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      Preface

      
      
      Dragon in Ambush: The Art of War in the Poems of Mao Zedong by Dr. Jeremy Ingalls is a critique and new translation of the first twenty of Mao
         Zedong’s published poems.
      

      
      In her examination and translation of Mao’s poems, Dr. Ingalls focuses not on their
         poetics but rather on analyzing how Mao employed the poems as lessons and guidelines
         for those sufficiently conversant in Chinese classical literature to “read between
         the lines” for their message. Prof. Ingalls argues that Mao intended to convey to
         his enlightened readers, a very small number to be sure, his goal of becoming China’s
         yi ren, 一人, “one man,” that is, de facto emperor of China. More important, this study illustrates
         how Mao sought, through his poetry, to affirm China’s future role as not only a world
         power among others, but the global hegemon above all others. When Mao Zedong announced
         from Tiananmen Square on October 1, that China had “stood up,” he was not simply proclaiming
         a new and independent China, free of colonial subjugation. China, Mao implied, would
         rise to stand over all competitors.
      

      
       That is, Mao’s overall verse-sequence illumines his ultimate strategic goals:

      
      
         	
            
            his concentration upon securing and exercising autocratic power;

         

         
         	
            his intent to induce unnamed but hoped-for successors to learn from him, through his
               poems, the inner subtleties of a sustained autocracy; and
            

         

         
         	
            his design for effecting conjunction of autocratic rule within China with the emergence
               of China as the dominant force in world affairs.
            

         

      

      
       Another conclusion Dr. Ingalls draws from her research is to downplay the significance
         of Marxism-Leninism in the Thought of Mao Zedong. She shows that throughout his career,
         Mao regarded Marxism-Leninism as a political convenience but not a doctrine permanently
         essential to his master plan. Just as Mao used Chiang Kai-shek’s Nationalists and
         Josef Stalin’s Soviet Union as means to further his own political ambitions, so did
         Mao manipulate Marxist-Leninist ideology to hoodwink and attract, at home and abroad,
         professional revolutionaries to help do his bidding. Mao’s aims express, in their
         worldviews, an entirely Chinese tradition. In his poems, says Dr. Ingalls, Mao’s dialectics,
         his materialism, and his authoritarianism all take their points of reference from
         within the Chinese cultural order.
      

      
       In this regard, Dr. Ingalls argues it is essential to recognize that, through his
         poems, Mao is not only recording his own practice as a master-strategist but, among
         juniors equipped by temperament and intellect to emulate him, intending and expecting
         to instruct them in aspects of his grand strategy never fully mentioned in his prose.
         Mao’s prose was primarily for public effect. By contrast, his poems were intended
         to serve as a manual for his successors on those subtle phases of his grand strategy
         that he does not mention in his prose writing. Any biographer or student of Mao Zedong
         who either ignores or overlooks his poetry misses the essential point and hence provides
         only a distorted and incomplete view of Mao.
      

      
       Despite her critical analysis of Mao’s motives and intent, Dr. Ingalls remains convinced
         of his poetic brilliance and literary genius. She sees Mao’s poem 18, “Kunlun,” as
         a superior literary invention, very likely the most rhetorically elegant authoritarian
         manifesto, along with his poem 20, “Snow,” in world literature. “As literary creations
         they are beyond question masterpieces in their genre.”
      

      
       The crux of Dragon in Ambush, and why it is unique among other studies of the Thought of Mao Zedong, whether through
         his prose or verse, lies in her focus on the symbolism in the poems. In other words,
         the poems are, in Mao’s use of them as a means of communication, meaningless on their
         surface. But in the substance of the poems, no image, however seemingly commonplace,
         is ever employed for merely lyrical or prosaic description. Every image functions
         as a factor in an entirely political calculus. According to Dr. Ingalls,
      

      
         When Mao mentions streams or mountains, suns or moons, clouds or winds or icicles,
            horses, elephants, snakes, tigers, leopards or bears, specifies kinds of trees or
            birds or fish, flies, brooms, mats or bridges, these and all his other images have,
            as their primary function, neither happenstance descriptions nor whimsical metaphor.
            They all have politically symbolic functions in Mao’s algebra of versified political
            discourse.
         

      

       Dr. Ingalls further reveals that Mao’s use of illusions, wordplays, and images is
         systematic, never erratic or arbitrary. She points out that this is not unusual in
         Chinese literary culture. This indirect and subtle type of reasoning set out in intricately
         associated symbols was not invented by Mao Zedong. Mao’s use of symbolism is a long,
         ongoing practice among Chinese intellectuals and literati. Mao’s verse practice in
         this regard reflects habits of mind that were conditioned from boyhood by patterns
         of associative thought common to Chinese classical texts, and which reached its most
         intricate elaboration in such texts as that of the Book of Changes.
      

      
       Dr. Ingalls is thoroughly familiar with China’s literary tradition. In this regard,
         she is equipped with the three requisite tools for carrying out an exacting analysis
         of this kind: as an award-winning poet herself, she is conversant in the genre of
         poetry and its structure and dynamics; she is fluent in written Chinese, both classical
         (wenyan) and modern (baihua); and she is exceptionally well versed in all genre of classical Chinese literature.
      

      
       This literary expertise enables her to study the import of Mao’s poetry that draws
         on many seminal classical works, including but not limited to Sunzi’s Art of War, the Laozi (or Daodejing), the Song of Chu (Chuci), the Huainanzi, the Three Kingdoms epic, classical poets from the Han through Ming dynasties, the Poetry Classic (Shijing) and Book of History (Shujing), and most important, the Book of Changes (Yijing). In fact, Dr. Ingalls argues that one cannot too highly regard the influence of
         the Yijing in the poetry of Mao Zedong. Not only does he employ its messages in the hexagrams
         to illustrate his thinking, but his interpretation of them he correlates with events
         in contemporary China. That is, by an intricate reading of the Changes and selected hexagrams, one can deduce Mao’s plan of action.
      

      
       Compiling and editing the Dragon in Ambush manuscript was not a simple matter. While Dr. Ingalls was highly disciplined and
         organized in her research, she often extracted portions of a manuscript in order to
         concentrate on a particular poem or topic. As a result, when she died, the Dragon papers were scattered among some fifty boxes of writings that had been donated to
         the University of Arizona Library. I have spent countless hours under the watchful
         eye of helpful Special Collections custodians trying to find every last scrap. In
         the end, I have had to be satisfied with what I found and formed the pages into this
         product.
      
 
      
      Another problem has to do with the condition of the materials: the bulk of the manuscript
         was handwritten in a rather laborious scrawl, often with cross outs, faint marginal
         notes, and poor resolution in the photocopying. Minute work with a magnifying glass
         was sometimes in order. Finally, it is almost certain that the 1,100-plus pages (reduced
         to a little over half that for this publication) were left unfinished at the time
         of Dr. Ingalls’s death. For instance, I have been unable to locate, after repeated
         searches, translations, and analyses of some of the later poems. Hence, the limit
         in this book to the first twenty.
      

      
       However, Dr. Ingalls was convinced that these initial twenty poems were the core
         of Mao’s verse-sequence. All thirty-nine of the “published” poems (those made public
         under Mao’s orders) are no doubt significant, but Mao used poems one through twenty
         to lay out his basic scheme of strategy and domination, at least until his ultimate
         triumph in 1949.
      

      
      
   
      Part I

      Recognizing the Terrain

      
         
         
      

      
      
      
      Chapter 1

      Methods of Approach

      
         
         
      

      
      The poems of Mao Zedong provide durable clues to the inner dynamics of his career.
         The poems evince his sardonic delight in stratagems, political and literary, designed
         to baffle the impatient, to trap the over-trustful, and to dazzle those who share
         his own enthrallment with the arts of the clever ruse and the tactics of deception.
         To those with the resources to penetrate the entanglement of Mao’s allusions to Chinese
         classical texts and his dazzlements of wordplay, the poems open the record of successive
         phases within his strategy, a strategy conceived to assure de facto autocracy for
         the ruler of China and hegemony for China among the nations.
      

      
      The poems include not only his version of his own past but his designs for continued
         impact upon world events far beyond his own lifetime. As the poems themselves insist,
         their ultimate purpose is to serve as motivation and policy guide for his successors.
         The poems are Mao’s major manifesto, not solely to his own times but, most especially,
         to future generations.
      

      
      Obviously his designs upon the future need not be regarded by the rest of us as infallible
         predictions. But his intent, through the poems, to rouse up, and to instruct through
         example, successors sufficient to sustain and fulfill his master plan for China identifies
         these poems as more than incidental literary artifacts. The poems are relevant to
         whoever takes account of the canny exercise of great temporal power. Acquaintance
         with what these poems are asserting and proposing is crucial for those of us who recognize
         the continuing costs to humanity of seemingly effective despotisms and the aggravation
         of those costs by eloquence dedicated to the celebration of massively artful control
         over the destinies of other human beings.
      

      
       For more casual readers, awareness of this consistent import in these poems has been
         deflected by propaganda interpretations that, up through the 1960s, Mao-supervised
         publicists and translators attached to them. A popular assumption that the assembled
         poems have no central design has been furthered through accidental misconstruings
         of several of the poems by other reports and translators. But the assembled poems
         show themselves, in their Chinese texts, to be a unitary document. These poems are
         not miscellaneous jottings. In their definitive sequence, with their authorized wording
         and attached datings[1]  that Mao established for them immediately prior to his seventieth birthday, December
         26, 1963,[2]  they define his own appraisal of his position in world history and his expectations
         for the political future of China. A further poem, dated 1965, is an integral extension
         of his verse-sequence.
      

      
       This study includes attention to earlier published versions of some of the poems
         since Mao’s textual revisions and alteration of datings during his preparation of
         the now canonical verse-sequence provide supplementary clues to his motives and methods
         of self-evaluation. But, supplying Mao’s definitively established wording, punctuation,
         and dating-sequence, the Chinese text of the Mao zhuxi shici (毛主席詩詞, Chairman Mao’s Poems), issued in Peking in the closing days of December 1963, is this study’s central
         focus.[3]  The Chinese text for his later poem dated 1965 is that first made internationally
         available in Japan, from a copy brought from China by Suganuma Masahisa 菅沼正久 in 1966.[4] 
      

      
       Because careful preservation of poems, any poems, is a long-ingrained Chinese practice,
         Mao can confidently anticipate that his poems will be preserved and probably revered
         even by descendants of those among his countrymen who have refuted his policies or
         remained privately resentful of him during his lifetime. Insurance for the poems’
         survival has, since 1963, extended to a continuing spate of Chinese editions, from
         the most lavish to the most inexpensive, to classroom drill, within the PRC, in copying
         and reciting the poems, to their having been incised in marble in the walls of the
         Mao monument dominating the great Nanjing bridge across the Yangzi River, and even
         to their circulation, baked into the glaze of mass-produced teacups, for easy purchase
         throughout the PRC by any who might otherwise not encounter them.
      

      
       To his anticipation that the poems will continue to circulate, Mao attaches the expectations,
         implicit in the poems themselves, that they will capture the imaginations of potential
         successors, future Chinese with a shrewdness and aptitude for statecraft that they
         will consciously shape to correspond to his own. These successors, his poems propose,
         are to concentrate upon the ultimate aim defined in the poems: the furtherance of
         a China that, in accord with the will of Mao Zedong, will not be content with recognition
         as one among a number of major political powers but will, through supreme exercise
         of the art of power politics, enforce acceptance of China as the supreme power, dominating
         the earth. It is to these successors that Mao addresses himself in 1965, saying at
         the close of his poem “38,” carrying the adjunct title “A Further View of Jinggangshan,”
      

      
           世 上 無 難 事 : Shi shang wu nan shi 
         


         
         To rise and rule the world is no hard task,


         
           只 有 肯 登 攀 : Zhi you ken deng pan 
         


         
         Needs but to choose to mount and fix our grasp.

      

      Section A: The Expectation of Explorers

      
      Were all of Mao’s verse-lines as boldly blunt as the two just quoted, the long inquiry
         upon which we now proceed would not have become necessary. But, in the poem just cited,
         all of its earlier lines, like nearly all of the lines in all of his poems, convey
         their import through multilayered allusions, combining references to contemporary
         events with clues referring to passages from older Chinese literature, and through
         wordplays combining contemporary and classical meanings of Chinese terms. These intricacies
         of verse-composition are not unique to Mao Zedong. These intricacies of verse craft,
         traditional in Chinese poetics, are also practiced by some of his contemporaries.
         This mode of traditional, political, verse-making offers, to the inquiring reader,
         no easy jaunt. The poems open their import only when they are closely explored, and
         an explorer’s patience is requisite.
      

      
       A translator, having completed a thorough exploration, may manage to produce translations
         that transmit the theses of these poems, and even suggest corollary elements intrinsic
         to the poems as poems, pacings and falterings of sound analogously reinforcing the
         mood that characterizes the original Chinese texts. But lending ears and eyes to translations
         of poems composed in traditional Chinese modes marks only the beginning and not the
         end of exploration. To approach adequate comprehension, readers also have to adjust
         themselves to a worldview, to habits of thought, to value scales that can differ crucially
         from those to which they are accustomed.
      

      
       In the 1930s, when Etienne Balazs wrote his essay prefacing his translations of two
         poems by the third-century Chinese ruler, Cao Cao曹操, Balazs remarked,
      

      
         The greatest difficulty . . . is to awaken in the mind of the reader the same associations
            and feelings as are conjured up by the poet in the mind of the Chinese reader. In
            most cases it is quite impossible to do this directly, for there is such a huge gap
            between . . . worlds of thought and all the associations contained in them, that the
            gap cannot be bridged by . . . a lyric poem. There remains the indirect method of
            providing the reader in advance with some information about the moods, images, allusions
            and thought associations forming the soil from which the poem has sprung, so as to
            enable him to approach closer to the unfamiliar idiom.[5]  
         

      

       The “thought associations forming the soil from which the poem has sprung” are, with
         regard to the poems of Mao Zedong, closer to those of a Cao Cao of China in the third
         century than to the thought associations habitual to the minds of readers whose worldview
         has been shaped by what we still call, for convenience, the Western tradition. And
         despite the continued efflorescence of books and articles on China, on the past and
         current political history of China, on the several schools of Chinese political philosophy,
         on Chinese poems, novels, and plays, and recent excellent expositions of aspects of
         composition peculiar to traditional styles in Chinese poetry,[6]  evidence from test readers of draft sections of this present study has enforced
         these conclusions of which these opening chapters take account.
      

      
       It might seem logical to have presented immediately the Chinese texts, together with
         the new translations. But translations of poems of the kind Mao prefers to compose
         do not, for readers with largely different cultural assumptions, immediately explain
         themselves. It might also seem logical to begin with the text of the earliest poems,
         supply for it an extensive account of its content and an intensive textual analysis,
         and so proceed, chapter by chapter, through each of the twenty poems explored here.
         But given such an initial approach, readers to whom the whole terrain is unfamiliar
         would soon become bewildered, walkers struggling along a fogged-in mountain massif
         of which they have never seen a map, and on which, with its strange contours, they
         lose hope of holding to any clear path. Giving due regard to the varied resources
         as well as the varying expectations of several kinds of readers, this study offers,
         first, a general map of the terrain before proceeding, in sequence, to intensive explanations
         of each of the poems.
      

      
       This study will inquire into and explore answers to several expectable and corollary
         questions including inquiries into the significance of the choice by Mao Zedong, the
         prose-proclaimed pundit of Marxism-Leninism, to visualize himself in his poems not
         as a chief in the Communist Party but, throughout, in the role of a newly ascendant
         Chinese emperor. It also inquires into the probability that this purposeful discrepancy
         (between his poems, to which his emperor-autocrat image is integral, and his public
         emphasis upon his image as Communist Party member and ultimate Chairman) accounts
         for his maneuvers, traceable from 1936 to 1964,[7]  with regard to which poems were to be long withheld and which were to be earlier
         released.
      

      
       Since every poem illumines every other, only access to the whole verse-sequence makes
         accessible, beyond debate, the scope of his strategic goals: his concentration upon
         securing and exercising of autocratic power; his intent to induce unnamed but hoped-for
         successors to learn from him, through the poems, the inner subtleties of a sustained
         autocracy; and his design for effecting conjunction of autocratic rule within China
         with the emergence of China as the dominant force in world affairs. Also explored
         are his several probable occasions for regarding the onset of 1964 as the appropriate
         moment to allow the poems to begin to show their ultimate function as an inducement
         and manifesto to effective successors.
      

      
       Further discussion will answer queries as to why, when several translations of Mao’s
         poems are already in circulation in the world’s major languages, new translations
         can still be relevant. Within its theme of Mao’s campaign to manipulate audience response
         to his poems, we will comment on translations and commentaries prepared for circulation
         abroad by the Peking Foreign Languages Press and by other officially accommodating
         presses such as Eastern Horizon in Hong Kong. With regard to prose texts from the
         People’s Republic of China prepared and promoted in foreign language versions controlled
         by Peking, sinologists have from time to time taken note that Peking-promoted versions
         alter passages of the original Chinese texts in ways designed to invite or deflect
         particular responses from readers abroad.[8] 
      

      
       With regard to Mao’s poems, the fact that the foreign-language versions issued by
         these same official-propaganda presses blur the sense of the poems, leaving many key
         Chinese terms and phrases unrendered and unexplained, has until now, however, received
         scant attention. As to technical aspects of Mao’s verse-craft, this study appropriately
         includes attention to details ignored by the officially promulgated foreign-language
         versions as well as mentioning those only occasionally taken into account in other
         previously published translations, and includes samples of some key differences of
         translation and interpretation among those translators whose interest, like my own,
         has been to try to provide accurately informative acquaintance with these poems.
      

      
       The differences in these latter cases are sometimes occasioned only by the earlier
         translator’s lack of access to, or failure to take account of, textual discrepancies
         between Mao’s earlier and later versions of the same poem. In most instances, however,
         misconstructions found in such earlier-published translations can be traced to the
         interpreter’s having overlooked clues to the sources of some of Mao’s wordplays and
         allusions.
      

      
       Such sources are neither private nor arcane. They amount to a relatively standard
         range of Chinese literary resources, including the works of major poets from the Han
         through the Song dynasty, earlier collections of poems such as the ancient Poetry Classic (Shijing 詩經) and late-classical collections, the Chuci 楚辭 and the “Nineteen Old Poems,” along with well-known medieval and early modern
         novels, standard histories, and such works as the Laozi 老子, Sunzi 孫子, Zhuangzi 莊子, Huainanzi 淮南子, Liezi 列子, and the Book of Changes (Yijing易經).
      

      
       Translators are predictably at hazard if their own acquaintance with the Chinese
         wording of such standard works from earlier Chinese literature is insufficient. Translators
         themselves are all too soon ambushed if they do not readily recognize, in Chinese,
         characteristic terms and phrases that, from standard literary sources, Mao introduces
         into his poems as clues and pointers elucidating each poem’s intended import.
      

      
       Earlier translators have included scholars who are experts in reading modern Chinese
         prose and who are either native speakers of Chinese or have acquired a speaking fluency
         of considerable range. They have included historians and journalists who have lived
         in China and who are well informed on details in the career of Mao Zedong and the
         course of events in contemporary China. Such information is also essential; and every
         one of us working on any aspect of the career of Mao Zedong is always in debt to both
         historians and journalists. But for analysis, exposition, and informative translation
         of Mao’s poems, prompt recognition of clue phrases and terms through which Mao points
         to key passages in earlier Chinese literature is equally indispensable.
      

      
       Translators who, for example, approach Mao’s poem 16[9]  without recognizing its clustered allusions, to a specific “sword” line in a poem
         by Wang Bao 王堡, (first century B.C.), and to passages using “sword” figures in the
         Zhuangzi, render the Chinese text as though it were a banal landscape piece. From such versions
         no reader could discover that, in poem 16, Mao is registering, in graphic metaphor,
         his characteristic thesis that the strength and fixity of a commanding human will
         is, from Mao’s viewpoint, the prime determinant of the social-political course of
         human history. Translators who have always lost the import of poem 16 then regularly
         misconstrue poem 18, in which Mao elaborates his same thesis. Adding, to his “sword”
         symbolism established in poem 16, further clustering allusions—to rhyme-prose texts
         from earlier centuries, one customarily attributed to Song Yu 宋玉 and one by Li Bai
         李白—Mao, in poem 18, conveys, through this further development of his “sword” figure,
         the scope of the master plan through which, Mao predicts, his own will can direct
         the future course of world politics.
      

      
       To undertake poem 17—without recognizing its allusion to the Chinese phrasing, in
         the basic Zhou dynasty texts with the Book of Changes—of the text attached to line 5 of hexagram 13 is to lose that poem’s governing purport.
         Through poem 17, Mao illustrates the tactical sequences by which a commander with
         superior skills in the art of war induces thousands of human beings seemingly subject
         to several rival commanders to plunge together into what is called, in Chinese, “death-ground.”
         Because of, rather than in spite of, enormous loss of life, Mao proposes, through
         poem 17, that he is able to transform the survivors into his personal armed forces,
         uncritically devoted to him as their sole guide and rescuer. To lose the governing
         clue to poem 17 means also to have lost the clue to the integral relationship of this
         poem to the theses of not only poem 13 through 16 but also poems 18 and 19. In all
         seven of these poems Mao epitomizes his tactics in power politics in terms correlated
         to stages of “change” described in texts attached to the six lines of hexagram 13
         in the Book of Changes.
      

      
       These and other instances will be explored as examples of special problems in the
         recognition of allusions. Also discussed are the hazards for translators who, instead
         of fully confronting the more difficult syntactic and semantic problems conspicuously
         promoted by these Chinese texts, elide or ignore these problems in favor of producing
         translation-verses that accord with some fixed preconception about what a “poem” must
         be or about what Mao’s attitudes “ought” to be. But this book does not intend to pursue
         any quarrel with previous translators. Accordingly, we limit our comments to a few
         brief passages from the work of previous translators, passages sufficient to illustrate
         the chief types of misconstructions that have inadvertently contributed to popular,
         but inaccurate, impressions about the relationship of Mao’s poems to other aspects
         of his career. 
      

      
       Clarification of this relationship, important for any reader, can be especially relevant
         for those political scientists, historians, and journalists who, dependent solely
         upon some previously published translation, have continued to assume that Mao’s poems
         have only incidental connections with his politics. Clarification is relevant also
         in a more particularized literary sense. Translators who misconstrue the basic sense
         of the poems tend, in consequence, to make Mao appear, in translation, as a clumsy
         and even rather muddleheaded versifier. But Mao is, in the proper sense of the term,
         a rather elegant craftsman in verse-composition. However unengaging for many of us
         may be his worldview (the personal and political attitudes that these poems embody),
         the poems, within their own premises, are firmly structured and deftly articulated.
         What his purposely garrulous prose, designed to purvey “comrade” roles, expectedly
         does not convey, the terse intensity of his poems conveys full force: the operation
         of a vigorous intellect in rigorous command of its resources. To transmit in translation
         some analogous experience of this controlled economy of expression obviously requires
         a prior recognition of the precisions of statement accomplished through his compressed
         allusions and closely interlaced metaphors.
      

      
       We also pay attention to Mao’s interest, conspicuous in his poems, in concepts of
         “conflict” and “contradiction” that derive from his entirely Chinese source, the Book of Changes. By the close of this present study, readers will have deduced for themselves the
         multiple occasions for titling this venture, Dragon in Ambush, and the corollary pertinence of subtitling it a study of the art of war. But since
         books about China rather often incorporate the term “dragon” in their title, it may
         be as well to state, without further delay, that, for this book, “dragon” is neither
         a cliché nor catch-all symbol but a functional description of Mao’s concept of himself
         that, as his poems evince, he identifies with the “dragon” concept specific to the
         Book of Changes.
      

      
       One major outcome of this exploration is the discovery that Mao’s absorption with
         the traditional dragon concept of rulership and statecraft, associated with the texts attached to the ascending
         six lines of the opening hexagram in the Book of Changes, is among the major clues both to his poems and to his public career. It illuminates
         his motivation in a number of decisions and procedures that have notably baffled observers
         who have been assuming that precedents in Marxism-Leninism would chiefly account for
         his tactics and define his goals.
      

      
       Through the poems we come to perceive that, within the terrain that is the mind of
         Mao Zedong, his ascendancy by way of the Communist Party and public advocacy of Marxism-Leninism
         represents a convenient leverage of which, as he is stating as early as poem 8 (July,
         1930), he has availed himself since it provides a sufficient “whirlwind” (poem 8,
         line 8). His poems chuckle over his astuteness in seizing on convergent currents of
         populist and Marxist enthusiasm as updraft currents on which to ride into those upper
         reaches of temporal power within which he can then actualize, for himself and for
         China, his own version of the traditional Chinese concept of the dragon sovereign.
      

      
       In traditional Chinese thought the concept of the ruler as the celestial dragon,
         literally capable of controlling the destinies of humankind, is interpenetrated by
         the concept of the ruler as son of Heaven, the regent on earth acting in behalf of
         Heaven’s intentions for humankind. But implicitly in poem 1 and more explicitly from
         poems 14, 16, 18, and beyond, Mao indicates his rejection of the concept of the ruler
         as ultimately subject to Heaven. In accord with several non-Confucian doctrines also
         long enduring in the Chinese tradition, Mao identifies himself as the powerfully commanding
         will and intellect that, symbolized as an omnipotent dragon, is literally the master
         of Heaven itself. In this worldview there is no supernatural power operative in human
         affairs. As chapter 2 illustrates, in Mao’s worldview—the successfully dominant world-commander—the
         superman categorized in Daoist terms as the sage who knows how to manipulate the given
         processes of nature and human nature—is himself the “Heaven” to which all of her human
         beings are regarded as inevitably subject.
      

      
       This worldview may, to some readers, seem preposterous or even lunatic. But it is
         the pervasiveness, in Mao’s poems, of this worldview that is itself one of the occasions
         for the earlier remark that comprehending Mao’s poems requires a developed awareness
         of the world of thought that is habitual to Mao Zedong. To the mind of Mao Zedong,
         and to that of some of his associates such as Guo Moruo, and to that of Mao’s potential
         junior successors, this worldview is familiar. It appears to them neither preposterous
         nor lunatic. For them, it is the more persuasive because, while some of its assumptions
         correlate conveniently with such Western doctrines as dialectical materialism, it
         possesses, for them, the emotional charge and intellectual prestige of a viewpoint
         already functioning as part of the Chinese heritage for more than two thousand years.
      

      
       This study confronts the fact that Mao’s poems record—indeed, celebrate—his belief
         that his consonance with the processes of “change” is such that, neither in speculation
         nor poetic fantasy, but literally, he expects to exercise absolute command over both
         the Chinese present and the world’s future. That by 1949 he had already achieved the
         power over China that he had predicted for himself in the poems of the 1920s and 1930s
         has expectedly reinforced his confidence that a Chinese domination of the world, also
         forecast in his poems, must and will be accomplished. His belief in the efficacy of
         his worldview, and in the master plan he has evoked to accord with it, fuels the imperturbable
         self-assurance of these poems. Already saying in 1928 in poem 3 (line 4), “I myself
         and only I am steadfast and unmoved” (Wo zi kui ran bu dong 我自巋然不動), he reasserts, with explicit allusion to this same earlier poem, the same
         self-assurance in his poem dated to the spring of 1965. The self-assurance sustaining
         this unvarying euphoria also feeds the scornful aplomb that, dismissing the attempts
         of his own colleagues to call into question or to alter the direction of any of his
         decisions, rejects quite as summarily the possibility that any person or any nation
         might effectively prevent the fulfillment of his plan to shape the future of humankind.
      

      
       For speculators on the world’s future, the poems can be a far from amiable but nonetheless
         significant factor to be taken into account in relation to events that may ensue,
         from already operative phases of Mao’s master plan, long after Mao’s death. Mao takes
         considerable care, within the poems, to make the poems themselves attest that he regards
         them neither as incidental productions[10]  nor solely as verse autobiography but, pre-eminently as political weapons in a protracted
         war, that through oncoming generations, can reshape the whole world according to the
         will of Mao Zedong.
      

      
      Section B: The Expectations of Mao Zedong

      
      That war for long-term political domination only occasionally requires overt military
         action but requires continuous political pressure tactics is a perception not unique
         to Mao Zedong. That poems can be weapons in the arsenal of politics is a conviction
         also not unique to Mao Zedong among Chinese poets and politicians; it is a commonplace
         of Chinese history and literature.[11]  But Mao has pursued his war for personal domination, regarding it as the prescriptive
         basis for actualized world domination by China, with a concentration of will and talent
         for power politics that is unique even as compared to the wills and talents of China’s
         most notable and notorious earlier empire builders.
      

      
       In his verse-sequence his opening poem indicates that, deducibly before the age of
         thirty,[12]  and in complete conviction before he had reached his thirty-second birthday, he
         had set himself the goal of becoming master of the stream of human events (poem 1,
         lines 11-13, 23-25). His poems 14 through 19 indicate that, before his forty-second
         birthday, he had no further doubts[13]  that he would actualize mastery of his planned area of command, that he would become
         not solely master of China but de facto ruler of the earth. Shortly after his forty-second
         birthday, according to poem 20, which he associates with the time-point February 1936,
         he has become convinced that he already controls all the factors insuring him supreme
         command over China. Within this same poem he incorporates his thesis that he possesses
         more effective talents as a poet and more political foresight in employing them than
         any previous ruler of China. The five previous rulers that, in this poem, he chooses
         to specify, and his decision, with regard to his verse-sequences, to place this poem
         in the immediate context of poems 18 and 19, concerned with extension of domination
         around the earth, indicate the scope he associates with the thesis on his skills as
         a poet. He implies that his tactical handling of these skills not only reinforces
         his power to dominate China within and beyond his own lifetime but functions within
         his intent to actualize, by his own will, the worldwide exercise of power that Chinese
         political theory has, for most of three thousand years,[14]  attributed to rulers of China.
      

      
       By his seventieth year Mao has already been in publicly acknowledged command of China
         for fourteen years. But he does not forget that thirteen years before that, thirteen
         years prior to his triumphal entry, in 1949, into Peking, he possessed sufficient
         confidence in the efficacy of his tactics to proclaim himself, in poem 20, as already,
         in 1936, the actual commander of all China.
      

      
       To recognize the goals personally enthralling to Mao Zedong is neither to imply nor
         to suppose that they are personally compelling for everyone who happens to be Chinese.
         Among the millions within the border of the People’s Republic of China few might,
         on their own initiative, choose to gamble a recovered national sovereignty and, relative
         to their condition before the 1950s, their considerable, re-accruing, domestic property
         for the sake of Mao’s will to world command. In his poems, however, China is never
         objectified in terms of a society of individualized human beings. China emerges, instead,
         as a great icon, the figure of a gold bowl (poem 4) that is also the figure of a captive
         and captivating woman (poem 20). This icon Mao visualizes being served by laborer-soldiers,
         being in danger from all officers and intellectuals whose vision is not Mao’s vision,
         and ultimately to be glorified by inducing or compelling all human beings to acquiesce
         in the icon’s mandate expressed through the will of Mao Zedong. In essence, the poems
         are a manifesto that both celebrates the art of war and becomes the declaration of
         a protracted war. It is formulated throughout as an announcement not solely of war
         upon resistors outside the PRC but quite as much upon the inhabitants of the PRC itself
         insofar as any of them might fail to rejoice in service to Mao’s determination that
         his China, his icon, must be glorified, at whatever human cost, by raising it over
         the heads of everyone on earth.
      

      
       Chinese or non-Chinese, we can appropriately recognize that Mao is a master in the
         art of war—that is, in the multiple techniques of power politics, among which literal
         battlefield actions are one, and not the major, aspect. It becomes prudent to recognize
         that, through his poems, he is not only recording his own practice as a master-strategist
         but, among juniors equipped by temperament and intellect to emulate him, intending
         and expecting to instruct them in phases of his grand strategy never fully mentioned
         in his prose, and to commit them to his goal. But to recognize the political talents
         of Mao Zedong, and also the possibility that he will succeed in summoning correspondingly
         gifted and determined strategists from among oncoming generations, need not entail
         the concession that either he or they must be invincible. If we do not choose so to
         concede, however, it becomes further prudent, as the Sunzi manual[15]  advises, to “know the enemy,”[16]  the “enemy,” it should always be understood in this context, is not the Chinese
         people. The “enemy” is the will and intellect of a state-commanding strategist determined
         to establish absolute domination over others, both Chinese and non-Chinese. Such will
         and intellect becomes “the enemy” in that, within the commitment to absolute domination,
         there inheres a calculated devaluing of all other human beings, the intent to bend
         them or to break them into the service of his own temporal goals.
      

      
       The whole statement in the Sunzi, from which the above, much quoted phrase is commonly excerpted and translated as
         “know the enemy,” reads, in Chinese, zhi bi zhi ji zhe bai zhan bu dai,[17]  signifying, literally, to know him (zhi bi) and to know yourself (zhi ji) assures that those (zhe), confronting him in a hundred battles (bai zhan—zhan connoting not only explicitly military but all aspects of political conflict) you
         are not in any serious danger (bu dai) of being outwitted and dominated by “him”—that is, by the opposing, state-commanding
         strategist. The thesis of the Sunzi manual is that a state’s political power depends basically upon the use of all of
         its resources, including its people, as weapons[18]  and that state power is effectively exercised and expanded only when it is under
         the absolute command of a master-strategist. The Sunzi advises that those who do not choose to concede victory to an opposing master-strategist
         must not only appraise realistically their own resources and goals but must explore
         every resource for learning about the strategist whose goals oppose their own. Such
         learning, the Sunzi proposes, should include information as accurate as possible about his temperament
         and character as well as his preferred tactical patterns for actualizing his plans.
         This is the import of the terse Sunzi phrase, zhi bi, know him.
      

      
       In Mao’s plan for “cleaning up the universe,”[19]  by creating a worldwide China-centered tai-ping 太平 a great orderliness[20]  (Mao’s poem 18, line 17) within which chuan wu di 傳無敵, no enemy survives (Mao’s poem 37, line 19), no one longer able to resist a totalitarian exercise of
         power willed and controlled by a China-centered autocrat, there are those who, by
         considered choice, concur. Having made a considered choice, they can be said both
         to know him—fully to have recognized his temperament and character, his tactics, and his aims—and
         to know themselves, to have made the choice both to further and to be subject to his tactics in furtherance
         of his plans.
      

      
      Within and outside the PRC, however, there are also those who might be said neither
         to know him nor to know themselves. These include, in one instance, those who, being unaware of the shape and scope
         of his intentions, are also unaware that his exercise of power contravenes their own
         preferences and expectations regarding choices for their individual futures and those
         of their descendants. These also include those who choose, so to speak, to remain
         defensively deaf,[21]  to prefer not to take account of Mao’s own declaration that his tactics in cultivating
         a strictly disciplined, industrious, and prosperous PRC disdain such goals as freedom
         of opportunity for the varying talents and interests of individuals and are directed
         solely to the creation of an effective power-base (poem “38”) from which to dominate
         the destinies of all other nations. Those unaware of or defensively deaf to the import
         of such a strategist’s declaration of aims and intentions become, as his poems make
         note, his most manageable, because least alert, allies.
      

      
       Mao is one of a number of state-commanders assisting their own approach to autocratic
         exercise of power by inciting illusions that they are securing freedoms for others.
         But that Mao’s arrogation of freedom to himself alone is a deliberated and intentional
         claim is attested by his poems. With his opening poem he sets the theme of freedom
         unique to himself, the freedom of his will to dominate all other human wills. As to
         those who, in contravention of his will, try to maintain, attain, or defend any substantive
         freedom of thought, speech, and action, for themselves and for others, he both castigates
         them and announces his intentions concerning them. Both the castigations and the intentions
         emerge most bluntly in poem 37. Those who do not concede his claim to exclusive freedom
         to design the destinies of others are, he declares, the hai ren chong 害人蟲, poisonous human pests (poem 37, line 18) whom he declares cannot be allowed to survive (poem 37, line 19).
      

      
       To investigate and to analyze Mao’s moods and motivation, his rationale and its consequences
         in thought-habits and tactical patterns can, as the Sunzi proposes, considerably reduce the hazards of confrontations. With regard to Mao Zedong,
         the most direct route for effective investigation is the route that is only seemingly
         the most devious—this proposed route through his poems. And given Mao’s further express
         intentions, that his poems become a manual of master-strategy for subsequent adepts,
         the poems also open clues to habits of thought still likely to prevail among his successors
         and emulators. Toward such understanding the poems provide not only the most direct
         route but the most reliable one.
      

      
       Mao’s prose pieces, loosely structured and composed for local, political occasions,
         have been, as Stuart Schram and others have long since documented, repeatedly altered
         by Mao himself,[22]  adding and excising to accommodate changing situations and further tactical advantages.
         Like all adepts in statecraft, Mao says in prose for immediate impact on one occasion
         what he can and does choose to alter in tone and contradict in substance months or
         years later. Even the sum of all the extant versions of Mao’s prose texts will not
         resolve, since the talented strategist takes care that they shall not resolve, into
         reliable clues to his long-term strategy. The poems, by contrast, besides being closely
         structured and intricately textured compositions that, in their few revisions of a
         term here or a half line there, never alter their pervading tone or central import,
         are intentionally designed to convey, to appropriately equipped readers, clues to
         the correlation between his tactical patterns and his declaration, through the poems,
         of his long-term strategic goals and expectations.
      

      
       Once what can be called his verse algebra is understood, his master-plan and the
         coherence of his procedures toward actualizing it become directly traceable. Before
         1936 he withheld his poems, as has been mentioned, from general public attention and,
         from 1936 into the 1960s, employed various ruses to reduce the circulation of any
         incisive reporting as to what these poems were actually saying. But several of the
         Chinese literati were aware, at least as early as 1945,[23]  of Mao’s literal commitment to the role he assigns to himself in the poems, the
         role of emperor-autocrat. And by the 1960s several who, from Mao’s viewpoint, had
         prematurely made public their awareness that they were having to deal with a self-designated
         new emperor paid with their lives for having publicized their perceptions.[24]  But within the poems Mao leaves no doubt that, for readers equipped to deal with
         this Chinese verse-algebra, to deal with his coherent system of symbolic equations
         keyed, as has been remarked above, to passages in earlier Chinese literature, he is
         intent upon apprising such readers very fully of the rationale authenticating, in
         his view, his autocratic practice of statecraft as well as informing them on the direction
         and worldwide scope of his strategy.
      

      
       Among such readers, including the potential successors, he plainly expects that those
         who read him cordially will ally themselves with his aims. As to those of us who read
         him clearly but not cordially, he has, through poems 15, 18, 19, 36, 37, and “38,”
         implied his view that such readers will never possess sufficient, counteracting political
         power seriously to interfere with the continued actualization of his plans.
      

      
       As Mao intends, the thematic structure of his poems opens readily to readers able
         to recognize and follow clues provided by terms and phrases pointing to those older
         Chinese texts that Mao himself has in mind, and who also is aware of traditional political
         significations of terms that have, at the same time, vernacular, non-political meanings.
         Specification in the poems of compass points, for example, as to whether the wind
         is coming from the west or from the east, or as to whether, in the specified year,
         Mao is in the south facing north or in the north facing south, are not reports on
         accidents of situation. Such specification, in accord with a consistent and traditional
         political symbolism, conveys tactical political relationships and strategic power
         positions. In the poems no image, however seemingly commonplace, is ever employed
         for merely literal or commonplace description. Every image functions as a factor in
         an entirely political calculus. When in his poems Mao mentions streams or mountains,
         suns or moons, clouds or winds, horses, elephants, snakes, tigers, leopards, or bears,
         specifies kinds of trees or birds, or flies, fish, brooms, mats, or bridges, these
         and all his other images have, as their primary function, neither happenstance description
         nor whimsical metaphor. They all have politically symbolic functions in Mao’s algebra
         of versified political discourse.
      

      
       As this study will be substantiating, Mao’s selection and deployment of his allusions,
         wordplays, and politically connotative images is systematic, never erratic or arbitrary.
         The language of these poems has evolved, as is wholly natural for a poet of Mao’s
         age (born December 26, 1893) and his early classical, literary training, from standard,
         traceable resources in the classical Chinese heritage. Though one Chinese journalist
         living outside the People’s Republic of China has so asserted, the poems are not unintelligible.[25]  But though “unintelligible” is not an accurate description, it could be an accurate
         report of bafflement among readers who, though literate in the vocabulary and syntax
         of the modern vernacular, are neither scholars in the classics nor trained in literary
         analysis.
      

      
       Inside the PRC, for millions of newly literate Chinese with no schooling in classical
         texts and terminology, the poems “mean” only what Peking-issued schoolbooks and newspaper
         pseudo-explanations declare them to “mean”; and these “meanings” traceably shifted
         in accord with tactical shifts in the agit-prop campaigns from 1949 onward. Among
         more amply literate residents of the PRC, increasingly from 1957 and with total caution
         from the mid-1960s, they had two recourses for eluding conflict with whatever was
         the current propaganda line regarding the import of the poems. They could avoid stating
         any private conclusions by parroting whatever was the current, officially promoted
         interpretation. Or they could play variations on the device employed by the junior
         poet—and a very sharp-witted one—Zang Kejia 贓克家, in 1957 and 1958, in the essays required
         of him expressing “what the poems meant” to him. Zang avoided stating his perception
         of the import of several crucial lines by solemnly remarking only that they are “profound”
         and “worth pondering.”[26] 
      

      
       The inability, through lack of classical schooling, of most of the populace to deal
         independently with the intricacies of the poems, along with the self-defensive caution
         of those within the PRC who comprehended but did not admire, as well as the tactical
         discretion of those who, comprehending and admiring, kept their own counsel as possible
         aspirants to the Maoist succession, were all “ambush” situations upon which Mao obviously
         calculated in his slow, selected release of one or another poems from 1936 onward,
         and the elaborate diversionary campaigns with which, after 1956, he surrounded the
         ostensibly open promotion of the poems. These procedures allowed him to assure their
         circulation for the purpose of attracting potential successors while insuring that
         whoever attempted any too informative reports would be silenced, from self-protective
         motives, by others more fully under his domination. These calculations also insured
         that a number of international China-watchers who leaned uncritically upon PRC-produced
         translations and press releases continued to transmit illusions that the poems are
         largely incidental landscape descriptions or that they express a populist-humanist
         kind of “love” of “the people,” or that, so far as they have any political significance,
         this was limited to occasional references to Chiang Kaishek and, after 1960, to the
         USSR.
      

      
       Mao’s concurrent campaigns to encourage illusions about the import of the poems while
         making the Chinese texts available to whoever can independently deal with them are
         campaigns that are in themselves a pertinent illustration of basic principles in the
         art of war. These campaigns exhibit close and protracted attention to techniques of
         psychological domination. They include ingeniously mounted tactical deceptions, operated
         from directions least anticipated by target population, to accomplish, simultaneously,
         the spread of confusion among potential opponents and further attraction for potentially
         unconvinced allies.
      

      
       The poems, not surprisingly, confirm some conclusions about Mao’s temperament and
         character proposed from other evidence, from appraisals of his public career, from
         face-to-face encounters, and from intensive studies of his prose. They confirm that
         his unquestionably vigorous intellect conjoins with a temperamental ruthlessness of
         which both the Indian historian and diplomat, Panikkar,[27]  and the American journalist, Edgar Snow, had from personal acquaintance with Mao,
         taken note.[28]  The poems also attest to a theatrical delight in role-playing. In public he exploits
         several masks. The intellectual dandy can also play the blunt peasant. To serve other
         tactical purposes he plays now the aloof introvert, now the jolly good fellow, now
         the simple-hearted nationalist, now the cosmopolitan pundit, now the worldly-wise
         man opining to a faithful listener that, in another few generations, Marxism-Leninism
         need no longer be regarded as of any great significance. It is in his poems, however,
         that the distinctions between his several public masks and the roles integral to his
         temperament and character come clear.
      

      
       Manifestly enjoying his own mocking and sardonic sense of humor, Mao repeatedly registers,
         in his poems, his disdain of the possibility that anyone, even among his closest associates,
         can crucially interfere with the designs of Mao Zedong or foresee the intricacies
         of his tactics or forestall them. In his poems Mao emerges always as the intellectual
         dandy. In his poems Mao emphasizes his intellectual as well as temperamental commitment
         to autocratic politics. He sustains, throughout, a scornful view of both Western liberal
         kinds of democracy and Marxist-Leninist systems, while also registering his enjoyment
         of his own astuteness in making use of Marxist-Leninist systems and motivations as
         interior leverage for vaulting into the culminating, wholly autocratic phase toward
         which, as poem 1 indicates, his plans had aimed from the beginning.
      

      
       His poems indicate that, not only by temperament but also through conscious theorizing
         on the role of grand strategist, he has no compunctions about the sufferings of others,
         whether among his opponents or among his own followers. His poems reflect an unflagging
         fascination with his own power to manipulate the responses of his colleagues. He celebrates
         his canniness in promoting, demoting, confusing, and always controlling those closest
         to him with quite as much attention as he devotes to recording past successes and
         predicting future successes in the domination of outright opponents both within and
         beyond China.
      

      
       In mood and in substance the poems controvert both extremes of popular illusion regarding
         Mao Zedong. They eliminate any basis for the assumption that he can be shrugged off
         as a witless kind of megalomaniac. As suggested earlier, he did not invent his worldview
         nor his expectation that he could rule the world, but has elaborated this view and
         expectation from intellectual positions long established in his Chinese cultural heritage.
         The poems eliminate quite as thoroughly the other extreme illusion: the illusion that
         he achieved his power as headman over, by the 1970s, some eight hundred million people
         because he was innately magnanimous and because his heart bled for the world’s oppressed.
         His poems indicate, with deliberate and unvarying emphasis, that he regarded magnanimity
         as a comic ruse, a handy tactical deception, and regarded the world’s oppressed as
         another of his tactical resources to be maneuvered out of submission to other temporal
         powers into ultimately exclusive submission to the world order preferred by Mao Zedong.
      

      
       In Mao’s game of war-chess, of world-bound power politics, he regarded his colleagues
         together with all the rest of his compatriots and all the rest of humankind as his
         pebbles and board pieces.[29]  His will to dominate is formidable because, as the thought patterns intrinsic to
         his poems attest, he is not hampered by impulsiveness and impatience such as is typical
         of the more usual kind of zealot and such as has been recurrently attributed to him
         by some China-watchers. He calculates his options, makes a methodical appraisal of
         the probable measures of time required to fulfill each phase of his master plan, and
         makes also shrewd appraisal of external turns of events to be arrogated to the advantage
         of his next move. He particularly celebrates, in poems 4, 9, 10, 13, 15, 17, and 31,
         moves exploiting areas of the board that opponents suppose to be unprofitable and
         gambits securing advantages that opponents have not foreseen.
      

      
       At what point during his adolescence or early twenties his will to dominate and his
         intellectual rationale structuring his strategy for political domination fully coalesced,
         there is no way to determine. His earliest surviving prose[30]  comes from years when he was already past his twenty-third birthday. These pieces
         show him already freed in the conviction of the power of the firmly focused mind to
         command events and already possessed of a sharpened talent for making psychologically
         effective use of words, attracting to himself, for his initial power-base, followers
         and devotees from among groups ignored or thus far only ineptly commandeered by some
         of his seniors among activist intellectuals of the period from 1917 to 1920. Poems
         from these years and earlier, verse-compositions that might provide clues to the gradual
         infusing of his motives, may once have existed. But sometime since the 1940s,[31]  if he has not successfully called in and disposed of all extant copies of his verse,
         at least to date no one in possession of them seems to have made them publicly accessible.
         The poems that he has chosen to retain on record[32]  show that in his third decade and thereafter, the energies of his will and intellect
         have concentrated exclusively on procedures for political domination in which the
         central drive is his will to psychological domination.
      

      
       Rather than indicating any compassionate concern for either the individual material
         welfare or the individual personal dignity of anyone, Chinese or non-Chinese, his
         poems make evident that his interest in other human beings is primarily governed by
         his intellectual fascination with his own exercise of the arts of manipulating the
         minds of others into psychological submission.
      

      
       Domination of the minds of others is the unifying theme of his verse-sequence. Explicitly
         from poem 16 forward (though, from the perspective provided by familiarity with the
         whole verse-sequence, we come to recognize that this has been the scope of his intent
         from the beginning), his poems indicate that it is not alone the minds of the Chinese
         nor even the minds of national and international Communists but the mind of every
         human being wherever that he envisages as political territory over which to expand
         his domination. Such matters as agriculture and technology and particular geographic,
         military, civil-bureaucratic, and economic ascendancies concern him only in those
         aspects that are directly corollary to his master plan. This grand strategy includes
         the expectation of bending or breaking the wills of the leaders of all other nations,
         whether overt opponents or ostensible allies.
      

      
       Once the unifying theme, the domination of the minds of others, is recognized, the
         logic governing Mao’s otherwise seemingly arbitrary choices of the occasions for his
         poems emerges. Stages of Mao’s career that thus far have been given preferential attention
         by historians are, in the poems, most often mentioned only obliquely, if they are
         mentioned at all. Mao’s use, for example, of the Guomindang as well as the Chinese
         Communist Party, from 1921 to the spring of 1927, to provide some of his political
         leverage is, within his verse-sequence, detectable only through contextual reference
         from the dating he assigns to poem 1. The motivating function of poem 1 is the celebration
         of his conviction that, just as he had earlier dominated the minds of his school associates,
         the ascendancies he has secured by 1925 in both the GMD and the CCP, combined with
         the superior strength of his will to continue as “master” (line 13) of the “stream”
         of human affairs, already insure his attainment of supreme temporal power.
      

      
       As early as poem 4 (1929), he places the one reference to land distribution that
         occurs anywhere in his poems in intentional association, through allusions and wordplays,
         with the political connotations of land distribution practiced by earlier ascendant
         emperors. In poem 8, his handling of his mention of troops singing the “Internationale”
         indicates his personal dissociation from the song’s text, which he calls “lamenting”
         and from the song’s association with Marxism by emphasizing allusions to old Chinese
         poems in which a “superior man” exults in power to propel himself above the common
         world and by celebrating his personal astuteness in successfully riding the whirlwind
         of international populist enthusiasms.
      

      
       Correspondingly, through poems 4, 5, 7, 8, 9, 17, and 19, he fixes his personal connotations
         for “red” flags, “red” armies, and “workers and peasants” by explicitly identifying
         them with “Heaven’s soldiers”—that is, the soldiers of a Chinese emperor. He buttresses
         this identification through allusions to dynasty-founding exploits in earlier Chinese
         history, to the use of red flags in early Chinese armies, and the association of emblematic
         “red” with the rise of the long-enduring, fully imperial dynasty, the Han. Later in
         the verse-sequence, in poems 21 and 37, we find Mao confirming what he has already
         implied earlier, that the career of Liu Bang 劉邦, the founder of Han 漢, who also rose
         from the countryside with “workers and peasants,” has provided Mao with tactical cues[33]  that Mao has adapted to his own advantage.
      

      
       The pervasive mood, in even the earlier poems in the sequence, is Mao’s enjoyment
         of his skills and his success in adapting, to his own times, tactics already time-tested
         by earlier Chinese ascendant emperors. He takes care that his poems also convey that,
         because of the now swifter international, political winds of reaction and response,
         he has, from the beginning, expected that, by inciting and manipulating populist insurgencies
         and by confusing and deposing challengers, he could and would come to control far
         more actual power over tianxia (天下), over all under Heaven, than had ever accrued to earlier emperors.
      

      
       His poems ignore many elsewhere discussed military engagements between the Red forces
         and the White forces, the GMD and warlord armies. Those of his poems concerned with
         specific military engagements focus only upon those occasions in which, from his viewpoint,
         he has clinched a further, crucial, psychological advantage. And, except for poems
         3, 4, 9, and 10, poems that might superficially appear to be literal battlefield pieces
         turn out to be as much, and often more, concerned with recording stages of psychological
         ascendancy over potential power-rivals among his CCP associates.[34] 
      

      
       By poems 15 and 16, and more fully by poem 18, he is predicting the sequences of
         his larger campaign to induce psychological submission from peoples abroad. Within
         this same phase of his verse-sequence, from poem 13 through poem 20, and dated to
         the mid-1930s, he portrays himself in poem 19, as already in control of the psychological
         factors that will, in due time, bring about not only a Japanese military retreat from
         the Asian mainland, but establish Chinese political domination over Japan. In poem
         20, which includes his forecast of his demotion of all his domestic rivals, the Chinese
         “snakes” and “elephants,” he is, through his specification, by name of earlier emperors
         whose world impact he intends emulating and then vastly to surpass, outlining his
         pattern for moves toward initial power-bases in all Asia, and in Europe and Africa.
      

      
       This phase of the verse-sequence (poems 1 through 20) has the particular function
         of emphasizing what he has already adumbrated in poem 13 and earlier, that though
         military impact is one of the commander’s several essential resources, it is by no
         means the central dynamic. As the succession of tropes and wordplays from poems 13
         through 20 deftly registers, the determining forces are not the obvious “bows and
         arrows,” the slings and onslaughts of military power, but the “sword” that is the
         designing will and intellect of the commander (poems 16 and 18), and his “embrace”
         (poem 20) that clinches through the art of words. Through these subtle, more penetrating,
         and most enduring powers, he says, he induces and seduces the minds of others to acquiescence
         in the power design he envisions as heng (橫), power from-horizon-to-horizon,[35]  the worldwide authority of the psychologically dominant ruler.
      

      
       In accord with the classical Chinese strategy pervading the poems, this predicted
         succumbing need not imply any intensive Chinese engagement in overt military action.
         It implies, rather, the cumulative effects, in the international area, of tactical
         patterns already registered in the earlier poems. These include, among the tactics
         of deception, continuing covert instigation or aggravation of military conflicts beyond
         China’s borders, conflicts through which both ostensible allies and obvious opponents
         exhaust one another, thereby opening on the world board further power points ready
         for the commander of China to occupy. Continuing tactics can also be expected to include
         alternating campaigns of flattery and ridicule, as well as threats occasionally punctuated
         by brief military or paramilitary assaults designed for maximum psychological shock.
         The classical goal is not military conquest in the simplistic sense but, rather, through
         alternating enticements and harassments, to bring all nations into cultural, economic,
         and political-military subservience, into the roles of servants and satellites compelled
         to depend, for survival, on the will of the ruler of China.
      

      
       It can be presumed that Mao hopes to see this goal achieved during his lifetime.
         But like all shrewd strategists, who must proceed as confident prophets while also
         hedging the risk of being found in error in their prophesying, Mao has already registered
         his ancillary option. This of course is the option adumbrated in poems 20, 28, 35,
         and “38”: that should worldwide domination not be actualized within his lifetime,
         he expects and has foreseen that this will be achieved by a Mao-emulating Chinese
         successor.
      

      
       In poem “38” designating China itself, as we have earlier made note, the new, and
         now immensely resourceful, enlarged Jinggangshan, Mao emphasizes China’s expanding
         technological resources, especially those (poem “38,” lines 15 and 16) opening routes
         for both communication and attack by way of outer space, the ocean floor, and submarine
         control of the seas. Employing through these routes also the classic tactics of ambush—blandishments,
         pseudo-alliances, and attacks contrived for maximum psychological shock—a ruler of
         China with a sufficiently fixed will to grasp world domination discovers even the
         more, Mao opines (poem “38,” line 18), that shi shang wu nan shi 事上無難事: to rise and rule the world is no hard task. 
      

      
       An essential concomitant of this sufficiently fixed will, however, is, as Mao’s poems
         also indicate, a rationale for ruthlessness, a rationale justifying a ruthless indifference,
         on the part of the ascendant and established ruler, to the individual cost for the
         other human beings used, abused, or destroyed in his process of actualizing a design
         for world domination. The rationale to which Mao relentlessly adheres registers in
         his poems through figures of speech involving allusions to specific passages in the
         Laozi preeminently Laozi V, and to congruent passages in the Book of Changes. These he reinforces with allusions to congruent passages from other classical texts,
         including the Huainanzi and the Sunzi. He further confirms his commitment through allusions to traditional expert enactors
         of this rationale, including the notable third century strategist Zhuge Liang 諸葛亮.
         Toward comprehension of Mao’s rationale for ruthlessness, an explanation of these
         sources, and a sampling of their functions within Mao’s thought-habits and habits
         of expression in the composition of his poems, provides, through this next chapter,
         the essential vantage point for perceiving the dynamics of the intellectual terrain
         shaping both Mao’s expectation and Mao’s poems.
      

      
      Notes

      
      
         1. In the 1963 edition (see below, note 3) the dating that Mao attaches for each poem
               cannot be taken to signify either the year in which he initially drafted the poem
               or the year in which he completed its definitive version.

         2. To state instead that Mao completed his definitive text for his poems during his seventieth
               year would have the convenience of according both with the traditional East Asian
               method of calculating age, counting the day of birth as the “first” birthday and so
               regarding Mao as already seventy in the last days of 1962, and the Western connotations
               of being “in the seventieth year,” signifying having passed, in 1962, the sixty-ninth
               birthday. East Asian reporting itself, however, now stands to cite age according to
               the Western system. In this study age citations follow Western system and custom.
               

         3. Since, in this study, accurate transcriptions of the Chinese texts of the poems, corresponding
               to the December 1963 Mao zhuxi shici are provided, in the same sequence, in chapters dealing with one or another of the
               poems individually, citation of page numbers in Mao zhuxi shici (Peking, 1963) becomes superfluous.

         4. The Chinese text of Mao’s poem dated to the spring of 1965, initially published in
               Japan with a commentary by Professor Minoru Takeuchi 実竹内 on January, 1967 (Asahi Shimbun 朝日新聞, 7), subsequently appeared in the Hong Kong Ming Pao 明報, and then, by mid-1968, along with an English version and commentary by Jerome
               Ch’en, in The China Quarterly, No. 34 (April-June, 1968), 2-5. Mao’s having chosen to deposit a copy of this poem
               with the old people’s home in Ciping, Jinggangshan 井岡山, where it would predictably
               be shown to foreign tourists shepherded to government-exhibit installations in the
               Jinggangshan, assured the poem’s eventual circulation abroad. Mao’s procedure in this
               regard is analogous to devices he employed earlier, most notably in 1936, 1945, 1948,
               1957-1958, and 1962: that is, inviting the illusion of his disinterest in the circulation
               of his poems while effectively manipulating their distribution in contexts in the
               dissemination of his poems.

         5. Etienne Balazs, “Two Songs by Ts’ao Ts’ao,” in Chinese Civilization and Bureaucracy (New Haven: Yale University Press, 1964), 179. This essay, originally published in
               German, first appeared in 1937, in Monumenta Serica.

         6. At appropriate points, stylistic matters, inclusive of the relation between Mao’s
               choice of verse-forms and other aspects of his poems, are expectedly presented. For
               a general perspective upon the field of traditional verse-practice, within which Mao’s
               poems have become a specialized, twentieth-century instance, several publications
               from the 1960s are conveniently informative. See James J. Y. Liu’s The Art of Chinese Poetry, David Hawkes’s essay, “Chinese Poetry and the English Reader” (The Legacy of China, Raymond Dawson, ed., 90-115), and A. C. Graham’s Poems of the late T’ang. See also the books of translations by Burton Watson and by David Hawkes, including
               Hawkes, Ch’u Tz’u: The Songs of the South, and A Little Primer of Tu Fu, and Watson, Chinese Lyricism: Shih Poetry from the Second to the Twelfth Century. Like all of Burton Watson’s work, his Chinese Lyricism is generally reliable. In reviewing Chinese Lyricism (Literature East and West, vol. 15, no. 3, ref. 516), William McNaughton suggests, however, an alternative
               interpretation of Shen Yue’s [沈約, 441-513; also read Shen Yo. (Ed.)] doctrine regarding
               the “eight defects” to be avoided in the composition of regulated verses, an interpretation
               that may be preferable to Watson’s on this particular matter.Though some of Mao’s
               poems are, in a number of respects, classifiable as  lü   shi  律詩,  as  regulated   poems,  he handles them with less than classical strictness. Similarly, when composing,
               as he does more frequently, in  ci  詞 verse-forms, the poems reflect some less common practices that, within these verse-forms,
               have their precedents mostly in a few poets of the Song dynasty. A reinforcement of
               his taste for wordplays and intricate allusion probably also accrues from his familiarity
               with several Yuan and Ming dynasty plays that, in various versions, survived in the
               repertoire of Chinese theater troupes on into the early 1960s in the PRC. A useful
               comment on “verbal ingenuity” in these Yuan and Ming plays is available in Cyril Birch’s
               “Translating and Transmitting Yuan and Ming Plays,” Literature   East   and   West,  vol. 14, no. 4 (December, 1970), 492-493. See also Wilt Idema and Stephen West,
               Chinese   Theater,   1100-1450:   A   Source   Book;  The   Story   of   the   Western   Wing;  Monks,   Bandits,   Lovers,   and   Immortals:   Eleven   Early   Chinese   Plays.

         7. The year 1936 is significant in connection with his decision to circulate, through
               Edgar Snow, an interpretation of poem 17 that, given Snow’s lack of familiarity, at
               that point, with classical Chinese sufficient to deal himself with the poem’s wordplays
               and allusions, could—and did—assure persisting misconceptions about the import of
               Mao’s verse-comment on the Long March.

         8. A symptomatic instance of such alterations officially sponsored in translations prepared
               in the PRC for circulation abroad is the handling of a passage in an article that,
               appearing originally in the Renmin Ribao for July 24, 1970, was then put out in an English version included in the Peking [Beijing] Review, one of the several PRC periodicals specifically issued for circulation abroad. In
               Chinese the article, in summarizing Mao’s views since 1921, includes the statement
               that he was one of the group who established the Chinese Communist Party (he was,
               on that occasion in Shanghai in the summer of 1921, among the younger of perhaps thirteen
               or fourteen participants, and known chiefly for a handful of published articles and
               sponsorship of a group of student activists in Hunan). But this People’s Daily article, when it subsequently appears in the English version promoted by the Peking Review, proceeds to assert, “When he [Chairman Mao] founded the Communist Party of China
               . . .”This factually false statement, presented in the guise of “translation,” was
               duly called to the attention of scholars, through the regular survey of PRC publications
               in Chinese and in foreign languages provided in the “Quarterly Chronicle and Documentation”
               section of The China Quarterly (No. 44, October-December, 1970, 240). But the Peking Review assertion, made to appear as though the same statement had appeared in Chinese in
               the People’s Daily, that Mao founded the CCP in the sense of having, by himself alone, initiated its
               founding, has undoubtedly served its intention among a number of Peking Review subscribers: the furthering of the illusion, already cultivated abroad over several
               decades, that Mao was the acknowledged master of the CCP from its inception. The assumption
               by Mao and his officially supervised translators that the readers abroad whom they
               most wish to impress can neither consult texts in Chinese nor are likely to notice
               corrections in journals seen mostly by specialists is perhaps a still viable assumption.
               An intent not to stir unwelcome speculation among such readers appears also to have
               motivated the decision, with regard to “the little Red Book,” the Quotations from Chairman Mao, to omit, from Peking-prepared English and other foreign language versions, the Chinese
               preface indicating that the Quotations were promoted for the indoctrination of the PRC armed services, the PLA (People’s
               Liberation Army). Among a sizable number of readers abroad, however, awareness of
               this omission may have ensued sooner than Peking anticipated. Mention of this omitted
               preface, and its significance, had considerable circulation by 1967 through Stuart
               Schram’s biography, Mao Tse-tung, 325. Philip Bridgham makes note, with regard to Peking-prepared translations of
               the CCP Constitution of 1969, that “an apparently deliberate attempt was made to mislead
               foreign readers” by inserting, in foreign-language versions, the term “elected” with
               reference to membership in the Presidium, Central Committee, and Standing Committee,
               positions that, as the Chinese text not surprisingly indicates, involve no franchise
               procedures corresponding to contemporary Western conventions of “election” to office.
               See Bridgham, “Mao’s Cultural Revolution: The Struggle to Consolidate Power,” The China Quarterly, No. 41 (January-March, 1970), 14, 15. The extent to which efforts “to mislead foreign
               readers” persists is amusingly evident in the biographical entry on Mao Zedong supplied
               in English by Peking, for publication in the International Who’s Who in Poetry, 275. Though Mao’s address is listed, expectedly, as “Office of the Chairman, Communist
               Party of China, Peking, China,” Mao suddenly acquires, within this same piece, the
               title of “President.” The IWWP volume has its origin in Great Britain, and the larger number of its listings are
               of British and North American writers. The Peking decision to plan the implication
               that Mao has been formally recognized as “President” of “China” may be assumed to
               reflect a Peking expectation that some browsers in the IWWP, a number sufficient to be of some public relations value to Peking, would take for
               granted that Mao was China’s President” and, missing the Peking translator’s ploy—that
               is, “Chairman” means “presider,” and so, with no great shift in meaning, a “president”—would
               assume that Mao’s position and powers derive from some franchising procedures not
               too dissimilar to those of, perhaps, the presidency of the United States.The Peking
               translator manages this ploy by altering the customary English translation of Mao’s
               official Chinese Communist Party title, Mao zhuxi 毛主席, customarily rendered for the foreign press over many years as Chairman Mao. The only two editions of Mao’s poems that, patently with Mao’s advice and consent,
               the Peking transmitter of Mao’s biographical entry mentions are the two that present
               the authorized verse-sequence. The Chinese title of one of these, first printed in
               January 1964, is Mao zhuxi sanshiqi shou 毛主席三十七首, the title customarily rendered Thirty-Seven Poems by Chairman Mao. The Chinese title of the other, the December 1963 edition of the verse-sequence,
               is Mao zhuxi shici 毛主席詩詞, customarily rendered Chairman Mao’s Poems. But adjusted through the Peking offices of Chairman Mao, these two book titles provided
               for Mao’s biographical entry in the IWWP becomes Thirty-Seven Poems by President Mao and Poems by President Mao. This ploy, Peking seems to speculate, might have a favorable effect in PRC people-to-people
               operations during the 1970s. To the long-time observer, official PRC attention to
               dressing up even the smallest pieces of translation for floating abroad, on the chance
               of its encouraging this or that notion politically convenient to the international
               impact of the PRC, comes to seem close to comic. But long observation also indicates
               that these meticulous efforts to manipulate responses in other nations do continue
               to be rather effective. Among those who do not read Chinese, even those who are usually
               wary of dependence upon translations from politically motivated sources, including
               government-sponsored handouts from either the USSR or ROC (Taiwan), there continue
               to be rather many writers and lecturers who not only cite from PRC-produced translations
               without question but, in some instances, assume that a PRC-provided translation is,
               by its origin, to be accepted as more reliable than any produced elsewhere. Together
               with the PRC’s world-wide distribution of its own translations, the haste of publishers
               outside the PRC to catch an expanding “China” market through putting out, under their
               own imprints, materials consisting in part of PRC-produced translations has compounded
               the problem, among those unable to deal with the original Chinese texts, of trying
               to estimate how much of any text may represent a tolerably accurate transmission of
               the Chinese original and how much should be discounted as foreign-audience-slanted
               confetti. The problem is particularly marked with regard to the writings of Mao himself.
               Quite apart from the special problems of translation peculiar to the poems, there
               still exists, outside the circle of China research specialists, very little awareness
               of the need for caution in dealing with PRC foreign-language versions of Mao’s prose.
               For his pieces transmitted in recent years through such PRC media as the Peking Review, it remains the rare general reader who gains access to alternative translations
               such as may be ferreted out, assistance being available only from a relatively small
               number of major libraries, from Current Background, the Joint Publications Research Service, Selections from China Mainland Magazines, or Survey of the China Mainland Press. With regard to Mao’s earlier prose, both the pieces that Mao excised and revised
               for inclusion in Chairman Mao’s Selected Works and a number of pieces, surviving in Chinese but omitted from the Selected Works, or differing at significant points from the Selected Works version, readers searching some useful guides to factors to be borne in mind when
               examining PRC English versions of Mao’s earlier prose can fortunately avail themselves
               of Stuart Schram’s revised and enlarged edition of The Political Thought of Mao Zedong and related articles such as Schram’s “From the ‘Great Union of the Popular Masses’
               to ‘The Great Alliance,’” (The China Quarterly, No. 49, January-March, 1972, 85-105). Also see Schram’s monumental Mao’s Road to Power: Revolutionary Writings 1912-1949. Thus far in English there is no edition of Mao’s Selected Works that is not, in substance, the PRC, Foreign Languages Press version. Though the five-volume
               English Selected Works includes some minor editorial touches and a few supplementary notes, it is never
               independent of its source, the Peking Foreign Languages Press, English text.In general,
               the slanting-for-foreign-readers in the Peking translations is directed toward making
               Mao sound, in English, less scurrilous and less peremptory as well as less aggressively
               Sinocentric than he is in Chinese. Schram’s work with Mao’s Chinese prose calls attention
               to its evidences of Mao’s preoccupation with a glorification of China amounting to
               more than interest in simple equality with other nations. Awareness of Mao’s partiality
               to scatological tongue-lashing of associates and to crude sarcasms calculated for
               uproarious response from one or another local, domestic audience can ensue, through
               English, from acquaintance with Jerome Ch’en’s Mao Papers. Though Ch’en’s translations transmit items both omitted from and subsequent to the
               Selected Works, they can serve as reminders, by inference, that, in the Chinese texts of the Selected Works, Mao’s prose polemics include rather more offside gougings than are permitted to
               show in the Peking dressed-for-export translations.

         9. Identifying the poems by their numerical position in Mao’s sequence as he himself
               has arranged them provides the most workable procedure. Many of the poems have two
               titles, a ci title and an adjunct title. Ci titles have, in Mao’s practice, functions beyond simple labeling of one or another
               ci verse-form. With regard to secondary or adjunct titles, moreover, previously published
               translations have attached to several of the poems widely differing adjunct titles.
               The poem, for example, that one translator called “On the Way to Guangchang” appears
               in the world of another translator as “March on Jian,” but both are versions of poem
               7. The poem appearing in one published English version under the title “The War between
               Chiang and the Guangxi Clique” appears from the hand of another translator as “advance
               to Fujian” but both are versions of poem 8. Furthermore, in their Chinese texts, poems
               14, 15, and 16, and 33 carry labels that are informative for non-Chinese readers only
               after the labelings have been clarified through considerable explanation. Identification
               of each poem by its sequence number is, under the circumstances, not only the most
               convenient procedure but serves, as well, a further informative function. The position
               of each poem in relation to all the others is integral to the coherence of the whole
               verse-sequence; this is a matter to which Mao himself has given noticeable attention,
               making significant alterations, for the finally authorized text, from the order in
               which the poems had appeared prior to the close of 1963. In consequence, a poem’s
               numerical position in the canonical sequence becomes itself an aspect of its function
               in the design of the whole sequence.

         10. In contrast to Mao’s emphasis, within the poems themselves, on their importance as
               continuing factors in his political strategy, and also in contrast to the accelerating
               promotion of public attention to the poems from June of 1957 and the maximum promotion
               after 1963, Mao employed several devices, most notably in 1945, 1946, and in January
               1957, to induce the illusion, among both domestic and foreign observers, that he himself
               regarded his poems as inconsequential.

         11. The view that poems can be both indices and inciters of political response is graphically
               reflected in Zuo’s Commentary, the Zuozhuan 左傳, from the fourth century B.C. Zuo’s illustrative anecdotes include accounts of
               members of embassies from competing Chinese states appraising and influencing political
               moods and attitudes through the selection of poems to be sung at banquets during periods
               of negotiation preceding or coincident with military engagements. Such anecdotes throw
               retrospective light on the motives of Confucius in urging, as reported in the Analects (Lunyu 論語), the study of poems among studies to be regarded as essential to the training
               of state officials.Debates continue over which poems in the old Poetry Classic, the Shijing 詩經, or in the next great collection, the Chuci 楚辭 (sometimes called the Elegies of Chu, sometimes Songs of the South), from the late fourth century B.C. to the second century A.D., reflect or do not
               reflect specific political intention on the part of their composers. But irrespective
               of the probably widely varying motives of individual poets, such debates do not alter
               the fact that, from at least the fourth century B.C. onward, Chinese rulers and associate
               officials were inclined to regard any poem as having potential political relevance.
               The history of China’s political attention to poems and poets is very considerable.
               It includes the attempt, fortunately unsuccessful, of China’s first historical emperor,
               Qin Shihuangdi, in the third century B.C., to destroy copies of all the old Chinese
               poems particularly valued by Confucians. It extends to and beyond the attacks on designated
               non-conformist poets, and even upon their associates and descendants, during the literary
               purge sponsored by the eighteenth century Manchu emperor, Qian Long 乾龍, and actually
               supported by numerous Chinese officials; see L. Carrington Goodrich, The Literary Inquisition of Ch’ien-Lung, in the account of such instances as “The case of Wang Jingji,” “The case involving
               Chu Dazhun,” and “The case of Tao Xuan and Zhang Can.” Throughout the centuries lavish
               patronage of poets has alternated with proscriptions and persecutions extending to
               demotions and exile and occasional summary executions. Both rewards and political
               hazards for Chinese poets in China have continued on into our own century. That among
               readers of translations many have remained unaware of the political ambience in the
               verses, for instance, of Xi Kang 稀康 or Tao Qian (陶潛, also known as Tao Yuanming 陶淵明),
               or later, of major Tang and Song dynasty poets has ensued in part from the custom
               among some popular translators of omitting from their translations many proper names
               of poems and places as though these were not integral to the sense of the poems and
               also of omitting or scanting annotations needed to clarify the specialized connotations
               of a number of recurring images. Poets emphasizing, for example, clouds, mountains,
               horses, peach blossoms, plum blossoms, or drifting boats are, in Chinese, rather often
               occupied with more than an exercise in sensuous word-painting. Even the images of
               dew and moonlight and specified gems, fauna, fruit, and flowers that, in minor categories
               of erotic verse, reflect a standard sexual symbolism are, by other Chinese poets,
               intentionally overset with political connotations. Contrary to popular impressions,
               the inclusion in the old Chinese civil service examinations of requirements for the
               composition of poems reflects not an impartial enthusiasm for belles lettres but the
               interest of examiners in the significance of such poems as psychologically useful
               gauges for appraising the candidate’s temperament, intellectual agility, and probable
               political reliability. The requirements themselves further, in the candidates, an
               infixing of thought patterns known to be consonant with officially acceptable political
               attitudes. Though the old examination system was abolished in the first decade of
               the twentieth century, the promotion in the People’s Republic of China, particularly
               since 1957, of versifying and the displaying and reciting of new verses even among
               only recently literate factory and farm workers represents less an innovation than
               an expansion of traditional official interest in poems as political gauges. In the
               PRC the rivalry to compose officially applauded verses, the social approval earned,
               and the real hazards attached to either deliberate or inadvertent failure to express
               acceptable views extends these mind-bending maneuvers within social groups that, in
               earlier centuries, might still hum their own ballads without having to anticipate
               official, critical appraisal. Maoist encouragement of versifying by the whole population
               revives and deepens a traditional Chinese conviction that verse and verse-making have
               a consonant political function.

         12. The deduction is possible in the basis of passages in Siao Yu’s Mao Tse-tung and I Were Beggars. Though devotees of Mao deplore Siao Yu because, as he matured, he ceased to be one
               of Mao’s eulogists, observers interested in biographical information rather than in
               hagiography still find Siao Yu’s account of Mao’s student years generally reliable.
               The most significant confirmation, however, of Mao’s self-appointed assumption of
               command over others while still in his student days comes from Mao’s own phrasing,
               in poem 1, of lines 14 through 19, lines in which he recollects his effective exercise
               of powers of command long prior to his affiliation, in 1921, with the Chinese Communist
               Party. Since Mao subsequently attaches to poem 1 the date 1925, he presumably drafted
               it, or had in mind the ideas registered in it, during the autumn preceding his thirty-second
               birthday. The text of this poem, printed in 1949, differs in two lines from the text
               issued and retained in and after 1957; but these differences do not affect lines 14
               through 19.

         13. The echo here, as some readers well recognize, of Lun Yu, 2:4 is intentional. The much-quoted section of the Analects in which Confucius is recorded, verbatim, summarizing his own career includes his
               association of his fourth decade with the attainment of bu-huo 不惑, not being in doubt, no longer being uncertain regarding the direction and purpose of his career. Though Mao’s view of the proper
               sagacity of a ruler is not Confucian and he rejects Confucian teaching on benevolence,
               righteousness, and family obligations, his poems as well as his prose continue to
               carry many corollary marks of the Confucian texts in which he had his earliest schooling.
               In the phrasing and arrangement of his poems, Mao is carrying in mind, as one of his
               several methods of recapitulating key phases in his own career, the decade-to-decade
               points of accomplishment summarized by Confucius. Mao thinks, as a poet and as a strategist,
               in terms of an organic-naturalist worldview owing more to a Daoist tradition in Realpolitik
               than to Marx or Lenin or to Confucius. Nonetheless, in terms of his own worldview,
               positing a very unConfucian kind of “correctness,” Mao’s attitude toward himself in
               his seventies continues neatly analogous to Confucius’s own attitude toward himself
               in his seventies. Mao, on his own very different premises, is still averring, like
               Confucius: cong xin suo yu bu yu ju 從心所欲不踰矩: in substance, his conviction that what he desires and wills precisely accords with what is correct for humankind.

         14. The few authenticated prose texts surviving from about the eleventh century B.C. are
               pervaded by the Zhou dynasty doctrine that orderliness in human society depends upon
               rule over the whole earth by a Heaven-appointed yi ren (一人), one man, whose title, in the Zhou regime, was wang (王), chief or king. Among verse texts from the period prior to the seventh century B.C., several also
               incorporate this doctrine, expounding the thesis that the whole earth is the king’s
               domain and all human beings of whatever tribe or nation supposedly subject to the
               king’s command. From the fifth century B.C. onward, classical political philosophers
               elaborated the theory of one-man rule over the whole earth and of the Middle Kingdom
               (China) as the world’s necessary power-center. From the early poems a passage much
               favored by political theorists was (shi 205, Xiao Ya, Decade of “Bei Shan,” poem 1, lines 7 through 10):

         15. A brief summary of the Sunzi (full title, Sunzi bingfa 孫子兵法; familiar English title, Sun Tzu: The Art of War) is provided in chapter 2. On textual evidence, the Sunzi manual was written not earlier than the fourth century B.C. but, in Chinese tradition,
               is attributed to a fifth century B.C. strategist, Master Sun (Sun-zi). The preferred
               English translation is Samuel B. Griffith’s Sun Tzu: The Art of War. Griffith provides convenient introduction chapters, including his chapter VI on
               “Sun Tzu and Mao Tse-tung” noting Mao’s application, during his career, of Sunzi tactics and Mao’s frequent citations of the Sunzi in his prose. Griffith does not, however, deal with aspects of the Sunzi reflected in Mao’s poems nor has this been given attention in other studies of Mao
               that, except with regard to the poems, appraise Mao’s debts to the Sunzi, for example, Stuart Schram’s excellent revised Mao Tse-tung, 156-159, 212, and 214. [These notes, written sometime during the 1970s, pose a problem
               in Romanization between the accepted Wade-Giles format of the time and the current
               transition to Pinyin. All titles are shown in their original Romanization, whether
               Wade-Giles or Pinyin. Further, since the 1970s there has been considerably more study
               conducted on Sun Zi and his Art of War; Griffith’s translation is no longer necessarily
               the “preferred translation.” (Ed.)]

         16. Sunzi, III:31 in Griffith, 84, so cited because the phrase commonly appears in this form
               in Western works and also in English versions of Mao’s Selected Works (prose) in the several passages in which he makes his own applications of the Sun-zi
               apothegm: for example, “Strategic Problems of China’s Revolutionary War” (Selected Works, I, 187, and Selected Works, II, 215), in which he declares that the whole Sunzi apothegm (of which the phrase commonly rendered as “know the enemy” is the opening
               phrase) “is still a scientific truth.” We have here, as may well be mentioned, an
               instance, among many others from his prose, that Mao’s thought-habits, in his prose
               as well as in his poems, differ crucially from those that might be assumed by many
               Western readers. His use of terms such as “scientific” and “science”—or, to take another
               instance, of the term “metaphysics,” for example, in “On Contradiction,” Selected Works, II, 14—amount to propaganda and polemics (what he approves becomes, thereby, “scientific”
               and, what he disapproves, “metaphysical”) having no connection, in the scientific
               sense, with impartially verifiable data nor, on the subject of metaphysics, with the
               variety and complexity of metaphysical assumptions in the history of philosophy.Further
               chapters include some attention to metaphysical rather than “scientific” assumptions
               that, in Mao’s poems, underlie his concepts, including those of the “enemy” and of
               the “self.” A similar survey of his prose might well establish that, though Mao’s
               turgid repetitions and abrupt shifts back and forth from superficially Marxist reasoning
               to often non-sequitur illustrations from the Chinese past may, to some extent, represent
               conscious tactics in dealing with local audiences, the frequent awkwardness of his
               prose, as contrasted with the deftness of his verse, may be an index of dilemmas within
               a mind that, habitually operating on metaphysical assumptions (those that operate
               freely in his poems) attempts to argue in prose, for public effect, on what he declares
               to be “scientific” Marxist premises.

         17. In Chinese, 知彼知己者百戰不殆 this passage can be readily located in any standard Chinese
               edition of the Sunzi; it is the first of the three final statements closing the “Mou Gong” 某攻 chapter
               (Sunzi, III). It can be found on page 51 in the Shiyijia zhu Sunzi 十一家註孫子 (Sunzi with the Eleven Schools Commentaries), Hong Kong, 1966. A standard PRC edition is the Jinyi xinpian Sunzi bingfa 金議新篇孫子兵法 (Vernacular New Arrangement of Sunzi’s Art of War), Peking, 1957.Though the term, the enemy, di 敵, occurs many times in the Sunzi, and the custom of translating zhi bi 知 彼, know him as signifying zhi di 知 敵, know the enemy, has a general usefulness, it has the disadvantage of blurring the emphasis the Sunzi here intends upon knowing him, upon having as much information as possible about the opposing strategist, about
               the person actually planning and directing the political and military operations of
               the opposing, of the “enemy,” State.

