s
Last Adieu.”” They all reveal his excited and restless desire to love and to
be loved, and they also manifest how greatly he was tormented by his lovers,
just as he said of himself: I have suffered the other sex ever since I can
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remembef anything. 1 began by being jilted and ended by being unwived.’’°
In Haidee we see an imaginary heroine, a perfect female created by Byron.
He calls her “Nature’s bride,’> “passion’s child,”” “one made but to love.’’!!
This is unquestionably the production of the Byronic imagination and of a
romantic age, yet Byron’s vision of love determines her demise:

=Ilove — but those I loved are gone;
Had friends — my early friends are fled
How cheerless feels the heart alone,
When all its former hopes are dead!
— I Would I Were a Careless Child

Perhaps this best summarizes the poet’s love experience and represents one
of the major themes of his poetry.

Like Byron’s and most other love lyricists’, Man-shu’s love poems are
all written about and to women. But much more fortunate than his Western
*“teacher,” he was always surrounded with beautiful women who really loved
him. - It seems that every female he met or created in his works, be she a
sing-song girl or an educated young lady, Japanese or Spanish, was completely
devoted to him.' Indeed, one of them — in Man-shu’s imagination, of
course — even committed suicide because of unrequited marital love.3

His love finds its expression in the poems quite differently from Byron’s
and his poems are essentially written in the Chinese poetic tradition. He
learned widely from various native poets and benefited a great deal from
the poetry of Li Po 2= F5(701-762), Tu Mu #}4%-(803-852), Wang Ch’ang-
ling + B ) (698-756) and Kung Tzu-cheng HiH 2 (1972-1841), etc.
He incorporated their beautiful images and metaphors into his own works,
using them to a telling effect. Quite a number of successful examples can
be found in his Pen-shih shih 2&%%(0ccasional Poems) and Tung chii
tza-shih shih-chiv shou FRIBFES T 'é‘(Nineteen Miscellaneous Poems
Written During My Sojourn in Japan). _

. Instead of expressing his longings for female love, which Byron did, he
wrote in a less direct though nonetheless emotional vein about what the
Chinese call, “Spring thoughts,’” that is, young ladies missing their lovers,
a theme that has been explored by Chinese poets for centuries. And very
. often Man-shu subtly describes himself as the lover in quesfion.

Hsigo-lou ch’un chin yii ssu-ssu TN T AR
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Ku-fu tien-hsiang tui-yii shih ME RS ER

Pao-ching you-ch’en nan chien-mien 24575 8 8 6

Chuang-t ai hung-fen hua shui mei S LA R R

Spring being over, the raindrops fall like threads outside the
small chamber

This is nothing like the occasion when we chatted intimately
before the fragrant incense.

The mirror is covered with dust, so the face is hardly seen.

The dressing table and rouge, who will use them to adorn her
face?

The young lady’s feelings toward the unavailable lover are vividly depicted
through the change of seasons and the play on words, “face is hardly seen.”
The last line is derived from a poem in Shih-ching (The Book of Songs)
and the idea suggested is that the lady has no heart for making herself up
because her lover is away. Interestingly enough, Man-shu also described
an occasion like Byron’s, “When We Two Parted’” or “Ere We Part,” but in
a quite different tone and fashion. He never tells us what the women in
question feel but shows us by what they do.

K'ung-yen shao-chu ting nan 1s’ai BEDEEER
Yu pa ming-chit chi shang ts’ai KImABRE EF
Wen tao pieh lai ts’an-shih shao MBI EED

Wan-chuang yii tai hsiao-huan tsui BRI

From the empty and ambiguous words, the meaning is hard
to guess.

I would like to give a pearl to my talented man.

Hearing of our departure, I decreased my meals,

Evening make-up left undone until urged by the maid.

Here to use “eating less food™ and “no desire for make-up’’ to describe the
sad feelings at parting is fairly common in traditional poetry. Again the
feelings Man-shu described are not his own but those of the woman he was
parting with, as if he had no feelings.