         18. The signification of the term bing 兵, as used in the Sunzi, as weapons, as also in other texts from before the Sunzi to the close of the classical period, as well as the special attention, not only
               in the Sunzi but in subsequent texts such as the “Binglüe” 兵略 chapter of the Huainanzi 淮南子, given to the strategist’s skill in molding the minds as well as commanding the
               bodies of “that people,” transforming them entirely into State weapons, and the influence of such texts in shaping Mao’s thought-habits are among the matters
               set out in chapter 2.

         19. See Siao Yu, 68. Siao’s recollection, from years when Mao was still in his late teens,
               of Mao’s determination to “clean up the universe” (though, as Siao noted, with amusement,
               Mao ignored such matters as cleaning up his own room) is one of a number of Siao’s
               anecdotes that, recorded without any reference to Mao’s poems composed many years
               later, frequently include details from Mao’s student days that also happen to carry
               over into imagery and allusions recurrent in the poems. Mao’s preoccupation with cleaning
               and tidying up and imposing his own idea of orderliness in every phase of human affairs,
               reflected in his fondness for housekeeping images, is among the aspects of his practice
               as a poet surveyed in later chapters.

         20. Though the popular translation of the term tai ping is great peace and even world peace, the basic concept in ping, of adjusting to a prescribed scale or level, the history of the term tai ping during Chinese domestic upheavals from the Han through the Qing dynasties (c. third
               century B.C.–1911), the enthusiasm of Chinese political philosophers for a China-centered,
               worldwide tai ping, and the context within which Mao establishes his use of the term in poem 18 are
               all reminders that, in Mao’s thought-habits, expectedly conditioned by the Chinese
               history of this term, his concept of tai-ping is not peace, in the often assumed sense of cessation of military engagements, but the concept
               of a perfectly disciplined, uncritically obedient human race directed and controlled
               by a Chinese ruler. Occasions for this conclusion are discussed in relation to the
               analysis of poem 18. The discrepancies, unresolved in the poems (as also in his prose)
               between his preoccupation with creating a great orderliness and his insistence also upon both recognizing and inciting perennial “changes” is
               earlier examined.

         21. The choice of the term defensively here carries no pejorative intent. There are understandable psychological occasions
               for a number of people to resist, in psychic self-defense, surrendering their preferred
               concepts of Mao Zedong. It is possible to regret this need for condemning those who
               experience it.

         22. The Chinese edition of Mao’s Selected Works, of which the first volume appeared in 1951, makes note, as the publishers of the
               unsigned British translation also make note, Selected Works of Mao Tse-tung, Volume I, 9, that Mao “went over all the articles making certain verbal changes
               here and there, and, in a few cases, revising or simplifying certain passages.” But
               the note is so phrased, and adequately reflected in the British version, as to imply
               that the alterations were matters of surface polishing and not substantive changes
               in content.On the matter of substantive changes Stuart Schram offers much information;
               see his Mao Tse-tung, 193-211, 270-271, 336, 337, and also his commentaries and notes in The Political Thought of Mao Tse-tung, revised and enlarged edition, and his Quotations from Chairman Mao Tse-tung. Both these latter volumes provide ample illustrations of alterations of both fact
               and opinion that Mao has introduced into purportedly the “same” texts. On the directly
               related matter of Mao’s repeated attention to altering records in order to fix his
               own version of his own career, see William F. Dorrill, “Transfer of Legitimacy in
               the Chinese Communist Party: Origins of the Maoist Myth,” The China Quarterly, No. 36 (October-December, 1968), 54, 55, on Mao’s excisions and alterations of texts
               to cover over, in the 1940s, the fact that he was not the dominating figure in the
               Chinese Communist Party in the period from 1921 to 1933. See also John E. Rue, Mao Tse-tung in Opposition, 1927-1935 for data on Mao’s resistance to CCP and Comintern positions handled through tactics
               of verbal camouflage. The difficulties posed for historians by Mao’s methods of verbal
               camouflage are symptomatically illustrated in the controversy from 1969 to 1970 over
               correct interpretation of Mao’s account of the CCP resolutions passed at Zunyi in
               1935, the Zunyi Conference at which Mao finally clinched a formal acknowledgement
               of his success in maneuvering for the chairmanship of the CCP. See Jerome Ch’en, “Resolutions
               of the Tsunyi Conference,” The China Quarterly, No. 40 (October-December, 1969): 1-38.Awareness of Mao’s repeated attention to alteration
               of prose texts and his general use of techniques of verbal camouflage in political
               maneuver throughout his career has pertinence with regard to his poems in the reminder
               that Mao’s own remarks about his poems—remarks in “letters” published and intended
               for publication and in interviews published and intended for publication—are also
               instances of calculated verbal camouflage. They are aimed at evoking, at specific
               time-points, illusions about his attitudes and intentions in order to delay, within
               the general public, discussion of the actual import of the poems.

         23. Chinese literati, as employed here and elsewhere in this study, provides a term of reference connotatively
               distinct from more general terms such as the intellectuals or the intelligentsia. Put simply, Chinese literati are members of the intelligentsia but not all Chinese intellectuals, in the twentieth century, are Chinese literati. The Chinese literati possessed (as many other Chinese intellectuals, particularly those born since about
               1914, often do not possess) a still active ability to read with ease classical Chinese
               texts and a still active interest in doing so. But for the larger number of Chinese
               intellectuals it can be said, as David Hawkes remarks in his “Introductory Note” for
               The Legacy of China, 84, “the modern Chinese looks back at the bulk of his country’s literature across
               a linguistic gulf almost as great as that which separates us from our own classical
               antiquity.” And as Herrlee G. Creel also notes in Chinese Thought from Confucius to Mao Tse-tung, the issuing, after 1920, of elementary and secondary schoolbooks in colloquial Chinese
               meant that fewer and fewer readers could read the classics except “with considerable
               difficulty” and that because many came to find “a large proportion of all of China’s
               traditional literature so hard to understand” they soon did not “bother to read it.”

         24. Among those who paid with their lives were Wu Han 吳晗, distinguished historian and
               playwright; Deng To 鄧拓, scholar, poet, and essayist; and the essayist Liao Mosha 廖沫沙.
               Of their deaths O. Edmund Clubb remarks (Twentieth Century China, second ed., 413) that “by impressive coincidence” all three are reported to have
               taken their own lives on the same day, September 26, 1967.On the harassments, persecutions,
               prosecutions, and disappearances, in circumstances not open to investigation by outside
               reporters, of those who undertook to challenge, or were prosecuted on the charge that
               they had challenged, one or another of Mao’s policies, the considerable number of
               available accounts include the already mentioned Mu Fu-sheng’s The Wilting of the Hundred Flowers: The Chinese Intelligentsia under Mao, and Merle Goldman’s Literary Dissent in Communist China. See also O. Edmund Clubb’s chapter 12, in his above-mentioned second edition of
               his Twentieth Century China, and Stanley Karnow’s Mao and China: From Revolution to Revolution.

         25. A contributor to (subsequently, editor of) Free China Weekly, signature of “L. Chen,” labels the poems “unintelligible” (Free China Weekly, Vol. 11, No. 1, March 15, 1970, 2). Since Free China Weekly is sponsored by the Chiang Kai-shek government, Republic of China, Taiwan, for circulation
               abroad, it is a Taiwan propaganda medium, and its reports on any matter concerning
               the PRC are to be taken with quite as many grains of salt as are reports in corresponding
               PRC publications. On the matter of Mao’s poems, the declaration that they are “unintelligible”
               obviously reflects, in part, the FCW’s standard procedure of developing angles of
               attack on Mao Zedong. But in this particular instance, the chosen angle of attack
               itself tells more than it intends: that is, that Taiwan at the time had reason also
               for not publicizing any explication of the poems. Three conclusions ensue: (1) that
               Taiwan literati who comprehended the poems found it expedient, considering Taiwan’s
               uncertain future, to keep their perceptions to themselves; (2) that the Generalissimo
               and some of his ministers, having themselves had their own ambitions, on their own
               terms, for a world-dominating China, would have preferred to avoid stirring up discussion
               of Mao’s corresponding ambitions; and (3) that, though the poems convey more than
               PRC magazine and newspaper pieces up through 1964 were pretending, and Chinese on
               Taiwan could perceive this much, these same Taiwan intellectuals, if they were untrained
               in classics, could quite frankly say that, to them, the poems did not “make sense.”For
               those who attempted to read the poems on the assumption that they were written entirely
               in the modern vernacular, discovering that, so read, the poems became a puzzle was
               inevitable. In both the PRC and the RC, however, there remained political reasons
               for considering carefully the occasions for not saying and for saying so.

         26. Zang uses this remark (see Mao Tse-tung, Nineteen Poems, 39, “profound” . . . “worth pondering,” 59, “profound” . . . “deserves pondering”)
               as a substitute for dealing with the central import of poem 2 and to avoid mention
               of Mao’s wordplays, or their import, in the concluding line of poem 20. Zang Kejia
               attempted to follow, in his short essays on some of Mao’s poems, the official line
               of interpretation for 1957 and 1958 while, to alert readers, also including signals
               subtly urging them to take closer account of Mao’s classical allusions and wordplays
               than Zang, in his circumstances as an employed publicist, could expediently provide.
               Later chapters show instances also of Zang’s ingenuity when he was required to revise
               his essays on the Chinese texts to fit, in 1958, the Foreign Languages Press translated
               versions of the poems. These also include consideration of possible causal connections
               between Zang’s efforts to appear to collaborate with the official line while subtly
               mocking it and his subsequent disappearance, at least from the public eye. Among several
               other significantly talented writers still active into the early 1960s, Zang disappeared
               during the Mao-instigated upheaval called the Cultural Revolution. (It seems that
               Zang was able to ride the tide since he is listed as an “honorary deputy president”
               of the Chinese Writers Association possibly after 1964, according to the Xinhua News
               Agency, February 6, 2004. [http://china.org.cn/english/culture/86460.htm] (Accessed March 21, 2012.)

         27. Panikkar is reported to have described Mao, from personal observation, as “Nehru plus
               ruthless peasant” and “charming, ruthless, dedicated, and dangerous”; see commentary
               signed R. S. in Communist Affairs, Vol. 1, No. 3 (October 1962), 18, 22. Edgar Snow’s awareness, during his initial
               acquaintance with Mao, that Mao’s talent for command included a “power of ruthless
               decision” is particularly relevant in the context of Mao’s success in incorporating
               Snow’s reportorial talents to Mao’s considerable advantage abroad; see Snow, Red Star Over China, rev. ed., 76. See also Stuart Schram’s concurrence in Snow’s observation of Mao’s
               ruthlessness Schram, Mao Tse-tung, 253.Edgar Snow later remarks, in The Other Side of the River, 155, that Mao could erupt in “incandescent” explosions of bad temper. Whether the
               displays of anger were evidences of choleric temperament or whether, like Mao’s other
               public poses, Mao employed the occasional wrathful pose also with calculation—shock
               tactics for particular occasions—Snow does not discuss. Indications of temperament
               in Mao’s poems, indications that Robert Payne suggests by describing the poems as
               “direct and swift as an icicle” (Mao Tse-tung, Ruler of Red China, 225), support a supposition that Mao’s displays of wrath were calculated rather
               than spontaneous.Mao’s poems showed him to be, by temperament and conviction, scornful
               of challengers and indifferent to both the physical and mental sufferings of those
               whom he manipulates for his purposes; his grasp of aspects of self-control essential
               to effective command suggest that “incandescent” displays of anger are likely to be
               more tactics than temperament. Mao’s poems suggest that his ruthlessness, temperamental
               and intellectual, runs much deeper than the passions of simple choler and impatience.
               

         28. Mao’s remark proffered to Edgar Snow (“Interview with Mao,” The New Republic, Vol. 152, No. 9, February 27, 1965, 23) that, for subsequent generations, Marxism-Leninism
               might decline in importance requires, like all Mao’s remarks knowingly made for publication,
               rather careful scrutiny. Some comments from the interview in 1965, like some in Snow’s
               Red Star Over China and The Other Side of the River, and later published interviews (e.g., “A Conversation with Mao Zedong,” Life, Vol. 70, April 30, 1971, 46, 48) and Snow’s interpretation of the comments diverge
               so far from attitudes Mao habitually expresses in his poems as to invite the deduction
               that, just as for domestic audiences as well as for other foreign visitors, Mao now
               and then “put on an act” for Edgar Snow. With regard to Mao’s 1965 remark on Marxism-Leninism,
               for instance, Snow attaches to it the interpretation that Mao must be supposed to
               be humbly resigned to some loss of impact in the future. Once Mao’s tactical pose,
               during the interview, of a resigned humility is discounted, however, what Mao is saying
               as a direct account of his expectations about the future of Marxism-Leninism in China
               is what his poems have always been saying: that, throughout his career, Mao has regarded
               Marxism-Leninism as a political convenience but not as a doctrine permanently essential
               to his master-plan.Not only his later poems but even poems 1 and 2, the opening arias
               in his verse-sequence, imply that, though he was ostensibly committed to Marxism-Leninism
               already in the 1920s, he would attend to its Sinification along lines toward which
               his mentor, Li Dazhao 李大釗, had already inclined. See Maurice Meisner, Li Tao-chao: The Origins of Chinese Marxism (Cambridge: Harvard University Press, 1967) for substantiation of Li’s contribution
               to (177) “the paradox of Chinese intellectuals adapting an internationalist ideology
               for nationalist reasons and using it for nationalistic ends.”Following traditional
               practice in the “art of alliances” indispensable to the art of war, Mao makes use,
               in the early 1920s, of roles as both a Chinese Communist and a Guomindang appointee.
               Following the split between the GMD and the CCP in 1927, Mao plays, by turns, into
               the 1940s, the roles of Communist heretic, peasant rebel with simple agrarian zeals,
               and orthodox Marxist-Leninist. During the 1940s, for varied impacts on various audiences,
               he plays the nationalist republican, testing for financial and technological assistance
               from the United States, and then the zealous Marxist, testing for alternative financial
               and technological advantage to China from the USSR, and, throughout the 1950s, to
               sustain the USSR connection, particularly advertises the Marxist-Leninist mask. By
               the 1960s, he makes overt the long-prepared move to declare, for himself and for China,
               the leadership not only of Communist nations but also of whoever, with or without
               Marxist-Leninist filiation, engages in Mao-model versions of “people’s wars.” By the
               1970s, he replays the option, vis-à-vis the United States, of operating in international
               affairs as a nationalist major power exempt from any predictable priority commitments
               to Marxist-Leninists, abroad or at home. Meanwhile, throughout the decades, his poems
               never veer from their central theme: that his aim is neither Marxism-Leninism nor,
               for China, an ordinary nationalist presence in world affairs, but, through the art
               of shifting alliances, a final “revolution” establishing China’s dominance in the
               affairs of all nations.The ostensible Marxist-Leninist alliance has served him tactically
               in attracting, at home and abroad, professional revolutionaries whose fields are the
               urban proletariat as well as in making a major impact upon that other “elite of professional
               revolutionaries” who, as Benjamin Schwartz characterized them many years since, in
               his Chinese Communism and the Rise of Mao, 202, rose to power “on the dynamics of peasant discomfort.” But the ostensible alliance
               involves, for Mao, no personal commitment. As Michael Lindsay, an Australian personally
               acquainted with Mao during the 1940s, later remarked, Mao was “slightly contemptuous”
               of those “who take general theoretical systems too seriously” and that, in Mao’s view,
               “the peasants were a means to serve the cause of revolution; the revolution was not
               a means to serve the interests of the peasants”; Lindsay, “Mao Tse-tung,” The Atlantic, Vol. 204, No. 6 (December, 1969), 57. Mao’s poems confirm that he has always been
               even more than “slightly” contemptuous not only toward orthodox Marxist-Leninists
               and toward the private hopes of peasants but toward the plans and hopes of anyone
               whose aims are not his aims. His art of temporary alliances aims at committing allies
               not to shared aims but to his own.In 1969 Stuart Schram comments in his article “The
               Party in Chinese Communist Ideology” (The China Quarterly, No. 38, April-June, 1969), 11, that “Mao has, as everyone knows, moved away from
               Leninist orthodoxy and from the majority position of the Party leadership.” Schram
               adds (19) that “ in the crucial years 1962-65, when in many respects the groundwork
               for the Cultural Revolution was being laid, the statements regarding the Party issued
               by Mao or his spokesmen become increasingly ambiguous.” Schram is describing a public
               phase of Mao’s procedures. In the poems Mao had been forecasting these moves ever
               since the 1920s. And, decades before the 1960s, a number of Mao’s remarks on the subject
               of the Chinese Communist Party had already been more deliberately “ambiguous” than
               was then generally observed. One such instance is Mao’s remark that, in her Battle Hymn of China, Agnes Smedley, from her visit to Yanan (report on 94-143), set over into English—perhaps
               with assistance from one of Mao’s interpreters—as “Chinese Communists are internationalists,
               they are in favor of the world Communist movement.” But as Stuart Schram ascertains
               and mentions many years later (Mao Tse-tung, 1967, 201) Mao’s remark, in Chinese, addressed to Agnes Smedley, did not say that
               Chinese Communists (Mao among them) favor “the world Communist movement” but that
               they favor datong (大同).Mao could anticipate, and even arrange, that Agnes Smedley should suppose that
               datong, signifying great sharing, or the phrase datong shijie (大同世界), signifying a greatly equalized world, must be taken to refer to “the world Communist movement.” But as Schram appropriately
               points out, the term datong, embodies a centuries-old Chinese concept attaching to the idea of a concord of the
               world’s peoples the assumption that such a concord can be accomplished and maintained
               only through a world-order headed by a ruler of China. This, to Mao, is the essential
               meaning of datong; and once this is recognized, the connection in Mao’s own mind between what he calls
               “communism” and a prior remark also made to Agnes Smedley, that his communists “are
               most passionately concerned with the fate of the Chinese nation, and moreover with
               its fate throughout eternity” comes clear. It is the connection emphasized in his
               poems, most particularly in poems 16, 18, 37, and “38”: that the goal is greatly to equalize peoples through whatever tactics in doctrines, alliances, and “people’s wars” can subject
               them equally to dependence on the will of a ruler of China.As to Mao’s concern for
               the destiny of China “throughout all eternity” Robert Jay Lifton (in Revolutionary Immortality: Mao Tse-tung and the Cultural Revolution, 85) proposes that this statement of nationalist patriot, identifies his one hope
               for personal survival, in terms of enduring fame, with a simple hope for the survival
               of China. Lifton’s prior book, Thought Reform and the Psychology of Totalism, provides substantiated reports upon those techniques for domination of the minds
               of others known as “brain-washing,” the intensive use of these techniques in the PRC,
               and the varying effectiveness of the techniques, depending upon the countering resources
               in the psyches of individuals subjected to these methods, attempting to enforce a
               set of mind docile to what is called Mao Zedong Thought. But when Lifton ventures,
               in Revolutionary Immortality, upon the subject of thought processes inside the mind of Mao himself, Lifton’s conclusions
               are recurrently vitiated by obvious handicap of which the more obvious are Lifton’s
               considerable dependence upon such reports as those of Agnes Smedley and Edgar Snow,
               without critical discrimination between what Mao’s Chinese might signify to Mao and
               what these statements became in passage through Mao’s Chinese interpreters, and Lifton’s
               uncritical use of Peking-supplied English versions of Mao’s poems. Through these procedures
               Lifton becomes, unwittingly, the subject of a type of “brain-washing” himself with
               regard to Mao’s own views on both Marxism and mortality.With regard to Mao’s assertion,
               in the 1960s, that he is not the author of the Marxist-Leninist text on dialectical
               materialism that he had arranged, for tactical purposes, to have issued under his
               name during the 1940s, see both Edgar Snow’s “Interview with Mao” (21) and Howard
               Boorman’s “Mao Tse-tung, the Lacquered Image” (The China Quarterly, No. 16, October-December, 1963). Boorman’s comment that Mao’s essays, “On Practice”
               and “On Contradiction” differ from Mao’s other prose by showing a higher proportion
               of (29) “elements found in the Chinese philosophical tradition” blended with “Western
               historical materialism” could have been appropriately supplemented, had he also remarked
               that Mao’s poems express, in their worldviews, an entirely Chinese tradition.In his
               poems, Mao’s dialectics, his materialism, his totalitarianism, and his authoritarianism
               all take their points of reference within the Chinese tradition, points of congruence
               that have made it possible for Mao to operate in public prose, at his convenience,
               as a Marxist-Leninist, while proceeding as a poet upon assumptions and expectations
               entirely Chinese. Familiarity with the assumptions and expectations registered through
               his poems reinforces the conclusion that Mao’s remark in 1965 about Marxism-Leninism
               reflects neither the humble resignation imputed by Edgar Snow nor an anguish of old
               age assumed by Robert J. Lifton, but the expectation pervading Mao’s calculations
               ever since the 1920s: that Marxism-Leninism, for him a useful tactical resource, among
               other resources, into the 1970s, remains an option rather than a factor forever indispensable
               to the master plan he has designed and that he bequeaths, through his conspicuously
               non-Marxist poems, to his successors.

         29. Mao’s application to politics, including the military phases of politics, of moves
               analogous to those in the most demanding Chinese form of chess, da weiqi (大圍棋), big encirclement chess (known to the Japanese as go 碁) is effectively expounded by Scott Boorman in his The Protracted Game: A Wei-ch’i Interpretation of Maoist Revolutionary Strategy. In weiqi, two players, in roles corresponding to two opposing strategists, each
               with 181 pebbles (or “stones”) available for deployment, maneuver on a board cross-lined
               to present 361 points of intersection. In relation to war chess as a “protracted game,”
               see also Mao’s lectures “On Protracted War”; for a general grasp of Mao’s thesis,
               the version in Selected Military Writings of Mao Tse-tung, 187-267, is an adequate English translation. Along with Mao’s attention to weiqi,
               his poems suggest his interest also in xiangqi (象棋), elephant chess or image chess, which, though using board pieces or board men differently, except for the horse piece, in their assigned name, have functions corresponding to those in Western chess
               for the same thirty-two pieces and operate on a similarly scored game-board.

         30. For translations of key passages, see Schram, The Political Thought of Mao Tse-tung, 26, 162-160, 162-163, 334-336. As Schram points out (26), PRC biographers of Mao
               have attempted to obscure the non-Marxist rationale supporting Mao’s essay “The Power
               of the Mind.” But the viewpoint in this essay, written when Mao was in his final college
               courses, completed in his twenty-fourth year, continues to operate in his poems. The
               effectiveness of his essay on physical education, published in April 1917, in attracting
               a student enthusiasm which he further cultivated for its political potential is retrospectively
               celebrated several years later in Mao’s poem 1. From the beginning of his political
               career, already established in his student days, Mao cultivated the asset of a political
               following among young women as well as young men, an advantage that he reinforced
               through newspaper articles published in 1919 urging women to rebel against restrictions
               customarily imposed by parents and in-laws. His eventual success in replacing, in
               the minds of millions of Chinese women, the traditional obligations to family-imposed
               disciplines with the Maoist obligation to state disciplines and paramilitary service
               he celebrates in poem 31.Two aspects of his early prose that might appear to be at
               variance with later developments are his seeming disapproval, in 1919 (see Schram,
               The Political Thought of Mao Tse-tung, 163), of having as “emperor . . . in control of everything” and his asserting on
               the subject of suicide (see Schram, The Political Thought of Mao Tse-tung, 336), that “suicide results from the fact that society deprives people of all hope”
               but that people may “respect the courageous spirit of ‘resistance to brute force’
               which inspires the person who commits suicide.” With regard to the power of emperor,
               however, both Mao’s fascination prior to 1919 (noted by his student contemporary,
               Siao Yu, Mao Tse-tung and I were Beggars) and Mao’s casting himself, in his poems, in the role of ascendant and triumphant
               emperor suggest that his seemingly disapproving remark on emperors in 1919, a remark
               insured of favorable response from audiences recently rid of both the Manchus and
               Yuan Shikai 袁世凱, amounts to no more than an early instance of Mao’s demagogic skill
               in adapting his prose to one or another audience as might best serve, according to
               time and place, his immediate political advantage. His assertion, in 1919, on the
               matter of suicide as an index of a society that “deprives people of all hope” becomes,
               by the mid-1960s, an ironic epitaph for the many suicides in Mao’s domain since the
               early 1950s. This essay, however, is not likely to have been quoted with impunity
               after 1965 in the PRC except by those prepared to insist on the sophistry, common
               to totalitarian societies, that whoever in such societies are deprived “of all hope”
               do not, in any case, qualify as “people.”

         31. See Robert Payne, Mao Tse-tung, Ruler of Red China, 226-226, Payne’s revised edition (1961), 223, and Schram’s revised Mao Tse-tung, 208 and 208n for the meager reports, given to Payne in Yanan in 1946, concerning
               poems then in existence but which Mao withheld from general circulation. Payne’s information
               suggests that among these was at least one written in 1935 that has never entered
               general circulation. But the scant indications supplied by Payne’s informants does
               not suffice for any conclusion as to whether some of the poems mentioned, but not
               shown to Payne in 1946, might have included those eventually released to print between
               1949 and 1957, nor as to whether any of the “about seventy poems” (Payne, 225) might
               have included verses from earlier than 1925.

         32. Of poems Mao has chosen to omit from collections he has authorized since 1957, one
               did reach print in an early issue of the Liberation Daily, but seems not to have been mentioned to Payne even in 1946, has subsequently been
               noted by General Gong Zhu in The Case of P’eng Teh-huai, xiii, and, from that source, re-issued, in the same English translation, in Stanley
               Karnow’s Mao and China, 113; it has also been independently noted and translated by J. Chester Cheng in
               his article “The Mystery of the Battle of La-tzu-k’ou (Lazikou 腊子口) in the Long March”
               (Journal of Asian Studies, Vol. 31, No. 3, May 1972, 593-598). It is a quatrain that Mao reportedly presented
               to General Peng Dehuai after the battle of Lazikou in 1935.The conflict between Mao
               and Peng in 1959, Peng’s dismissal as defense minister, though retaining other appointments,
               and the lack of any substantive information about him beyond 1966 are matters known
               from many sources. Even so small an indication, however, as the withholding of attention
               to Mao’s quatrain on Peng Dehuai in Yanan as early as 1946, suggests that Mao’s motives,
               both in writing the poem and, after it had served its purpose, in having it no longer
               noticed, may have been, throughout, part of a design, pre-dating 1935, to use and
               then, at his convenience, dispose of Peng, the confrontation in 1959 providing the
               long-anticipated and finally convenient occasion.

         33. In the course of the upheavals that brought down the powerful but brief Qin 秦 dynasty
               in the closing decade of the third century B.C., the man who, by 206 B.C., might have
               seemed assured of retaining and expanding his then considerable control of the empire
               was not Liu Bang 劉邦 but Xiang Yu 項羽. Xiang Yu had not only led a northern expedition
               that destroyed the Qin capital and disposed of the last of the Qin emperors but possessed
               an impressive power-base in the old state of Chu 楚 in south-central China. By 206
               B.C., Liu Bang, who had earlier created his own power-base as a leader of laborers
               and farmers, had, however, become one of Xiang Yu’s generals and, with the title of
               wang (王) (chief or king), ruled in his native area known as the Han domain. During the struggle between Xiang
               Yu and Liu Bang for control of the empire, Liu’s moves included pseudo-concessions
               and pseudo-truces during which he enlarged his own power-base. In 202 B.C., when Xiang
               Yu fled during a culminating military engagement, Liu Bang, with the cooperation of
               his followers, was proclaimed emperor. As founder of the dynastic house of Han, his
               dynastic title became Han Gaozu 高組.Mao Zedong’s first open reference to his having
               made analogy between himself and Liu Bang and between Chiang Kai-shek and Xiang Yu
               occurs in poem 21, linked to the fall of Nanjing under onslaught by the PLA (People’s
               Liberation Army) in the spring of 1949. But in poem 37, in the closing lines of the
               opening stanza, Mao’s multi-layered allusions, pointing to his plans for the eventual
               elimination of both Liu Shaoqi and Lin Biao through procedures analogous to Liu Bang’s
               stratagems and to Mao’s own adaptations of those stratagems during the Xian “kidnapping”
               of Chiang Kai-shek in 1936, indirectly suggest that Mao had been making use of tactical
               cues from the career of Liu Bang not only in 1936 but already in the 1920s, inclusive
               of Mao’s development of early power-bases in the mountains of southern Jiangxi.

         34. This topic is present throughout the verse-sequence, extending, after 1950, to such
               targets as Gao Gang, Peng Dehuai, Liu Shaoqi, and Lin Biao. The CCP targets of poems
               through 1936 are, first, Li Lisan 李立三, followed by others associated with the city-base
               versus countryside-base controversy, and then, most conspicuously in poem 13, Zhang
               Guotao.

         35. As early as 1935, Mao was, in his poems, attaching this conceptualized signification
               to the old Chinese political uses of the term heng. Mao’s conceptualization derives traceably by way of his special interest, already
               observed by others in connection with Mao’s prose, in the politics of the period,
               from the mid-fifth into the third century B.C., known, in Chinese history as the Zhanguo (戰國), the Warring States. In that period, the terms heng, signifying horizontal, and zong (written both 緃 and 從 in this special signification), signifying vertical, were employed figuratively with regard to two types of alliances. The vertical or south-to-north zong alliances represented, in practical terms, efforts among a tier of Chinese States,
               from the State of Chu northward, to operate both as separate sovereign States and
               as allies against the power of the highly aggressive, rapidly expanding state in the
               northwest, the State of Qin. Qin, meanwhile, cultivated west-to-east alliances, the horizontal, heng, alliances to which several states adhered in the misplaced hope that, by allying
               with Qin, they might escape being taken over by Qin. By 221 B.C., however, the Qin
               had completed mastery over the States of both the heng alliances and the zong alliance, creating, under Qin Shihuangdi, the first fully historical Chinese empire.
               The success of Qin’s heng policy in effect itself began to alter the political connotation of heng from its earlier figurative reference involving west-to-east, horizontal alliances toward its other potential significance, power from horizon-to-horizon, in the sense of superpower or “world”-power wielded totally and autocratically by
               an emperor. The heng policy of the State of Qin, merging with other already traditional themes about the
               ruler of China as the ruler of the whole world, is perceptible in such late classical
               writings on the art of power politics as the Zhanguoce (戰國策) and the Huainanzi (淮南子).Mao’s penchant for extrapolating from earlier Chinese history to situations
               in the twentieth century and then devising policies appropriate to his analogies,
               discernibly operates with regard to the old terms, heng and zong. His zong concept evolves to equate with the thesis on independent, sovereign States and his
               rejection, in his poems, of that thesis. This heng concept posits the subordination of all States, west-to-east—that is, around the whole world—to political dominance by China, the Mao version
               of power from horizon-to-horizon.

      

      Chapter 2

      A Rationale for Ruthlessness

      
         
         
      

      
      A major clue to the rationale shaping Mao’s practice of statecraft, inclusive of his
         view of the validation of his will to dominate all other human beings, emerges from
         his frequent and specialized use, in his poems, of the term tian 天. In its thirty-two occurrences within the verse-sequence, Mao never employs it
         in solely its vernacular sense of the sky or the weather. For his poems Mao’s uses of tian always include one or the other or both of two, classical Chinese, cosmological-political
         meanings: tian as an activating aspect of processes in the universe, inclusive of processes on Earth;
         and tian, in relation to human beings, signifying the Heaven-power of an autocratic world-commander.
      

      
      To encompass these special significations, the most nearly viable English equivalent
         of tian continues to be the customary translation, the capitalized term Heaven. In so employing the term, however, we need to bear in mind that, in the context
         of Mao’s poems, this tian, this Heaven, does not connote either a god-locale or a god in senses familiar among some other, both Chinese and non-Chinese, traditions. Nor—though
         this seems sometimes to have been supposed—does tian, Heaven, as Mao uses it, connote Nature[1]  as conceived in Greco-Roman speculation, inclusive of Lucretius’s De Rerum Natura, nor in a number of subsequent schools of Western philosophy, inclusive of the materialism
         of the Marxist-Leninists. For Mao, as his poems evince, the term tian, Heaven, signifies an activating force in corollary aspects, involving both the operations
         of the cosmos and the functions of statecraft. For him this specialized combination
         of meanings, his poems indicate, derives primarily from two specific sources in his
         native tradition: from the fifth chapter in a collection of cosmological-political
         speculations, now usually dated to the fourth century B.C., known as the Daodejing 道德經, The Classic of the Way and Its Inner Power, or, more conveniently, as the Laozi 老子,[2]  the book of The Old Master; and from conceptually congruent texts attached to the opening hexagrams in the Book of Changes.[3]  
      

      
       Of these two sources the prime key to which Mao’s poems unvaringly point is the former,
         the text of Laozi V. Familiarity with the contents and the Chinese text of the elliptical statement
         of Laozi V on tian, Heaven, and the sheng (聖), the sage as world-commanding strategist, opens the way to recognition of the coherence of
         motivation, mood, and manner of perceiving the function of a potential world-ruler
         that unifies the thirty-eight poems of Mao’s verse-sequence. Familiarity with Laozi V provides the key to Mao’s corollary interest in the Book of Changes and also to his partialities for a particular range of further Chinese classical
         texts and for a particular set of figures from Chinese history and fiction through
         which, in the composition of his poems, he defines his advocacy and illustrates his
         practice, in the art of statecraft, of a rationale for ruthlessness.
      

      
      

      Section A: Opening the Route through  Laozi  V
      

      
      Examination of Laozi V requires, as necessary content, awareness that the term Laozi here identifies a Chinese text and not a personage, known as Lao Zi, who has become
         the subject of much speculation and many legends. As to whether the appellation, Lao
         Zi—literally, Old Master—once identified an actual person, an actual senior contemporary,
         in the sixth to early fifth century B.C., of Confucius there is no consensus. It has
         come to seem more probable to those who have analyzed the vocabulary and syntax of
         the Laozi text, in relation to other Chinese texts from the classical period, that it is a
         work composed during the fourth century B.C. It is a feasible supposition that, in
         that century, a writer who may have been combining some of his own views with transcripts
         or restatements of maxims from several earlier sources followed Chinese classical
         custom in signifying his thoughts with the aura of high antiquity by circulating his
         manuscript as the works of a Laozi, of an old teacher or old master.
      

      
       Debates also continue as to whether, in the now standard eighty-one chapters of the
         Laozi, any single structure of argument, unifying its separable sections or “chapters,”
         was ever intended, or whether, as seems more probable, it is an anthology of maxims
         for which the only common denominator seems to be that some derive from non-Confucian
         sources and some—among them, Laozi V—are intentionally anti-Confucian, deliberately opposing and rejecting the Confucian
         teaching that the supremely knowing are humanely benevolent. Among the chapters, some
         are anti-political in the sense of advocating withdrawal and seclusion from affairs
         of state. Other chapters offer concise maxims on the art of power politics. A similar
         seeming dichotomy, between chapters advocating permanent withdrawal from state affairs
         and chapters offering ruthlessly shrewd advice on the art of power politics, obtains
         in the Zhuangzi 莊子, the other major classical Daoist text of which Mao has made selective use in
         his poems. Mao is no disciple of Lao Zi any more than of Zhuang Zi insofar as, in
         the Quietist school, among several subsequent schools of Daoist thought, Lao Zi and
         Zhuang Zi, both traditionally regarded as historical persons, came to be identified
         with doctrinal withdrawal from public affairs. But like some of the most powerful
         among Chinese emperors and military strategists during and since the third century
         B.C., Mao in turn has chosen to find relevant those political chapters in the Laozi, as well as similarly political chapters in the Zhuangzi, that have proved congenial to his temperament and to his political ambitions.
      

      
       The political chapters upon which Mao prospers are those asserting a cosmic legitimacy
         for the exercise of vast, ruthless, autocratic, political power. And chief among these
         is Laozi V, which appears to imply not merely an analogue but an organic connection between
         the power of tian 天, Heaven, exercised within all the natural processes of growth and destruction upon Earth,
         and the power exercised in all political processes (including cultural, social, and
         military aspects) by the sheng 聖, the supremely known one, the sage. Because of its elliptical style, the Laozi in each of its chapters has always excited controversy over correct interpretation.
         But as with all such gnomic writing, any interpretation that derives consistently
         from the inner consistencies of each oracular text itself is allowable. Mao’s poems
         follow consistently one of the traditional interpretations of Laozi V: that the sage whose power is regarded as, in fact, “Heaven” power is the sage
         who fixes his will on the career of supreme political commander of humankind.
      

      
      The opening lines of Laozi V,[4]  read:
      

      
      
         1. Tian di bu ren, 天 地 不 仁, 
         

         

         
         Heaven, in dealing with Earth, is ruthless,

         

         
          2. Yi wang wu wei chu gou. 以 萬 物 為 芻 狗.
         

         

         
         Using the ten thousand phenomena as straw dogs.

         

         
          3. Sheng ren bu ren, 聖 人 不 仁,
         

         

         
         The sage, in dealing with humankind, is ruthless,

         

         
          4. Yi bai xing wei chu gou. 以 百 姓 為 芻 狗.
         

         

         
         Using all of the people as straw dogs.

         
      

       These maxims on processes involving Heaven, Earth, and human affairs reason that,
         in dealings with Earth—with di, conceived as a receptive, responsive aspect of the primal energy, Heaven—with tian, conceived as the activating aspect of the primal energy—is manifestly ruthless, bu ren, dealing with the wan wu, the ten thousand (signifying the innumerable) phenomena of the physical world as useful but expendable items, as chu gou, as straw dogs. Therefore, this rationale proposes, the sage, the sheng, the man of superior sagacity, in dealing with all the rest of humankind, should accordingly be ruthless, bu ren; he is to deal with the bai xing (literally, the hundred surnames, signifying all the people) as useful but expendable items, as straw dogs.
      

      
       The cultural context, from East Asia within the first millennium B.C., identifies
         the image, straw dogs, as signifying useful but expendable items that are formed, used, and then thrown
         away, all in the service of the larger purposes of the universe. On an assumption
         common to many human societies, pre-classical and classical, and in this regard not
         exclusively Chinese, these larger purposes of the universe are assumed to be beyond
         the comprehension of ordinary human beings but comprehensible by the superior few,
         by those of reputed, innately superior, will and intellect, the sheng, the sages. With regard to the characterizing of all other human beings as straw dogs, animal
         images made of woven plant fibers have reportedly been employed in a number of early
         cultures. However various in imaged detail, plant-fiber images of animals were shaped
         and then expended to serve a common motive: to help insure what was regarded as the
         “proper” functioning of the universe and of human societies.
      

      
       For a viable understanding of the straw-dogs maxims, in their bearing upon Mao’s
         practice of statecraft recorded in his poems, two recognitions are sufficient: the
         concept of the sage and the concept of other human beings. In this rationale, popular
         for centuries among several schools of non-Confucian political philosophers, only
         the sage, identified as the monarch’s will and intellect, is, among humankind, exempt
         from the category of straw dogs. Unlike the straw dogs, the sage, in this rationale,
         is implicitly durable, immortal, and indispensable for the direction and control of
         other human beings. The sage is regarded as the activating force in the sphere of
         human society, corresponding to Heaven, conceived as the activating force in the sphere
         of physical events on the Earth. The generality of human beings, however, are regarded
         as ephemeral energy-shapes, phenomena with no intrinsic, individual durability. Heaven
         and the sage, by contrast, are regarded as possessing an incalculably vast power of
         duration. This power, as attributed to the sage, does not refer to the surface, time-bound
         aspects of his physical lifetime. This posited, incalculably vast, power of duration
         is an “inner power,” a de 德,[5]  a force of self-controlled will and intellect from which impacts can be expected
         to continue to affect human society for centuries and even for millennia.
      

      
       In this rationale, the inherent ruthlessness and the inherent duration predicted,
         in analogy with Heaven, of the sage as a cosmically validated commander of humankind,
         supply the premises of Mao’s poems 5 and 21. In these poems he speaks of the ageless
         energy that he believes he possesses, in common with Heaven, in exercising, like Heaven,
         a ruthless activation of the processes of change.[6]  These premises, together with similar ones in the older textual strata of the Book of Changes, underlie also Mao’s partiality to the use, in his poems, of seasonal terms as political
         symbols, and his particular emphasis upon autumn and winter, on frost, ice, and snow,
         emblems of the destroying-while-sustaining aspects of the cosmic process, of the ruthless
         seasonal elimination of individual creatures, as individuals, of the “changing” that,
         nevertheless, provides for others, all ephemeral in their turn, their onsets of spring
         and summer.
      

      
       The maxims on Heaven and the sagacious commander also undergird Mao’s rhetorical
         question in poem 1, lines 11 through 13, of the poems that opens his verse-sequence.
         Here he registers, with derisive wit, his view that Earth, whose cosmic function,
         in his accepted rationale, is solely to be receptive and responsive, need not be consulted
         in his decision to become supreme commander of the processes of change, over the chen fou (or fu 沉浮), the chance-tossings-up-and-down, over luck’s flowing rise-and-rot.[7]  In this same passage, Mao introduces another aspect of his interpretation of the
         maxims, his view that though, in ruthlessly rising up and as ruthlessly striking down
         and destroying the ten thousand phenomena, the activity of Heaven supplies an apposite
         pattern for the strategy of the sage commander, Heaven is “void” (poem 1, line 11)
         of any actual control over the will of the sage himself or over the consequent changing
         shape of human society activated by the sage’s will.
      

      
       Through Mao’s later poems, particularly 9, 16, and 18, the full import of this interpretation
         emerges. In poem 9, he associates himself with a legendary “dragon” strongman called
         Gong Gong (共工), knocking over, with his head, a pillar that formerly held up Heaven,
         and thus changing the direction of social processes on earth. In poems 16 and 18 he
         further objectifies this rationale through the correlative image of himself as the
         supreme commander who, now standing above earth’s highest mountains, is himself the
         new pillar of Heaven and, furthermore, with the sword of his own mighty will power
         already thrust into heights far above the earth, becomes himself the Heaven that rules
         in the affairs of humankind.
      

      
       Mao’s thesis is consistent with the possibilities of interpretation available in
         the maxims. Though the maxim on Heaven states that its processes activate the earth’s
         ten thousand phenomena, the interpreter, if he so chooses, can regard these “natural”
         phenomena of physical rise-and-rot as distinct from the psychological phenomena of
         the will and intellect of the sage commander and from the psychological responses
         of the rest of the human race whom he claims to command. Mao chooses, with considerable
         precedent in his Chinese political heritage, to identify the sage (with himself as,
         in his own estimate, the supreme sage) as neither subject to Heaven nor as merely
         equal to Heaven, as is posited in a Confucian theory of rulership,[8]  but as himself “heaven,” the only ultimately relevant determiner, for human societies,
         of the destiny of humankind.
      

      
       Mao’s symbols of the pillar and of the spirit-sword (“spirit” conceived as a force
         including the psychic energies called will and intellect) derive, in the sense in
         which Mao employs them in his poems, from specific passages on texts from the Lao-tzu
         tradition: from the Zhuangzi, the Huainanzi, and the Liezi, and from conceptually related and very popular Chinese tales.[9]  But, in aligning himself with the cosmic rationale legitimizing, so to speak, ruthless
         exercise of power by a sufficiently determined and intellectually acute commander,
         Mao asserts more graphically than any theorist in the political branch of the Laozi tradition the thesis that, for the sagacious commander, to act as Heaven acts does
         not require him to await the will of Heaven. Through his poems Mao avers that his
         spirit-sword, his personal will, is sufficient to compel whatever “will” of Heaven
         there may be to cooperate with the will of Mao Zedong.
      

      
       In this rationale on the power of the sage who chooses to take command of, to determine,
         to direct and correct, the activities of humankind, the argument for the cosmic propriety
         of ruthlessness does not imply, nor intend to imply, that other human beings are irrelevant
         in the process of the cosmos. That the maxims intend to signify that all ordinary
         phenomena, including ordinary human beings, serve a cosmic purpose is inherent in
         the reiteration of the straw dogs comparison, which refers to ceremonial acts to conserve the cosmic order, acts for
         which straw-dog figures are prescribed ritual equipment. What the maxims imply is
         that, unlike the sage, who attends to the regulation of events in accord with a (putative)
         cosmic purpose, other human beings possess no cosmically enduring distinction or values
         as individuals.
      

      
       In archaic Chinese ceremonials, the use of sacrificial dog figures, wound or plaited
         from bunches of grass, reportedly appertained both to rituals intended to insure favorable
         rains and to rituals intended to sustain the power of the monarch.[10]  The operative power of the grass figures was, in sum, regarded as a necessary service
         to the physical survival of humankind and, equally, to the political effectiveness
         of the monarch, regarded as the source and focus of a properly ordered human society.
         Also apposite to the purport, in the maxims, of the simile of the straw dogs is the
         contrast between the handling of these grass figures during the sacrificial ceremonies
         and what became of them afterwards. During their period of services, apparently as
         part of a ritually symbolic banquet, these straw dogs were set up in fine baskets,
         made more sumptuous with wrappings of fine cloth. After this service, however, the
         fine baskets and fine cloths having been gathered and stored to be used again on later
         occasions regarded as crucial to the process of the universe, the straw dogs on each
         occasion were then themselves flung to the ground, to be kicked about and walked over
         until they were eventually swept up to be buried or burned.[11] 
      

      
       The straw-dogs simile of Laozi V is obviously apt to power politics with regard to the techniques of contradiction
         in the practice of ruthlessness: first, the gestures of blandishment and cherishing
         to insure the service sought (the gestures the strategist employs in dealing with
         colleagues, with other groups of people within his own State, and with other nations
         and parties in the art of temporary alliances); and then the ruthless tossing out
         of one or another set of these grass figures that the commander of events had shaped
         to serve his purposes, once the services of this or that particular set of puppets
         has no further relevance to his master plan.
      

      
       Mao’s poems leave no doubt that the Laozi V thesis on the ruthlessness of Heaven as the proper paradigm for the sage as world-commander
         is basic to Mao’s rationale. And as we shall be observing below, in section E, when
         we take up the further lines of Laozi V, Mao makes expert use in his statecraft, and also emphasizes through his poems,
         the further advice in Laozi V on the procedures through which, by dominating the minds of other human beings,
         the shrewd world-commander attains maximum power at minimum hazard to himself. But
         for Mao to have made explicit mention in his poems of the notable and notorious simile
         of the straw dogs would have been a fatal indiscretion such as Laozi V emphasizes, in its closing lines, no properly sage commander commits. Merely to
         have mentioned straw dogs would have been, as the Laozi says, to have failed to “guard his center,” to have failed to keep screened from
         too easy and too early discovery the first of his having set his will upon taking
         command of the world.
      

      
       While playing subtly in his poems upon the term tian, Heaven, Mao camouflages the straw-dogs component by employing, instead, images involving other non-human creatures that
         can be seized and dominated, sacrificed or consumed: of domesticated animals herded
         and driven, of fish netted, of fish bred in supervised pools, and of wild animals
         to be hunted and destroyed. Significantly, all these images also derive from Chinese
         classical sources on the art of domination, inclusive of the arts in the manipulation
         of words as well as of other weapons epitomized as “the art of war.”
      

      
      Section B: The Laozi V Thesis and the “Art of War”
      

      
      With regard to the Laozi V rationale positing the ruthless autocracy of the sage commander and the sacrificial
         role of all other human beings, Mao’s early fascination with methods of obtaining
         and retaining psychological command over others,[12]  when combined with the lively interest in Chinese classical texts which seems already
         to have characterized him during his school days in the opening decades of the twentieth
         century,[13]  could readily take reinforcement not only from several other politically applicable
         chapters in the Laozi[14]  but also from other texts produced during this bourgeoning period of Chinese cosmological
         and political speculation, the fourth to the second centuries B.C. Marking the rise
         of the first, fully historical Chinese empire, the Qin, and its immediate, and even
         more widely powerful successor, the empire of the Han dynasty, this period fixed the
         major traditions in Chinese political thought.
      

      
       The Laozi V thesis is one significant response to three political concerns that pervaded this
         seminal period in Chinese history. There was a concerned search for an effective method
         of ending the perennial wars among the Chinese states into which the old Zhou dynastic
         domain had been fragmenting since the seventh century B.C., and of also ending related
         wars involving peripheral States and State-aspirant tribes that, though in Chinese
         theory once under the power of the Zhou or earlier Middle Kingdom dynasties, were,
         in practical terms, newly assertive political entities. Throughout these contending
         States a restless intelligentsia was absorbed in a hope of uniting, or, as they saw
         it, reuniting “the world.” A significant aspect of this hope, however, an aspect common
         to urban societies the world around until very recent times, was the shared assumption
         that “the world” must be unified under a single ruler. The debates of the intelligentsia
         of the so-called Hundred Schools do not raise the issue as to whether a world controlled
         by a single ruler is a desideratum; this is taken for granted. The concern, the second
         of the three concerns, is with the question as to whether the ruler should be sage
         and benevolent and whether, if he were benevolent, the sagacity could be supplied
         by properly chosen advisors, or whether the ruler’s sagacity required ruthlessness
         and, in that case, assuming the ruler’s ruthlessness, did this ruthlessness also extend
         to his dealings with his own ministers and other government officers? The third concern,
         not a hope or a theory but a daily preoccupation on the route toward securing political
         unification and then maintaining it, was the strategy to be pursued in controlling
         the responses of State populations, negotiating alliances, and inciting or avoiding
         overt military engagement, the preoccupation with what some called the bing-fa and which is now customarily referred to, in English transcription, as the “art of
         war.”
      

      
       That Mao developed early continued to sustain an interest in Han and pre-Han history
         could be guessed from references in his prose. But the few clues in the prose might
         invite the illusion that his taking up attitudes and techniques in power politics
         similar to those already on record for the Chinese area before the first century B.C.
         have relevance for him only with regard to attaining and retaining a unification of
         China under a Maoist regime. It is through the poem that we discover that Mao has
         taken over political patterns suggested to him by his study of the Warring States
         and Qin and Han as the paradigm from which he extrapolates his design for luring where
         possible, and compelling when necessary, all the world’s nations into acceptance of
         domination by China.
      

      
       That the purport of specific kinds of political theory and practice derived from
         Chinese texts of the fourth into the second century B.C. is central to the import
         of the poems with regard to world domination has a continuing political relevance.
         Irrespective of the moment of physical death for Mao Zedong, awareness of the particular
         Chinese classical texts to which his poems point continue to be pertinent since these
         texts, in turn, are likely also to be given considerable attention by his Chinese
         successors. These successors will also perceive, since the poems make this obvious,
         that Marxism-Leninism—wholly unfamiliar to Mao until he was already past his twenty-fourth
         birthday—has been available and expedient, but that the central dynamic of his strategy
         is powered by a rationale and related art-of-war technique derived directly from old
         Chinese political sources.
      

      
       The clue from Laozi V, offering to an enthusiast for statecraft a rationale for ruthless exercise of
         power, suggests, in turn, the probable range of further texts that might also have
         attracted Mao well before he began to experiment with the pliability of Marxism-Leninism
         as a mask behind which to operate his personal master plan. Among further classical
         texts that assume ruthlessness as apposite to maintaining and expanding State power,
         to observe which texts he mostly ignores as well as those that, lingering in his mind,
         echo on into his poems can suggest which kinds of ruthlessness he dismisses as counterproductive
         as well as those with which he has chosen to experiment, then celebrating, in his
         poems, the most successful of his experiments.
      

      
       Allusions within Mao’s poems leave no doubt that his theory and practice of ruthless
         autocracy are, in his own mind, related to precedents associated with the State of
         Qin in the fourth century B.C. and with the formidable impact of the first Qin emperor,
         Qin Shihuangdi, in the third century B.C. Mao’s poems 8, 14, 15, 16, 19, 24, 37, and
         “38” all include allusions to specific passages in a famous essay on the rulers of
         Qin written by Jia Yi early in the second century B.C. In this essay, Jia Yi 賈誼, an
         eloquent Han dynasty poet also much concerned with politics, describes the ambitions
         of the autocrat, Xiao of Qin 秦孝公, to roll up East Asia “like a mat” and to seize control
         of the whole world, of all the lands within “the four seas.” The culmination of Qin
         ambitions a century later in the career of Qin Shihuangdi is graphically evoked by
         Jia Yi in an image that Mao remembers and makes use of more than two thousand years
         later, the image of the world-ruler, horsewhip in hand, forcing the whole cosmos to
         obey his will.[15] 
      

      
       Mao’s practice as a ruler incorporates some policies early and notably associated
         with the State of Qin: emphasis upon efficiency of the army and the peasantry; upon
         loyalty to the State erasing the tradition of special family obligations; and pressure
         for uniformity and conformity of thought throughout the populace. But Mao’s attention
         to Qin doctrines is significantly selective. What he rejects also gives clues to his
         own motivations, both his rejection of some Qin doctrines and his rejection, at the
         same time, of Jia Yi’s adverse criticism of Qin. In the poems Mao alludes with approval
         to Jia Yi’s accounts of Qin’s ruthless will to dominate the world. But Mao disdains
         Jia Yi’s opinion that ruthlessness was the cause of the downfall of Qin, Jia Yi’s
         opinion that Qin collapsed because it disregarded jen 仁, and yi 義, the Confucian norms of benevolence and righteousness.
      

      
       As Mao’s poems indicate, Mao regards the fall of the Qin dynasty as caused not by
         its commitment to a rationale of ruthless autocracy but by its failure to exercise
         with sufficient talent and shrewdness more subtle techniques of autocracy such as
         Mao believes he himself mastered. These subtleties, Mao implies in poems 14 through
         19 and asserts in poem 20, include an artfulness, which he regards as having been
         lacking in the first Qin emperor, in the handling of that crucial aspect of the art
         of war that is the art of words.
      

      
       Of texts associated with Qin advocacy of ruthless rule, one that, though probably
         compiled a century later, is regarded as, in substance, an account of Qin political
         policy during the fourth century B.C. is the Shangjun shu 商君書, the Book of Lord Shang.[16]  Its rejection of ren, of the benevolence in statecraft urged by such schools as the Confucianists and Mohists, occurs explicitly
         at least once in each of the five chapters and several times in chapters 3 and 4;
         and its advocacy of ruthless autocracy is pervasive. In this aspect its congruence
         with the import of Mao’s poems is complete. To Shang Jun, of Lord Shang himself, known
         also as Shang Yang 尚鞅, Wei Yang 衛鞅, and Gongsun Yang 公孫鞅, Mao Zedong, by witness of
         his poems, has also devoted some thoughts.
      

      
       By way of Jia Yi’s essay Mao has directed attention to the ruler whom Shang Yang
         served. Not only through the rolled-up-mat image mentioned above, but also through
         the image of lifting the world on his arm—transferred, with characteristic further
         hyperbole in Mao’s poem 16 to the image of Mao holding even Heaven itself on his sword
         arm—Mao indicates a conscious parallel in his own mind between the opening years of
         his career and the opening phases of the Qin stage in earlier Chinese history, not
         only with Xiao of Qin but with the policymaker and implementer of Xiao’s ambitions,
         Lord Shang. Given the Warring States ambience of Mao’s poems, the peculiar specificity
         of the Chinese phrasing of the closing lines of his poem 4 on allotting fields and
         allotting lands suggests that, in Mao’s own mind, this procedure is related less to
         any immediate precedents in Russian CCP practice than to Lord Shang’s system for breaking
         up all old family and class allegiances in order to force the whole population under
         the direct centralized control of the State.
      

      
       One of Mao’s further allusions to Lord Shang points to a Han dynasty text, preserved
         in a fifth century commentary on the Shiji,[17]  which includes mention of Lord Shang’s having acquired by deception the personal
         allegiance to him of the ordinary soldiers of the Three Armies. In poem 17, Mao combines
         this allusion with another pointing to the use of deception in controlling armies
         which he derives from the Book of Changes to clinch the import of this poem. Mao’s poem 17 celebrates, in essence, not the
         courage of the Red Armies but, with Mao’s typically ruthless sense of humor, his own
         cleverness in securing personal dominance over them. But though Mao has uses for the
         figure of Shang Yang in relation to both the general theme of world dominion and corollary
         aspects of the art of war, Mao’s debts to the text of the Book of Lord Shang itself are, with regard to Mao’s poems, less explicit.
      

      
       Some incidental influence from the Book of Lord Shang may derive from its itemization and recurrent references, under the associated images
         of lice and poison,[18]  to factors that, according to the Lord Shang rationale of statecraft, weaken the
         absolute power of the State. These images may have supplied some reinforcement to
         Mao’s partiality for imaging, under the figures of various sorts of insects, those
         who attempt to interfere with his plans, inclusive of his mention, in poem 37, of
         poisonous pests. But along with the fact that Chinese texts other than the Book of Lord Shang are the major sources of Mao’s insect symbolism, significant differences obtain between
         the Book of Lord Shang handling of its reiterated insect image and Mao’s handling of his several insect
         images.
      

      
       The Book of Lord Shang itemizes the pests apt to poison the absolute power of the State, and therefore the
         absolute authority, according to this rationale, of the ruler of the State, in terms
         of abstractions. Along with luxury, licentiousness, and leisure, the text deplores,
         as threat to State power, all attachments to a Confucian kind of respectability and
         related inclinations among the people, whether workers or soldiers or officials, to
         secure personal advantage for their own families. The book comes nearest to concrete
         illustration in its fifth chapter, specifying that farmers permitted to acquire wealth
         for themselves will, with advancing age, be disinclined to work, that merchants allowed
         personal profit instead of operating solely to enrich the State will occupy themselves
         in private pleasures, and that officials, unless kept relentlessly occupied on State
         business, will scheme for both social prestige and personal political power. The general
         Book of Lord Shang argument, that the whole populace must be maneuvered into surrendering all personal
         interests and into single-minded service to State wealth and political-military predominance
         of the State against all contenders, internal or external, is implicit in Mao’s poems.
      

      
       But just as Mao shows no interest in the Book of Lord Shang assumption that a fixed schedule of laws can perpetuate obedience to the State, Mao
         does not theorize on threats to the State in terms of abstractions such as luxury
         or leisure. In his poems Mao’s insect figures represent not abstractions but particular
         people whose attempts, as he sees it, to interfere with his power he regards as pestiferous.
         It is part of the index of his view of the art of war that, in his poems, he joins
         issue not in terms of any theory of sociological or psychological norms (an index
         also to his basic disinterest, evinced through his poems, in Marxism-Leninism) but
         in terms of specific opposing human wills that, through the force of his own will
         and agilities of intellect, he intends and expects either to dominate or to destroy.
      

      
       In contrast to the figurative lice imaged as poisoning, in the sense of fatally weakening,
         the State ruler’s absolute exercise of power, Mao’s insect figures, for which his
         literary sources include some of the oldest surviving Chinese poems,[19]  belong to categories of creatures—for example, flies, ants, beetles—with which,
         metaphorically in his poems and, by implication, effectively in political practice,
         Mao deals briskly and with no great trouble, creatures that can be swatted or otherwise
         speedily annihilated and swept out of the way. That among his insect figures he has
         no use for so insidiously intimate a figure as that of lice, to represent challenges
         to his dominance, is consistent with his verse-portrait of himself as the imperturbable
         commander. Mao portrays himself in his poems as too clever to be vulnerable, even
         temporarily, to any “insect” attempting attack either upon the inner strength of his
         will or upon his external exercise of power over both allies and opponents.
      

      
       As to the similarities between some of Mao’s policies and some of those advocated
         in the Book of Lord Shang, these involve practices that in subsequent centuries continued to reappear so frequently
         in both Chinese political practice and theory of political practice that, for Mao,
         the Book of Lord Shang cannot be regarded as the specific source. These policies include enforcement of
         a doctrine of group responsibility, making the populace aware that State retribution
         can descend arbitrarily upon any or all members of a group within which one or another
         member deviates from State-prescribed conformity in either behavior or opinion. Exploiting
         the impulse to self-preservation, this policy pressures everyone within a designated
         group, whether family, village, city enclave, worship, armed-services brigade, or
         administrative office staff, to police one another. Further similar policies include
         the use of the armed services as also a reserve labor force, the emphasis upon an
         efficient agriculture as equally essential to State power, and the recognition that,
         for the ruler, using the people of the countryside as a weapon provides him a counterforce
         in controlling both urban workers and the intelligentsia. Emphasis upon a people’s
         army is likewise present in the Book of Lord Shang. But Mao takes his methods for developing and controlling a militarized populace
         mostly from other sources, though also in large part from this same late classical
         period.
      

      
       With regard to the Book of Lord Shang the point on which Mao most noticeably differs is the point that most particularly
         associates the Book of Lord Shang with Fajia 法家 doctrine among those who interpret Fajia as School of Law or Legalism:[20]  that is, the matter of promulgating a code of laws, specifying “reward” and specifying
         “punishments,” on the more or less mechanistic assumption that its rigid enforcement
         will, of itself, assure the ruler a populace docile to his commands. But in ignoring
         this aspect of both the Book of Lord Shang and of Shang Yang’s own career, Mao is also following Chinese tradition. Like the
         figure of Zhao Liang 趙良 to whom the opinion is attributed in the Shiji biography of Lord Shang, many subsequent Chinese in and since the Han dynasty have
         held the view that making a people responsive to the will of a ruler “goes deeper
         than issuing commands.”[21] 
      

      
       Though in practice analogous with that reported for Qin, that every family studied
         Shang Yang’s laws, Mao’s prose has been made requisite study for the whole populace
         of the PRC. Mao’s prose is more hortatory than prescriptive, adjuring to zeal in securing
         adherents and offering a general guide to methods for converting opponents and for
         trapping and making powerless those opponents who will not concede. Apart from a few
         simple “points of attention” aimed at encouraging cooperation between the people’s
         army and the rest of the populace, Mao’s prose is conveniently vague on matters of
         “law.” This purposeful vagueness reserves for him the options for his recurrent campaigns
         of “rectification.”[22]  From Mao’s prose no one in the PRC can deduce any sure way of avoiding an occasion
         for being suddenly denounced, and as accounts based on PRC documentation have sufficiently
         attested, the behavior or opinions denounced may be the same behavior or opinions
         that, yesterday or a dozen years earlier, had earned today’s victims earlier praise
         as a loyal Maoist. In other words, Mao has learned from other sources in his native
         tradition, to exercise a greater expertise than Shang Yang possessed in applying Shang
         Yang’s own advice that the people never be allowed to discern clearly the ruler’s
         plans. And it is this expertise that Mao celebrates in his poems.
      

      
       Along with the instances, earlier mentioned, of Mao’s verse allusions to Qin rulers
         and to Shang Yang, allusions indicating that he expects his own successors to pay
         his own kind of selective attention to them, the chief relevance of the Book of Lord Shang and of several other texts associated with the Qin period is their consistent emphasis
         upon a rationale for ruthless autocracy. In making ruthless autocracy the theme of
         his poems and associating his poems, through allusions, with Qin precedents, Mao is
         consciously associating himself, not with fajia details of Qin thought but with the underlying Qin motivation, the will to world
         dominion, and with the corollary autocratic assumption that all other human beings
         exist solely to be made subject to the ruler’s will. This is the doctrine also of
         the text known as the Dengxizi 鄧析子 that argues for control of the world by a single, absolute ruler on the same
         analogy propounded by Laozi V, that Heaven in dealing with Earth is bu ren, is ruthless.[23]  The Confucian Xun Zi 荀子 deplores Master Deng Xi among those whose powers of persuasion
         have been successful in deceiving and confusing the less informed populace.[24]  The use, however, of such powers of persuasion to deceive and confuse not solely
         opponents of the PRC or of Maoism but also to deceive the Chinese populace itself
         as to the actual motives and aims of his policies is, for Mao in his poems, an occasion
         for celebration and invitation to his successors to do likewise.
      

      
       Another expression of the characteristic argument for ruthless autocracy, sustained
         in Mao’s poems through identification of himself as the Heaven-power operating on
         human society, occurs in the Lüshi Qunqiu 呂氏春秋, a compilation of advice and opinions attributed to associates of Lü Buwei 呂不韋,[25]  without whose wealth, interest, and early support of Zheng of Qin might never have
         become Qin Shihuangdi, the First Emperor. Chapter 150 of the Lüshih Qunqiu argues that rulers attempting to act upon a theory of benevolent and compassionate
         rulership must inevitably fail because theorists urging benevolence and compassion
         are merely promoting notions invented by themselves. The attack here is again upon
         such teachings as those of the Confucians and Mohists.[26]  The validation of ruthless autocracy, this Lüshi Qunqiu chapter argues, and, in its view, the consequent assurance of success in enforcing
         an orderly human society, is its correspondence with the procedures of Heaven in ruthlessly
         enforcing changes and transformations upon Earth’s ten thousand phenomena. The ruthless
         autocrat, this Qin advocate argues, disdains policies invented by ordinary human minds.
         According to this assumption, recognizably the assumptions also of Laozi V, the ruthless autocrat, and only he, can succeed, this advocate argues, because
         the autocrat’s procedures are in accord with the ruthless procedures of Heaven in
         dealing with the creatures of the Earth. This is the set of mind that, directly informing
         Mao’s poem 21, contributes also to the thesis of his poems 5, 11, 16, 18, 37, and
         “38.”
      

      
       Though, because of the variety of subjects incorporated in the Lüshi Qunqiu there will be further occasion to refer to it,[27]  our immediate query—the tracing of influences, derived from Mao’s particular interest
         in the Qin-Han period of Chinese history, upon his formulation of the rationale that
         pervades his poems—takes us on now to two further figures who, like Lü Pu-wei, were
         closely associated with Qin Shihuangdi: these two further figures are Li Si 李斯 and
         Han Feizi 韓非子.
      

      
       Li Si was a migrant clerk and poet and former fellow student of Han Feizi during
         the years when they both were under the tutelage of the Confucian Xun Zi whose subsidiary
         interest in some political aspects of Taoist doctrine[28]  had, as it turns out, a more marked impact upon his most famous pupils. Li Si, a
         native of Chu, the kingdom that, prior to its conquest by Qin, included part of the
         Xiang river valley that, a little more than two thousand years later became the native
         ground of Mao Zedong, prospered after his arrival in Qin as the ascendant Qin emperor’s
         chief minister and chief ideologue. Li Si, as later recorded in Sima Qian’s Shiji,[29]  defines the effective autocrat as one who is adept in the arts of making others
         devoted to him while he still exercises absolute authority over them.
      

      
       The autocratic ruler, Li Si says, is skillful in altering among the people whatever
         previous attitudes, theories, customs, and practices could interfere with his exercise
         of absolute authority. Li Si says, further, that to achieve and maintain autocratic
         control requires that the ruler make the crucial decisions, surrendering no final
         authority to any of his associates. Furthermore, says Li Si, the all-powerful ruler
         has no use for humaneness and benevolence, as expert in the tactics of deception,
         shuts the mouths of those who dare to disagree with him, and most particularly suppresses
         those who attempt to press their own views of what is good for the State in contravention
         to his own views, including those patriots who, in contravention of his own world-expansive
         design, advocate compassion with regard to the human cost of such ambitions to the
         people of the homeland.
      

      
       That it was also the aim of Qin policy, “throughout the world no enemy,” signifying
         the elimination of all opposition, Mao explicitly alludes in phrasing the closing
         line of his poem 37. Qin’s pursuit of the goal, “throughout the world no enemy” signified,
         as Arthur Waley has pointed out, not only the goal of absolute domination of all other
         States but also its application to internal politics,[30]  to the elimination from the populace of all thoughts and attitudes not conforming
         to the ruler’s will. Though this goal had already been anticipated a century earlier
         by Hsiao of Qin and Lord Shang, it was Li Si who, together with Qin Shihuangdi, essayed
         the most thorough attempt to accomplish it; and it was Li Si who, in his policy document
         known as the “Burning of Books,”[31]  argued that exercise of absolute autocratic rule and the preservation of a unified
         world domain must be assured by removing from access by the general public of all
         books contravening Qin State policy, by exiling to forced labor or putting to death
         the more stubborn resistors, and requiring that all schooling proceed exclusively
         under instructors appointed by the State.
      

      
        Though policies and practices associated with Li Si and Qin Shihuangdi, with Lü
         Buwei and the anonymous contributors to the Lüshi qunqiu, with Xiao of Qin and Lord Shang, and with the putatively earlier Master Dengxi have
         contributed some significant reinforcements to that rationale for ruthlessness that
         Mao has derived most directly from Laozi V, he has taken a more considerable reinforcement from Han Feizi, the political philosopher
         who was both a prince of Han State,[32]  advisor to the Han State monarch, and then, briefly, and unluckily, an official
         visitor in Qin State. That Mao’s poems reflect political positions favored over two
         thousand years ago by Han Feizi would, on two counts, be expectable. In the advisory
         papers, later gathered into the book known as the Hanfeizi,[33]  this prince of Han not only accomplished the most coherent synthesis of views current
         during the third century B.C. on the art of ruthless autocracy but expressly correlates
         his concept of the sage ruler as ruthless autocrat with the study of the Laozi and the political application of the Laozi thesis on Heaven and the sage to the figure of the commander-monarch, the zhu主,[34]  aiming at effective rule over the whole world. This same term, zhu, employed in the same sense attached to it in the Hanfeizi, that of a world-commanding monarch, is the term with which Mao expressly identifies
         himself in the opening poem of his verse-sequence. That through this choice, for poem
         1 of the term zhu Mao intends to direct the attention of the alert wenyan reader to the Hanfeizi among major texts bearing upon the import of his poems in the verse-sequence, Mao
         continues to point to the Hanfeizi through the use of Chinese terms and phrases for which the Hanfeizi is a well-known classical source.
      

      
       Allusions in Mao’s poems involve not only the theme of hegemony set out in Hanfeizi I and of the Way of the Commander-Monarch, zhu dao主道, in chapters VI, VII, and VIII, who moves without “showing the symbols of rule,”
         advances by appearing to be concessive, and shapes his tactics according to prior
         careful appraisal of current circumstances of “the four seas”—that is, keeping a sharp
         eye on the whole world situation—and as the sage who models his procedures on Heaven’s
         dealings with Earth—for example, the theme of Laozi V—but also involve direct carry-overs of imagery from the Hanfeizi employed with the same politically symbolic functions.[35]  These carry-overs include adaptations of the tree, water, lightning and thunder
         images associated with the power of the zhu in Hanfeizi VIII, of the correlation of the dragon with the zhu in XII—these correlations also pointing to other sources of which Mao is equally
         aware, including the old poems and passages in the Book of Changes—and from Hanfeizi XIV[36]  of the ant-hill and of the horsewhip, of the gale and the rain in the same passage
         of Hanfeizi XV that sets out the assertion that Mao also carries over into his poems, that the
         zhu, the Commander-Monarch, finds it no hard task to seize command of the whole world,
         and the further figure in this same chapter XV on the tree that does not break despite
         attacks by both gales and insects. That acquiring and retaining power requires the
         skill and dexterity of cooking fish for good eating without losing their taste is
         a figure that the Hanfeizi specifies from the Laozi and Mao has his own adaptations of fish figures from these and other sources. He
         also adapts, in relation to Hanfeizi XX, the figure of marks on the battlefield and the wordplay on xiang 象 signifying both elephant and image used in the signification of any figure, whether painted, modeled, carved, or rendered
         in words that may or may not represent accurately a living creature.
      

      
       Themes readily traceable from the Hanfeizi into Mao’s poems include the emphases on the ruler’s not allowing even close associates
         to know the actual direction and scope of his strategy, on the ruler’s power to face south (the standard figure for rulership in Chinese classical terminology, a figure further
         discussed forward, in section C) depending upon his exhibiting partiality for the
         general populace and being severe with his ministers but, in exhibiting partiality
         for the general populace to use only the pretense of ren, of benevolence which Hanfeizi XX is convenient for “deceiving the simplemindedness of ordinary people.” The Hanfeizi takes over from the Laozi and Mao takes from both the insight that the sagacious commander’s constant and clever
         use of his intellect is primary and that the impact of the sufficiently clever ruler
         is such that, beyond his physical death, he still does not “perish” since his influence
         on the future of human events may “last forever.”
      

      
       In the background of Mao’s poem 4 hovers the passage that the Hanfeizi cites as advice from the Zhou period policy that whosoever a ruler intends to conquer,
         he first misleads by rendering assistance and presenting seeming advantages. Mao has
         also taken advice on the art of the Commander-Monarch in yong ren 用人, using people, including Hanfeizi XXVII, making the whole populace devote all their strength to increasing the strength
         of the State. Mao has also made his own powerful adaptations, both to his poems and
         to his career of the import of the Hanfeizi remark upon the “swimmer from Yue,” the import being that the competent ruler does
         not search around for outside help but does his own “swimming” in attending to the
         survival of his domain and, as Hanfeizi XLIV makes reminder keeps “power over everyone else’s life in his own grip.”
      

      
       On the reiterated theme of disdaining any actual benevolence though, at convenience,
         pretending benevolence—for example, Hanfeizi XLVI, “being actually benevolent may seem pleasant and useful at the moment, but
         ultimately harms rather than helps in the exercise of power”—chapter XLVIII again
         stresses that the ruler is like Heaven, that he should so manage affairs that no one
         dares to or can harass him or dispute his decisions, that he should cleverly invite
         others to confer and propose courses of action but also see to it that any failures
         in procedure are blamed on his officials and that all successes redound to his personal
         glory, and that he should also subtly incite quarrels and factional frictions in order
         to induce others to show, unwittingly, their own attitude and ambitions, and then
         use sudden retributions against a few, least expected, victims in order to increase
         the compliance of others. The particularly famous Hanfeizi XLIX with its listing of the five groups of people, toward whom the shrewd autocrat
         should exercise maximum ruthlessness—the literati, military men who attempt to operate
         beyond his orders, colleagues who show excessive interest in military affairs when
         not on his military assignments, loquacious intellectuals, and tradesmen attempting
         to operate outside State orders—images these five groups under the figure of wood-eating ants, that is, threatening the tree that is the ruler himself.
      

      
       The closing chapters of the Hanfeizi, L through LV, expand the theme that the general populace are “babies” who must not
         be indulged but disciplined and that though it is essential for the ruler to be canny
         enough to retain their attachment to him, he must also see to it that they all conform
         to his requirements in their sentiments and thoughts while also being scarcely aware
         that he is the source of this requirement since he has trained them to police one
         another and to keep an eye on one another even in their supposedly “hidden affairs.”
      

      
       These are the expansions of application of a rationale for ruthlessness to which
         Mao’s poems point through his several allusions to the Hanfeizi. But with characteristic selectivity in his use of even the more favored of early
         Chinese texts, Mao noticeably rejects two arguments proffered by the Hanfeizi and markedly alters the interpretation of another, all three being arguments that
         the Hanfeizi connects with mention of the legendary ancient ruler Yao. The figure of Yao, it will
         be recalled from comments in the preceding chapter, is serviceable to Mao Zedong as
         historical or pseudo-historical precedent for the concept of an appointive dynastic
         succession. On this point, with his usual eclecticism, Mao holds to the version of
         Yao taken from Confucian tradition and rejects other views of Yao included in the
         Hanfeizi.
      

      
       The Hanfeizi argues that Yao had no reluctance in retiring and turning over rule to an appointed
         successor because there were no great perquisites of wealth and opportunities for
         personal pleasure in his still primitive domain and he possessed little to lose. But
         with regard to the changed circumstances in the wealth of States by the third century
         B.C., the Hanfeizi argues that a particular further advantage accrues to the ruler who has successfully
         set in operation the prescribed disciplining for the people and mutual policing of
         both people and officials, to the point where all are duly aware that to infringe
         what the State requires, in either words or acts or even gestures attachable to forbidden
         sentiments, will bring to themselves, kinfolk, and friends. Since this State system,
         once instituted, the Hanfeizi opines, virtually runs itself, its ruler, with plentiful funds, the ruler can thoroughly
         enjoy and indulge himself in whatever amusements he pleases, while having no need
         to surrender any part of his power to any appointed co-ruler. Two weaknesses in this
         argument are obvious, and the history of Mao’s political practice, as well as his
         opting for the version of Yao as a shrewd retainer of actual rule through the device
         of the appointive co-ruler, suggest that Mao recognized early both the textual contradictions
         and the likely actual motive involved in the proposition that a ruler’s exercise of
         ruthless domination yields him the opportunity of harsh self-indulgence without risk
         of loss of power.
      

      
       The proposition itself contravenes advice elsewhere in the Hanfeizi that the ruler never relax his grip on what the Hanfeizi calls the handles of the power net, that the ruler be his own “swimmer,” and that
         the ruler never cease being wary of even his closest associates, and always remain
         in active command. The contravening of this sound advice may of course reflect the
         composite text of the Hanfeizi, only part of it being directly the work of Master Han Fei. But whether the proponent
         of the ruler’s retiring to enjoy himself assured that his power must remain, like
         that of Heaven, beyond risk of loss, any sharp-witted strategist could promptly guess
         the advisor’s actual motive: that should a ruler be shortsighted enough to act on
         the proposition and divert his energies to personal amusements, the advisor had captured
         the advantage and could very soon seize the handles of the power net himself. And
         just as Mao notes in his poem 20 that Qin Shihuangdi, though very powerful, was not
         as powerful as Mao proposes to be, Mao can remember that the habit of Qin Shihuangdi
         in his later years of being preoccupied with cronies and concubines and royal pomp
         sufficiently fractured the centralization of power as to have itself contributed to
         the collapse of Qin within a few years of the death of this Shihhuangdi, the First
         Emperor.
      

      
       A further Hanfeizi remark implying a contrast between the reign of Yao and that of a monarch aiming
         at domination of all the States of the Warring States era may itself be by intention
         ironic. Whether so by intention or not, it is solely in an ironic sense that Mao adapts
         it to his own purposes. The Hanfeizi XXVI remarks that though Yao may have been so very clever at disposing of all rebels
         and malefactors that there was no longer anyone disorderly or disobedient to his rule
         anywhere in the world, it would be only in the reign of Yao that putting into practice
         the arts of war such as are expounded by strategists (yong bing 用兵: users of weapons) such as Sun Wu 孫武 and Wu Qi 吳起 might perhaps be put aside.
      

      
       The Sun Wu here mentioned is the traditionally attributed author of the text that,
         composed at least a century beyond his lifetime but probably including some of his
         views and methods, is known as the Sunzi bingfa 孫子兵法 or the Sunzi or Sunzi’s Art of War. And to Wu Qi, a notably ruthless strategist of the early fourth century B.C., who
         served three States during his career and was chief minister of Chu State when he
         was, after three years in the post, executed in 381 B.C., is also attributed a bingfa text, a Wuzi or Wuzi’s Art of War, which is also a posthumous compilation, but unlike the Sunzi, obviously prepared by a Confucian pundit whose draping of the Wuzi precepts with Confucian advocacies of benevolence and righteousness produced a document in which, not surprisingly, the strategist Mao Zedong shows no
         active interest. To the Sunzi, however, as earlier noted, Mao has given very close attention and for reasons much
         more immediate than its mention not only in the Hanfeizi but also in the earlier Book of Lord Shang.
      

      
       One immediate occasion for Mao’s active interest in the Sunzi as a document not solely on battlefield procedures but relevant to all aspects of
         realpolitik is directly deducible from Mao’s attachment to himself, in poem 1, of
         the term zhu used in the Warring States signification of both commander and monarch. As an early and constant student of Chinese history, Mao knew well enough that the
         rationale for ruthlessness proposed in Laozi V and variously elaborated in the Shangjunshu, the Dengxizi, some passages of the Lüshi chunqiu, in the Li Si memorials, and in the Hanfeizi could become totally operative not through civilian political theorists nor through
         State ministers who might on occasion—for example, Lord Shang—venture into battlefield
         strategy nor through rulers who had to lean upon State ministers for the formulation
         of the strategy of the war-of-words, domestic and foreign, and upon generals for the
         formulation of battlefield strategy. Total implementation of a rationale for ruthlessness
         as the ground of statecraft requires, as the first sixteen poems of Mao’s verse-sequence
         both expound and dramatize, a master-strategist who combines in himself both the skill
         to seize and retain the tokens of power as in themselves a psychological advantage
         and the skill to master and remain sole decision maker in every aspect of statecraft,
         both in the war-of-words and battlefield strategy. In sum, he must, as strategist,
         make himself monarch and as monarch continue to remain absolute commander of State
         strategy, both in domestic and foreign affairs.
      

      
       Toward this end, as is evident both in his career and his poems, Mao had already
         recognized by the 1920s that resources from the Chinese tradition apposite to his
         ambitions comprised not only the Laozi V thesis and its extensions in such further classical texts as we have already been
         surveying, but the realpolitik of the yong bing, the strategists (literally, users-of-weapons experts) already on record from the strategy lore of the Warring States, Qin, and Han as
         well as from later strategists whose most trenchant insights came to be included in
         such commentary-supplemented editions of the Sunzi as have continued in wide circulation in China into our own time. To complete a perspective
         upon Mao’s incorporation of the Sunzi into his design for a ruthlessness in statecraft both rationalized and clinched within
         the framework of Laozi V, becomes the concluding procedure in this section of our exploration of early Chinese
         texts conditioning the rationale of Mao’s poems. But another text on the strategy
         of realpolitik has also entered into the contents for Mao’s poems. Though composed
         a century later than the basic chapters of the Sunzi, since all such texts came to operate within the same psychological time, in the
         sense of being operative in Mao’s mind before he began the poems organized as his
         verse-sequence, we can afford a preliminary glance at one Han dynasty text on strategy.
      

      
       Considering it on the way to a survey of the Sunzi itself has two conveniences for the purposes of this introductory exploration of
         the intellectual terrain of Mao’s poems. Because, unlike the Sunzi though much indebted to it, this Han dynasty paper on strategy emanates from a group
         of intellectuals explicitly followers of the Laozi, it serves as a reminder that, even in conjoining the Laozi V thesis to the doctrines of the classical strategists, Mao is not an innovator but
         an adapter of ideas already long conjoined in the Chinese tradition. A preliminary
         glance at this Han dynasty text also offers the immediate convenience of the readiest
         route into an explanation of the original significance and classical extension of
         the signification of the term bing. A clear understanding of the classical signification of this term is indispensable
         both to the import of the full title of the Sunzi, the Sunzi bingfa, which employs bing in this same Chinese classical signification, and to a recognition of Mao’s own entirely
         Chinese-classical concept of himself as a strategist.
      

      
       The Han dynasty text now to be considered is chapter XV in the collection of cosmological-political
         essays from the second century B.C. called, in acknowledgement of a prince of the
         Han dynasty at whose court the views put forth in these essays were presented, the
         Huainanzi.[37]  Passages from several of its essays influence the imagery and phrasing of a number
         of Mao’s poems. Our immediate concern is with the essay carrying the title “Binglüe”
         兵略, a title for which the most viable translation is “Weapons Strategy.”
      

      
       Traceable from archaic texts on into texts of the classical period, the term bing[38]  still incorporates in this essay, as is also true of its usage in the earlier Sunzi bingfa, its original signification, weapons. As has been the case with the accrual of meanings to old words in other languages,
         the very old Chinese term bing has assimilated in classical and post-classical times several related but never wholly
         interchangeable meanings. In centuries nearer to our own time an evolved signification
         of bing, denoting soldiers or military personnel, and, in appropriate contexts, a pawn piece in chess, has largely displaced, in the Chinese vernacular, its root meaning, weapons. Not until after the Sunzi[39]  manual had been current for most of fourteen hundred years was the notion that bing in the Sunzi could be taken as a synonym for zhan 戰, war, given currency by a Song dynasty commentator, Zhang Yu 張雨. Though attempting to
         read bing in Sunzi as though it meant zhan, denoting only literal battlefield operations turns the most trenchant passages of
         the Sunzi on the tactics of bing into nonsense, Zhang Yu’s notion promoted by Neo-Confucianist schools from which
         were ultimately drawn the officials who most flourished under the Manchu regime from
         the seventeenth century onto the Manchu decline at the turn of the twentieth century
         probably accounts for the currency in the West of interpretations of the title Sunzi bingfa as Art Militaire, “l’art de la guerre,” Das Buch vom Kriege, and The Art of War. But close students of classical texts, including manifestly Mao Zedong, remember
         that in such texts bing retains its significance as weapons and recognize further that in such texts as the
         Sunzi bingfa and the “Binglüe,” its sense as weapons extends to a specific metaphorical usage.
      

      
       In dealing with either the function of a military strategist in furthering the political
         power of a ruler or with the ruler himself as political-military strategist, these
         texts employ bing in contexts for which the signification of bing equates directly with what we would call psychological weapons: specifically, the human minds that the strategist trains and shapes to produce responses
         useful to his purposes. Both the Sunzi bingfa and the “Binglüe” emphasize that these responsively malleable minds are the crucial
         resources, the associated elites on the subject of management of the rest of the human
         race—the Laozi straw dogs, elsewhere the carvable word that should be kept preferably “blank,” the
         Hanfeizi ordinary people called “like babies”—quite bluntly, the bing, the human minds upon which the strategist works in order that, using the people as weapons, he can sustain and extend the power of the State.
      

      
       That this is the strategist’s sense of bing is taken as axiomatic with the opening sentence of the Sunzi and is sustained straight through to its final indispensable chapter on the five
         kinds of spies or secret agents, which include diplomats on official missions. But
         what the Hauinanzi “Binglüe” has to say on the subject of bing most readily clarifies this sense of the term common both to Chinese classical power
         politics and to the power politics and poems on power politics shaped by the mind
         of Mao Zedong.
      

      
       Developing its announced topic, “Weapons Strategy,” the “Binglüe” defines the effective
         strategist as one who recognizes that using the whole population of his own State
         as the initial basis of his power requires tending its people like fish being pond
         raised to enrich his power and then transforming them into domesticated animals to
         be herded wherever he wishes to lead or to drive them. Setting out to dominate other
         States, the commander then uses his own people, his now trained animals, to attract,
         from among the designs of other States, those who can be agitated into disrupting
         and destroying the power of their own rulers and major officials. While thus disposing
         of his political competitors, primarily by subversion and only occasionally requiring
         a few, spectacular, military forays, the commander sees to it that the minds of the
         populace in these target state are cajoled into the conviction that he, and he alone,
         is their only possible defender and protector. Psychologically capturing these peoples,
         he thereby increases the herds under his command. The “Binglüe” stresses, further,
         that the commander who aims at ruling the world takes particular care so as to shape
         the people’s minds and emotions—again, the implicit image is that of trained animals—that,
         even without hearing any specific command, they will, of themselves, rush to annihilate
         whoever tries to interfere, or seems to them likely to interfere, with the security
         of the commander and the steady furtherance of his master plan[40]  for humankind.
      

      
       The core of the “Binglüe” argument is that it is not the number of bodies but the
         number of human minds, thoroughly domesticated by the commander, that constitutes
         the strength of his primary arsenal, his collection of psychologically controllable
         “weapons.” In shaping and controlling the minds of others, he builds up his indispensable
         bing, the people whose conditioned response to whatever he wills becomes the chief weapon
         advancing him toward world domination.
      

      
       What is pertinent for the moment is to take note that allusions in Mao’s poems that
         call attention to the “Binglüe” also involve, simultaneously, both Laozi and Sunzi contexts. Both these texts are part of the intellectual ambience of the “Binglüe”
         author proffering advice to the ambitious, intellectually Daoist but inattentive strategist,
         the prince of Huainan. Having been an over-zealous listener to the more transcendental
         literati among the intelligentsia gathered at his court, and having failed to put
         into practice the advice primary to both the Sunzi and the “Binglüe,” that the commander ambitious for empire must first and always
         develop a very large and committed following from among the common people, the prince
         of Huainan’s schemes were all too easily presented to the Han emperor. In a sequel
         still familiar in the history of China, the emperor saw to it that the prince summarily
         disappeared, officially reported as having committed suicide.
      

      
       Mao Zedong, by contrast, was closely attentive to, and put into practice from the
         beginning of his career, the advice in both the “Binglüe” and the Sunzi, the Sunzi bingfa, that, with reference to its title, can now be borne in mind in terms of the liberal
         translation of bingfa, weapons tactics, as well as under its more familiar English label, the “Art of War.”
      

      
       Mao’s frequent references, in his prose, to the Sunzi are well known and have already been mentioned in chapter 1. It might be added that
         a special edition of the Sunzi annotated for exclusive use by CCP army officers and political commissars was put
         into their hands in 1939, and that a further Sunzi, rewritten in the vernacular and adapted for the general public was prepared during
         the 1950s and put into circulation in the PRC in 1957,[41]  the same year in which Mao began to promote wide circulation of some of his poems.
      

      
       In his prose pieces addressed to his followers, Mao’s carefully selective references
         to the Sunzi are designed to interest them in, and to heighten their enthusiasm for, the practice
         of tactics of deception effective in frustrating, confusing, and exhausting enemies
         overtly in arms against them. As he would expect, the more astute among his listeners
         can also perceive the applicability of these same tactics in the handling of propaganda.
         As early as 1928 Mao had already selected and summarized from the Sunzi those items from among its doctrines that he judged serviceable for general instruction,
         epitomizing these items in four slogans that, initially drilled into the minds of
         the troops he was assembling and welcoming to the base in the Jinggangshan 井岡山, were
         subsequently spread throughout the armed forces and, after 1949, throughout the whole
         PRC.
      

      
       These four slogans, amounting to a four-line jingle, may be more vividly transferred
         into English by presenting them in a minimum number of short English words rather
         than in the more leisurely English versions that have been current abroad ever since
         the slogans were provided an English rendering in the 1938 edition of Edgar Snow’s
         Red Star Over China.[42]  By using, for the very old Chinese term di 敵, conventionally rendered as enemy, the old English term foe, which retains emotional overtones corresponding to those attaching to di among the common folks for whom Mao designed these instructions, and also retaining
         Mao’s intentional pronoun I (wo 我) seducing in each reciter that sense of individual purposiveness that Mao, with
         design, was inculcating, and, for the verbs, using English vernacular locutions approximating
         the language level within which the troops assimilated the slogans, the designed impact
         of Mao’s Chinese sixteen-character chant[43]  may more nearly come through as follows:
      

      
      
         Foe moves in, I scram.

         
         Foe backs off, I haze him.

         
         Foe worn down, I clout him.

         
         Foe scrams, I track and trounce him.

         
      

       In terms readily transmissible among the general populace, the slogans epitomize
         one aspect of the Sunzi emphasis on dominating the minds of others. Reject impulses to strike back at once
         at any advancing opponent and, instead, first concentrate upon frustrating him: run
         off, disappear, divert his attention, put yourself where he is not likely to look
         for you or cannot quickly reach you, and let him wear himself down trying to come
         face-to-face with you. When he backs off, then annoy him, haze him, allowing him no
         time to gather his wits or renew his strength. Only when you have him bufuddled and
         exhausted, then move in and hit him full strength. When, too dazed to hit back, he
         tries to run away, then chase him and finish him off.
      

      
       The procedures are scarcely news to either coolheaded fistfighters or hardhearted
         debaters, not to mention being no news to any determined leap-from-ambush fighter
         on any continent ever since the tribes of humankind were young. But outright advocacy
         of these procedures appears for awhile again innovative whenever a “decent” social-political
         norm has, over a few generations, become customary, namely, when the balance of power
         among States has become such that, for a few generations, both military moves and
         diplomacy have, in practice, pretty much conceded to “rules” on permissible and impermissible
         procedures and armed forces have been reduced to career professionals engaged in set-piece
         encounters. This situation had sufficiently obtained by the seventh century B.C. in
         the Chinese area that the subsequent blatant breaking of the rules of “decent” procedure
         by rival States, with the tipping of power balances from Qi to Chu to Qin, and the
         consequent rush of all States to retrain in techniques of “total” war, military and
         diplomatic, made the teaching of “total” strategy and “total” tactics such as those
         accrued to what became the Sunzi manual appear, from the fifth to the third centuries B.C., a profound innovation.
         Though occasionally still deplored by the more conservative among the Confucians,
         Sunzi tactics became, thereafter, a treasured adjunct of Chinese power politics through
         many successive dynasties.
      

      
       The violent shifts of power balances once more affecting China in the nineteenth
         on into the twentieth century suggested two final options to whoever hoped to become
         the new master of China: to attempt to operate on the now semi-Confucianist, modified
         Sunzi system that had seemed to work well enough for the founders of dynasties from Tang
         onward, having army officers and diplomats expert in Sunzi doctrine but most of the common soldiers used in set-piece fashion and separated
         from a non-militarized populace (the Chiang Kai-shek gamble); or to combine Sunzi tactics with a revival of procedures of the classic Sunzi and also explicit in both Qin power politics and such “instructions” as those in
         the “Binglüe”: the intensive development of the whole population as a militarized
         force under a common discipline, whether in fields, factories, schools, or on armed
         maneuvers. Mao took the latter option. But to use it to advantage involved, among
         other considerations, in dealing, not with the population of a small State such as
         the Sunzi manual assumes, but with a population of hundreds of millions, an effective method
         of drilling the population in some Sunzi tactics while keeping all but the few older literati and older professional army
         men, who knew the Sunzi as well as Mao did, unaware of the central purport of the Sunzi.
      

      
       These methods we have briefly noted above: the use of the four “foe” slogans which
         most of the populace accept as “Mao Thought” and do not connect with the Sunzi; the issuance of a specially edited Sunzi by 1939, for army officers and commissars; and the promotion of the thoroughly rearranged,
         vernacular Sunzi of 1957, a version with all clues to its original central purport excised. This “adopted”
         Sunzi induced in the PRC population, now increasingly literate in modern vernacular but
         rarely able, by themselves, to grasp the sense of the classical Sunzi or even deal with many of the old standard script-characters, the illusion of knowing
         the Sunzi while in fact knowing only so much of it as Mao has arranged to have issued to them.
      

      
       In and after 1957, and in increasing confidence beyond 1967, Mao could gamble that,
         to protect their own rice bowls, the small minority within the PRC who were still
         literate in the full text of the old standard Sunzi, would not be likely to engage in any overt or easily overheard discussion of the
         actual central import of the old standard Sunzi. This central import of the Sunzi, integral to the rationale of Mao’s poems, would, he could risk anticipating, remain
         as much outside the ken of most of the PRC population, at least through most of his
         own lifetime, as the import of his poems themselves, designed to exercise their full
         impact only upon successors who, like Mao in his early years, could find their own
         ways to becoming expert in wenyan Chinese. He could be confident enough that, in the PRC as elsewhere—and as always—the
         daily business of surviving will continue to prevent all but a highly motivated few
         from penetrating directly and deeply into either crucial classical texts or contemporary
         compositions that depend, for discovery of their central import, upon familiarity
         with the original wording and sense of much mentioned but less often independently
         examined classics.
      

      
       Aware of these contexts, we can now concentrate attention on aspects of the Sunzi directly of interest to Mao as an aspirant and then established commander-monarch,
         the interest that is the central subject of Mao’s poems. As Mao already knew by the
         1920s, what the Sunzi actually says includes not only advice about deceiving and harassing external enemies
         of the State but also on the strategist’s procedures in deceiving, in order to dominate,
         the populace of his own State.
      

      
       The basic viewpoint of the Sunzi is summed up in its opening words: Sunzi yue: Bingzhe, guo zhi da shi 孫子曰:兵者, 國之大事, Sun Zi says: Using weapons is the State’s main business. That what the Sunzi means by bingzhe, using weapons, signifies the ruthless manipulation of the minds of others is concisely registered
         in verse 17 of this same opening chapter: bingzhe, gui dao 兵者詭道, using weapons means proceeding by deceptions. Sunzi doctrine stresses the importance of the strategist’s coolheaded indifference to the
         welfare of other human beings as individuals, whether the general populace or his
         immediate colleagues, and of his calculated deception of all of them, the better to
         dominate them. Sunzi VIII says bluntly that, along with other weaknesses fatal to effective dominance,
         such rashness, cowardliness, and inability to withstand provocation (the weaknesses
         of becoming angry, indignant, or embarrassed), a further fatal weakness is (VIII,
         22) ai min 愛民, the weakness of being lovingly concerned (ai) for the people (min). By practicing the deceptive appearance of being lovingly concerned, the powerful
         commander remains, with himself, ruthlessly indifferent toward any aspect of the people’s
         welfare not of direct, practical service to his political aim, the building of a State
         consistently powerful enough not only to suppress all internal dissension and fend
         off all attacks from other States but powerful enough to secure the submission of
         other States.
      

      
       Sunzi XI, 33, makes the point, paralleling one made in the texts for hexagram 13 of the
         Book of Changes (both contexts are present in Mao’s poems 13 and 17) that maneuvering the populace
         of his own State into situations from which they can no longer escape forces them
         to struggle to achieve what the strategist already intends within his own plans. Chapter
         XI, 43, adds that the strategist keeps his own officers, as well as the rest of the
         people, in ignorance of his actual aims, adding (XI, 45) that the strategist yi qi shi, ge qi mou, shi ren wu shi 易其事, 革奇謀, 使人無識, changes his (apparent) activities and shifts his methods of deception, using human beings without their being-able-to-figure-out his actual plans. The Sunzi-prescribed strategist’s attitude toward all other human beings comes through graphically
         in XI, 49. Here the Sunzi sums up the tactics by which the strategist maneuvers the people of his own State
         into situations so constricted that the only hope for the survival of any of them
         is for them all to obey him without question. Having maneuvered them into these last-ditch,
         life-or-death situations, the strategist then can, as Sunzi XI, 49, remarks: ruo qu qun yang, qu er wang, qu er lai, mo zhi so zhi 若驅群羊, 驅而往, 驅而來, 莫知所之, drive them like herded sheep, now herding them forward, now herding them back, so driving them that they never know where he is heading.
      

      
       In the Sunzi not only the emphasis upon the business of deceiving overt opponents, but this equally
         strong emphasis upon the strategist’s keeping his actual motives and plans concealed
         from his own colleagues and his own people reinforces such Sunzi remarks as that in Sunzi VI, 9, that the master-strategist is infinitely subtle, wei hu 微乎, acting so subtly that no one else can trace the actual paths by which he moves,
         a subtlety that zhi yu wu xing 至於無形, amounts to his operating invisibly. The Sunzi adds that he also is utterly spirit-like, shen hu 神乎, like a god, or other superhuman being, a shen, the force by which he accomplishes his designs being wu sheng 無聲, inaudible to ordinary human ears. Such remarks, including the conclusion, in VI, 9, that he
         himself is therefore able to make himself the destiny controlling whoever opposes him, gu neng wei di zhi si ming 故能為敵之司命, further implying a subsuming rationale similar to that of Laozi V.
      

      
       As a manual on tactics, the Sunzi expatiates, expectedly, in much detail on specific kinds of operations, from shock
         tactics to the uses of five kinds of spies, native and foreign, and on the importance
         of timing and on flexibility in shifting tactics to accord with shifting circumstances.
         But unifying all these details in the Sunzi is a basic assumption about the will, intellect, and ruthless temperament of the
         master-strategist, an assumption that is directly congruent with that put forward
         not only by Laozi V with regard to the sage commander, but also by the basic texts of the Changes, with regard to the concept of the dragon commander, potential flying dragon or world
         monarch, a concept next to be considered in relation to Mao’s rationale for ruthlessness.
      

      
       Coming out of a climate of increasingly violent struggles among rural States, the
         Sunzi represents an adjunct source of advice built on assumptions also common to the other
         texts we have been surveying. All of these texts have conditioned that Chinese practice
         of power politics of which Mao presents himself, in his poems, as the pre-eminent
         exponent and practitioner. All these texts posit a human will and intellect dominating
         other human beings with such ruthlessly calculating concentration and such remorseless
         cleverness in deceiving others as to the actual motive, direction, and scope of his
         plans that, compared to other human beings, he regards himself as, in some sense,
         superhuman[44] and, among a considerable number of human beings, comes to be regarded as actually
         or very nearly superhuman. Mao chooses to propose through his poems that such an all-commanding
         strategist actually is the only “Heaven” force operative in human society and that
         no power anywhere in the universe can interfere with whatever the master-strategist
         in the arts of psychological dominance chooses to accomplish.
      

      
       While never ceasing to indicate that tactics of deception, shock attack, and subtle
         relentless pressure are in operation to break the wills of obvious opponents (warlord
         armies, Chinese “Nationalist” armies, armies of foreign States) and of potentially
         overt opponents abroad on all continents, Mao’s poems concentrate markedly upon celebration
         of his success in shaping and controlling his primary weapons, the minds of those
         denizens of the Chinese orbit whom he has variously inveigled, awed, or intimidated,
         according to the varying circumstances and temperaments, into constant service to
         his own will in the furtherance of his own strategy for a world expansion of the power
         of China. Through his poems Mao reminds his successors repeatedly never to neglect
         what Sunzi I sets out as the priority ji 計, calculation, in bingfa, weapons tactics: that of maintaining such dominance (Sunzi I, 4) over both the min 民, the people, and the shang 上, the officials, that all of them are conformed to the strategist’s will, all of them thinking and
         responding as one,[45]  all holding in common the same ideas and attitudes.
      

      
       This Sunzi priority calculation corresponds, as is obvious, with emphases upon absolute domination
         of the populace by the commander-monarch (the term zhu appears also in the text of the Sunzi, the maximizing of State power being the more probable when the zhu is both master-strategist and recognized as well as de facto ruler) parallels emphases
         in other texts mentioned above, from the Book of Lord Shang to the Hanfeizi and Huainanzi “Binglüe,” as also does the Sunzi advice that the commander allow neither the general populace nor his colleagues to
         perceive the full scope and direction of his strategy. These tactics set out in the
         Sunzi, together with its reminder that the strategist should avoid such “weaknesses” as
         ai min 愛民, being lovingly concerned for the people,[46]  are congruent with the maxims that, following the setting out of the thesis on ruthlessness,
         conclude Laozi V. These concluding Laozi V maxims we shall be examining and analyzing, forward, in section D. But in order
         to complete the assembling of major interconnections of Mao’s selected views from
         the Chinese classical period and to perceive that Mao has fused them into his own
         art of war operating from a rationale for ruthlessness, and finally to perceive that
         this fusion operates with the matrix of the whole text of Laozi V, we next examine, in the immediately following section C, some key passages from
         the Book of Changes that, by evidence of his poems, have further energized his habit of dramatizing himself
         in his poems as a “Heaven” force, specifying his own fixed will, and associated intellectual
         vigor and ingenuity in the grand strategy of power politics, as, from his own student
         days on beyond his own physical lifetime into the whole world’s future, the commanding
         force in the destiny of China and all other nations.
      

      
      

      

      Section C: The  Laozi  V Theses, the  Changes, and the Dragon Sovereign
      

      
      Mao’s poems open up the recognition that, from the Book of Changes, Mao has derived, along with reinforcement of his view of himself as sheng, all-commanding sage, and zhu, commander-monarch, reinforcement of several other thought patterns. Allusions in his poems indicate
         that some passages in the Changes have reinforced his inclination to the use of particular political power tactics
         for which he has taken precedents not only from the Sunzi and other classical sources but also from medieval Chinese history and from late-medieval
         and early modern Chinese historical romances. His poems further indicate that he developed
         from the Book of Changes his own private system of predicting probabilities in the concatenation of future
         events, domestic and international. This use he has found for the Changes is not involved with any simplistic approach to it as a book of “divination” consulted
         with counting sticks or tossed coins but its use, according to his own system, as
         what he has come to regard as a workable calculus of probabilities.
      

      
       For the purposes of this present chapter concerned with connections between the theses
         of Laozi V and corollary classic sources contributing to his choice to operate on a rationale
         for ruthlessness, and for the purposes of this present section tracing the occasions
         for his making interconnections involving both Laozi V and the Book of Changes, we here concentrate on key passages from the opening sections of the basic texts
         that, within the Book of Changes, had become current in the Chinese States by the fourth century B.C. and have been
         traditionally regarded as already having been formulated in the twelfth century B.C.
      

      
       Sometimes the title Zhouyi 周易, Zhou Changes, and sometimes the title Yijing 易經 appears on Chinese editions of the Changes that include not only the basic texts but also, in various arrangements, later commentaries
         from various schools of political philosophy, Confucian, semi-Confucian, and anti-Confucian.
         The basic texts, however, have their fixed place in all editions. These basic texts
         comprise the terse, initial statement of the “situation,” the tuan 彖, specifying the governing “situation” symbolized by each of the sixty-four hexagrams,
         together with also brief statements known as the yao 爻, or “interacting factors,” that specify, in ascending order, the significance of
         each of the six lines in each hexagram.[47]  If not of pre-Confucian origin, as is traditionally assumed, these basic texts are
         conspicuously non-Confucian[48]  in positing a ruthless power process pervading the cosmos generally and regarded
         as the model for the ordering of human society. Among various references to the Changes, it is to these basic Zhou texts that Mao’s poems most frequently allude.
      

      
       In the opening poem of his verse-sequence, the poem establishing the premise of autocratic
         domination that informs all of the poems, Mao is already including allusions to the
         basic texts attached to hexagram 1, the activating “situation,” to hexagram 2, the
         receptive-responsive “situation,” and to hexagram 3, the thrusting-upward “situation”
         that, taking its name from the situation of a germinating plant preparing, under autumn
         frost and expectable winter snow, to make its eventual, springtime thrusting-upward,
         represents the further combining of the active and receptive aspects of energy to
         produce further “changes” on earth. The Book of Changes and Mao’s uses of it are complex matters. Indeed, since his opening poem, governing
         the import of his whole verse-sequence, interlocks allusions to the opening lines
         of Laozi V with allusions to the basic texts for the opening hexagrams in the Book of Changes, some immediate information on these connections is essential.
      

      
       Mao’s poem 1 opens with reference to his autumn frost “situation,” his han qiu 寒秋, fall’s hard frost (poem 1, line 1), within which, in 1925—the year he allots to his hexagram 3 “situation”—he
         reflects upon a now favorably developed receptive “situation” (hexagram 2). He also
         reflects upon his self-assigned entry into the requisite activating “situation,” having
         become self-assured of his own will and capacity to dominate (hexagram 1), even though,
         at the moment, he is still largely unnoticed (hexagrams 2 and 3) here along a stream
         that, as he carefully emphasizes, is not merely literally but, for him, conceptually
         flowing “north”—that is, headed toward the symbolic power point that, in traditional
         Chinese political symbolism, represents the power position of a monarch and emperor.[49]  In his second stanza, he elaborates upon evidence, from his own earlier years, of
         his skill in gathering an early following and always dominating them without their
         being much aware that he is doing so (hexagram 2). He then concludes (poem 1, lines
         23-25) with the image of himself figuratively hidden among waters (hexagram 1, line
         1), his actual aim still unrecognized by anyone but himself (hexagram 2), and strongly
         thrusting forward (hexagram 3) within earth’s waters, picturing himself as a faster,
         self-impelled power figure (poem 1, line 25) than anyone else on the life-stream.
      

      
       In this poem Mao has, in lines 11 through 13, associated himself with the rationale
         for ruthlessness that has its most explicit source in the Laozi V maxims on Heaven and the sage commander. Within these same lines 11 through 13,
         Mao also incorporates the congruent theses from the basic texts attached to Changes hexagrams 1 and 2. For hexagram 1, the activating “situation,” the basic texts attached
         to each of the six ascending lines posit, under the emblematic figure of the dragon,
         the power figure associated with waters, on earth, with the upper air, including control
         of clouds, lightning, and thunder, and with political power to dominate the earth,
         the phases of ascent of a dragon commander—a ruler who, congruent with the Laozi V concept of the sage commander, is potentially endorsed with the will and talents
         to dominate the earth. Initially (hexagram 1, line 1) he is hidden-in-the-waters, the qian (潛or潜) long 龍, the dragon (long), hidden-in-the-waters (qian). From this point he may emerge “on the field” (hexagram 1, line 2). If his will,
         his wits, and the luck of circumstances, surmounted by his will and wits, all favor,
         he may survive by concentrated effort and by ability to take calculated risks (hexagram
         1, lines 3 and 4), to triumph as fei long 飛龍, flying dragon (hexagram 1, line 5) zai tian 在天, occupying Heaven—that is, achieving the power of a world-ruler.
      

      
       With regard to lines 2 up to 5 of hexagram 1, the texts concerning the dragon commander’s
         emergence “on the field” up to and including his Heaven-occupying power role of “flying
         dragon,” Mao uses these, appropriately, as sources for allusion in poems later in
         his verse-sequence, both in dealing with the later phases of his own career and setting
         the paradigm for his expected successors. With regard to the basic text attached to
         line 6 of hexagram 1—the “flying dragon’s” subsequent, top-line phase—this would correspond,
         according to Mao’s system of correlations deducible from the poems, to a phase of
         Mao’s career beginning with the 1970s. This concluding phase, the text for the top
         line proposes, produces its own hazards; but, the text says, these can be overcome
         by again appearing to be retiring and inactive while not, in fact, ceasing to be active.
         For present purposes of introduction, however, we need concern ourselves only with
         a few matters regarding Mao’s allusions, in his poems, to the basic texts for hexagram
         1 up through line 5 in relation to those for hexagrams 2 and 3.
      

      
       We can now take a brief, further look at devices through which, in his opening poem,
         he indicates, in association with the year 1925, the connection between his image
         of himself as, at that point, still dragon hidden-in-the-waters (hexagram 1, line 1), and his hidden-though-advancing “situations,” hexagrams 2 and
         3, during which he is continuing to engage himself in “hidden” tactics appropriate
         to the opening stages of a dragon commander’s career. As to the congruences we shall
         now be recognizing between the rationale of such texts as Laozi V and the opening, basic texts of the Book of Changes, very early receptance of these congruences in the Chinese tradition has itself conditioned
         Mao’s use of them as an amalgamated, single rationale already governing his opening
         poem that is setting the viewpoint for all his subsequent poems.
      

      
       That there are congruences also with other texts we have just been surveying becomes
         obvious with a further look at the texts for hexagram 2. This text identifies, as
         its topic, the situational moves appropriate to a prince, or man of princely temperament
         and talents, who has begun to aim at becoming zhu, commander-monarch. More fully than any other classical text on the strategy and tactics of becoming
         zhu, this text explicates that the aspiring zhu advance his power, in the initial phase of his career, by making himself appear to
         be receptive and humble, by not being conspicuously aggressive, by seeming to subordinate
         himself among adroitly chosen associates. In sum, he is to start on his way to becoming
         zhu by, at first, not behaving like a zhu. This term, zhu, signifies, in its root-sense, lord-and-master or commander, and is closely equivalent to the Latin term dominus and its English extension into one-who-dominates and on to the general concept of domination.
      

      
       As earlier mentioned, during the fourth century B.C. (which is the century of provenience
         now attributed, by specialists in the language of these texts, to both the Laozi and the basic texts in the Book of Changes) the term zhu had taken on the further specific connotation, monarch. In other words, the hexagram 2 text advises the aspiring commander, the potential
         new zhu, that, in the opening stages of his career, he should use tactics that will keep
         hidden as long as possible the fact that, behind the mask of seeming modest companionship
         with others, he is pursuing his ruthlessly fixed intention of becoming absolute commander,
         of becoming a vastly powerful zhu.
      

      
       With regard to Mao’s direct allusion to this Changes “situation,” we need to keep in mind that, in the opening poem, as in all the subsequent
         poems in his verse-sequence, he comes on stage communing with himself. He speaks from
         his opening words in the role of a grand strategist, though expecting astute recognition
         of his role only from a classically informed audience. We have also to keep in mind
         that, although he attaches to his opening poem the date, 1925, he first released it
         only in 1949, only after he had acquired command of all China.[50]  Even in 1949, he circulated it in a version that lacks the explicitness of the final
         version, not released until 1957. In other words, until he had actually become commander
         of China, he kept in his own pocket this poem that, along with its assertion of commitment
         to the Laozi V rationale for ruthlessness, includes references, through allusions to hexagram
         “situations,” to his self-assignment, in the 1920s as the commander starting out as
         dragon-hidden-in-waters and his conscious putting into practice, already before 1925,
         of tactics in accord with the “situation” text for hexagram 2, tactics appropriate
         to a zhu, to a commander-monarch in the opening stages of his career.
      

      
       We have earlier noted that Mao closes the first stanza of this first poem in his
         verse-sequence with explicit use of this term, zhu. He uses, in conveying it, a classical rhetorical device that he also employs at
         key points in his later poems, the device of appearing to be modestly venturing a
         question while in fact implying a very strong assertion. The import of this sophistical
         art of the rhetorical question is, needless to say, a sardonic humor on the part of
         the poser of the question, an amusement at the psychological maneuvers available in
         the manipulation of language and an implicitly mocking putdown of anyone who does
         not catch his point. In poem 1, line 13, Mao intones, shei zhu chen fou (誰主沉浮), who commands luck’s flowing rise-or-rot?—that is, who inherently is and is able to become commander-and-monarch over the stream
         of “changes” in human events? As all the lines of the second stanza of this same poem
         and all of his succeeding poems proceed to expound, the answer is, expectedly, that
         this zhu is Mao Zedong.
      

      
       In his second stanza he includes attention to his having put into practice, well
         prior to 1925, the further calculating advice provided by the text of hexagram 2.
         Reinforcing the advice, that the commander, in the opening stages of a major political
         career, prepare to exercise absolute domination by keeping well screened from others
         the actual direction and scope of his aims, this hexagram text adds the further practical
         suggestion that he should develop his initial band of followers among people least
         likely to recognize his actual aims—that is among people without much solid experience
         in the intricacies and tactical deceptions of high politics. This text is the context
         of Mao’s wittily amused account of how he “led by the hand” his “hundred” (poem 1,
         line 14) of “student-comrades, young” (line 16), into their first “bookish” (line
         18) ventures of attacking the long-established power of a few, local tycoons (line
         22).
      

      
       These lines are full of wordplays, including the special resonance of bai, hundred. In Mao’s line 14, hundred is not intended to signify a literal number. It functions as a short form of the
         familiar expression baixing 百姓, meaning people in general and, in this function, is intended to contrast with Mao’s use of the term zhu in the immediately preceding verse-line. He is indicating that he has been practicing
         the tactics advised for the early stages of a dragon commander’s career, developing
         his first following from among common people relatively unsophisticated in matters
         of high politics. But, because Mao’s wordplay on baixing in line 14 also operates in the context of his preceding lines 11 and 12, alluding
         to Laozi V, on the sage’s dealings with the baixing, Mao simultaneously indicates that he has already been deliberately manipulating
         his early student followers, counting them among his expendable “straw dogs.” On all
         accounts, the mood and allusions of Mao’s opening poem reinforce its function as the
         initial, on-stage portrait of a ruthlessly coolheaded, political strategist who, in
         his early thirties, is already enjoying the success of his career-opening tactics.
      

      
       Connections between other specialized political terms, as Mao uses them, and those
         in the “situation” text for Changes hexagram 2 still require some introductory attention since they involve another special
         Chinese terminology for political power relationships. As mentioned above, the hexagram
         text has advised that, in the opening stages of his career, a dragon commander should
         develop his first following from among people who are, generally speaking, politically
         naive, and that he should beware of attracting premature attention to his activities
         among people already themselves involved in high politics. The Changes text, however, conveys this advice with oracular metaphorical brevity; it says, xinan de peng; dongbei wang peng 西南德朋; 東北妄朋—southwest, advantageous associates; northeast, dangerous associates. This oracular remark takes its force not from any literal geographical relevance
         but from a Chinese, traditional, political signification of the terms, north, south, east, and west. And related significations are carried on, by Mao Zedong, into the vocabulary of
         his poems.
      

      
       The quickest approach to the special political contrast epitomized in southwest associates versus northeast associates is by way of a prior review of the political connotations, in classical Chinese,
         of the terms north and south, connotations that Mao, in his poems, also regularly employs. In very early Chinese
         texts the established power of a ruler is correlated with a conceptual “north.” It
         has been suggested, probably correctly, that the concept derived from analogy with
         Polaris, the north polar star. “North,” in classical Chinese contexts, signifies the
         supremely activating, supremely controlling, power position, correspondingly the position
         of the people is correlated with a conceptual “south”; their position is posited as
         an entirely receptive, entirely responsive, energy situation. To paraphrase a number
         of early Zhou dynasty texts, the monarch sits in the north and faces south, and the
         “south”—that is, the people—respond to his activating energy and obey his will. These
         concepts have, substantively, nothing to do with actual geographic location on earth.
         A monarch’s capital could be and generally was somewhat or considerably to the south
         of many areas under his rule; but, in or out of his capital, he was still “north”
         and the people “south.”
      

      
       The concepts were ritualized in the arrangement of the royal court. The ruler’s throne,
         literally placed in the north, seated him facing south. Those petitioning the throne
         came in from the south, facing north. The ruler’s closest advisors stood at his left,
         regarded as the place of honor in Zhou ceremonial, other major officers at his right,
         relatively important people in attendance along the east wall, others, including mid-level
         officials along the west wall, and a miscellany of lesser figures off in the southwest
         and southeast corners. Since the ruler’s closest advisors were at his left, they were
         of course in the northeast. Hence evolves the special import of the advice that, for a commander just starting
         on a career aimed at displacing other rulers, northeast associates are dangerous. Since they comprise the State’s most experienced practitioners of
         power politics, they would be most apt to sign up quickly the intentions of an especially
         vigorous and clever young man and would more quickly set barriers in his way if he
         associated too much and too early among them. Quite as pertinently, if he keeps himself,
         in the opening years of his career, off in the figuratively, far opposite, southeast corner, who he is and what he is busy about will not so rapidly come to their attention.
      

      
       Though these north-south political concepts and their corollaries required no consistent
         literal applications, practicality and accrued emotive connotations seem also to have
         reinforced those, initially metaphysical, political concepts. Since, until very near
         to modern times, the chief threats of invasion, and actual invasions, by non-Chinese
         happened to come from the north, imperial houses tended, whenever they could, to retain
         a capital near enough to the northern border to insure active defense of the north.
         The subsequent long history of new dynasty founders having, usually literally, to
         “go north” to complete the overthrow of a previous dynasty presumably intensified
         emotive associations with “north” as the literally as well as conceptually favorable
         power situation from which to complete the domination of China. All these factors,
         beginning with the classical north-south terminology for activating and responsive
         aspects of power, may have motivated Mao’s strenuous maneuvers from rural bases in
         the south to even more deeply rural bases in the north as the symbolically appropriate
         as well as practically calculated risk for the favorable power position from which
         eventually to take the north and south Chinese capitals. All these factors are, in
         any case, demonstrably important to the habits of thought conditioning his poems.
      

      
       In his poems Mao, with obvious amusement, enjoys attaching political significance
         to situations that to others could appear merely accidental. His native area, as it
         happened, is the Xiang (湘) river valley in the south-central province of Hunan; and
         the Xiang river literally happens to flow from south to north into the Dongting lake
         洞庭湖, so feeding into the Yangtze, traditionally and metaphorically regarded as the
         “moat” both dividing and uniting southern and northern China. But when, in his opening
         poem, Mao states that the Xiang flows north, he is not making a gratuitous comment
         about local geography nor is he seizing on any word handy for filling out a prescribed
         length for his verse-line.
      

      
       Having already, with his opening line, alluded to his hexagram 3 “situation” as the
         commander in the still relatively obscure but already thrusting-upward stage of his
         career, Mao adds, with reference to the political response from among Hunanese peasants
         that he has secured by 1925, as well as from his earlier developed Hunanese student
         following, the subtly jocular implication that his political situation here along
         the Xiang river is allowing him, like the Xiang river, to bei qu 北去—literally, to set off for the north. The wordplay with the verb qu, together with bei, north, intentionally alerts attention, not only because the northward flow of the Xiang
         is such commonplace knowledge that mention of it becomes itself a signal that the
         poet has something further in mind, but also because qu, when used as a verb, is not normally apposite to a river already in full course
         but regularly used for a person’s willed departure—in this instance, Mao’s will to
         be heading north, which is, of course, Mao’s intended emphasis.
      

      
       In the same jocular mood he plays, as already observed, with his account of his earlier
         tactical success among the students of the Xiang valley area. Conditioned by the posited
         superiority and calculated ruthlessness of the commander, derived from Mao’s prior
         allusions to Laozi V, and by the commander’s calculated pose of simple comradeliness, already indicated
         by the allusion to Changes hexagrams 1, 2, and 3—his hiding and disguising, from his early followers, his intrinsic
         disinterest in their individual welfare and sole interest in their convenient contribution
         to the increase of his own power—the import of Mao’s second stanza, from line 14 onward,
         is conditioned also by Mao’s prior, far from cryptic, indication that he conceives
         his role as zhu, as commander, not as that of a merely local political leader but that of one heading for the north—setting out to acquire, as ruler of China, the traditionally posited power resource
         for becoming lord of the earth.
      

      
       These clustered allusions all contribute to the sardonically humorous insinuation
         that his earlier developed followers are indeed, in terms of the old text for hexagram
         2, his astutely selected southwest associates—that is, people he has, by calculation, sought out because of their lack of any close,
         personal connection with other currently powerful commanders, and also because of
         their comparative naiveté—or what a Laozi passage would call their condition as uncarved woodblocks,[51]  their still relatively simple emotional responses and limited range of intellectual
         awareness, thus allowing the clever commander to incise upon their minds and emotions,
         without much resistance, whatever responsive shapes he may find convenient to his
         grand strategy.
      

      
       Aware of these contexts, we can more readily perceive the inherent congruence of
         viewpoint subsuming the old Zhou dynasty concept of the ruler as a kind of cosmically
         governing force to which the people must bow as the earth appears to “bow” to the
         North Star and also subsuming both the Laozi V and the opening, basic texts of the Changes. In Chinese thought as early as the third century B.C., old Zhou concepts and the
         initially separate rationales of Laozi V and the basic texts of the Changes were amalgamating into a single rationale positing a cosmically suitable—and even
         organic—connection between energy operations involving Heaven and Earth and those
         of a commander inveigling all the people of the earth into one, autocratically controlled,
         domain.
      

      
       In the basic Zhou texts of the Changes the commander’s activating power is associated with the cosmic, activating power
         that, in these texts, is called qian 乾. The receptive and responsive function attributed to the rest of mankind is associated
         with the cosmic, receptively responsive phase of energy that, in these texts, is called
         kun 坤. These concepts, qian and kun, seem to have emerged from an originally somewhat different cultural milieu from
         that which originated the concepts tian 天, Heaven, and di 地, Earth as these are employed in Laozi V. But by the late classical period the concept Heaven became amalgamated with the concept qian and, correspondingly, the concept Earth, amalgamated with the concept kun.
      

      
       In the Changes, these two terms, qian, the activating aspect of energy, and kun, the responsive aspect of energy, are also the names of hexagram 1 and hexagram 2,
         respectively, opening the series of hexagrams symbolizing the sixty-four “changings”
         of “situations” posited, in these texts, both for the universe and for human affairs.
         The six, ascending, solid lines of hexagram 1, representing the qian “situation,” represent a posited six phases of the activating force within the cosmos
         and, concurrently, the posited total of six phases in the career of a long 龍, a dragon—commander among humankind. The term qian becomes, at the same time, both the synonym for Heaven, understood as the activating
         aspect of cosmic energy, and for the dragon commander’s achieved authority over other
         human beings. These amalgamated concepts condition the “Heaven” terminology in Mao’s
         poems.
      

      
       Just as the qian concept of the activating aspect of power is amalgamated with both the cosmological
         and political concepts of tian, of Heaven, so is the kun concept, symbolized by hexagram 2 and representing the receptive-responsive aspect
         of energy, amalgamated with the cosmological concept of Earth and the political concept of the receptivity of other human beings to the activating
         power of one who is at once a sage and a commander-monarch and, at apogee, absolute
         “Heaven” dragon, celestial dragon, dragon sovereign.
      

      
       The receptive-responsive aspect of energy, signified by the term kun, is symbolized, in hexagram 2, by an ascending sequence of six, bisected lines. The
         consequently open center of this six-line kun structure is taken as an emblem of receptivity. Each of the six, bisected lines is
         regarded as corresponding to one of the six, ascending and interacting, phases of
         the receptive-responsive force that, in conjunction with qian, the activating force, operates to maintain the cosmos. And just as Laozi V posits that Earth must receive, respond to, and endure ruthless activation by Heaven,
         and that it is therefore cosmically appropriate that humankind receive, respond to,
         and endure ruthless activation by the sage commander, the basic texts of the Changes posit that, throughout the cosmos, the kun aspect of energy operates in continuous relation to the activating, qian aspect of energy, and that it is therefore cosmically expectable that humankind receive,
         respond to, and endure activation by the dragon commander. That the basic texts of
         the Changes assume it to be cosmically appropriate that the dragon commander be ruthless cannot
         be directly deduced from the “dragon” texts for hexagram 1. But that this assumption
         is fully present comes fully clear, as we have seen, in the immediately following
         “situation” text for hexagram 2, the kun hexagram.
      

      
       Its advice that the commander aiming both to depose and destroy earlier established
         dragons, that is, already operative rulers, and to become flying dragons, to become Heaven-dragon—to exercise Heaven-powerful domination over humankind—should
         take advantage of the normally receptive and responsive tendencies of most human beings
         by deceiving them as to his actual plans. He sets out, with calculation, by initially
         pretending, and for many years into his political career, continuing to pretend to
         be only an ordinary, good-natured fellow humbly cooperating with other ordinary folks,
         eliminating all doubt that the authors of the basic texts of the Changes share the opinion that a ruthless and ruthlessly subtle temperament and intellectual
         commitment to a cosmic rationale for ruthlessness are requisite and cosmically legitimate
         assets for a commander capable of imposing what they and he regard as a properly worldwide
         orderliness upon humankind.
      

      
       In this connection it is also useful to keep in mind that, in Chinese thought, the
         Chinese term long, for which dragon has become the customary translation, has connotations not always identical with
         that in dragon stories and dragon images in other cultures. In classical Chinese thought,
         the concept, dragon, does not of itself connote what is expected to be regarded as evil. It is considered,
         rather, as a power to be regarded with awe but not one that should necessarily be
         attacked or destroyed. In classical Chinese thought, the dragon, including a world-ruling
         dragon sovereign, is regarded as beneficent. But as the “situation” text for hexagram
         2 begins to make obvious, though the dragon in the rationale of the Changes, like his alter ego the sage in the rationale of Laozi V, is posited as beneficent for the human race, he is also posited, like the Laozi sage, as not benevolent—in sum, the dragon is also ruthless, bu-ren.
      

      
       By the third century B.C. the concepts of Heaven and Earth—that is, tian and di—and of qian and kun, and of the sage who is Heaven-powerful over humankind were amalgamating into a single
         rationale positing cosmic legitimacy for the subtly ruthless exercise of a power politics
         aimed at ever wider expansion of the power of a ruler of China. Emperors in and beyond
         the Han dynasty commonly exploited the tactical advantage of Confucian ideology as
         a discipline inducing obedience from the people and themselves assumed a Confucian
         mask of benevolence. Recognizing the attrition, over the centuries, of the Confucian
         persuasion, Mao Zedong, with analogous shrewdness, has exploited the temporary tactical
         advantage of a Marxist-Leninist discipline to induce obedience and publicly exploited
         a mask of Marxist-Leninist, putative zeal for the welfare of the people. But like
         his most powerful predecessors among Chinese rulers, including those to whom he alludes
         in his poems, Mao functions, in practice, as his poems report, in accord with the
         rationale for power politics derived from Laozi V and the basic texts of the Changes. Disregarding the later currency of the composite Yijing leading to the popular illusion that the whole work is a common fortune-teller’s
         manual, Mao, as his poems attest, continues to take advice from its basic texts, recognizing
         their originally intended function as a manual for princes, a manual prepared for
         potential and actual commander-monarchs and dragon sovereigns.
      

      
       By the third century B.C., imagery from texts in the Laozi school of power politics and imagery from the basic texts of the Changes had also amalgamated with imagery from earlier sources, such as the old collection
         of poems, the Shi (Shijing 詩經, Poetry Classic, Book of Odes), to condition the vocabulary of politically interested poets from that time forward.
         In this regard also, Mao’s poems continue a long established tradition. Dragon-power
         allusions are involved in his emphases on his power over rivers and other waters and
         the politically connotative functions of his remarks about clouds and storms. Having
         some of their sources in the old Poetry Classic as well as in the work of poets of the Chuci 楚辭 tradition,[52]  which includes influences from the Laozi tradition, Mao’s comments in his poems on the seasonal conditions of plants are strongly
         influenced by political connotations of the seasons in the basic texts of the Changes, including, as earlier mentioned in connection with the “situation” text for hexagram
         3, that of the plant already germinating and thrusting upward, though still unnoticed,
         under frost and snow. And as to his several uses of the imagery of the horse, of horses
         mounted or defeated, ridden hard, lashed, and harried, this imagery acquires its political
         connotations not only from similar usage among earlier Chinese poets—using images
         of horses under a master as symbols of ministers to the emperor, of neglected horses
         as unappreciated servants of the emperor, and of dragon “horses” harnessed to spirit-chariots
         as symbols of the poet’s own power to challenge established rulers[53] —but acquires most specific connotations from the occurrence, in the “situation”
         text for Changes hexagram 2, of the image of the receptive-response horse, the mare. In this text,
         the female horse symbolizes both the earth as a manifestation of receptive energy,
         mounted and seeded by the activating qian, and humankind mounted by the long, the dragon-commander and compelled to produce that which he desires.
      

      
       The inclusion, in the opening words of the “situation” text for hexagram 2, of the
         figure of the female horse, as a symbol of the receptive aspect of power, makes the
         dragon, of the immediately preceding texts for hexagram 1, implicitly, a dragon-horse,
         the male, a dragon-stallion. This suggests that the authors of the basic texts of
         the Changes may have had in mind some likely connection with classical Chinese legends of the
         dragon-horse that, reputedly, emerging from a river, provided a potentially great
         ruler with a chart of the clues to political strategy by means of which the ruler
         expands and sustains his own power as a dragon. The consequently implied association,
         of hexagram 1 with male, activating, procreative power, power to induce production,
         and of hexagram 2 with female, receptively creative power in completing that which
         is to be produced, may account for the amalgamation into commentaries on the Changes, in the late-classical period, of the originally separate teachings of the yin-yang
         school. And these, together with several texts in the Laozi discussing activating and receptive aspects of energy in terms of male and female,
         including corollary imagery such as that of mountain streams penetrating valleys,
         contribute further to those habits of thought and expression with regard to domination
         that condition Mao’s poems.
      

      
       From whatever East Asian milieu may have produced the originally separate yin-yang
         doctrine, originally implying the precedence of yin 陰, the female force, interacting with yang 陽, the male force, both the commentators on the Changes and later philosophers of both Daoist and Confucian persuasion began to correlate
         the yin concept—dark, moon-connected, soft, damp, yielding, receptive, female—with kun of the Changes and with Earth, and to correlate the yang concept—bright, sun-connected, hard, dry, aggressive, activating, male—with qian of the Changes and with Heaven. Political connotations of this posited, cosmic, female-male relationship
         occasionally appear in Mao’s poems, most conspicuously in his poem 20.
      

      
       Though Mao has not overlooked that one of several interpretations of yin-yang concepts
         in Chinese thought that has fed traditional, political-poetic sexual figurations for
         political dominance, his use of them is minor compared to his much more frequent use
         of images emphasizing the bases of his strategy in a more inherently ruthless rationale
         for domination. His much more extensive use of specific correlations between humankind
         and non-human Earth phenomena, plants, insects, fish, wild and domesticated animals,
         his correlation of himself with Heaven as both sage and celestial dragon, controller
         of water and air phenomena, of rivers, ponds and seas, of frost, snow, and rain, of
         clouds and winds, as well as of such dragon haunts as mountain caves and mountain
         peaks, his implicit portrayal of himself as sovereign dragon, dragon commander-in-chief
         who is lord over lesser dragons such as the cang long 蒼龍, the green dragon of the east[54] —the predominance of these correlations leave no doubt that the Laozi V maxims on Heaven, Earth, and the sage, together with the basic texts attached to
         the opening hexagrams in the Changes are core factors in his own rationale for ruthlessness, the intellectual terrain
         and habitual thought-range from which his poems emerge. In relation to this thought-range,
         his occasional explicit or implicit equations of the Earth and of China with the figure
         of a seductive and seduced and dominated woman add an incidental fillip to the sardonically
         humorous mood pervading all of his poems.
      

      
       As earlier suggested, the attitude inherent to all of his poems is that of the contriver
         of semi-private jokes accessible only to those who can catch and grasp all of his
         intricate clusters of allusions. In his first poem, for instance, in which we have
         already taken account of his interlocked allusions to Laozi V and the opening, basic texts of the Changes, he interlaces also, to his own amusement and that of those who can keep track with
         him, allusions to three poems from the Poetry Classic.[55]  These all have to do with mastery of the waters, and his allusions to them reinforce
         his other allusions—to himself as using his local river as his base from which to
         head “north,” and using also the island in that river (a double allusion to poems
         in both the Shih and the later Chuci anthology), and to himself as dragon-hidden-in-the-waters and also commander of the stream of the “changes.”
      

      
       A quick summary here of only his uses of the three Shi poems can give some further sense of his obvious delight in his own word-games. Through
         allusion to these old poems he adds, to the import of his own poem, his claim to be
         master of water deep or shallow and the joke that, though some think him a lunatic,
         he is thereby the more politically canny and artful. Allusion to these old poems also
         allow him to imply that he is able to stay afloat on this stream as the plant called
         “swimming dragon” also stays afloat. Through allusion to the old poems he is also
         able to identify himself with the fellow, described in Shi, 128, who is elusive to those who try to keep track of his whereabouts but who is,
         in fact, in the midst of the stream and advancing downstream (in Mao’s transferred
         purport, increasing his political impact) while also operating from an island in the
         midst of the waters. Both the theme of securing command of all China as the base from
         which to move on to world command and the chuckling, self-celebratory mood of his
         portrayal of himself, in poem 1, as the uniquely strong and clever dragon commander
         and swimming dragon.
      

      
       The peculiar mood of Mao’s poems and the combination of factors that, present in
         those sources within his cultural inheritance that have most attracted him, have intensified
         his addiction not only to a rationale for ruthlessness but to the sardonically humorous
         mood with which, in his poems, he proclaims his rationale, to those with ears to hear,
         will particularly engage our attention in sections E and F, which conclude this chapter
         of our exploration with attention to several figures in Chinese history and fiction.
         The final preparation for recognizing the potential accord between a rationale for
         ruthlessness and euphoric amusement at the expense of everyone the commander dominates
         is acquaintance with the further and final lines of Laozi V.
      

      
      Section D: The  Laozi  V: Psychology of Domination
      

      
      The concluding lines of Laozi V concern the basic energy resource with which the sage operates when, dealing ruthlessly
         with human beings he shows himself the supreme sage and respectable world-commander.
         Such command is expectable, the Laozi V posits, because such a sage takes his cues from the operations of Heaven which,
         the Laozi V also chooses to posit, is ruthless in its domination of earth phenomena, compelling
         changes and transformations, emergences and dissolutions, appropriate to the purposes
         of the cosmos. The thesis lines, line 1 to 4 of Laozi V having already been, in their Chinese text, set out above, in section A, we can
         now include here, for convenience of reference, while analyzing them, the Chinese
         wording of Laozi V, lines 5 to 10, comprising the rest of the very brief Laozi disquisition on the rationale and congruent tactics of psychological domination appropriate
         to the sage world-commander.
      

      
       Since these further and final lines of Laozi V are in Chinese, wily in their seeming obscurity, the Englishing, though explainable
         and clarified by the explanations in the several following paragraphs, is also allowed
         to be purposely obscure.
      

      
      
           5. Tian di zhi jian,  天 地 之 間
         

         

         
            Filling the space between Heaven and Earth,

         

         
           6. Qi you tuo yue hu.   其 猶 橐 籥 乎
         

         

         
         Is there that which resembles what responds to bellow and 


         
         dampers?

         

         
           7. Xu er bu qu.    虛 而 不 屈

         

         
            Empty, not yield.

         

         
           8. Dong er yu chu.   動 而 愈 出
         

         

         
            Set in motion, even more produce.

         

         
           9. Duo yan shu qiong. 多 言 數 窮
         

         

         
            Many words, calculated-appraise thoroughness-exhaustion.

         

         
           10. Bu ru shou zhong.    不 如 守 中
         

         

         
            Still not equivalent to guarding center and central aim.

         
      

      
       From line 5 onward, these further lines of Laozi V have to do with what this Laozi chapter refers to as an invisible energy resource through which the sage both activates
         his own power and activates those responses from others that further increase his
         power. This invisible energy resource, line 5 says, operates tian di zhi jian, across the-space-between-and-connection to (zhi jian) Heaven and Earth (tian di ). The maxims objectify this invisible but powerful force by suggesting that it is
         similar to air that, let into a furnace, can, though itself invisible to the ordinary
         human eye, be made to rouse up or smother a fire, depending on the will and the skill
         of the operator who manages the bellows and dampers, the tuo yue (line 6). Implicitly as indispensable to the social-political existence of humankind
         as is air to our physical existence, this energizing resource, invisible as air, is,
         of course, in this context dealing with human beings, that manifestation of energy
         that we call the human psyche. It is with the human psyche, inclusive of its various
         aspects as emotion, intellect, will power, as both an activating and responsive force,
         that all the remaining lines of Laozi V concern themselves. This is the real but invisible force, the maxims make note,
         which the sage, posited as the most skilled operator, manipulates in himself and in
         others and through which he gains and expands his power.
      

      
       The chapter continues in the elliptical fashion of all classical gnomic texts. Composers
         and recorders of such texts, unconcerned about any general reading audience, offer
         elegantly terse memoranda expectedly sufficient for an already initiate elite. For
         this specialized audience, once the topic of the memorandum is set out—in this case,
         the sage’s ruthlessly Heaven-like power that, operating with and through the energy
         factor of the human psyche, is regarded as analogous to the power of the cosmic, activating
         force, Heaven, operating with and through “air”—a few further words, in the sparsest
         of notations, becomes sufficient to remind such readers of the whole, underlying structure
         of argument. Typically, from lines 7 through 10, this Laozi chapter, consisting, in its entirety, of only forty-five Chinese characters, proceeds
         to register in sixteen characters, in sets of four each, a summary of a sage’s properly
         sagacious procedure with regard to the human psyche. For the not yet initiated reader,
         however, what these lines convey expectedly requires expansion into several paragraphs
         of explanation.
      

      
       Line 7, for example, says only xu er bu qu—literally, empty, not yield; and line 8, dong er yu chu—literally, setting in motion, even more produce. The subject of both lines is the sage himself. The major predication in both lines
         is the psyche. But because the chapter’s thesis involves both the sage as, himself,
         a human psyche and the sage as the commander of other human psyches, these sparse
         statements, in each case, convey two predications—one, the sage’s dealings with his
         own psyche and, within the import of the same notation, the sage’s dealings with the
         psyches of other human beings.
      

      
       With regard to the sage’s dealings with his own psyche, line 7 imports that, in accord
         with his accepted rationale for ruthlessness, he makes himself “empty” of the usual
         human emotions, keeps dampered down, and smothered, the usual human feelings of love
         and compassion, of anger and indignation, of compunction or shame (he may, at his
         tactical convenience, pretend these emotions, but he does not “feel” them). In consequence,
         in accord with this rationale, he does “not yield,” is fortified against, the kinds
         of pressures through which less shrewd commanders lose their power by yielding to
         appeals for affection or pity or by becoming provoked or embarrassed or ashamed. And
         for the sage, line 7 imports also, with regard to his consequent, psychologically
         imperturbable, absolutely ruthless power of control over the psyches of others, that
         he “makes empty” those who, of themselves, will “not yield” to him: that is, through
         his own power, he makes them powerless. Fortified as he putatively is against being
         moved from his fixed purpose (to exercise absolute command over others) by any attack
         through his emotions, unmoved by any criticism either of his rationale or of his tactics,
         he does “not yield” to those who try “not to yield” to him but, rather, forces them
         to yield to him in that he “empties” them of any psychological recourse against him.
      

      
       With regard to the sage’s dealing with his own psyche, line 8 imports, in relation
         to line 7, that, since he has released his psyche from vulnerability to human emotions,
         the vigor of his will and intellect is thereby the more strengthened, his will and
         his intellect are dong, more vigorously set in motion and, in consequence, he can yu chu, even more produce his power to exercise power over others. And for the sage, line 8 imports also, with
         regard to his control over the psyches of others, that, through his maximized will
         power and liveliness of intellect, he can the more “stir up” (also, dong), the more set into motion those who respond to him—whether responding to him in awe or admiration, fear or
         desperation—and make them even more produce whatever accords with his will and command.
      

      
       This Laozi chapter closes with two succinct reminders, in line 9 and line 10, on the relation
         of the sage’s power to the uses he makes of words, including (line 10) his shrewdness
         in obscuring and disguising the central aim of his master plan, guarding it, keeping
         it, so far as possible, inaccessible and invisible to ordinary ears and eyes. Concluding
         on the shrewd use of words is an obviously apt conclusion, since this is the commander’s
         peculiarly potent and paradoxically perilous means for stirring up, for diverting,
         or for suppressing emotional and intellectual impacts, both impacts that may affect
         him as commander and impacts he designs to affect the minds of others. Line 9 concerns
         the extensive uses that the commander necessarily makes of words; line 10, the clinching
         line, concerns what this maxim specifies as the even more important reminder, the
         commander’s use of words that intentionally camouflage, and shut out from any easy
         perception by others, the central, world-encompassing aim upon which his own will
         is centered, the central impetus of his own activity as a remorselessly active intellect.
      

      
       Line 9, on the extensive uses that the sage commander makes of words, is the terse
         memorandum, duo yan shu qiong. This conveys, literally, many words, calculate (appraise) thoroughness and, at the same time, also literally, because of a related denotation of the term
         qiong, many words, calculate (appraise) exhaustion. As with the preceding lines 7 and 8, this line also involves both the sage’s handling
         of his own psyche and his handling of the psyches of others.
      

      
       For himself, in his necessary handling of many words—that is, the masses of information available to him from others, orally and in writing,
         currently and from writings out of the past, the sage appraises the thoroughness of all such information, its probable accuracy or inaccuracy, relevance or irrelevance
         to his purposes, himself using thoroughness in so appraising. And since he is already in command of the fundamental principles
         of action as a ruthlessly sagacious commander, he also swiftly appraises exhaustion: that is, does not waste his energies upon any conversations, consultations, reports,
         or documents that, as he can estimate in advance, have for his purposes, no practical
         relevance. In so doing, he is also using “exhaustion,” in the approximately scientific sense familiar to Daoist intellectuals:
         that is, calculating the essential factors and ignoring all else.
      

      
       For the sage, with regard to his exercise of power over the minds of others, this
         same maxim signifies his incitement of many words from others, the more fully to appraise their moods, attitudes, opinions, and aims.
         He can thereby appraise the thoroughness of the cooperation he appears to be receiving, whether from colleagues or from the
         general populace, or from putative allies, and also appraise the thoroughness of the resistance directed against him by opponents. Through the many words he evokes from them, he can calculate whether he has to maneuver against a very firm
         resistance or whether the apparent resistance is already wavering and will soon succumb.
         And, upon both the willing and the resistant, he himself exercises the power of many words, using thoroughness in promulgating those inducements, deceptions, threats, and the more subtle attacks
         through mockery and derision, that will incite further cooperation and divert or suppress
         resistance.
      

      
       With regard to his promulgation of many words affecting the thoughts and feelings of others, though calculating thoroughness is pertinent, equally pertinent, as line 9 registers in its play on the two related
         senses of qiong, are his calculations with regard to exhaustion. As every common-sense student of psychology knows, pressuring someone on any one
         issue, beyond a tolerance point that varies among various kinds of human temperaments,
         becomes counterproductive, no longer producing inclinations to cooperate but, instead,
         inducing resistance, if only the resistance that is boredom, a defensive inattention.
         And the sage commander, expert in calculating not only thoroughness but also exhaustion, shifts his many-words tactics frequently enough to sustain renewed impulses to cooperate and to avoid unduly
         aggravating resistance.
      

      
       Furthermore, since, as defined in the opening lines of this Laozi chapter, his is the “heaven” role in human society—that is, he is the self-commissioned,
         ceaseless activator of political, including cultural, social, and military, action—he
         calculates, also, other psychological uses of exhaustion. Through the above-mentioned shrewdly timed shifts in tactics, fanning human enthusiasm
         toward first one and then another interim goal, among the several serviceable to his
         master plan, he stirs the more readily responsive note very nearly inexhaustible commitments
         to “producing” whatever he wills them to produce. By the same means, he also gradually
         exhausts the mental and emotional stamina of those who are still attempting to resist
         his pressures. By his never-ceasing manipulation of many words, most often through the mouths of others, in protracted psychological warfare, exciting,
         inciting, confusing, and demeaning other human beings, he is also calculating an exhaustion
         that, whether from emotional weariness or intellectual desperation, can eventually
         produce compliance or acquiescence from formerly vigorous opponents. In the premises
         of this rationale, even those longest resistant to him are less able than he, the
         “Heaven”-like sage-commander, to sustain an absolutely unremitting, psychological
         “war.” By remorsely forcing his opponents to exhaust their own will to resist, he
         maneuvers toward, and calculates upon, their also eventual surrender.
      

      
       Not only through the physical destruction of a few opponents but most especially,
         among far larger numbers, through exhausting their will to resist, the unceasingly
         active commander of a primarily psychological war can eventually secure the surrender
         of all humankind. In the expectations inherent to this rationale, even a last, few,
         markedly stubborn opponents will, through weariness or despair, cease resistance,
         at which point no enemy survives actively to challenge the system of world order that a commander, steadily operating
         within this rationale, aims to produce and expects to continue to dominate.
      

      
       In this Laozi chapter, fully to recognize the import of its concluding line, line 10, its four
         characters asserting bu ru shou zhong (in first tone), literally, not equivalent, guard center, and also, reading the same four characters, bu ru shou zhong (in fourth tone), literally, not equivalent, guard central-aim, requires retaining clearly in mind the constant correlation, in this rationale,
         between “Heaven” conceived as a ruthless force, both creative and destructive in its
         interactions with Earth but always dominating, and the sage commander, both creative
         and destructive in his interactions with the rest of humankind, but always dominating.
         The maxims having, on through line 9, given their clues to ways in which the sage
         commander, his own psyche self-disciplined, maximizes his power to compel others to
         serve what he has in mind to create, line 10 then asserts, abruptly, that these achievements
         by themselves are bu-ru, not equivalent to insuring him the world domination he has in mind; the final insurance is that
         he guards center and guards central-aim.
      

      
       Though differently expressed in different schools and cultures, the general recognition
         represented by the idea of Heaven’s guarding its center and its central aim is familiar.
         In the cosmological sense posited by the opening line of Laozi V, Heaven is a perceivably operating force. But as the first chapter of the Laozi has earlier remarked, what the central dynamic actually is, and what may be the central
         purpose underlying all the energy operations involving Heaven with Earth, or with
         what we call the natural world, may actually be, remains beyond fathoming. Whether
         from the human viewpoint, we have to do with the seemingly quieter regularities of
         changing seasons and weather phenomena or, in their impacts on the human mind, the
         impacts from destructively sudden shocks of physical change, from fires in lightning-struck
         forests or prairies, or from earthquakes or volcanic eruptions, or from sea and land
         tornadoes and hurricanes, we all speculate, but also wildly disagree, among various
         cultures and within cultures, as to whether there is some one, central, impelling
         force to which all these productive and destructive goings-on can be traced and as
         to whether they do or do not proceed in accord with some central, ordering, and governing
         purpose. Limited as we are by the relatively narrow band of the time-space continuum
         physically accessible to human beings, this sense of being blocked off, of being unable
         to penetrate to the “center” of the universal process, underlies the concept represented
         in traditional Chinese thought as “Heaven” guarding, warding off, keeping inaccessible
         and invisible, the central dynamic and central aim.
      

      
       A not inconsiderable number of twentieth century thinkers are familiar with, and
         some adhere to, a view that (as distinguished from a mechanistic dialectical materialism
         sometimes associated with Marxism-Leninism) amounts to an organic, dialectical naturalism.
         It is somewhat similar in rationale, even though not in vocabulary, to the Heaven-dealing-with-Earth
         rationale reflected, as we have seen, in both the Zhou Changes and the Laozi. An organic, dialectical naturalism posits that, within the ongoing natural processes
         involving interchanges between two aspects of energy—proton-electron, penetrative-receptive,
         positive-negative polarities, conceived as dialectical, as action through “contradictions”—whatever
         central aim, if any, may condition this ongoing process, it is an aim that has no
         centrally invested interest in the fortunes of individual human beings or even in
         the survival of humankind. But outside of those intellectual circles in China (including
         the intellectual milieu available to Mao Zedong in Changsha, Hunan, long before his
         first encounter with Marxism-Leninism) that gave, and continue to give, serious attention
         to political interpretations of the Zhou Changes and the Laozi, what is less generally familiar, with regard to a specially Chinese view of organic,
         dialectical naturalism, is the political theses attached to this rationale.
      

      
       Positing a perfect orderliness in the entire universe, the orderliness that Laozi I calls the nameless Dao, and a therefore congruent orderliness and purpose in Heaven’s
         dealings, however ruthless, with Earth, the rationale posits also an organic appropriateness
         in the subjection of humankind to the will of a ruthlessly sage commander. In this
         rationale, all of Earth’s “ten thousand phenomena” are regarded as equally subordinate
         to, and equally expendable by, the power of Heaven. Since, in this rationale, humankind
         is equated, in function, to the “ten thousand phenomena,” humankind is considered
         to be properly adjusted to an expectable, orderly perfection that is taken as the
         purpose of the universe, only when humankind subordinates itself to a ruthlessly sage
         commander controlling, as autocrat, a world-encompassing political domain.
      

      
       What is least familiar, it would appear, to those who have given little or no previous
         attention to this cosmological-political rationale that has, nonetheless, retained
         currency in China throughout at least the past twenty-five centuries, is the posited
         correlation between the power of Heaven and the potential for vast power available
         to the ruthless sage. This correlation is summed up in the closing line of Laozi V with the clinching memorandum that the sage commander, like Heaven, should guard, from overmuch attention by other human beings, his center and his central aim. In sum, he is to use whatever devices will serve to prevent others from clearly
         discerning what is central to his will and intellect—that is, his self-commissioned
         function as world-commander and the actual centering of all his activities, visible
         and publicly invisible, upon the aim of actual world domination for the purpose, in
         this view, of enforcing proper “orderliness” in human affairs.
      

      
       The analogue between Heaven and the sage is thus, on through line 10 of Laozi V, sustained. The inability of human beings to reach any universally agreed-upon
         conclusions, with regard to their own lives, as to Heaven’s central dynamic and central
         aim tends to incite sometimes wariness, sometimes admiration and awe, but, in any
         case, a further enforced respect for this power that may appear now unpredictably
         amiable and now, just as unpredictably, ruthless, offering no resource for discovering
         what precisely—in its bearing upon individual human lives—may happen next. This unpredictability,
         according to this rationale, is the key factor in the ruthlessness that is the power
         of Heaven. Correspondingly, according to this rationale, the sage’s unpredictability
         consisted in keeping invisible from others, so far as possible, his actual motivation
         and the actual direction and scope of his plans. Insofar as no one else is able, accurately,
         to predict his next move or fully guess his intentions, or, if guessing accurately,
         will be attacked by others whom the sage has more fully deceived as to his central
         aim, this skill, this art of appearing always unpredictable, is the control factor
         in the commander’s ruthless exercise of his power.
      

      
       Line 10 of this Laozi chapter makes, accordingly, its concluding memorandum: that, with regard to the sage’s
         ruthless use of many words, his major resource for dominating the minds of others, this cleverness, by itself,
         is bu-ru, not equivalent, cannot, by itself, be a substitute for the sage’s properly central artfulness in the use of words. This central artfulness
         is his skill in so using them as to induce, in others, the impression that he is being
         open, simple, frank, humble, and earnest, while, in fact, he is masking himself, constructing
         camouflage and mental ambushes to screen the ongoing, ruthless, inner workings of
         his mind, and of his plans, from the possibility of any consistently accurate penetration
         by even his closest associates. The confessions and disagreements that he thereby
         induces among others as to what he has centrally in mind, and their consequent feeling
         that he is unpredictable, induces, predictably, one of three reactions, any and all
         of which serve to increase his power. From some, this seeming unpredictability evokes
         intellectual excitement and admiration, attaching them the more to him through delight
         in association with someone so “Heaven”-like, so grandly clever. From some, this seeming
         unpredictability evokes awe, attaching them the more to him through their conviction
         that, since no one else appears so extremely clever, the greatest security for this
         is to protect themselves by becoming his loyally obedient servants. From others, his
         seeming unpredictability evokes only extreme caution in dealing with him; but this
         also serves his advantage. Through extreme caution, those who so respond to him become
         hesitant and uneasy in attempts to evade or outwit him and, as line 9 has already
         suggested, gradually exhausted into compliance or acquiescence.
      

      
       Whichever the response to his art of guarding his center, his art of keeping as obscure as possible those central clues from which others
         might too accurately predict his next moves, his consequent seemingly absolute, unpredictability
         further intensifies his power to dominate the minds of others. Concurrently, in this
         rationale, he becomes centrally “independent” or “uniquely secure”—du-li 獨立, as we have heard Mao Zedong, speaking in accord with this rationale, asserting
         of himself in line 1 of the opening poem of his verse-sequence. Among those he has
         compelled to become uneasy and therefore acquiescent, he alone in all the world, he
         believes, has seized for himself an absolutely free field of action. Accordingly,
         he is both euphoric and sardonic. He enjoys noting the results and celebrating, to
         the allurement of successors with similar talents and temperaments, the cerebral excitement
         of ruthlessly skillful power games.
      

      
       Whether celebrating tactics in the selection of battle zones that will trap non-combatants
         under heavy fire and the concurrent convincing survivors that his troops are their
         only rescuers,[56]  or herding his tian bing 天兵 (Heaven’s soldiers; Heaven’s weapons) into “death-ground,” the sooner to convince them that only he can be their rescuer[57]  or, from under a mask of flattering concern, bending the will of an honest critic
         by spattering him with clever insults and netting him in with threats,[58]  or ambushing major colleagues through moves for which they cannot guess the intended
         consequences, including, for now, a fate as “flies frozen to death,”[59]  or contemplating strategems for aggravating, among other nations, disruptions that,
         draining their strength to China’s advantages, cannot be directly traced to the aggravating
         source in his own well-camouflaged maneuvers,[60]  his jocular mood, throughout these and all the other poems in his verse-sequence,
         registers his intellectual delight in continuing that, one after another, the simple,
         the clever, and the wary are, unwittingly or perforce, compelled to yield themselves
         into service to the furtherance of his own designs. When, as we have now heard and
         noted, Mao Zedong in poem “38” remarks that to rise and rule the world is wu nan shih, no hard task, the mood of the remark is not that of the pompous didact nor of the hard-lip zealot.
         The mood is one of cool amusement expressed by a commander coolly convinced that his
         own will is, for the fortunes of present and future human beings, the only, and inescapable,
         “will of Heaven.”
      

      
      Section E: The Ruthless Commander and His Humor

      
      The atmosphere of Mao’s poems carries, so to speak, the chill of an outer space occupied
         by a mind self-concerned that, while he exercises the force of his own will and wits
         to dazzle, to awe, or to dismay other minds into submission, he is himself invulnerable,
         operating from and through distances unattainable by others. The concomitant of this
         atmosphere is a sardonic sense of humor emanating from a conviction of absolute self-command
         and unchallengeable intellectual superiority. From his chosen distance, emotionally
         uninvolved and intellectually entertained by the game of domination, he regards any
         notions that others may fancy about other human beings having a cosmically endowed
         dignity and value as individuals deserving of mutual respect and concern as the straw-brain
         aberration of pseudo-sages and gullible commanders who are themselves among the comically
         destined victims of his astuteness in using, duping, and disposing of them.
      

      
       This ruthless sense of humor predicates his maneuvering not as a blatantly bloody
         berserker but as a suave and subtle practical joker. Inveigling others into publicly
         remarked roles as attackers and destroyers while his own part in the action, his having
         been the actual inciter and calculating aggravator of conflict, he keeps sufficiently
         screened as to go undetected by all but a minority of patiently probing observers.
         These tactics, on which he expressly dilates from poem 13 onward, can wear down those
         who attempt to oppose him and eventually intrude on those who attempt to ignore him.
         Furthering his sense of comedy, these tactics evoke for him in the eyes of less close
         observers—who, as every ruthless strategist calculates, are the expectable majority—a
         public image as a humble saint while depositing upon all who oppose or ignore him
         a reputation for either ruthlessness or callous indifference in the matter of the
         public’s welfare.
      

      
       A number of worldviews operating on rationales other than a rationale for ruthlessness
         obviously appraise persistent delight in practicing subtly ruthless one-upmanship
         as a cosmically absurd expenditure of talent or a cosmically fatal arrogance. But
         within Mao’s rationale, his seemingly inexhaustible enjoyment of his own cleverness
         in dominating others manifestly appears to him as neither an absurd or a fatal arrogation
         of power but as the proper, as well as entertaining, use of power by the talented
         strategist performing, in his own view, his appropriate function in the cosmic process.
      

      
       The particular sense of the cosmic that pervades Mao’s poems shows, through the poems
         themselves, its Chinese cultural ancestry. Part of the ancestry resides in the Daoist
         tradition, to some degree in the Laozi, more visibly in the Zhuangzi, and with great visibility in the Liezi. Cousin to this ancestry are some later Chinese Buddhist, Daoist-linked, advocacies,
         emphasizing emotional detachment and intellectual agility rather than the compassion
         favored by other schools of Chinese Buddhism, especially the Mahayana. Mao also draws
         on a very considerable ancestry in the cosmic mode of Chinese folk tales, with their
         perennial delight—like that in the folk tales of many other traditions—in clever deceptions
         and wily tricks that, however ruthless, result in an increase of worldly power for
         the deceiver and trickster. This cultural patterning of the comic mode of deceiver
         and trickster as culture hero has been particularly reinforced in the Chinese tradition
         by the literary talents of late-medieval and early-modern romancers who, in their
         most brilliant tales synthesized Daoist and Buddhist semi-Daoist rationales in the
         historical romances that had already captured Mao’s attention in his boyhood.
      

      
       A useful key to the reinforcement of his mood of amused detachment while nonetheless
         constantly engaged in both military and less conspicuously military procedures for
         enforcing his will upon millions of other human beings is the very large number of
         allusions in his poems to the Liezi, which itself carries over selective aspects of the Zhuangzi infused with further anecdotes and parables adapted from folk tales.
      

      
       The formal title of the Liezi is the Chongxu zhide zhenjing 沖虛至德貞經, a title that can be rendered as Authentic Classic of the Void’s Utmost Inner Power. It might seem that, given the amount of energy Mao invests in impressing his own
         will on the shape of human affairs, a doctrine of chongxu, of emptiness, of merging oneself with the Void as the way of access to “utmost inner
         power” through freedom from anxiety and from any sense of responsibility could somehow
         contradict motivations such as Mao experienced both in his career and in his poems.
         But the compatibility between Mao and the Liezi emerges when its thesis is taken together with the allusions Mao makes to the Liezi in his poems.
      
   
      
      In both poems 9 and 16, to take one instance, Mao so alludes to tales of the legendary
         strongman Gong Gong as to make evident, by poem 16, that he has in mind not only a
         Huainanzi version of the Gong Gong tale which Mao’s note to poem 9 does mention, but that he
         most particularly has in mind the Chinese text of the Liezi brief reference to one
         of the exploits of Gong Gong.   Liezi V, “Tang’s Questions,” (“Tang Wen” 湯問) includes in the course of a leisurely anecdotal
         “answer” illustrating further the familiar Zhuangzi position that there is no possibility of a basis for certain knowledge about anything
         or anyone, a mention of Gong Gong’s having brought about an incipient collapse of
         Heaven and Earth and radical changes on Earth itself by willfully breaking the pillar
         between Heaven and Earth and, as the Liezi says, cutting off Earth’s support. This Mao plays upon both in poems 9 and 16, elaborating, in poem 16, a sequel to
         the old tall story about Gong Gong, the political parable in which Mao appears, armed
         with the sword of his mighty will, making himself not only Earth’s support and the
         pillar of Heaven but the master who has taken over Heaven itself. Though the political
         point of the poem is intentionally liberal—Mao’s conviction that already in 1935 he
         has maneuvered himself into the position from which he can literally begin to dominate
         world events—the mood is jaunty and jocular: the mood of the Liezi in arguing that truly clever minds, recognizing that certain knowledge about anything
         is impossible, rides the winds of circumstance according to whatever route best pleases
         him, profoundly indifferent to the consequences for himself and free of any sense
         of responsibility about himself or anyone else.
      
   
      
      Mao’s jocular portrayal of himself and prevailing sardonic humor at the expense of
         everyone else perfectly accord with a rationale for ruthlessness that includes the
         Liezi components of indifference and irresponsibility. Mao’s mood is that of the chess
         player who, while allowing for the probability that all the processes of the universe
         may be meaningless, finds it intellectually more amusing to himself to play a ruthlessly
         winning game of war chess than, let us say, to go in for Quietist meditation on butterflies
         or chrysanthemums. In the spirit of the Liezi, which moves further along the line of thought set out in the Zhuangzi, there are no solid bases for measuring right or wrong, to the conclusion that the
         sage does what pleases him according to what the winds of circumstance provide. Mao’s
         chosen amusement is playing Heaven by winning the game of power politics. To choose
         activity rather than passivity, while remaining emotionally indifferent and intellectually
         unconcerned regarding the ultimate fate of the chessboard (the world), or of the chess
         pieces (other human beings), or of the opposing players (other strategists against
         whom he plays, strategists inside or outside China), or of himself in terms of his
         physical future as a creature that physically will also perish accommodates to the
         rationale of Laozi V the humor of acting without contriving, of wu-wei, as interpreted from the Laozi through the Zhuangzi to the Liezi.[61]  Freed of any anxiety about himself and of any compassionate concern for anyone else,
         enjoying the art of war and game of power politics while holding himself exempt from
         any consternation, no matter how the game may go, frees for him the use of an inner
         power, an uninhibited exercise of ruthless calculations to overthrow opposing players.
      
 
      
      Attached to this view of freedom, of what the Liezi calls riding the wind, is the sense of comedy in terms of a sardonic humor, a mocking
         sense of superiority over the chessboard, the chess pieces, and all opposing players,
         the other active political competitors in the game of power politics.   In Mao’s perspective,
         at once jocular and sardonic, what millions of others may lose because of the game
         is no great matter. This shedding of compassionate involvement, divesting the self
         of all consternations while exhilarating himself with his own talent for activating
         the passions, including the consternations of others, the more easily to dominate
         in the game it pleases him to play is, within the possibilities of Liezi doctrine, with its Laozi and Zhuangzi precedents, an achievement of “the Void’s Utmost Inner Power.” Mao’s prose is part
         of his game to capture pieces for Maoism. The poems open the clues to Mao himself,
         the inner Mao’s Way of his “guarded central aim,” that of entertaining his own will
         to organize China and rearrange the world according to the game pattern that most
         pleases him.
      
   
      
      This mood also pervades several major works of Chinese fiction that both by his own
         account and also by indices in his poems Mao has read thoroughly and often. The mood
         of his poems is analogous not to that of any one of the most celebrated characters
         in the Journey to the West but to that of the author, Wu Chengen, the seventeenth century composer of this part-prose,
         part-verse, epic kind of human comedy of the monkey, at first at mischief in Heaven
         and on Earth, and then of monkey and monk and all their entourage, all ultimately
         under the manipulation and control of an also subtly amused Eternal Buddha. As Mao
         lets the congenial reader know through his poem 34, insofar as he identifies with
         a character in Wu Chengen’s narrative, it is not with monkey or monk, who are pieces
         in his game, as is also the White Bones shape-changer, but the Eternal Buddha, not
         in terms of one or another school of Buddhist theology, but for the purposes of Mao’s
         word-games, within Mao’s options as another of the Heaven figures that Mao proposes,
         in his humor, that he can at will either emulate or outplay.
      