In fact, in Man-shu’s poetry he never touched upon the theme of lost
love, which is so important in Byron, because he pretended not to have ever
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loved. Instead, he felt rather sorry for the ladies who loved him so much.
This difference between the two poets can be explained by their different
life experiences. The following lines show how deeply those ladies loved
him and how traditional his poetry is in describing the beautiful appearance
and graceful carriage of women.

T'ao-ssai ch’an-k’ou tzuo ch'ui sheng BRBE A 1 ek 55
Chien-shui nan liang chiu-hen ying EhkERERE
Hug-yen pu-pu kao ch’ien-ch’ih EERBLEETR
Wei chi ch'ing-ching ai wo ch’ing SR EEERE

Peach coloured cheeks and red lips, she sits playing a reed pipe,
Spring flood is unable to measure the old sorrows;

The Hua-yen Waterfall is a thousand feet high —

But unable to match the love my dear maid feels toward me.

The second two lines are borrowed from Li Po’s “Tzeng Wang Lun”
8 F & (To Wang Lun).

Wu-she ling-p’o chi ssu hsiieh BREBEEIVE
Chin ch’ih hung-yeh suo i shih & BEgamE sk

Gliding as waves, skin as white as snow, the angel maid
Asks for a poem to be written on a fragmient of red leaf.

But his answer to these beautiful maids is:

Yii-li yen-suo jen ch'it yeh NEHEELE EE
Yii jen wu ai you wu ch'en Bl A 4% X 40

In a rain hat and straw raincoat, I go away,
I have no love nor hatred toward others.

Huan ch’ing i-po wu-ch'ing-lei - 29—k s IR
Hen pu hsiang-feng wei t i shih {8 T2 8

I can only give you an alms-bowl of cold tears in return
Regretting that we did not meet before my head was shaved.
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The last couplet is adopted from Chang Chi’s 3B (7677-8307) “Chieh-fu
yin” ZEIF 14 (Song of a Moral Woman).

In the above examples, there is little relationship to Byron’s love poetry.
They are different in tone and temperament. Both Byron and Man-shu wrote
about love and women, both of them were interested in the physical
appearance and manners of women. Yet, in reading Byron, the reader feels
much more of what Byron personally felt and wanted his reader to feel
— sensuality, passion and physiological desire mingled with frustration and,
sometimes, even affected contempt and hatred. Al of this constitutes an
important part of the vehemently Byronic style of love, a style which is
frequently part of the nineteen-century romantic tradition.

The women he described often seem uniformly unfeeling and treacherous
and even fade into the background; it is the energetic passion of the Byronic
hero which seems to stand out. In Man-shu we find just the opposite. In
his finely modulated love lyrics we are treated to a clear and abundant
description about the gentle and sorrowful feelings of females. Through a
series of everyday details, their quiet, gentle sentiment is presented vividly.
This style, as is illustrated through Man-shu’s carefully selected images and
metaphors, belongs to the tradition of T’ang poetry.

The subject matter of Man-shu’s poetry differs little from that explored
by Chinese poets for centuries. Quite a few of his poems are professed
imitations of T’ang poetry and Ku-shih shih-chiv shou H3% +Hh &
(Nineteen Old Style Poems). Sometimes he adopted clichés and worn-out
metaphors, but they occasionally take on a new life when infused with his
spontaneous flow of emotion and touched by his consummate artistry,
His success in this respect has been attributed to his genius, his sensitivity
to beauty, and natural capacity for poetry. Whatever it is, Man-shu did
borrow some images, metaphors, expressions and even whole lines from his
favourite poets. To the Chinese, this does not affect the originality of the
poet because it has long been a practice in the classical tradition. - Since
Man-shu was such an open-minded learner and Byron was his most admired
poet, it is not unreasonable to suggest that Byron influenced Man-shu’s post-
1908 poems.

In this paper we are prescinding from the clear indebtedness of Man-shu
as Byron’s translator. This could well be the subject of another study, but
the purpose of these pages is to explore the relationship between the two
men as original poets or, to be more specific, to provide textual evidence
for the assumption that Man-shu’s original peetry manifests a significant

<
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indebtedness to Byron. To be sure, some of the resemblances may or may
not be the result of influence, because the similarities between their poems,
the description of feminine charms, for instance, are shared by the two
traditions.  Consequently, the following selections for comparison are
confined to those which are either obviously borrowed or derived from
Byron’s verse or not very often found in traditional Chinese poetry.

First of all, I would like to point out that Man-shu was not as greatly
influenced by Byron in his poetic style and spirit as some critics have made
him out to be. The most important thing that he attained from Byron’s
lyrics — as we pointed out at the beginning of this paper — was a source of
poetic inspiration. Apart from this, he borrowed some images, especially
in his 1909 poems. ,

Quite a number of Man-shu’s poems are about his life in exile. The
composition of these poems can be accounted for by a variety of reasons.
The theme of exile has a long tradition in Chinese poetic history; and
Man-shu himself was a sensitive self-exiled poet, so it was natural for him
to write about this experience. This is not to say that Byron’s influence on
Man-shu’s poems was negligible. All Man-shu’s poems touching upon the
theme of exile were written in 1909, that is, immediately after his transla-
tions of Byron. During his Japanese period (1910-1912) and his second
longer sojourn in Japan (1914-1916), although he was also in exile, he
produced little on the subject. It was Byron’s poems in general and Childe
Harold in particular that made him feel most strongly, now more than any
other time, about his lonely and alienated soul and this inspired his poetic
imagination. In these poems we find a professed self-identification with
Byron both as a poet and as a man. Not only are the feelings similar to
Byron’s but Man-shu also employs some of Byron’s favourite images.

In the following selections [ will compare the circumstances surrounding
the poets, their apparent feelings, and some of the poetic images they used.
It is particularly through an examination of the functions and effects of
these images that we can gain some ihsight into Man-shu’s creative process.
This will help us understand how artistically he harmonizes things learned
from Byron with elements that are so typically Chinese.

Luo-jih ts’ang po cnueh-tao pin ERBEBBER
Pei-chia i-tung chu shang shen AEFI— B B 45 i
Shui chih Pei-hai t'un chan jih FERmALRERH
Pu ai ying-hsiung ai meijen AFRHEZEAN

—Luo-ih #% 0
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When the sun is setting on the blue waves, on the shore of this
distant island,
The plaintive melody of the flute fills me with great pain;
Who would have guessed that during these “felt-eating” days —
I still love beautiful girls rather than heroes,'*
— The Setting Sun

The poem was first published in December 1910, and presumably written
ir the summer of 1919 when he was on a visit to the seashore of Zushi in
Japan with his step-miother Kawai,

Man-shu, like many other poets, East and West,. including Byron of
course, liked to use classical and historical allusions. Here pei-chia 3£4 [Sor-
rowful music of the flute] seems to refer to an ancient Chinese ballad
“Hu-chia shih-pa po” #A%1 -+ /\ # [Eighteen Beats on Hu-chiz] attributed
to a woman poet of East-Han Dynasty (25-220), Ts’ai Yen Z£E%, who was
captured and taken to the North by the Huns, one of the ancient tribes.®
In the ballad, she tells her own story and expresses a longing for her native
land. Pei-hai t'un chan Jt g 75 B [eating a kind of felt-cloth to keep alive
in Pei-hail, alludes to the patriotic hero of the Han Dynasty, Su Wu B &, -
who was sent as an envoy to the Northern Huns. The Huns detained him for
nineteen years, trying every possible way to make him come over to their
side, but he never forfeited his honour. Once he ate show and felt cloth
(t'un chan) to keep dlive when tending shegp at Pei-hai. The last line derives
from another of Man-shu’s favourite verses: “Pu ai chiang-shan ai meijen’’
AL 112 2% Afto love beautiful ladies rather than mountains and
rivers] .16