   
      
      The mood of Mao’s poems is related to characters in several other major Chinese novels,
         though again not to those characters that might first come to mind. Much has been
         made, for instance, because of its account of the exploits of a band of guerillas
         from which Mao is reported to have taken some of his uses for his own initial, half-bandit,
         guerilla group on the Jinggangshan mountains in 1927-1928, of Mao’s interest in the
         fourteenth-century novel The Water Margin, the Shuihu zhuan 水滸傳, also known abroad under other titles: Men of the Marshes and All Men Are Brothers. But in his poems Mao’s humor is neither the rawly cynical humor of such characters
         as Song Jiang 松江 nor the raucous japes of Song Jiang’s gang; and, significantly, there
         are no major allusions to The Water Margin in Mao’s poems. Mao owes much more to Luo Guanzhong’s 羅貫中 Three Kingdoms[62]  (Sanguo yanyi 三國演義), also from the fourteenth century, but, in the matter of Mao’s sardonic sense
         of humor, the correspondence is not, as some might expect, to Cao Cao, one of its
         many historical characters, even though Mao does allude to Cao Cao in his poems. Mao’s
         humor is both more subtle and more consistently sustained than that of Cao Cao. Cao
         Cao is consistently ruthless, in his actual career during the third century and as
         portrayed centuries later in Luo Guanzhong’s novel; and this does interest Mao Zedong.
         Cao Cao was also an adherent of some Daoist and Fajia tactics in power politics and
         also attentive to the Book of Changes. But as Cao Cao’s own poems from the third century evince, though he succeeded in
         making himself de facto emperor of China, he remains suspiciously wary of spirit forces
         which he obviously does not feel able to command and is subject to both paranoia and
         melancholy.
      

      
       Mao, in the second poem of his verse-sequence, indicates his having in mind some
         general correlation between his own determination to seize imperial power and that
         expressed in an early poem by Cao Cao. But Mao, in his poem 24, asserts, through explicit
         quotation and rebuttal of a later poem by Cao Cao, that, in Mao’s own view, it is
         Mao’s unique and cosmic security, his having no qualms about either his past or his
         future, that had secured him power far greater than that of Cao Cao and, by 1954,
         has secured for him the whole of China and, Mao predicts, is soon to secure him worldwide
         authority.
      
 
      
      With regard to Mao’s self-assured and sardonic humor, the chief clue from the Three Kingdoms lies in the character of Zhuge Liang, one of whose appellations was “sleeping dragon.”
         But before giving some attention to Zhuge Liang, who is the subject of the concluding
         section of this chapter, awareness of one other, perhaps less expected, near parallel
         to Mao’s general mood and attitude also has some pertinence. A supplementary cue to
         Mao’s sardonically humorous enjoyment of his role as the elusive, as well as the ruthless,
         commander occurs in a pair of figures that, in Cao Xueqin’s 曹雪芹 eighteenth-century
         novel Dream of the Red Chamber (紅樓夢), are presented as a pair of Immortals. These two Immortals, dubbed the Buddhist
         of Infinite Space and the Daoist of Infinite Time, appear in the guise of scruffy,
         itinerant monks, scorning luxury, and mocking the vulnerability of the other characters
         in the novel, most especially those who love others, who suffer compunctions, and
         feel genuine compassion. Also, significantly, these two Immortals materialize, into
         direct perception by the other characters, always suddenly, always unexpectedly, and
         so briefly that many readers of this still popular novel scarcely notice them or take
         them much into account. Pertinently, however, in the structure of the novel, it is
         these two Immortals, in the guise of scruffy monks, who remain to the other characters
         mostly invisible, dominate the lives of the other characters, becoming visible long
         enough to incite the whole action and also to conclude it.
      
  
      
      Mao’s personal and political interest in Dream of the Red Chamber is, in other contexts, well known. But this interest has also had some impact on
         his poems. Mao’s more dramatic symbols for himself—as sage commander, as hidden and
         then ascending dragon, as world-astride horse-whipper, sword-wielder, cleaver of Earth’s
         mountains, and piercer of Heaven’s heights—are varied with fleeting allusions to also
         traditionally congruent roles as a Daoist Immortal of Boundless Time, a Buddhist Immortal
         of Infinite Space. These allusions further elaborate his emphasis on his sense of
         superiority toward what he regards as the folly of humane feeling toward others, and
         further emphasize his amused enjoyment of his own skill in aggrandizing his power
         by appearing and disappearing from public view, appearing only occasionally as the
         visible operator but always being, in his own estimate, the actual controller of the
         lives of others.
      

      
      Mao’s favorite model, however, continues to be that master of political deceptions
         and military shock tactics who was also notably adept at being the often invisible
         but then again suddenly visible commander—the already mentioned Zhuge Liang. The figure
         of Zhuge Liang is as relevant among historical figures populating the Chinese imagination
         as, let us say, Merlin in relation to King Arthur for Britain; Smoking Mirror, Black
         Hawk, and Cochise among North Americans; or Hanuman and Kautilya among the peoples
         of India. The differences among these figures are themselves, for those who care to
         meditate the point, politically relevant. For present purposes we bear in mind that
         Zhuge Liang, as a figure still vigorous in the popular imagination, was alive in the
         mind of Mao Zedong even before his student days, that Zhuge Liang was, historically,
         a strategist aiming, in the third century of our era, at the reunification of a China
         that would also continue to extend its command over non-Chinese peoples, and that
         the character of Zhuge Liang, also known as Kongming,[63]  was most fully fixed in the imagination of Mao Zedong through Luo Guanzhong’s Three Kingdoms, which Mao, by his eighteenth year, had been reading and re-reading with the thoroughness
         of a conscious enthusiast in power politics.  A summarizing perspective upon the conjunction
         of a rationale for ruthlessness, of an art of war, of a Chinese image of a dragon-commander,
         and of a sense of humor both jocular and sardonic may be most graphically attained
         through a sampling acquaintance with Mao’s favorite historical exemplar of the strategist,
         the figure of Zhuge Liang.
      

      
      Section F: Zhuge Liang as Symptom and Exemplar

      
      Zhuge Liang (A.D. 181-234) was a scholar, a poet, and a master-strategist, a student
         of Daoist texts, and also of Fajia doctrines, as were the earlier Hanfeizi and the author of the “Binglüe,” an adept also in the lore of the Book of Changes and in the teachings on “weapons tactics” epitomized in the Sunzi. In response to entreaties from Liu Bei,[64]  a putative heir to the dynastic house of Han, Zhuge Liang emerged from a Daoist
         seclusion to serve as chief strategist in an attempt to restore, to the house of Han,
         the substantive imperial power which was then in contest among several commanders,
         including Cao Cao in the north, and the house of Wu in the southeast. Politically,
         Zhuge Liang succeeded only in establishing, in the west and southeast, the short-lived
         Shu Han dynasty which, until his death, he continued to serve as chief minister and
         military advisor.
      
  
      
      Though Cao Cao’s Wei dynasty subsequently secured submission from both Shu Han and
         Wu, the other two of the famous Three Kingdoms the Chinese area continued to be, until
         far into the sixth century, a battleground eventually involving the claims of sixteen
         or seventeen dynastic houses, including more than a dozen that were non-Chinese: Xiongnu,
         Turkic, Mongol, or Tibetan. Not until the rise of the house of Sui followed, more
         notably, by that of Tang, did there re-emerge, for another four centuries, a once-more
         unified Chinese empire. But, convinced that dragon commanders were still germane dragons
         even though, assuming that the times were not yet ripe, they might not attain the
         Heaven of absolute imperial power, medieval China, including major poets such as Du
         Fu, continued to regard Zhuge Liang[65]  as a preeminent example of a true dragon and to transmit this admiration, furthered
         by the more skillful portrayal of Zhuge Liang in Luo Guanzhong’s novel, on into modern
         times.  Particularly admired have been Zhuge Liang’s subtleties of operation, including
         his techniques for overawing both enemies and colleagues through his elusiveness,
         his cleverly ambivalent public remarks, and his frequent disappearances during which
         the publicly invisible development of the next moves in his master plan so proceeded
         that no one could effectively outguess him.
      
 
      
      Equally admired and enjoyed for its implicitly sardonic humor has been one of Zhuge
         Liang’s typical devices for overawing and mocking all concerned, associates, allies,
         and enemies alike, by making sudden, brief reappearances, at the height of a critical
         battle, showing himself as the imperturbably amused observer. Within the gamut of
         these ploys he might choose, on the will of a seemingly unsecured city, to emerge
         smiling and unconcernedly strumming his lute. Most typically, in the midst of the
         “death ground” of a savage, bloody, full-raging, seemingly still unresolved clash
         of armies, he heightened psychological shock, to his own advantage and the befuddlement
         of his opponents, by unexpectedly emerging without visible armor and riding in a lightweight
         cart, as though on a pleasure excursion, quietly smiling, waving casually to observers
         with a bird’s wing fan, and then, as suddenly, disappearing once more.  Mao’s delight
         in, and often calculated imitations of, Zhuge Liang, reflected at several points in
         Mao’s public career and also in his poems, including poem 17 on the “Long March,”
         might seem incompatible with Mao’s also necessary recognition that though the “hidden
         dragon,” Zhuge Liang,[66]  did rouse himself and “show himself in the field,” he never strove for nor achieved
         Mao’s goal of feilong zaitian 飛龍在天,[67]  of flying dragon residing in Heaven, of absolute commander over all China and, according to traditional theory, world-commander.
      

      
      Mao’s poems themselves indicate the thought-processes by which Mao can continue to
         adopt and adapt ploys from the career of Zhuge Liang while expecting, and to a very
         considerable extent acquiring, not only command of China but a major impact on world
         politics.  Zhuge Liang, like a number of Chinese medieval strategists operated, in
         matters of practical politics, on the rationale basically derived from the Laozi and the Zhou Changes. But according to the interpretation of his career presented in Luo Guanzhong’s novel,
         Zhuge never rejected the obligation, influenced by Confucian doctrine, to serve rather
         than to supplant a prince whom he regarded as an acceptably legitimate ruler. Mao,
         however, in more thorough accord with the rationale for ruthlessness, has rejected
         all Confucian theses about a hierarchy of obligations.[68]  Regarding China after 1910 as, in any case, lacking any legitimized ruler, Mao proceeds,
         as he says in his poems, “independently” and “securely” to seize “Heaven,” to seize
         what he has regarded as the too long vacated, absolute command of China.
      

      
       In contrast with the unfavorable “time” of the opening decades of the third century
         as regards interrelated potentials in domestic and international affairs, a “time”
         which Zhuge Liang himself regarded, reportedly from his study of the Changes, as unfavorable to any secure restitution of empire, Mao appraises the opening decades
         of the twentieth century as offering the luck of a favorable “time.” He signifies,
         from poem 8 onward, that he sees the “whirlwind” of combined domestic and international
         involvements as offering him a leverage that he, unlike a Zhuge Liang, can seize and
         use. Accordingly, with the same sardonic style and the same basic rationale that he
         shares with Zhuge Liang, Mao proposes to ascend and does ascend, within and beyond
         the frontiers of the Middle Kingdom, to strive “day and night”[69]  toward actualizing, sometimes visibly, more often by publicly invisible moves, a
         Chinese domination of the world.
      
  
      
      For this preliminary sketch of the intellectual terrain that, traceably the shaping
         ground of Mao’s poems, thereby offers clues to the inner dynamics of his career, a
         closing entry can usefully be sketched, from the career of Zhuge Liang, of specific
         instances of the particular combination of shrewdness, ruthlessness, and sardonic
         humor that has contributed to the shaping of Mao’s practice and style as a strategist
         and, thereby, to Mao’s account of strategic moments, and his manner as he records
         these moments, in his poems. That Zhuge Liang, as epitome of the strategist with wit
         and style, has also captured the imagination of Chinese readers, playgoers, and listeners
         to teashop reciters of tales can also be one clue to Chinese response to Mao, a response
         to a familiar aura that is never quite reducible to the analyses of statecraft that
         are more likely to be undertaken by political scientists.
      
 
      
      Luo Guanzhong’s Three Kingdoms has survived, despite its formal disapproval by Confucianist schoolmasters, to be
         the common delight of both literate Chinese and barely literate or illiterate city-street
         people and peasant villagers who, once having heard the tale recited by itinerant
         storytellers, have themselves also transmitted it to children and grandchildren. 
         Young listeners and readers, and Mao as a boy among them, and even those who, unlike
         Mao, did not go on to study for themselves the texts of the Laozi, the Sunzi, or the Changes, could assimilate, directly from the Three Kingdoms tales, ideas and attitudes including fascination with the arts of temporal power,
         as well as strong impressions of the importance, for strategists, of being students
         of the Changes. Such readers would also learn, from the Three Kingdoms, many passages from the Sunzi, passages directly quoted within the novel. Pertinently, Luo Guanzhong’s Three Kingdoms and commentaries upon it are still kept available, with official encouragement, for
         readers within the PRC.[70]   We further explore in the poems below some of the ways in which Mao’s rationale
         for ruthlessness operates in dominating those members of the intelligentsia who, with
         more precision than Mao will tolerate, presume to question any of his policies. Patterns,
         for his autocratic control of too articulate and too perceptive members of the intelligentsia,
         methods used by Cao Cao as well as by Zhuge Liang, have, by way of the Three Kingdoms, already been familiar to Mao Zedong for more than thirty years before he overtly
         instituted, in 1942, and intensified, from 1949 onward, his pressures to compel conformity
         to his will among the intelligentsia.
      

      
       Inherent in Mao’s counterattacks on such criticism is, expectedly, the rationale
         and mood pervading all of his poems: the assumption that all other human beings are
         properly the sacrificial victims expendable by the ruler in his business of securing
         and expanding State power; and the predication of his sardonic amusement over those
         who lament the costs to the human spirit, or attempt to mitigate them, and of his
         most sardonic attacks upon those who attempt to speak as his peers, who attempt to
         break free of the roles he has assigned them as his straw dogs.  Mao, for example,
         in poem 4, by giving his own twist to a later, Tang dynasty, tale of a dream of temporal
         power, and by playing upon the several meanings of fen as shares and official arrangements and fen, to divide and to discriminate, Mao indicates, with reference to the year 1929, his intention that the kingdom of
         the warlords and the kingdom of Chiang Kai-shek and the GMD shall both be proved mere
         “dreams” and that his kingdom shall become the sole reality.
      

      
      In poem 18, inclusive of his significant revision, in 1962, of its second stanza,
         he extends the ding zu san fen, the three-ways-shared imperial power, to signify a “three kingdoms” situation, as he sees it, incipient in 1935 and actual
         by 1962, around the whole earth: Europe, in relation to the USSR; the Americas in
         relation to the United States; and the Afro-Asian countries,[71]  in relation to the PRC. The poem’s concluding lines announce his anticipation that
         Europe, the Americas, and the Afro-Asian nations will all ultimately come under a
         Chinese-defined domination through the sword of Mao’s own will.  This import, for
         his poem 18, is reinforced by his preceding poem 16 and by his immediately following
         poem 19. In poem 16, in which he portrays himself, in the autumn of 1935, as already
         having captured pivotal possession of Heaven, of dominating political control over
         the future of human society, he indicates, through a double allusion to legends of
         the warrior-dragon, Gong Gong, that his earlier reference to Gong Gong[72]  is now being extended to a whole-world significance. The double allusion to Gong
         Gong in poem 18—involving reference to the interpretation of the Gong Gong tale in
         chapter 84 of the Three Kingdoms in relation to the ascendancy of a New Heaven[73]  along with reference to the version of Gong Gong, already mentioned, in the Liezi—makes explicit, within the characteristic “ambush” of wen-yan notation, Mao’s plan to use the path from the north (the cutting-through of the Kunlun,
         literally and symbolically of poem 18) as his opening move toward taking the twentieth-century
         world’s “three kingdoms.”
      

      
       In terms of 1935 and 1962, his calculations appear to assume that major advances
         toward control of this route could already be registered, respectively, by 1945 and
         1972.[74]  In poem 19, also associated both with the autumn of 1935 and with 1962,[75]  he calculates his position in the north in relation to his future expectation of
         dominating all East Asia, including Japan and Korea, and all of Southeast Asia. These
         calculations and expectations he registers through an intricate set of allusions purveying,
         through his symbols of throat-straps and tassels and the harnessing of the Dream Dragon, predictions of China’s political future through analogies with past events involving
         China with Japan, Korea, and Southeast Asia.  Poem 19 also makes explicit a further
         aspect of what he has in mind regarding in the dong-guo 東國, the eastern nations. Through poems 16, 18, and 19 Mao is already projecting and anticipating the relation
         to the status of “dreams” of the “three kingdoms” he equates with European, American,
         and Afro-Asian power-centers. He is forecasting the emergence of his huan-qiu 寰球, his all-powerful China, by his use of the antique term huan 寰, emperor’s domain, in place of the common and expectable term huan 環. By deliberately using, in both poems 37 and “38,” the antique term huan, Mao further asserts his view that the world is and must be his and China’s imperial domain.
  
      
      By poem 5 (1929) Mao is already imputing to himself the power of Heaven, portraying
         himself as the power from whose entangling and vast calculations no other human being
         can know how to escape or how to break free. By poems 16 and 18 (1935) he is fully
         elaborating his assertion that he himself controls and occupies, and is, the only
         “Heaven” power operative in twentieth-century world affairs. In poem 18 he reinforces
         this assertion by countering the term mang-mang 茫茫, tangling-and-vast, which, in the Three Kingdoms, is used to describe “Heaven’s calculations,” with the semantically related term mang 漭, wild, entangling, vast, which he applies symbolically, and not merely literally, to the Kunlun Mountains.
         In poem 18 the Kunlun serves for Mao, simultaneously, as a liberal earth-barrier that
         formerly had interfered with Chinese expansion and as double symbol: the symbol of
         all past situations in human affairs that previous rulers have failed to cut through
         to the advantage of Chinese dominance, and the symbol, with its sources in Chinese
         legends and poems, of all former “Heaven” powers that Mao is now seizing for himself
         and for China.  In poem 18 he asserts that, by means of the sword of his will, his
         Heaven-sword, he can and is cutting through and demolishing the mang Kunlun, the wild-vast-and-entangling Kunlun, and can therefore compel the European, American, and Afro-Asian power-centers to
         accept the deposits, souvenirs, and requirements[76]  of submission to his decision that China, and not the “Kunlun,” shall become the power that is heng 橫, that is athwart-the-world-from horizon-to-horizon, from east-to-west.[77]  He concludes that all the world, shijie 世界, must accede to a Chinese-dominated taiping 太平, Great Peace. By choosing, for this line 17 of poem 18, from among the several Chinese terms for
         world, the term shijie, he specifies that his proposed dominance is to extend over the jie, kingdoms, of all shi, of all generations present and future.
      

      
       Mao’s suppositions are operative in the Zhuge Liang ballad in which the balladeer
         attributes to Zhuge Liang an influence that, through his clever as well as often cruel
         use of words and through his formidable prancing as a dragon strategist, will continue
         to operate in human affairs for some ten thousands of years. The balladeer’s forecast
         has at least continued operative into the twentieth century. Zhuge Liang, the third
         century strategist, student of the Laozi polities of the ruthless sage, student of Fajia doctrine on exercise of political
         dominance through intricate manipulations of rewards and punishments to enforce absolute
         conformity to the ruler’s will, student of bingfa 兵法 and binglüe 兵略, weapons tactics and weapons strategy in which the minds of all other human beings are, by the strategist, shaped and used
         as his primary weapons, student of the Book of Changes, and master also of a sardonic humor, his major, personal weapon—Zhuge Liang, who
         excluded from his own psyche all inclinations to emotional concern, sentimental or
         compassionate, for those he uses as his straw dogs in attaining his power goals, Zhuge
         Liang, who exercises, upon those he dominates, the peculiar ruthlessness of a ridicule
         so timed and deployed as to leave the victim without public recourse, has been, across
         the centuries, among the forces demonstrably conditioning the thought-habits, the
         career pattern, and the poems of Mao Zedong.
      

      
       Mao himself recognizes his own Zhuge Liang heritage, consciously playing upon it
         in his career and in the phrasing of his poems. It is, therefore, scarcely surprising
         that Mao should suppose that, having proved himself an even more ruthlessly successful
         manipulator of human beings and human affairs than Zhuge Liang, the impact of the
         career of Mao Zedong and of his words—and, in his view, most particularly the impact
         of the power of his words in his poems to shape the imaginations and goals of his
         successors—will enforce Mao’s dragon-claw grip upon the shaping of human events through
         many centuries to come.
      
   
      
      Political concepts and a vocabulary of political symbols significantly different from
         those to which twentieth-century, Western-language audiences are mostly accustomed
         have entailed this long initial exploration of some of the main features of the mental
         terrain and mental climate from which Mao’s poems emerge. To have discovered that
         Mao’s poems celebrate a rationale for a world-dominating ruthlessness is not, however,
         a surprising discovery. In the career of any strategist whose will is set upon attainment
         of vast temporal power, an inherent ruthlessness has always been the common factor.
         It had become a commonplace of history in empires thousands of miles westward of East
         Asia long before the legendary Huangdi rode eastward to political power augmented
         by his reputed introduction of new technologies (all of them already familiar in India
         and West Asia), and before one of Huangdi’s successors, the also legendary Yao—who,
         if he lived, as claimed, in the twenty-fourth century B.C., was a contemporary of
         one of the later-comers in West Asian politics, the historical Sargon of Akkad (Agade)—may
         have thought, like Sargon, that he “ruled the world.” Now that, by way of increased
         familiarity with Chinese traditional political concepts and symbols, we perceive that
         Mao’s poems are also preoccupied with the old ambition to rule the whole world, the
         more crucial hazards to comprehension are sufficiently identified to make feasible
         more detailed analyses of the poems.  
      

      
      Notes

      
      
         1. The supposition that the term  Nature  can be informatively substituted for  tian  as it is employed by classical Chinese philosophers complicates rather than clarifies
               Joseph Needham’s speculations, particularly in volume II of his  Science   and   Civilisation   in   China, the volume entitled “History of Scientific Thought.” Needham has been influenced,
               as his notes attest, by the speculations of Hou Wailu 侯外虜, who attempted, in the 1940s,
               a re-interpretation of Daoism, propounding it as the Chinese traditional basis for
               Chinese Communist doctrine and practice.This issue is the more complex because Mao’s
               own rationale does reflect impacts from a Daoist philosophy of power politics, but
               does not correspond to that which Needham seems to have taken over largely from Hou
               Wailu. This is not because Needham is concerned with Mao’s poems, but because Needham’s
               approach to political aspects of Daoism might lead to the supposition that since Mao
               expresses some views connected with the  Laozi  and Needham comments extensively upon the  Laozi, Mao’s views and Needham’s must somehow necessarily concur. Needham, however, takes
               no account of  Laozi, V. Others who seem to suppose that the English term  Nature  can serve, without comment, to stand for  tian  as Mao employs it include some translators of his poems.

         2. Reference to this collection of Chinese classical texts by its short title, the  Laozi, is convenient in relation to this study, for more than its brevity. Its canonical
               title,  Daodejing  or  Daode “Classic,” is particularly associated with what Arthur Waley appropriately characterized (The   Way   and   Its   Power, 13) as later “scriptural” interpretations, which Waley and subsequent scholars properly
               distinguish from an understanding of what the book intended when it was composed in
               the context of the fourth century B.C.. Though, by an extension of Waley’s insights,
               the canonical title might be rendered  The   Classic   of   the   Way   and   Its   Inner   Power, use of this rendering can be cumbersome where frequent repetition of the title becomes
               necessary. To indicate succinctly that Mao is not a “scriptural” devotee of the  Daodejing  but has taken over, from certain specific passages within it, concepts and attitudes
               that he retains in his rationale for power politics, this study specifies by chapter
               and verse the  Laozi  texts that traceably interest Mao Zedong.Passages from the  Laozi  cited in Chinese during this study derive from the critically collated Chinese text
               prepared by J. J. L. Duyvendak,  The   Book   of   Lord   Shang, and included with his French translation in his  Tao   tö   king,   Le   livre   de   la   voce   et   de   la   vertu. Though the renderings into English are my own translations and differ in some details
               from both Duyvendak’s French and Waley’s English versions, readers who specialize
               in these matters will recognize that, as Duyvendak remarks (vii) with regard to his
               own general agreement with Waley’s insights, the “point de vue est foncièrement le
               même.” For data supporting the conclusions briefly summarized in the opening paragraphs
               of this chapter 2, section A, regarding the character and provenience of the  Laozi  as a work produced not earlier than the fourth century B.C., see Waley’s “Introduction,”
               his Appendix I, “Authorship in Early China,” and also his Appendix IV, “Date, Text
               and Commentaries” (The   Way   and   Its   Power, 17-108 and 121-132). See also Herrlee G. Creel,  Chinese   Thought   from   Confucius   to   Mao   Tse-tung, 84, 85.

         3. The terse opening statements on the signification of each of the sixty-four hexagrams
               and the also brief primary statements on the signification of each of the six lines
               making up each of the hexagrams comprise the basic—and oldest—texts of the  Book   of   Changes  (in Chinese  Yijing  易經 , also known as the  Zhou   Changes,  the  Zhouyi  周易).  They are attributed, respectively, to King Wen and the Duke of Zhou, the chief ideologues
               of the Zhou revolution that, in the eleventh century B.C., established the Zhou dynasty.
               Studied apart from the later textual materials attached and inserted from six hundred
               to more than two thousand years later, the basic texts provide their own internal
               evidence that they were not intended for a general fortune-telling manual. They comprise
               a manual specific to political fortunes, a manual prepared for use by princes.Three
               premises govern the basic  Yijing.  The general premise is that the fortunes of princes interlock with a nexus of forces
               constantly in motion in both the world of nature and in the world of human relationships.
               But within the general premise inhere two further premises. One is that the prince
               who astutely appraises and uses his own changing situation within the order of changes
               can extend his own political dominance. The other is that, in correlating and timing
               his political arts and political decisions with the sequential changes of relationship
               among penetrative and receptive phases of energy believed to be functioning throughout
               the universe, his relationship to other human beings is not substantively different
               from his relationship to other aspects of the process within which he maneuvers: that
               is, his maneuvers, which include calculated deceptions including deceptions of close
               associates, and calculated disturbance and distruction to clear his path are necessary
               and implicitly “good” in that they serve to extend his domination over those human
               beings who happen to survive.The six characteristic situations identified with a prince’s
               potential for dominance are summarized in the basic texts for the ascending lines
               of hexagram 1. The potential for dominance is identified in the general, opening statement
               defining the import of the whole hexagram: the import is  qian  乾,   creative   energy,   firm   energy,   penetratative   energy.  The six characteristic situations are then designated in ascending order. That of
               the political commander not yet recognized or choosing not to be recognized can be
               succeeded by that of the commander visible but not yet distinguished from among other
               commanders and then by that of the commander now intensively engaged in extending
               his power but with absolute power not yet attained.There follow the situations of
               the commander whose power has become sufficiently conspicuous to require of him maximum
               skill in order to maintain his leverage against pressure from rivals and (hexagram
               1, line 5) that of the commander who has attained absolute dominance. There then ensues
               the alternatives (hexagram 1, line 6) open to the commander who has achieved absolute
               dominance. Since change is continuous, a change, the texts opine, must also occur
               at this phase. Exercise of absolute dominance does not eliminate the upsurge of challenges
               from other aspiring commanders. In this sixth situation, the texts opine, a commander
               will lose dominance if he shows his head, insists too conspicuously on exercising
               absolute power; but he can retain his dominance by not “showing his head,” by moves
               designed to promote the illusion that he has surrendered some of his power to others.These
               six situations are presented emblematically through the figure of the dragon. Itself
               an emblem of creative and penetrative force, that of cloud-produced, fructifying rain,
               the political identification of the dragon, by the Zhou ideologues, with the power
               of princes is circumstantially supported in the known use by the Zhou dynasts of the
               dragon emblem as their royal ensign. The identification is textually supported by
               the introduction into the basic texts for hexagrams one and two of the terms,  junzi  君子,   prince,  and  zhu  主,   master   of   lands,   one-who-commands   others,  as directly equated denotations for  dragon,   long  龍.  The six characteristic situations of princes are set out emblematically in ascending
               order: hidden dragon; dragon in the field; penetrating dragon; dragon over depths;
               flying dragon (line 5, prince in absolute command); and for the sixth phase, the alternatives,
               rueful dragon (for the prince unskillful in handling absolute power) and dragon with
               hidden head (the procedure of the prince skillful in maintaining, while appearing
               not to insist, on absolute power).The basic statements for Hexagrams 2 through 7 identify
               the initial stages through which the prince can move to increase his power. He is
               advised to begin by (hexagram 2) appearing not to assert himself but at the same time
               cultivating alliances, by (hexagram 3) not rushing into conspicuous action until he
               has cultivated some personal following, by (hexagram 4) making disciplined selected
               use of younger followers, by (hexagram 5) setting up a long-term strategy, but not
               attempting to act on it precipitately, by (hexagram 6) reducing barriers to his own
               advance through temporary compromise with those currently in power, and by (hexagram
               7) acquiring his own military forces.In relation to the phases of change represented
               by hexagrams 8 through 13, the basic texts outline the further procedures appropriate
               for approach toward further political dominance. Though the prince now has some personal
               following and some armed forces, he is advised (hexagram 8) to grant gifts and favors
               to attract still further followers and (hexagram 9) to take care to avoid the appearance
               of having great ambitions, but (hexagram 10) now to become subtly annoying to those
               who currently hold power, doing so, however, in ways entailing no major risk to himself.
               Though now (hexagram 11) he is beginning to make his presence in the field of competition
               for power somewhat more noticeable, he is (hexagram 12) to recognize that from this
               point forward he will encounter more active opposition from other princes. Accordingly,
               he is advised (hexagram 13) that he can best outwit the maneuvers of other princes
               by taking to himself the role of champion of the common people. He is to disguise
               both from other princes and from the common people his intent to seize maximum power
               and, by luring the common people to follow him through extreme hazards and hardships,
               produce, from among those who survive, an enthusiastic further corps of devotees.Hexagrams
               14 through 19, completing the first quarter and advancing into the second quarter
               within the sixty-four major phases of change posited by the Zhou ideologues, are accompanied
               by texts instructing the prince on further moves in preparation for his major campaign.
               Having come into discernible possession (hexagram 14) of the bases for building a
               major political impact, he is to remember (hexagram 15) still to convey the impression
               that he is modest and not insistent upon advancing himself. He is (hexagram 16) to
               secure further leverage by assigning to associate commanders the posts as leaders
               of the armed forces, being careful (hexagram 17) to promote the impression that he
               is following rather than directing these associate commanders, but he is also (hexagram
               18) to investigate and rid himself of those within his entourage who are no longer
               useful to him. He can then feel assured that, despite the fact, inherent in the process
               of change, that he will still be encountering setbacks and periods of seeming frustration,
               he has by shrewd and careful procedures prepared a secure path of approach (hexagram
               19) to his goal of absolute dominance.Closer analysis of these basic texts and of
               those for the hexagrams beyond hexagram 19 will, because of the discernible attention
               to them evident in Mao’s poems, occur, as occasion warrants, throughout this study.
               It is important to pay attention to conceptual differences between the texts of the
               basic  Zhou   Changes  and the later, composite  Yijing.  With its interpolations and interpretations supplied by several schools of philosophy
               and most particularly through anachronistic reading of the term  junzi,  to accord with Confucius’s dogma on the  junzi  as the righteously benevolent gentleman, the intermingling in post-Qin editions
               of the  Book   of   Changes  of these later texts has obscured for many readers the emphasis on realpolitik for
               princes pervading the basic texts of the  Zhou   Changes.But it is the dialectics of realpolitik governing early Zhou politics that contributes
               to the ideological climate of Sunzi’s  Art   of   War,  that interests the kings and their political theorists in the state of Qin, and
               contributes to the political-military theses operative in the rise of Qin Shihuangdi,
               China’s first historical emperor. His interest in the basic  Zhouyi, his scorn for Confucians, and his ruthless exercise of autocracy reinforced one
               of the paradoxes running through Chinese practice of government. Though from the opening
               century of our present era (that is, subsequent to Sima Qian’s  Shiji  史記) the writing of histories of dynasties was largely controlled by Confucians,
               so disseminating the impression that Confucian principles actually governed the practice
               of politics, no founder of a major Chinese dynasty was a serious Confucianist nor,
               in actual political practice, were any of their best-known imperial successors. For
               them the basic  Zhouyi  still functioned as the essential manual on the art of power politics.Mao’s attention,
               evinced in his poems, to the basic  Zhouyi  accords, in his own modern variation, with the practice prevalent in the government
               of China since Han times, the retention of inner-court policy based on the realpolitik
               of the  Zhouyi  in tandem with an outer-court position, an official ideology. For rulers from Han
               through Qing and also for Chiang Kai-shek, the preferred outer-court, publicized ideology
               has not often been Confucianism. For Mao the outer-court publicized ideology has been
               Marxism-Leninism.Much as the more astute rulers from Han times onward saw political
               convenience in ritual obeisance to Confucius, usually preferred Confucians in the
               civil service, and found politically useful the Confucian emphases on orders of obedience,
               while not allowing themselves to be personally inconvenienced by Confucian ethics,
               Mao recognized in the temper of post-World War I China advantages to be had in ostensible
               obeisance to Marxism-Leninism. Communist Party discipline provided a convenience at
               a point in time when for very many Chinese Confucian dogma was no longer persuasive.
               In analogue with former emperors inclined to autocracy who exploited the imperial
               advantage intramural feuds among Confucians, Mao has exploited to his imperial advantage
               intramural feuds among members of the CCP.Mao’s inner-court,  Zhouyi,  politics has had, however, a manipulative convenience greater than that available
               to emperors whose inner-court,  Zhouyi,  politics had to accommodate or fend off any too persistent criticism from among
               zealous Confucians. Mao’s inner-court politics, based on the old  Zhouyi  and on analogous assumptions in Sunzi’s  Art   of   War,  and some passages in the  Daodejing  apposite to power politics, has sufficient points of resemblance to modern dialectical
               materialism for the actual distinctions between Mao’s indigenous  Zhouyi  dialectics and his Marxist-Leninist façade to have deflected the attention even
               of those observers who, aware of various discrepancies, seem never to have thought
               of looking to the basic  Zhouyi  for clues. Applying inner-court,  Zhouyi,  power politics in tandem with outer-court profession of Marxism-Leninism has supplied
               Mao a contingent advantage also, and one he has often drawn upon, particularly since
               1962. Because Marxism-Leninism is of European origin, Mao was able to intensify his
               attacks against members of the CCP who were no longer useful to him by adding to other
               charges the charge of treason to the Chinese nation, the charge of serving or imitationg
               a USSR version of Marxism-Leninism rather than the official PRC version. His ruthless
               use of this tactical advantage, a means of intensifying mob attacks on “traitors,”
               became particularly conspicuous after 1966.

         4. See Waley, as cited above, 147, 148, and Duyvendak, as cited above, 12, 13. Some interpreters
               have taken  tian-di  (天地) as the unit  Heaven-and-Earth, and  sheng-ren  (聖人) as a unit,  wise   man. But the import of the whole of  Laozi, V, together with the classical practice of distinguishing between the  sheng  and the  ren, the  sage  and  people   generally  (as also between the  wang 王, the  chief  or  king  and the  ren  人, a  common   person, and in the late classical period, between the  zhu主,  chief  or  State   commanter  and the  ren) persuades me that the intended parallelism in these opening verses of  Laozi, V present  tian,  Heaven  its dealing with  ti,  Earth, paralleled by the  sheng, the  sage, in his dealings with jen, with  other   human   beings. This interpretation is supported by the fact that, in the related clauses,  Earth  is represented in terms of what it produces—that is, the  ten   thousand   phenomena  (wan-wu  萬物)—and  other   human   beings,  ren, are represented in terms of what they produce, the  many   families  (the  bai-xing百性, literally,  hundred   family-names).  Ordinary   human   beings  or  common   folks  are here posited as distinct from the  sheng  or  sage  who is posited as the determiner of their destinies, through his methods of dealing
               with  human   beings  (i.e., other than himself) in parallel with Heaven’s determining of the destinies
               of the  ten   thousand   phenomena  through Heaven’s methods of dealing with Earth.That in these dealings both Heaven
               and the sage commander are  ruthless,  bu-ren  (不仁), is the crux of  Laozi  V, and also of Mao’s rationale governing his attitudes toward himself and toward
               others, the rationale he defines and celebrates in his poems. Arthur Waley’s genius
               proposed the rendering of  bu   ren  as  ruthless, and others of us who have also pondered Chinese classical texts involving the concepts
               of  ren and  bu-ren,  benevolent  and  not   benevolent, or  humanly   concerned  versus  indifferent   to   humanitarian   considerations, can gratefully continue to acknowledge and to retain Waley’s equation of  bu-ren  with the English terms,  ruthless  and  ruthlessness.The issue raised by Wing-tsit Chan regarding translations of  bu   ren, though pertinent for the interpretation of schools of Quietist and later “scriptural”
               Daoism, does not bear upon the significance of  bu-   ren  as  ruthless  in the interpretation of  Laozi  V taken over by classical advocates of realpolitik such as Li Si 李斯 and Han Feizi
               韓非子, and later practitioners of realpolitik down to and including Mao Zedong. Wing-tsit
               Chan says in  A   Source   Book   in   Chinese   Philosophy  (Princeton: Princeton University Press, 1963, 142) that  bu-ren  means Professor Chan’s statement is serviceable for understanding the viewpoint
               of Daoist philosophy chiefly shaped by the influence of some major chapters in the
               Zhuangzi. But this study of the poems of Mao Zedong involves his sense of the meaning of the
               Laozi  V  bu-ren  influenced by the meaning attached to it among theorists and practitioners of realpolitik
               who at least as early as the third century B.C. (see section B) took over the  bu-ren  and a few other theses associated with a Laozi, an Old Master, in the period well
               before miscellaneous “Laozi” maxims were organized and canonized as the  Daodejing  (e.g., several “Laozi” sayings cited in the second century B.C.  Huainanzi  do not accord with those in the later  Daodejing). To writers about, and practitioners of, realpolitik, the issue is not “Taoist philosophy”
               nor “impartiality” nor “unkindness” but the applicability of the  Laozi  thesis on  bu-ren, understood in the sense of  ruthlessness  as a rationale usefully supporting the practice of power politics aimed at efficient
               organization of “the whole world” into a disciplined and servile domain, controlled
               by a world strategist.For those unfamiliar with classical Chinese it may be as well
               to mention that the same term,  bu-ren, functions syntactically according to context, as either adjective or noun. This
               can also be an appropriate point at which to call to the attention of those unfamiliar
               with the problem that one of the several reasons occasioning the necessity of presenting
               texts in Chinese script and not solely in alphabetic transcription is the large number
               of homophones in the language, terms that carry over into alphabetic script not only
               in the same spelling but also with the same pitch mark used in registering the tonal
               component affecting the term’s pronunciation. In the case of人 and 仁, both are transcribed
               as  ren  (the pronunciation is not identical with, but sometimes comes through to English
               trained ear as  run). Though the pronunciation of these two terms人 and 仁 is identical, nonetheless, as
               far back as the terms can be traced, they have always involved distinctly different
               meanings. The term人,  ren, a term traceable well into the second millennium B.C., consistently signifies  common   people, distinguished from various sorts of rulers and commanders; in some contexts, it
               can also function for the concept  humankind. The term 仁,  ren, has a more complex history, fully acquiring the signification corresponding to 
               benevolence  or  humanitarian   considerations  only sometime after the sixth century B.C.. The semantic history of 仁  ren, begins with its earliest demonstrable use in pre-Confucian texts, in which it seems
               to signify a type of patriarchal clan or class loyalty associated with the idea of
               the right to rulership exclusive to that clan or class. This sense is implied in the
               accusation framed against the Shang dynasty by the Zhou clan in their process of overthrowing
               the Shang: the accusation that the Shang lacked 仁,  ren, and that the Shang showed their lack of 仁 by admitting “women” and “strangers” to
               positions of influence in State policy decisions. Half a millennium later, during
               the fifth century B.C., the occurrences of the term, 仁, in the earliest texts of the
               Confucian schools (a few of the chapters within the  Lunyu 論語 or  Analects) indicate that the semantic context of the term has been changing. But there are
               several of these  Lunyu  texts in which it still cannot be equated intelligibly with any such later meaning
               as  benevolence  or  human-heartedness. Those, however, are problems in the history of the language that lie outside the
               concerns of this study. For the purposes of comprehending texts of the fourth century
               B.C., as in the case of  Laozi  V, it is sufficient to be aware that its writer, in defining both Heaven and the
               sage commander as  bu-   ren, as  not   benevolent, as  ruthless  intends an explicit rejection of doctrines by then popular among Confucians and
               some other schools, such as the Mohists (Mojia  墨家), advocating  benevolence  in rulers as a solution for the political restlessness and frequent wars among the
               Chinese States.Other members of the Chinese intelligentsia, however, took the position
               that the Confucians and other advocates of benevolent rule were themselves the cause
               of political turmoil. The position of this rival intelligentsia seems to have been
               rooted in an analogy that, reflected in a number of Chinese texts from the fourth
               to the second century B.C., was also widely popular. The analogy can be summarized
               as follows: that since, in the processes of the universe, individual creatures not
               only die in due season but are often wiped out in cataclysms, this must be the process
               accounting for the fact that the universe does not collapse; and, accordingly, a ruler,
               taking Heaven as model, should himself operate with ruthless disregard for the particular
               condition of other human beings as individuals, should subtly but forcefully compel
               them all, irrespective of the costs to them individually, to work as servants of State
               wealth and military might, the conclusion being that such a thoroughly ruthless ruler
               would thereby not only prevent the collapse of his own State but dominate all other
               States and, hypothetically, ruling the world, assure that the human world itself would
               not collapse into anarchy. Though reflected in several other chapters among the power-politics
               chapters in the  Laozi, the essence of this view is most succinctly expressed in  Laozi  V, with its opening, anti-Confucian thesis  bu-ren, on  anti-benevolence, on  ruthlessness. As an explicitly anti-Confucian doctrine, it could readily attract Mao Zedong since,
               like a number of other Chinese born in the last part of the nineteenth century, he
               is reported to have been, from boyhood, in conscious revolt against many aspects of
               Confucianism. But it is essential to be aware, in any effective approach to his poems,
               that the motives they reflect are quite as “Chinese” as those in the Confucian tradition.
               Mao, though neither Confucian nor Taoist, is the direct inheritor and practitioner
               of the Chinese tradition in realpolitik that, having taken over, by the third century
               B.C., the  Laozi  thesis on  ruthlessness  as the cosmological-political basis of its rationale, continued as the actual rationale
               of Chinese power politics straight through into the regime of Mao Zedong.

         5. Perceiving a conceptual relationship between the old Chinese term for the power potential
               in seeds that are planted and the concept represented by the character  de, Arthur Waley (The   Way   and   Its   Power, 31, 32) effectively buttresses his conclusion that  de  signifies  power  in the sense of an  inner   power  and that, originally, as well as for many continuing centuries among non-Confucian
               philosophers, it carried none of the specially Confucian moralizing connotations of
               virtue  and the  virtuous  that have conditioned its use in later centuries. When, for example, Mao in prose,
               in 1938, ridicules those who advocate  ren   yi   dao   de  仁義道德, the  benevolent   and   righteous   Way   of   inner   power  (Mao Tse-tung, “On Protracted War,” Selected   Military   Writings, 240, there translated as “asinine ethics”;  Xuanji  選集 [Selected   Works], II, 460), he is not referring to the  de, the operations of the inner power of the Way as represented in such texts as  Laozi  V, but to the Confucian view of a  dao-de, of the  virtuousness   of   the   Way  defined in the Confucian code of  benevolence  and  righteousness. Mao’s poems indicate that he has given considerable attention to a non-Confucian
               sense of  de  to which Western scholars, including Waley and Duyvendak, have given scant attention:
               that is, not only to the idea of  inner   power  as operative in  ruthlessness, but to ideas about the duration of the  de, of the  inner   power  possessed and cultivated by a sage commander, ideas that also derive from the identification,
               in  Laozi  V, of the activating power of the sage with the activating power of Heaven.Waley
               emphasizes usefully (92) that the  Laozi  maxims were not expected to be taken as instructions “for ordinary people” but are
               addressed to the potential sage, proposing procedures insuring “the power to rule,”
               with emphasis upon a point overlooked by some other Chinese political theorists also
               advocating ruthlessness, an emphasis upon so acquiring and exercising power that few
               people over whom the sage exercises command are able to anticipate what he may do
               next or what his actual sources of power may be. But Waley does not take note that,
               implicit in the identification of the sage commander’s inner power to instigate and
               manipulate events in human society with Heaven’s also inner power of instigating and
               manipulating Earth’s phenomena, is the proposition that the inner power of the sage
               commander and the inner power of Heaven are both to be regarded as exempt from aging
               and from perishing. Waley is close to this aspect of the rationale in his translation
               of the closing lines of  Laozi  XVI (The   Way   and   Its   Power, 162) presenting this proposition regarding Heaven and the sage who has become  wang  (王),  chief,  monarch, or  ruler, concluding “Tao [the Way] is forever and he that possesses it, though his body ceases,
               is not destroyed”; but Waley nowhere mentions, though he may well have held it in
               mind, that it is the  de, the inner power of the  Tao, that, in the  Laozi  rationale, posits this survival. This proposition, however, which is implicit in
               Laozi  V, greatly interests Mao Zedong.Ideas and attitudes, promulgated in words, and then
               activated, as Mao would say, through “practice” in many minds, do have obviously the
               potential of continuing to influence more and more minds and long after the physical
               death of the promulgator. The concluding lines of  Laozi  V (see next section B) particularly emphasize that it is the sage commander’s art
               and artfulness in the use of words that conditions his power to dominate the minds
               of others. The power of his words, the vehicle of impact for his inner power, does
               have a potential for duration that, hypothetically, might continue to affect humankind
               for millennia. Along with operative ruthlessness, it is this potential for duration
               of impact far beyond his physical lifetime, the continued impact of his de, his  inner  power, that conspicuously absorbs Mao, both while composing his poems and in his
               anticipating, for his poems, the further transmission of his will to dominate, a consequent
               possible domination of his will through many future generations.

         6. In poem 5, from its opening line, with its multiple plays on the connotations of 
               ren  (人),  ordinary   human   beings, of  yi  (易),  processes   of   change  and also signifying  easy—both meanings are present—and of  lao  (老)  old  and of  tian  (天),  Heaven, on to the mention of the particularly attractive fragrance of autumn flowers springing
               from battlefields and Mao’s emphasis, reiterated in many poems, upon the significance
               of the more rigorous seasonal phenomena, harsh winds and heavy frosts, Mao is composing
               variations on the import of  Laozi  V. He combines his  Laozi  source with other classical sources involving the  yin-yang  (陰陽) school and the  Book   of   Changes. Basically, Mao is asserting, in poem 5, with reference to the year 1929, his sagacity,
               in implicit reflection of the views of some of his Communist Party colleagues, in
               prolonging battlefield action in the countryside. He sets out three aspects of his
               single  Laozi  V thesis: that ordinary human beings are expendable in the process of actualizing
               the sage commander’s concept of eventual greater orderliness on earth; that this is
               in accord with the increased  yang, the increased activating power with the onset of autumn and winter, representing
               much suffering and destruction as necessary “changes” prior to any new springtime;
               and that this view and practice, Mao’s view and practice, being in accord with the
               processes of Heaven, will continue  nan-lao  難老,  unvexed   by   aging, long after his opponents and their advocated policies have been forgotten.In poem
               21, line 7, Mao introduces a famous line from the Tang dynasty poet Li He 李賀 (791-817),
               Tian   ruo   you   qing   di   an   yi   lao  (天若有情天亦老), from Li He’s poem memorializing the lost glories of the Han dynasty,
               in order, for Mao’s purposes, to adapt it to his own argument. This line, which can
               be rendered  If   Heaven   indulged   humane   concerns,   Heaven   too   would   soon   grow   old, serves, in Mao’s context, not only to make a joke of those who are concerned for
               the cost of the processes of destruction and to reinforce his own thesis, already
               adduced earlier in the poem that ruthless pursuings and destruction of those who oppose
               his own design for a Chinese polity are periodically essential, but also to reiterate
               and state more fully his thesis (already adumbrated in poem 5 in his stress upon a
               specially intensive fragrance of flowers new-sprung from battlefields) that changes
               brought through destruction of some creatures produce more useful resources for other
               creatures. In poem 21 he attempts a support for this thought through allusion to a
               folk saying derived from an old tale about sudden, violent changes on the earth’s
               surface having heaved up land eventually planted to mulberry orchards where there
               had once been a salt sea.It is possible to raise the question whether “Heaven” processes,
               gradually transforming a sea cave once useful to fisherfolk into land ultimately usable
               for perhaps developing a market in silk, do equate with a State-commander’s decision
               to displace or destroy large numbers of human beings, in favor of setting others to
               labor at work that he decides will be of more profit to his plans for world domination.
               But this, at least in Mao’s PRC, becomes an impermissible question. He who, by dealing
               as Heaven deals with Earth, acquires impressive power over other human beings because,
               according to Mao’s reading of  Laozi  V, he is impervious to questions raised by ordinary human beings.On the subject
               of Li He’s poem from which Mao borrows in finding a new use for its most famous line,
               see A. C. Graham’s  Poems   of   the   Late   T’ang, 106-08 on Li He’s (in Graham’s work spelled Li Ho,) “A Bronze Immortal Takes Leave
               of Han.” The Chinese text of Li He’s poems is available in  Quan   Tang   Shu  全唐詩 Complete   Tang   Poems.Both the matter of Mao’s use of Li He’s verse-line and the matter of Mao’s further
               uses of both cosmological and political aspects of the term  tian,  Heaven, in poem 21, as well as the complex of wordplays in poem 5 on activation and destruction
               as aspects of what Mao sees as constructive domination, are matters given more thorough
               attention in later chapters. This interim note, consonant with the purpose of the
               introductory chapters, intends only a sampling of some of the ways in which Mao adapts,
               within his poems, the  Laozi  V, correlation between the activity of Heaven and the activating power attributed
               to the sage as world-commander.

         7. The idiom  chen-fou, in line 13 of poem 1, contributes to this poem some of the several kinds of water-related
               imagery that support the poem’s governing metaphor, that of the stream of events on
               earth and the masterful swimmer taking command of the stream. The idiom evokes the
               image of objects and creatures not in command of the stream, but those  sinking,  chen,  or  floating   at   random,  fou, or as we might say,  tossing-up-and-down. This idiom also supplies the explicit contrast Mao intends between himself, powerful
               and  alone   secure  (du-li 獨立, line 1, emphasizing Mao’s view of himself, as not only  independent,  du-li, but  uniquely  [du]  secure  [li]), and other human beings, who, in his opinion, drift in disorder, subject only to
               luck  or  chance  (again,  chen-fou) except, and until, as his poem proposes, he takes command.

         8. Taking up and reinforcing with their own doctrines on jen 仁 and yi 義, benevolence and righteousness, the early Zhou dynasty dogma regarding the ruler as both wang 王 , chief on earth and tianzi 天子, Son of Heaven, the Confucians could also accept the idea of, in their terms, the benevolent ruler
               as pei-tian 配天, as equal to in the sense of the peer of Heaven. But confucianists also posited that Heaven takes a direct interest in human affairs,
               at least to the extent of “warning” incompetent rulers through disturbances such as
               violent storms and prolonged droughts. They regarded a successful change of dynasty
               as evidence of Heaven’s taking away the Mandate, the tian-ming 天命, Heaven’s decree, from persistently arrogant and ruthless rulers. A conceptual distinction between
               the power of Heaven and the power of a State-ruler—or, in the case of Confucius, regarded
               by Confucians as a sage-ruler though without a throne, between the power of Heaven
               and the power of Confucius, who is, in the Zhongyong (中庸, chapter 31, section 4) called pei-tian, the peer of Heaven—was, accordingly, sustained in Confucian thought.A thesis such as that in  Laozi  V, however, could invite the assumption that whoever had the sufficiently fixed
               determination combined with sufficient sharpness and suavity of intellect to proceed
               to ruthless command over the minds of others, and succeeded in earning masterful political
               command, was under no authority in being, in his own person, “authority”; he was,
               for all practical purposes, “Heaven,” in his life-and-death powers over other human
               beings. Though approached by way of other rationles, such an assumption is challengeable,
               and it remains necessary to recognize that some can find the assumption feasible and
               that Mao takes it to be workable. It is his positing this view of his function in
               human affairs that supplies the dynamic, and accounts for both the attitudes and the
               imagery of his poems.

         9. A reliable and now readily accessible English rendering of the  Zhuangzi, incorporating contemporary scholarship with regard to this text, is the translation
               by Burton Watson,  Complete   Works   of   Chuang   Tzu. The earlier standard English translation, the “Kwang Tse” translated by James Legge,
               originally included in “The Sacred Books of China” section of F. Max Müller’s monumental
               The   Sacred   Books   of   the   East  (1891), now also available in  The   Texts   of   Taoism  (two volumes) issued by Dover Publications is still usable if it is borne in mind
               that views expressed in Legge’s notes have, in a number of instances, been superceded
               through more recent studies of Chinese texts of the  Zhuangzi.For the  Huainanzi  there is, as of this writing, no published English translation of the complete work.
               Used with caution, disregarding introductory pages and notes that reflect what Waley
               would call a “scriptural” rather than an historical approach to the Taoist aspects
               of the text, and bearing in mind also that the few chapters of the  Huainanzi  there given are presented out of sequence, Evan Morgan’s  Tao,   the   Great   Luminant, can give a general notion of the range of topics entertained by the  Huainanzi, but still cannot be depended upon for reliable rendering of specific passages. Like
               the  Laozi  and  Zhuangzi  and other standard Chinese works, the Chinese text of the  Huainanzi  is available in standard reprint collections, including SPPY (Sibu   beiyao 四部備要), and SPTK (Sibu   congkan 四部叢刊). Since, however, Mao’s own circumstances and practices as a reader, in acquiring
               his acquaintance with the well-known works that have conditioned his allusions in
               his poems, do not depend upon fine points of difference among Chinese editions, and
               my own circumstances, during the years of preparing this study, have not consistently
               supplied access to either SPPY or SPTK, my references to standard Chinese texts are
               made to whatever editions have been at hand. For the  Huainanzi, I have used the Chinese text of the Changsha edition of 1937 (in a serial  Congshu   jicheng 叢書集成,  Collection   of   Reprinted   Works) called  Huainan   honglie   jie 淮南鴻列 解 (Annotated   Edition   of   the   Illustrious—or  Esteemed—Huainan), an acceptable edition of the  Huainanzi.The  Huainanzi, a collection of twenty-one prose pieces, on the universe in general and politics
               in particular, and reputedly compiled at the court of the prince of Huainan during
               the second century B.C., is customarily classified among Daoist texts. But as H. G.
               Creel (143) among others has noted, it is eclectic in its philosophizing. Assembling
               the opinions of men who were in the process of appraising, choosing, and combining
               views from the many competing schools of philosophy that had been developing in the
               Chinese area since the close of the sixth century B.C., the book can appear, depending
               upon the particular passage cited, agreeable to any one of several schools, including,
               not infrequently, that of the Confucians. Mao Zedong is, in his own fashion, also
               an eclectic with regard to resources in the Chinese tradition. From the  Huainanzi  he plucks for himself those passages that appear adaptable to a rationale of ruthless
               domination, more ruthless than seems to have been attempted, even if contemplated,
               by the ambitions but not highly adept strategist, the Han dynasty scion known as the
               prince of Huainan.For the  Liezi  a sound English translation is available: A. C. Graham’s  The   Book   of   Lieh   Tzu. The Chinese text to which I have referred is that in the SPTK, where the  Liezi  appears under its more elaborate title,  Chongxu   zhide   zhenjing  沖虛至得貞經. This title has been variously interpreted, but can perhaps be most usefully
               rendered, in relation to Mao’s deducible view of it, as  Authentic   Classic   of   the   Void’s   Utmost   Inner   Power. The  Liezi  is conventionally attributed to a philosopher of the fifth century B.C., but it
               is a later and composite work, based largely on the  Zhuangzi  and also incorporating some opinions of a philosopher known as Yang Zhu 楊朱. The
               text is believed to have been composed some time between the fifth and the third centuries
               B.C., lost, and only reconstituted from surviving fragments several centuries later.Long
               before Mao had sufficiently advanced in his classical studies to read for himself
               even the  Huainanzi  and  Liezi, or the  Laozi  and  Zhuangzi, Chinese texts demanding for their adequate comprehension, a very considerable experience
               with the particular significations of classical Chinese terms, Mao was already being
               conditioned to a number of social and political attitudes having a more-or-less Taoist
               cultural provenience through late-medieval popular tales that, as he said to Edgar
               Snow (though Mao does not mention the kinds of influence they had upon him—this he
               reserves to allusions in his poems), were already of intense interest to him during
               his boyhood. See Snow,  Red   Star   Over   China, 127, Schram,  Mao   Tse-tung, 21, and  Political   Thought   of   Mao   Tse-tung, 126, 388. Mao’s favorite boyhood reading included  The   Romance   of   the   Three   Kingdoms  and  The   Water   Margin, of which later sections of this present chapter will have more to say, and also
               Journey   to   the   West. These and other long tales, given final literary formulation, from the fourteenth
               through the sixteenth centuries, from multiple sources in history and ballads and
               popular plays, are well supplied with characters inclined to ruthlessness and adept
               in the tricks of winning games in power politics, along with a few characters who
               can lose with equanimity, and multitudes of characters who, from the perspective of
               these tales, are regarded as comic butts because they neither know how to lose with
               equanimity nor how to win through sharp wits and ruthlessly sharp deceptions.Though
               in the biographical data that has become available, Mao is nowhere quoted as having
               given any attention to another immensely popular medieval tale, the  Fengshen   yanyi  (封神演義), the  Romance   of   Installing   Immortals, his poems suggest that, either directly from the  Fengshen   yanyi, or by way of oral traditions connected with it, he early became partial also to
               this long yarn, which includes a deified Laozi among its characters. Full of grand
               anachronisms and gorgeous fights and tricks, the  Fengshen   yanyi  purports to be an account of how the long-ago Shang dynasty was overthrown by the
               ascending Zhou dynasty partisans. While as is usual in such old-style tales the world
               over, the common folks disappear into the universal dust bin, the big players on both
               sides, in this tale, are, after all the mayhem, all made “Immortals.” The mood again
               is that of a master joke. It is the mood that philosophers in the Western tradition
               who have also inclined to rationales analogous to those promulgated in the  Liezi  and associated, more impressive, works such as the  Laozi  and  Zhuangzi, have been calling, since Greco-Roman times, “the laughter of the gods.”There is
               no published English translation of the  Fengshen   yanyi. Valuable insights with regard to it, including substantial translations of some
               sections and translations of some of its earlier narrative sources, are available
               in Liu Cunyan’s 劉存煙  Buddhist   and   Taoist   Influences   in   Chinese   Novels, Vol. I, “The Authorship of the  Fengshen   Yenyi.” For those with the patience for it, a fair idea of the mood and scope of the tale
               can also be picked up from reading through the entries in some of its characters (especially
               on Jiang Ziya 姜子牙, who has particular relevance for Mao’s poems) such as are provided
               in E. T. C. Werner’s  A   Dictionary   of   Chinese   Mythology.From all these sources, from the symbolism of the sword developed in the  Zhuangzi  (the  Zhuangzi  passages are cited and discussed in particular relation to poems 16 and 18) and
               the potential political symbolism of power to take over “Heaven” suggested to Mao
               by the contexts in which he finds the tale of Gong Gong in both the  Huainanzi  and the  Liezi  contexts through which he delights to rouse the more cautionary versions of the
               tale of Gong Gong in which Gong Gong is presented as a villain rather than a clever
               hero, on to Jiang Ziya, whose arts and whose sword were mightily sharpened through
               assistance from Laozi, Mao acquires reinforcement for exercising the “sword” of his
               will in accord with a rationale for ruthless domination succinctly set out in  Laozi  V.It might appear, on the slight basis of one reference to “Laozi said” in Mao’s
               article on “physical culture” written in 1917, in which he associates Laozi solely
               with the Quietist tradition, that Mao did not perceive the activist possibilities
               connected with  Laozi  V, until he was into his thirties, supposing that some draft of his poem 1, which
               is fully within the  Laozi  V ambience, was composed in 1925. For Mao’s one remark in 1917 on Laozi and “immobility,”
               see Schram’s English translation,  The   Political   Thought   of   Mao   Tse-tung, 156. But two circumstances suggest the probability that, in this instance, as in
               other instances in his prose, Mao is using a stance he knows will be effective for
               the audience he is at the moment intent on capturing—in this case, young people in
               1917 who are, as Mao knows, already impatient with passivity and whose response he
               is also attracting, in this same article, by his disapproval of Buddhist contemplation
               and Confucian decorousness.The immediate circumstance suggesting that the remark in
               1917 may be a rhetorically convenient pose rather than evidence that he is unaware
               of any less passive doctrines in the  Liezi  has already been mentioned in chapter 1; the several other indications in his prose
               from 1917 to 1919 that he is already practicing that art of words that incites, by
               calculation, responses useful in attaining political power while concealing the speaker’s
               actual intentions in the use of that power, the art upon which the concluding lines
               of  Laozi  V give very shrewd advice. A more weighty circumstance, however, suggests that,
               by 1917, being already past his twenty-third birthday, Mao had already been aware
               for many years that experts in statecraft had found much in the  Laozi  and subsequent political doctrine in the Lao-Zhuang tradition supporting not only
               a rationale for a ruthless activism but also great craftiness in the art of words.
               That more weighty circumstance is Mao’s own remark made in 1936 to Edgar Snow and
               reinforced from a separate source in the reports of Mao’s school associate Siao Yu
               that Mao was not only from boyhood an avid reader of the  Romance   of   the   Three   Kingdoms  but carried the book about with him and made repeated references to it as his favorite
               authority on the subject of statecraft.No avid reader of the  Romance   of   the   Three   Kingdoms  since his early teens could miss the point that both Zhuge Liang and Cao Cao, the
               strategist and State-maker whose careers continued to occupy Mao’s attention even
               as late as 1954 (allusions in poem 17, 1935, and poem 24, 1954) took clues from the
               Laozi  having nothing to do with “immobility.” That this awareness is very much present
               in Mao’s poem 2, attributed date 1927, involving allusions to Cao Cao, and given the
               awareness of  Laozi  V, already present in poem 1, it seems rather likely that Mao had grasped the point
               of  Laozi  V already long before 1917. He would have also grasped the point that no sage commander,
               setting out to build his first political following, would be so unsagacious as to
               drop any clue, at the outset of his political career, that he proposed to become world-commander
               using people as his “straw dogs.” Mao did not let loose any version of poem 1 that
               gave full clue to its  Laozi  V connection, nor release any of the crucially related poems such as 16 and 18 until
               he was already approaching his sixty-fifth birthday and already well ensconced in
               Peking. And the poems further and fully asserting his rationale as world-commander
               do not emerge publicly until he is past seventy. 

         10. James Legge says, in his notes to  Laozi  V (The   Texts   of   Taoism, I, 50, 51) that the “grass dogs . . . were made of straw tied up in the shape of
               dogs and used in praying for rain, and afterwards, when the sacrifice was over, were
               thrown aside and left uncared for.” Mention of straw dogs also occurs in  Zhuangzi, XIV, the chapter called “The Turning of Heaven” (see Burton Watson,  The   Complete   Works   of   Chuang   Tzu, 158); they are there associated with rituals to sustain the power of the monarch.

         11. The account of the ritual procedure, the use of the fine cloths and fine baskets and
               then, after the ceremony, the flinging away of the straw-dog puppets has its source
               in chapter 14 of the  Zhuangzi.

         12. The sources indicating this fascination are Mao’s account of his own childhood, relayed
               through Edgar Snow’s  Red   Star   Over   China, indicating his early determination to out-command his very domineering father, his
               early attention to, and admiration for, the techniques of indirection by which his
               mother still exercised her own will, and Mao’s anecdotes illustrating his successes,
               while still a child, in outwitting and by-passing his father’s commands; the supplement
               to these accounts, provided by Siao Yu’s  Mao   Tse-tung   and   I   were   Beggars, in anecdotes of Mao’s school days indicating both his constant inclination to command
               and his success in doing so; and together with these sources, other sources, recapitulated
               in both Schram’s  Mao   Tse-tung  and Robert Payne’s  Mao   Tse-tung, recounting Mao’s activities as a student organizer of study groups for political
               goals, groups including young men and women who, in many cases, continued to be part
               of the nucleus of personal political power that he already possessed when, prior to
               his twenty-eighth birthday, he became one of the charter members of the CCP. That
               Mao himself sees his early assembling of a personal student following, while he was
               still himself a student, as a calculated exercise in domination is reflected in the
               phrasing he employs in his summing up of these recollections in the second stanza
               of poem 1. Instances of this phrasing, and its implications, are set out in section
               C of this chapter.

         13. The emphasis, as reminder, on the fact that Mao had his formal schooling in the period
               from 1900 to 1918 is itself relevant to his mastery of Chinese classical texts. Though
               courses in “Western learning” were also open to him in his schooling in Changsha during
               his teens and he availed himself of them, in contrast to development in Chinese schools
               after 1918, training in classics was still vigorous and rigorous in Mao’s student
               days, and it was in classics that Mao excelled. See, as cited above, information on
               Mao’s student years given by Snow, Siao Yu, Schram, and Payne, and also Schram’s comments
               in  The   Political   Thought   of   Mao   Tse-tung, 25, on the influence of his professor of philosophy, Yang Changji 楊昌濟. And though
               the biographical accounts do regularly mention that, while in Changsha after 1913,
               Mao also did much reading on his own in Changsha libraries, it should always also
               be remembered that Changsha was, at that period, not only a metropolitan center with
               access to all the currents of revolutionary ferment and provided with major Chinese
               periodicals on current affairs, but also that Changsha had already been for many centuries
               the home ground of distinguished scholars. In Mao’s student days its libraries did
               not lack for that great store of classical texts of which he deducibly was already
               availing himself with competence and enthusiasm. Among associates of his age group
               Mao was, by 1918, already a formidable intellectual among intellectuals, not only
               widely read and actively involved in current political events but, in contrast to
               some of his own age group, a still avid reader also in classics with the double gift
               of both power to express himself in the vernacular and skill in the trenchancy and
               terseness of a composer in classical Chinese.

         14. These include chapters I, IX, XIII, XIV, XVI, XVII, XXIV, XXXVIII, XXXIX, XLIX, LIII,
               LVII, LVIII, and LXXIV. 

         15. The essay by Jia Yi (201-169 B.C.), on the rulers of the State of Qin and the empire
               founder, Qin Shihuangdi, was preserved, within a generation of its composition, by
               its inclusion in Sima Qian’s (司馬遷)  Shiji  (史記),  Records   of   the   Historian, as well as in the later  Han   Shu (漢書), official history of the Han dynasty, and further insured survival through its
               inclusion, as an example of masterly Chinese prose, in the sixth century collection
               of representative library works, the  Wenxuan  (文選),  Literary   Selections. For those with a Chinese classical education the likelihood, down through the period
               of the schooldays of Mao Zedong which extended into 1918, of familiarity with the
               Jia Yi essay remained quite as probable as familiarity, among Westerners educated
               in the Western classical tradition, with Cicero’s orations against Catiline. In this
               instance, as in many others, Mao’s allusions represent, in the context of a classical
               education, no extraordinary erudition in terms of a traditional education. But without
               clues from an annotator, just as many Westerners born after World War I would be likely
               to suppose that a past referring to scythemakers’ street and draining the cesspool
               of the silver eagle was inventing the figures and totally missing the point of a poem
               for which the import of the poem depends on recognition that the figures refer to
               schemes comparable to those of Catiline, so many Chinese whose literacy lacks a classical
               basis have been as likely to suppose that Mao’s figure of the mat in his poem 8 and
               of the horsewhip in poem 14 are Mao’s own invention and so wholly miss their import,
               which, by Mao’s own intentions as a composer, depends upon their continual reference
               to schemes for world domination analogous with, while intending enormously to surpass,
               those entertained by the creators of the first historical Chinese empire.Translated
               into English by Burton Watson, the section of Jia Yi’s essay having to do with the
               ambitions of Xiao of Qin and the later might of Qin Shihuangdi is conveniently available
               both in  Sources   of   Chinese   Tradition, 166-168, and in the  Anthology   of   Chinese   Literature   from   Early   Times   to   the   Fourteenth   Century, 46-48. See also Burton Watson’s  Records   of   the   Historian, his translation of a number of chapters from the  Shiji  (New York: Columbia University Press, 1969).In the Jia Yi essay the predicate of
               the passage about Qin Shihuangdi and the horsewhip reads, in Watson’s translation,
               “drove the universe before him,” a widely effective rendering. The occasion, in chapter
               2 here, for paraphrasing this predicate in the remark that Jia Yi visualizes Qin Shihuangdi
               as forcing the whole cosmos to obey his will is conditioned by (1) Mao’s collocation
               of allusions, in poems 14 through 16 and poem 18, for his own hyperbolic portrait
               of himself as master of the cosmos, a collocation of allusions in which he portrays
               himself as literally riding, rather than merely driving, his competitors in making
               them submit to his will, a shift which draws into his own figures of speech allusions
               also to concepts of power derived from the  Book   of   Changes, and a shift that also accommodates the image of himself as a sword wielder (an image
               that, as has already been mentioned in chapter 1, derives from several literary sources,
               including the  Zhuangzi), further implying his superiority over the First Emperor in the power to compel
               the whole cosmos to accede to his will; and (2) Guo Mojo’s 郭沫若 poem which develops
               further multilayered allusions to Mao’s will to world domination, including one involving
               reference both to Mao’s earlier use of the Jia Yi image of Qin Shihuangdi and to Mao’s
               use of “cosmic” concepts taken over from the  Book   of   Changes. 

         16. J. J. L. Duyvendak’s  The   Book   of   Lord   Shang:   A   Classic   of   the   Chinese   School   of   Law  provides both a sound English translation of the complete  Shangjun   shu  and a useful explanatory introduction. As Duyvendak makes note in his preface, vi,
               vii, Confucianist denunciations of Shang Yang 商鞅, Lord Shang, which had continued
               for centuries, gave way in China, in the late nineteenth and twentieth centuries,
               to interest in rehabilitating the reputation of the  Book   of   Lord   Shang  as a significant document in the early history of Chinese political thought. Among
               political activists in the generation immediately senior to Mao, and with whose writings
               Mao was familiar, including those of Liang Qichao 梁啟超, their known interest in discussing
               a contemporary relevance for the doctrines of Shang Yang, continuing attention to
               editions of the  Book   of   Lord   Shang  during the 1920s, and the recorded approval of study of this text by one of Mao’s
               heroes out of the past, the strategist, Zhuge Liang (see Duyvendak, 152, citing from
               the  Collected   Writings   of   Zhuge   Liang) strengthen the probability that a considerable influence, however selective, from
               Shang Yang doctrine as well as from later contributors to Qin political theory is
               present in the matrix of Mao’s own views of effective statecraft. The several allusions
               in Mao’s poems to passages descriptive of Shang Yang in Han documents, including the
               Shiji  and Pei Yin’s 裴駰  Shiji   jijie  史記集解,  Commentary   on   Shiji,  increase the likelihood that, before the 1930s, Mao had already given some firsthand
               attention to the text of the  Book   of   Lord   Shang  itself.Though the  Book   of   Lord   Shang  appears, on internal evidence, not to have been put together as a “book” earlier
               than the third century B.C. and acquired its present form only over several subsequent
               centuries, its core, as Duyvendak mentions (51), can be accepted as representing the
               views promoted by Lord Shang in the fourth century B.C. Since Mao, in the manner of
               both poets and politicians, makes selective use, as has been mentioned earlier, of
               whatever views afloat in the tradition happen to be attractive to his temperament
               and to his purposes, the relevance, for this present study, of texts from the Warring
               States period of Chinese history is less the particular century to which one or another
               of the texts, as a finally recorded text, derives, than the fact of Mao’s habitual
               inclination, in designing poems on the subject of his own politics, to perceive his
               own political practice in terms connected with the Warring States advocacy of a ruthlessly
               autocratic statecraft.

         17. This passage concerning Lord Shang, derived from the scholar Liu Xiang 劉向, associated
               with the faction during the Han period partial to Taoism, by way of Pei Yin’s  Shiji   jijie, mentions with such brevity Shang Yang’s acquisition of control over the Three Armies
               by deception that, at first glance, it might seem unlikely to have caught Mao’s attention.
               But the fact that Mao, in his poem 17, is developing the theme of deception of armies
               also suggested to him by one of the texts for hexagram 13 of the  Book   of   Changes, when combined with a further indication that Mao carries in mind another Lord Shang
               reference from this same Liu Xiang text, and combined also with circumstantial evidence
               that Mao inclines to Liu Xiang’s view that the error causing Shang Yang’s downfall
               lay not in his generally shrewd methods in power politics but in his less than shrewd
               partiality for depending too often upon bloodily violent rather than upon psychologically
               more insidious tactics of domination, strengthen the likelihood that the Liu Xiang
               comments on Shang Yang are among the memories influencing Mao during his composition
               of his poems. For an English version of the Liu Xiang text preserved in Pei Yin’s
               Shiji   Jijie  see Duyvendak,  The   Book   of   Lord   Shang, 3-7.

         18. The term  lice,  shi  蝨, or as Duyvendak renders the term,  parasites  (197, 210, 236, 254, 304) and for which some translators use the term  vermin, and its association with  poison  (Duyvendak, 199) occurs initially in chapter 1 of the  Book   of   Lord   Shang;  lice  recurs in chapters 2 and 3 and, again associated with  poison, in chapters 3 and 5. Since in contrast with other texts of Qin-Han provenience that
               have attracted Mao, the  Book   of   Lord   Shang  is notably sparse in figures of speech, the  lice  and  poison  figures being thereby the more conspicuous, the likelihood that they caught Mao’s
               attention is considerable.

         19. The specific import of Mao’s  cang-ying, 蒼蠅, which are rendered, for poems 36 and 37, as  noxious   blueflies  derives from poems in the  Shijing, the  Poetry   Classic. Though the  Shijing  (variously identified in English also by various commentators and translators as
               the  Classic   of   Poetry, the  Odes, the  Book   of   Odes,  Book   of   Poetry,  Book   of   Songs) is, as a Chinese text, the edition, put together by Mao Chang 毛萇 of the second century
               B.C., that, from the first century of our present era acquired and held precedence
               over several other once-existing Han dynasty editions, the texts of the poems themselves
               derive, beyond doubt, from earlier centuries, from the seventh century B.C. back at
               least to the eleventh century B.C., with a few, among them those associated with the
               Shang dynasty, possibly from the twelfth or thirteenth centuries B.C. Mao’s allusive
               uses of the image of  flies  is based on their traditional association in  Shijing  poems with people who hover around the ruler and temporarily attempt to annoy him.
               But Mao’s allusions to  Shijing  poems are frequent and often much more subtle than the early traceable  cang-ying  sequel.Though one conspicuous source of his  ants  and  beetles  figures in his poem 37 is a famous Tang dynasty prose tale, they argue their import
               also from earlier sources, including the  wood-eating   ants  of the  Hanfeizi, an  ant  context in the  Shujing  書經,  History   Classic  or  Documents   Classic, and the custom among poets included in the  Chuci  楚辭 anthology (third century B.C. to second century A.D., the collection also known
               as  Songs   of   the   South  of using specific insect figures, including ants, to signify people whose influence
               on government affairs these poets deplore.

         20. On the problem of supplying an adequate equivalent in English for the views and practices
               of  Fajia, H. G. Creel, in his  Chinese   Thought   from   Confucius   to   Mao   Tse-tung, pages 117-118, supplies trenchant comment, remarking that for the  Fajia, the setting up of fixed laws was one means but not the only means advocated, that
               they were not particularly concerned with careful interpretation of the laws propounded,
               and that the historian of Chinese philosophy, Fung Yu-lan 馮友蘭 is correct in emphasizing
               that what is signified by the views and practices of  Fajia  does not at all signify what is represented by such English terms as jurisprudence.
               Creel remarks further that though in order to avoid the term  Legalism  as a translation of the term  Fajia, the term  Realism  has become a customary alternative, used in the sense of  hardheartedness, and that  Fajia  adherents undoubtedly thought of themselves as  realistic, the  Fajia  saw only “part of reality.” Creel might have added, however, that those who use
               the term  Realism  for  Fajia  have deducibly in mind a correlation with the term  realpolitik, policies that, aimed at exercise of maximum political power, disdain concern with
               compassion and benevolence, are committed to employ whatever means will serve, whether
               deception or overt violence.The most telling criticism of the use of  Realism  as an equivalence for  Fajia   is that it does not render the intentional meaning: that the users intend to signify
               not  Realism  but  Realpolitik. Though going on to consider the possibility of using such terms as  authoritarians  or  totalitarians  to describe the advocates of  Fajia  and pointing out that  totalitarian  is particularly appropriate as an equivalent for  Fajia  doctrine, Creel concludes, for his own purposes, that he will “respect convention”
               and continue to identify as Legalists those associated with  Fajia, including Shang Yang and Han Feizi. Creel, 118, makes resourceful points that thinkers
               from various States, including Guan Zhong (管仲) of Qi (mid-seventh century B.C.), Shen
               Buhai (申不害) of Han, Shen Dao (慎到) of Zhao who was an officer of Qi, as well as Han
               Feizi of Han who served in Qin, are associated with so wide a range of views that,
               though it has been customary to connect them all with  Fajia, arguments can be made for other classifications.In discussion for which use of the
               term  Fajia  becomes essential it might be serviceable simply to take over into English the term
               “Fajia,” acclimatizing the recognition that its most consistent aspect is its advocacy
               of a totalitarianism in which the whole populace is drilled to conform in thought
               and action to the demands of a State controlled by an absolute and ruthless autocrat
               and that its unvarying aim is domination by this State over all other State polities.
               For this present study, however, the term  Fajia  can largely be dispensed with; the more informative fact, with regard to Mao’s political
               views and motivations registered in his poems, is that his concept of a rationale
               for ruthlessness is a selective adaptation of views already current in the Chinese
               area from the fourth into the second centuries B.C.Just as, without being a Taoist,
               Mao has been influenced by some passages in the  Laozi  and  Zhuangzi  as well as by the much later  Liezi, so, without being an adherent of  Fajia, he has been influenced, selectively, by views found in texts associated with that
               school of thought also. Mao’s shaping of his own realpolitik and his own practice
               as an autocrat is, in its own way, as individual a dynamic, fed from many sometimes
               seemingly incongruous sources, as has been the realpolitik of Western autocrats, operating
               in their own selective nurture of seemingly incongruous impacts from Judaic, Greek,
               Roman, and later European “Christian” views of State polity. Nevertheless, just as,
               for a number of Western autocrats, Caesarism might be recognized as one pervasive
               influence, so, for Mao, Qin autocracy, with its consequences in and beyond Han, is
               one pervasive influence. It receives, accordingly, considerable attention early in
               chapter 2.

         21. An English translation of this passage on the colloquy between Chao Liang and Shang
               Yang introduced by Sima Qian into his biography of Lord Shang is available in the
               “Shang Yang in History” chapter of Duyvendak’s introduction,  The   Book   of   Lord   Shang, 27.

         22. With the exception of Mao’s campaign to “correct” the attitudes, in 1942, of the intellectuals
               who had by then made their way to Yanan, a campaign that acquired retrospective interest
               in connection with further such campaigns of which the intellectuals were particularly
               targets in the 1950s and 1960s, most attention outside of mainland China to Mao’s
               “rectification” campaigns has focused on those occurring since the founding of the
               PRC in 1949, the steady sequence of “corrective” campaigns to induce or compel whatever
               attitudes and actions Mao has regarded as tactically useful in particular years (and
               involving calculated changes in the requirements over the years) not only from intellectuals
               but also from farm workers and factory workers and from both the Army and the Party.
               One useful reminder, however, that Mao’s attention to concerns paralleling those that
               occupied the Qin rulers and their ministers some twelve hundred years earlier that
               was plentifully visible before 1949 is provided by his editorial that appeared in
               the  Liberation   Daily  (Yanan) for April 27, 1945 (see  Selected   Military   Writings   of   Mao   Tse-tung, Peking: Foreign Languages Press, 1966, pp. 309-313), with its Qin-like emphasis
               on the armed services as production units (food and equipment) as well as fighting
               units and equally Qin-like emphasis upon “rectification” of thoughts and attitudes
               as the responsibility of the Party cadres who, in Mao’s Yanan system, correspond to
               Qin’s centrally controlled officialdom. The editorial is headlined “On Production
               by the Army for Its Own Support and on the Importance of the Great Movement for Rectification
               and Production.” But the difference from the Qin approach, as chapter 2 is noting
               in other connections, is also significant. Mao relies for the dynamics (313) of his
               “two great movements of rectification and production,” in which it is to be observed,
               “rectification” of thoughts and attitudes takes precedence, not upon any specified
               code of rewards and punishments but upon the subtler psychological device of conjoining
               the compliment of attributing to the populace the ability to produce food and equipment
               through “self-reliance” (309) while enjoining the requirement of conformity in thoughts
               and attitudes to his own version (312) of “Marxist education, that is, the rectification
               movement.” The emphasis again is on the “rectification,” the “Marxist” aspect being,
               as noted elsewhere, a tactical aspect of his prose and regularly excluded from his
               poems. Unlike his prose, addressed to the local variables of the 1930s to the 1960s,
               his poems anticipate a “rectification” continuing into a future envisioned as wholly
               displacing Marxism by Maoism.

         23. Translation of the brief text known as the  Dengxizi  are included in both Alfred Forke’s “The Chinese Sophists,” Journal   of   the   Royal   Asiatic   Society,   North   China   Branch  (1902), Vol. 34, No. 1, and in Hellmut Wilhelm’s “Schriften und Fragmente zur Erstwicklung
               der Staatsrechtlichen Theorie in der Zhou-zeit,” Monumenta   Serica  (1947), Vol. 12, No. 41. Though Deng Xi was a quick-witted debater reported to have
               flourished prior to the fifth century B.C., the text known as the  Dengxizi  is considered to be a much later compilation of opinions customarily attributed
               to him. Whatever the century of compilation (a date as late as the fifth century of
               our era has been proposed) the opinions are noticeably congruent with others that,
               arguing for autocratic world rule and also for attaining advantage through clever
               use of words, were flourishing during the period of the Warring States and most notably
               in the fourth and third centuries B.C..