By alluding to these historical stories, Man-shu likens himself to Ts’ai
Yen and Su Wu. His present situation is, as shown in his personal letters
and other poems of this period, that he was sick in Japan and had no money
to return to China.!” He felt uncomfortable doing nothing in a foreign land
while his own country was in great turmoil. Nostalgic feelings and patriotic
thoughts are the main ideas expressed in this poem. At first glance, the poem
appear§ to be typically Chinese: the technique, allusions, and theme all
lament the miserable fortune of the poet as well as the suffering of his native
land. But the unusual imagery and the scene depicted in the first two lines
invites a more careful reading.
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The combination of the images of “the setting sun,”® “blue waves,”’
and “distant island’> conjures up an exotic flavour. The flute-player is
probably Man-shu himself. In two of his letters to Liu San dated April 8
and 10, 1909, he said that on the seashore of Zushi he practiced the Zsigo
% [flute] to while away the time.’® A concrete picture is created in the
first two lines: a man sitting alone at the seashore looking far into the
distance where the sun is setting in the blue water while he plays his flute.
This seascape kind of scene is not found very often in traditional Chinese -
poetry.. . :

On the other hand, these images immediately suggest the scene portrayed
in Childe Harold when the hero is setting out on his first voyage abroad.

But when the sun was sinking in the sea
He seized his harp, which he at times could string,
And strike, albeit with untaught melody,
When deem’d he no strange ear was listening:
And now his fingers o’ver it he did fling,
And tuned his farewell in the dim twilight.
When flew the vessel on her snowy wing,
And fleeting shores receded from his sight.
Thus to the elements he pour’d his last “Good Night.”* (I, 8)

When we compare the scenes described by the two poets we find some
startling resemblances: the setting sun, the vast sea and shore, the heroes
and the music. Furthermore, Childe Harold’s domestic situation is described
as follows:

Childe Harold had a mother — not forgot,
Though parting from that mother he did shun;
A sister whoin he loved, but saw her not

Before his weary pilgrimage begun:

If friends he had, he bade adieu to none. (I, 10)

And his friends are those

... flatt’rers of the festal hour;
The heartless parasites of present cheer. (I,9)

He sings on board. the ship:
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My greatest grief is that I leave
Nothing that claims a tear.
And now I'm in the world alone,
Upon the wide, wide sea:
By why should'I for others groan,
When none will sigh for me.
(Song 8-9)

For the moment, I bypass the question whether and to what extent the
situations of Childe Harold and Man-shu are similar. What is meaningful
is the feelings revealed in the two poems, and how these feelings are
conveyed. (Here we may identify Childe Harold with Byron since this was
obviously Man-shu’s understanding.)’ Their commonly shared feelings are
solitude and alienation. One leaves his home where there is “nothing that
claims a tear,”” the other staying in a foreign land longs to go back home
but does not have one. Byron’s lonely feeling is conveyed through a series
of effective expressions: “in the dim twilight,”” “I'm in the world alone,
/ Upon the wide, wide sea’” and the music that can be played to no one but
himself. ‘Man-shu incorporated all these elements into his poem. The images
of the sea and setting sun and the music are used in a similar manner as in
Byron’s poem. “Distant island” further suggests a sense of remoteness
and alienation, '

Reading the two poems together and bearing in mind Man-shu’s borrow-
ings from Byron, we find Byron’s line of thought to be a meaningful thread
running through Man-shu’s poem. We also see Man-shu’s imaginative process
at work in creating this poem. His melancholy mood is conjured up through

‘the use of lively associations. The first line is of particular significance.
Man-shu was wandering on this foreign island’s seashore in the evening.
Looking into the distance where the sun was sinking in the blue waves and
thinking of his “unutterable sorrows,”” he recalled the evening scene where
Byron left England. The plaintive melody he played as well as that of Childe
Harold’s, “My Native Land Good Night!” reminded him of the sorrowful
tune of Hu-chia shih-pa po and its author. In turn, this gave rise to the
memory of another patriotic hero, Su Wu. In contrast to Su Wu, the line
“I love beautiful girls rather than heroes’’ suggests a kind of self-reproach
he was feeling: his country was fighting to shake off the Manchu yoke
while he was wallowing in sensual pleasures. Here, obviously, he referred
to the sing-song girl parties that he frequented and, perhaps, the “revellers”
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whom Childe Harold “gather’d from far and near’” “to hall and bower’’
as well. Going one step further, I would suggest that it was the reading of
Byron’s poems that gave rise to the composition of this poem. In addition
to the obvious similarities we have just pointed out, this is the first poem
that he wrote after he finished his translation of Byron.®

Although Byron’s presence is not immediately evident in the poem,
“The Setting Sun,” the basic spirit of the drifting wanderers is present in
both Byron and Man-shu. My reading is supported by another of Man-shu’s
poems written about four months later, “T’i Pailun chi’’ 5% fg £ (In-
scribed on Byron’s Poetic Works], in which Man-shu verbalizes what is
implicitly suggested in “The Setting Sun.”

Chiu-feng hai-shang i huang-hun HEEFFEEE
Tu hsiang i pien tiao Pai-lun BAEERER
Ts'u-k’e p'iao-p’eng chiin yit wo SEHEERR
K’e-neng i-yil wei chao-hun RS TS

An autumn wind blows across the sea in the evening twilight —
Alone I bewail Byron’s fate as I read his poems
Poets, you and 1, are like fluttering reeds in a storm.
Could I summon your soul from a strange land?
(Trans. Liu Wu-chi)

Again the poem begins with the description of the scene (autumn wind,
the sea, and evening twilight), which is quite similar to the opening line in
the “Setting Sun.”” Man:shu was leaving his country on a boat from Shanghai
to Java via Singapore. The situation is almost identical with the way in which
Childe Harold leaves England. Man-shu was sick in bed at the time. When
the boat stopped in Singapore, a Spanish lady came on board to visit him and
presented him with some Western books and flowers. This poem was written
on the front leaf of Byron’s Poetic Works after the boat had put out to sea
again. A passage from Man-shu’s own account of the episode is found in
his novel, The Lone Swan. By comparing the two different descriptions of
the same situation we find some interesting points relating to the creation
of the poem.

RITAIEER » BATEF - R BERE » fRFEATRE2 L &
ERE  BBEE - AIRBEFEARITREE  PESLHE  FR




330 TAMKANG REVIEW, Vol. XIII, No. 4

BEfBZEE o ovee ThEBRFRR o B (WBREEHE DEER F (
Rig ) RE o
The steamer had been out exactly five days and nights, and was
plowing her way steadily through the Pacific Ocean. The breeze
was balmy, the sun resplendent. As I paced the pilot house,
the surging, boundless sea filled my heart with longings for those
who were as far removed from me as were the sweeping spaces.
Picking up the books given me by Miss Robert [the Spanish lady] :
I found among them the complete works of Shakespeare, Byron :
and Surrey [Shelley]. ... I first turned the leaves of the book
containing Byron’s poems and read about the travels of Childe
Harold. At the end I found six stanzas on the mighty ocean.
(Trans. George Kin Leung)

- Then he gives a translation of “The Ocean’” passage, followed by a description
of the evening scene:

RANFFHTE > BREOEF -BFAER  BE=F » BRBK -

WEEE o

After I had translated this poem, I read it aloud several times.

Just then a new moon hung in the sky; a soft breeze floated 1
toward me; three or four fishermen’s lamps blinked through ;
the darkness. It was a sweeping scene to gaze upon. (Chapter V)

I will not go into the minor differences between the real situation and the
fictional one, for they do not seriously affect our discussion. There are two
points, however, to which I would like to call attention. First, in the
fictitious account, Man-shu particularly mentions the poem, Childe Harold.
This encourages our present comparison and, in a way, justifies our assertion
about Man-shu’s indebtedness to Byron in this poem.

If we look at Childe Harold’s second voyage to Europe in Canto Three
as a reflection of Byron’s own experience when he left England for the last
time, we see these feelings are almost identical with Man-shu’s at this
particular moment,

The waters heave around me: and on high
The winds lift up their voices: I depart,
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Whither I know not; but the hour’s gone by
When Albion’s lessening shore could grieve or glad my eye.
(111, 1)

Man-shu was going to Java, where he was to teach for two years.
Talented as he was, he could certainly have settled down to some stable
occupation in China, yet during his adulthood, he hardly stayed in one place
more than three years. This does not seem to be because he deliberately
sought romantic adventures but — more likely — because he had no parents
to fall back on, no family, no one but himself. His sorrowful feeling over
his solitary situation frequently revealed itself in the tone of lament through-
out his poems. His voyage to Java, like Byron trip to Europe, was indeed
one of his aimless wanderings. There is another interesting analogy between
the two poets: Byron left his country with the knowledge that he would
never return but with no idea where he was going; Man-shu went on a voyage
to a destination without knowing if or when he was coming back. This
analogy also accounts for the similar mood conjured up in their poems.