         24. An English translation of this passage from the  Xunzi  on the subject of Dengzi subtleties is included in Fung Yu-lan’s  History   of   Chinese   Philosophy, Derk Bodde, translator, (Princeton: Princeton University Press, 1952), Vol. I, 193.
               However rather than carrying over the Fung-Bodde term,  ignorant   masses, I prefer the reading  less   informed   populace  to represent the people to whom the  Xunzi  text intends reference as those whom clever talkers deceive and confuse. In context,
               it would appear that the intended contrast is between less bookish clerks and officials
               and ingenious talkers who overawe and deceive them with arguments that those other
               clerks and officials do not know how to challenge.As to Xun Zi (died 238 B.C.) and
               the text of the  Xunzi, that some indirect transmission is likely derives from (1) the personal influence
               of Xun Zi himself upon both Li Si and Han Feizi, who had been his students and in
               turn, as migrating scholars, were active in Qin, (2) the influence of the text of
               the  Xunzi  upon the theorists in politics and education, and (3) the marked revival of interest
               in the  Xunzi  going on during Mao’s student years. Classified as a Confucian text and advocating,
               in Confucian terms, a “benevolent” rather than a ruthless government, the  Xunzi  nonetheless combines a Taoist view of Heaven as an impersonal force with a strongly
               totalitarian approach to both education and politics. These matters are germane in
               establishing a final perspective upon Mao’s selection into his own rationale, from
               a number of schools of Chinese thought, including Confucianism, of elements congruent
               with his tastes and temperament. But since the non-Confucian elements in the Chinese
               tradition already strongly developed by the fourth to the second century B.C. and
               their renewed impact during the third century of our era, during the decline of Han
               and through the Three Kingdoms period are, as Mao’s poems attest, the major influences
               upon Mao’s rationale, these are the points of attention appropriate for the introductory
               purpose of chapter 2.

         25. The  Lüshi   Qunqiu,   Mr.   Lü’s   Spring   and   Autumn  was compiled under the direction and patronage of Lü Buwei in 240 B.C., just prior
               to the political downfall of this powerful merchant who, having been protector and
               patron of the father of the prince who became Qin Shihuangdi, having served as regent
               for that prince, and having been one of Qin’s architects of empire, came to be regarded
               as too powerful a competitor by two of his own protégés, the prince and his scholar-poet
               minister, Li Si. In 235 B.C., Lü Buwei died, having preferred, according to the official
               version of his death, to swallow poison voluntarily rather than endure the decree
               of banishment to the back-country southwest. But his book, of which he may have been
               the actual editor as well as the known patron, and to which the scholars that he assembled
               at the Qin court from many States had contributed, has survived to become a significant
               record of beliefs, opinions, anecdotes of figures in earlier Chinese history, and
               folklore current in China during the third century B.C..Carrying the  Spring   and   Autumn  title in analogy with the traditional title of older State chronicles, including
               the eventually canonized  Spring   and   Autumn, or  Annuals, of the State of Lu maintained down to the opening years of the fifth century B.C.,
               this  Lüshi   Qunqiu  is itself not an old-style set of entries dating and tersely noting, each year,
               a few events of concern to the State and its ruling family. And despite its incorporation,
               particularly in its later sections, of a miscellany of essays representing a variety
               of views on Heaven, Earth, and humankind, it does possess an organizing theme. This
               theme is implicit in its dominating opening chapters presenting a ceremonial almanac
               combining a Confucian emphasis upon the importance of scrupulous and elaborated rituals
               with a viewpoint synthesizing elements of Daoist and Fajia thought in the dramatized
               figure of the Qin ruler as world emperor synthesizing, through rituals correlated
               to the months and the seasons, an identity with the processes of “Heaven in its dealings
               with Earth.” By the subsequent incorporation, now under Confucian aegis, of this same
               Lüshi   chunqiu  呂氏春秋 not of imperial rituals in the Han text known as the  Liji  禮記 and its consequent impact, not only upon the ritual practices of Han and all
               succeeding emperors but also upon the thought-habits of the Chinese people, in fixing
               the emotional as well as the intellectual identification of the ruler with the processes
               of Heaven, the  Lüshi   chunqiu  is, I would propose, culturally a much more relevant document for insights into
               the Chinese tradition than has thus far, in the West, been much recognized beyond
               the work of Richard Wilhelm, in his German translation,  Frühling   und   Herbsdt   du   Lü   Bu-Wei, a perceptive though brief comment by Ch’en Shou-yi in his  Chinese   Literature,   A   Historical   Introduction, 107, very brief excerpts in English included in  Sources   of   Chinese   Tradition, 223-226, and in Wing-tsit Chan’s  A   Source   book   in   Chinese   Philosophy, 250, as well as several included in Fung Yu-lang’s  History   of   Chinese   Philosophy, I, for example, 77 ff, though, inconveniently, the excerpts from  Lüshi   chunqiu  are, by some oversight, not indexed. The Chinese text of  Lüshi   chunqiu  is available in both  Sibu   congkan  and  Sibu   beiyao  editions.

         26. In the minds of their Qin opponents the common factor linking the Confucians and the
               Mohists was the advocacy by both Confucians and Mohists of the priority of public
               welfare rather than State power and their disapproval of aggressive militarism. Nonetheless,
               the differences between the Confucians and the Mohists themselves ran rather deep.
               Mohists deplored Confucian support of elaborate family and State ceremonies which
               Mohists regarded as wasteful of wealth and energy. Confucians deplored Mohist advocacy
               of  ai  愛, of  love  in the sense of regard for the equal value of all human beings, in contradistinction
               to Confucian  ren, of  benevolence  that accommodated and approved family and class distinctions. Mohists deplored Confucian
               emphases upon priority of devotion to one’s blood-kin though Mohists, whose organization
               was military in structure with a commander to whom they were expected to render absolute
               obedience, professed that their concern was solely for defensive military action and
               were critical of States waging offensive war against other States, Confucians deplored
               the Mohists’ extensive attention to military arts. Mohists deplored Confucian preoccupation
               with the expansion of their own influence as an intellectual elite and their indifference
               to military arts. Confucians were equally impatient with some of the later Mohists
               who added to their military arts the sophistical art of making war with words. Mohists
               were equally impatient with Confucians who, because of their frequenting of State
               courts as councilors, were, in Mohist opinion, more concerned with aristocratic privilege
               than with the welfare of commoners.Mohism as a “school” disappeared from much public
               attention after the Warring States period but, as Fung Yu-lan and others have suggested,
               probably exercised some influence in numerous Chinese secret societies down through
               the centuries until it re-emerged not as a “school” but as a subject of some interest
               to Chinese intellectuals during the political ferment of the late nineteenth and early
               twentieth centuries. In evolving his own rationale from many possibilities in the
               Chinese tradition, Mao Zedong is no more a Mohist than he is a Confucian or a Fajia
               adherent or a Taoist. Mao’s prose explicitly rejects the Mohist doctrine of  ai  and his poems implicitly reject it. Mao’s prose tactically pretends to favor only
               war for self-defense but his poems explicitly accommodate the proposition of aggressive
               war under the guise of destroying “enemies” on “all continents” (poem 37). But in
               relation to Mao’s eclecticism in building his own worldview out of possibilities within
               the Chinese tradition, he expectedly includes some attention to Mohist emphasis upon
               a multilayered populace and utilitarian, common-folks patterns of behavior and social
               economy among factors Mao has accommodated to his own strategy as autocratic commander
               of a populace disciplined to a military pattern of obedience.

         27. In his poems Mao makes only one mention, in poem 23, of the pertinence of emotional
               persuasion through music and drama in sustaining popular attachment to his regime.
               But in his political practice, seasonal ceremonies such as the great open-air assemblies
               in Peking, ritual gestures such as his emerging at sunrise to be viewed by such assemblies
               and receive their salutations as past kings and emperors were saluted at dawn by their
               courtiers, his pattern of long disappearances from public view thereby increasing
               the dramatic impact of each re-emergence, as well as his promotion of music, dance,
               sports, and theater as State-directed and State-controlled resources through which
               to fix a prescribed range of ideas and emotions throughout the populace may be very
               little in debt to the less spectacular uses of music, flags, sports, and theater by
               the non-Chinese CPs and much more in debt to insights coming through the  Lüshi   Qunqiu  into later imperial courts by way of the  Li   Chi—clues to the psychological utility of music, color, and mime made to function in
               constant association with the glorified person of the ruler, clues that he has extrapolated
               and adapted to the expectations of a time and a society that, while disinterested
               in the old court trappings of emperors, has nonetheless accepted him as a de facto
               emperor and accorded him both the imperial  wan-sui  萬歲 shout of adulation and the traditional imperial cognomen of  tai-yang  太陽,  Great   Sun.Analyzing his poems in detail, later chapters here will point out that Mao is fond
               of wordplays on the Chinese term  chao  朝,  royal   court. He uses this term—for example, in poems 20 and 32—so as to make both meanings, 
               dawn  and  royal   court, essential to the import of those of his poems in which this term appears. Similarly
               his uses in his poems of terms for  red  and images connoting  red  conform consistently not to a Communist Party context but to such interests as that
               in the  Lüshi   qunqiu  (ch. 13, sec. 2) identifying King Wen of Zhou as the founder of China’s first ritually
               “red” dynasty, when, as the  Lüshi   chunqiu  says “Heaven set forth Fire and a red bird presenting a red book” appears as signal
               and symbol of ascendant royal rule. Chapter 4, forward, discusses this context in
               relation to Guo Moruo’s association of Mao with symbolic Fire and in relation to Mao’s
               identification of himself, in poem 23, with the cock and Guo’s allusion to Mao, explicitly
               alluding to Mao’s poem 23, under this same symbol.As to his effective promotion of
               theater as a State-sponsored psychological reinforcement of popular commitment to
               his regime, an incidental but apt illustration is provided in an article by Lois Snow,
               Edgar Snow’s widow, in the  Saturday   Review, Vol. 55, No. 45 (November, 4, 1972), 36-40. The article, itself an excerpt from
               her book  China   On   Stage, carries the rather jejune title “The Cultural Revolution Is Over, but Mao’s Melodies
               Linger On,” but its subtitle is apt: “As China opens its gates, we see a government
               not only supporting opera but running it—viewing music, dance, acrobatics, and mime
               to push the Chairman’s message.”

         28. See above, note 4.

         29. Though unlike Han Feizi, Li Si’s former fellow student, interim colleague, and ultimate
               political victim, Li Si’s writings were never gathered in a book bearing his name,
               one of his several innovations in Chinese political practice; his custom of proffering
               counsel to the ruler in writing eventuated in the transmission of his essays, formally
               designated as “memorials” to the Qin emperor, into the archives of the succeeding
               dynasty, the Han. Because the Han archivist of the close of the second century B.C.,
               Sima Qian, in his own way also an innovator, included in his design for his monumental
               Shiji, his history of China from its legendary beginnings through the reign of Han Wudi,
               the practice of transcribing into his text the complete texts of surviving earlier
               documents, Li Si’s “memorials” were not only preserved but became, through the  Shiji, part of the standard literary assets of subsequent Chinese literati down to the
               generation of Mao Zedong. Substantial excerpts from Li Si’s “memorial” essays translated
               into English are available both in Burton Watson’s translation from the  Shiji  in his  Records   of   the   Historian  and are included also in  Sources   of   Chinese   Tradition, the memorial advising the continued acceptance by Qin of clever men from other States,
               using the argument that not to do so abets their offering their quick wits to the
               service of other States and thus making those States more difficult for Qin to dominate,
               is included in Ch’en Shou-yi’s  Chinese   Literature:   A   Historical   Introduction, 109, together with the translated text, 109, of one of Li Si’s fulsome compliments
               to Qin Shihuangdi, a poem inscribed on stone in 218 B.C. 

         30. See Arthur Waley,  The   Way   and   Its   Power, 69.

         31. Popular accounts of early Chinese history with considerable circulation both inside
               and outside of China have encouraged the notion that the destruction of books in the
               reign of Qin Shihuangdi was enormous and indiscriminate. But close attention both
               to the text of Li Si’s proposal for totalitarian thought control and to the subsequent
               history of books and pages surviving into the Han dynasty provides a more viable perspective
               not only upon the assumptions governing Qin thought-control policy but upon the differences
               as well as the connections, by precedent, in PRC policy patterns affecting libraries,
               bookstores, and schools, culminating, in and after the Cultural Revolution of the
               1960s, in a conformity of behavior and a conformity of expressed opinion among the
               largest populace ever thus dominated.The central intent of Li Si’s policy, approved
               and promulgated by Qin Shihuangdi, corresponds to that also proposed in the papers
               attributed to Li Si’s former fellow student Han Feizi, and already suggested a century
               earlier by Lord Shang. As the Li Si advisory to the Qin emperor indicates (an English
               translation, from the Li Si text included in the  Shiji, is available in  Sources   of   Chinese   Tradition, 154-155; Chinese text, see  Sibu   beiyao  series, box vol. 38,  ci  90,  juan  87, pages 6b, 7a) Li Si’s aim, inclusive of attempting to control information about
               the past history of East Asia by proposing to destroy all State records except those
               of the State of Qin, is the suppression of all book learning among the general population
               except that related to medicine, agriculture, tree culture, and diurnation (this latter
               corresponding, for that period, to a branch of “science”) and to bring even the members
               of the State-sponsored Academy of Scholars under the general threat of execution if
               they defied the general proscription against openly discussing the two books particularly
               venerated by Confucians, the poems surviving from earlier centuries (which include
               a number complaining of oppressive officials) in the collection, the  Shi and the Zhou collection of documents known as the  Shu. Significantly, the libraries of the Academy of Scholars were exempted from destruction,
               an exemption suggesting that the intent was not, as has sometimes been supposed, to
               destroy all texts concerned with Zhou history and earlier and the texts of the several
               schools of philosophy but to make known a controlled State monopoly, discussable within
               the academy but kept out of the minds and hands of all but a small, State-supported
               intellectual elite. Since books of that period consisted largely of bulky bundles
               of bamboo slips in the possession of comparatively few families, the order that books
               not on the exempt list of “practical” subjects and not in the libraries of the academy
               be collected and burned could, had the order been thoroughly enforced over very many
               years, preserved much as Li Si’s aim.The failure of Qin thought control policy was
               a consequence of a development neither foreseen nor guarded against by any long-term
               strategy by Li Si and Qin Shihuangdi; the collapse of the Qin regime almost immediately
               upon the death of the First Emperor, inclusive of the execution of Li Si by the Second
               Emperor, who was in turn put to death by his own chief advisor, the rise of anti-Qin
               rebellions; the eventual triumph of Liu Bang’s faction, and the political resurgence
               of literati of various persuasions and most markedly of the Confucians. All this occurred
               within less than three decades after the enactment of the proscriptions set up through
               Li Si’s “Burning the Books” advisory to Qin Shihuangdi. The brief span and abrupt
               collapse of Qin had several consequences, however, that continued on through Han and
               later dynasties all the way through into Mao’s PRC. Qin organizational policies were
               in major part retained or recurrently reviewed but interpreted under most dynasties
               no longer as Qin doctrine but as Confucian-approved procedure much as, under Mao,
               it operates under the facade of Marxist-Leninist procedure, and three thousand years
               earlier the canny Zhou Dynasts took over the Shang populace by claiming precedent
               in the actions of Tang, the founder of Shang centuries earlier still and also producing
               pseudo-Shang moral tales for the instruction of the people in absolute obedience to
               Zhou rule (see H. G. Creel,  Studies   in   Early   Chinese   Culture) on indications that the so-called Shang documents in the  Shu  were either invented by or thoroughly worked over by Zhou scribes to give them a
               superficial appearance of Shang connections. With regard to the Qin aim of thought
               control, setting the impress of a single State doctrine in the minds and emotions
               of the whole populace, the Han and subsequent dynasties revised an insight already
               deducibly present in old Zhou practice: the perception that though totalitarian thought-control
               is indispensable to the survival of autocratic rule over a large population, it is
               less than psychologically shrewd to use blatant methods such as publicized book burnings
               and publicized executions and forced labor projects to accomplish this totalitarian
               goal. As the Confucian literati discovered, perhaps with some clues from early Zhou
               practice reflected in the  Shu, the shrewdest exercise of thought control entails avoiding publicized pressures
               such as book burnings and fixed laws on executions and forced labor for specific “heresies”
               and proceeding instead by control of scholarly preparation and participation of texts
               and interpretation of texts required for advancement of states in government-controlled
               appointments and by control of the writing of history, omitting events where convenient
               and, with regard to included events and persons, fixing “praise and blame” in ostensible
               imitation of Confucius’s supposed handling of the  Chunqiu,   Spring   and   Autumn  chronicle of the state of Lu; see also Mao’s poem 18 in which his “praise or blame”
               allusion, line 9, is a subtle announcement of his own plan, in turn, to rewrite history
               to Maoist specifications) according to an orthodox Confucian perspective that, by
               Later Han onward, largely prevailed—prevailing so successfully down into the seventeenth
               and eighteenth centuries that this Confucianist version of Chinese history, carried
               over to Europe, still shows its traces in much Western schooling on the subject below
               the graduate specialist level.When Mao, in turn—and according to his poems, at least
               as early as the 1920s—had fully set his will upon making himself, under the guise
               of a CCP commander, a de facto new First Emperor, he had already taken from the practice
               of Qin and its shrewder adaptations during subsequent dynasties, both precedent and
               warning. He was moving to seize increasing control of the education of the young and
               by the 1930s already employing subtle rather than readily advertised and attachable
               methods of increasing pressure for conformity of behavior and of expression of opinion.
               By 1942 he had embarked on the process, highly developed by the 1960s, of limiting
               access to controversial literature or controversial interpretations of it among the
               larger populace without recovering access to unlimited ranges of information among
               an elite of “politically reliable” literati canny enough and wary enough to estimate
               the cost to themselves, should any officially reserved categories of information or
               opinion filter back into the general populace. Sporadically after 1949 and intensively
               after 1962, PRC circulated versions of Chinese history and of world history preceding,
               up to, and including accounts of Mao’s career, have been made to conform to Mao’s
               views regarding what is to be omitted and what is to be presented for “praise or blame.”In
               the years before Fung Yu-lan became compliant (1952 and increasingly thereafter) to
               PRC requirements for centralized control of thoughts and attitudes, he had remarked
               (see  History   of   Chinese   Philosophy, Vol. I, Bodde’s translation, 403 [adjusted to pinyin, Ed.]):Fung does not have occasion
               to mention, in this connection, the subsequent proscriptions and persecutions, for
               opinions unacceptable to the Chinese throne and its advisors, including some further
               book burnings, during the ninth, twelfth, and thirteenth centuries as well as the
               seventeenth century, prior to the further major proscriptions and persecutions during
               the Qianlong reign in the eighteenth century, including so large a destruction of
               written works that, as Goodrich has noted (The   Literary   Inquisition   of   Ch’ien-lung, 6, and note 37), the writer, Wang Guangwei 王光煒, referring to it in 1926 [see Beida
               yanjiusuo guoxuemen zhoukan 北大研究所國學門周刊 Beijing University Institute of National Studies
               Weekly, Ed.], expressed the opinion that it was exceeded only by that which occurred
               in the reign of Qin Shihuangdi. It may be the occasion to mention, however, that the
               concept of a Chinese world order that Mao envisions in poem 18 and proclaims in poems
               37 and “38” as the ultimate aim of his strategy includes, to quote Fung Yulan, “the
               same historical tendency” that was already conspicuous in both the Qin and Han dynasties
               and, as earlier noted, was deducibly present, by indication from Zhou documents in
               the  Shu, most of a thousand years earlier. For the determination to dominate the minds of
               large populations Mao Zedong, in sum, needed no clues from Communist Party practice
               in the USSR since he has been the direct heir of “a historical tendency” to use, according
               to the circumstances of changing times, whatever techniques of thought control seemed
               most effective in ensuring from the populace emotional and intellectual submission
               to behaviors and opinions prescribed by an autocratic ruler.

         32. As preface to a note on particular reasons for the locution  Han   State, this becomes a convenient moment to remark on a general reason for capitalizing,
               in chapter 2, the term  State. This emphasis, by capitalization, calls attention to the political relevance of
               the existence of many competing States through several key periods of Chinese history,
               of Mao’s particular attention to the history of competing States in East Asia, and
               assumptions he extrapolates from their history in developing a strategy for dominating
               States on all continents around the globe.Mao’s interest in Han Feizi is his interest
               in a political philosopher who, finally impatient with the inability of his own monarch
               to attempt a “world domain,” does not yield up his idea of the possibility of unifying
               the world under a ruthless autocrat even though, in Han Feizi’s case, his venture
               into the already much more powerful court of Qin State led, not unpredictably, to
               his incarceration and death. Reportedly his death occurred on orders initiated by
               his former fellow student Li Si. Though urging the disposal of Han Feizi on the argument
               that, as a prince of Han State, he could be suspected of intending to preempt Qin
               power in favor of Han, Li Si probably was also eager to have Han Feizi out of the
               way since Han Feizi had the potential of preempting Li Si’s own power as Qin’s prime
               minister. It is commonly noted in accounts of the history of Qin that once Li Si had
               brought about Han Feizi’s death, Li Si does not hesitate to take over and promote
               a number of Han Feizi’s ideas, even explicitly citing Han Feizi in subsequent advisory
               memorials presented to Qin Shihuangdi.Besides the reminder, through the phrase,  prince   of   Han   State, that Han Feizi belongs to the period when Qin State was still completing its maneuvers
               for domination over all the States from west and north of the Yellow River to south
               of the Yangtze down to the lower courses of the rivers emptying into the “southern”
               sea in the vicinity of the islands now known as “Hong Kong,” an auxiliary function
               for the choice of the phrase  prince   of   Han   State  is indication of a distinction, for those not already very familiar with Chinese
               history and problems in the transcription of Chinese names, between  bu  . . .  nan 不難, poem 17,  wu-nan 無難, and the  Han  [fourth tone] term written 漢 signifying both the name of a river in central China
               and thence, in connection with the political career of Liu Pang, the  Han  dynasty. It is in connection with the achievements of the Han dynasty that the Chinese
               refer to themselves as  Han. It is incidentally typical of Mao’s devices in his poems for indicating to those
               who read him closely the intended force of his allusions to past history that in his
               poem 9, which includes even more pointed allusions to his intention to adapt within
               his own strategy, tactics connected with several Han dynasty emperors, Mao does not
               use the simplified character for  Han  omitting the water radical in line 3 of poem 19, in which the surface reference
               is simply to the Chinese in general as  Han, but includes the water radical, thus reinforcing attention to his specific  Han  漢 dynasty allusions in other lines of the same poem. To have some introductory awareness
               of these matters can defend the reader of translations from irrelevant conclusions.
               Mao’s explicit use of  Han  in his poems always connects with the Han dynasty; though he often alludes to passages
               from the book, the  Hanfeizi, the term  Han  韓 in the sense signifying the old Chinese State of the Warring States period, does
               not appear in the poems.

         33. The book, the  Hanfeizi, includes a number of disquisitions on the exercise of power by a canny and ruthless
               autocrat that are accepted as the composition of Han Feizi himself, together with
               other essays consonant with his doctrines. As the  Shiji  (chüan 53) notes in its biography of Han Feizi, and as is also directly discernible
               from the  Hanfeizi  essays, the  Hanfeizi  rationale is explicitly related to political attitudes derived from teachings associated
               with Taoist political positions on rulership associated with the  Laozi  and the  Zhuangzi. The standard Chinese text of the  Hanfeizi  is available in the  Sibu   congkan  edition; a complete translation of it is provided by W. K. Liao,  The   Complete   Works   of   Han   Fei-tzu:   A   Classic   of   Chinese   Political   Science, and substantial translated excerpts are available in the De Bary edited  Sources   of   Chinese   Tradition, in the Fung-Bodde  History   in   Chinese   Philosophy, I, and in Wing-tsit Chan’s  A   Source   Book   in   Chinese   Philosophy. Incidentally pertinent to the renewed currency of interest in the  Hanfeizi  view of government is the fact that a Chinese edition of it was newly prepared and
               published in Changsha during the late 1890s and subsequently reprinted in Shanghai.
               It is the text from which W. K. Liao prepared his translation during the 1930s. Discussion
               of the  Hanfeizi  and also of the  Huainanzi  and  Liezi, all including explicit connections with Taoist teachings on realpolitik, were actively
               interesting the Chinese intelligentsia during Mao’s schooldays and, by evidence of
               his poems, readily captured his interest.

         34. The signification of  zhu, though particular to the Chinese Warring States period, is by no means unique to
               the  Hanfeizi; and Mao attaches to the term its  monarch  aspect in relation to the  Book   of   Changes  (see section C) and its  commander  aspect in relation to the  Sunzi. Mao’s choice, for poem 1, of the true  zhu  to signify his intent to become absolute  lord-and-master  of the process of events that he will both ride and manipulate toward his domination
               first of China and then of the whole world, may be assumed, given his obvious delight
               in wordplay manifest throughout his poems, to include not only the intentional allusions
               to occurrences of the term in such texts as the  Hanfeizi,   Sunzi,  and  Book   of   Changes, but one of his own private jokings with the modern term  zhuxi 主席, literally  lord’s-mat-position, which, in its modern sense as  chairman, transfers to the power post within the CCP toward which Mao was aiming as the usable
               political position from which he could thereafter move more expeditiously to wider
               domination.Though it may have been inconceivable to any of his CCP colleagues in the
               period prior to 1928 (he assigns poem 1 the date of 1925) that Mao Zedong was already
               setting himself up to take over the chairmanship of the CCP, which he finally did
               take in 1935, and beyond the imagination of most observers anywhere in 1925 that the
               chairmanship of the CCP could become the crucial power point for an eventual total
               domination of China, the pattern of predictions throughout Mao’s verse-sequence tends
               to support the probability that he may have, not only by 1925 but even in his affiliating
               with the CCP in 1921, already worked out in his own mind the option of a planned sequence
               of control of the CCP along with the development of personal influences over armed
               forces—the tactics celebrated from poems 3 onward to particular emphasis in poem 17—as
               the most likely road toward the commander-monarch power from which he could actualize
               his intention of becoming successor to and, in actualized power, superior to all preceding
               emperors.

         35. Exposition of the specific functions of this imagery at the points at which Mao makes
               use of  Hanfeizi  images is, as in the case of his uses of other images with illusory functions, provided
               in the later analytical chapters dealing with the individual poems.

         36. Whoever may sometime look into the history of the composition and promotion of the
               words of songs circulated and by the 1960s canonized, in a manner of speaking, as
               ritual praises of Mao Zedong may wish to speculate on possible connections between
               the passage in  Hanfeizi  XIV on the commander as “helmsman.” Though in the  Hanfeizi  the helmsman is envisioned as the master of streams and rivers, with no mention
               of seas, the theme and import is the equivalent of that in the PRC hymn to Mao, “Sailing
               the Seas Depends Upon the Helmsman.”

         37. Translations of short excerpts from several of the 21 essays of the  Huainanzi  can be found in De Bary, ed.,  Sources   of   Chinese   Tradition; Fung Yu-lan’s  History   of   Chinese   Philosophy, Vol. I; and Wing-tsit Chan’s  A   Source   Book   in   Chinese   Philosophy; however, none of the translated excerpts provided are from the “Binglüe” 兵略 essay,
               chapter XV of the  Huainanzi. The summary provided in chapter 2 of passages from the “Binglüe” reflected in the
               viewpoint and imagery of Mao’s poems is based on the Chinese text “Binglüe xun” 兵略訓
               in  Huainan   honglie   jijie  淮南鴻列集解, Vol. 3,  juan  15, 553-598. Though the full title of the essay is “Bing-lüe xun,” “Weapons Strategy
               Instruction,” it is customary with regard to  Huainanzi  essay titles, since all of them except the summarizing essay,  juan  21, carry the categorization  xun,  instruction, to drop the xun  in ordinary discussion, referring to each essay by the key title words, as “Binglüe,”
               “Weapons Strategy” or “Tianwen” 天文, “Heaven’s Design,” which happens to be another
               essay to which Mao also alludes, and which this study will have later occasion to
               mention.

         38. In bronze inscriptions of the archaic period, this term, now written in the form兵,
               is represented ideographically by the pictographic element for two hands and a pictographic
               element that the two hands hold or reach for, interpreted as a weapon, which could
               be a simple bludgeon. Its form recorded in the  Shuo   Wen  說文 dictionary compiled by Xu Shen 許慎 at the close of the first century of our era
               slightly elaborates the pictograph of the weapon between the two hands, and the weapon
               comes to be interpreted as an ax. A bronze inscription form for the term  jin  斤,  ax, supports this supposition. Though the weapon or tool within the two-hands element
               of the bronze form of  bing  cannot so certainly be taken to represent an edged tool, it deducibly symbolizes
               something wielded with force by a human being, and, in context, signifies  weapon. 

         39. See above, chapter 1, notes 15, 16, 17, and 18 providing bibliographic and other introductory
               information on the  Sunzi—short title for  Sunzi   bingfa.

         40. Notable instances of this response to “shaping” are the “people’s court” denunciations
               that, as Stuart Schram mentions (Mao   Tse-tung, 269), brought about the executions of from one to three million people within the
               PRC in 1951-1952, following the intensified thought-reform campaigns begun in 1949.
               Schram adds, with regard to “Mao’s unquenchable desire to harmonize the two conflicting
               imperatives of ‘conscious action’ by individuals and impeccable social discipline”
               that Mao, “utterly convinced that his own thought was correct, . . . supposed that
               everyone would be better off thinking exactly as he did” and that in “his effort to
               conciliate spontaneity and discipline, he was . . . inclined to place the emphasis
               heavily upon conformity.”Donald J. Munro, in his article “The Malleability of Man
               in Chinese Marxism” (The   China   Quarterly, No. 48, October-December, 1971, 609-640) observes that, though there are some similarities
               between USSR assumptions about the malleability of human beings and USSR methods of
               conditioning “reflexes,” PRC procedures are directly concentrated upon (613) “mental
               phenomena—all mental activities both affective and cognitive” and that, in contrast
               to the USSR and Marxist-Leninist suppositions regarding potentials for conformity
               within categories of social classes, PRC policy tends to overlook, in practice, the
               Marxist-Leninist orthodoxy of “economically determined class” and to concentrate on
               appraising satisfactory political response, “consciously red,” zijue   hong  (自覺紅, 616) solely in terms of each person’s manifested ideas and attitudes.Though
               books and articles on the PRC have increasingly recognized that the PRC emphasis on
               “rectification” of mental phenomena is more “Chinese” than particularly Communist,
               the inheritance of this emphasis, transmitted particularly through Mao himself, from
               the classical teachings on the strategist’s effective handling of the minds of the
               whole population seems to have been little noticed. When Harriet Mills remarked in
               1959 (“Thought Reform: Ideological Remolding in China,” The   Atlantic, 204:6, December, 1959, 71) that “The Chinese Communists believe that . . . if 650
               million Chinese can be brought to think ‘correctly,’ they will act ‘correctly,’” and
               Doak Barnett in “Red China’s Impact on Asia” (The   Atlantic, as above, 49) that the followers of Mao “attach extraordinary importance . . . to
               men’s minds and appear to believe that by manipulating them they can gain control
               over basic social forces and thereby offset the power even of enemies with greater
               military strength . . . a strategy which is far more complex and subtle overt military
               expansion.” 

         41. An analysis of the expository notes by Guo Huaruo 郭化若 in the 1939 Sunzi   bingfa   chubu   yanjiu  孫子兵法初步研究 prepared for and used by CCP army officers and political commissars as
               their  Introduction   to   the   Study   of   the   Sunzi   bingfa  could be an important contribution to social-political as well as military-political
               perspective on the shaping of viewpoints and value-scales among personnel who continued
               to be major figures, from 1949, in the operation of the PRC. And, as Griffith has
               implied (Sun Tzu: The   Art   of   War, 56) more active attention outside the PRC to Guo Huaruo’s influence on CCP tactics
               is to be recommended. But these matters have no direct bearing upon Mao’s verse-sequence,
               for which the viewpoint, inclusive of Mao’s debts to his own direct study of the old
               standard text of the  Sunzi, had already been fixed by the 1920s. In consequence, no examination of the Guo Huaruo,
               Sunzi   bingfa   chubu   yanjiu  is included in this present study. An examination of the later Guo Huaruo version
               of the  Sunzi  prepared for and circulated to the general public, the  Jinyi   xinpian   Sunzi   bingfa  今譯新篇孫子兵法 indicates that this “translation” into “modern vernacular” and “new arrangement”
               of the text (as the title announces, a  jinyi   xinpian  version) very neatly excludes from readers within the PRC among whom the majority
               can no more deal with the old standard Chinese texts than the majority of twentieth
               century native users of English can readily comprehend classic Greek, any awareness
               of the fact that the  Sunzi  studied by Mao himself, and by all Chinese strategists before him back to Han times,
               as well as the  Sunzi  current in earlier, closely similar versions, is not a manual instructing the general
               populace in methods of deceiving and trapping “enemies” but a manual specifically
               addressed to rulers and chiefs of operations acting as de facto rulers in methods
               of deceiving and trapping and drilling the State’s general populace itself into service
               to the ruler’s or de facto ruler’s larger strategy for dominating other States. The
               larger strategy, as the  Sunzi  repeatedly emphasizes, is always to be kept hidden from the general populace and
               even from the chief commander’s immediate associates. Significantly, in relation to
               Mao’s larger strategy, recorded only in the  wenyan  verses not directly decipherable by the million literate only in PRC vernacular,
               the issuance in 1957, by the People’s Press, of the  Vernacular   New   Arrangement   of   Sunzi   bingfa  amounts in itself to a tactical move in Mao’s art of war, insuring popular understanding
               of some  Sunzi  tactics and encouraging the illusion that the people now “know” the  Sunzi  while effectively reducing the likelihood of their becoming aware of the most crucial
               passages in the standard  Sunzi, passages now “arranged” out of existence in the vernacular version. Readers dependent
               on the  Vernacular   New   Arrangement  learn nothing of a chief commander’s procedures for so manipulating the minds both
               of the people and of his own staff that none can anticipate what his next move may
               be nor discern the shape of his larger strategy.The Chinese text used in connection
               with this present study is the  Shiyijiazhu   Sunzi  十一家注孫子, the  Sunzi   with   the   Eleven   Schools   Commentaries; and though, within the  Sunzi  chapters, in this edition, the numbering of sections (e.g., passage 19 in  Sunzi  III) does not always correspond with that used in Griffith’s translation, this study
               uses the Griffith numbering for the convenience of readers likely to have encountered
               the  Sunzi  in his version.

         42. The English version conveyed through  Red   Star   Over   China  appears on page 177 of the 1961 edition. The same rendering appears in Peking, Foreign
               Languages Press, early issuings of English versions of Mao’s 1930 prose piece, “A
               Single Spark Can Start a Prairie Fire” (in which Mao cites the slogans as already
               being in use by 1928), for example, the Foreign Languages Press pamphlet, 1953, 15,
               and in the British issue of Mao’s  Selected   Works, II, 96; a slightly less wordy but substantially similar version appears in the Peking,
               Foreign Languages Press, 1965 issue of the  Selected   Works, Vol. I, 124. Griffith, in his chapter “Sun Tzu and Mao Tse-tung,” chapter VI, in
               his introductory chapters for his  Sun   Tzu:   The   Art   of   War, proposes (51) the term “jingle” as applicable to the sound of the slogans in Chinese,
               but gives in English the formal, leisurely  Red   Star   Over   China  and early Foreign Languages Press reading that has also been carried over into the
               British issue of the FLP  Selected   Works: when the enemy advances, we retreat; when the enemy halts, we harass; when the enemy
               seeks to avoid battle, we attack; when the enemy retreats, we pursue. Though the pronoun
               we  appears in these English versions, which have reappeared also, with no major variations,
               in many other books and articles abroad, the Chinese text, in its context of “A Single
               Spark . . .,” shows a shift from Mao’s regular use of  women  我們,  we, in other passages, to  wo  我  I, in the slogans taught to the troops; the  I  is obviously effective in giving each reciter of the slogans a sense of immediate,
               individual, personal involvement.Griffith remarks, with appropriate irony, that “Mao
               has never found it necessary to point out that he coined the slogans from instructions
               in tactics that he acquired from the  Sunzi.” It might also be observed that Mao, in the information he set into circulation
               through the interviews granted Edgar Snow in 1936, also chose not to call Snow’s attention
               to the  Sunzi  source.

         43. The traditional Chinese school custom taken over into Mao’s system of indoctrinating
               troops, the practice of chanting full-voice and at a sharp pace whatever is to be
               “school” memorized, reinforces the “jingle” effect of the four slogans designed to
               be recited in sequence. The Chinese text set out below, in standard script, with translation,
               corresponds to that in  Mao   Zedong   xuanji 毛澤東選集  Selected   Works   of   Mao   Tse-tung, 100-101: The use of parallelism and repetition invites “chanting” even though the
               rough cross-tone “rhyme,” tui  and  zhui, disqualifies the lines, from the viewpoint of formal Chinese prosody, for acceptance
               as proper “verse.” The “jingle” effect, the swing of the lines, and even the “rough”
               rhyming characteristic of popular ballads show a gift for using words that will operate
               effectively upon the audience the composer intends to reach. Mao varies his prose
               to suit varying audiences. He can compose  wen-yan  poems that can distract vernacular readers from the poem’s import while clearly
               conveying his import to readers familiar with  wen-yan  composition. He can also avail himself, as in the instance of the above four slogans,
               of the resources of folk jingles when his purpose is to carry, into the ears and minds
               of common-folks troops, basic instructions about outwitting opponents the better to
               demolish them.

         44. Poems 2, 16, 18, 33.

         45. The  Sunzi’s “first calculation” for sustaining and expanding the power of the State, is the
               calculation whereby the  zhu  主, the  ruler  as  State   commander  sees to it that the populace all think and respond as one. This “first calculation”
               the  Sunzi  calls the  dao  道 calculation. Supplying the definition of what the  Sunzi  means by the  dao  calculation, the passage reads (Sunzi  I, 4):  Daozhe   ling   min   yu   shang   tong   yi   ye  道者令民舆上同意也:  Dao   leads   the   common   people   and   the   officials   in   charge   of   them   to   share   the   same   ideas   and   attitudes. Both what the  Sunzi  says about the  dao  calculation and what it does not say—the fact that it does not specify the context
               of this  dao  but only that the State commander should see to it that the whole populace accepts
               the  tong, the  same, system of  yi, of  thoughts   and   attitudes—serves as reminder that, in the Warring States period and in subsequent centuries,
               the term  dao  (conventionally translated  way) has a variety of significations, cosmic and sociopolitical, depending upon the predilections
               in the various schools of thought making use of this capacious Chinese term. Though
               the root concept in  dao  appears to be an idea of  systematic   process, users of the term differ with regard to the scope and context of the  process. As to the  Sunzi, it says only that the ruler should, first of all, make sure that enough control
               has been established over the  thought processes  of the populace, including those of State officials, to assure the probability that
               the populace will make the responses he wants them to make.For texts of the classical
               period on into the earlier middle ages, decisions as to the signification of  dao, are further conditioned by the fact that in these early texts the term includes
               significations that, in later texts, are often transferred to the character  dao  (導) written with a subscript element, the  inch  radical, and still pronounced  dao  [fourth tone] or, alternatively,  dao  [third tone]. The included denotations, already present in the old term,  dào  [fourth tone], are  to   lead,  to   teach,  to   guide. With regard to these meanings in texts of the classical period, James Legge, for
               example, has made note that in  Analects  I, 5 (The   Chinese   Classics, I, 140)  dao  signifies  to   lead,  to   teach,  to   guide  as activities appertaining to the ruler. Legge adds that this use of  dao  does not refer to routines of government administration but to the ruler’s duty
               or the ruler’s purpose. In Confucian texts the ruler’s duty and purpose, in leading,
               teaching, and guiding, are associated with the Confucian ethic of benevolence and
               righteousness. The  Sunzi, however, commits itself to no one school of thought, Confucianist, Daoist, Mohist,
               Fajia, or whatever. The  Sunzi  specifies only that whoever commands the State should see to it that ideas and attitudes
               should be the same ideas and attitudes among both the  shang  (those   over   others, including civil officials and military officers) and the rest of the populace, and
               that these ideas and attitudes should be such that  Gu   keyi   yu   zhi   si   keyi   yu   zhi   sheng   er   bu   wei   wei  (故可以舆之死可以舆之生而不畏危),  Thereby   he   can   use   them   to   go   to   their   deaths   or   use   them   to   their   survival,   they   neither   impeding   him   nor   being   themselves   impeded   by   fear   of   the   dangers   involved. This is the purpose of the  dao  calculation.Sunzi  III, 3, states that winning a hundred  zhan,  military   battles  does not indicate the greatest skill in  yong   bing   zhi   fa, in  using   bing-operations   tactics.  Sunzi  III, 3, goes on to state that, without engaging in military battles, to use  bing operations that succeed in  qu   ren, 屈 or 詘 人, in  making   people   submit  is the shan  zhi   shan  善之善, the  triumph   of   triumphs. The  zhu, the monarch, the State commander, who is able so skillfully to combine threats of
               military attack with more subtle tactics eroding and subverting the resistance of
               opponents that, without his having to resort to  zhan, to  full-scale   military   action, he makes them submit to his will and to yield to his domination is, in the  Sunzi  view, the thoroughly powerful  zhu, the ruler who is a thoroughly powerful State commander. He is the great master in
               power politics, the master of  bing-zhi-fa  兵之法, of the  tactics   of   operating   with   psychological   weapons.Sunzi  I, 17, has already defined what is involved in  bing.  Sunzi  I, 17 says, succinctly,  bing-zhe   gui-dao   ye  兵者軌道也,  that   which   is   bing  (bing-zhe 兵者) is (yeh 也) a  systematic   process  (dao 道) of  craftiness-and-deception  (guei 詭). This in the  Sunzi  view is the systematic procedure in politics, the ideology, the particular  dao, adhered to by the  zhu, by the ruler, the State commander himself, since craftiness and deception are the
               secret of his power. Though the  Sunzi  says that a  jiang, a military general, must be an expert in using craftiness and deception both to
               mitigate maximum service for the troops (I, 11) and to outwit opposing generals in
               military campaigns, the  jiang  is to be  benevolent  toward his troops, and, obviously, never treacherous but always loyal to his State
               commander, who is employing him. But the  Sunzi  indicates throughout that the  zhu, himself, the ruler who is fully a State commander, who is exercising absolute control
               over all State affairs, is  bu   ren,  not   benevolent,  ruthless; he is loyal to no one but himself and to his goal of holding and expanding the power
               of his own State; he uses whatever  quan  權,  expedients   in   power   politics, will serve, no matter what the cost in suborning the minds and destroying the lives
               of others. As  Sunzi  III, 11, proposes, his ultimate goal is to dominate  tianxia  天下,  all   under   Heaven; and his  dao, his own  system   of   procedures  toward this end is invariably (I, 17)  gui-dao  軌道, the  way   of   craftiness   and   deceptions  which the  Sunzi  equates with  yong   bing   zhi   fa  用兵之法,  using  (psychological)  weapons   tactics. The concept of the  zhu, of the ruler who is fully the State’s commander, is that he himself is the voice
               and the will of the State—substantially the same concept that, centuries later, the
               French monarch, Louis XIV, conditioned both by Western doctrine on “the divine right
               of kings” and by his enthusiastic attention (through Jesuit missionary reports) to
               Chinese theories of politics, neatly summed up in the phrase,  l ’ état,   c’est   moi.It is through the  dao  of craftiness and deceptions that the monarchical State commander first attends
               to suppressing all opposition within his own State. This he accomplishes (Sunzi  I, 4) by promoting among State officers, civil and military, and among all the rest
               of the populace their own  ao  expedient to his purposes: the  dao  prescribed for them is a  dao  that inhibits them from attempting to be crafty and deceptive toward him and, since
               he has convinced them of his indispensability for the good of the State, habituates
               them, at the same time, into willingness to participate in craftiness and deception,
               as well as physical violence, including military attacks, upon those whom his policies
               designate to be enemies of the State.

         46. See above, notes 4 and 6.

         47. Cf. hexagrams 1, 3, 13, and 40.

         48. Ref. chapter 1, note 11, on basic Zhou texts.

         49. Ref. the importance of the pole star in poem 20. Some translators (e.g., Hua-ling
               and Paul Engle, Nancy T. Lin, Willis Barnstone, Zang Ke-jia) render the first line
               to mean “in” or “of” the north, when the correct phrasing should be “from.” Mao is
               using the traditional ruler-of-China-sits-in-the-north—the north star symbolism—and
               will compel all below heaven to bow down to him. Recognizing the semantics of this
               opening line is crucial to appreciate the thematic structure of all the rest of the
               poem. (Ed.)

         50. Cf. 1949 version.

         51. Implies a naïve populace, and reveals the elitist attitude in Laozi.

         52. That is, in the  Laozi  tradition.

         53. For example, Qin Shikuang, Han Nudi, Tang Taizong, Song Taizu, and Jenghiz Khan.

         54. Implying Japan, poem 19, and, in relation to poem 24, other off-shore island nations,
               as well as such land areas as Korea and the northeast provinces of the USSR.

         55. Respectively, Shi 35, 85, and 128.

         56. E.g., poems 6, 8, and 11.

         57. Poems 9 and 17.

         58. Poems 22 and 23.

         59. Poems 13, 24, 36.

         60. Poems 15, 18, 19, 37, and “38.”

         61. I.e., as not contrary.

         62. Ref. C. T. Hsia’s chapter “The Romance of the Three Kingdoms” in The Classic Chinese Novel, 34-74. See these translations of Luo Guangshang’s work: Guo Guangzhong. Romance of the Three Kingdoms, C. H. Brewitt-Taylor, tr. Shanghai: Kelly and Walsh, 1925; Luo Guangzhong. Three Kingdoms: A Historical Novel, Moss Roberts, tr. Berkeley: University of California Press, 1991.

         63. I.e., “Great Enlightened.” Also “enlightened Confucian/Daoist.” See C. T. Hsia, The Classic Chinese Novel, 56-57.

         64. See C. T. Hsia, 69. Lo Makes Zhuge Liang’s career more notable by attributing the
               narrative to an actual powerful Wu commander, Lu Sun 陸遜.

         65. Zhuge Liang compared himself to Guang Zhong and Yo Yi. Chen Qin and another recluse,
               Sima Hin, compared him with Zhang Ziyu of Zhao/Chen and Zhang Zifang of Han, but Zhuge
               Liang apparently was not born at the right time.

         66. Hsia, “Romance,” 65.

         67. Changes, text of line 5, hexagram 1.

         68. See Mao’s remark in Edgar Snow, Red Star Over China, 1961 rev. ed., 127. [A reference to the social obligations espoused by Confucius,
               also known as the three (or five) relationships. In Chinese, the “three bonds,” san-gang 三綱: ruler-subject, father-son, husband-wife; or “five relationships,” wu-lun 五倫: the three bonds plus between/among brothers, and among friends. I have not been
               able to find this reference in Snow. (Ed.)]

         69. Poem 37, line 15, including one of Mao’s several allusions to hexagram 40, the hexagram
               of “release” from previous limitation.

         70. Luo, Sanguo yanyui. Also see Studies in Sanguo yanyi, Beijing, 1957.

         71. Ref. ping/ying 平英 in poem 18, “Kunlun.”

         72. In poem 9, which, for 1931, had reference to his domination of China.

         73. See also the theme of xin-tian 新天, new Heaven, in Mao’s poem 29, “Return to Shaoshan,” line 6.

         74. Ref. poem 18, “Kunlun.”

         75. Cf. the change of position in the Communist edition and Mao’s calculated position
               in the north in his poem 20, “Snow.”

         76. See poem 18, lines 14, 15, 16.

         77. Poem 18, line 1.

      

   
      Part II

      Mao’s Poems 1-20

      
         
         
      

      
      
      
      Chapter 

      Section A: A Dragon Bides its Time, 1925-1929

      
         
         
      

      
      
      Poem 1: Changsha (1925)[1]

      
      (Changsha 長 沙)
      

      Adjunct title: 長沙 Changsha: At Changsha

      
      Ci title: Qin yuan chūn 沁園春 “Qin Garden Springtime”
      

      
      Alternate reading: Shen yuan chūn 秦園春 “Moist Garden’s Springtime.”
      

       

      Stanza one:

       

      
      1. Du li han qiu, 獨[2]  立[3]  寒 秋[4]  / 独 立 寒 秋      
      

       

      
      Alone I stand in fall’s hard frost,

       

      
      2. Xiang Jiang bei qu, 湘[5]  江 北 去 / 湘 江 北 去      
      

       

      
      Here where Xiang River travels north,

       

      
      3. Ju zi Zhou tou. 橘 子 洲 頭 / 橘 子 洲 头      
      

       

      
      Beyond this Juzi Island point.

       

      
      4. Kan wan shan hong bian, 看 萬 山 紅 遍 / 看 万 山 红 遍     
      

       

      
      I see our countless hills now turned to red,

       

      
      5. Ceng lin jin ran, 層 林 盡 染 / 层 林 尽 染      
      

       

      
      Our serried forests deep-red dyed,

       

      
      6. Man jiang bi tou, 漫 江 碧 透 / 漫 红 碧 透      
      

       

      
      And on the river’s gray-green surge,

       

       

       

       

      
      7. Bai ge zheng liu. 百 舸 爭 流 / 百 舸 争 流     
      

       

      
      Our hundred barges fight its brunt.

       

      
      8. Ying ji chang kong, 鷹 擊 長 空 / 鹰 击 长 空      
      

       

      
      Fish-hawks attack from space far out,

       

      
      9. Yu xiang qian di, 魚 翔 淺 底 / 鱼 翔 浅 底      
      

       

      
      While fish scour shallows here below,

       

      
      10. Wan lei shuang tian jing zi you. 萬 類 霜 天 競 自 由 / 万 类 霜 天 竟 自 由 
      

       

      
      Beneath cold skies all classes on their own survival bent.

       

      
      11. Chang liao kuo, 悵 寥 廓 / 怅 寥 廓      
      

       

      
      By boundless voids so irked,

       

      
      12. Wen cang mang da di, 問 蒼 茫 大 地 / 问 苍 茫 大 地     
      

       

      
      Need I inquire of senile, sprawling Earth,

       

      
      13. Shui zhu chen fou? 誰 主 沉 浮 / 谁 主 沉 浮      
      

       

      
      Who shall rule life’s ups-and-downs?

       

      Stanza two:

       

      
      14. Xie lai bai lu ceng you. 攜 來 百 侶 曾 游 / 携 来 百 侣 曾 游
      

       

      
      I led my hundred to this our swim-off point.

       

      
      15. Yi wang xi zheng rong sui yue chou. 憶 往 昔 崢 嶸 歲 月 稠 / 亿 往 昔 峥 嵘 岁 月 稠
      

       

      
      I still recall those years gone by, years grand and turbulent.

       

      
      16. Qia[6]  tong xue shao nian, 恰 同 學 少 年 / 恰 同 学 少 年    
      

       

      
      Fellow students, we were just then so young,

       

       

       

      
      17. Feng hua[7]  zheng mao; 風 華 正 茂 / 风 华 正 茂     
      

       

      
      Glorying in our full bloom,

       

      
      18. Shu sheng[8]  yi qi, 書 生 意 氣 / 书 生 意 气      
      

       

      
      Our fervor shaped in scholar-fashion,

       

      
      19. Hui chi fang qiu. 揮 斥 方 逎 / 挥 斥 方 遒
      

       

      
      No less[9]  we damned without constraints.
      

       

      
      20. Zhi dian jiang shan, 指 點 江 山 / 指 点 红 山     
      

       

      
      Inciting our own streams and hills,

       

      
      21. Ji yang wen zi, 激 揚 文 字 / 激 扬 文 字      
      

       

      
      Our angry manifestoes cursed,

       

      
      22. Fen tu dang nian wan hu hou, 糞 土 當 年 萬 戶 侯 / 粪 土 当 年 户 侯  
      

       

      
      For rot-shit gentry lording like old feudal potentates.

       

      
      23. Ceng ji fou, 曾 記 否 / 曾 记 否       
      

       

      
      But do I not recall,

       

      
      24. Dao zhong liu ji shui, 到 中 流 擊 水 / 到 中 流 击 水     
      

       

      
      That, swimming midstream, I so strongly thrust,

       

      
      25. Lang e fei zhou? 浪 遏 飛 舟 / 浪 遏 飞 舟      
      

       

      
      My waves cut off the swiftest boat?

       

      
      In discussing Mao’s poems, it is usually more convenient to consider the relevance
         to the import of the poem of the ci[10]  title and consequent verse-form only after we have thoroughly explored the text
         of the poem itself. In the case of “Changsha,” however, it seems advisable to mention
         in advance that there are alternate readings, from the same Chinese script-character,
         of the ci title. It can be read Qin yuan chun, as given above, and translated “Qin Garden Springtime.” It can also be read Shen yuan chun.

      
       Read as Qin yuan chun, this name for this rather complex long-and-short-lines poem is, according to Chinese
         commentators, believed to derive from a long-lost poem of which the subject is thought
         to have been springtime in the garden of the princess, Qin Shui 沁水, a daughter of
         Emperor Ming of the Han dynasty. When the title of this ci form is read, alternatively, as Shen yuan chun, it conveys the image “Moist Garden in Springtime,” implying the onset of new growth.
         The lost poem that gave currency to this verse-form was rather probably a love song.
         Consequently, the wordplay upon the name of the Han princess, Qin Shui, who is also
         Shen, open to or persuadable to fructifying moisture, is well within the fashion for several
         double entendre that, together with its extensions to political double entendre, recurs
         in Chinese poetry from the earliest verses of the Poetry Classic to the poems of Mao Zedong.
      

      
       Mao uses this same ci form (Qin yuan chun, alternatively Shen yuan chun) for two of his major poems, for this present poem, “Changsha,” which opens the first
         half of his verse-sequence, and for “Snow,” which opens the second half of his verse-sequence
         within the total of thirty-eight poems ending with “Jinggangshan Revisited.” When
         we consider the poem “Snow” (poem 20), however, the apposite occasion for deciding
         to call this same ci-form Shen yuan chun when it serves for “Snow” and, consequently, Qin yuan chun here, where it serves as the form for “Changsha” can be readily and fully explained.
         In point of fact, however, in both “Changsha” and “Snow,” Mao is availing himself,
         in word-play, of the connotations of springtime and a fructifying garden as a forecast,
         through the ci title, of the change in China’s political climate, and the “Han” princess of the
         garden as a symbol for China.
      

      
       Were we to encounter Mao’s early poem “Changsha” in isolation, we would have no reason
         to suppose that the ci title served as anything more than a routine identification of the verse form. But
         cumulative indications from Mao’s whole verse-sequence alerts us to the probability
         that Mao, in choosing the Qin yuan chun as the form for “Changsha,” chose it not only to exhibit his versatility in one of
         the more complex ci forms, but also for the symbolic potential in the ci title for suggesting that, together with Mao’s determination to bring a new order
         to China, there would arrive for China a newly fructifying “springtime.”
      

      
       

      
       During this exploration of Mao’s poems, in themselves and in their English versions,
         I have occasionally used the term “one man,” which in traditional Chinese usage, carries
         the meaning: the man who is, by Heaven’s appointment, above all others, who has no
         peer. It is a standard synonym for the emperor of China. My using this term, and with
         overtones, of course, which Mao would not care for, has been occasioned partly by
         the recurrence of an emperor-fashion “one man” mood and attitude pervading Mao’s poems.
         But my using, as an index of Mao, his imperial “one man” stance has its initial occasion,
         subsequently reinforced by the impact of his whole collection of poems, in the opening
         words of Mao’s earliest poem among those authorized for publication and translation,
         Mao’s “Changsha.” The poem opens: du li獨立; though this translates as alone I stand, the sense and emphasis includes I by myself, I the one man. The phrase du li carries several overtones: uniqueness, independence, imperturbability, and, in traditional context du and du li are also synonymous for the emperor as the “one man.”
      

      
       Potential correlations between the name of the verse-form chosen for Changsha and the standard interpretation of hexagram 3 are self-evident. Both in the figure
         of “sprouting” and the image of clouds to be followed by thunder, the concept of an
         oncoming fructifying springtime is inherent. Within the poem Mao implicitly identifies
         himself as a prince and potential emperor, he who is du (the term used by princes and emperors in referring to themselves) contemplating
         the stream that travels north (the symbolic route to the emperor’s throne), who proposes to himself to become zhu 主 (he-who-rules, lord-and-master), over the ups and downs of fortune[11]  and further identifies himself as the swimmer whose strength on the stream is that
         of both physical strength and will power, consequently able to outdo any mere boat
         on the stream. This hyperbole is consonant with Mao’s well-known view that a masterful
         human will represents essentially greater force than any force created by human technology.
      

      
      The central import of Changsha corresponds to the import of hexagram 3: that the difficulties of autumn and imminent
         winter are, in the “revolutions” of time, the necessary preface to springtime and
         that a zhu, a lord-and-master, a prince or an emperor, is also recurrently emergent in the order
         of the universe to “bring order out of confusion.” As Mao sees the situation in 1925
         (but see below), he can of his own will become that lord-and-master who can deal with
         both fish-hawks and fish, direct the goals of the “hundreds of barges” and impose
         order upon “all classes on their own freedom bent” just as he earlier both led and
         dominated his fellow students and had already proved his power as master of the stream.[12] 
      

      
      “Changsha,” until the publication of the 1963 Chinese edition was attributed to the
         year 1926. The 1963 Peking edition, however, which re-dates “Snow” to 1936, also re-dates
         “Changsha” to 1925. The date, 1925, is accordingly also appended to the Wong Man translation.[13]  But in the notes to the Bullock-Ch’en translation[14]  referring to the 1964 Chinese edition (which does not differ in texts and in poem-datings
         from the 1963 edition which I have been using), Ch’en argues that, since his research
         on Mao’s activities during the 1920s shows that Mao was not in the city of Changsha
         during the autumn of 1925, “it is impossible” to accept 1925 as the date of composition.[15] 
      

      
       Here, unfortunately, the translator’s preconceptions obtrude. Because the poem “Changsha”
         opens with the line du li han qiu獨立寒秋, alone I stand in fall’s hard frost, the Bullock-Ch’en notes insist that “it is impossible” for this line to have been
         written in 1925 because Mao was not in Changsha that autumn. The translator’s insistence
         indicates the preconception that “it is impossible” for a poet to compose a poem placing
         himself in an autumn situation, at a specific location which serves the purposes of
         his monodrama, unless he was actually on the spot at the time he composes the poem.
         Tedious as it seems even to have to mention the obvious, a poet no more needs to be,
         at the moment, at the place and in the situation which he selects as data structurally
         useful to the thesis of his poem than a painter needs literally to tote his paints
         and brushes out to his old swimming-hole in autumn in order to use a recollection
         of autumn-by-the-river as a part-panel datum in the composition of a thesis mural
         or as a datum in a semi-abstracted easel piece.
      

      
       Mao had spent seven years in Changsha, the capital of Hunan province, as a student
         and already active revolutionist, from 1911 to 1918; and after a year’s interim in
         Peking and then in Shanghai, Mao was, with intermittent excursions on the business
         of revolution, a schoolteacher and eventually magazine editor and polemicist in Changsha
         from 1919 to 1923. Meanwhile, he had already become a vociferous Marxist since the
         early months of 1920. According to Jerome Ch’en’s chronological abstract for the year
         1924 in Mao’s biography, Mao, while working as a member of the Guomindang in Canton[16]  “fell ill” and went “back to Hunan” in November 1924. Mao continues into 1925 in
         Hunan, interesting himself, during the spring of 1925, in revolutionary activities
         among the Hunanese farmers. He returned to Canton again in July of 1925.
      

      
       That Mao’s poem “Changsha” dramatizes a critical point in his political life is patent.
         Its first stanza ends in a rhetorical: shui zhu chen fou 誰主沉浮? who is lord and master in the up-and-down-toss? The term chen fou/zhen fu means both literally tossing up and down in water and conceptually the ups and downs of human existence. In “Changsha” Mao’s opening stanza both prepares for and explicitly signifies both
         meanings: the stream (Mao standing beside the Xiang River), an initial element in
         the thematic metaphor, is handled throughout the stanza as a trope for the stream
         of life. The last lines of the second stanza answer the first stanza’s question.
      

      
       Mao has placed himself, at the beginning of the poem, where, close by the city of
         Changsha, a specially swift current of the Xiang River, in lines 2 and 3 state, runs north past Juzi 橘子 Island (the name of the island means, literally, bitter orange, sometimes also used for tangerine), its sense involving not shape or color, as some English readers might mistakenly
         infer, from translators who read out the island’s name as Orange Island, but solely
         the sharpness of taste. To this stretch of the Xiang River along the north point of Juzi Island,
         which lies westward in the river out from the Hunan capital, Changsha, Mao as a young
         man, the second stanza of his poem reports, “led by the hand,” xie 攜, some hundred of his school friends to swim. This was their swim-off point, a fact
         which also functions as an implicit metaphor while Mao next describes their first
         ventures into political controversy. In the closing lines, again as both fact and
         conclusion of the thematic metaphor, Mao narrates one of his personal exploits in
         those days, his plunging into the river out into midstream and swimming so fast and
         hard, stirring up such waves, that his backwash, as he sped through the water, cut off the swiftest boat on the river.
      

      
       In sum, he outswam, out-traveled, and out-flew the fastest moving craft on the stream.
         The adjective used to describe the boat he left behind is fei飛. Fei, commonly translated swift, speedy, has the root sense of as fast as though on wings. Mao’s use of fei is itself a nice point in technique, since it also picks up a suggestion from the
         image of hawks in the first stanza, the only winged creatures in the first stanza,
         and the “class” (Mao’s term) which both courses rapidly and is a threat: the raiding hawks.

      
       The first stanza of “Changsha” asks, in its closing line: Who is lord-and-master
         on the “ups-and-downs” of the stream of life? The concluding stanza answers: I, Mao,
         am the potential lord-and-master, I who have already shown that I can move ahead faster
         on the stream than any of my associates and even faster than a bird-swift boat. The
         term lord-and-master, zhu主 also means the ruler of a country.
      

      
       From the available record of Mao’s life, we are told that he “felt ill” in 1924 in
         Canton, in November. The time of years, it appears, may be pertinent. Since the preceding
         spring, in the competition for power within the upper echelons of the Guomindang,
         Mao himself then being, in 1924, a member of the Guomindang Central Executive Committee,
         the ascendancy of Chiang Kai-shek has been becoming increasingly conspicuous, especially
         with his further asset as the appointed head of the Whampoa Military Academy. Mao
         remained “ill” away from Canton, from November 1924 through the summer of 1925, but
         by late spring had already interested himself in the countryside around Changsha,
         in the revolutionary process working through the country village populations rather
         than the effort with city populations which was regarded by the Guomindang and its
         Russian Communist and German Fascist advisors as the more useful resource for effective
         political leverage.
      

      
       The time Mao selects for his “Changsha” verse-monologue is the time when autumn grows
         exceptionally chilly, han 寒, the time when the autumn is cold but not yet completely frozen in since, as his subsequent lines indicate, the leaves
         are still on the trees but all deep-red dyed. It is, in short, a November setting;
         and the verse-monologue which Mao debates with himself as to who is going to be lord-and-master
         over all the “classes” on the stream, and resolves his debate by reminding himself
         that he actually already knows the answer—even a dozen or more years earlier he had
         already out swum his associates, and churning up waves on the river, showed his backwash
         to the fastest craft on the stream. It seems not at all “impossible” that Mao composed
         the poem “Changsha” sometime after he returned to Canton in July of 1925. The poem,
         like all of Mao’s poems, is an entry in his own personal journal of times of crises
         and times of decision throughout his political career.
      

      
       Of the various passages in the poem which in the thus far published English translations
         partially obscure or miss completely, the most crucial are those upon which the thematic
         metaphor of “Changsha,” and, in consequence, its compactly articulated thesis directly
         depends. The cruxes involved (1) the last lines of the first stanza; and (2) the verbal
         function, semantic and syntactic, of the last word of the second stanza’s opening
         line, and the pronominal reference controlling the poem’s concluding lines.
      

      
       Boyd[17]  misses the point of the last lines of the first stanza by handling Mao’s question
         as though Mao were making an abstract query: Boyd ignores the structural imagery and
         translates the question as “Who are the masters of all nature?” Bullock-Ch’en[18]  also ignore the imagery and have Mao asking, in abstract terms, “Who decides man’s
         destinies?” Wong, pushing the abstraction even further, alters both the syntax and
         the semantics of all three of the last lines, so managing to have Mao asking a question
         about the earth as a planet rather than, as Mao does, a question about who is lord-and-master
         on the stream of life on earth. Wong’s translation, in which the word its refers back, in his English, to earth, reads,[19]  “Who willed its fall and rise?” Later on, it takes a more metaphysical tack when
         he renders the passage: “Who, I ask, is the lord of destinies?”[20]  A governing preconception among the translators seems again the only explanation
         for their complete distortion of Mao’s question. They all assume, it appears, that,
         in a poem, “a poet” raises questions about mankind in the abstract. But using the
         structural metaphor already established and elaborated throughout the preceding lines
         in the stanza, Mao is asking about a specific kind of man who can rule as lord-and-master
         on the life stream.
      

      
       As to the significant last word in the first line of Mao’s second stanza, the word
         is you 游.[21]  It is the script character which can often mean to travel or to stroll but, in its root meaning, in formal Chinese, means to swim. Zang Kejia, in his commentary available in Chinese in 1957[22]  had already stated unequivocally that the activity in the second stanza of “Changsha”
         is that of swimming. Nevertheless, Boyd’s English has Mao merely be with his companions of student days at the same spot along the Xiang River, ignoring
         the last word you which is the point of this line, line 14 of “Changsha.” The Bullock-Ch’en translation,
         which has Mao saying that he brought hither his companions, also ignores the script-character
         you entirely. Wong has Mao simply come with his companions.
      

      
       I myself was at first baffled as to how it can possibly occur that all three translators[23]  not only ignore the you script-character which is conspicuously present, at an emphatic position in the verse-line,
         but also overlook Zang’s commentary on it. Despite the special modality of Zang’s
         essay as a Maoist document, Zang never weasels on such a concrete matter as the semantics
         of a specific word, if he chooses to call attention to the word at all. And, even
         without Zang, merely encountering the word you, identifying the place where Mao and his friends came to swim, should have alerted the translators. All these translators have also made versions
         of Mao’s later poem “Swimming” (poem 25) and so might expect that, just as in the
         later poem, he is already in “Changsha” using river and swimming as data which are simultaneously autobiographical items and the poem’s thematic metaphor.
         But observing the peculiarities of interpretation that occur in the handling, by Boyd,
         Bullock-Ch’en, and Wong of the last lines of this same second stanza of “Changsha,”
         I am making a guess as to why they thought they must ignore the word you 游 in the first line of the same stanza.
      

      
       The last two words of the second stanza, as we have already indicated, are fei zhou 飛舟, that bird-swift boat. But the translators also put Mao and his companions, though nothing in the poem says
         so, out in boats on the river. Boyd’s and Wong’s English imply this, Bullock-Ch’en
         say so explicitly: boats.[24]  Seeing that the exploit mentioned in these concluding lines of “Changsha” has to
         do with churning up waves so that someone’s or something’s backwash travels at such
         speed that it passes a very swift boat, the translators apparently assume that the only way a very swift
         river-boat could be passed on the river would be by other “boats” occupied by Mao
         and his companions. There is in the poem no statement about Mao being in a boat or
         with others in boats out on the river. The poem mentions “barges,” freight boats,
         which Mao observes in the distance on the river in the first stanza, and in the second
         stanza, a boat is mentioned as being passed. But hampered by a preconception about “boats,” the translators’ first guess is that
         Mao is in a boat; and they seem not to have re-examined the poem to test whether the
         guess is warranted.
      

      
       All the translators have encountered the word, you, swim, in the opening line of this same second stanza, but they omit it from their translations.
         Since they do not try to accommodate you even within one or another of its secondary meanings, as travel or stroll, undoubtedly because they recognize that the syntax of the line would not oblige,
         it is clear they do not know what to do about the word you. For their English translations of “Changsha,” they simply ignore the existence of
         you altogether. But doing so, they lose, both for themselves and for their readers, the
         clue Mao has set in, in this first line of the second stanza, to prepare the import
         of the stanza’s (and the poem’s) concluding lines.
      

      
       Thematically, the poem establishes a sequence of distinctions between Mao (du, the man alone, standing apart) and all the creatures around him. Mao, from his standpoint
         “where the river travels north,” first notes the “raiding hawks.” As the emerging
         structure of the poem clearly establishes, and the double meaning of the term he chooses
         to identify the birds he observes fully corroborates, the raiding hawks function as
         an item within his thematic metaphor. These hawks, according to Mao’s categories for
         “classes,” represent the dominant “class.” Hawks represent a “class” both aggressive
         and threatening. Then Mao observes the fishes scouring the shallows below: hawks above and fishes below signify an officially dominant class, the fish hawks coursing above the river, who maintain themselves by raiding and eating up the fish. Fish is a common Chinese locution for the general population, the “people” in contexts contrasting government officials and “the people.”
      

      
       Mao’s comment immediately preceding the lines about hawks and fishes mentions the
         hundred barges on the river. The development of the rest of the poem, including the careful recurrence
         of hundred to describe the students in the poem’s second stanza, indicates that Mao is using
         bai 百, hundred, colloquially. Bai, in this special sense, means the bai xing 百姓, literally, the “hundred surnames,” denotatively, all common folks, including farmers, fishermen, and other common-folk producers of goods and services
         essential to the survival of ordinary villages and towns. In the poem, the “hundred
         barges,” emblem, by synecdoche, for common folks, are “fighting” to make headway for themselves on the river. Mao’s next line sums
         up the raiding hawks, the fishes, and the barges by using his specific summarizing
         term, lei 類, the “classes.” Each of the “classes” is, he says, “competing” for its own survival.
      

      
       The term Mao uses here is ziyou自由. Boyd, Wong, and Bullock-Ch’en all read it routinely as “freedom,” quite apart
         from the fact that what ziyou means in Chinese, in general, has not exactly the political content that most English
         readers are apt to assume when they encounter the word “freedom.” The passage in which
         ziyou appears in “Changsha” indicates, in its specifying details, that what the “classes”
         are competing about involves an aspect of self-concern which is by no means synonymous
         with what is meant, either in a general or in a political sense, by the English word,
         “freedom.”[25] 
      

      
       The raiding hawks that course the skies above, the fishes scouring the shallows below,[26]  and the common-folks’ barges fighting the river current are demonstrably not competing
         for what is to be signified in English as “freedom.” The raiding hawks are searching
         for prey, the fishes are scouring for food, the barges are fighting the river current
         in order to get their freight of grains and vegetables, fish, salt and iron, and other
         products typical of barge freight on a Chinese river to town and city markets. The
         barges represent the essentials of human existence, in the material sense, for both
         the producers and the eventual purchasers. What each “class” is “competing” for, as
         the passage itself makes explicit, is not “freedom” but, each one, as a “class,” for
         survival as a class.
      

      
       The viewpoint is, of course, typical, for Mao Zedong. In his prose and also, as we
         have noticed, in large numbers of his other poems, he sees people in terms of classified
         groups. In his world, the “self,” zi is not the individual but the “class.” Ziyou here in “Changsha” signifies “self-survival,” struggled for by each “class.”
      

      
       This first stanza concludes with Mao next announcing that he is “irked” by what he
         sees, calling it all empty and, literally, “without any shape or form,” in sum, unregulated
         and, so to speak, getting nowhere. “Irked,” Mao poses to himself, in this first stanza’s
         concluding lines, a rhetorical question as to whether there is any point in asking
         a question of this “senile, sprawling Earth.” The tone here is disdainful. The terms
         Mao uses for earth indicates that he is using earth in the sense of Mother Earth, the old fecund producer of creatures and bearer also of their decay and rot as creatures
         feed and die. Mao’s question is “Who,” meaning what man produced by Earth, is going
         to be zhu, to be lord-and-master of, who is going to “rule,” put some shape and order into,
         this “tossing up and down” business of the life stream.
      

      
       Throughout the first stanza of “Changsha,” just as we have already been observing
         in his later poems, Mao does not equate himself with the other creatures. He speaks
         as the observer, as from a space exclusive to himself. The question he poses is not
         how he can participate as one person among others but “who” is going to “rule,” to
         manage, to be in control of events, who is going to be the lord-and-master above the
         “classes” in the tossing-up-and-down of creaturely existence. In explicit thematic
         development, the first word of the poem’s second stanza already begins the answer
         to his, of course, only rhetorical question at the end of the first stanza. The first
         word in this second stanza about Mao’s recollections from his student days is xie, lead-by-the-hand. Mao’s line begins, “I led my hundred by the hand.” Two lines later these hundred are identified: they are his fellow students.
      

      
       The emphasis is unmistakable; Mao was, already in his schooldays, the leader. What
         the whole of this first line of this second stanza reports is that he led-by-the-hand
         his hundred students who come from the bai xing, the common people of China, to this point along the Xiang River where, in those
         days, they used to go into the river for you, for swimming. He recalls next how, with youthful vigor and in “scholar-fashion,” he and his following
         of school friends criticized what was wrong along their “streams and hills.” These
         student-rebels, Mao leading them, he says, incited action with angry manifestos. They
         trounced that fen tu 糞土, that filth, which, Mao says, was the opinion he and his student rebels held of
         the “rotten-old” (signifying “upper-class”) “classes,” for whom Mao’s final term in
         this verse-line is hou 侯.

      
       This word, hou, the last word and concluding rhyme word of  line 22, gives Boyd, Bullock and Ch’en,
         and Wong all a great deal of trouble.[27]  Translating it with sadly imperceptive literalness as marquisates, Bullock and Ch’en
         succeed only in producing an English line that conveys nothing clearly pertinent for
         comprehension by the English reader, to the original significance of this line. Boyd
         fudges by translating it as “high position,” which saves his English line but obscures
         the much more specific sense that Mao intends. Wong gives, for hou, “warlords,” which, in some other context, might barely serve, but it is not what
         is meant in Mao’s “Changsha.” Mao is using hou to epitomize his “rotten-old” upper classes, those still regularly referred to in
         Communist tirades as the “landlords” and regarded, especially in the 1920s and 1930s,
         as the hou, signifying, in Chinese Marxist argot, “feudal” persons.
      

      
       This use of hou is not the use of it as the name of the specific feudal rank, a rank which is conventionally
         translated marquis.[28]  Hou, in Mao’s verse-line, is a colloquial usage originally abbreviated from the standard
         and classical Chinese term zhu hou 諸侯, which means all the feudal ranks. From this sense, hou comes into Chinese Communist usage in what amounts to a double pun. It entered general
         Chinese Marxist usage before the formal organization of a Chinese Communist party.
         Hou is argot for zhu hou in a specific Chinese Marxist sense. It means not actual feudal lords but the entrenched
         upper classes who were both regarded as feudal remnants and those who lorded over
         others. At the same time, hou is a pun directly upon the original meaning of hou as land warden; by paronomasia it comes to refer to an even more widely generalized “class enemy”
         whom the Marxists and the Chinese Marxists organizing into a Chinese Communist party
         in the 1920s, officially despise: “the landlord class.” Mao’s use of hou carries the simultaneous connotations “feudal” person and “landlord.”
      

      
       Some clue to this function of hou should of course emerge in an English translation of “Changsha.” But none of the
         thus far published versions translate it in the sense in which Mao uses it nor do
         they make any mention of it in notes. The function of bai already mentioned, the hundred, meaning common people as distinguished, in Chinese Marxist argot, from hou, the “lording” classes, also seems not to have registered with the translators. The
         word hundred should be retained in the translation, since Mao is using bai in two senses simultaneously. But translations of “Changsha” should provide an explanatory
         note,[29]  thus allowing readers to recognize that hundred is a wordplay on the hundred surnames, the bai xing.

      
       Mentioning such lexical matters, we may as well also note here that, among the translators,
         only Wong lets Mao say in English nearly what Mao says in Chinese when Mao excoriates
         the “feudal classes.” Mao calls them fen tu: Wong’s translation reads it “dung.” Fen tu and similar swear words are regularly expurgated in translations from Mao’s prose
         issued officially from Peking. But though Bullock and Ch’en themselves mention, in
         their introduction to their translations, that scatalogical kinds of swear words occur
         even in Mao’s public addresses, when they encounter fen tu in “Changsha,” they are over-polite about it. Their Mao says, in English, that he
         and his fellow-students regarded the “marquisates” as “dust.” With similar euphemizing
         elegance, Boyd says that those in “high position” were regarded as “dust.”[30] 
      

      
       In this second stanza of “Changsha,” as in the first stanza, Mao identifies himself
         as, in his own opinion, the special person, never, except for temporary practical
         purposes, to be categorized merely as a member of a “class.” Mao leads-by-the-hand
         his common-folks (the hundred), schoolmates, bringing them along to swim with him.[31]  Though, as Mao says, he and his school associates were “fellow students” in “years
         gone by,” he has already qualified this by mentioning himself as their leader. He
         stresses and completes the distinction between himself and his age-peers, along with
         the distinction between himself and the “classes”: in general, by the thematic and
         rhetorical turn which comprises the three closing lines of his poem.
      

      
       Up through line 22, Mao and his schoolmates all appear to be swimming off into the
         current of political revolution together. But then Mao turns the point with dramatic,
         and thematically effective, abruptness in line 23, with his rhetorical question beginning
         ceng ji fou曾記否, but do I not recall. He proceeds to narrate what he cannot fail to recall, his exploit in swimming faster
         than the swiftest boat on the river. He recalls that, out in the midstream current,
         he swam so vigorously, his strokes “so struck the waters,” that waves from his passage
         outraced the “wing-swift boat,” the fastest boat. Mao “recalling” that, by his own
         physical strength and will power, he has already, in his student days, proved his
         ability to move ahead of the most powerful man-operated craft on the “river that travels
         north,” has, in this climax of his “Changsha” verse-monologue monodrama, convinced
         himself of the answer to his question in the first stanza; he has decided who, which
         man, shall rule, be zhu, be lord-and-master in all the up-and-down toss of human society and politics.
      

      
       In following through the thematic development in “Changsha,” I have been partly translating,
         and partly expanding in paraphrase, directly from the “Changsha” Chinese text, only
         here and there stopping to mention some of the passages most conspicuously obscured
         or even omitted in the Boyd, Bullock-Ch’en, and Wong translations. I might add, with
         regard to the matter of the types of craft traveling the river, that only Boyd takes
         account of the term barges, ge 舸, in the first stanza. Wong calls them ships, thus losing the sense of the line within Mao’s thesis; the Bullock-Ch’en version
         calls them “boats,” so not distinguishing the ge of the first stanza from the zhou 舟, with its both lexical and emblematic difference of function, in the last stanza.
      

      
       But with all the discrepancies between the Chinese text and the Boyd, Wong, and Bullock-Ch’en
         translations, Boyd and Wong, with regard to the clinching last three lines of the
         poem, even though their versions do not make clear exactly who, whether one person
         or many, may be stirring up waves in the river, do manage to convey that the sense
         of these closing lines is positive, that there occurs some kind of winning, against
         the speediest boat on the stream. But Bullock-Ch’en’s version turns upside down the
         whole meaning of the closing lines and, consequently produce an English version from
         which no reader could ever discover the actual import of the poem. Their English version
         of the last lines of “Changsha” not only has Mao and all his hundred followers out
         on the river in “boats” but describes them in words having no even remote relation
         to the actual words in Mao’s closing Chinese line as all “slowed down by torrents.”[32] 
      

      
      As supplement to the earlier exposition of key terms in the Chinese text, it may be
         useful, now that we have the complete poem before us, to comment on a few further
         details. Boyd, Bullock-Ch’en, and Wong all translate out Juzi 橘子, the name of the island mentioned in the first stanza, as “Orange Island.”[33]  I have already mentioned what juzi means: bitter orange, with the general signification sharp-tasting fruit. But to read out the name into English in the translation misleads rather than informs
         the reader. To translate the name as orange leads readers to suppose that the color orange or the globular shape of an orange must have some emblematic function especially important to the poem’s
         thematic metaphor. This supposition on the part of readers is all the more likely
         since they observe that the translators do not translate out the larger number of
         place-names in other of Mao’s poems, for example, Mao’s war chants.[34]  When rendering Mao’s poem, “Mount Liupan” (poem 19), for example, the translators
         do not read the name out as “Six-Times-Up-and-Around Mountain.”
      

      
       But the signification of Juzi Island in “Changsha” is exactly of the same order as the names Mao introduces into his war
         chants; their force inheres to the locales they identify, not to the (often half-forgotten)
         root-image the name may possess. In “Changsha,” the locale, Juzi Island point, identifies a stretch of the Xiang River where the current is very strong. Mao’s being
         able to strike out through it into mid-river is part of the context of his exploits
         as a swimmer, as Mao’s intimates, those who, in earlier years, were the only readers
         occasionally allowed access to his poems in manuscript, would know.
      

      
      The emphasis in Juzi Island point falls, not upon the general reference to this island, which lies in the Xiang River
         west of the city of Changsha, but upon the tou 頭, the point of the island. The tou called Juzi Island point is the sharp jut of one section of the island. It affects the river’s flow, creating
         stiff crosscurrents. The Xiang splits its courses around the island and then rejoins,
         creating the considerable turbulence as the currents come together again and travel north. Significantly, Mao’s verb here avoids any suggestion of any mildly drifting current;
         the verb is qu 去, a river going right along, headed somewhere, traveling, cutting around all temporary impediments on its way to the north.

      
      In the poem’s line 8, Boyd, Bullock-Ch’en, and Wong all translate ying 鷹 as “eagles.” But “eagles” to English readers is likely to connote a noble and venerated
         bird. Mao is using ying (which means, in Chinese, solely according to context, either eagle, falcon, or hawk) in the pejorative connotation of hawk, its rapacity and raiding propensities. In this aspect, this same script-character
         signifies a rapacious government official or a bully or a swindler.

      
      The antitheses in Mao’s line 8 and line 9 are very precise both in imagery and double
         entendres. The hawks attacking from space above and the fishes scouring the shallows below represent, by Mao’s intention, “upper classes” as hawks, as raiding bullies and swindlers,
         versus the victims, the fish—a term which by this point in our study, we readily recognize as signifying, in Chinese
         contexts having to do with society and government, the “lower classes,” the “people”
         as contrasted with those considered to be both dominating and threatening them. I
         debated translating ying as fish-hawk, which in the context here would be defensible. Mao is using ying in the sense yu-ying 魚鷹, fish-hawk. But rapacious and raiding emphasis in fish-hawk, is not, in any case, likely to come through to the English readers in the way it
         does when a Chinese uses or hears used the word ying. It seemed wiser to let readers deduce from the hawk versus fish antithesis, in lines 8 and 9, and the verb attack, which precisely represents Mao’s verb, the metaphorical connotations.
      

      
       To readers not overly familiar with the special context of scholar-fashion in line 18,[35]  perhaps I should also add, as “note,” that this does not mean student-fashion. The allusion is to the orthodox Confucianist function of the scholar-official, to
         be judge and censor of other government officials and of the gentry, as well as to
         be “corrector” of the behavior of the fish, the “people.”
      

      
       The translation is, for good reasons, developed in mixed levels of discourse. Latinate
         words such as senile, condemned, constraint come along with colloquial English significs such as grand (grand years). Colloquial constructions (like some feudal earl or count) come along with special graphic compounds, rot-shit gentry, as well as formal abstract terms (void; Earth). The terms used both translate closely and present, in weight and proportion, with
         respect to the middle-level discourse in the poem (hills; forests; cold skies), and common figures (fellow students; full bloom), Mao’s own mixed levels of language.
      

      
      High-classic along with colloquial terms, formal syntax and colloquial syntax, graphic
         double-signific compound terms, one or two semi-abstract but not completely generalized
         locutions, are, as also represented in the translation, touched out with occasional
         precise color imagery, deep-red dyed or gray-green. These are Mao’s style-marks. Another of Mao’s style-marks is his use of heavily ironic
         phrasing for rhetorical question: Need I inquire; Do I not recall. In the making of translations, attention to style-marks, the poet’s semantic levels
         of “voicing,” together with the other aspects of his “voicing,” the pacing and tonal
         play, is as essential as attention to lexical and syntactic details. A translation
         should, it seems to me, expect to serve adequately those readers who choose to explore
         the translation of a poem with the same attention to style-marks and nuance that we
         could expect to give to the poem read in its original language.
      

      
      We now know that, in “Changsha,” the agonist, the sole actor, who, of course is Mao
         himself, moves through an interior drama from contemplation to disgust with the gaping void in the society he observes, and he poses his self-challenge. Then, in the second
         stanza, he turns to contemplation of his past up to the point of a recollection of
         a disgust related to that in the first “act,” his disgust with the rotten “feudal”
         classes, and so he comes to the suddenly adduced resolution. Mao, who does not forget that he has shown himself master of the river in the past, is now, by implication,
         about to proceed positively in the present, to move toward becoming master of the
         whole river that travels north. The dramatic movement, the contemplating and questioning of the present, the searching
         for answers from clues in the past, and then the sudden, firm resolution is, we now
         observe, prepared, sustained, and emphasized in the poem’s tonal effects. The questing,
         second-tone words, tones approaching full-tone, never quite resolve into full-tone
         until the poem’s question itself is resolved thematically in the poem’s last line.
      
 
      
      When “Changsha” was first given general currency in 1957-1958, most readers, not surprisingly,
         tended to suppose that Mao’s looking “toward countless hills now turning red,” represented
         an obvious symbolic expectation of the success of a communist kind of people’s revolution.
         His composition, in later poems, of the term “red” with contexts suggesting that he
         was using the enthusiasm for a “red” revolution as a tactical convenience and that
         he himself privately regarded “red” as a symbolic function of his destiny as surpasser
         of the founders of the Zhou and Han whose “red flags” signaled mastery of China allows
         the speculation that, as early as 1925, he was already using “red” with deliberated
         double meanings. In a context of assumptions about Mao’s being a member of the Chinese
         Communist Party, the “red” hills and forests could be taken to prophesy “success”
         for a communist revolution. But in the context of the poem itself, with advantage
         of clarified perspective from supporting evidence in his later poems and from Mao’s
         increasingly explicit role as “emperor” rather than “Chairman,” as the “red sun”—itself
         a traditional imperial title—it is permissible to assume that the “red” toward which
         Mao turned his eyes in 1925 was, in his own mind, already the recrudescent red of
         early Qin and early Han, his forecast of his own future as the rising new imperial
         master of not only the hills but the mainstream of China’s future.
      

      
       That, in his own mind, this has always been the central import of his poem is suggested,
         further, by certain semantic peculiarities in line 6 of Changsha. Earlier translators have overlooked the allusion implicit in its opening words, man jiang, “the whole stream” will implicitly become “red” also. This clue in turn clarifies
         the last two words of line 6. Earlier translators have tried to make some kind of
         sense out of bi tou 碧透 by giving attention only to bi and assuming that it describes the color of the water, an extended sense of bi, which basically means jade-stone, being “blue” or “green.” But the combination bi tou is by no means a common locution. Though it can be forced into some such meaning
         as “blue transparency,” experience with Mao’s poems warns us that he never wastes
         space on mere descriptive filler. The “whole stream” he is concentrating upon is the
         stream of events he proposes to dominate until he reaches the symbolic “north”—that
         is, power to rule as China’s emperor.
      

      
       In the context established by the terms of the “Changsha” poem itself , his choice
         of the term tou, penetrate, to follow the term jade has to do not with a cliché about blue water but with the forecast that the “whole
         stream” will become “red” when it is struck and penetrated by the emperor, the term
         bi 辟 meaning “emperor” being a homophone pun with bi, “jade” as well as an associative play upon bi, the specific jade piece representing the “prince’s seal” or “state seal.” This jade-struck”
         stream becomes an analogy and a prophesy in relation to Mao’s use in stanza two of
         his own thrusting into the “stream” as the swimmer who can overcome “the swiftest
         boat.”
      

       

      Poem 2: Yellow Crane Tower[36]  (Spring 1927)
      

      
      (Huang he lou 黃 鶴 樓 / 黄 鹤 楼)
      

      Ci title: Pu-sa-man 菩 薩 蠻 / 菩 萨 蛮 “Boddhisattva from Man”
      

       

      1. Mang mang jiu pai liu zhong guo, 茫 茫 九 派 流 中 國 / 茫 茫 九 派 流 中 国
      

       

      
      Though far and wide the nine streams branch across the Middle


      Kingdom,

       

      
      2. Chen chen yi xian chuan nan bei. 沉 沉 一 綫 穿 南 北 / 沉 沉 一 线 穿 南 北
      

       

      
      Far deeper now one track that runs from south to north is threading.

       

      
      3. Yan yu mang cang cang, 煙 雨 莽 蒼 蒼 / 烟 雨 莽 苍 苍
      

       

      
      But under gray-green murk of rain-damp grime,

       

      
      4. Gui she suo da jiang. 龜 蛇 鎖 大 江 / 龟 蛇 锁 大 江 
      

       

      
      Tortoise and Snake still trap the major stream.

       

      
      5. Huang he zhi he qu? 黃 鶴 知 何 去 / 黄 鹤 知 何 去
      

       

      
      The Yellow Crane perhaps still knows the route?

       

      
      6. Sheng you you ren chu. 剩 有 游 人 處 / 剩 有 游 人 楚
      

       

      
      Here still survives a traveler’s resting site.

       

      
      7. Ba jiu lei tao tao, 把 酒 酹 滔 滔 / 把 酒 酹 滔 滔
      

       

      
      The wine I seize to pledge the torrent’s roaring,

       

      
      8. Xin chao zhu lang gao. 心 潮 逐 浪 高 / 心 潮 逐 浪 高
      

       

      
      In my heart’s tide that mounts, its own waves soaring.

       

      
      As with other ci titles, “Pu-sa-man” has been regarded by many poets during the most recent thousand
         years simply as a label identifying this relatively easy pattern of pace counts and
         rhymes. But in the context of Mao’s apparent interest in the ci titles as ancillary clues to the import of each of his ci-pattern poems, it is worth recalling that “Pu-sa-man” was in origin a Tang dynasty
         song celebrating the arrival of “pu-sa” (i.e., bodhisattva) women who came to the
         Middle Kingdom from a country called Man (i.e., Ma-an), a nation somewhere to the
         west in Central Asia and reputed to have been either inhabited solely by women or
         a nation ruled by women. These women are, in the song, saluted as “pu-sa” because
         they were regarded as “benevolent spirits” (bodhisattvas) whose arrival signalized
         a favorable omen from Heaven, indicating Heaven’s continued approval of the reigning
         emperor of the Middle Kingdom.
      

      
       That Mao’s choice of this verse-pattern for “Yellow Crane Tower” was influenced by
         his association of this ci with the idea of an omen favorable to “the emperor” is reinforced by the fact that
         the only other one of his poems for which he uses this same ci pattern—that is, his poem “Dabodi”—explicitly celebrates, through the image of sky-dancers
         signaling with rainbow scarves, his conviction that Heaven is signaling approval.
         Just as in “Changsha,” Mao implies his emergence as “emperor” through the term du li 獨立, uniquely firm, through allusion to following the stream that goes north, through the use of zhu 主, ruler, he who commands events on the stream of life on earth, and the latent dragon image of the swimmer
         with power to travel faster than any boat on the “stream,” so, in “Yellow Crane Tower”
         he uses wordplay associated with the theme of imperial rule.
      

      
       He begins by alluding to the “nine streams” reputedly created by the ancient emperor
         Yu 禹, only to add that he, Mao, is planning to cut an even deeper track to “the north”
         even though he is temporarily still south of the Yangtze which, like a number of medieval
         emperors, he recognizes as a “major stream” he must control for ultimate mastery of
         China. And when Mao asks if “the Yellow Crane perhaps still knows the route,” he engages in maximum wordplay. In Mao’s poem this is not a plaintive query about
         the possible arrival of some fabulous bird to carry him up among Heaven’s immortals.
         Because huang he 黃鶴, yellow crane also means emperor’s longevity, Mao is also posing, with considerable wit, the probability, inherent in his view
         of the process of the “changes,” that, given a long life as ancillary to his will
         power, his heart’s tide, he will both thread his way through to “the north”—that is, become de facto emperor—and
         like various princes and sages of the past move beyond time as “immortal,” an apotheosis
         associated with the leverage provided by the crane, the supernatural bird commemorated
         at the site of the Yellow Crane Tower.
      

      
       Since “Yellow Crane Tower” is dated “spring, 1927,” this brings it within the lunar
         year corresponding to the period from February 2, 1927, to January 22, 1928, the period
         that in Mao’s apparent method of relating the “changes” in the Book of Changes to his advancing career from 1923 forward, correlates with the auspices for hexagram
         5. This hexagram is called xu 需, interpreted to mean waiting in the sense of hopeful waiting that assures good prospects for the future. The indications
         for this hexagram correspond quite aptly with the import of “Yellow Crane Tower,”
         which also imports Mao’s resting and waiting but, nonetheless, being full of hope
         for the fulfillment of his plans for achievement and glory as future emperor of China.
      

      
       The statement in the Book of Changes of indications for the period governed by this hexagram includes the advice that
         this is a propitious period for making major decisions. In the symbology of the Book of Changes, here as elsewhere when a period for crucial decisions is indicated, the advice is
         given in the characteristic formula, li she da chuan 利涉大川, profitable to ford (or to cross) the great stream. In “Yellow Crane Tower” Mao’s use of the words da chuan, which also mean the great stream,[37]  allude most immediately to the Yangtze river (Yangtze jiang 江), his wordplay on the familiar landscape item, the two headlands called “Tortoise”
         and “Snake” that narrow the river and make it turbulent as it passes the city of Hankou.
         In this, he warns us that he is, in the poem, using the great stream symbolically to represent, at this point, factors in Chinese politics that he will
         have to take account of in getting across this “major stream” in order to continue
         his way “to the north.”
      

      
       Similarly, within the same stanza, though he might appear to be alluding merely to
         the railroad track running northward to Beijing, he has already alerted us, by his
         use of the assertion that this line threads deeper, chen-chen than all the nine streams respectively dug out by old Emperor Yu, to recognize that the “track” he is talking
         about is the future track he has already planned for his own move northward to control
         of the Chinese empire. The theme of hopeful and confident expectation is, needless
         to say, reinforced in his second stanza in which, just as in “Changsha,” he celebrates
         the force and enthusiasm of his own heart and will as a key factor in carrying him
         through and across the “torrent’s roaring” to become master of China.
      

      
       With further regard to hexagram 5, the lower trigram signifying heaven, the creative, is interpreted as moving up upon the upper trigram signifying deep water, the abyss and is regarded as representing clouds in the sky promising favorable rain. For this
         hexagram the specific advice to the “ruler” or “potential ruler” (line 5 of the hexagram)
         is that he should relax, “eating and drinking,” but can be assured that his situation
         “occupies heaven, is central and correct” and that, though there are dangers ahead,
         he will not be trapped and need be neither anxious nor confused. Correlations between
         these several auspices and the matter and mood of “Yellow Crane Tower” are obvious.
      

      
       It is probably therefore not irrelevant to notice that the lunar-year period intervening
         between “Changsha” and “Yellow Crane Tower,” a period for which Mao does not provide
         a poem, is the period connected with hexagram 4, for which the auspices indicate the
         problem of inexperience, the admissibility of remaining relatively inconspicuous and
         the advice provided is that, at this point, the future ruler should take instruction
         from others and “cultivate thoroughness.” This interim—February 13, 1926, through
         February 1, 1927—corresponds, in the biographical data for Mao Zedong, quite aptly.
         Since Mao’s poems regularly celebrate points of major decision and, from his own angle
         of vision, major indications of successful operation of his tactics, we can recognize,
         in retrospect, that periods such as the hexagram 4 period of “change,” like those
         for various later lunar years unmasked by poems, are, though part of the process of
         Mao’s career, not periods that excite him to the making of poems. The poems mark the
         major decisions and major triumphs, as he sees them and, for Mao the poet, the rest
         is silence.
      

       

       

       

       

       

       

       

       

       

       

       

       

       

       

      Poem 3: Jinggangshan[38]  (Autumn 1928)
      

      
      (Jinggang Shan 井 岡 山 / 井 冈 山)
      

      Adjunct title: Jinggangshan “Jinggang mountain”
      

      
      Ci title: Xi jiang yue 西 江 月 / 西 江 月 “West River Moon”
      

       

       

      
      1. Shan xia jing qi zai wang, 山 下 旌 在 望 / 山 下 旌 在 望
      

       

      
      When below the mountains signal flags show clear,

       

      
      2. Shan tou gu jiao xiang wen. 山 頭 鼓 角 相 聞 / 山 头 鼓 角 相 闻
      

       

      
      Atop the mountain drum and bugle now respond.

       

      
      3. Di jun wei kun wan qian chong, 敵 軍 圍 困 萬 年 重 / 敌 军 围 困 万 年 重
      

       

      
      Although the enemy close in ten thousand thousands strong,

       

      
      4. Wo zi kui ran bu dong. 我 自 巋 然 不 動 / 我 自 岿 然 不 动
      

       

      
      I myself and only I am steadfast and unmoved.

       

      
      5. Zao yi sen yan bi lei, 早 已 森 嚴 壁 壘 / 早 已 森 严 壁 垒
      

       

      
      My forest-dense redoubt long since secured,

       

      
      6. Geng jia zhong zhi cheng cheng. 更 加 眾 志 成 城 / 更 加 众 成 城
      

       

      
      The more the people’s will becomes my sure-walled ground.

       

      
      7. Huang-yang Jie shang pao sheng lung, 黃 洋 界 上 砲 聲 隆 / 黄 洋 界 上 炮 声 隆
      

       

      
      While over Huangyangjie my cannon’s thunder roar and proud,

       

      
      8. Bao dao di jun xiao dun. 報 道 敵 軍 霄 遁 / 报 道 敌 军 霄 遁
      

       

      
      News comes the enemy have skulked by night and fled.

       

      Given Mao’s tendency to associate himself with notable warrior rulers out of the past,
         his choice of this verse-form may have been influenced by Li Bo’s allusion to Wu (the
         “warrior”) whose palace on the West River marked his days of triumph after years of
         warfare. Given also Mao’s temperamental rejection, throughout his poems, of the moods
         of melancholy, compliance or resignation often associated with Chinese lyric compositions,
         his choice of the form of the “West River Moon” ci as the vehicle for celebrating, in “Jinggangshan” of what he regarded as his first
         major military victory may also have represented in his own mind a deliberated association,
         even this early in his career, that he intended to establish in China a form of imperial
         rule that would surpass and outlast that of all previous “mirror” kings.
      

      
       The dating of Jinggangshan to autumn 1928 brought within the lunar year, January
         23, 1928, to February 9, 1929, and, accordingly, in relation to Mao’s view of the
         annual “changes,” associates the poem with hexagram 6, the hexagram called song 訟, conflict, with the specific connotations of armed conflict and the clash of the forces of
         the ruler or potential ruler with the military forces of his remark. The traditional
         interpretation of this hexagram sees the lower trigram, called deep water or the abyss forcing upward and pressuring the upper trigram, heaven, the creative. Accordingly, the auspices are taken as advice to recognize that though no major
         military advance can be made at this time, the ruler should “hold to his central aim”
         and also consult with others, but should avoid making any major decisions during this
         period. The general prognosis does accord rather well with Mao’s situation in the
         autumn of 1928, at which time he does hold his own small power base on Jinggangshan
         and with the help of others sees to its defense, including the setting of the ambush
         in the Huangyang 黃楊 gorge, but makes no military move beyond his “forest-dense redoubt.”
      

      
       His conspicuous insistence at the end of the poem’s first stanza, wo zi kuei ran 我自巋然, I myself and only I, that is, that only Mao Zedong feels no alarms even surrounded by enemy troops ten thousand thousands strong (the hyperbole is also typical of Mao’s temperament and style) can suggest, as is
         also true of the immediately preceding poem, “Yellow Crane Tower,” that he may in
         literal fact be depending upon the hexagram prognosis, which, in its opening statement,
         advises “having confidence” even though recognizing that advance is (temporarily)
         blocked, you fu zhi ti 有孚窒惕;[39]  this statement carries with it the implication that the rising ruler is temporarily
         deprived of ti, that is, of the awe and respect that he will eventually induce in those whom he
         now consults and works with in order to advance toward his main goal. In “Jinggangshan”
         the two points of main emphasis, that Mao remains unperturbed and confident even though
         his mountain redoubt is surrounded with enemy troops far outnumbering his seven hundred
         guerillas and that, according to Mao’s view expressed in the poem, his ability to
         secure the devotion of common people (line 6, the zhong) together with his competence in military tactics—the securing of the mountain forest
         redoubt and the planning of control of the Huangyang gorge by the single common past
         together on the mountain—work together to establish the import of the poems: that
         is, that Mao has absolute confidence that, just as the enemy were forced to retreat
         from Jinggangshan, so he will ultimately favor the retreating ten thousand thousands
         of his opponents.
      

      
       

      Poem 4: Jiang’s War with the Guangxi Clique[40]  (Autumn 1929)
      

      
      (Jiang Gui[41]  zhan zheng 蔣 桂 戰 爭)
      

      Ci title:  Qing ping le 清平樂, “In Perfect Peace Rejoicing.”
      

       

      
      1. Feng yun tu bian, 風 雲 突 變
      

       

      
      As with the clouds the winds collide,

       

      
      2. Jun fa chong kai zhan. 軍 閥 重 開 戰
      

       

      
      So warlords take to making war again.

       

      
      3. Sa xiang ren jian du shi yuan, 灑 向 人 閒 都 是 怨
      

       

      
      Though they with all their grudges spatter others in their range,

       

      
      4. Yi zhen huang liang zai xian. 一 枕 黃 梁 再 現
      

       

      
      They follow where the yellow millet dreams reside.

       

      
      5. Hong qi yue guo Ting Jiang, 紅 旗 躍 汀 江
      

       

      
      But my red flags, already romped across Ting’s stream,

       

      
      6. Zhi xia Longyan Shanghang. 直 下 龍 岩 上 杭
      

       

      
      And plunged beyond Longyan, beyond Shanghang, hold firm.

       

      
      7. Shou shi jin ou yi pian, 收 拾 金 甌 一 片
      

       

      
      As the gold bowl mends best by mending first one side,

       

      
      8. Fen tian fen di zhen mang. 分 田 分 地 真 忙
      

       

      
      Shared fields and shared-out land make a real harvest-time.

       

      Though traditionally attributed to Li Bo, the original words and tune of this song,
         like those of most other ci, is no longer known. Mao’s typically sardonic intent in choosing “In Perfect Peace
         Rejoicing” as the ci title to govern his poem is, however, obvious. By witty allusion and wordplay involving
         the contrast between the illusory ambitions of Jiang and of the warlords (line 4)
         and the effective reality of Mao’s tactics (line 8), Mao both mocks those who are
         his competitors for mastery of China and asserts his potential victory and “real”
         (zhen, line 8) skill at inducing a people’s army to support him and so to further his aim
         of mending and controlling the “gold bowl,” the “gold bowl” being a conventional symbol
         for China as a unified empire.
      

      
      In sum, Mao himself is “in perfect peace rejoicing,” in that he sees the effectiveness
         of his own tactics combining brief, rapid military moves with psychological maneuvers
         (shared fields and shared-out land) not only as evidence that he is already harvesting
         the support he will need to further his grand strategy, but also as the “real,” the
         effective, initial move toward both uniting and becoming master of China.
      

      
      Mao’s phrase (concluding line 8) zhen mang is rendered in English as a real harvest-time both to retain Mao’s emphasis on the term zhen, with its specialized Chinese connotations about what is real and genuine in the sense of both perfect and in accord with the actualities of the life-process, and to make clear the special connotations implicit in the rhyme word, mang. Though mang carries the modern colloquial sense of being busy, Mao’s knowledge of classical usage deducibly includes recognition that its basic
         sense is that of mang gong 忙工, the standard farmer’s locution for the practical need to rush to bring in the harvest in autumn. Mao’s poem dated autumn 1929, with specific reference to events of October
         1929, sets against the harvest of illusory dreams (alluding to the old Chinese tale
         of the traveler who dreamed of personal and political glory through a whole lifetime
         in the brief span of time required to cook up a pot of yellow millet) Mao’s “real”
         use of autumn harvest-time to gather in both troops and non-military followers to
         support his future campaigns.
      

      
      Since the poem is dated autumn 1929, it comes, in Mao’s pragmatic system, within the
         lunar year February 10, 1929, to January 29, 1930, and under the auspices of hexagram
         7. The name of this hexagram is shi 師, signifying army and effective leader of an army. The prognostication stated in the Book of Changes for this hexagram is Shi: Zhen zhang ren, ji, wu jiu 師: 真丈人, 吉, 无咎. That is, this “change” is a period favorable for military affairs, a period when,
         given the auspices from divination that a strong and respected man (implicitly one
         not yet publicly recognized as the “ruler”) is in charge, he will make no errors in
         his decisions or literally, wu jiu, there are, for him, no bad prognostications.
      

      
      Within the hexagram, the relation of the lower trigram, deep water to the upper trigram, earth, the receptive is taken to represent “water stored in the earth” and interpreted to signify the
         potential of military strength that the ruler can develop from among the common people.
         He is advised that though he can be sure of increase in his power through favoring
         the common people, he should also be aware that some of his close associates can be
         a danger to him. The commentary on line 5, the ruler line, stresses that the ruler
         (or potential ruler) acting as military commander must exercise personal control at
         this point or risk losing “the game in the field.”
      

      
       Supposing that Mao had already in the 1920s been developing his tactics in relation
         to a theory that, in relation to his career, the operative dialectics of the Book of Changes began for him in the 1920s, the aptness of the prognostications of hexagram 7 for
         Mao’s procedures and decisions from September of 1929 onward is sufficiently striking
         to encourage the conclusion that he did take the sequential study of the hexagrams
         into account. From September 1929 onward, he not only became more insistent among
         his associates upon his own views of both the psychological and military tactics that
         will be effective—that is, he begins to insist upon more “control” in accord with
         his own theories—but also, expectedly, came into more open conflict with associates
         who “can be a danger to him.” That he anticipated this conflict but remained imperturbable
         in pursuing his own aims may indeed be accountable from a connection that he is the
         zhang ren 丈人, the strong man of hexagram 7 who, if he continues to zhen 真, to study the auspices (follow the hexagrams correctly) is still secure because, as the auspices indicate,
         his situation is wu jiu, 无咎, without bad prognostications: that is, he will make no errors.

      
      So we might conclude, he pursued his own plans, as his chosen ci title for this poem nonchalantly implies, “in perfect peace rejoicing,” as he continued
         the military excursions and attracted more followers through “favoring the common
         people” with the land-sharing tactics that he continued to use until the mid-1950s.
      

      
      Notes

      
      
         1. “Changsha”: the hexagram correlation attaches the poem to hexagram 3, called “sprouting,”
               interpreted as “difficulty at the beginning but supreme achievement potential,” the
               “image” of the hexagram being interpreted as “clouds” (upper trigram) to be followed
               by “rousing thunder” (lower trigram), interpreted to indicate that despite “difficulty
               at the beginning,” the prince (or “superior man”) “brings order out of confusion.”
               Mao’s decision, made probably in 1962 or 1963, to assign the year 1925 to “Changsha,”
               together with the reference to autumn in the poem’s opening line, places the poem,
               within Mao’s lunar calendar correlation to his system of interpreting the Book of Changes, in the lunar year from January 24, 1925, to February 12, 1926.

         2. 獨: the sense of “unique” used for emperors.

         3. 立: the sense of “stand firm,” “be established.” Also connotes the establishment of
               a career attributed to poems between the ages of 30 and 40.

         4. 寒: “hard-frost. 秋: “autumn.” Both connote in the  Zhouyi  a view of human affairs that is the context for all of Mao’s poems. The period that
               is to be regarded by the “superior man”—the sage, the ruler, or potential ruler—not
               as a time of hardship but the necessary period of retirement in preparation for the
               next phase of creative action. This view is directly related to that expressed in
               the text for  Zhouyi  hexagram 3 to which Mao attaches this poem by his re-dating it to 1925 in relation
               to his review of his career in which he implicitly assigns hexagram 1, the beginning
               of the cycle of changes in his own career, to 1923. The emphasis on “hard-frost” is
               already present in hexagram 2; hexagram 3 emphasizes pushing upward from this stage.

         5. Xiang 湘 is the actual name of the river flowing north past Changsha, but given Mao’s penchant
               for wordplay, he may be emphasizing the name both as a pun on xiang 相 (“reciprocal,” “direction toward,” “helping,” “assisting, “minister of state”)
               in the sense of the “helping stream” in relation to the “whole stream” which in Mao’s
               vocabulary regularly connotes the “stream of events,” that is, as “Changsha” announces,
               he proposes to master and believes he can master.

         6. Qia 恰: in the nick of time.

         7. Cf. Feng hua 風花 loose morals and manners.

         8. Shu sheng 書生 Mao’s emphasis on the limit of “bookish” fervor in contrast with direct action.
               

         9. “No less” inserted to emphasize implied contrast with shu sheng and to reinforce fang qiu 方逎.

         10. Ci was a poetic form originated in the late Tang dynasty and more fully developed during
               the Song. Originally often accompanied by music and singing, certain titles became
               associated with their tunes. Even as the ci lost their popularity, these tune titles remained and were often referred to by later
               poets to identify their own poems’ form and structure. (Ed.)

         11. Chen-fou 沉浮 to sink-or-float, aspects of existence. Can also be read zhen-fu (Ed.)

         12. That these are the implications of “Changsha” is reinforced by the import of “Snow”
               written to the same verse-pattern ten (lunar) years later, according to Mao’s present
               dating system for his poems. It is a curious fact that the traditional interpretation
               of the individual lines of hexagram 3 forecasts the emergence from difficulties in
               “ten years.” In “Snow” Mao both associates himself with several major Chinese emperors
               and, speaking of China in the image of a desirable woman, prophesies that her new
               springtime is now imminent.

         13. Poems of Mao Tse-tung, trans. Wong Man, (Hong Kong: Eastern Horizon Press, 1966). (Ed.)

         14. Michael Bullock and Jerome Ch’en, Thirty-seven Poems by Mao Tse-tung, in Ch’en, Mao and the Chinese Revolution (Oxford: Oxford University Press, 1965). (Ed.)

         15. Bullock-Ch’en, 321.

         16. Ch’en, 379.

         17. Mao Tse-tung, Nineteen Poems, Andrew Boyd, tr. (Peking: Foreign Languages Press, 1958). (Ed.)

         18. P. 320.

         19. P. 2.

         20. Lin, Reverberations: A New Translation of Complete Poems of Mao Tse-tung, 7.

         21. Also written 遊 (Ed.).

         22. The text is given in English in the 1958 Nineteen Poems.

         23. And others. Cf. Willis Barnstone, The Poems of Mao Zedong (Berkeley: University of California Press, 1972), 32; Hua-ling Nieh Engle and Paul
               Engle, Poems of Mao Tse-tung (New York: Dell, 1972), 32; Eugene Eoyang, in Sunflower Splendor: Three Thousand Years of Chinese Poetry, eds. Wu-chi Liu and Irving Yucheng Lo (Garden City, NY: Anchor/Doubleday, 1975),
               520; Nancy T. Lin, Reverberations: A New Translation of Complete Poems of Mao Tse-tung (Hong Kong: Joint Publishing Co., 1980), 7. Only one translation picks up on the
               “swimming” theme: see Stuart R. Schram, et. al., ed. and trans., Mao’s Road to Power: Revolutionary Writings 1912-1949 (Armonk, NY: M. E. Sharpe, 1992 - ), v. 2, 226. (Ed.)

         24. P. 321.

         25. Barnstone, Engle, Eoyang, Lin, Schram, and Vaughan all adhere to “freedom.” (Ed.)

         26. I am, throughout this discussion, except where I specifically mention the other translators,
               giving my own reading, directly from the Chinese text.

         27. As it does the others. Barnstone, “warlords”; Engle, “lords”; Eoyang, “marquisates”;
               Schram, “high and mighty”; Vaughan, “marquises.” Lin’s “potentates” comes close to
               the mark.

         28. Hence Bullock and Ch’en’s effort to try to make marquisates work in their English translation.

         29. Bullock-Ch’en and Wong give much space to notes, but provide no comments on terms
               that happen not to be conspicuous proper names.

         30. See Barnstone, “cowdung”; Engle, “dung”; Eoyang, “dung”; Lin, “scum”; Schram, “dung
               and dust”; Vaughan, “muck and dirt.” (Ed.)

         31. Literally, in the river; metaphorically, in the course of the political revolution.

         32. Bullock-Ch’en, p. 321.

         33. As also do Barnstone, Engle, Eoyang, and Schram. Nancy T. Lin renders it “Mandarin
               Isle.” Zhang trips over “Tangerine Ait.” (Ed.)

         34. See Prof. Ingalls’s unpublished article “The Poems of Mao Tse-tung: War Chants, Reply-Poems,
               and Verse Monologues.”

         35. In Chinese shusheng yiqi 書生意氣.

         36. The form of “Yellow Crane Tower” is a two-stanza form, each stanza being a quatrain
               of two couplets. The pace pattern (“syllable” count) for stanza one is 7, 7 / 5, 5
               and, for stanza two, 5, 5 / 5, 5. The corresponding rhyme pattern is a, a / b, b followed
               by c, c / d, d. The title of this ci pattern, one of the simplest ci forms and, probably in direct consequence, one for which the actual tune has survived
               to our own time, is “Pu-sa-man菩薩蠻.”

         37. Line 4: the major stream.

         38. The form for “Jinggangshan” requires two stanzas paced, respectively, 6, 6 / 7, 6
               and again 6, 6 / 7, 6. The rhyme pattern, however, which shows x, x / a, a in the
               first stanza runs x, b, b, x in the second stanza. The title of this ci form is the Xi jiang yue, “West River Moon,” a label derived reportedly from Li Bo’s lines:“At Suzhou Pavilion
               Viewing the Past.” The last line of the poem refers to Fuchai’s legendary pleasure
               palace on Lingyan Hill (southwest of Suzhou city), built in the sixth century B.C.
               for Xi Shi, one of China’s famed “Four Great Beauties,” with whom the king was reputedly
               so besotted he allowed his kingdom of Wu to fall to the rival Yue State.

         39. See hexagram 6.

         40. The verse-form for “Jiang’s War with the Guangxi Clique” is a ci requiring the pace count, 4, 5 / 7, 6 followed by 6, 6 / 6, 6. Mao uses, as rhyme-scheme,
               a, b / b, a, followed by c, c / a, c.

         41. Gui 桂 is a traditional name for Guangxi province

      

      Section B: Hidden Dragon, 1929-1934

      
      
      Poem 5: Double Yang[1]  (October 1929)
      

      
      (Chong yang 重 陽 / 重 阳)
      

      Ci title: Cai sang zi 采 桑 子 / 采 桑 子, “Picking Mulberries”
      

       

      
      1. Ren sheng yi lao tian nan lao, 人 生 易 老 天 難 老 / 人 生 易 老 天 难 老
      

       

      
      Within the changes man grows old but Heaven, unvexed by aging,

       

      
      2. Sui sui chong yang. 歲 歲 重 陽 /岁 岁 重 阳
      

       

      
      Bring’s each year’s Double Yang full force. 

       

      
      3. Jin you chong yang, 今 又 重 陽 / 今 又 重 阳
      

       

      
      Now again, in Yang’s full force, 

       

      
      4. Zhan di huang haa fen wai xiang. 戰 地 黃 花 分 外 香 / 战 地 黄 花 分 外 香
      

       

      
      On battlefields the sweetest odors from the yellow flowers burst. 

       

      
      5. Yi nian yi du qiu feng jin, 一 年 一 度 秋 風 勁 / 一 年 一 度 秋 风 劲
      

       

      
      Come each year’s due season, when the autumn winds blow harsh, 

       

      
      6. Bu si chun guang. 不 似 春 光 / 不 似 春 光
      

       

      
      Not like the light of spring, this force. 

       

      
      7. Sheng si chun guang, 勝 似 春 光 / 胜 似 春 光
      

       

      
      Unlike the light of spring, more fierce, 

       

      
      8. Liao kuo hong tian wan li shuang. 寥 廓 江 天 萬 里 霜 / 寥 廓 江 天 万 里 霜
      

       

      
      It turns the vast, mute stream to Heaven’s myriad leagues of frost. 

       

      Though it might seem that, in relation to a philosophically very intricate poem, the
         ci title “Picking Mulberries” could have no function beyond conventional identification
         of a traditional ci pattern, it seems not unlikely that Mao makes an associative link between the “Picking
         Mulberries” ci and his Double Yang theme because, in Chinese symbology, both “mulberries” as a symbol
         and Double Yang day as a festival occasion are associated with devotion to the unity
         and prosperity of the nation and also with thoughts about old age.
      

      
      Since “Double Yang” was written, according to its dating and its position in Mao’s
         verse-sequence, within a week or two after the composition of poem 4, “Jiang’s War
         with the Guangxi Clique,” Mao’s use of the implicit metaphor of “harvesting” in the
         concluding line of that poem may have turned his attention to the “harvesting” suggested
         by the ci title “Picking Mulberries.” Such habits of thought association, now mostly unfamiliar
         to the urban West, the regular correlation of seasonal changes and related activities
         as symbols for matters both political and metaphysical, are characteristic of Mao’s
         practice as a poet, of the practice of many of his predecessors among Chinese poets,
         and of the processes of thought inherent to the Book of Changes.

      
       Attributed to the autumn of 1929, poem 5, “Double Yang,” comes of course, like poem
         4, within the auspices associated with hexagram 7[2]  predicting present hardship but assured future good fortune for the ruler who is
         the “real” commander of a people’s army. But in “Double Yang” Mao moves beyond the
         celebration of his confidence in the effectiveness of his tactics in both the capture
         of towns and in psychological warfare to the metaphysical context of his continued
         confidence in his own future.
      

      
       Just as in “Changsha” and “Yellow Crane Tower” he already defines himself as unique,
         superior in will and strength, determined to rule on the “stream” of life’s changes
         and as a potential Immortal and, in both poem 3 and poem 4 (“Jinggangshan” and “Jiang’s
         War with the Guangxi Clique”) asserts his imperturbability and comprehension of what
         is required to be a zhen-ren, the man who is both realistic and philosophically perfect as an understander of reality. Now, in “Double Yang, he subtly associates himself with Heaven, identifying himself
         as one who not only is a profound observer of the “changes” but who understands the
         central paradox of “the stream” of existence: that conflict and stress—battlefields,
         cold winds, miles and miles of frost—become the major creative force—the double-yang
         force—which both perennially recurs and must always occur as the preparation for “the
         light” of springtime.
      

      
       Significantly “Double Yang” is among those of Mao’s poems withheld from public circulation
         until 1962 when, together with several other “war” poems from the 1920s and 1930s,
         it appeared in the journal People’s Literature, May 1962,[3]  solely under its ci title “Picking Mulberries.” That Mao composed “Double Yang” in 1929 is one of the
         strongest early evidences that the dialectics of the Book of Changes, rather than the dialectics of Marxism-Leninism, has been the determining element
         in both his personal and his political philosophy.
      

       

      Poem 6: New Year’s Day[4]  (January 1930)
      

      
      (Yuan dan 元 旦 / 元 旦)
      

      Ci title: Ru meng ling 如 夢 令 / 如 梦 令, “Like a Dream”
      

       

      
      1. Ninghua, Qingliu, Guihua, 寧 化 清 流 桂 化 / 宁 化 清 流 桂 化
      

       

      
      Ninghua, Qingliu, Guihua, secured and left behind,

       

      
      2. Lu ai l in shen tai hua. 路 隘 林 深 苔 滑 / 路 隘 林 深 苔 滑
      

       

      
      The route through heavy, mass-slick woods finds paths run thin. 

       

      
      3. Jin ri xiang he fang, 今 日 向 何 方 / 今 日 向 何 方
      

       

      
      Toward what quarter do I face today? 

       

      
      4. Zhi zhi Wuyi Shan xia. 直 指 武 夷 山 下 / 直 指 武 夷 山 下
      

       

      
      Both straight ahead and straight down Wuyi mountain. 

       

      
      5. Shan xia shan xia, 山 下 山 下 / 山 下 山 下
      

       

      
      Down the mountain, down the mountain, 

       

      
      6. Feng zhan hong qi ru hua. 風 展 紅 旗 如 畫 / 风 展 红 旗 如 画
      

       

      
      The wind unfurls red flags according to my plan. 

       

      The clue to the symbolic association Mao makes between the title attached to this
         ci pattern and the import of his own poem appears to lie in his poem’s closing line,
         in an implicit association between the ci title Ru Mengling and his closing words for his poem, the phrase ru hua.

      
       The phrase ru hua can be translated as “like a picture” and is so rendered by earlier translators.
         But with regard to plentiful other indications in Mao’s poems that he not only does
         not waste the limited space available in these traditional verse-forms upon mere clichés
         but also regularly uses the final line of each poem to clinch the argument or demonstration
         developed in the poem, it seems highly unlikely that, in Mao’s own mind, the poem
         ends in so trivial and rather maudlin a remark as that the red flags “look like a
         picture.” When, however, we make another reading of exactly the same script-characters—that
         is, ru hua understood to mean “according to plan,” remembering that this term hua also signifies not only plan in general sense but, specifically, military and political strategy, the import of the poem comes through clearly.
      

      
       The situation Mao celebrates in “New Year’s Day” is “like a dream” in that events
         are worked out, so to speak, as he had planned them, visualizing them in advance:
         that is, the “wind,” which in Mao’s lexicon regularly carries the Chinese traditional
         combination of literal and symbolic meanings, the actual wind, the direction of the
         wind taken as a sign from Heaven, and “wind” in the sense of the “spirit of the times,”
         the current of opinions and attitudes. Line 6 of “New Year’s Day” asserts, in sum,
         that Mao’s own version of red-flag strategy is working out just as he had dreamed
         it would, the further implication being that the “spirit of the times” upon which
         Mao calculates to further his plans, “unfurls” the red flags as the troops led by
         Mao (and by Zhu De who, like other associates receives no mention) move down into
         Fujian province to establish a further base of political-military operations there.
      

      
       Attention to the inner argument of the seemingly simple “New Year’s Day” poem also
         requires a close look at lines 3 and 4. Earlier translators have assumed that line
         3 asks only “Where are we going today?” with the over-simple answer “down Wuyi Mountain.”
         But keeping in mind the emphasis Mao has already established in his previous five
         poems, and which he recurrently emphasizes in his later poems: that is, that the subject
         pronoun in his poems is consistently “I” and never “we,” the question he asks in line
         3 is a question he addresses to himself and the answer in line 4 involves a paradox
         that he understands but which, as in others of his poems, he does not expect all of
         his readers to perceive.
      

      
       When he asks in what direction he faces, the answer, for New Year’s Day 1930 (New
         Year’s Day in the lunar calendar, corresponding to January 30, 1930), is that he faces
         “east” on this jin ri, this present day, today. But he is of course bearing in mind that his eventual goal is north.[5]  Being also a thorough student of the art of war, however, he knows that going in
         a direction other than that toward which the grand strategy ultimately aims is often
         the “straightest” tactic toward achieving the final aim. Hence the paradox of his
         answer in line 4. By going east rather than north and literally “down” rather than
         “up” he is nonetheless moving “straight ahead” in pursuing his own “plan” for enlarging
         his control over armies drawn from the Chinese masses which, in accord with the advice
         in the Book of Changes, are essential to the working-out of his grand strategy.
      

      
       In employing at the end of the question in line 3 the term fang at a point in the verse-pattern at which, since no rhyme is required there, he might
         have chosen any of several terms to express the idea of location and direction, Mao
         may also have held in his own mind an additional specialized connotation, fangxia, signifying “China.” When he asks himself in what direction he is headed, what fang he is facing toward, the play of ideas in his question and answer quite possibly
         includes the idea that he is always moving “straight ahead” toward mastery of China,
         no matter in what literal directions he seems to be headed as the new lunar year begins
         in 1930.
      

      
       In Mao’s system for interpreting the Book of Changes, the lunar year that begins on New Year’s Day, which is, in the Western calendar,
         January 30, 1930, and extends to February 16, 1931, correlates, in regard to Mao’s
         view of his career, to hexagram 8, which is called bi 比 and interpreted to mean union or alliances, including also the connotations of associates or followers. The concept of union is, the commentaries say, derived from the relation, in the
         hexagram between the lower trigram, earth, the receptive, and the upper trigram, deep water, interpreted as a favorable conjunction. The prognosis attached to this hexagram assures
         the ruler of good fortune if “from domination” he ascertains that he has firmness
         and stamina. He is also informed that people who are restless will come to the fang (direction, quarter, or region) where he is and that matters will not go well with those who delay in making alliance
         with him.
      

      
       The situation is further characterized as like that during which ancient kings secured
         their followings by granting fiefs and remaining friendly with the feudal lords. Under
         line 5, the ruler line, maintaining alliances is again urged, and the king out hunting
         (analogously associated with military maneuvers) is reminded to surround the game
         on three sides, allowing the fourth side to remain unblocked. This advice, functioning
         symbolically in the Book of Changes, reflects both the old ecological practice of preventing total extermination of game
         and the equally venerable maneuver in warfare of leaving a fourth area open as an
         ambush, an escape route on which opponents, thinking themselves about to elude capture,
         are ultimately captured. The ruler is, in line 5 of hexagram 8, further assured that
         he has further good fortune if the people do not feel wary of him.
      

      
       Mao had already used the tactics of the ambushed escape route at Jinggangshan (poem
         3) when, in 1928, he left the Huangyang gorge seemingly undefended but in fact within
         range of the single cannon aimed into the gorge. Analogously, he may have regarded
         the turn eastward into Fujian in late 1929 and 1930 as “leaving open” the areas to
         the west within which the warlord armies could further control themselves while Mao
         (and Zhu De) established a further base from which to move again west and north through
         the lines of their several opponents. Line 2 of “New Year’s Day” with its emphasis
         on hard-going on narrow paths through dense woods with moss may be taken to represent
         in Mao’s mind not only the actual terrain but, symbolically, the narrowing of his
         tactical choices which is also observable in the biographical data for this period.
      

      
       By December 1929 and January 1930 Mao abandons his tactics of the 1920s in which
         he occasionally complied with the ideas of some of his CCP associates in order to
         improve his political leverage and begins, with his report to the Gutian 古田 conference
         in December and his essay “A Single Spark” in January to promote actively his strategy
         of building up strong bases and army units in the countryside, evoking his long-range
         strategy of eventually surrounding and moving in upon cities by developing a strong
         military “union” first of armies based and trained outside the cities. In this context his celebration
         of the army of red flags coming down Wuyi on New Year’s day is understandable even
         though, from the viewpoint of other major members of the CCP, Mao was, on January
         30, 1930, nowhere near so completely in charge of events and armies in the winter
         of 1929-1930 as his poem, like others of his poems from the year 1930, tend to imply.
      

      
       From Mao’s own viewpoint, however, the fact that within the first month of this lunar
         year—that is, in February 1930—he was ensconced as Political Commissar of the First
         Front Army would very likely have assured his conviction that the “changes” were indeed
         running in his favor and that this “new year” marked the further new increase in power
         to impose his own tactics and further his own grand strategy of using the route through
         offices in the CCP and the armies associated with the CCP as the “straight ahead”
         route on which he could speed his move “to the north.”
      

       

       

      
      Poem 7: On the Road to Guangchang[6]  (February 1930)
      

      
      (Guang Chang lu shang 廣 昌 陸 上 / 广 昌 路 上)
      

      Ci title: Jianzi mulan hua 減 木 蘭 花 / 减 字 木 兰 花 “Abbreviated Magnolia Blossom”
      

      
      Alternate title: “On the Road to Ji’an”

       

      
      1. Man tian jie bai, 漫 天 皆 白/ 漫 天 皆 白
      

       

      
      Under vast heaven’s utmost white,

       

      
      2. Xue li xing jun qing geng po. 雪 裡 行 軍 情 更 迫[7]  / 雪 里 行 军 情 更 迫
      

       

      
      Through snow the marching army hastens in more desperate plight. 

       

      
      3. Tou shang gao shan, 頭 上 高 山 / 头 上 膏 山
      

       

      
      But from the mountains towering mass

       

      
      4. Feng juan hong qi da guan. 風 捲[8]  紅 旗 大 關 / 风 卷 红 旗 大 关
      

       

      
      The wind whirls red flags onward through the mighty pass. 

       

      
      5. Ci xing he qu? 此 行 何 去 / 此 行 何 去
      

       

      
      Upon this march what is the aim? 

       

      
      6. Gan Jiang feng xue mi man chu. 贛 江 風 雪 迷 漫 處 / 赣 红 风 雪 迷 满 楚
      

       

      
      Gan’s stream is everywhere an utter blur of snow and wind. 

       

      
      7. Ming ling zuo ban, 命 令 昨 頒 / 命 令 昨 颁
      

       

      
      But yesterday I took command, 

       

      
      8. Shi wan gong nong xia Jian. 十 萬 工 農 下 吉 安 / 十 万 工 农 下 吉 安
      

       

      
      And now, in myriads, workers, peasants move upon Jian

       

      Mao’s choice of this ci may in some part reflect his interest in Li Yu as a poet-emperor. But given Mao’s
         tendency, which has many precedents in Chinese thought, toward making associations
         among items that may have no factual connections, his chief attraction to the name
         of this verse-pattern may have been his association of the “Mulan” of the ci title with the widely known tale of the medieval warrior heroine Mulan, who, on the
         battlefield, originated commands that were supposed, by the troops and their officers,
         to come out not from her, but from her father. That Mao makes this association—that
         of the actual commander of the army being temporarily unrecognized—seems possible
         since the poem belongs to the period of the controversy between Mao Zedong and Li
         Lisan during which Li Lisan was putatively in charge of CCP strategy. But Mao pursued
         his personal strategy, which gave priority to campaigning in the countryside rather
         than aiming at initial mastery of the cities.
      

      
       That, at this point, “Mao had not written a single word on military strategy”[9]  does not negate the probability that Mao regarded himself, in his capacity of political
         commissar, as the actual source of command. He portrays himself throughout his poems
         as the zhu, the lord-and-master, who makes tactical use of both allies and opponents to further
         his aim of eventually becoming de facto emperor of China, and who also employs his
         poems as registers of omen favorable to his purpose. As with the “wind” in the immediately
         preceding poem, New Year’s Day, the “wind” in “On the Road to Guangchang” is represented as a good omen. Again, from
         Mao’s viewpoint, the wind is both a natural force that itself hastens the “red flags”
         through the snow-filled high pass and, in symbols, the mood or spirit of the people.
      

      
       Like “New Year’s Day,” “On the Road to Guangchang,” dated February 1930, correlates
         to hexagram 8, for which the advice is “to cultivate alliances.” Like “New Year’s
         Day” the import of “On the Road to Guangchang” emphasizes Mao’s private conviction
         that these moves, across Wuyi Mountain and on toward China in the winter of 1930,
         though ostensibly operations made in alliance between the CCP and troops assembled
         from the local countryside, are all serving his personal aim of ultimately dominating
         all his allies. Through the process of the “change,” he sees his personal determination,
         his “will,” and his poems as a strategist being supported by the favoring “wind” toward
         his ensured destiny as ruler of China.
      

      
       In “On the Road to Guangchang,” sometime between May 1962, the last published appearance
         of this poem in its older version[10]  and the collated edition of his poems prepared during 1963, Mao introduced a significant
         revision. In the older version of this poem, line 2 reads, Xue li xing jun wu cui bai 雪裡行軍無翠柏, signifying Through snow the marching army lacks the auspicious cypress. This line that has been rendered by earlier translators as “Seeing under the sky
         only white, no green of cypress / The troops march in this snow,” which is the Bullock
         and Ch’en version, in which they shift part of line 2 into line 1,[11]  and as “Marching in the snow with never a green pine in sight,”[12]  and as “They advance through snow, the green pines lost to sight.”[13]  
      

      
       With the term ru hua 如畫 in the immediately preceding poem, “New Year’s Day,” a term which, as we have
         seen, produces only filler and cliché when it is transmitted as “like a picture” but
         directly and pertinently clinches the poem’s argument when it is given its alternative
         reading “according to plan” in the sense of “supports my plan,” analogously, in “On
         the Road to Guangchang” it is unlikely that Mao, even in the earlier version of this
         poem, intended wu tsui bai as mere picturesque verse-filler. Rendering wu cui bai as “no green of cypress” or “never a green pine in sight” or “the green pines lost
         to sight,” tends to the merely pictorial, even though Wong’s version “never a green
         pine in sight” does conserve something of Mao’s intent: that is, that he, Mao, who
         is symbolically the bai, the cypress, is psychologically “invisible” as the commander, though he is actually
         present. That this is the implicit equation is confirmed by Mao’s use in his “Cave
         of Immortals” poem[14]  of 1961, of this same term, bai, as a specific equation for himself. In Chinese symbolism the cypress signifies the sage man, the man of true wisdom, the enduring one. The symbol is particularly associated with Zhuge Liang, the medieval master-strategist
         and one of Mao’s exemplars.
      

      
       That Mao had this equation already in mind in “On the Road to Guangchang” is made
         the more likely in the fact that he chose the term cui to identify this cypress. Cui is by no means a common term associated with bai; in standard parlance every one of several other Chinese terms meaning blue or green or blue-green would not only be more likely but would fit the verse-pattern equally well if the
         poet’s only intention were to give a literal description suggesting that the snow
         was so heavy that the trees were all covered with white. But even given this is the
         intent, the emphasis not only on cypress but on the color of the cypress would amount to padding the line. That is, the mountains
         of this section of China were not exclusively covered with cypresses and, unless there
         is some special significance in the term cui, there would be scant point in mentioning that an evergreen tree is green. But the significance of cui is that it also and regularly means auspicious. Since the import of the whole poem is Mao’s interest in the auspices marking the
         progress of his own plans, it becomes obvious that this line in the earlier version
         of the poem is part of the poem’s general theme: that just as the rest of the army
         does not see, as Mao does, that the force or direction of the wind helps them through
         the mountains and the other officers do not yet perceive that Mao is in external command
         of this operation, so the army “lacks” or “does not see” what Mao sees, that though,
         like the cypress, he is “under the snow,” he is the one who will endure and eventually
         emerge.
      

      
       These perceptions are pertinent to any speculations on Mao’s reasoning in his decision,
         sometime between May 1962, and the closing months of 1963, to expunge this line 2
         of “On the Road to Guangchang” in favor of the new line that now stands in the definitive
         edition, xue li xing jun qing geng po 雪裡行軍情更迫, a line that, in Chinese, actually supplies a weaker rhyme and which has as its justification
         only the connotation from bing fa 兵法, from the Art of War, that it is an advantage to force troops into desperate circumstances since any desperate
         plight can itself increase their zeal to keep moving in order to extricate themselves.
         But given Mao’s discernible intent to make his poems, by the closing months of 1963,
         a unitary sequence, we can begin to understand why the old line 2 about “lacking the
         auspicious cypress” no longer pleased him.
      

      
       The verbal use of wu is very strong in this old version, wu cui bai, and tends to connote actual absence of the “auspicious cypress” rather than its merely
         being temporarily hidden. Since in subsequent poems Mao uses carefully chosen tree
         symbols, the plum as well as the cypress, as specific equations for himself as the sign of integrity, survival, and endurance,
         it appears that he found it inappropriate, in retrospect, to allow any of his poems
         to suggest that there was any moment in his career beyond 1925 when he was, in fact,
         wu in the sense of not in the consciousness of his allies, including the troops. It
         is from this perspective, it seems probable, sometime between the spring of 1962 and
         the autumn of 1963, that Mao decided to sacrifice both the wit and the rhyme of wu cui bai in favor of ending the line qing geng po, thereby eliminating the over-subtle allusion to the invisible but auspicious cypress
         in favor of the emphasis solely on his skill in bing fa, the implication that he foresaw the hazards of crossing the mountains in mid-winter
         but estimated correctly that the increased “desperate plight” would, with some help
         from the “wind,” increase the zeal of the “workers and peasants” to push on through
         down toward the valley of the Gan River in the drive to take the key town of Ji’an.
      

      
       That, in fact, this attack did not hold and that the army tried altogether nine times
         between February and September-October 1930,[15]  is, from Mao’s point of view, irrelevant. As with others of his poems, “On the Road
         to Guangchang” is not primarily concerned with the history or triumphs of the Red
         Army but with Mao’s interest in recording the reading of what he regarded as signs
         promising the success of his private campaign. The import of “On the Road to Guangchang,”
         as evidence in the sequence of emphases in the poem itself, is that Mao’s application
         of bingfa tactics worked, that “the wind” was in his favor, that, unlike everyone else involved
         in this move to Guangchang, he knew that the goal of the march was not just the Gan
         River or the town of Ji’an, but the goal of mastering China. For Mao, the poet-politician,
         neither Li Lisan nor any of the local army commanders but Mao, with his foresight
         and skill in bingfa, was the essential contesting force that, with an eye to securing Guangchang some
         sixty miles farther or, on the banks of the Jin River, “took command” of the move
         from the Hunan-Jiangxi border down into Jiangxi toward and beyond the Gan and Ji’an.
      

      
       From Mao’s angle of vision it is not this campaign itself but the auspices he sees
         during it, the help from the direction of the wind and his success as political commissar
         in commanding, through his own charisma, the zeal of workers and peasants to fight
         across mountains and rivers through heavy snow that belongs in the record of his ascending
         career. Accordingly, he records that he was the real commander even though, from the
         point of view of historians, he was not the official source of command in 1930. For
         Mao, the fact that he was appointed political commissar of the First Army on the campaign
         was to him a further “sign” that he had taken command even though, as in the case
         of the medieval Mu-lan 木蘭, neither officers nor troops were aware that the “orders”
         originated with Mao Zedong.
      

       

       

       

      Poem 8: From Tingzhou to Changsha (July 1930[16] )
      

      
      (Cong Tingzhou xiang Changsha 從 汀 州 向 長 沙 / 从 汀 州 向 长 沙)
      

      Ci title: Die lian hua[17]  蝶 戀[18] 花 / 蝶 恋 花, “Butterfly[19]  courting flowers”
      

       

      
      1. Liu yue tian bing zheng fu e, 六 月 天 兵 征 腐 惡 / 六 月 天 兵 征 腐 恶
      

       

      
      Since Heaven’s soldiers this sixth moon are quelling rot and scum,

       

      
      2. Wan zhang chang ying yao ba kun peng fu. 萬 丈 長 纓[20]  要 把 鯤 鹏 縛 / 万 丈 长 缨 要 把 鲲 鹏 缚
      

       

      
      Long tassles strangling whales will scarcely serve to bring a roc down. 

       

      
      3. Gan Shui na bian hong yi jiao, 贛 水 那 邊 紅 一 角 / 赣 水 那 边 红 一 角
      

       

      
      Even the waters of the Gan along one shore run red, 

       

      
      4. Pian shi jie zhong Huang Gong Lüe. 偏[21]  師 借 重 黃 公 略[22]  / 偏 师 借 重 黄 公 略
      

       

      
      Where Huang Gonglue’s apt flank-turn grants me aid. 

       

      
      5. Bai wan gong nong qi yong yue, 百 萬 工 農 齊 蛹 躍 / 百 万 工 农 齐 蛹 跃
      

       

      
      United, rollicking, these workers, farmers, by the million, 

       

      
      6. Xi juan Jiang xi zhi dao Xiang he e. 席 捲 紅 西 直 搗 湘 和 鄂 / 席 卷 红 西 直 岛 湘 和 鄂
      

       

      
      May roll up Jiangxi like a mat and straightaway take Hubei by


      charging through Hunan.[23] 
      

       

      
      7. Guo ji bei ge ge yi qu, 國 際 悲 歌 歌 一 曲 / 国 际 悲 歌 歌 一 曲
      

       

      
      But just that doleful Internationale they all now sing,

       

      
      8. Kuang biao wei wo zong tian luo. 狂 飆[24]  為 我 從 天 落 / 狂 飙 为 我 从 天 落
      

       

      
      Provides sufficient whirlwind sent on my behalf from Heaven.

       

      Since “From Tingzhou to Changsha” is both one of the most sardonic among the earlier
         poems in Mao’s verse-sequence, his not being now directed more fully at other major
         figures in the CCP than in poem 4 (in which the more ostensible target is the GMD),
         it seems likely that Mao intends his chosen ci title to also serve, for his own amusement, as a sardonic comment. Given the intricacy,
         within Mao’s poem, of his use of the symbolism of the tassels, the roc, and the whirlwind,
         it is probable that, through this same habit of intricately associative thinking,
         Mao associates the “butterflies” with the competing upper-echelon officers of the
         CCP and the “flowers” with “the people.” In accord with the import of his poem, he
         suggests that, unlike short-lived butterflies merely “courting” flowers, he will,
         through knowing how to maneuver the “whirlwind,” become master of all the “flowers.”
      

      
      Since Mao, like a number of earlier Chinese poets, delights also in puns, he predictably
         equates hua 花 with hua 華. Hua, meaning flowers, is not only a homonym for hua meaning “China,” but the script-character hua, for flowers, is, in fact, a later form for the identical script-character, hua, used as a name for the Middle Kingdom. The old Tang ci title, “Butterflies court flowers,” by such traditionally Chinese techniques of association,
         readily becomes a symbol of the various “suitors” (both in the GMD and the CCP) who,
         in 1930, were competing for “China.” As Mao’s poem then proposes, with maximum ingenuity
         of unexpectedly combined allusions, the uncatchable “roc” assisted by the “whirlwind,”
         will “outfly” all mere “butterflies” and take China for himself.
      

      
      Significantly, “From Tingzhou to Changsha” is another one of the six earlier poems
         withheld from general circulation until 1962. It is also another of Mao’s private
         jests at the expense of his rivals, whom he mocks for failing to recognize both his
         theories of political strategy and his influence on the soldiers. This is one of his
         increasingly confident assertions that, because of his greater skill in the psychological
         phases of the art of war, he is already confirming the indications that he is destined
         for the tian-ming, the seal of Heaven, approving him as the ascending next emperor of China.
      

      
       Dated July 1930, “From Tingzhou to Changsha” comes within the same lunar year as
         the two preceding poems, “New Year’s Day” and “On the Road to Guangchang” and, accordingly,
         in Mao’s prognostication system, also comes within the “change” described in hexagram
         8 of the Book of Changes. The emphasis in the texts for hexagram 8 stresses union, advising the ruler-commander to keep up his connections with other “lords” while
         being alert to their threats to his position and, at the same time, particularly assures
         him of excellent future prospects as the ruler-commander who knows how to build a
         strong military following from among the common people.
      

      
       That, in “From Tingzhou to Changsha,” Mao is moving a point further in supporting
         the thesis of his verse-sequence that, ever since 1925 he has been the actual “commander”
         (from his own point of view and, as he increasingly suggests now, from Heaven’s viewpoint)
         is notable from the poem’s opening line. Here he explicitly calls the troops “Heaven’s
         soldiers,” a traditional turn for the “soldiers of the emperor.” In the translation
         above, I have rendered liu-yue, sixth moon, in this literal form because it is evident, from Mao’s dating of the poem in the
         1963 definitive edition, that he means “July,” which will be the “sixth moon” in the
         lunar calendar, and not “June,” which is the common reading given by all the other
         translators. Furthermore, Mao’s emphasis on this “moon” as the “sixth” emphasizes
         the point in time halfway through this particular lunar year which he has already
         saluted, in poem 6, “New Year’s Day,” as the year of his decision to take more overt
         command of the military situation. The emphases on “sixth moon” are intentional.
      

      
       This poem, “From Tingzhou to Changsha,” in the 1960s, precipitated a good deal of
         what turns out to be irrelevant commentary. Translators and commentators sense the
         tone of triumph throughout the poem but have been, at the same time, correctly aware
         that this particular campaign turned out, from the view of other CCP leaders, to be
         a disaster; it was a series of major defeats from Nanchang all the way to Changsha.
         Because of the defeat at Nanchang, the translators worry over the dating of the poem.
         They find it unconscionable that Mao could think there was something to be triumphant
         about when many units of the Red Army had, by July, been suffering badly. But the
         earlier translators have, as their versions also indicate, misunderstood the poem.
      

      
       They have failed to recognize that Mao, from line 1 through the more allusive line
         2 of the poem onward, is not focusing upon what the average historian would see as
         the immediate and obvious data about this campaign in the summer of 1930. Like all
         of Mao’s poems, this poem focuses upon crucial points in his own ascending career.
         From this focus, the failures of this summer campaign, which was carried out in compliance
         with the strategy of his current archrival in the CCP, Li Lisan, are all to Mao’s
         advantage. In July 1930, he is already foreseeing that, at the end of this disastrous
         adventure toward trying to take Changsha, he will have far greater leverage for insisting
         upon acceptance by the CCP of his system of military tactics, and the rejections of
         the views of Li Lisan. Meanwhile, as a participant in this campaign, Mao is gaining
         a further personal following, not only among the workers and farmers but among some
         of the military commanders, such as Huang Gonglüe, whose shift from attachment to
         Li Lisan’s view of military strategy to that of Mao Zedong occurred during this campaign.
      

      
       To apprise the symbolic use which, in the poem, Mao makes of what might seem to be
         a mere battlefield report of Huang’s “flank-turn” along the Gan river, it is essential
         to perceive first the implications of the poem’s complexly allusive line 2, Long tassels beyond measure strangling whales will scarcely serve to bring a roc down. In this one line Mao puts together an allusion to a story from the Han dynasty about
         a court officer who told the emperor that with “long tassels” he would bring a break-away
         kingdom back under control of the empire and an allusion to the classical Daoist philosopher
         Zhuangzi’s story of the whale that turns into a roc, the tale of the giant bird that
         then rose upon a whirlwind and traveled for “ninety thousand li—for example, a trip
         of some thirty thousand miles—putatively, around the whole earth.
      

      
       In the tale from the Han dynasty, “long tassels” is itself a symbol. It alludes both
         to the “tassels” of scholar-officials and to the “tassels” on the spears of the imperial
         army. In sum, Zhong Jun told Han Wudi during the latter half of the second century
         B.C. that, given long enough tassels—that is, a sizable diplomatic corps supported
         by good troops—he could discipline a recalcitrant king. When Mao says that “tassels
         beyond measure” will “scarcely serve,” he is saying that all the diplomats and officially
         controlled troops that might be sent out to catch “whales” (to prevent them from turning
         into earth-commanding rocs) will now scarcely serve because he has, in fact, already
         turned into a “roc” and is mounting the whirlwind that will eventually lift him to
         dominance over the whole earth. His tersely allusive two-line statement, lines 1 and
         2, asserts, under the camouflage of figures of speech for which all the clues lie
         in old Chinese texts, that half way through the lunar year that marks his decision
         to take more assertive command of the troops, he has made the troops his personal
         army. That is, “Heaven’s soldiers,” his soldiers as, in his own view, the destined
         emperor who quells and will quell the “rot and scum” not only of rival parties but
         even within the CCP itself and that, therefore, no amount of negotiation or debate
         or military force commanded by others to catch “whales” (potential rulers) can now
         avail his competitors because, through his psychological ascendency over the troops,
         he has already not only been the whale but has now already turned into the “roc” and
         is on his way rapidly upward.
      

      
       Then in lines 3 and 4 Mao supplies a further instance of his rapidly increasing power.
         Though, on the surface the mention of one part of the Gan turning red along one shore
         might be supposed to be some simple pictorial account of a bloody battle, this line
         belongs to the terminology of the phrase the “whole stream” which Mao initially introduced
         into his opening poem, “Changsha,” line 6, the allusion to Yue Fei’s famous ci “the whole stream is red” and which, in Mao’s opening poem, he has, in his single
         statement running from line 4 to line 8, already begun to adapt to its specifically
         Maoist significance. In “Changsha” he suggests that just as he sees the woods of south
         China already turned red, he looks forward to the time when “the whole stream” of
         existence (of which the Xiang “stream” is only one of the confluents) that, as he
         sees it is marked with his imperial destiny (“jade-marked”) will also turn “red,”
         this “red” being, as the verse-sequence gradually makes explicit, “red” as the color
         of the dynasty of Mao and, only in the interim of practical twentieth century tactics,
         the “red” associated with the international Communist parties.
      

      
       In a patently intricate line—line 3 of this poem literally says Gan waters one bank red one angle—Mao is not describing a battle on a river bank but saying, in essence, that an event
         during the battle for the Gan has introduced into the “stream” of his career a little
         more of the kind of “red” from which “the whole stream” of existence, in the working
         out of his grand strategy, will eventually take its color. He then indicates that
         the occasion for this further expanse of his “red” strategy is the action of Huang
         Gonglüe who, line 4 says, “aided strongly” with his pian shi, literally meaning both leaning-to-one-side military division and leaning-to-one-side military-commander but also taken to mean in modern military parlance, to turn the flank. 
      

      
       Significantly, in relation to the already introduced term from classical Chinese
         military history, “Heaven’s soldiers,” the term pian shi also derives from classical military maneuvers, originally signifying a maneuver
         by warrior in chariots. The two statements filling the four lines of the first stanza
         are, as would and should be expected, all part of the opening argument: that is, that
         Mao’s power is rising now too rapidly to be pulled back by any competitor in either
         the GMD or the CCP because he has not only made the troops personally loyal to him
         but even received the personal allegiance of a major commander who was formerly in
         the service of Mao’s rival, Li Lisan.
      

      
       The second stanza then becomes both a comment upon what is certain and what is less
         certain about the present stage of this summer campaign followed by the completion
         of the symbolism of the whirlwind introduced, in line 2, by the allusion to Zhuangzi’s
         story of the whale that turned into a roc and traveled over the whole earth on a whirlwind.
         In line 5 Mao emphasizes the united spirit of the troops and stresses singing altogether—literally,
         yi qu, in unison—again in line 7. Since the theme of hexagram 8 is union and the commander’s working in unison with an army derives from the common people,
         this repeated emphasis may be a fully deliberated allusion, in Mao’s own mind, to
         the texts for hexagram 8, and more especially since in the previous stanza he has
         also made a direct application of the other aspect of the text, the emphasis on illustrating
         the loyalty of other “feudal lords”; Huang Gonglüe fits the pattern of a potential
         rival commander whose allegiance is profitable to the ascending emperor.
      

      
       It seems that it may have been the text of hexagram 8 and not solely the events on
         the Gan that persuades Mao to introduce, into the poem, the name of Huang Gonglüe,
         who is the only other CCP member ever mentioned by his own name in the body of any
         of Mao’s poems. From the point of view of conventional historians Huang (who was killed
         in battle a year after this poem was written) is a very minor figure. But from Mao’s
         viewpoint in 1930, Huang is a major figure as a “sign” of Mao’s increasing reference:
         Huang is a potential “lord” whose allegiance Mao has secured, thus weakening Li Lisan,
         with whom Huang was formerly associated. To secure Huang’s defection from the view
         of Li Lisan became for Mao, it appears, one further “sign” that he was reading the
         “changes” correctly and that “Heaven” was working with him to accomplish his eventual
         hegemony.
      

      
       Because of the notable vagueness of Chinese syntax especially in “literary-style”
         poems, there is no way to determine, from the script-characters themselves, whether
         in line 7 Mao has in mind that the millions of workers and farmers “are rolling,”
         “have rolled,” “will roll,” or “may roll” the province of Jiangxi “like a mat.” As
         in other instances, determining the time and mood of the verb depends on three factors:
         (1) other indications in the specific poem involved; (2) external data related to
         the deducible place and time of the poem’s composition; and (3) prolonged study and
         consequent usable acquaintance with the poet’s habits of mind. Because, in relation
         to factor 1, the poem’s first stanza is assertive and triumphant with respect to Mao’s
         personal ambitions but, in relation to factor 2, Mao was necessarily aware in July
         1930, that the campaign, as a military venture, was going badly, and, in relation
         to factor 3, Mao, a student of the Changes, of the careers of earlier famous strategists, of Sunzi’s Art of War, has always been aware that, because of psychological and political elements in warfare,
         losing some battles can, in fact, open the road to more efficient winning of a war,
         I have concluded that, in July 1930, Mao’s most likely view was that “maybe” the campaigns
         through Jiangxi to take Hunan and Hubei might succeed, but that it probably would
         not since the place for it was still controlled by Li Lisan and his faction within
         the CCP.
      

      
       Furthermore, it is from the point of view that the immediate campaign may fail but
         Mao’s own campaign for ascendancy will profit thereby, that Mao writes his first stanza
         and reiterates, with further detail, this point of view in the poem’s concluding lines.
         When Mao takes the space in a very limited pace count to identify the “Internationale”
         in the long-form label stressing its “doleful” character—that is, the international lament song, guo ji bei ge, and then calls it a “whirlwind,” he is strongly indulging that curious combination
         of sardonic humor and unvaryingly arrogant confidence in both his destiny and his
         own shrewdness that marks the moral and mode and mood of his poems throughout the
         verse-sequence.
      

      
      When Mao’s lines assert that it is precisely the united singing of the “doleful” Internationale
         that provides the leverage, the “whirlwind” that will carry him up and onward in the
         context of wills and powers, he mocks the complaining words of the song, as he tends
         to mock also the complaints and laments typical of songs originating in China while
         also congratulating himself on his shrewdness as a political commissar in perceiving
         the usefulness of the emotional unity among “Heaven’s soldiers” that results from
         their enthusiasm for a song that persuades them that their cause is a worldwide cause.
         And since this song is a boon that is provided by circumstances, Mao makes his final
         and wittiest metaphor that both clinches the poem in its structure as a poem and also
         clinches his argument. For Mao as the twentieth century “roc,” line 8, the clinching
         line says in essence, the “whirlwind” that he can ride to power is this “rising” of
         the less favored classes whose resentments and frustrations, to be manipulated by
         Mao Zedong, supply his political advantage. It is the “whirlwind,” he says, sent on
         my behalf from Heaven.
      

      
      Although in the Chinese text the words read solely kuang biao wei wo zong tian luo, whirlwind for me from Heaven descending, the context, in which Mao’s kind of humor sets the “Internationale” against the more
         metaphysical context of Zhuangzi’s story of the “roc” being carried on the whirlwind
         justifies the reading of the English word “sufficient.” The mood of the poem, developed
         from its opening lines, indicates that Mao’s implication in lines 7 and 8 is that,
         unlike a mere stay-at-home philosopher who mythologizes a roc on a whirlwind, Mao
         is so clever a roc and so manifestly in favor with the purposes of Heaven that all
         he needs, so to speak, is his power to manipulate the energies and moods represented
         in the Internationale, it is a sufficient whirlwind sent on his behalf from Heaven.

      
      An item at least incidentally associated with Marxist-Leninist goals is his mention
         in his poem about the thrust of his heaven soldiers through Jiangxi and back toward Hunan and Hubei, of his hearing workers and peasants
         singing the “Internationale.” But a closer look at the poem warns us that this allusion
         involves more than simple narrative reporting.
      

      
       The controlling terminology of the whole poem, a terminology patently selective since
         Chinese offers wide alternatives for rendering a battle scene in other terms, is kept
         within the context of Chinese legendary and classical triumphs, even to such deliberate
         details as the phrase bian shi, a term for turning the flank which connotes a classic chariot-battle maneuver. The poem is not designed structurally
         or thematically in any generic connection with Eugene Pottier’s summons to practice
         for les damnés de la terre (the wretched of the earth). The one Pottier line to which Mao’s poem has any link is le monde va changer de base (the world is about to change its foundation). But by the dry wit and idiosyncratic phrasing of Mao’s concluding line, the crux
         of the poem’s import, Mao gives a highly personal significance to his “world revolution.”
      

      
       One translation fudges the sense of Mao’s concluding line, kuang biao, the mad whirlwind, as simply a piece of weather data having no inherent connection with the “Internationale”
         which is the opening datum in the same sentence. Another translator both fudges the
         syntax by introducing the notion that the soldiers while singing sound “like a hurricane
         from the skies.”[25]  This rendering is not only a wresting of the text but an injustice to Mao’s skill
         as a composer; since hurricanes are sky phenomena, Mao would not waste space to say
         so if he intended one to come, no more than that by tian luo.

      
      The concluding line of the poem is both coherent with the preceding lines and consistent
         with the viewpoint rendering his ascent to power that Mao has already established
         in his earlier “Changsha” and “Yellow Crane Tower” and will return in his subsequent
         poems. Mao closes “From Tingzhou to Changsha” with kuang biao wei wo zong tian luo, as a favor to Mao, wei wo: that is, the force Mao can employ to ride on, in making his ascent to power.
      

       

      Poem 9: Repulsing the First Big “Surround and Destroy” Campaign (Spring 1931)

      
      (Fan di yi ci da “weijiao” 反[26]  第 一 次 大 圍 剿 / 反 第 一 次 大 围 剿)
      

      Ci title: Yu jia ao 漁 家 傲 / 渔 家 傲[27]  “Sassy Fish”
      

       

      
      1. Wan mu shuang tian hong lan man, 萬 木 霜 天 紅 爛 漫 / 万 木 霜 天 红 烂 漫
      

       

      
      A myriad trees upblazed red-glittering to hoary Heaven, 

       

      
      2. Tian bing nu qi chong xiao han. 天 兵 怒 氣 冲 霄 漢 / 天 兵 怒 气 霄 汉
      

       

      
      The fury of Heaven’s soldiers flares as high as Heaven’s Han. 

       

      
      3. Wu man Long Gang qian zhang an, 霧 滿 龍 岡 千 嶂 暗 / 雾 满 龙 冈 千 嶂 暗
      

       

      
      Across the murky thousand peaks and mist-swathed Dragon’s


      Mound, 

       

      
      4. Qi sheng huan, 齊 聲 喚 / 齐 声 唤
      

       

      
      Great shouts like one short cause, 

       

      
      5. Qian tou zhuo liao Zhang Hui Zan. 前 頭 捉 了 張 輝 瓚 / 前 头 捉 了 张 辉 瓒
      

       

      
      When on his own front-line our troops had captured Zhang Huizan. 

       

      
      6. Er shi wan jun chong ru Gan, 二 十 萬 軍 重 入 贛 / 二 十 万 军 重 入 赣
      

       

      
      While from two hundred thousand foes we take Jiangxi again, 

       

      
      7. Feng yan gun gun lai tian ban. 風 煙 滾 滾 來 天 半 / 风 烟 滚 滚 来 天 半
      

       

      
      Dense fogs from roiling floods spread wind-borne over half of


      Heaven. 

       

      
      8. Huan qi gong nong qian bai wan, 喚 起 工 農 千 百 萬 / 唤 起 工 农 千 百 万
      

       

      
      Summoned workers, farmers, rising and to billions grown, 

       

      
      9. Tong xin gan, 同 心 幹 / 同 心 干
      

       

      
      United hearts in one cause bound, 

       

      
      10. Bu-zhou Shan xia hong qi luan. 不 周 山 下 紅 旗 亂 / 不 周 山 下 红 旗 乱
      

       

      
      Make now my rampage of red flags that topples Buzhoushan.

       

      
      The seeming inelegance of poem 9’s title, “Repulsing the First Big ‘Surround and Destroy’
         Campaign,” retains, in English, Mao’s scornful attitude and intentional sarcasm in
         celebrating the disruption of Chiang Kai-shek’s first major use of wei-jiao 圍剿, surround and destroy, tactics in continued attempts to exterminate Red Army units and bases. Earlier translations
         of this poem have rendered its title as “Opposing the ‘First Siege’” (Wong Man) or
         “The First Encirclement” (Bullock-Ch’en), but these more generalized renderings (a)
         discard Mao’s emphasis on not merely opposition to but a successful repulse of the
         maneuvers from which Jiang had expected a considerable success, and (b) lose the implication
         of Mao’s deliberate setting into quotation marks of the term “wei-jiao.”
      

      
      Literally signifying “surround and destroy” and also literally the name assigned to
         these maneuvers by Chiang Kai-shek, wei-jiao also connotes an expert move in wei-qi 圍棋 in the war-game that is a Chinese form of chess. Played with black and white counters
         on a board of 361 squares, this intricate chess game is regarded, in itself, as a
         major test of skill in military strategy. In wei-qi, a “big” move, amounting to wei-jiao, surrounding and destroying, would clear all the opponent’s counters off the board. Mao, by his phrasing of his
         poem title and inclusion of the quotation marks around “wei-jiao,” “surround and destroy,” does not merely identify events of 1930-1931 but obviously
         intends his title to serve as a derisive comment on the qualifications of his rival
         as a military strategist.
      

      
       This poem is a further poem in the set of six poems that remained out of circulation
         until 1962. Furthermore, the title “Repulsing the First Big ‘Surround and Destroy’
         Campaign” appears only in the verse-sequence edition of December 1963. This poem 9,
         in its critical public appearance in Chinese, in People’s Literature, May 1962 (5-6), and then in the Peking-supervised English translation in Chinese Literature, no. 1, May 1963 (8-9), appears only under its ci title of “Yu jia-ao.” The most apt translation of the ci title, in terms of Mao’s intentions in this poem, may be “The Fish Are Getting Sassy.”
         My reasons for suggesting this rendering, rather than the more conventional “Fishermen’s
         Pride,” are indicated below.
      

      
       The ci pattern for this two-stanza poem, each stanza having five lines, runs 7, 7 / 7, 3,
         7 in both stanzas, and in both stanzas, every line rhymes: that is, the end rhymes
         are man, han / an, huan, zan, followed by gan, ban / wan, gan, luan. Mao has intensified the derisive mood of the poem by using, as his rhyme words, terms
         that are all fourth-tone words. Because words in Chinese fourth-tone strike the ear
         with an abrupt, descending stab and, furthermore, no poet using this ci pattern for its more usual lyric effects would rhyme line after line in staccato
         fourth-tone words, it is evident that Mao is using this unusual fourth-tone emphasis
         as a conscious reinforcement of the poem’s shouting, mocking mood and content.
      

      
       Taken together, the sardonic implications of the “wei-jiao” title, the brag mounting
         to maximum hyperbole in the assertions within the poem itself, and the double meanings
         potential in the ci title, “Yu jia-ao,” support my conclusion that, in choosing this ci, Mao had in mind more than the historical fact that this ci title derived originally from a line in a lyric by the eleventh-century poet Yan
         Shu 晏殊, the line “An immortal song the fisher-folk’s pride.” “Yu jia” can signify
         fisher-folk or fishermen but it can also, used humorously, signify “fishes” in general—and
         “fish” or “fishes” is a standard Chinese locution for “ordinary people” as distinguished
         from both upper classes and rulers. And ao basically means not “pride” but “scorn” or, in more colloquial terms, “uppityness”
         or “sassy” attitudes. It is this “sassy” spirit that Mao sees in the Red Army and
         which, from his own viewpoint, he himself has induced that suggests that the ci title, as Mao uses it, signifies “The Fish Are Getting Sassy.”
      

      
       When we see that for the next poem, poem 10, a poem also full of mockery and derision
         directed at Guomindang military strategy, Mao uses this same ci pattern again—and these are the only two poems in his verse-sequence that employ
         this pattern. This tends to strengthen the probability that, for his own purposes,
         Mao intends that the ci-title “Yu jia-ao” should carry sardonic overtones such as can be transferred into
         English by reading the title as “The Fish Are Getting Sassy” or “The Fish Are Uppity.”
         We recall also that, in Mao’s opening poem, “Changsha,” announcing (to himself) his
         decision to take charge as the zhu, the commander, of the stream of events, Mao has used “fish,” as a standard symbol
         for ordinary people, in noting their position below the “fish-hawks” (implicitly representing
         both landlords and warlords). In a later poem[28]  we find him using this locution again: that is, “fish” signifying “ordinary people.”
         We also discover that, like previous Chinese rulers and very much in accord with the
         view of political strategy in the Book of Changes, Mao identifies himself with the “fishes” as part of his strategy. In choosing the
         ci title “The Fish Are Getting Sassy,” he is not primarily praising the people who swarm
         into the Red Army but rather bragging, as we have already seen him bragging in the
         immediately preceding poem, that it is his skill in stirring up the people that supplies
         him the “whirlwind” on which he is rising to greater personal power.
      