Another point worth noticing is the descrepancy in Man-shu’s description
of the scene in the two versions — prose and poetry. To repeat the quotation,
in the story we read:

The breeze was balmy; the sun resplendent ... a new moon
hung in the sky; a soft breeze floated toward me; three or four
fishermen’s lamps blinked through the darkness. It was a
sweeping scene to gaze upon.

The whole description gives us a feeling of pleasant serenity. But in-the
poem we have:

An autumn wind blows across the sea in the deepening twilight.

In Chinese poetry, “autumn” and “evening” usually carry an association
of decay and sadness, and here they add to the sense of solitariness created
by the word “alone” and the image of “fluttering weeds in a storm.” The
“autumn’’ further intensifies the bleakness of the scene and thus “saddens”
the tone of the whole pbem.

The differences between these two descriptions of the same scene may
be explained by their different contexts. In The Lone Swan, Man-shu is
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sailing to Japan to look for his mother in the hope of finding a home; at the
time he wrote the poem he had been misjudged and deserted.?’ He became
a homeless wanderer, and, as the preface to this poem suggests, he was
feeling his “unutterable sorrows” most strongly. But the main reason for
the melancholy tone of this poemis, perhaps, that the tone best suits the
theme of the poem: riao Pai-un FiFEf [bewailing the fate of Byron].
In other words, it is most pertinent to begin a poem about Byron with a
tone which is similar to Byron’s. The atmosphere created by this line is also
consistent with that in the first lines of the above two poems we have just
compared.

The second line, “Alone I bewail Byron’s fate as I read his poems,”’
tells us it was with the feeling described above that he read Byron’s poem.
Actually he was also bewailing his own fate, for he identifies himself with
Byron in the third line: “Poet, you and me, are like fluttering reeds in a
storm.” He calls back Byron’s spirit to keep him company as he often did
in the lonely moments of his life. Byron’s verse seems to have given him
the needed spiritual sustenance.

There is obviously an effect of desolation here and it is achieved by
the combination of the words fu & [alone] and i-yit B2 [strange land]
as well as the images of autumn, the sea, the evening and “fluttering reeds.”
The Chinese words tizo & [to mourn] and chao-hun Z58 [to call back
spirit or soul] are usually connected with death. In this context, they
intensify the whole atmosphere of desolation. When we compare this poem
with another stanza in Childe Harold, we see more clearly Byron’s influence.

Immediately after the few lines describing Childe Harold’s second
departure from England which we cited above, Byron writes:

Once more upon waters! yet once more!
And the waves bound beneath me as a steed
That knows his rider. Welcome to their roar!
Swift be their guidance, wheresoe’er it lead!
Though the strain’d mast should quiver as a reed,
And the rent canvas fluttering stress the gale,
Still must I-on; for I am as.a weed,
Flung from rock, on ocean’s foam to sail
Whene’er the surge may sweep, the tempest’s breath prevail.
(IIL 2)

Childe Harold’s lonely and even perilous situation is successfully conveyed
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through a series of metaphorical images: waves and steed, mast and reed,
" canvas and weed, etc. Byron’s fate (again Man-shu seems to have identified
Byron with Childe Harold here), which Man-shu bewails, is described as a
weed upon the ocean drifting wherever the surge takes him as well ‘as the
strained mast quivering as a reed in the wind (compare Man-shu’s metaphor,
“fluttering reeds in a storm™). Man-shu took over the metaphor and joined
Byron on the boat. Interestingly enough, the different characters piao-p’eng
E #% (fluttering reeds) and p’iao-p’eng B (floating sail) are exact
homonyms, even including the tones, in Chinese. If we substitute the latter
for the former, the third line of Man-shu’s poem will read: “Poets, you and
I, are like drifting sails on the sea.” This not only does not spoil the
metaphor but also includes Byron’s images — the mast, canvas, the surge and
the tempest. Both metaphors used by Byron and Man-shu work well in their
respective poems and achieve similar effects. Both metaphors used by Byron
and Man-shu work well in their respective poems and achieve similar effects.
Following these two poems, “The Setting Sun’” and “Inscribed on
Byron’s Poetic Works™ Man-shu composed quite a number of poems touching
the theme of exile. The image of the setting sun and evening scene, which
appears so frequently in Childe Harold, became one of Man-shu’s favorites,
which often went hand in hand with the feeling of loneliness and desolation.