      
       As with poem 8, so with this poem 9, attention to the content of historical events
         to which the poem refers has to be combined with attention to the point of view from
         which Mao appraises events in order to make viable decisions about such matters as
         the tenses of verbs for which Mao’s elliptical Chinese style provides no explicit
         clues. But that he is explicit when he chooses to be is also evident in this poem
         9. In the final line of stanza one, referring to an event which occurred some five
         months earlier than the events of stanza two, he carefully uses the form zhuo le: this can be read either have captured or had captured. From the position of the line within the whole poem, which is written from the perspective
         of May, 1931, the capture of Zhang Huizan at the end of December 1930, is clearly
         intended in the sense of completion in the past: that is, had captured Zhang Huizan, the local commander of the GMD forces.
      

      
       Because poem 9 reviews events from the concluding days of December 1930, the fight
         at Longgang (Dragon’s Mound) and capture of Zhang Huizan, on through the re-entry
         into Jiangxi at the time of the notoriously violent floods of May, 1931, this poem,
         in relation to Mao’s view of the “changes,” incorporates both the final phase of hexagram
         8 applicable to the final “moons” of the lunar year that began on January 30, 1930,[29]  and ended February 16, 1931, and the opening phase of hexagram 9, governing, from
         Mao’s viewpoint, the lunar year from February 17, 1931, through February 5, 1932.
         That Mao had in mind the process of the “changes” from the last two months of the
         previous lunar year, which appropriately connects with line 6 of hexagram 8, into
         the opening phases of hexagram 9, is strikingly supported by the emphases in his poem.
      

      
       We have already seen[30]  that the situation represented by hexagram 8 is said to indicate an assured future
         for a commander who is expert both in making alliances with other commanders and at
         inducing the allegiance of the common people sufficiently to be able to employ them
         as his source of military power. We have now to observe that the texts for this hexagram
         also include, as the important information attached to line 6, the “last phase” of
         hexagram 8 relative to hexagram 9, that any leader who does not adhere to the favored
         ruler (that is, in Mao’s view, does not voluntarily align himself with Mao Zedong)
         has “bad luck.” Supposing, as already seems rather strongly indicated in poems 6,
         7, and 8, that Mao did literally consider himself during 1930 in the hexagram 8 situation
         that he began to celebrate with his New Year’s Day poem of January 30, 1930, it is
         understandable that he would regard as major “signs” both Huang Gonglüe’s move from
         Li Lisan to the views of Mao Zedong in the “sixth moon” and the capture of Zhang Huizan
         in the “eleventh moon.”[31] 
      

      
       Such events would tend to intensify his conviction that he was indeed reading the
         Changes correctly with respect to his own career. That he sees the acquisition of a strong
         ally and the capture of a strong opponent as equally major events is evinced in his
         placing of the name of Huang Gonglüe at the end of the first stanza of poem 8 and
         that of Zhang Huizan in matching position at the end of the first stanza of poem 9.
         Though poems 8 and 9 involved different ci patterns, in both patterns the placing of these names at the end of the closing line
         of the opening stanza makes each name a controlling rhyme word. Accordingly, these
         two names control the range of the rhymes Mao must work with in order to compose each
         of these poems as well as giving the names of those two men extraordinary emphasis.
         When one considers that, from the viewpoint of the conventional historian, neither
         Huang Gonglüe nor Zhang Huizan are figures of any great importance in Chinese history,
         we accrue further circumstantial evidence that Mao has, throughout his adult life,
         and as his poems are designed to relate, seen his career in terms of “signs” related
         to the process of the “changes.” What were minor events to most observers have become
         major events for him in that they appear to him to serve as accruing guarantees that
         he is, in this century, the world’s “flying dragon.” Although he both set his will
         upon the goal of becoming master of China and, like earlier notable military strategists
         and emperors, developed his tactics in accord with close study of the Changes, he was, on the evidence in his poems, always on the watch for “signs” in events themselves
         that the “will of Heaven” did indeed favor Mao Zedong.
      

      
       Along with the emphases in poem 9 on Heaven, which we will consider shortly, the
         poem’s other notable emphasis is on the increase in power and numbers of “Heaven’s
         soldiers”—that is, the workers and farmers re-interpreted in Mao’s poems as not intrinsically
         the army serving the interests of the CCP but as “the soldiers of the emperor,” summoned
         and incited by Mao through the use of the Communist line and intended, in Mao’s own
         mind, to provide him the military and political power to carry him “north” to make
         him de facto emperor of China. The emphasis in poem 9 on the increasing military leverage
         he is acquiring by promoting a “people’s army” is in direct accord with the prognostications
         in the texts for hexagram 9.
      

      
       For hexagram 9, the lower, or advancing trigram is heaven, the creative and the currently prevailing trigram, the upper trigram, is the wind. This symbolic relationship appears to be directly carried over into poem 9; an implicit
         “wind” carries “the fury of Heaven’s soldiers” upward “as high as Heaven’s Han” and
         the explicit wind of stanza two swirls up the fogs from the (springtime) floods until
         they cover “half of Heaven.” The seeming hyperbole of both line 2 and line 7 (incidentally,
         in identical positions in stanzas 1 and 2, respectively) is a symbolic text nonetheless,
         a “rational” statement from Mao’s view, which is also a traditional Chinese view of
         human events. When he says that the fury of Heaven’s soldiers reaches to “Heaven’s
         Han,” he is, if we take the assertion as hyperbole, saying it rises up to the “river
         of Heaven,” up to the star-swirl of our local galaxy that Westerners call the Milky
         Way.
      

      
       The term “the Han,” signifying “the River Han in Heaven,” equates, in the Chinese
         lexicon, not so much to the river Han on earth, since this Chinese river, qua river,
         is a minor stream compared, for instance, to the Yellow River or the Yangtze, but
         equates symbolically to the idea of power and glory associated with the Han dynasty,
         which happened to derive its name from the Chinese River Han. In Mao’s Chinese pattern
         of associative thinking, his line, The fury of Heaven’s soldiers flares as high as Heaven’s Han, signifies, simultaneously, that these troops, his tian bing, signifying both Heaven’s soldiers and the emperor’s soldiers, are a force communicating with “Heaven” as the basic creative force in human events
         and also that it is through the fury of these troops that Mao will, so to speak, create
         a new “Han.”
      

      
       That this is the import of the line is already prepared in line 1, in which the syntactical
         relation between lines 1 and 2 indicates that Mao is not, in line 1, merely introducing
         a landscape detail about trees turned red by frost.[32]  In line 1, Mao is using the wan mu, the “ten thousand trees” in contrast with the “two hundred thousand” of line 6—that
         is, his troops numbered in 1930 only in the tens of thousands overcome by their “fury”
         against Chiang Kai-shek’s two hundred thousand attempting the “surround and destroy”
         campaign. In metaphor, Mao sees his troops as blazing, red-glittering trees. In this
         same line (just as in line 8 in relation to line 1 of “Double Yang”), he plays on
         the double meanings of “hoary,” and the double meanings of the Chinese term shuang 霜 are conveniently identical with those in English: that is, both “frosty” and “old.”
         The continuous statement comprising Mao’s lines 1 and 2 is concerned with the “autumn
         into winter” aspect of events as an occasion for the metaphor about the blazing fury
         of “Heaven’s soldiers” that is now, in Mao’s view, in active communication with Heaven,
         even summoning “Heaven” to Mao’s further support.
      

      
       Thus, Mao would both expect and anticipate as he approached the “change” into hexagram
         9 since, not only has the GMD leader of the “surround and destroy” campaign been captured,
         but the prognosis for hexagram 9 itself is xiao xu 小畜, which is interpreted in the Book of Changes to signify the “taming power” of the “small” (xiao) in the sense of xiao ren 小人, of the little people, the classical Chinese term for ordinary people such as artisans and farmers. The
         texts on hexagram 9 develop the theme already prepared in hexagram 8: that at this
         point in the advancing career of a ruler who is a potential “flying dragon,” he acquires
         his major leverage from military forces summoned by persuasion from among the ordinary
         workers and farmers.
      

      
      The idea of a “people’s army,” already familiar to Mao from childhood in the tales
         of earlier emperors, including the founder of the Han dynasty, who rose to power through
         a combination of skill as a military strategist, native charisma, and ability to manipulate
         people’s grievances into a military organization of workmen, peasants and (as also
         with Mao) even “little” people, the outcasts and beggars. But as we are now noting,
         the idea was also available to him as a point of major emphasis in the primary texts
         of the Book of Changes, in the texts reputedly first set down by the two chief theorists of the Zhou dynasty,
         the attributed founder-king Wen 文 and his son Dan 旦, the political philosopher and
         military strategist known as the Duke of Zhou.
      

      
      The primary prognostication under hexagram 9 avers not only that the ruler will achieve
         success through continuing to employ the “taming power” available in military forces
         drawn from the common people, but adds “dense clouds, but no rain from my western
         region (mi yun bu yu, zi wo xi jiao 密雲不雨,自我西郊).” In poem 9, Mao’s reiterated emphasis on dense clouds, stanza 1, line
         3, and stanza 2, line 2 is, like other emphases, in striking accord with the hexagram
         text. Given his habits of associative thinking, the added note “but no rain from my
         western region” could readily transfer, in twentieth century terms, into an equation
         with “western region” representing the western provenience of the theories animating
         his Chinese rivals in the Chinese Communist Party. This would concur with the situation
         given for 1930-1931 and to which Mao alludes indirectly in the poems for this span
         from hexagram 8 into hexagram 9: that is, that he gets no direct advantage—”rain”
         being the standard symbol for such advantage—from those in the CCP who follow the
         Marxist line of Li Lisan, but Mao nonetheless, as hexagram 9 proposes, can see that
         he “has success” by advancing on the rising storm represented by “dense clouds” stressed
         in both the hexagram 9 texts and in his poem 9.
      

      
      The opening line of the verse-comment in the Book of Changes on the symbolism of hexagram 9 reads “The wind drives across heaven (feng xing tian shang 風行天上),” a line that appears in line 7 of his poem 9, that the wind carries the dense
         fogs rising up from the spring floods “across half of Heaven.” The variation is pertinent.
         Mao, in employing his poems as a record of his own career, sees his aim, so to speak,
         “half-fulfilled,” through the rising zeal of the people’s sassing. He is at the same
         time carrying forward the symbolism he has already developed in poem 8, that of the
         “whirlwind” that will ultimately carry him to the mastery of tianxia 天下, of the earth as all under Heaven. The Book of Changes verse on the symbolism of the hexagram goes on to advise that the ruler’s procedure
         as rider of the wind includes “modifying his outer aspect” in the sense of making
         it appear that he is, in person and temperament, entirely identified with the “little
         people” whose power he is now using, a piece of advice that, as Mao’s life history
         indicates, he followed with considerable art until, in 1949, he moved into the imperial
         palace grounds in Peking.
      

      
       The ruler-line for hexagram 9 continues the advice to value and develop relations
         with “neighbors” who, in Mao’s context, can represent both his CCP associates and
         the now militant workers and farmers. He is also advised in advance that (line 6)
         although a “rain” will come at the end of this hexagram phase, it will favor others
         and that he should not expect any permanent victory at this point in his career.
      

      
       This is quite probably the context, within Mao’s own mind, for what may be called
         the paradoxical impudence of the concluding lines of his poem. In the highly complex
         allusion of stanza 2, he claims that his existence has a causal relation to the tremendous
         floods that did, in fact, pour through southeastern China in the spring of 1931 and
         that, though the event is visible to none but Mao himself, this return to Jiangxi,
         through the rout of the GMD forces that were sent to keep the Red Army out of Jiangxi,
         actually marks the moment when he has upset the old balance of power in China as definitively
         as the ancient autocrat, Gong Gong 共工, who, in the far, far past, is reputed to have
         knocked over Buzhou Mountain, which was one of the “pillars” holding up Heaven.[33]  Gong Gong’s toppling of Buzhou Mountain, the tale says, stirred up vast dusty fogs
         and sent the rivers rolling in floods southeastward.
      

      
       That Mao is particularly intent upon assuring the recognition that he does, in this
         poem, equate himself with the ancient autocrat Gong Gong, and also intent upon securing
         recognition of his own view of this ancient tale is evident in Mao’s having appended
         to this poem 9 the longest prose note he has supplied to any of his poems; poem 9
         is one of only four in the whole verse-sequence to be supplied with notes by Mao himself.
         In his prose note he argues that the version of the Gong Gong story in the Huainanzi 淮男子 unlike the accounts given in the “Zhouyu” 周語 section of Guoyu 國語 and in Sima Qian’s “Supplementary Annals of the Three Primeval Kings” attached
         to Sima Qian’s Historical Records (Shiji 史記), proves that, despite the fact that Gong Gong was often defeated by Chuan Xu 顓頊, Gong
         Gong, by knocking over Buzhou Mountain, had the final victory.
      

      
       The passage in the Huainanzi to which Mao refers he quotes in full:[34]  “In ancient times Gong Gong competed with Chuan Xu for the empire. Angry, Gong Gong
         struck at Buzhoushan 不舟山[35]  and thereby this pillar that held up Heaven and was rooted in the earth was broken,
         with the consequence that Heaven slanted toward the northwest, as did also the sun,
         moon, and stars and that earth sloped to the southeast with water and dusty fogs flowing
         in that direction.”
      

      
       From this Mao concludes (despite the opinion of other narrators that Gong Gong “intended
         to harm the world,” e.g., Guoyu) that Gong Gong did become hegemon of the empire, as is stated in Sima Qian’s “Supplementary
         Annals,” which add that he “did not take the title of king.” Jerome Ch’en’s comment
         appended[36]  to his translation, with Michael Bullock, of this poem 9, makes one very pertinent
         and one probably less relevant comment on Mao’s use of the allusion to the Gong Gong
         story. Ch’en makes note that since the script-characters making up the name Gong Gong
         can be read as “work in unison,” perhaps Mao is using it as a pun on “Communist workers”;
         but Ch’en, though adding that the name Gong Gong, is by some scholars regarded as
         the title of a government post equivalent to “Minister of Works,” does not allow for
         the stronger likelihood that it is in this latter sense that the connection amuses
         Mao Zedong. That is, that this once obscure “Minister of Works,” like the still, in
         1930-1931, relatively obscure Mao Zedong, succeeded in upsetting the old “order” of
         Heaven and became master of a newly “ordered” empire.
      

      
       Though Ch’en remarks further that neither Mao nor Guo Moruo “has paid any attention
         to others versions” of the Gong Gong story, Guo Moru obviously has them in mind in
         his Man jiang hong poem, and Mao’s own poem 9 indicates that he is, in his allusion to the wind and
         clouds and floods of the month of May 1931, not forgetting that, in the folktales,
         Gong Gong becomes a dragon who started vast floods and is remembered as both a mighty
         rebel and as “the god of water.” By association these various attributes of the mythical
         Gong Gong flow together with another statement from the same Huainanzi chapter[37]  in which the reference to Gong Gong appears: that is “when the dragon rises, green
         clouds appear,” a statement that itself derives directly from the symbology of the
         Book of Changes and also ensues in the familiar Chinese locution yun cong long 雲從龍, signifying both clouds follow the dragon and clouds obey the dragon.

      
       Though Jerome Ch’en offers no explanation appended to his translation, his awareness
         of some such association presumably governed his decision to translate out the term
         long, dragon in line 3 of Mao’s poem; and it may have been some association with “water” that
         leads Ch’en to render the place-name Longgang as “Dragon Creek” though more precisely
         the place-name means “Dragon Mound,” identifying a market-town by a stream in the
         Jiangxi mountains. Whatever may explain Ch’en’s decision to make visible the “Dragon”
         element in the name of this town when, in general, Ch’en is rather unpredictable as
         to when he does or does not “read out” the meaning of various Chinese place-names,
         the obviously insistent connections in Mao’s poem 9 between the Gong Gong story and
         other “dragon” manifestations—fire, floods, dense fogs, mountain fogs, mists—persuade
         me that Mao worked the name of the actual town, Longgang, into the text of his poem
         because its “dragon” associations served him as a further “sign” of his advancing
         career as a “flying dragon.”
      

      
       In point of fact, not only in the case of the specified “Orange Island” in poem 1,
         to which Mao discernibly looks in an allusion to the Chuci poem about the orange tree,[38]  but throughout Mao’s poems there is considerable likelihood that, as a poet, he
         makes room for certain place-names in relation to ideas implicit in the script-characters
         that reinforce his theme. In poem 4, for instance, I considered “reading out” the
         place-names Longyan and Shanghang, literally Dragon Cliff and Upper Ford, on the impression
         that Mao chose these out of many places through which the army passed, because of
         the connotations of “dragon” and “ford” in the terminology of the Book of Changes; and it is not unlikely that, in poem 3, the Huangyang Gorge which Mao chose as the
         locale of the ambush he prepared to lure GMD troops within range of the one cannon
         on Jinggangshan pleased Mao as a place-name as well as a useful ambush area.
      

      
       Huang-yang 黃洋, which can be “read out” as yellow and wide or yellow ocean, can also, from the same script-characters, supply the meaning imperial power expanding. Possibilities of double readings also inhere to the place-names in Mao’s poem 6,
         his “New Year’s Day” poem since again, in relation to the movement of the troops,
         he chooses three place-names of many. The reference of place-names Ninghua, Qingliu,
         and Guihua, read simply as script-characters in themselves—that is, ning hua qing liu gui hua 寧化清流歸化—can be “read out” as peaceful change clearly flows [to] yielding change, the emphasis on hua, change in the sense of transformation connoting improvement and a power that, in
         orthodox Chinese political theory, was attributed to the effective ruler who by his
         existence brought about hua among the people. And, in the same poem, Mao’s line about going straight down Wuyi
         武夷 mountain may, in his own mind, include some pleasure in the fact that the name
         of the mountain is “bow of the warrior” or “bow of the warrior king.”
      

      
       But with the sole exception of the connotations of the “orange tree” in the naming
         of Orange Island in poem 1, until this poem 9, I have avoided “reading out” place-names
         or even commentary on the possibility of Mao’s intentional introduction of them for
         their possible functions. Like almost any translator of Chinese poems, I am wary of
         inviting too violent a reaction from some pundits in Chinese studies who regard with
         alarm any translator who suggests that a poet writing in Chinese ever pays any attention
         to the images and ideas locked into “common” Chinese terms such as place-names. But
         as we improve our acquaintance with Mao’s practices as a poet and his obvious enjoyment
         of all kinds of wordplay, we can begin to risk the probability of which Jerome Ch’en
         seems to have sensed in translating out not only Longgang from poem 9, but also the name of the mountain in poem 16, (though he offers no reasons
         for these decisions) that Mao does expect his more analytical readers both to notice
         the place-names he specifies and to enjoy, as he evidently does, their double functions—just
         as he also enjoys exploiting the double meanings he reads into the ci titles of the ci forms he chooses as the patterns for most of his poems.
      

      
       Given Mao’s penchant for devices through which to rouse a rustic populace still susceptible
         to the tales of dragons presaging events of major significance to the empire (the
         superstitions he has allowed to flourish around the magic powers of his person and
         of the little “red book” far into the 1960s belong to the same ambience) it is worth
         a speculation whether Mao himself set afloat the tale of the dragon that had appeared
         in Jiangxi, and whether, having heard the rumor, it set up a train of thought that
         obviously emerges in his poem 9. It is clear from the poem that the implicit “dragon”
         symbolism of “Changsha” is coming into considerable play in poem 9 and, as we shall
         be seeing, continues to hover over poem 10. As subsequent poems indicate, the usage
         of the ascending emperor in the symbol of the “flying dragon” supplies the inner context
         of most of his poems.
      

       

       

       

      Poem 10: Repulsing the Second Big “Surround and Destroy” Campaign (Summer 1931)

      
      (Fan di er ci da “wei jiao” 反 第 二 次 大 圍 剿 / 反 第 二 次 大 围 剿)
      

      Ci title: Yu jia ao 漁 家 傲 / 渔 家 傲 “Sassy Fish”
      

       

      
      1. Bai Yun Shan tou yun yu li, 白 雲 山 頭 雲 欲 立 / 白 云 山 头 云 欲 立
      

       

      
      While clouds chose settling firm around the White Cloud Mountain’s peak, 

       

      
      2. Bai Yun Shan xia hu sheng ji, 白 雲 山 下 呼 聲 急 / 白 云 山 下 呼 声 急
      

       

      
      With anxious cries down White Cloud Mountain threatened and a-fret, 

       

      
      3. Ku mu xiu zhu qi nu li. 枯 木 朽 株 齊 怒 力 / 枯 木 朽 株 齐 怒 力
      

       

      
      Dry trees and rotted stumps attempted point force to exist. 

       

      
      4. Qiang lin bi, 槍 林 逼 / 枪 林 逼
      

       

      
      Gauging over clumped guns’ blast, 

       

      
      5. Fei jiang jun zi chong xiao ru. 飛 將 軍 自 重 霄 入 / 飞 将 军 自 重 霄 入
      

       

      
      A Flying General straight from Heaven I pressed the full attack. 

       

      
      6. Qi bai li qu shi wu ri, 七 百 里 驅 十 五 日 / 七 百 里 驱 十 五 日
      

       

      
      Two hundred miles in fifteen days I had advanced the trek, 

       

      
      7. Gan shui cang mang Min shan bi, 贛 水 蒼 茫 閩 山 碧 / 赣 水 苍茫 闽 山 碧
      

       

      
      Through Jiangxi’s wilds and waters reaching Fujian’s jade-bright scarp, 

       

      
      8. Heng sao qian jun ru juan xi. 橫 掃 千 軍 如 捲 席 / 横 扫 千军 如 卷 席
      

       

      
      And, foes broomed out by thousands, make this world my rolled-up mat. 

       

      
      9. You ren qi, 有 人 泣 / 有 人 泣
      

       

      
      Others meanwhile weep, 

       

      
      10. Wei ying bu bu jie he ji. 為 營 步 步 嗟 何 及 / 为 营 步 步 嗟 何 及
      

       

      
      Perhaps lamenting schemes for taking over step-by-step.

       

      
      Mao dates this poem to the summer of 1931. The events cited, however, refer to the
         latter half of May 1931, and to the success of the Red Army, after a trek of somewhat
         more than two hundred miles[39]  involving five battles as they again crossed Jiangxi to the border of Fujian where
         they ambushed and defeated two GMD divisions on the slopes of White Cloud Mountain.
         These combined facts govern the English tenses of the verb in the English translation.
         From Mao’s perspective in the summer of 1931, the events of stanza one occurred in
         the immediate past. The march across Jiangxi, lines 6 and 7, preceded the battle celebrated
         in stanza one. The first half of line 8 sums up this whole “repulse” of the GMD’s
         “second, big campaign to ‘surround and destroy’” Red Army troops and bases. The second
         half of line 8 announces, through an allusion in which Mao compares himself to the
         “First Emperor” of China (Qin Shihuangdi), Mao’s present view, in the summer of 1931,
         of the progress of his career. Lines 9 and 10 close the poem with a mocking comment
         primarily alluding to Chiang Kaishek and to Ho Yingqin, whose “step-by-step” tactics,
         attempting a slow steady sweep to clean out CCP bases south of the Yangtze, has been
         repulsed by the rapid turn-about tactics of the Red Army. Having moved across Jiangxi
         earlier in this same spring and left small base-camps there, the Red Army made a countermove
         back across Jiangxi to Fujian once more.
      

      
       Though lines 9 and 10 primarily deride the “surround and destroy” tactics used by
         the GMD in this second attempt to clear the CCP forces out of south China, it is likely
         that Mao intends an undertone of sarcasm also directed against the “Moscow” faction
         in the CCP. They had advocated their own kind of step-by-step campaign aimed at trying
         to take and hold key towns, but were actually losing their own gamble too. From Mao’s
         viewpoint, however, their loss also continues to work to his advantage. His preferred
         tactics of rapid mobile warfare, in this case, the use of small units doubling back
         through Jiangxi, has achieved, as he sees the situation, not only military and psychological
         description of this GMD campaign, but that further demonstrated the effectiveness
         of his own campaign methods and therefore is increasing his personal advantage as
         his design to become ultimately the sole recognized authority over the Red troops.
      

      
       Mao has phrased the title of this poem in parallel with that of poem 9. Accordingly,
         it shares the same deliberate inelegance and sarcasm. Like poem 9, poem 10 also employs
         the ci pattern “Yu jia-ao” and continues the same mood, which, as noted in the commentary
         in poem 9, amounts to Mao’s reading into the ci title a kind of jaunty humor, approximating to “The Fish Are Getting Sassy” as the
         title’s purport.
      

      
       In handling this same ci form again, Mao, in poem 10, alters the statement pattern used in poem 9. Instead
         of using, for each stanza, a short statement followed by a longer statement (the 7,
         7 / 7, 3, 7 of poem 9), this time he uses a long statement first, followed by a short
         statement, that is, 7, 7, 7 / 3, 7. This shift in the patterning of the statements,
         supported by the content of the poem, further emphasizes the “sassy” effect.
      

      
       As has been noted for poem 9, this ci pattern involves recurrence of the same matching rhyme at the end of every line.
         In poem 10, these line-end words run li, qi, li / bi, ru, followed by ri, bi, xi / qi, ji. Mao’s decision to use chiefly fourth-tone rhymes, just as in poem 9, again intensifies
         the staccato effect and, in conjunction with the poem’s content, reinforces the highly
         personal combination of bragging and derision of opponents that pervades most of Mao’s
         poems.
      

      
       Technically speaking, however, this poem 10 is not quite as deft as poem 9 in the
         use of the ci pattern. Two of the fourth-tone rhymes, bi at the end of line 5 and ri at the end of line 6, manage to serve in sequence with li, qi, li, bi and bi, xi, qi, ji. This ru and ri manage to serve only because, in the abruptness of fourth-tone words, the short u of ru and short i of ri become close enough to the abrupt, descending i of li, bi, ji, and others—not to interrupt markedly the dominant rhyme. The fact that Mao forces
         ru and ri into this accommodation suggests that an abrupt fourth-tone sequence, to sustain
         the staccato effect, interested him more than concessions to more precise rhyme. Mao
         has an ingenious talent for making such technical details as variations in the pacing
         of his statements and patterning of the pitch level and pitch direction of his rhyme
         words serve as reinforcements of the moods and attitudes each poem conveys.
      

      
       Turning to the images and allusions in poem 10, we can remark first that, in line
         1, Mao carefully chooses terms stating that the clouds consciously wish (yu) to hold firm or stand firm (li) on top of White Cloud Mountain. This attribution to the clouds of a conscious intention
         entails less of the “pathetic fallacy,” from a Chinese literary viewpoint, than it
         might appear to readers chiefly familiar with Western literatures and Western cultural
         attitudes. The “clouds” in line 1 serve simultaneously as both literal and symbolic
         clouds. Literally, clouds did remain heavy on top of the mountain; this allowed the
         CCP military units to move up unobserved. This situation becomes, however, from the
         traditional Chinese view of “weather-signs” that Mao regularly employs in his poems,
         a sign that Heaven intends to favor this absence and that, from Mao’s viewpoint, Heaven
         wishes (yu) to help Mao. At the same time, “clouds” are traditionally associated with the activity
         of the “dragon”—in political symbolism, the activity of the ruler. The “clouds,” accordingly,
         also represent, just as in poem 9, the gathered force of the troops who, as Mao repeatedly
         asserts in his poems, are “Heaven’s soldiers.”
      

      
      This second repulse of GMD troops by “Heaven’s soldiers” occurs within the same lunar
         year and within immediate weeks after the events in the second stanza of poem 9. In
         Mao’s calculus, this places poem 10 within the “change” represented by hexagram 9
         in the Changes. The text of the Changes describes the “image” or symbolism of this hexagram as “dense clouds.” We have now
         gathered together several of the simultaneous meanings that, in Mao’s mind, adhere
         to his poem’s opening line. All the meanings coincide in importing, to Mao Zedong,
         like the events selected for celebration in his other poems, that the processes of
         “Heaven” are working with him and also that he is expert in knowing how to work with
         the “processes of Heaven”—that is, the Changes. He becomes, as line 8 announces, even more secure in his expectation that, as destined
         “emperor,” he will become de facto emperor.
      

      
      My decision, for lines 1 and 2, to “read out” the place-name Bai yun shan, White Cloud Mountain, the name of a mountain on the border between the provinces of Jiangxi and Fujian,
         has been partly influenced by the fact that all the major previous translators of
         this poem, Jerome Ch’en with Michael Bullock, Stuart Schram, and Wong Man as well
         as the Beijing translators of Beijing’s English version[40]  also translate the name into English. None of these translators, however, offer
         any explanation as to why they have decided to do so. A likely reason for supposing
         that Mao does give more than casual attention to the meaning of this place-name is,
         nonetheless, deducible.
      

      
       As already suggested in my commentary on poem 9, part of Mao’s specifying, in the
         titles he attaches to poems 9 and 10, the term wei-jiao and placing it in quotation marks invite attention to a further import that he attaches
         to the events the poems celebrate. In terms of the connotations attached to skill
         in the war-game, wei-qi, Mao’s poems celebrate his conviction that he is far more adept at the wei-jiao (“surround and destroy”) tactics in wei (literally, “surround”) strategy than the GMD strategists who have been trying to
         reduce CCP areas through the tactics of wei-jiao, “surround and destroy.”
      

      
       On the wei-qi game-board, whether on the so-called “big” grid of 360 squares or the somewhat smaller
         grid of 324 squares, the opposing sides are represented by sets of counters (originally,
         pebbles or shells) of which one set is always white. The other set is of some dark
         color, conventionally “black.” In twentieth century Chinese politics from the 1920s,
         and particularly after April, 1927, the GMD came to be regarded by the CCP as “reactionary”
         and symbolically “white.” Whoever actively opposed the GMD came to be regarded, inclusive
         of the “reds,” as “black”—that is, “rebels” and “bandits.” Given the currency of these
         color metaphors, Mao could readily associate the presence of GMD troops, “white” troops
         on White Cloud Mountain with both the name of the mountain and the “white” counters
         in the war-game of wei-qi. That Mao identifies the clouds that are above, over, and down upon the mountain with
         the CCP forces is regularly stated in Beijing commentaries on this poem. In wei-qi analogies, they become the “dark” advance that, by superior tactics—in this case,
         as always in Mao’s art of war, through ambush and surprise—succeeds in “surrounding
         and destroying” the “whites,” who were attempting a “surround and destroy” campaign
         of their own.
      

      
       That “whiteness” can also readily be associated with weakness, decay, and death gives
         Mao the convenience of identifying the GMD divisions not only with the White Cloud
         Mountain on which they were deployed in late May of 1931, but also with “dry trees
         and rotten stumps.” With regard to Mao’s use of these messages, the translator, Wong
         Man, has speculated that perhaps Mao had in mind some association with the battle
         of Feishui 淝水. The import of his poem 10 is so exactly the reverse of the Feishui
         story that it seems to me much more probable that Mao’s line 3 is simply and directly
         a deception, a standard Chinese locution about “dry trees and rotten stumps”: that
         is, the Chinese expression cui ku la xiu 摧枯拉朽.
      

      
       Literally, this expression says high dry-tree push-over rotten-stump or, more fully, what looks high but is an already withered tree will fall over as easily as pushing over a rotten stump. In opening his line 3, Mao uses, from this familiar phrase, the same terms, ku, dry tree and xiu, rotten-stump, and then gives an ironic turn to the usual locution. Keeping in mind the complete
         phrase, cui ku la xiu, which is usually simplified, when expanded, to “as easy as pushing over a rotten
         stump” (i.e., “easily accomplished), Mao describes the dry trees and rotted stumps
         as trying to exert their combined forces. The ironic implication, of course, is that,
         having withered and rotted, they have no “force” to exert. Therefore, they are easily
         pushed over and destroyed by the storm of “clouds,” by the CCP troops, who, without
         warning, swoop down upon the GMD divisions.
      

      
       In line 4 Mao plays with the contrast between dead trees and live trees by calling
         his smaller number of troops, deployed for tactical ambushes, a lin of guns. Some translators have taken lin in one of its ordinary meanings as forests; but to do so does a disservice to Mao’s development of his metaphor. Bearing in mind,
         as Mao himself certainly does, that a triumph over larger numbers of enemy troops
         by a small “repulse” force is both the actual situation and part of the occasion for
         the poem, the sense of lin to be understood here is that of clumps of trees. Mao’s handling of his expanded metaphor in this stanza sets the large number
         of withered trees and stumps of trees that, though all over the mountain slope, lack “force”
         in contrast with his strategically clumped troops that are a few shrewdly selected ambush sites.
      

      
       In closing the stanza Mao, enjoying the opportunity provided by the fact that he
         and his troops surprise the “whites” by coming down on them from over the top of the
         mountain, equates himself, in line 5, with Li Guang 李廣, the notable Han dynasty general,
         who became the bulwark of the Han dynasty against the Xiongnu 匈奴, the formidable non-Chinese
         nation whose repulse was essential to the survival of the Han empire. That Li Guang
         was known as “The Flying General” fei jiang-jun 飛將軍 gives Mao opportunities for several kinds of wordplay.
      

      
       “Flying General” invites a broad pun on jiang-jun, Jiang’s army or Jiang and his army. By equating himself with the famous Han dynasty “Flying General,” Mao implies, among
         the several implications of this clinching line for his first stanza, that, in contrast
         to Chiang Kaishek, who can only move (line 10) “step-by-step” along the ground, Mao
         can both move faster and think faster, can “fly,” and thus cannot be overtaken by
         a mere jiang-jun. Furthermore, by choosing to call himself a present-day Li Guang, Mao introduces into
         the line a further calculated insult directed against both Jiang and all who adhere
         to Jiang’s party. Since Li Guang’s fame, in relation to the exploits that earned him
         the sobriquet of “Flying General,” came from skills in military strategy that held
         back the Xiongnu from their recurrent efforts to take over the Han empire, Mao, by
         calling himself a Li Guang, another Flying General, implies that Jiang and his adherents
         are not “true Chinese,” not Han ren 漢人, not “men of Han” but are, instead, intruders with no valid claim to rule China.
         The contriving of insults against opponents is, we might add, as standard a weapon
         in the Chinese art of war as it has been in other cultures, from early tribal warfare
         to classical and feudal arts of combat around the world.
      

      
       But these observations by no means uncover all the layers of meaning in Mao’s line
         5. By adding explicitly that he, Mao, as this century’s Flying General is sent from Heaven he plays upon a further set of meanings. On the most obvious level, Mao is continuing
         to enjoy the success of his tactics in coming down upon the GMD divisions by moving
         upon them over the top of the mountain, coming down upon them, so to speak, “from
         the sky.” But at the same time, Mao is exploiting at least two further meanings. By
         his phrasing, zi zhong xiao, his insertion of zi, which, if it implied only the prepositional sense of from would not be requisite in the “literary Chinese,” attaches to zi also its meaning of naturally. Mao’s line 5 implies that in the natural order of events which, from the orthodox
         Chinese viewpoint, equates with the intentions of Heaven, Mao arises. Line 5 implies that Mao is not only from the zhong xiao, a term meaning both the utmost heights of the sky and Heaven, but that he is sent by the intention of Heaven itself.

      
       Given also Mao’s fondness, in his poems, for the term fei, flying, this chosen image of himself as a commander who can fly down from Heaven at will
         conveniently adds to the consideration of line 5 Mao’s image of himself not merely
         as a general or a flying general, but as a flying dragon. As a power that both resides
         in Heaven and descends from Heaven by the will of Heaven to attend to affairs on earth,
         Mao’s emphasis in line 1 on his troops as the “clouds” that settle firmly over White
         Cloud Mountain and upon himself as “flying” move the first stanza of poem 10 into
         the inter-related contexts that are both common to orthodox Chinese political philosophy
         and to Mao’s poems. The emphasis on “clouds” evokes the phrase common to two of Mao’s
         favorite sourcebooks, the Changes and the Huainanzi, the phrase yun cong long 雲從龍, clouds follow the dragon and fei long 飛龍, “flying dragon”: that is, “the emperor of China.”
      

      
       The likelihood that these associations are present in Mao’s mind, hovering over and
         around the more obvious wordplays in alluding to himself as a “flying general” is
         strengthened by the fact that in the poem’s second stanza, he identifies himself in
         line 8, specifically with Qin Shihuangdi, the “First Emperor” of China. In lines 6
         and 7, Mao emphasizes the speed and ease with which, in making the turn-about march
         through Jiangxi, he had reached the Fujian border and White Cloud Mountain and then,
         in line 8, combines a view of the present with a view of the future. The GMD divisions
         in the Jiangxi area up to the borders of Fujian have been “broomed”; that is, cleaned
         out. And therefore, as Mao see the situation, he can, like Qin Shihuangdi more than
         two thousand years ago, take up the land like a “rolled-up mat.” The image of the
         rolled-up mat as symbolizing speed and ease in coming to imperial domination over
         the whole country is taken from an essay by Jia Yi 賈誼 who employed this image as a
         description of the speed and ease with which Qin Shihuangdi accomplished his final
         domination over all his rivals for the control of China.[41]  The recognition of this allusion in Mao’s poem was first registered by Wong Man.[42] 
      

      
       Mao’s line 8, implying that he is already, in 1931, anticipating his future as an
         emperor at least as absolute as Qin Shihuangdi is, simultaneously, a “brag,” in the
         style of medieval warriors and a further implied mockery not only of Chiang Kaishek
         but also of whoever else, including Mao’s colleagues in the CCP, who may suppose that
         they can “out-fly” Mao in his ascent to imperial power. By claiming, as he does in
         poem 10, that the exploit of the turn-about march across Jiangxi and the ambushing
         of the GMD divisions on White Cloud Mountain is an already sure token of his future
         as emperor of China, Mao implicitly demotes all his opponents to the category of the
         leaders of small kingdoms who will eventually be deposed by Mao Zedong. That he intends
         to direct his sardonic humor against all rivals, present or potential, is evident
         in the deliberate phrasing of line 9, you ren qi 有人泣, which means there are people who weep and not necessarily there is a person who weeps. The poem imports, in line 9 and 10, that Mao is so much the expert in the art of
         war that everyone will “weep” who tries to match him in grand strategy.
      

       

       

       

      Poem 11: Dabodi (Summer 1933)

      
      Dabodi (大 柏 地 / 大 柏 地)
      

      Ci title: Pu-sa man菩 薩 蠻 / 菩 萨 蛮 “Boddhisattva from Man”
      

       

      
      1. Chi cheng huang lü qing lan zi, 赤 橙 黃 綠 青 藍 紫 / 赤 橙 黄 绿 青 兰 紫
      

       

      
      Red, orange, yellow, green, blue, indigo, purple,

       

      
      2. Shei chi cai lian dang kong wu. 誰 持 彩 練 當 空 舞 / 谁 持 彩 当 空 舞
      

       

      
      Imperial banner held on high, who drill-parades that rainbow? 

       

      
      3. Yu hou fu xie yang,  雨 後 復 斜 陽 / 雨 后 复 斜 阳
      

       

      
      But rain gone off, in slant-beam sun again, 

       

      
      4. Guan shan zhen zhen cang.  關 山 陣 陣 蒼 / 关 山 阵 阵 苍
      

       

      
      Beyond the pass, gray hills file on and on. 

       

      
      5. Dang nian ao zhan ji, 當 年 鏖 戰 急 / 当 年 鏖 战 急
      

       

      
      Yet year to year in bloody battles caught, 

       

      
      6. Dan dong qian cun bi. 彈 洞 前 村 壁 / 弹 洞 前 村 壁
      

       

      
      Each village wall now wear the bullet mark. 

       

      
      7. Zhuang dian ci guan shan, 裝 點 此 關 山 / 装 点 此 关 山
      

       

      
      So furbished here, beyond the pass each hill, 

       

      
      8. Jin chao geng hao kan. 今 朝 更 好 看 / 今 朝 更 好 看
      

       

      
      From this court will once more grow beautiful. 

       

      
      When the commentator Zang Kejia[43]  describes the opening lines of Mao’s “Dabodi” as “a daring stroke,” Zang himself
         may have had more in mind than the fact that using a sequence of colors as the total
         content of a Chinese verse-line has no precedent in formal Chinese poetry. But previous
         translators of “Dabodi,” by evidence of their versions of this poem, have considered
         it to be little more than a pleasant piece of landscape painting. They have not indicated
         in their versions the precisions of imagery and allusion through which Mao adapts
         seemingly commonplace observations to his purposes in composing, in cleverly interrelated
         symbols, a record of his position during the summer of 1933 and a prediction of his
         eventual move once more “beyond the pass” (guan) that at the moment might to others appear “closed” (guan) against advancing the fortunes of Mao Zedong.
      

      
       In reading Mao’s line 2 of poem 11, translators have not taken close account of the
         terms Mao has chosen to identify this rainbow as a heavy banner to be grasped (chi) and brandished (wu), and as being handled in a semi-military and ceremonial drill (lian), a banner associated with a formal procession or parade. The translators generalize
         the line into “waving this ribbon of color”[44]  or “rainbow festoon”[45]  or “whirling this ribbon of color”[46]  or “holding the colorful ribbon of the rainbow”[47]  or “who’s dancing with this colorful band.”[48]  If these translators have not remembered, as by other evidence in line 8 of this
         same poem, Mao himself certainly has, that when Mao uses the term cai 彩 to describe this “rainbow” he has in mind a specific imperial cai qi 彩旗. He is alluding to the “variegated-color banner,” the ni jing 蚭旌, the “rainbow standard,” carried before the emperor when the emperor appeared
         in procession with his court.
      

      
       Given Mao’s several echoes in his own poems of lines from the Tang poet Du Fu 杜甫,
         Mao is rather probably remembering Du Fu’s references in line 5 of his ai jiang tou 哀江頭 to the rainbow-standard, the ni jing. This “rainbow-banner,” David Hawkes has pointed out, Du Fu introduces in his verse-line
         “by metonymy for the Emperor and his train.”[49]  Even were Du Fu’s line not actively present to Mao’s recollection as he begins to
         compose “Dabodi,” his choice of the term cai, with its direct connotations of the cai qi, the imperial banners and the cai chen 彩宸, the Imperial Palace, together with his choice of such action words as chi: grasp firmly, lien: practice or drill, and wu: brandish and dance indicate that he is, as in his other poems, building a strongly symbolic context.
         In “Dabodi” Mao’s “rainbow” is no mere waving of ribbons but becomes the symbol of
         an emperor’s formal parade.
      

      
       Mao’s care in his choice of terms in line 2 is, in two aspects, especially relevant.
         Through the imagery he chooses, he eliminates other Chinese contexts in which a rainbow
         in the sky is (in contrast to Western symbolism) regularly regarded as an inauspicious
         sign. Mao’s introduction of associations with the Emperor’s Standard serves to establish
         that the rainbow of poem 11 is an auspicious sign. Further, Mao’s setting out, in
         line 2, these allusions to a procession of the emperor and his court signalized by
         the rainbow banner establishes in advance, the context for a correct rendering of
         line 8, the poem’s concluding line. The “emperor” allusions in line 2 tell us that,
         in line 8, the script-character 朝 is to be read not as zhao, dawn, but as chao, the court, specifically the emperor surrounded by his attendants. That Mao particularly enjoys playing with the phrase jin-chao 今朝, which means both this present dawn and this present imperial court is evinced by his use of the same terms again, and in an even fuller Chinese-emperor
         context, as are the concluding words of the concluding line of poem 20, his much cited
         (and frequently mistranslated) poem “Snow.”
      

      
       The import of “Dabodi” is that his present situation in Jiangxi province in the summer
         of 1933 has very favorable aspects despite the fact that, thus far, even his control
         of the Chinese Soviet Republic established within this province is variously contested
         by disagreements within the CCP Central Committee and, though he is now chairman of
         this small “Soviet Republic,” he is at the moment superceded in the to him also useful
         post of political commissar in the Red Army. Mao’s own view of his situation in the
         summer of 1933, as he indicates in “Dabodi,” is that all the events since the battle
         of Dabodi back in 1929 are, nevertheless, serving his design to further his ascendancy
         as de facto emperor of China. He uses his observation of a rainbow over Jiangxi as
         the occasion for this further predictive poem. Here he records his approval of his
         present situation in relation to the future, a future that he sees as carrying him
         from the “red” of the “Sovietized” (chi hua 赤化) Red Army (chi jun 赤軍) to the imperial purple, zi 紫, and to power symbolized by the traditional imperial parade in which the rainbow
         banner precedes the emperor and his attendant court.
      

      
       The translators, having either disregarded or failed to recognize the “emperor” contexts
         that have pervaded Mao’s poems from “Changsha” onward, overlook in “Dabodi,” the symbolic
         functions of lines 2 and 8. They also fail to take account of the point Mao is making
         in lines 3 and 4. When Mao says “rain gone off” and “slant-beam sun” he is still working
         with his consistently sustained weather signs. In others of his poems and not solely
         in “Dabodi,” the presence of “rain” is, as in the text of the Book of Changes, favorable; its absence, its having “gone off,” indicates a period of “waiting.”
         This is precisely Mao’s situation in Jiangxi in 1932 and 1933.
      

      
       Despite his political advantage as now officially head of the “Chinese Soviet Republic,”
         he is still having to maneuver for advantage against most of the members of the Central
         Committee of the CCP. Ensconced in the base in Jiangsu, having transferred Party headquarters
         from Shanghai, the CC majority still advocated frontal military advances, sorties
         by Red troops moving out from Jiangxi to attack GMD forces. They still object to Mao’s
         theory of luring GMD forces into Jiangxi itself and continued their surprise attacks
         while converting some of the GMD troops to Red troops and seizing GMD weapons and
         supplies. It was Mao’s prior success at “luring the enemy” that created the bullet-marked
         villages (line 6) inside the Chinese Soviet Republic. Such actions, however, appeared
         to other members of the CC as an unnecessary disruption of the CSR itself. Mao, on
         the other hand, regards his as the effective tactics since these battles going on
         within the CSR itself force the people of the countryside to depend more and more
         upon the Red Army, whom they come to regard as their “protectors.”
      

      
       When Mao speaks of “rain gone off” and “slant-beam sun,” he is saying that he is
         in a not wholly favorable period, one with neither “rain” nor “full sun.” In this
         light, he is, line 4, still challenged by the vast stretches of China “beyond the
         pass,” by those further “hills” that he still intends to make “red.” As of now they
         “file on and on,” zhen zhen 陣 (again, in specifically military terms) merely grey, cang 蒼.
      

      
       The previous translators, however, have been governed by the preconception that “Dabodi”
         is a merely pretty landscape lyric. They ignore the ordering of the words in line
         4 and Mao’s reasons for placing guan, the pass, as the line’s opening word. Here, guan has a locational function modifying shan, the hills; guan is not the subject of the verb, which, by its meaning, governs only the hills. Mao’s point is that hills that file on and on beyond the pass represent the further areas of China he has still to conquer. It
         is toward this further conquest that the “rainbow” is summoning him; this he takes
         care to clarify further in his second stanza.
      

      
       At the end of the first stanza, the hills beyond the pass, the guan, i.e., a pass in the sense of an opening that may be temporarily closed, (a gate at a frontier) are themselves not yet under his control. In line 4 he chooses for the hills a descriptive
         term to indicate that, as not yet under his full control, they do not share in colors
         of the rainbow. They are not lü, green, nor qing, blue-green, nor lan, dark blue, nor zi, purple, even though any of these colors might apply to distant hills in summer at sundown.
         Mao says that these hills are thus far cang, which represents a kind of green, a greyed-green or whitish-green, which gives cang its equally common meanings of grey or old. Despite Mao’s care to make this distinction, translators trying to “make sense”
         of the lines as a pretty landscape, record the hills as “blue”[50]  or “fresher.”[51]  In consequence, the translators create even more problems for themselves when they
         encounter the wording of Mao’s second stanza.
      

      
       All the translators have sufficiently rendered lines 5 and 6, the opening lines of
         the second stanza, to indicate that Mao is making some kind of point about bullet
         marks on village walls. But Mao has also indicated by dang-nian, the term opening line 5 and by zhuang-dian, the term opening line 7, that he has been deliberately promoting this bullet scarring
         of these villages. This success in doing so, together with his sign from Hunan, the
         “rainbow” becomes his reason for anticipating, in the summer of 1933, that he can
         make the hills beyond Jiangxi “once more . . . beautiful”; that is, not only go back
         into such areas as Hunan and turn those hills “red” again, as he had from time to
         time managed to do from the early 1920s to 1931, but eventually, by controlling the
         range of colors from Sovietizing “red” to imperial “purple,” to exercising, over the
         whole of China, power equivalent to that represented by the rainbow banner carried
         before the emperor in procession. Despite the disagreements with the CCP Central Committee,
         he has at the moment developed further adherents in Jiangxi through his tactics, year
         by year, of luring GMD troops into Jiangxi itself and increasing the battle scars
         in Jiangxi village walls. In the summer of 1933, he is determined to continue these
         same tactics whenever the “weather” turns favorable for him to move beyond Jiangxi
         again.
      

      
       Though Mao alludes to his policy of promoting bloody battles (ao-zhan) in Jiangxi year after year by opening his line 5 with the term dang-nian, previous translators (presumably because they have not borne in mind that this policy
         of Mao’s was still in controversy)[52]  avoid translating dang-nian with the precision requisite to Mao’s meaning. For dang-nian, the Boyd, Bullock-Ch’en and Barnstone translations substitute “that year”; Wong
         Man and Nancy Lin use “once.” All these translators apparently assume that Mao is
         referring to one battle at Dabodi back in 1929. But, by using dang-nian, which does not signify that year or once but means what ordinarily happens, what happens year to year, Mao indicates that, in his poem, the “bloody battles” and “bullet-marked walls”
         is not to refer to one battle back in 1929 but to his tactics of repeatedly “luring
         the enemy in” to a base area. That is, he is speaking of his “Dabodi” tactics, and
         not about the single battle of “Dabodi” itself.
      

      
       Having lost the clues in the first stanza and again in the opening line of the second
         stanza to the fact that the subject of “Dabodi” is Mao’s military tactics in relation
         to his grand strategy, the translators, by the time they reach line 7, have become,
         discernibly, at a loss at how to handle the poem’s closing conflict. Whether in the
         hands of Andrew Boyd or Bullock and Ch’en or Wong Man, not to mention the others,
         the published versions of the concluding lines of “Dabodi” are obvious “guesses” that
         disregard both the wording and the syntax of the Chinese original. The guesses have
         been necessary for these translators because they do not, it seems, deal with the
         crux of the matter, the opening word of line 7, the term zhuang-dian. The translators do not face up to its established and standard meaning. They try
         to soften it into some sort of compliment that they presume that Mao should be making
         in praise of villagers who have experienced battle fire.
      

      
       The Chinese language, however, has plenty of terms to choose from, had Mao intended
         any reference to the valor of either the villagers or the Red troops. Mao had no need
         to depend upon such an inappropriate term as zhuang-dian, had compliment or praise of others been his purpose. But Mao does have a purpose,
         directly congruent with the rest of his poem, in his sardonically witty choice of
         the term zhuang-dian. And, despite the attempts of the translators to force out of zhuang-dian some complimentary sense of “decoration” (Boyd and Barnstone) or “embellishment”
         (Bullock-Ch’en) or to force it all the way to “hallow” (Wong Man and Nancy Lin), zhuang-dian has basic to its signification, the concept of deception. It is this concept of which Mao is fully aware. In line 7 he is celebrating his
         own shrewdness as an expert in the art of war. He has held and intends to hold to
         the practice of encouraging repeated sharp, short battles, not only to keep the GMD
         troops off balance but for their psychological effect in increasing dependence of
         the villagers upon the Red Army. According to the classic code of Chinese military
         strategists, however, he does not let either his associates or the villagers discover
         that the psychological effect of these battles is, at this point, his express purpose.
      

      
       The term zhuang-dian has an inherently uncomplimentary meaning. It is a remarkably exact equivalent of
         the English word rig, both in the stress of a bookkeeper rigging the accounts, “fixing up” his figures falsely to secure some business advantage and
         in the sense of a person all rigged up; that is, fashionably dressed up, as the term is used for someone who, under other circumstances, does not “dress
         himself up.” Bluntly, Mao is saying in line 7: Now that I, Mao, have rigged it so that these villages in Jiangxi have their walls rigged up (“all dressed up”) with bullet marks and so have made the villagers accept the fashion
         of adhering to the Red Army, I am the more sure that I am carrying out the correct
         tactics for making further villages out on those farther hills eventually “beautiful”
         also.
      

      
       In sum, the same sardonic humor that we have already been encountering in Mao’s other
         poems pervades “Dabodi.” Mao gives the culminating fillip to his poem by opening his
         concluding line with the terms jin-chao and closing it with the term kan. That he means jin-chao, this present imperial court or my court at the present time and not jin-zhao, this present dawn, the alternative reading of these two characters, is controlled by the earlier context
         of the poem itself; Mao has not only established the imperial-court imagery in line
         2 but made clear in line 3 that the “time” is sunset, slant-beam sun, again, after a day of rain. He is viewing the situation from his court which seems temporarily in decline because of the pressures from other members of
         the Central Committee, but which he is confident will nonetheless serve him in his
         continued determination to rise to the power symbolized by an emperor’s parade of
         rainbow banners.
      

      
       As we reach line 8 we also further appreciate his choice of the term lian back in line 2. Lian means a military kind of drill, which is also a practice for actual engagement. The structure of the poem’s argument represents several kinds
         of preliminary practice for the culmination of Mao’s grand strategy. His tactics in developing the base in
         Jiangxi and luring the GMD forces in to do battle there, producing the bullet-pocked
         village walls, and his becoming the chairman of this Chinese Soviet in Jiangxi are
         practice drills that he sees, in the summer of 1933, as serving his purposes in ascending to command
         of “the whole rainbow,” from opening red to culminating imperial purple.
      

      
       Mao completes his enjoyment of wordplay of his own war-game in his poems by the deft
         phrasing of his whole last line. Line 8, jin chao geng hao kan represents literally present court once more beautiful and signifies from this court will once again grow beautiful since the “court” is implicitly this court. That is, Mao’s center of power, throughout the poems, is symbolized in terms of
         a ruler’s court, and the emphasis upon again is implicit in the circumstances Mao is contemplating. He has occasionally during
         the 1920s to the early 1930s had some command of events beyond the borders of Jiangxi
         and anticipates achieving that command again and extending it farther than ever once
         the political “weather” is again favorable.
      

      
       He also plays in this line on the range of meaning in hao-kan. As a two-syllable compound, it means beautiful and my translation here retains this in order to bring over into English the essence
         of Mao’s sardonic intention in using it. But the concluding line can also be translated
         by treating both hao and kan in their alternative meanings as active words: From this court now again I like (hao) to look forward to (kan). The line From this court will once more grow beautiful and the line rendered From this court once again I like to look forward to reinforce each other. Needless to say, this kind of wordplay, readily available to
         literary Chinese verse-making because of the syntactical flexibility of many Chinese
         script-characters, is both a favorite resource for composers of traditional-style
         Chinese verses and a range of wordplay that always requires explanation since the
         specific equivalents for such double meanings are, for exactly the same significations,
         not commonly available in the languages into which the poems are translated.
      

      
       Just as in his other poems, in “Dabodi” wordplay is also operative with regard to
         the title of the ci, Mao chooses as the verse-form for his poem. For “Dabodi” the verse-form he employs
         is the same one he has already used for poem 2, “Yellow Crane Tower.” The ci again is the one called “man.” And for “Dabodi,” just as for “Yellow Crane Tower”
         the governing situation is one in which Mao is waiting for a change in political “weather”
         in accord with the advice common to both the Book of Changes and Sunzi’s Art of War that planning while ostensibly “waiting” or even appearing to be in “retreat” is
         one of the arts of the shrewd political strategist. “Dabodi,” like the earlier “Yellow
         Crane Tower” masks a period during which Mao, though seemingly blocked by the power
         of competitors, is quietly maneuvering to take advantage of subsequent “changes” and
         is convinced that all the “signs” are still in his favor.
      

      
       The ci title, “Pu sa man,” literally means Man Boddhisattvas: that is, beneficent spirits from Man. Since the place-name Man signified, in medieval Chinese, any very far-away area inhabited by non-Chinese,
         an acceptable and more generalized translation of the title is “Beneficent Spirits
         from Afar.” When this ci originated in the Tang dynasty, its specific subject was the arrival of handsomely
         attired non-Chinese women coming from a far-away nation to visit a Tang dynasty emperor,
         their arrival being taken as a sign sent from Heaven that Heaven supported the Tang
         emperor. For “Yellow Crane Tower” Mao has made an associative link between the connotations
         of “Pusaman” as a sign of favor from Heaven and the site of the Yellow Crane Tower
         as a locale in south-central China from which mortal men have reputedly been borne
         upward to glory among the immortal spirits. For “Dabodi” Mao makes an associative
         link between the ci title, “Pusaman,” “Beneficent Spirits from Afar” as a sign of Heaven’s favor upon
         a new dynasty and the rainbow that, in “Dabodi” Mao equates with the vision of an
         imperial procession he sees there above him in the air (line 2, dang-kong), both summoning him and practicing (lian) for the time ahead when he will be de facto emperor of China.
      

      
       Because throughout the preceding ten poems in the verse-sequence, Mao has already
         not only been making wordplays in terms specifically associated with emperors but
         has already associated himself with both Gong Gong, a putative ruler from legendary
         antiquity, and Qin Shihuangdi, China’s self-proclaimed “First Emperor,” the accommodating
         context would itself make it entirely probable that Mao uses the rainbow in “Dabodi”
         as an intentional symbol of the “rainbow standard” carried in procession before the
         emperors. That Mao intends that this point shall not be missed by readers acquainted
         with the ingenuities of traditional Chinese verse-composition is evinced, as we have
         already seen, by his introduction of the wordplay on chao, court of a ruler, in the poem’s closing line.
      

      
       “Pusa man,” “Boddhisattva from Man,” serves Mao as the title shared by both poem
         2, “Yellow Crane Tower,” and “Dabodi,” not by mere accident but because the inherent
         theme of both poems is Mao’s confidence that, whatever his temporary setbacks, the
         “signs from Heaven” all indicate that he, and he alone, has the will and the correct
         system of strategy and tactics to become the founder of a new “dynasty” in China.
         Since both poem 2 and poem 11 use the same ci form, poem 11, “Dabodi,” expectedly shows also the same pattern, 7, 7 / 5, 5 followed
         by 5, 5 / 5, 5 rhymed in couplets, a, a / b, b followed by c, c / d, d.
      

      
       Although we have thus far examined “Dabodi” apart from its deducible position with
         relation to Mao’s personal method of equating events in his career with successive
         hexagram texts in the Book of Changes, when we turn to consider the correlation between “Dabodi” and Mao’s deducible lunar-year
         system of hexagram “changes,” the connections are again curiously apt. Before examining
         the texts for hexagram 11, which correlate with the lunar year January 26, 1933, to
         February 13, 1934, and, therefore, may be supposed to coincide, in Mao’s mind, with
         the situation registered in “Dabodi,” it can also be relevant to look at the texts
         for the preceding hexagram.
      

      
       In the sequence of hexagrams, we have already seen that poems 9 and 10, in Mao’s
         verse-sequence, correlate, in lunar-year dating, with hexagram situations 8 and 9,
         with poem 10 falling wholly in this hexagram 9. For hexagram 10, applicable to the
         lunar year February 6, 1932, to January 25, 1933, there is no poem. This is not surprising
         since, for a good many years between 1925 (poem 1) and 1965 (poem “38”), there are
         no poems and for other years there are sometimes more than one poem. But it is also
         not surprising that there is no poem for the lunar span represented by February 6,
         1932, to January 25, 1933, because this was one of the several periods in Mao’s career
         when he was not only immersed in major political-military struggle, but evidently,
         from his own viewpoint, not sure enough to be ready to celebrate with a further self-congratulatory
         poem.
      

      
       The history of the period from early February 1932 to late January 1933 not only
         includes, for the CCP and the Red Army generally, a constant struggle against the
         GMD armies but, for Mao personally, a constant struggle against other members of the
         CCP Central Committee who disagreed with his theories of military strategy and though
         seemingly conceding to him in the matter of chairmanship of the Chinese Soviet Republic
         in Jiangxi, at the same time he assumed his official title as a commissar for the
         Red Army. Mao’s situation was rather remarkably similar to that represented, in symbolic
         terms, by the texts for hexagram 10, the “change” that Mao chose not to celebrate
         in a poem though, as we can now perceive, it is implicit in his reflections from the
         next lunar year, epitomized in “Dabodi” and closely related to the next “change,”
         the “Dabodi” change that equates with hexagram 11.
      

      
       For hexagram 10 the omen word is lü 履, literally treading, interpreted to mean wary advance and explained in the text for hexagram 10 lü hu wei bu die ren. Heng 履虎尾不咥人. 亨: that is treading on a tiger’s tail but tiger does not seize people. Success (to the ruler or aspiring ruler). Under this hexagram the specific advice to the
         ruler is that he is to be cautious, but still persistent and firm with regard to his
         main goal. The configuration of the trigrams in this hexagram, the lower trigram being
         joy, the lake, and the upper trigram, heaven, the creative, is taken to signify the emerging accomplishment of the ruler’s arms, hence heng 亨, success in the sense of not immediate success but success that is coming.
      

      
       From the conventional historian’s viewpoint, Mao’s “success” in either 1932 or 1933
         was ambiguous. It amounted to his managing personally to survive the deaths of thousands
         of Red troops attacked by GMD forces attempting to extirpate the Sovietized area in
         Ruijin County, Jiangxi. But from the summer of 1933, it is evident from Mao’s “Dabodi”
         that he himself had decided that, during the previous “change,” hexagram 10, he had
         indeed successfully trod on the tiger’s tail without losing the “people” to any tiger,
         whether the GMD tiger or potential tigers among his CCP rivals. It appears, further,
         that Mao, either literally or because it provided a clever image suitable to his political
         purposes as a poet, then seized upon the happenstance of a rainbow over Jiangxi sometime
         during the summer of 1933 as the appropriate “sign” that he had not only survived
         with “success” the “wary advance indicated by hexagram 10 but was now about to improve his position under the auspices
         of hexagram 11.
      

      
       Hexagram 11, equivalent in Mao’s system to the lunar year from January 26, 1933,
         to February 13, 1934, is interpreted in the Book of Changes as signifying tai 泰, serenity or being at peace. The trigrams are, lower trigram heaven, the creative rising up into upper trigram earth, the receptive. The auspices state: Tai. Bu wang da lai, ji. Heng. 泰. 不彺大來,吉. 亨: Serenity. What is little departs, what is great approaches, therefore good fortune. Success. The text for the “image” of this hexagram is particularly explicit with regard to
         the rules. The verses state that “because heaven and earth unite” (see above, relationship
         of the trigrams within the hexagram), therefore the ruler (i.e., the chief, king,
         or emperor, aspiring, enthroned, or de facto) “arranges and helps carry out the processes of heaven and earth” that he “regulates
         what heaven and earth provide” and so “operates to the advantage” of the people. In
         “Dabodi,” it appears, Mao is reversing, with his usual idiosyncratic mixture of self-confidence
         and sardonic wit, what he has been “regulating” since, from his viewpoint a major
         “advantage to the people” will be to have him as their sole “regulator.”
      

      
       In the texts for hexagram 11, a further specific comment (line 5) on the situation
         for the ruler at this point in the Changes cites the situation of a ruler during the Shang dynasty who commanded his daughter
         to obey her spouse even though the husband was not of the imperial clan—thereby, implicitly,
         assuring “serenity.” The commentators on the Changes interpret this citing of the Shang ruler’s advice to his daughter (or “daughters”[53]) as advice to subsequent rulers that union between “high” and “low” can invite harmony
         and assure good fortune. Within the texts attached to hexagram 11, however, the ruler
         is also warned that, at this point in the sequences of changes, he should refrain
         from armed advance and improve local situations and that this period of serenity is
         of brief duration, and as he enters the next change, he should accept seeming disasters,
         even the loss of his present ground, still being assured that his ultimate prospects
         are excellent.
      

      
       The “situation” symbolized in the texts for hexagram 11 matches conveniently both
         Mao’s euphoria expressed in poem 11, “Dabodi,” composed in the summer of 1933; and
         the warning as to the situation in the next “change” matches appropriately the subsequent
         events of 1934, a period during which the Red Army was under increasing pressure from
         GMD forces. The fortunes of the Red Army and of the Jiangxi Soviet Republic did, from
         the short-term viewpoint, decay rapidly; it was within this subsequent lunar year
         that, to escape a further “surround and destroy” operation mounted by GMD forces,
         the Red Army moved out of Jiangxi and began the famous Long March southward, westward,
         and then north.
      

      
       But as Mao’s poems 12 through 20 indicate, throughout 1934 into 1936, despite the
         deaths of thousands on the Long March, and hazards of rivers, swamps, and high mountains,
         and the still hazardous situation in the new Red enclaves eventually established in
         Shenxi, Mao’s poems from this point forward become more and more euphoric. By 1935,
         as we shall see in poem 18, he is already anticipating a role for himself as reorganizer
         of the balance of power throughout the earth; and by 1936, according to the dating
         Mao has now assigned to poem 20, he is, thirteen years before his entrance into Peking,
         announcing himself, through the allusions and wordplays in “Snow” as already the de facto emperor of China.
      

      
       As in earlier poems, Mao shows in “Dabodi” such utter confidence in his “success”
         that he enjoys both the humor of self-congratulation and subtle mockery of those who
         “do not know what he is doing.” This confidence increases, as we shall be seeing,
         in every subsequent poem. That thousands of human beings suffer and die around him
         does not disturb him. That the occasion of this unperturbed self-assurance may indeed
         have rested in his conviction that he had a masterly understanding of how to work
         with the “changes,” and therefore must have “success” eventually, seems the more likely
         the further we move through the sequence of his poems.
      

       

       

       

       

       

      Poem 12: Huichang (Summer 1934)

      
      (Huichang 會 昌 / 会 昌)
      

      Ci title: Qing ping le 清 平 樂 / 清 平 乐, “In Perfect Peace Rejoicing”
      

       

      
      1. Dong fang yu xiao, 東 方 欲 曉 / 东 方 欲 晓
      

       

      
      The eastern sector growing bright, 

       

      
      2. Mo dao jun xing zao. 莫 道 君 行 早 / 莫 道 君 行 早
      

       

      
      Do not say the prince too soon starts out. 

       

      
      3. Ta bian qing shan ren we lao, 踏  遍 青 山 人 未 老 / 踏 遍 青 山 人 未 老
      

       

      
      Not old as yet who everywhere across young hills sets step, 

       

      
      4. Feng jing zhe bian du hao. 風 景 這 邊 獨 好 / 风 景 这 边 独 好
      

       

      
      The view uniquely his is good for this side’s prospect. 

       

      
      5. Hui Chang cheng wai gao feng, 會 昌 城 外 高 峰 / 会 昌 城 外 高 峰
      

       

      
      Thrust up above the walls the peak, beyond Huichang, 

       

      
      6. Dian lian zhi jie dong ming. 巔 連 直 接 東 溟 / 巅 连 至 直 接 东 溟
      

       

      
      Tumble together straight on east into the deep. 

       

      
      7. Zhan shi zhi kan Nan Yue, 戰 士 指 看 南 粵 / 战 士 指 看 南 粤
      

       

      
      The warrior toward Yue of the South prefers to aim, 

       

      
      8. Geng jia yu yu cong cong. 更 加 鬱 鬱 蔥 蔥 / 更 加 郁 郁 葱 葱
      

       

      
      To see again its lushness thrive and bourgeon.

       

      
      Poem 12, “Huichang” follows Mao’s regular practice of employing landscape details
         as symbols through which to comment upon his current situation and to predict his
         next move. Also, as in other poems, this poem employs wordplay to further his continuing
         theme: that of the ruler who, expert in strategy, steadily increases his power. As
         in other poems Mao here also employs an allusion to an earlier emperor as the basis
         for an expanded metaphor through which to identify his present situation and predict
         his next move. In “Huichang,” furthermore, as in “Dabodi” and other poems identified
         with place-names, Mao introduces such nuances not to identify one or another specific
         event associated with the locale, but to symbolize a particular sequence of moves
         in the development of his strategy toward mastery of China.
      

      
       With regard to the preceding poem, “Dabodi,” we have seen that it is not a poem about
         the specific battle of Dabodi back in 1929 but, from Mao’s perspective in the summer
         of 1933, is concerned with what can appropriately be called the continuing debate
         over his preference for “Dabodi tactics.” He is asserting, against the preference
         of Qin Bangxian 秦邦憲,[54]  who now controlled CCP strategy[55]  for destroying GMD troops outside the borders of the Jiangxi Soviet, that luring
         GMD contingents inside Jiangxi and then destroying them has been the more useful procedure.
         From Mao’s viewpoint the consequent difficulties for villages within the Soviet area
         are of little account in comparison with the usefulness of these battles, as he sees
         them, as a means of convincing the people of the countryside that they can hope for
         ultimate security only through the Red Army and the consequence for the future, as
         Mao foresees it, that the psychological impact upon Jiangxi will be sufficiently strong
         so that Mao can leave Jiangxi behind and recover it at will since, as “Dabodi” already
         tells us, he must traverse many more of the hills—that is, of China—if he is to achieve
         his eventual triumph as a rainbow-saluted emperor. In 1934, in the poem “Huichang,”
         he continues essentially the same assertions and the same predictions but now with
         special attention to what has been happening in Fujian as well as in Jiangxi.
      

      
       The military-political situation to which “Huichang” has reference involves a series
         of events that, beginning in August of 1933, are culminating at the close of the summer
         of 1934. From the mention, in line 7, of the Guangdong-Guangxi area, under its old
         Han dynasty name of Yue of the South, it seems likely that the poem was composed in very late September. By this time
         all of northern Fujian and western Jiangxi had been retaken by GMD troops. The Central
         Soviet, which had in 1933 controlled some seventy counties in the Jiangxi-Zhejiang-Fujian
         area, had now been reduced to six counties, over which the CCP would, within the next
         several weeks lose “official” control, although CCP guerilla bands would continue
         in those areas and CCP persuasion of the population of the areas would continue. That
         September, at Yudu 于都, afflicted with a malarial fever[56]  Mao was preparing to depart to further “hills.”
      

      
       Part of the point of “Huichang” is Mao’s reference to the imminent retreat of about
         100,000 Red Army troops by the route that, at the beginning of the Long March on October
         16, 1934, took them across a small segment of Guangdong, through the southern edge
         of Hunan, and then through a small segment of Guangxi into Guizhou. The translation
         of the poem, however, retains Mao’s use of the old name of the area, Yue of the South.
         His use of this older place-name is pertinent to wordplay on the names of two areas
         both formerly called yue, one written with the script-character 越, referring to the southeast coastal area
         including Fujian, and the other written 粵 referring to the fertile areas due south,
         the Nan Yue, Yue of the South, of Mao’s poem. Furthermore, his use of the old term,
         Yue of the South, is pertinent to his allusion, which runs through both lines 7 and
         8 of the poem, to the decision of several Han emperors, up to and including Han Guangwu,
         not to lose control of the king of Yue of the South, which at various times, after
         its first invasion by the Chinese in the third century B.C., rebelled and resisted
         the claims laid upon it by Chinese emperors.
      

      
       The argument epitomized in Mao’s “Huichang” is the argument that had engaged the
         CCP since the autumn of 1933 when, in the process of Chiang Kai-shek’s fifth “surround
         and destroy” encirclement’ campaign, a contingent of former GMD troops under Cai Tingkai
         and stationed in Fujian had rebelled. In October, 1934, Cai and his troops threw in
         their lot with the CCP and incorporated themselves in Fujian as a “Chinese Republic,”
         aligning themselves to other CCP enclaves throughout China that now called themselves
         the National Republic of Chinese Soviets. When, by November 1934, it became clear
         that Chiang Kai-shek’s campaign was directly focused upon capturing and destroying
         the new “Chinese Republic” in Fujian, in the process of Chiang’s continued drive to
         retain control of the southeast, it became a major issue among CCP leaders whether
         they should honor their commitment to go to the defense of the harassed “republic”
         across the mountains in Fujian.
      

      
       Some reports from the period[57]  insist that Mao argued, in a significant departure from his usual advocacy of guerilla
         tactics rather than frontal attacks, for creating a diversionary movement to draw
         off GMD forces from Fujian by making direct Red Army assaults on major southeast cities
         such as Hangzhou, Suzhou, Nanjing, and Nanchang. Other reports assert[58]  that Mao opposed sending any Red Army troops to the aid of Cai’s republic in Fujian
         and, further, that Mao, at this point, was threatened by several other CCP leaders
         with being reduced to “probation” as a Party member for his opposition, in one way
         or another, to Qin Bangxian, who was at that point, officially in charge of CCP strategy.
      

      
       But though prose documents regarding this period appear to conflict, the view of
         the matter that Mao proposes to establish as his own by the end of the disastrous
         summer of 1934—disastrous in terms of the death toll of both soldiers and civilians,
         a matter with which Mao characteristically does not trouble himself—is that he had
         several reasons for opposing the investment of any of the Central Soviet’s main forces
         in Fujian and that he had personal reasons, as aspiring emperor, for regarding a strategic
         retreat across south China not as a disaster but as the opportunity to which he had
         been looking forward[59]  both to re-establish his dominance in the CCP and to expand his influence as, in
         his own mind, the twentieth century’s destined Son of Heaven. As he will say in prose
         several years later in his disquisition “On Protracted War”: “Although in fighting
         and shedding our blood in order to gain time and prepare the counter-offensive we
         have had to abandon some territory, in fact we have gained time”[60]  and “even a gambler must have money to stake, and if he risks it all on a single
         throw and his luck fails, he cannot gamble any more. Events have their twists and
         turns and do not follow a straight line, and war is no exception; only formalists
         are unable to comprehend this truth.”[61] 
      

      
       In relation to poem 12, “Huichang,” we might ex post facto regard the above statements as a generalization of what Mao was beginning to codify,
         in his poems, as his “Huichang tactics.” Just as “Dabodi” is not about the battle
         of Dabodi in 1929 but about Mao’s retrospective theorizing on the art-of-war theme
         of “luring the enemy in deep,” so “Huichang” is not about the period in February 1930,
         when Mao passed through Huichang county and saw the walls of the city of Huichang
         as he made the first temporary invasion into Fujian. Rather it concerns Mao’s retrospective
         theorizing on the art-of-war themes of not over-valuing local victories (i.e., by
         trying to drive the GMD entirely out of Fujian in 1934) at the expense of the larger
         military-political goal, and of recognizing that loss of territory (symbolized by
         loss of control in 1934 of the Jiangxi-Fujian region epitomized by the “walls of Huichang,”
         line 5) can often be an advantage rather than a major impediment toward the larger
         military-political goal.
      

      
       When, within these contexts, we turn to direct analysis of the poem “Huichang,” we
         need to recognize from the beginning the full implications of lines 1 and 2, which
         constitute one continuous statement and also the correlation Mao establishes between
         lines 1 and 2, opening his first stanza, and lines 5 and 6, opening his second stanza.
         In the structure of the whole poem. Each of the two stanzas begins with a point of
         view—Mao’s point of view—on the tactical significance of Jiangxi and Fujian at the
         end of summer in 1934 and each of the two stanzas ends with Mao’s view of the advantages
         which the seemingly disastrous circumstances (the onslaught of Chiang Kai-shek’s troops
         moving through Fujian and Jiangxi) provide for advancing Mao’s main purpose, the ultimate
         control of the whole of China.
      

      
       In line 1 of “Huichang” Mao plays upon political symbolism which he attaches to a
         statement about “dawn” in the “eastern sector.” In choosing, among available Chinese
         terms for dawn the term xiao 曉 as the point of emphasis in line 1, Mao plays upon its literal and conceptual denotations.
         Xiao means dawn in the literal sense, but in Chinese as in English, this dawn also means to dawn upon or light dawning in the mind, hence, in Chinese, to come to understand, to grow bright, to acquire a clearer understanding. When Mao says, in line 1, that the eastern sector, dong fang 東方, is about to grow bright, yu xiao 欲曉, he is not talking about getting up at dawn, but making a political assessment
         of the effectiveness of the CCP and, from his angle of vision, of his charisma as
         a leader, upon the population of the Jiangxi-Zhejiang-Fujian area. He sums up in his
         terse statement composing lines 1 and 2 of “Huichang” his conclusion that there is
         no major hazard to his main strategy in now moving out of this sector of China because
         the existence of the Soviets in this area during the preceding several years, along
         with the accession of some GMD troops to the CCP, will, under the oncoming interim
         control by the GMD, serve to make the whole population of this area grow brighter: that is, in Mao’s appraisal, it will continue to dawn upon them that they would after all prefer “his” rule, that they will support the guerilla
         units he leaves behind in this area, and this territory will eventually return to
         his full control.
      

      
       By using in translation of line 1, the version, the eastern sector growing bright, the English rendering conserves some of the wordplay of the Chinese text. Conveniently,
         in English also, growing bright both serves the literal sense of dawn and the metaphorical sense of dawning upon, seeing the light, coming to understand more fully. Even the somewhat colloquial tone of growing bright—so to speak, getting smarter about political alternatives, the kind of growing bright that, with regard to the Chinese people, interests Mao Zedong—is appropriate to Mao’s
         style, with its deliberate plays upon colloquial and formal functions of terms. Through
         such wordplays he indulges also that streak of sardonic humor that, throughout his
         poems, indicates his enjoyment of his conviction that he is always zhu主, always master of the situation, and that all other human beings can be manipulated into becoming
         at least bright enough to be usable for his purposes.
      

      
       Having noted in line 1 that China’s eastern sector is now growing bright to the point that there is no major risk of any permanent loss of this area, Mao
         goes on, in line 2, to his opening statement’s main clause; saying, implicitly to
         both his troops—which he regards as we have seen, always as “his,” however much other
         major figures in the CCP might hold other opinions—and to his immediate colleagues:
         Do not say the prince too soon starts out. Mao is asserting that this is the auspicious moment for him as jun 君 to set armies marching across the rest of China.
      

      
       Within line 2 the position that Mao assigns to the term jun indicates that he is using it in its primary denotation, prince, sovereign, ruler. He is, of course, in 1934, already “ruler” of a theoretical domain in his role,
         however recurrently challenged by other CCP strategists and generals, as “chairman”
         of all the enclaves called Chinese Soviets. And quite aside from his historically
         recorded “chairman” roles, Mao’s poems employ, from poem 1, “Changsha,” onward, the
         assumption that Mao has been since the early 1920s, always the actual zhu and jun, the de facto master and ruler on his way to becoming maximum ruler, emperor of China. That he fully intends jun to function in line 2 in its primary denotation as prince, the ruler at this point in 1934 of a very considerable domain, is further confirmed by his
         introduction, into line 4, of the related term du 獨 (the unique, the one-without-equal, the ruler). Using this term is the same double-play on imperial and more general meanings of
         du that he has already employed in poem 1, “Changsha.” The significance of both jun and du in their functions specific to the position of ruler is further confirmed by his
         allusion in lines 7 and 8, which we shall discuss below, to the commotion Mao perceives
         between his imminent move across part of the territory of old Nan Yue, Yue of the
         South, and the interest of Chinese emperors in maintaining control of the southern
         territories.
      

      
       But though, in line 2 of “Huichang” Mao clearly intends that alert readers identify
         him with the jun, the prince, the ruler, previous translators of this poem have either not recognized or have refused to
         admit the recognition that “chairman” Mao is calling himself a jun, a ruler in the traditional Chinese sense of the term. The Boyd and Bullock-Ch’en
         translations render the line as “Do not say that we are marching early” and Wong Man,
         as “Do not say that too early we march.” It is not hard to see how, once a translator
         is determined to ignore the meaning basic to jun in Chinese texts throughout the past three thousand years, he must make do with the
         notion that Mao is not only addressing some “you” told not to object (Do not say that), but using a term for “you” and also implying the term we. This we is a pronoun frequently introduced by translators of Mao’s poems.[62]  Despite the textual problems the translators thereby create for themselves, they
         have held to the preconception that Mao, since he has operated as a member of a Communist
         Party, must necessarily always see himself as immersed in the group and never, even
         though it is the most conspicuous fact in his poems, as the man who is “unique” and
         the “master” who manipulates groups by the ruse of appearing to be a merely cooperating
         member of the Party.
      

      
       We can readily deduce how such translators explain to themselves the mission of the
         term prince (or ruler) from their English versions of “Huichang,” line 2. But it is also easy to explain
         why their more bland version of the line does not stand up to the test. They have
         chosen to interpret jun in one of its derived meanings as “gentlemen.” They then reduce it to serve as the
         implicit pronoun “you” of the phrase “Do not say that . . .” Jun does have such a modern usage, roughly equivalent to such tenses as usted and ustedes in Spanish. But, for Mao’s line 2, in order to assure that Mao means jun in its minor, derived sense as a form of address—in full, zhujun 諸君, Gentlemen or Sirs—a translator then also has to assume that Mao has, in the matter of syntax, placed
         it in a peculiarly awkward place in the line, and, further, that Mao, though a Communist
         Party official, is rejecting the standard CCP form of address, tongzhi 同志, comrades, in favor of the extremely unclassical and very bourgeois form of address, zhujun. On both counts—either that Mao has put line 2 together with an awkwardness such
         as might be expected only of a grossly inexperienced versifier, or that Mao addresses
         his colleagues and troops as though both he and they were bourgeois of the bourgeois—such
         assumptions become much harder to justify than the plain fact, repeatedly confirmed
         throughout his poems, that Mao regularly presents himself in the role of a ruler.
      