The last line of “The Setting Sun,”
I love beautiful ladies rather than heroes,

expresses a kind of self-reproach, but also contains very interesting implica-
tions. Man-shu seemed to be always trying to separate heroes from the love
toward ladies as if to love ladies were not an instance of heroic conduct.
Nevertheless, he still admired Byron’s — a true hero to Man-shu — experiences
with the “revellers in halls and bowers” and Man-shu himself was a sort of
lady’s man. Thus we may interpret this line as an expression of playful
irony referring to boeth Byron and Man-shu himself. This kind of self-con-
tradiction may explain the lack of the union of “heroes”.and “beautiful
ladies” in his poems. Curiously, the “heroic” side of Man-shu found expres-
sion in his prose writings instead.

Yet with Byron, “the heroes” and “beautiful ladies” seem almost always
to go hand in hand. Very often the actions of the “heroes” and the “ladies”
are inter-woven to make the deeds look more heroic and the love more
romantic. For example, when he describes the famous battle at Waterloo,
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it is characteristic of Byron to say:

There was a sound of revelry by, night,

And Belgium’s capital had gather’d then

Her Beauty and her Chivalry, and bright

The lamps shone o’ver fair women and brave men.
(I, 21)

And when the cannons begin to roar outside, we read another juxtaposition
of the bravery of the hero and the soft sentiment of the ladies:

His [Brunswick’s chieftain] heart more truly knew that peal
too well

Which stretch’d his father on a bloody bier,
And roused the vengeance blood alone could quell;
He rush’d into the field, and, foremost fighting, fell.

(111, 23)
Ah! then and there was hurrying to and fro,
And gathering tears, and tremblings of distress,
And cheeks all pale, which but an hour ago
Blush’d at the praise of their own loveliness;
(111, 24)

In “The Isles of Greece,” after recalling the glories of the ancient heroes,
Byron does not neglect the ““Doric mothers” (13), and ““each glowing maid
(15).” Other examples can be found in the heroes of Turkish Tales, who
are all passionate lovers. ‘

In Man-shu’s poetic works, however, we can hardly find any description
of heroes except in one or two early poems. But there is one exception in
a letter written to Liu Ya-tzu fjj 75 7 immediately after the 1911 Revolu-
tion. There, we read a couplet in which the “heroes” and ‘beautiful ladies”
are juxtaposed in a Byronic manner.

Chuang-shih heng tao k’an ts ao-hsi HHEETEE K
Mei-jen hsieh se ch’ing t'i shih EABEEES

The heroes holding their swords read the call to arms,
The beautiful ladies carrying their zithers ask for poems.




SU MAN-SHU AND LORD GEORGE BYRON 335

This is Mari-shu’s image of his friends during the height of the revolution.
Just like Byron’s description of the Waterloo battle, the world-shaking
revolution which overthrew thousands of years of feudal rule in China was
thus romanticized by Man-shu. In fact, the couplet itself is obviously a
borrowing from Byron’ “The Isles of Greece.”

"The scian and the Teian muse,
The hero’s harp, the lover’s lute.
(Byron, 7-8)

Man-shu’s translation of the second line is

Chuang-shih t'an k ‘an-hou W -4EE e
Ching-nil yit ming-cheng B RIEs
‘ - (Man-shu, 11-12)

If we take certain liberties and modify Man-shu’s couplet slightly in a back-
translation, it would read: =~ - '

The hero’ sword, the lover’s zither.

In fact, Man-shu, like Byron, loved both heroes and beautiful ladies. In
some of his poems, instead of juxtaposing heroes and ladies, he managed to
merge the two into one by making the ladies heroines. For example, in
Man-shu’s poems the people who manifest a patriotic feeling for their country
are mostly females.

Jih mu yiu chigjen HERZEA
Tu li hsiao-hsiang-p’u B W
Shu-liu chin han yen BREER
Ssu.lieri wang kuo k’u PSCEE

In the evening twilight, a beautiful woman

Alone stands by the side of rivers Hsiao and Hsiang,
Sparse willow trees are shrouded in the mist

As if lamenting-the sufferings of the subjugated country.

Pi-ching mei-fen chih ai-kuo - NEENMTFE
Tzu chiang yin kuan hsueh nan-t'ang B SRR
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After all, the beautiful lady loves her native country
Voicing her feelings in music like the sing-song girl of the
Southern T’ang.

The following pairs of verses selected from the poems of Man-shu and
Byron for comparison do not necessarily bear the relationship of direct
influence but, through juxtaposition, we can find some plausible affinities.
Byron’s lines are taken from “Maid of Athens, Ere We Part™ (the Chinese
version, translated by one of Man-shu’s friends, Huang K’an &1 , is included
in Man-shu’s Chinese edition of Poetic Works of Byron) and “To a Lady Who
Presented the Author with the Velvet Band Which Bound Her Tresses
(translated by Man-shu and also published in Poetic Works of Byron).

(1)
By that lip I long to taste:
(Maid of Athens, 13)
The dew I gather from thy lip
(To a Lady, 9)

Tou ch ang tien nit ch’un chung lu R LEDR

Stealing a taste of the dew from the lips of the heavenly maid.

| 2)
Oh! little lock of golden hue,
In gently waving ringlets curl’d.
(To a Lady, 17-18)

Hsieh ch'a lien-p’eng mei ch'ieh chuan Rim#E£H%
A lotus hair-do aslant her head, with lonely looks and lustrous
hair.
— Trans. Liu Wu-chi
(3)
Oh! I will wear it next my heart:

“Twill bind my soul in bonds to thee.
(To a Lady, 5-6)

Feng-wen shang-chieh shih t'ung-hsin |5 xrtese 2 H L

A knot by a pair of phoenix ribbons will bind our hearts together
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Although the first example is an obvious case of imitation, it is difficult to
decide whether or not Man-shu’s interest in seductive feminine features,
such as lips and hair, was influenced by Byron. Still they may be treated
as general affinities. ,

The selection of verses treated above does not actually do justice to th
over-all achievements of both Man-shu and Byron, simply because our choices
have been deliberately limited to those poems which are comparable (or
contrastable). Furthermore, we have only included those poems by Byron
which Man-shu definitely read; that is, the lyrics Man-shu translated and some
parts of Childe Harold which he mentioned in his short stories. In the above
discussion we have found that Man-shu did not mechanically take over some
expressions from Byron and insert them in his own work. In fact, he
borrowed just those elements from the poems whose themes were conducive
to expressing his experience; he remoulded and transmuted those elements
and, finally, worked them ingeniously into his own poems. These Byronic
‘effects were embodied harmonijously into his work and the works themselves
are distinctively his own, albeit considerably enriched by Byron’s poetry.
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10. C. E. Villiamy, Byron (London: Michael Joseph, 1948), p. 265.

11. Don Juan, 11, 202.

12. In his short stories, he created quite a few heroines, who are all sentimental, faithful
lovers.

13. See The Lone Swan.

14. It sounds peculiar that Su Wu ate felt-cloth to keep alive but this is how the story
goes. :

15. Jiz is a reed musical instrument used by northern tribes in ancient China. Since
there is not a standard translation, for the moment I translated it as “flute.”



338

16.
17.
18.

19.

. 20.
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“Mountains and riversin Chinese culture has the connotation of one’ “country.”’
Wen, p. 174.

Wen, pp. 179-80. Hsieo is an instrument similar to jiz mentioned in the poem.
Perhaps Man-shu used jiz in the poem because of its association with Ts’ai Yen.
Man-shu announced the completion of his translation of Byron only a week before
he wrote the letter to Liu San dated April 8, 1909, referred to above. See Wen
Kung-chih, p. 197.

Man-shu left for Java because he had been suspected of treason in the revolution
and he felt humiliated.