      
       If Mao had meant, in line 2, Do not say, gentlemen, that we march early (in the sense of set out too soon), the accumulated evidence throughout Mao’s poems of his remarkably careful use,
         even in handscript, of Western-style punctuation would further presuppose that line
         2 would not only be punctuated Mo dao, jun, xing zao 莫到,君,行早, but even include, at the end, the exclamation point, Mo tao, jun, hsing tsao! And because the sense of the poem includes the implication that Mao is leading troops
         out of Jiangxi is to suppose that Mao is using jun as a shortened form of junzi 君子, in which case line 2 would be equivalent to Do not say that gentlemen too soon start out, but that this might be Mao’s meaning is even more implausible. As a classicist Mao
         knows that junzi, when it functions in the sense of gentleman, is a civilian term with a specific Confucian coloring.
      

      
       As also a shrewd politician as well as a classicist, he would not risk his future
         by letting it appear that he used junzi as a description either of the Red Army or of his immediate CCP colleagues. Furthermore,
         if in line 2, he meant no more than “Do not say that we march early,” he would in
         wen-yan 文言, the literary Chinese he employs as a poet, have no need to introduce into his
         line any pronoun at all. But it is evident not only from the position of jun in line 2 but from the argument of the whole poem, further buttressed by the use
         of du in line 4 and the literary-historical allusions in lines 7 and 8 that the subject
         of the poem, as the syntax of line 2 indicates is the jun: that is, the actions and views of Mao Zedong in the role of a ruler.
      

      
       In line 3, wei lao 未老 further describes the situation of the jun: that is, of Mao Zedong. In the late summer of 1934 he is forty years old, in his
         prime. He says he is wei lao, not yet old and determined to continue toward his goal even though, as we know from other sources,
         he was at this time pulling through a spell of malarial fever. The emphasis on not yet old also suggests, in the light of his other poems, that he has in mind two corollary
         themes: that of the correct progress of a sage and that of the emperor as a correlate
         of Heaven.
      

      
      In poem 1, “Changsha,” the two opening words play upon not only the modern meaning
         of duli 獨立, independent, but upon the classical denotation of du and li—du as unique and alone as a term applied to a Chinese ruler; li as established in the sense used in the Analects, the view that in his thirties the maturing sage has already recognized his profession
         and his role in society. In this context, the sage in his forties is, in terms of
         the Analects, bu-huo 不惑, not confused. Mao, now entered on his own fortieth year, expresses in “Huichang” the bu-huo attitude: he is not confused, he is no longer doubtful, he has absolute confidence, a confidence that becomes more and more assertive from
         this poem 12 through poem 20, “Snow,” all poems written during his forties, that,
         for all practical purposes, Mao Zedong is already absolute ruler of China. Mao’s view
         of himself as both sage and emperor supplies the occasion for the further associated
         view, which he has already introduced into poem 5, “Double Yang”: Mao’s associated
         view of himself as, in a metaphysical sense, like Heaven—as a Son of Heaven who, like
         Heaven, is “unvexed by aging” (poem 5, line 1). These several contexts surrounding
         Mao’s emphasis upon his being wei-lao, not yet old, help explain his intention in playing, through his line 3, on the relation between
         himself and China.
      

      
       In line 3 China itself is characterized through his symbolic use of the term qing shan青山. In line 3, Mao’s having set the phrase qing-shan in obvious balance with jen wei-lao人未老, the person who is not yet old, and his deftly ambiguous use of jen, placed so that it can imply either the person not yet old or the persons identified with the qing-shan, all to be contrasted with Mao who is not yet old, tell us that the term qing-shan itself is functioning as a metaphor and not exclusively as the simple landscape term
         green hills. In qing-shan Mao plays upon two equally common meanings of qing: green as a “natural color” and young, concepts derived from green in the sense of both newly vigorous and inexperienced or less widely experienced. He also plays upon three meanings of shan, only one of which is the literal meaning, depending upon context, of mountains or hills.

      
       Shan, read as “hills,” is a regular component of the compound hills and streams referring to the nation and, by extension, to the people of the nation. In this sense,
         Mao has already so employed it in poem 1. In poem 11, “Dabodi,” he has already used
         hills alone to signify all the rest of the population of China over whom Mao expects to
         extend his influence. In “Huichang” he continues this influence. As in “Dabodi” the
         hills were gray—that is, not yet the “red” that will ensue with the arrival of Mao’s influence; in
         “Huichang,” these same hills over which he now says he will everywhere . . . set step are called qing suggesting, in one stroke, both Mao’s recognition that he is becoming especially
         effective among the young Chinese, the young hills and Mao’s opinion that, in terms of Mao’s ambitions and general strategy for the
         Chinese in the twentieth century, everywhere the Chinese are still green: that is, young in the sense of impressionable and consequently within Mao’s power to set his own
         impress upon them. Because it is this aspect of youngness that is of especial importance to Mao’s argument, the translation sets young hills in relation to Mao who is not yet old in order to alert the reader to the fact that Mao’s “hills” are not “hills” in the
         sense of geology or landscape but essentially a metaphor standing for the people over
         whom Mao is extending his authority.
      

      
       Shan, read as hills, is also a common term in the war-game, wei-qi 圍棋, which as Mao has also used as a context for poems 9 and 10 both because the GMD
         is making use of wei-qi terminology and because Mao himself, with his interest since boyhood in the art of
         war, regards himself as a more ingenious player of the war-game than any of his competitors.
         Wei-qi associations, also appropriately, attach themselves as well to poems 11 and 12. Poem
         11, “Dabodi,” reflects Mao’s sense of triumph at having extended the life of the Jiangxi
         Soviet despite Chiang Kai-shek’s third and fourth wei-jiao 圍剿, surround-and-destroy campaigns. At the time of “Huichang,” poem 12, Chiang’s fifth wei-chiao is about to eliminate all of the Red Army except a few guerilla bands from the Jiangxi-Zhejiang-Fujian
         area. But just as, in “Dabodi,” Mao was contemplating further “hills” over which he
         intends to move, in “Huichang” he is readying the actual march over further “hills.”
      

      
      In wei-qi, a shan, a hill, is a technical term for any combination of situations on the chess board that the
         general-of-the-army must get through and over in order to open up further movement
         for his own forces. In line 3, Mao implies that, though Chiang, in completing the
         wei-jiao, the surround-and-destroy (also a technical term in war chess) in the Jiangxi-Zhejiang-Fujian region, may be
         taking, temporarily, a few “hills,” there are many more “hills” on the war-game board
         that Mao will take and that will eventually allow him wholly to take back the Jiangxi-Zhejiang-Fujian
         “hills” also. When Mao says that he everywhere across young hills sets step, he is stating that, since he is still vigorous and now absolutely sure of his future
         and since the people of China are still green-and-young and therefore manageable within his tactical use of “red” politics, he can move,
         despite the efforts of the GMD or any other group to hinder him, across the whole
         game-board and control the game to achieve his own concept of a newly imperial China.
      

      
       That Mao is talking about himself and his own view of the military-political crisis
         of 1934 and not, as previous translators of “Huichang” appear to suppose, sketching
         a sentimental picture of soldiers marching at dawn and admiring “green hills,” is
         clinched in Mao’s line 4, the line that concludes the statement begun in line 3. In
         line 4 not only Mao’s use of the term du, but his positioning of it in the line tells us that the function of stanza one (and
         also, stanza two) is to emphasize Mao’s difference of viewpoint from that of his colleagues
         in the CCP. Mao is emphasizing that his view is unique in all senses of du: it is unique in that only Mao sees the retreat from Jiangxi as a further advantage rather than
         a major loss to the future of his own use of “red” tactics; it is unique in that only Mao fully recognizes that they must not leave Jiangxi only to be lured
         further east into Fujian; and it is unique, in Mao’s opinion, as the view of the ruler, the du, the unique one, the one-alone, who, in the traditional sense, has the wider perspective since he is the crucial
         mediator between the rest of the human race and the purposes of heaven.
      

      
       The special emphasis in the English rendering of line 4—the view uniquely his is good for this side’s prospect—reads out into English the double sense of the term feng-jing 風景, which means both view in the landscape sense and prospect as a concept of future events. The heavy emphasis is pertinent since Mao is emphatically
         disagreeing with the common view in Jiangxi in 1934 that prospects for the CCP and
         the Red Army were very far from “good.” Although both the Red Army and the towns and
         villages that had supported the Red Army were suffering from the now rapid advance
         of GMD forces, Mao, never notably concerned with tolls of dead and wounded, concentrates,
         in “Huichang,” solely upon what is “good” for the emergence of a China eventually
         controlled by Mao Zedong. He sees the crisis in Jiangxi in 1934 and his decision not
         to go through Huichang again into Fujian but to go out of Jiangxi through part of
         Guangdong as a “good” situation in that it is personally useful to him as well as
         one that he can exploit through continued tactical use of the CCP. His order of terms
         in line 4—literally, prospect this side uniquely good is cleverly ambivalent. CCP partisans may assume that “this side” means “good” for
         the Party or “good” to go south rather than east into Fujian while Mao himself means
         that the prospect is “good” for him as ruler, as jun and du and for whoever remains on “his” side.
      

      
       In moving on into the second stanza of “Huichang” Mao’s landscape symbolism suggests,
         in lines 5 and 6, his basic reason for not favoring any major military move into Fujian
         either during the initial crisis of GMD pressure on northern Fujian and the GMD victory
         there in January of 1934 or in any move later in 1934 to try to force the GMD out
         of Fujian. What Mao’s lines 5 and 6 say, in essence, is that, as a sound military
         strategist, he could let himself be lured into Fujian during 1934 because, with the
         GMD forces outnumbering the CCP armed forces and advancing through both Fujian and
         Jiangxi, any major military action by the Red Army moving east through the mountains
         of Fujian at this point would end up in the “deep” (line 6). In other words, they
         would be trapped between the mountains and the sea and, in Fujian, could be literally
         destroyed.
      

      
       That it would be madness to go through Huichang and into Fujian at this point Mao
         indicates through his choice of the term dian 顛, the term with which he opens his line 6. Dian means upside-down or topsy-turvy; it is, further, a script-character often interchanged with a similar one, also pronounced
         dian 癲, that directly denotes madness, insanity. Mao’s wordplay in Chinese, however, has no readily accessible English equivalent.
         Nevertheless, rendering the opening words of line 6, dian lien as tumble together, gives us within the whole English line, tumble together straight on east into the deep, essentially what Mao intends to convey, which is not literally that the peaks (line 5) tumble . . . into the deep, but that the CCP army going straight east into this extremely mountainous area at
         a time when they are already cut off by GMD forces on the north and west would be
         trapped by more mountains and the sea on the east and south. This would be a literally
         “insane” move, depriving the Red Army of the mobility essential to any ultimate conquest
         of China.
      

      
       Previous translators, however, have ignored both Mao’s choice of the term dian, with its double sense of both tumbled as a description of the circumstance and madness as the state of mind of anyone who would propose at this point going into Fujian,
         and Mao’s choice of the term ming 溟, the deep, at the close of the line. Previous translations of this crucial line 6 reduce it
         to “Range after range tend to the east sea” (Boyd) or “Extend range after range to
         the eastern ocean” (Bullock-Ch’en) and “Stretched ridge upon ridge into the eastern
         sea” (Wong Man). Such versions not only weaken the force of line 6, but lose its meaning
         for Mao’s argument in “Huichang.” Since, in any case, Mao chooses not to use rhyme
         in either lines 6 or 7—in this stanza, he rhymes, roughly, only lines 5 with 8—if
         he had meant only “sea” or “ocean,” he could have used either hai 海, sea, or yang 洋, ocean. But his choice of ming, the deep, like his choice of dian, tumble topsy-turvy, madness, is an indication that his line 6 is—like most lines in his poems—operating as much
         more than a comment on landscape or geography. His line 6, paraphrased in colloquial
         prose, amounts to saying, if we are mad enough to tumble ourselves over beyond Huichang into those troubled mountain ranges straight on east to the sea we are really sunk: we end up ming, in the abyss, from which we can no longer escape.
      

      
       Therefore, Mao says, in his closing lines, lines 7 and 8, not only is our only choice
         the choice to go out of Jiangxi directly south by dipping down into Guangdong but
         to do so is to make a classical move, in terms of the future of the whole Chinese
         empire since, as the Han emperors recognized two thousand years ago, retaining influence
         across the south is an advantage to the security of the north. This Mao conveys through
         careful choices of terms in both line 7 and line 8, with the final clue to his allusion
         planted in the unusual combination of terms yu-yu cong-cong 鬱鬱蔥蔥 with which he ends line 8, the final line of the poem. Among previous translators
         only Wong Man has recognized the source of Mao’s yu-yu cong-cong. But though, in a footnote, Wang Man mentions that yu-yu cong-cong is the phrase used by the Han emperor Guangwu 光武 to describe Yue of the South, Wong
         Man makes no use of this information in either his translation or any commentary surviving
         in the posthumous edition of his work on Mao’s poems. Mao’s deliberate use in line
         7 of the Han and pre-Han term for the area that, in modern times, includes the provinces
         of Guangdong and Guangxi, are among the several indications that Mao is making a conscious
         association between the views of previous emperors regarding the strategic importance
         of Nan Yue and his own view as, in his own opinion, the newly ascending emperor.
      

      
       The several indications, along with Mao’s deliberate use of Nan Yue (which, incidentally, loses him a rhyme ending) and his use of yu-yu cong-cong, include also his preparatory use of feng-jing in line 4. The whole statement made by the Han emperor, Kuang Wu, about Nan Yue was
         that the view, the prospect, the feng-jing of Nan Yue is yu-yu cong-cong. As we reach lines 7 and 8 of “Huichang,” we now begin to see that Mao has been preparing
         the connection with Guangwu’s remark from the poem’s opening stanza. Like Emperor
         Guangwu of Han who reinstituted and increased Chinese imperial control over border
         areas that had broken away during the brief “Xin” 新 dynasty of Wang Mang 王莽, who sees
         himself in “Huichang” as another “Guangwu,” “Enlightening Warrior,” who through military
         astuteness and new political, administrative, and education policies will both restore
         and expand Chinese imperial power.
      

      
      Once the direct allusion in line 8 to Emperor Guangwu’s opinion of the good prospects
         for the empire in retaining and expanding influence over Nan Yue has been recognized,
         we have, together with further general insights into the thematic unity of Mao’s poem,
         the clue to the correct reading of line 7. Line 7 opens with the term zhan-shi 戰士. Other translators, caught in their typical presupposition that Mao’s poems of
         this period are descriptions of what his soldiers are doing and so twisting the meaning
         or ignoring the presence of terms that do not accord with this presupposition, treat
         zhan-shi as though Mao had written bing-shi 兵士 as the opening term of line 7. Zhan-shih, which he chooses, has, by contrast, the same archaic meaning as the English term
         warrior.
      

      
      Within the semantics of Mao’s “Huichang” it matches with the term jun, prince, ruler, in his line 2, and with the cumulative allusions to Emperor Guangwu, the “Enlightened
         Warrior” and his interest in Nan Yue, in lines 4, 7, and 8. Mao’s introduction of
         the term zhan-shi as now, like jun, another characterization of himself, further establishes his role as du, the unique, the one-alone, the ruler, makes wholly clear the meaning of lines 7 and 8, and finally clarifies the meaning
         of the whole poem. The poem says, as the “enlightening warrior” Mao, the prince, has
         already sufficiently enlightened the “east” (line 1) so that the population of that
         area will never be wholly lost to him, even though he now “starts out” on a march
         through other areas; that as a ruler who is not yet old in a nation full of people both “young” and “green,” he alone understands how best
         to set step across the chessboard of this war and through tactics using the CCP to
         secure his “prospect”; that he is not so mad as to back himself against the sea beyond
         the Fujian mountains and so be irretrievably sunk in “the deep”; and that as a modern
         analogue of Han Guangwu, he too aims for Nan Yue, for Yue of the South (and implicitly
         thereafter for the west and north) as the most strategic procedure for assuring eventual
         command of a restored Chinese empire.
      

      
       Through symbolic landscapes and the allusion to the strategy of Han Guangwu, Mao,
         in “Huichang,” establishes his view that what appears to others to be a major defeat—the
         fact that he is having to take most of the Red Army out of Jiangxi before the armies
         of Chiang Kai-shek overtake him—into a collaboration of his own astuteness in refusing
         to be lured into any major military engagement in Fujian and recognizing that marching
         out south by way of a section of Guangdong is not mere last-chance tactics but a positive
         advantage to his main strategy as a ruler determined to become de facto emperor of
         a restored Chinese empire.
      

      
       In a situation which to most observers, even among the CCP, looked like the near
         nadir of their ambitions, Mao’s euphoria in “Huichang” is further reinforced by his
         choice of the verse-form. For “Huichang,” poem 12, he uses the same ci he has already used for poem 4, an earlier poem that also scoffs at the idea that
         Chiang Kai-shek can ever seriously interfere with Mao’s ascendancy over the whole
         of China. The ci is again Qing ping le 清平樂, “In Perfect Peace Rejoicing.” In the midst of a retreating army that had already
         suffered thousands of casualties and was leaving behind thousands of wounded soldiers,
         in a retreat that masked the loss of hundreds of miles of formerly controlled territory,
         and when he himself was ill with malarial fever, the situation, to anyone but a Mao
         Zedong, was hardly “good” (line 4) or to be described as “perfect peace” in which
         to be “rejoicing.”
      

      
      But by now we are familiar enough with both Mao’s temperament and his value system
         to recognize that both the cheerful title and lilting style of this ci, supported by the self-confidence of the poem’s assertive argument are not intended
         to be merely ironic. Though Mao is subtly mocking both the assumptions of Chiang Kai-shek
         and the GMD that they are securing a permanent territory in the Jiangxi-Zhejiang-Fujian
         area and the anxieties of Mao’s colleagues in the CCP over this enforced retreat,
         he is, as the poem tells us, himself, within himself, in “perfect peace” and “rejoicing”
         because he sees this present retreat as a major advantage to his own designs for increasing
         his own power “everywhere” (line 3) across China.
      

      
       In a situation that, in 1934, looked desperate to the rest of the CCP and its partisans,
         except for Mao Zedong himself, his mood of “in perfect peace rejoicing” may also reflect
         some connection with his way of interpreting the correlation between his career and
         his lunar-year system for measuring his place in the hexagram sequence of the Book of Changes. By the summer of 1934, Mao would presumably be regarding himself as under the auspices
         of hexagram 12, which, in his system, relates to the lunar year from February 14,
         1934, through February 3, 1935. Significantly, for hexagram 12 the omen word is pi 否, meaning standstill not in the sense of permanent stoppage but in the sense of a passage temporarily impeded or clogged up. The main statement of the auspices reads pi zhi fei ren bu li jun zi zhen, da wang xiao lai 痞之匪人不利君子貞; 大彺小來: “Independence by evil men persists though the princely one perseveres;
         what is great departs and what is mean arrives.”
      

      
       In interpreting the relation of the trigrams within hexagram 12, the Changes remark that, since the lower trigram is earth and the upper trigram heaven and therefore “heaven and earth” are at this point “not united,” the princely man
         should “lie low,” seclude himself, and depend only upon his own wits and stamina;
         furthermore, the commentary says that this hexagram is especially significant for
         the months equivalent, in the Western calendar, to August and September. Curiously,
         for 1934, these are the months in which, down with malarial fever, Mao comes to the
         decisions recorded in poem 12. This is the period when, “lying low,” he uses his wits
         to control the military-political situation to the end that, in early October, the
         army sets out on what was to become the notable Long March. From October of 1934 to
         October of 1935, by way of the south and west, the remnants of the Red Army finally
         reached the then remaining CCP enclave in the north, in the province of Shenxi.
      

      
       In hexagram 12, the text for line 5, the “ruler” line is, in the context of Mao’s
         poem 12, also rather striking. The text of line 5, the “ruler” line, asserts that
         the impediment will give way, that the princely man will still have good fortune.
         Even though he thinks to himself “What if it should fail?” he disposes of his doubts,
         the text says, by “tying them to a cluster of mulberry shoots” and thus the “ruler
         brings the impediment to an end.” The figure of the cluster of mulberry shoots is
         interpreted, by commentators in the Changes, to signify the now young shoots that still spring up and grow to new mulberry trees
         when the old tree is cut down. Because we have already read Mao’s poem 12, we are
         reminded of his line 3 in which he implies that through the younger elements in the
         population of China, the “young hills,” he will still be able to go through and beyond
         his temporary impediment in the hills of Jiangxi and Fujian.
      

      
       For hexagram 12, line 6, which in each hexagram, suggests what is to be expected
         in the process of change into the next hexagram situation, the princely man is told
         that, though he is headed into a time of “withdrawal,” that beyond the impediments
         and hindrances, he is still by his own actions and decisions, headed for good fortune.
         If we suppose, as seems likely the further we check the poems against Mao’s deducible
         system of reading the Changes, that Mao saw himself, in southern Jiangxi, late in the summer of 1934, as in the
         hexagram 12 situation, we see also a reason, in his own mind, for his mood of “in
         perfect peace rejoicing” that he analyzes in poem 12, “Huichang.” Whatever the hazards
         to others in the crisis of 1934 into 1935, he is, as “Huichang” carols, perfectly
         confident that he himself will survive and that both the withdrawal from Jiangxi and
         the further tasks and conflicts ahead are still leading him to “good fortune” which,
         in his terms as the ascending ruler, meant already his fortune as the prince who will
         become emperor and his both returning the empire to its former glory and adding to
         its territory just as Guangwu had had the “good fortune” to accomplish two thousand
         years earlier.
      

       

      Notes

      
      
         1. The ci pattern Mao employs for “Double Yang” is paced 7, 4 / 4, 7 in both its stanzas and
               rhymes x, a / a, a in both its stanzas. The name of the ci pattern, Cai sangzi is derived from a song that is no longer identifiable.

         2. For details, see above, poem 4.

         3. Page 4.

         4. In “New Year’s Day,” a poem consisting of a single, six-line stanza, the pace count
               runs 6, 6 / 5, 6 / 4, 6 and the rhyme pattern, a, a / x, a / a, a. The title of this
               ci pattern, Ru meng ling, “ Like a Dream,” derives from a line in a ci from the tenth century.

         5. Ref. poems 1 and 2 and the commentary.

         6. The verse-pattern of the ci employed for “On the Road to Guangchang” runs 4, 7 / 4, 6 followed by 4, 7 / 4, 7
               and a, a / b, b followed by c, c / b, b. The ci pattern Jianzi mulan hua is credited to the poet-emperor Li Yu 禮煜 of the Southern Tang (r. 962-975). The title
               means, literally, “Abbreviated Magnolia Blossom”: that is, a verse-form created by
               abbreviating the form of some longer song-tune that was called “Mulan hua,” “Magnolia
               Blossom.”Up through May 1961 the poem’s opening stanza referred to the march in snow
               as one in which no green cypress was visible. The revision of this passage in the
               1963 and later editions suggests that when, in 1961, Mao composed his  qi-jue  equating himself with the cypress, he saw an advantage in unifying his role by eliminating
               “cypress” from the poem of February 1930. The peculiarity in Bullock and Ch’en is
               that they give the 1962 version, though the 1964 (and 1963) version opens with no
               mention of the “green cypress” and they claim to be translating from the Peking edition
               of 1964. This is the 1963 version.The poem deals with the first successful assault
               on Ji’an, February 1930, sometime before February 24, when Mao’s and Zhu De’s army
               defeated a brigade southeast of Jinan.

         7. “Urgent” is Mao’s more frequent implication for po 迫 , rather than “difficult.”

         8. This is not unfurls as translated by Bullock and Ch’en, and by Wong Man.

         9. Jerome Ch’en, Mao and the Chinese Revolution, 160.

         10. People’s Literature, May 1962.

         11. Ch’en, Mao and the Chinese Revolution, 328.

         12. Wong, Poems of Mao Tse-tung, 16.

         13. Chinese literature, no. 1 (1963), 6, Peking translation.

         14. Poem 33.

         15. See Guo Moruo, People’s Daily, 12.5.1962.

         16. One source states that this was written in June 1930, “shortly after the Chinese Red
               Army launched an attack on Nanchang, provincial capital of Jiangxi.” Chinese Literature (Peking), no. 1 (1963).

         17. The ci pattern Mao has chosen for “From Tingzhou to Changsha” runs 7, 9 / 7, 7 and, on the
               second stanza, again 7, 9 / 7, 7. The rhyme pattern is a, a / b, b, followed by a,
               a / x, a. The source is a Tang dynasty song.

         18. 戀: also read  lian, “fond of,” and  luan, “lust after.”

         19. The butterfly “courts” flowers in order to feed on them, to survive through what the
               flowers provide.

         20. The long tassel (i.e., endless) refers to Zhong Jun 中軍 (139-112 B.C.) who boasted
               if Han Wudi could give Zhong a tassel, he would tie up the king of Yue. Roc and whale allude to Zhuangzi’s (c. 275 B.C.) story of the North Sea whale turned into a roc
               that, mounting the whirlwind (Fu Yao), traveled 90,000 li. Roc’s journey was a metaphor
               for early attainment of office.

         21. 偏: Mao uses  pian  also with overtones of its antique sense—cf. also “Heaven’s soldiers”—as a division
               of twenty-five chariots.

         22. Huang Gonglüe (1898-1931), right flank commander of farmers and miners. Took part
               in Hunan and Hubei operations in July 1930.

         23. This was the action ordered by Li Lisan and which culminated in the defeat of Mao’s
               forces at Nanchang. In this context the sense of the last two lines about the whirlwind
               may be deliberately more ambiguous than it is made to appear to be in the current
               translations. Pertinently, this is among the poems not put into general circulation
               until 1962.Bullock and Ch’en note that “Guo Moruo thinks this was written after the
               attack; however, the second stanza tends to invalidate his theory, for the attack
               ended in a defeat for Mao.” See  Mao   and   the   Chinese   Revolution, Oxford University Press, 1965, 329.

         24. 狂飆:  the   whirlwind  means the revolutionary movement that is rising and expanding throughout the country.
               See  Chinese   Literature  (Peking), no. 1, 1963, 7.

         25. Wong Man, 18.

         26. Mao’s use of fan in the title is a play on the use by the Guomindang of the phrase fan gong yun dong 反共運動 (Anti-Communist campaign or movement). Mao’s date is simply “Spring 1931,” though
               the action actually took place in January and May. The ci is Yu jia-ao (11th century) about “an immortal song of the fishing folks’ price.” See note by
               Wong Man, Poems of Mao Tse-tung, pp. 70-71.

         27. Two of Mao’s ci from the spring and summer of 1931, are both composed to the ci verse form known as Yu jia-ao. Both poems in sequence carry this traditional tune title as their main title. Each
               poem celebrates victories in Jiangxi during 1931, by the workers-and-peasants Red
               Army over contingents of Chiang Kai-shek’s regular troops. Both poems in their imagery,
               allusions, and selective factual data convey two intents and correlated moods: an
               exuberant optimism about the future of the Red army, and an abrasively impudent contempt
               for whoever tries to oppose it. These moods and their implied expectations are, with
               an intentional jocularity, reinforced and extended in their import by Mao’s having
               chosen to compose both poems in the Yu jia-ao verse-form allowing him to co-opt a cluster of significations in the phrase Yu jia-ao as the main title for both poems.The early literary context of the phrase  Yu   jia-ao  is a verse-line in a  ci  by an 11th  century Jiangxi poet, Yan Shu (991-1055), a verse-line about fishermen
               (Yu   jia  魚家) bragging (ao  傲) over a successful haul. Because of its convenient ambivalence in signification
               and syntax, the same phrase can be taken, in a colloquial sense, to signify  fishermen   are   getting   sassy  and also  the   fishes   are   feeling   sassy, with  fish  understood in its centuries-old figurative sense, the  common   people.  Within the cluster of significations also inheres the rest of the assertion in the
               11th-century verse-line: that the singing of the fishermen roaring out their brag-song
               is irrepressible, registering an ever-enduring confidence in the power of their own
               strength and skill.Between the  ci  title and Mao’s two poems composed in the  Yu   jia-ao  verse-form, a further connection adds a final nuance, modulating what might seem
               to be a simply jocular mood with a final fillip of sardonic wit. Some of Mao’s remarks
               to his Politburo colleagues and other associates, for which transcripts have become
               available, supplement the indications, which are pervasive in his poems, that Mao’s
               way of being jocular usually does include a sardonic turn, a flash of claws accompanying
               the smile. In all of his poems he takes the stance not merely of observer and reporter,
               but as the imperturbable controller of whatever events provide the occasion of the
               poem. This stance of his defused and proclaimed in this  ci  dated to 1925 (a poem significantly withheld from general circulation through all
               the years until he was securely ensconced in Peking) establishes the final import
               of each of his poems, including the two  Yu   jia-ao   ci  from 1931. He implies that in these victories of 1931 he is neither fisherman nor
               fish, though he may for tactical convenience play one or the other of these roles,
               but as the master of “mountains and streams.” He is not personally caught up in the
               exuberance of the victorious troops, but chuckling to himself over the success of
               his maneuvers in increasing control over both “fish” and “fishermen,” as well as the
               troops and officers who achieved the victories in Jiangxi in 1931. As introduction
               to an analysis of Mao’s  Bu   suan   zi   ci  and  Yi   Qin   e   ci  from 1976, these few comments on the two  Yu   Jia   Ao   ci  from 1931 can suggest in advance that analogous aspects continue to be present in
               the two elegies composed forty-five years later, the same conjunction of optimism
               and impudence, and the sardonic flash of the  long   zhao  龍爪, the  dragon’s   claws, and the signal for this unique conjunction of moods intentionally implicit in the
               choice of his  ci  titles reinforcing his unique integration of these seemingly disparate moods within
               the teeth of the poems themselves.

         28. Poem 22, “Poem to Liu Yazi.”

         29. See above, Mao’s poem 6, “New Year’s Day.”

         30. Ref. notes to poems 6, 7, and 8, above.

         31. That is, Western calendar, end of December 1930.

         32. This is commonly assumed, however, by other translators, despite the fact that, in
               terms of history, the time is late December, when even south of the Yangtze, the trees
               were long since bare of leaves.

         33. Observe that Mao’s notes quoting sources about Gong Gong includes the passage from
               the Guoyu 國語 mentioning Gong Gong’s wanting to block the river and flatten the mountains. Though
               the Guoyu interprets this among reasons leading to disaster and Gong Gong’s destruction, Mao
               appears as with his other uses of the Gong Gong tale to accept the reports of Gong
               Gong’s arts while rejecting the reported sequels. In his “Kunlun” written just a little
               over four years after the “First Great Encirclement” he also proposes to “flatten
               mountains.”

         34. Chapter 3, 16.

         35. Literally, “the unturning mountain.”

         36. Mao and the Chinese Revolution, 331.

         37. Chapter 3.

         38. We have supporting evidence that in a later poem referring to the same island in the
               Xiang river but a poem for which Mao no longer wants the “Orange Tree” allusion, he
               calls the island by its other name, “Long [Dragon]” island, though so far as versification
               is considered, he could have used either name.

         39. Literally, line 6, “seven hundred li.”

         40. Chinese Literature, no. 1, May 1963.

         41. Jia Yi 賈誼 (201-169 B.C.), “The Faults of Qin” (Guo Qin Lun 過秦論).

         42. Poems of Mao Tse-tung, 73.

         43. Poems of Mao Tse-tung, p. 49.

         44. Mao Tse-tung: Nineteen Poems, 15.

         45. Poems of Mao Tse-tung, 24.

         46. Bullock and Ch’en, Mao and the Chinese Revolution, 333.

         47. Willis Barnstone, The Poems of Mao Zedong, 53.

         48. Nancy T. Lin, A New Translation of Complete Poems of Mao Tse-tung, 27.

         49. A Little Primer of Tu Fu (New York: Oxford University Press, 1967), 51.

         50. Mao Tse-tung, Nineteen Poems; Mao and the Chinese Revolution.

         51. Wong Man, Poems of Mao Tse-tung.

         52. See Stuart Schram, Political Thought of Mao Tse-tung, 63; Ch’en, Mao and the Chinese Revolution, 384-385.

         53. See The I Ching: or Book of Changes, Cary F. Baynes, tr., Helmut Wilhelm, ed., (Princeton University Press, 1967), 54,
               note 1 for speculation as to which of the Shang rulers is indicated.

         54. (1907-1946) Also known as Bo Gu 博古, Qin served as the General Secretary to the CCP
               from 1932-1935, and supported Mao in his power struggle with Wang Ming and Zhang Guotao.
               (Ed.)

         55. Jerome Ch’en, Mao and the Chinese Revolution (New York: Oxord University Press, 1967), 182.

         56. See Ch’en, Mao and the Chinese Revolution, 182-183

         57. See Ch’en, Mao and the Chinese Revolution, pp. 180, 181, inclusive of footnotes, especially footnote 25.

         58. Ch’en, 182, footnote 25.

         59. See poem 11, “Dabodi.”

         60. Mao Zedong, Selected Military Writings (Peking: Foreign Languages Press, 1963), 256. See also Mao, Mao Tse-tung on War (Dehra Dun, India: Naraindas & Sons, 1966), 166.

         61. Selected Military Writings, 257. See also 166.

         62. Barnstone and Lin follow suit by employing “we”; Engle and Zhang choose “you.” (Ed.)

      

       Section C: Dragon in the Field,1935-1949

      
      
       

       

       

      Poem 13[1] : The Loushan Barrier-Gate (February 1935)
      

      
      (Lou shan guan 婁 山 關 / 娄 山 关)
      

      Ci title: Yi Qin e 憶 秦 娥 / 忆 秦 娥, “Remembering the Qin Beauty”
      

       

      
      1. Xi feng lìe, 西 風 烈 / 西 风 烈
      

       

      
      The west wind blowing harsh, 

       

      
      2. Chang kong yan jiao shuang chen yue. 長 空 雁 叫 霜 晨 月 / 长 空 雁 叫 霜 晨 月
      

       

      
      Through the long void a goose is summoning a dawn-moon frost. 

       

      
      3. Shuang chen yue,  霜 晨 月 / 霜 晨 月
      

       

      
      Within a dawn-moon frost, 

       

      
      4. Ma ti sheng sui, 馬 蹄 聲 碎 / 马 蹄 声 碎
      

       

      
      The sound of horses’ hooves breaks off, 

       

      
      5. La ba sheng yan. 喇 叭 聲 咽 / 喇 叭 声 咽
      

       

      
      And a trumpet’s sound is hushed. 

       

      
      6. Xiong guan man dao zhen ru tíe, 雄 關 漫 道 貞 如 鐵 / 雄 关 满 道 贞 如 铁
      

       

      
      I daresay real as iron is a gate against the crest, 

       

      
      7. Er jin mai bu cong tou yue. 而 今 邁 步 從 頭 越 / 而 今 茂 迈 步 从 头 越
      

       

      
      But henceforth upstart summits at a stride are overpassed. 

       

      
      8. Cong tou yue, 從 頭 越 / 从头 越
      

       

      
      From upstart summits overpassed, 

       

      
      9. Cang shan ru hai, 蒼 山 如 海 / 苍 山 如 海
      

       

      
      Gray hills become now like a sea, 

       

      
      10. Can yang ru xue. 殘 陽 如 血 / 残 阳 如 血
      

       

      
      Red as though blood-drenched that sun sets.

       

      Concerning Mao’s poem 13, “Loushan Guan,” Beijing commentaries that were written in
         1957-1958[2]  assume that the poem refers to the first crossing of the tortuous pass through the
         highest point in the Loushan range by the First Front Red Army in January 1935. But
         Mao’s own dating, February 1935, supplied in the definitive edition of his verse-sequence,
         Beijing, 1963, together with wordplays and allusions in the poem, indicate that the
         poem concerns several events of importance to Mao Zedong during February of 1935.
      

      
       One of these events, but not the only one pertinent to the poem, was the second crossing
         of the Loushan pass, on February 26, 1935, by the First Front Red Army. Their second
         crossing, as the army turned south again, occurred during a successful repulse of
         Guizhou White troops that, under the command of Wang Jialian, military governor of
         Guizhou, were coordinated with the general troop movements directed by Chiang Kai-shek,
         during that February, in both Guizhou and Sichuan. Among translators of Mao’s poems,
         Wong Man[3]  recognizes correctly that poem 13 has a connection with the second successful crossing
         of the Loushan range in late February 1935. Unfortunately, however, Wong Man (or perhaps
         the editor of Wong’s posthumously published translations) compounds confusion by then
         asserting, erroneously, that the Zunyi Conference (Zunyi huiyi 遵義會議) occurred after
         this late-February crossing of the Loushan pass.
      

      
       The Zunyi Conference had, by this time, already occurred; it had taken place early
         in January of 1935. At that conference Mao secured his election as chairman of the
         CCP Politburo, thus achieving a crucial ascendancy in his rise to control over both
         the CCP and the Red armies. But though by January 1935, he possessed sufficient authority
         to regard, from his private viewpoint, all other CCP officers and Red Army officers
         as his subordinates, several challenges to his authority continued. One such challenge
         was the determination of other members of the CCP elite assembled at Zunyi to push
         on directly north, to cross northern Guizhou into Sichuan and continue further north
         to make conjunction with the Fourth Front Red Army commanded by Zhang Guotao. As of
         January 1935 Zhang Guotao appeared to be securely established in his CCP Soviet enclave
         in north-central Sichuan.
      

      
       There is no way of proving whether, during January 1935, Mao himself believed that
         the First Front Red Army could successfully make the trek north from Zunyi to, perhaps,
         Nienpu, in Sichuan, for conjunction with Zhang Guotao and the Fourth Front Red Army.
         In December 1934, during the opening phase of the Long March, the first attempt of
         the First Front Army to turn from south to north—an attempt to move north through
         Hunan to meet with He Long and his Second and Sixth Red Army groups—had been anticipated
         by Chiang Kai-shek. As a result of the Battle of the Xiang River, the First Front
         Army had been nearly decimated. Its remnant bands then moved further on across the
         south to make a northern advance, this time into Guizhou. Since Mao had already, well
         before 1934, proved himself an astute strategist, it seems probable that he anticipated,
         even if some of his colleagues did not, that Chiang Kai-shek would deduce—as indeed
         he did—that the next attempt of the First Front to continue north once it had reached
         Zunyi in Guizhou, would be an attempt to continue north from Guizhou into Sichuan
         intending to link up with Zhang Guotao’s Fourth Front in northern Sichuan.
      

      
       Remembering Mao’s frequent use of tactics modeled on those of the medieval strategist,
         Zhuge Liang—tactics he had already employed for the capture of Zunyi by disguising
         the First Front Army as a GMD army by providing the advance guard with GMD flags and
         uniforms—it seems in retrospect probable that Mao’s delaying tactics in circling and
         winding through northern Guizhou during January and most of February 1935, reflects
         another Zhuge Liang tactic. Mao was, it seems most likely, deceiving his own generals
         into the assumption that they were actually trying to move north into Sichuan, while
         in fact he was hoping for what actually did happen—that Chiang Kai-shek would concentrate
         his troops in Sichuan and attempt to destroy Zhang Guotao in the north while also
         attempting to prevent Mao’s army from moving further up from the south.
      

      
       Maneuvering in the hilly terrain of northern Guizhou was only a minor feint across
         the border in Sichuan. Mao received during February the news that certainly dismayed
         some of his associates but which, from subsequent evidence, Mao himself welcomed.
         Sichuan warlord armies, acting in cooperation with Chiang Kai-shek, had closed an
         “iron ring” around the CCP Soviet enclave in Sichuan. Zhang Guotao, with the Fourth
         Front Red Army, was retreating farther west and north. Mao at once turned the First
         Front Red Army southward again, winning the battle against Wang Jialian’s White troops
         at the Loushan pass on February 26. He subsequently pushed deep into southern Guizhou
         in order to lure other contingents of Chiang Kai-shek’s troops out of Yunnan, then
         moved rapidly through Yunnan into the final northward phase of the Long March. Mao’s
         poem celebrates what he sees as his tactical victory accomplished during the “Loushan”
         period: his security at Zunyi, the chairmanship of the Politburo, the subsequent maneuvers
         that misled both the GMD and some members of the CCP as to his actual aims, and the
         consequent reduction of the power of Zhang Guotao, who in 1935, was still one of Mao’s
         major rivals in the CCP.
      

      
       The function of this poem is analogous to that of the immediately preceding poems,
         “Dabodi” and “Huichang.” Like these preceding poems, poem 13 is not the description
         of one Red Army engagement. Like the preceding poems, poem 13 serves as Mao’s appraisal
         of a further step in the success of his own strategic design. The particular subject
         is Mao’s success in tactics designed not only to elude obvious opponents such as Chiang
         Kai-shek but also to “overpass” actual and potential rivals within the CCP itself.
      

      
       Other translators read the poem’s title, “Loushan guan,” as “Loushan Pass.” Though
         guan 關 is one of half a dozen terms in Chinese applicable to passes through a mountain
         range, Mao’s phrasing of the opening line of the second stanza, the only line in which
         he introduces the term guan, makes evident that he has chosen to use the term in order to develop a wordplay
         upon the root meaning of guan as that- which-can-be-either-opened-or-closed and upon its extended meaning, barrier-gate. It is from the sense of barrier-gate that guan is something used to describe very narrow mountain passes. The import of the poem
         depends upon Mao’s play upon the double meaning inherent to guan. Through word-wit, he indicates that during the “Loushan” period, January and February
         1935, he closes a gate against a rival and, simultaneously opens a gate for himself. The use of “barrier-gate” rather than “pass” in rendering guan in the poem’s title can help alert readers to the fact that the poem involves much
         more than an ample description of any one battle or a limited reference to a specific
         mountain pass. The poem concerns Mao’s open-gate and closed-gate tactics during two months spent in the Loushan area, the mountainous terrain of northern
         Guizhou.
      

      
       We have long since noticed Mao’s fondness for making symbolic use of the names of
         areas associated with key points in his ascent to further political power. As to the
         place-name, Loushan, taken literally, it can signify shan 山 (mountains) that are lou 婁 (troublesome). In relation to the import of the poem itself, the poem’s title, “Loushan guan”
         implies “Opening-and-closing a barrier-gate controlling Troublesome Mountains.” Within
         the poem Mao turns “troublesome mountains” into a symbol for political impediments
         to Mao’s further ascendancy, impediments that he has both shut the gate upon and “overpassed”
         (yueh 越, line 7 and line 8) by the end of February 1935.
      

      
       Given both Mao’s fondness for wordplay and his discerned attention to the Book of Changes, he is presumably also bearing in mind that from January 1935 into early February
         1935, in terms of his lunar-year correlation, he is emerging from the hexagram 12
         situation for which, as we have seen in connection with poem 12, the hexagram sign
         is interpreted as “impediment.” The ruler is advised that the “impediment” will give
         way if he “lies low,” if he uses hidden tactics to overcome the “impediment” of “evil
         men”—that is, of men who interfere with the ruler’s exercise of power. In the Loushan
         area, Mao does “lie low” with regard to his own intentions. By both military and political
         maneuvers in the area of the Loushan range he covertly prepares to “overpass” his
         “impediments.” By maneuvering the First Front Red Army here and there in northern
         Guizhou without making any major attempt to move deeply into Sichuan, he protects
         his private option to move back south again over the Loushan range, to move farther
         south and west to attempt a turn to the north at a point where Chiang Kai-shek and
         Chiang’s allies were less ready for him. At the same time that he thus “opened a gate”
         for himself, he maneuvered a “closing of a gate,” since by creating the illusion that
         he was going to march into Sichuan he lured Chiang Kai-shek to increase military activities
         in Sichuan. Mao invented the threat to Zhang Guotao through which Mao could “close
         a gate” against him.
      

      
       That a politically useful psychological victory over Zhang Guotao, whom Mao in 1935
         regards as an impediment to his authority in the CCP, is uppermost in Mao’s mind is
         evinced in wordplay and allusions throughout the poem. That this was uppermost in
         Mao’s mind is further confirmed by Mao’s repeated instigation, in Party caucuses from
         this time on, of Zhang Guotao’s retreat from north-central Sichuan. But relevant to
         Mao’s exploitation of circumstances to serve his own advantage at the expense of other
         members of the CCP Politburo, it is worth noting that, from a non-partisan viewpoint,
         there was nothing either cowardly or dastardly about Zhang Guotao’s decision to abandon
         the Sichuan CCP enclave and to move the Fourth Front Red Army farther west before
         again marching north.
      

      
       By the norm of Mao’s own definition of strategic retreat, Zhang’s move farther to
         the west amounts to exactly the same kind of strategic retreat that Mao himself had
         been carrying out ever since the start of the Long March out of Jiangxi in October
         1934. Mao had retreated from Jiangxi into Guangdong. Then, when a move north through
         Hunan was blocked during and after the desperate battle of the Xiang River in December
         1934, Mao retreated farther west and turned north into Guizhou. By February 26, 1935,
         avoiding any major confrontation in Sichuan, Mao again turned southward and continued
         the strategic retreat south and west during the same period when Zhang Guotao was
         making a strategic retreat west and north. Nonetheless, during Mao’s strategic retreat,
         he was already setting the fashion for denouncing Zhang Guotao’s retreat as, in CCP
         jargon, “flightism.”
      

      
       Mao continues this charge against Zhang Guotao all through 1935, 1936, and 1937,
         using it as the basis for further criticism of Zhang’s further move into the far northwest
         border region. Such a move, from Zhang Guotao’s viewpoint, was intended to give the
         Party an opportunity to pressure more direct assistance from the USSR. From 1935 through
         1937, Zhang Guotao and his faction continued to hold to the view that improving an
         alliance with the USSR was of strategic importance to the future of a Chinese Soviet
         regime. But from 1935 through 1937, just as for many prior years and for all subsequent
         years, while playing the public role of a Chinese Communist “comrade,” Mao was, as
         his poems evince, pursuing his private role, that of a ruler determined to achieve
         for himself the paramount position not only in the CCP but over the whole of China.
      

      
      To achieve, through this private grand strategy, a role for China as a paramount power
         in world politics Mao viewed connections or lack of connections with the USSR as no
         more than tactical conveniences. Like Li Lisan’s personal retreat to Moscow in October
         1930 and Qin Bangxian’s decline from any executive power in the CCP during the autumn
         of 1934, Zhang Guotao’s public denunciation in 1937 and subsequent withdrawal from
         the CCP and affiliation with the GMD are all forecast in Mao’s poems. As to Mao’s
         first successful undercutting of Li Lisan, this Mao celebrates in poem 8 in July 1930.
         In poems 11 and 12, during the summers of 1933 and 1934, Mao is already celebrating
         his anticipated success in weakening the influence of Qin Bangxian. And though Mao
         does not succeed in completely ridding himself of competition from Zhang Guotao until
         three years after Zhang’s move out of north-central Sichuan, Mao is already celebrating
         in “The Loushan Barrier-Gate” his conclusion that the events of February 1935 provide
         him with the essential means to shut the gate on the power of Zhang Guotao.
      

      
       In the case of Zhang Guotao, just as in the earlier contests with Li Lisan and Qin
         Bangxian, it is the initial tactical coup that delights Mao Zedong and that he registers
         in a poem. As each of the “coup” poems implies, the eventual collapse of the power
         of each rival is, in Mao’s mind, from that point on, destined to occur. Each rival
         is accorded attention at the moment of Mao’s initial major advantage over him and
         then, in the poems, accorded no further notice. Within the whole verse-sequence, furthermore,
         it is pertinent to remark that Mao gives proportionately very considerable attention
         to triumphs over “comrades” with the CCP. He is at least as much concerned to seize
         and maintain absolute dominance over the CCP as he is to gain ascendancy over Chiang
         Kai-shek.
      

      
       In poem 13, as in Mao’s other poems, all the images have political significations.
         In the opening line the “west wind” is, in Mao’s vocabulary, a standard symbol. In
         Chinese from very early times, feng 風, wind, has been a standard metaphor for current of opinion and source of power. In Mao’s vocabulary, the west wind signifies any current of opinion or source of power deriving from areas outside of
         Mao’s own power orbit. In his vocabulary, he and his power orbit are represented by
         the east wind; the west wind represents, inclusively, any Chinese who do not concede to Mao’s power orbit and
         all other currents of opinion and sources of power whether emanating from the USSR
         or from anywhere else in the world. In poem 13, line 1, “west wind blowing harsh”
         represents, on its first level of meaning, Chiang Kai-shek and the GMD, together with
         their Chinese allies and various non-Chinese supporters and advisors. But because,
         as the poem’s second line and several subsequent lines indicate, the central thesis
         of the poem is the loss of power by Zhang Guotao and consequent further access of
         power by Mao Zedong, the “west wind” in line 1 also carries a subsidiary allusion
         to the USSR. Like other “Moscow-line” strategists, some of whom, such as Li Lisan
         and Qin Bangxian, Mao has already “broken” (compare line 4), Zhang Guotao will find,
         as Mao sees the war-game situation, that the wind of the “Moscow line” blows contrary
         to what Mao insists is his own east wind—the only direction of the “wind” that, in Mao’s opinion, can save China.
      

      
       It is within this “west wind blowing harsh” that, in line 2, the “goose” attempts
         to summon light to China. The “goose,” in the standard range of Chinese metaphors,
         serves three specific significations. Among these significations is that of the “goose”
         as the “frost messenger.” In this sense, the “goose” has a double significance: the
         “goose” associated with “frost” can imply simultaneously the hardships associated
         with the onset of cold weather and also the ultimate promise of springtime. In traditional
         Chinese thought, especially that influenced by the Book of Changes, conditions such as frost or cold or snow are seen not as static conditions but as processes; frost, cold, and snow signify necessary pre-conditions of melting, warmth, and springtime. But Mao, in line 2 of poem 13, emphasizes that the “frost” this “goose” summons
         is a minor rather than a major force. It is a “moon-at-dawn” kind of “frost,” a “frost”
         under the palest kind of light, implicitly contrasted with the full sunlight frosts
         that Mao, in direct association with himself, has already cited in such poems as “Changsha”
         and “Double Yang.” By Mao’s wordplay on a “goose” that, as the frost message, calls
         up only a frost occurring in the palest sort of moonlight, Mao prepares for the poem’s
         final implication (line 10), that this “goose” who thought he might be a yang force—a sun, a ruler of China—can in fact summon only the palest kind of yin force, the thin moonlight that is already being implicitly dispelled by an enduring,
         rising sun.
      

      
       Another function of the “goose” in standard Chinese metaphor, which Mao also plays
         upon in this same line 2, is the “goose” as the symbol of the traveler who is in difficulties.
         One of the famous instances of the use of goose to connote a traveler in difficulties is, as would be well known to Mao Zedong, the poem by Du Fu addressed to Li Bo “from
         the ends of the earth” (Tian-mo huai Li Bo 天末懷李白). With regard to the use of the term goose in Du Fu’s poem, David Hawkes has observed[4]  that the content and context of this poem by Du Fu indicate that Du Fu is here using
         the term goose in one of its standard equivalences, as a symbol for a traveler who is in trouble,
         and not solely expressing another familiar symbolic function of the goose in Chinese poetry, that of any message sent over a great distance. With regard to
         Mao’s use of the goose image in his line 2 of “The Loushan Barrier-Gate,” Mao is playing upon all three
         of the standard symbolic functions of the image: the goose as frost messenger, the
         goose as symbol of a traveler in trouble, and the goose symbolizing a message traveling
         over a very long distance (the “long void”). That all three of those symbolic functions
         of the goose image refer, in Mao’s design of the poem, to the ambitions and the plight, in February
         1935, of Zhang Guotao is supported by allusions in later lines of the poem. It is
         also supported by the words of the ci title that Mao has chosen, just as he has chosen those for others of his poems, not
         merely to identify the verse-form but as an analogue for the theme of his poem.
      

      
       The source of the ci title, Yi Qin e, “Remembering the Qin Beauty,” is a line from a poem by Li Bo. This fact is mentioned
         both in the Beijing Nineteen Poems and in Wong Man’s Poems of Mao Tse-tung. But neither of these volumes points out Mao’s wordplays through which he makes the
         key passage from Li Bo’s poem serve as an analogue for the situation of Zhang Guotao
         in relation to Mao Zedong.
      

      
       The key passage from Li Bo’s poem[5]  is “The Qin beauty has her dreams shattered by the moon shining over the Qin pavilions.”
         Within Li Bo’s poem the line refers to the despair of a palace-girl who is obliged
         by her status to remain at the service of the Qin emperor and cannot follow her lover
         who has been sent to a far country. This poem by Li Bo actually refers to a Tang dynasty
         palace-girl separated from her husband, a member of the palace guard, who has been
         sent on an imperial mission to Japan. But, in accord with a long-standing Chinese
         convention, Li Bo treats the incident as though it had occurred during the Qin dynasty,
         a thousand years earlier. In “The Loushan Barrier-Gate” Mao finds his own ruses for
         this convention. As we shall recognize when we have completed the analysis not only
         of stanza one but of lines 7 and 8 in stanza two, Mao handles the wordplay so as to
         equate Zhang Guotao with the “Qin beauty,” reducing Zhang Guotao, in Mao’s estimate,
         to the status of a servant who cannot escape the authority of the Qin emperor—that
         is, Mao Zedong.
      

      
       Tang dynasty poets such as Li Bo and Du Fu, like some of their predecessors, used
         references to the Qin or Han dynasties as a protective cover for observations and
         comments upon events occurring during their own lifetimes. Though the device seems
         transparent, it did often protect their works from receiving too inconvenient scrutiny
         by the emperor or the emperor’s censorate. Mao, in his own poems, makes his own idiosyncratic
         adaptation of this same convention. Like earlier poets, he presents current events
         under the camouflage of allusions to parallels out of earlier Chinese history. But
         his motives are, characteristically, the reverse of those impelling earlier poets.
         Since he already regards himself, intrinsically, as the ruler of China, he has, with
         regard to his poems, no fear of repercussions from any established government. Instead,
         he enjoys the rhetorical trick of allusions to himself through allusions to earlier
         rulers of China and the derogation of others through allusions suggesting their subordination
         to an emperor. At the same time, he eludes the repercussions of general public opinion,
         at least within China itself and to a considerable extent elsewhere. By the mid-twentieth
         century when he finally makes his poems available in print, the number of readers
         who are both acquainted with the sources of his allusions and, at the same time, politically
         in a position to make that recognition inconvenient to him, has become, in terms of
         his practical politics, of little account.
      

      
       Such a Beijing commentator, for example, as Zang Kejia, makes note[6]  that poem 13 is “not a simple description of landscape” and that the poem’s final
         line has a “double meaning.” Zang Kejia might have guessed, if not in 1957 (the date
         of the Chinese text of Zang’s commentary) at least by 1963 that the central subject
         of this poem is Mao’s glee over the success of his stratagem to improve his own advantage
         at the expense of Zhang Guotao. But it would have been grievously imprudent for Zang
         Kejia to say so. Further, for Zang or Wong Man to have said that Mao is enjoying the
         analogy he is making between a palace-girl tripped by the power of the emperor and
         a Zhang Guotao outwitted and set on the way to demotion by Mao Zedong would amount,
         to use the Chinese phrase, to their breaking their own rice bowls.
      

      
       In “The Loushan Barrier-Gate” Mao plays upon Li Bo’s line about the Qin palace-girl
         as Mao also plays upon Du Fu’s line addressed to Li Bo, the line from Du Fu’s “ends
         of the earth” poem, “At what time may the wild goose reach a destination.” Poetically,
         this line concerns not merely Li Bo’s unhappy fate as an exile reported by the imperial
         court but the unlucky fate of Li Bo’s reputation in his lifetime. Both Li Bo’s line
         about the trapped and unlucky Qin palace-girl and Du Fu’s line about the unlucky Li
         Bo are part of the context of allusions through which Mao develops his comment on
         Zhang Guotao. Their relevance is deliberately sardonic, involving one of Mao’s typically
         upside-down uses of allusion such as we have seen in other poems. The context of both
         the Li Bo poem and the Du Fu poem is the devotion between two people frustrated both
         by vast distances and by the power of the imperial court. Part of the wiliness of
         Mao’s poem is its surface effect of friendly concern for the fate of Zhang Guotao
         set as a thin wash over the basic lively structured thesis celebrating Mao’s anticipated
         complete domination over Zhang Guotao. The basic thesis, set in by Mao’s use of very
         carefully chosen terms, appears not only in line 2, with reiteration of its main point
         in line 3, but in every succeeding line of the poem.
      

      
       With regard to line 2, through the undercurrent of allusion to Du Fu and Li Bo and
         the pervasive allusion to the moon that brings despair to the Qin palace-girl, Mao
         suggests on the surface the sense of sadness and anxiety such as might be felt by
         at least one of the people separated by a Zhangkong 長空. Zhangkong, literally meaning a long void, is likely to be taken by the average reader signifying no more than a neutral far away. In lines 3, 4, and 5 Mao continues to suggest a coloring of sadness such as some
         of those around Mao in the Lou mountains (Loushan) doubtless did feel at the news
         from Sichuan that the CCP Soviet enclave there had been overrun. But with characteristic
         ingenuity Mao introduces, into lines 4 and 5, terms that, by their oddity, warn us
         that Mao is not phrasing a traditional battle scene. He is, in fact, gloating over
         the rival commander whose “sound” will, Mao is foreseeing, henceforth be lost in a
         “long void.”
      

      
       We have already noticed that, by qualifying the image of the moon in line 2, Mao
         suggests that the goose can summon up only a pale light, the thin moon of which the light is already being
         overwhelmed by the stronger light of a rising sun. He then proceeds to the observation
         that under this pale light the sound of horses’ hooves are sui 碎, literally shattered, broken off. This is the same use of shattering that, in the line from Li Bo which controls the ci title, functions as a simple metaphor. There the Qin beauty’s dreams—that is, her
         hopes for the future—are shattered by the moon, by the continued passage of time during which she remains captive by
         the circumstances of her situation, unable, as a subordinate, to challenge the imperial
         power over her symbolized by the “Qin pavilions.” That dreams or hopes may be shattered, broken in pieces, sui is a familiar metaphor. Its most common use in Chinese is xinsui 心碎, broken-hearted. But that the sound of horses’ hooves can be shattered, broken into pieces—that either frost or a moon can shatter a sound—creates a type of conceit, in the rhetorical sense, that does not belong to the common
         practice of Chinese traditional-style poets. When, however, we have become aware that
         Mao is associating the plight of the “Qin beauty,” whose hopes are shattered by the
         move, with the plight of Zhang Guotao, Mao’s choice of the term sui, shattered, yields up its relevance. Mao is saying, in essence, that Zhang Guotao’s having retreated
         from Sichuan marks the shattering of Zhang’s future as a power rival; Zhang’s sound,
         his ability to be heard as a dominant member of the CCP, is shattered, is now broken off because as Mao recognizes, he now can use Zhang’s retreat as an excuse to “break”
         Zhang.
      

      
       That this is the pattern of Mao’s thought is further confirmed in the following line.
         In this line, line 5, Mao does not use the term bugle—that is, jue角, military horn. When Mao means the military bugle, the jue, he uses that term, as, for instance, in line 2 of his poem 3, “Jinggangshan.” Similarly,
         Du Fu and all the poets of Tang, who are among Mao’s preceptors in the traditional
         vocabulary for battle pieces, use jue when the military bugle is intended. But despite the predilection of previous translators
         of Mao’s poems for Changing his lines to fit their own preconceptions and despite
         the fact that previous translators of poem 13 translate line 5 as a line about the
         sound of a bugle, Mao does not speak of a military bugle in this line 5. Instead, he uses the term
         la-ba 喇叭, trumpet. The connotation of laba is not the battlefield but the ceremonial procession, such as the procession accompanying
         an emperor. By the use of the term laba, trumpet, Mao also exploits a double entendre, laba: connoting a chatter-mouth, someone who talks a great deal but says nothing of importance. In line 5 Mao’s Chinese
         text does not say “bugles sobbing low”[7]  nor speak of a “bugle’s note . . . muted.”[8]  Mao is not lamenting, though, as evidenced by some of his translators who assume
         that of course that is what he must be doing; Mao has trapped some readers into this
         supposition. Mao does not say that a military bugle is sobbing or being played softly
         (“muted”). He says that the sound of a trumpet—here again symbolizing Mao’s view of Zhang’s ambition to be a ruler himself—has been
         ye 咽, literally choked. In double entendre he says also that the sound of chatter, a chatter-mouth—that is, Zhang Guotao—is hushed. The two lines, line 4 on the shattering of the sound of horses’ hooves and line 5 on the hushing of the trumpet move to the same point: that, as those of a military rival Zhang Guotao’s
         ambitions can henceforward be shattered by Mao Zedong and, as that of a political
         rival, Zhang’s notable opposition to Mao’s views and theories can henceforward be
         choked off and hushed entirely by Mao Zedong.
      

      
       Before moving in from stanza one to Mao’s further conclusions in stanza two about
         the new access of power that Mao has now acquired through the events culminating in
         February 1935, we need to take account also of Mao’s motive in using the image of
         horses’ hooves. Were stanza one intended to be a literal description of an actual battle scene,
         horses’ hooves would be, for any Red Army engagement at any time during the Long March, a patent
         exaggeration. In the Red Army in 1935 horses were scarce. They were available to only
         a few commanders, most of whom, including Mao himself, rode them rarely. The shattering of the sound of horses’ hooves, in so far as it has any literal function, alludes, consequently, to a commander—that
         is, Zhang Guotao—in retreat. But the role of stanza one is symbolic and not literal.
         It represents again Mao’s talent for handling imagery to make subtle political commentary.
         Mao is talking about an event that has occurred some three hundred miles to the north
         of his own location in the Loushan range. Just as the goose calling the dawn-moon
         frost and the hushed trumpet are symbols through which Mao expresses his appraisal
         of Zhang Guotao’s plight, which—as Mao’s second stanza indicates—Mao now intends to
         exploit to “hush” Zhang Guotao permanently, so the horses’ hooves do not refer to what is literally seen or heard. The image of horses in retreat represents
         Zhang Guotao’s symbolic position vis-à-vis Mao in Mao’s strategy for the war-game,
         in the perennial wei-qi on which Mao concentrates both in his life and in his poems.
      

      
       In wei-qi, in the war-game, which supplies Mao with a number of his allusions throughout his
         poems, the horse is the chess-piece equivalent to the piece that in Western chess, is called the knight: that is, the horseback figure who is among the ranking pieces but below that of
         the ruler or king. In this context, the line, The sound of horses’ hooves breaks off not only implies that, as a consequence of the retreat from Sichuan, Zhang Guotao
         will not be able to make himself heard effectively in the next moves of the war-game,
         but also implies that Zhang is only a horse-piece, one of the knights over whom Mao is ruler or king.
      

      
       Once this import of the horse image is recognized, however, there ensues, for the translator, the decision as to
         whether, in relation to the Chinese text that, as wen-yan verse,[9]  does not distinguish between singular and plural, the term ma 馬, horse, could be rendered as horse or horses. With regard to the trumpet in line 5, the use of the singular, a trumpet, is obvious; the processional trumpet would be unusual in battle, and it is patent
         that Mao is singling out Zhang Guotao as both a chatter-mouth and rival for the imperial succession. But we know from other sources that Zhang
         Guotao was not alone in the CCP in being partial to the “Moscow line” and that others,
         in turn, were also maneuvered into subordinate position as knights to Mao as ruler. It is within the now recognizable pattern of Mao’s thought that, in 1935, he is
         anticipating the use of the Sichuan retreat to “break” not only Zhang Guotao but whoever
         continues to hold views similar to Zhang’s. Consequently, it seems appropriate to
         read ma in line 4 as an intended plural, horses: the sound of horses’ hooves is broken off.
      

      
       The next, the concluding stanza, proceeds to indicate, with equal subtlety, but coherently
         and explicitly, once Mao’s calculus of symbols is recognized, that the retreat of
         Zhang Guotao from Sichuan has been the crucial event that has cleared the way for
         Mao’s full exercise of “summitry,” so to speak, as de facto “king” of the CCP, as
         chairman of the CCP Politburo. Zhang Guotao, hoping to be a sun, a ruler, has been reduced already, in Mao’s mind, to the status of a goose summoning the
         moonlight, a horse-piece checkmated in the war-game, of a chattering, hopefully imperial
         trumpet now choked off. Mao now celebrates in stanza two, the fact that the rout of
         Zhang Guotao by the White armies in Sichuan, followed by Mao’s rout of the White forces
         in Guizhou at the battle of Loushan pass, gives him the combined ascendancy that assures
         him “at a stride”—that is, by the complete success of his war-game tactics during
         February in the Loushan area—the greater domination over the White CCP that he has
         been aiming for. Mao announces, in February 1935, that Zhang Guotao’s light can now
         be put out, that Zhang’s sun, his potential rivalry as a ruler, has “set.” Mao anticipates using Zhang’s Sichuan
         retreat as a weapon through which—to borrow a very old Chinese metaphor with which
         Mao is also familiar—Mao is able to “shoot” Zhang Guotao “out of the sky.”
      

      
       In the opening line of stanza two, the simile real as iron establishes, in its surface reference, the situation shared in common by Zhang Guotao
         and Mao Zedong at the beginning of February 1935. Both of them, together with their
         armies, are still under pressure from what Chiang Kai-shek, at this period, called
         his “iron-ring” strategy. By introducing the colloquial verb-phrase, man-dao 漫道, daresay, Mao disposes derisively of Chiang Kai-shek’s expectations that Mao would not foresee
         Chiang’s rapid activation of GMD-allied troops in Sichuan and Guizhou. At the same
         time, Mao implicitly derides Zhang Guotao for doing what in fact Mao is also doing—making
         a strategic retreat from the “iron ring.” Mao is exploiting his advantage in having
         broken through a piece of the “iron ring,” since he regards the fight at Loushan pass
         as a more spectacular victory than Zhang’s small battles on the retreat westward into
         Sichuan. The flippancy of daresay also suggests Mao’s personal enjoyment over the success of his tactical ploy in having,
         through the maneuvers in northern Guizhou, lured Chiang Kai-shek to attack Zhang Guotao
         in Sichuan and so gives Mao an excuse to blame Zhang Guotao for “fleeing” the “iron
         ring.” Mao represents his own retreat from the “iron ring” in terms of the success
         of the battle of Loushan pass, omitting to mention he is also making a strategic retreat.
      

      
       The deft phrasing of lines 6 and 7 allows also for a further level of meaning. It
         implies that Mao himself has his own “iron ring” technique, psychological as much
         as military and political, from which he intends that no rival for maximum power in
         the CCP shall escape. The further clues to this mood of crowing over all his rivals,
         in the CCP as much as in the GMD, are provided in line 7, the second half of the statement
         that begins in line 6. Then further clues are already inherent in his choice of the
         term xiong 雄 to open line 6, his selection of the term guan 關 from among several Chinese terms applicable to a pass through a mountain range. He thus reinforces these clues by his choice of the verb
         yue 越 to conclude line 7, a verb that does not mean simply to get over an obstacle but to exceed an ordinary achievement, and by this double play on the fifth script-character in
         line 7. This script-character can be read as cong 從[10]  in the prepositional sense of from or through and can also be read cong[11]  to imply a tou (head or summit 頭) but can also be read zong[12]  to establish an allusion, which as is clearly Mao’s intention, indicates the major
         difference in political viewpoint between Zhang Guotao and Mao Zedong.
      

      
       Taking up the clues in this order, we have first in line 6 to consider the syntactic
         and semantic functions of the opening term, xiong. Literally, xiong denotes the cock, the male bird that is one of the images that Mao uses as his own ensign. In the
         syntax of the Chinese text of line 6, xiong, cock is so placed, in relation to guan, that previous translators have assumed that it can only be an adjective qualifying
         the term guan. Consequently they have taken guan to mean simply a mountain pass and have forced xiong, which can be extended from its root meaning, cock, to signify strong in the sense of brave, to serve another sense of strong that actually does not belong to the term xiong. By this wrenching of the text, the previous translators speak of “this stern pass”[13]  or “that strong pass.”[14]  Bullock and Ch’en ignore the term and do not translate it at all.[15]  But Mao engages, in this line 6, in very elaborate wordplay. Were the line too literally
         translated, this would also distort the reader’s encounter with it. The present translation
         essays an analogous wordplay that, together with the analysis here, should give a
         nearer sense of the actual function of the line in the structure of the whole poem.
      

      
       A literal parsing of this line 6 will be With-regard-to-person-strong-and-martial-like-a-cock (all of this contained in the term xiong) the barrier-gate (guan) daresay (man-dao) real (zhen) as if (ru) iron (tie). To reduce the line to With-regard-to-the-cock (xiong) the gate (guan) daresay real as iron would be too gross a handling of a deliberately ingenious statement—even though such
         a reduction was close to what Mao is saying. In Xiong guan mandao, zhen ru tie Mao is making two statements simultaneously. He is saying that others assume that
         Chiang Kai-shek’s “iron-ring” tactics present a genuine (real) barrier that not only blocks Zhang Guotao but can even bar “the cock”—that is, Mao
         Zedong. At the same time, Mao is implying that the xiong guan (the cock’s gate) is a barrier that Mao himself actually controls in order to bar anyone else, including
         both Chiang Kai-shek and Zhang Guotao, from attaining the crest, from becoming the cock that controls the future, the rising of a future sun over China. This type of word-wit is especially available to Chinese wen-yan composition because of the ambivalences inherent in the customary omission of pronouns,
         prepositions, and verb-term enclitics. It is a type of word-wit that, in consequence,
         can seldom be directly transferred to a Western language or even, for that matter,
         to modern Chinese prose. But in translating so ingenious a wen-yan verse-line, we can still try to handle it in such a way as to indicate that deliberate
         ambivalence is present in the original text.
      

      
       In the present version, against the crest conserves the inherent prepositional relation of xiong. Xiong stands in a prepositional relation to the whole line and is not exclusively an adjective-modifier
         of guan. The term crest conceives an element of Mao’s word play: that is, casual readers think of a mountain crest but Mao implies cock’s crest. He handles xiong so that it can appear to modify guan as a pass over the crest of a mountain but intends it to refer to himself, commanding
         the crest of political power. It would be tempting to simplify line 6 into English
         as the cock-crest gate I daresay is real as iron. But this could lead readers to suppose that the line in the Chinese original may
         be less subtle than is, in fact, the case. Though Mao is playing with the cock image
         intrinsic to xiong, his positioning of it in line 6 subordinates the cock image in favor of its intended
         usage dominance in relation to guan, the barrier-gate pass. By contrast, in his handling of the yan, the goose, in line 2, the goose, and its standard extended significs, are clearly intended to attract major attention
         at the line’s caesura point. In line 6 the caesura point is controlled by the verb
         man-dao, daresay. Mao indicates in line 2 that the nominative is the person (Zhang Guotao) represented
         under the figure of the goose. In line 6 the nominative is the speaker of the poem,
         the first-person pronoun speaker, Mao himself; it is Mao who announces “I daresay,”
         while that “I,” Mao, is implicitly the cock of the crest.
      

      
       The cock image is subordinated in line 6, and, accordingly, the translation here uses an analogous
         device, of retaining it, but only covertly. The term crest supplies overtly the extended concept of dominance. But it is nonetheless important to point out here that Mao’s conjunction of xiong and guan, a deliberately odd combination, indicates his expectation that close readers will
         notice this oddity, and inevitably give some thought also to an implied contrast between
         a goose in stanza one and this cock in the second stanza.
      

      
       The connection is one for which Mao has already set up the expectation in stanza
         one. By emphasizing in line 2 that a frost summoned by a goose appears not simply
         under a moon but under a dawn-moon (chen-yue 晨月), the line implies that this lesser light is about put out by the light of a rising
         sun. But in the poem Mao is also exploiting several symbolic functions of sun images.
         The can-yang 殘陽 is obviously not the tai-yang 太陽. In contrast to a can-yang, the tai-yang is the perennial sun-force in the universe, the term also traditionally used as a
         term for “emperor.” The tai-yang is the perennial creative force Mao has in mind, his force as the cock.
      

      
       Incidentally, the relationship of dawn, cock, and emperor was picturesquely dramatized in Han dynasty ceremonial by the red cock-crest caps
         worn by attendants who announced dawn, the time of day when emperors granted audience
         to courtiers. The inner argument of poem 13 suggests that Zhang Guotao, the goose
         who appears in the dawn-moon frost, is trying to control the sun, trying to act the
         role of a ruler, but that Zhang Guotao’s little day of power as “ruler” (of the Sichuan
         Soviet enclave) is a short one, that has already ended by the February sundown in
         1935 that is, nonetheless, still dominated by the tai-yang power, the great-sun power, controlled by Mao Zedong.
      

      
       Chinese uses of the sun as a symbol of ruler have accommodated from ancient times metaphorical statements about several suns in
         the sky, thereby implying the rivalry of several rulers for dominance. The archaic
         source of such metaphors is the story of the archer Hou Yi 后羿, Lord Yi, also known
         as Shen Yi 堯, Yi the Immortal. At the behest of “Emperor” Yao, Lord Yi shot nine suns
         out of the sky, suns that were causing “confusion” on earth—thus allowing the true
         sun (implicitly “Emperor” Yao) to shine beneficently and without challenge. From poems
         8 through 13, Mao has also been celebrating a sequence of triumphs over “comrades”
         who have been impediments to Mao’s ascendancy as the one sun, the one ruler.
      

      
      Given these contexts indicating Mao’s subsequent uses of not only the Yao legends
         generally, but the association of Yao’s power with the services of the archer, Hou
         Yi, it seems entirely probable that Mao’s association of the sun that goes down in
         February 1935 as the can yang, the sun that sets, ru-xue 如血, as though blood-drenched, expresses his gloating expectation that, because of the events of February 1935,
         he can now “kill off” the exercise of any further power by Zhang Guotao. Zhang Guotao’s
         “ruler” power, Mao says, is from this day on, “useless.” Mao, the cock, who controls
         the perennial tai-yang, the great sun of imperial power, can henceforth (er-jin 而今, line 7) see to it that Zhang Guotao’s power will never rise again.
      

      
       That the sun of this passing day of the goose’s retreat goes down ru-xue, as though blood-drenched, is a statement that sets up a number of literary-political associations, only one
         of which is the implicit comparison of Zhang Guotao to a rival sun that is metaphorically
         “killed off.” The further allusions supplying context to ru xue will be considered when we come to take account of the whole of the poem’s concluding
         statement, which comprises all of lines 8, 9, and 10. The major link within this subsuming
         extended metaphor already implicit in the dawn-moon emphasis of line 2 is the term xiong (cock and dominant with symbolic perennial sun associations) the opening word of line 6, which is also the opening word of the whole
         of the poem’s second stanza.[16]  
      

      
       To return to further aspects of line 6, just as xiong, the cock, serves multiple functions to imply Mao’s further dominance as a result of the events
         of February 1935, so guan, the second term in line 6, also serves multiple functions. We have mentioned earlier
         that guan, when it refers to a type of mountain pass denotes one narrow enough to be controlled
         by a barrier-gate. Guan, signifying barrier-gate, is distinct from several other Chinese terms that also denote a mountain-pass.
      

      
       In his poems Mao’s skill in handling a calculus of symbols is an impressive skill
         because he achieves coherence in these intricately argued poems through very precise
         choices of terms. As a classicist he knows that guan denotes, in the context of mountains, a frontier-pass, such as, in earlier centuries, was controlled by a literal barrier-gate that identified this specific pass as a guan. In 1935 the pass over the Loushan was no longer technically a “frontier pass,” a
         guan. It could, in general contexts, be called simply a xian 險, narrow pass, or yai 崖, very narrow pass. Mao’s emphasis on guan alerts us to the fact that he is emphasizing the concept, and not the literal picture,
         of a barrier-gate. He makes xian, as a concept, operate to serve two meanings. His winning the battle at the Loushan
         pass opens the gate; through this guan he escapes from the GMD “iron ring” and acquires a further advantage he can use to
         deride and eventually demote Zhang Guotao. At the same time, his winning the battle
         at the Loushan pass closes the gate against Zhang’s ability any longer to challenge Mao, who now, in Mao’s own view,
         holds the crest of power.
      

      
       That Mao prepared triumph over Zhang Guotao and other Moscow line partisans is Mao’s
         occasion for poem 13 and further confirmed in all the remaining lines of this concluding
         stanza. In line 7, which completes the statement begun in line 6, Mao does not merely
         say, as previous translations have implied, that he is (or “we are,” that frequent
         but inaccurate pronoun interpolated by translators who suppose that the subject of
         the poems must be a comradely plural) crossing the top of a literal mountain. When
         Mao says he is moving mao-bu 邁步, at a stride, literally in one surpassing step, he is exulting further over the success of his cumulative tactical ploys during
         January and February 1935. By securing official authority as Politburo chairman, by
         his sudden turn to the south breaking through the section of the “iron ring” represented
         by the Guizhou White troops in the Lou mountains, and by the concurrent maneuvers
         that have at the same time given him a psychological weapon with which to break the
         prestige of Zhang Guotao, Mao has at a stride, in one surpassing step, mao-bu, disposed of the heads or summits, tou 頭, that until February 26, 1935, have been impeding his complete political ascendancy.
         That it is political ascendancy, and not the local fact of crossing a literal mountain,
         that is his concern he indicates by the choice of terms zong and yue.
      

      
       The fifth script-character in line 7, the script-character that precedes the term
         tou, head or summit (singular or plural) has, as an isolated dictionary term, several pronunciations
         and several meanings. A reader chiefly acquainted only with modern Chinese prose would
         be likely to try to read the script-character as cóng and to try to interpret it as a preposition meaning from or through. Wong Man reads it as through, but in order then to produce an intelligible, but still inaccurate English line,
         he has to ignore Mao’s closing term for line 7, the word yue. Yue means, unavoidably, to overpass, to exceed. Whoever is already through something does not, logically, overpass it; he does one or the other, in terms of conquering obstacles but not both. The
         same clumsiness would ensue were we to try the meaning from for cong, since together with yue, this would have the strides going from the obstacle to overpass something, with
         no indication of any predicate for yue. That the translators Boyd, and Bullock and Ch’en, have all recognized some problem
         with this fifth script-character in line 7 is indicated by the fact that they avoid
         dealing with it.
      

      
       There are in fact other functions for the script-character. It can also be read in
         first-tone, cong, giving the denotation easy. But since the poem implies a major accomplishment by Mao and something accomplished,
         as he boasts, at a stride, it is unlikely he means that he has overpassed something easy. This script-character can also be read in fourth tone, zong, giving the denotation released in the sense of a person who is relaxed or lax. But again to overpass such a situation or person would be no very impressive triumph. When, however, we
         recognize that this same script-character also has the reading in first tone, zong, and the prime meanings of vertical, perpendicular, and a directly upward direction, and that, in its pronunciation and meaning as zong, it is the standard antonym for heng 衡, horizontal, all on one level in relation to something above, we have taken hold of the one meaning
         of this script-character that operates in coherent relation with yue, to overpass. Mao says in line 7 that henceforth he has overpassed a tou, a head or summit or heads or summits that have a distinctive upthrust, are suitably perpendicular, or so vertical as to be an impediment to anyone except the triumphant Mao.
      

      
       In terms of surface landscape painting, zong is particularly appropriate for the pass at the crest of the Loushan range and it
         is notable for great crags thrusting straight upward on either side of a narrow and
         tortuous trail. In terms of political comment, zong is equally and brilliantly apt. Mao is playing upon classical distinctions between
         “vertical politics” and “horizontal politics” transferred, by allusion, to opposing
         political theories of sovereignty that had pervaded the Chinese Communist Party since
         its beginnings and that, in February 1935, is conveniently epitomized as the basic
         conflict between the views of Mao Zedong and those of Zhang Guotao.
      

      
       Debates about “vertical” sovereignty and “horizontal” sovereignty, zongshuo 縱說 versus hengshuo 横說, have their classical locus in the Warring States period preceding the triumph
         of Qin Shihuangdi as “First Emperor” and the consequent triumph of hengshuo, of horizontal sovereignty: that is, of the view that all states in eastern Asia and, theoretically, all states
         on earth must remain “horizontally” subordinate under one overpassing sovereignty, that of the state of Qin, and the Qin emperor as the sole authority.
         Again, as is often the problem in transferring Chinese terms into English, the political
         use of the terms vertical and horizontal convey concepts quite the opposite of what, to an English reader, they might at first
         seem to mean. Zongshuo, the “vertical” theory means vertical in that every state can stand up equally: zongshuo, in essence means an alliance of equally sovereign states in which no state has paramountcy.
         Hengshuo, by contrast, means the common subordination—the making horizontal—of all states
         under one paramount state and its ruler.
      

      
       The controversy that originally gave currency to the distinction between vertical
         and horizontal policies involved the rapidly rising power of the state of Qin in the
         fourth into the third centuries B.C. Those who struggled to free Qin to remain one
         of the several equally sovereign states of the Warring States period were partisans
         of zongshuo, of a theory of “united nations” in which every state was sovereign and no one state
         had permanent paramountcy. Those who were, on the other hand, partisans of the state
         of Qin or already under overwhelming pressure from Qin’s both military and psychological
         dominance, advocated surrendering hegemony to the state of Qin; they were the hengshuo party. From this sense of all other states serving horizontal under the exclusive dominance of Qin, there emerged the further connotations of hengshuo as a single authority and essentially authoritarian politics.
      

      
       By analogy and early in his CCP career, Mao sees those within the Party who consult
         with the USSR, try to achieve in China a revolution closely imitative of the Russian
         Revolution, and think of the Chinese Communist Party as operating equally with other
         Communist parties throughout the world, as advocates of zongshuo, of vertical theory in politics. In other words, Mao sees such advocates as operating on the assumption
         that Communist parties throughout the world are all equal partisans and on the supposition
         that the USSR has no overt aims toward horizontal politics, toward subordinating all
         other parties to Moscow. But Mao, while tactically exploiting a Communist type of
         revolution, is partial neither to the idea of an alliance of equally sovereign parties
         nor to the idea of allowing the USSR to move, with regard to China, from vertical alliance to horizontal domination. Instead, as his poems have indicated from the beginning, Mao’s grand
         strategy is directed to overpassing all zongshuo elements in the CCP, both all those who threaten Mao’s authority directly and all
         those who see the “Moscow line” as an alliance of equals between Russia and China.
         Mao’s grand strategy has been directed, not since sometime in the 1960s as some have
         supposed, but from its outset directed to placing Mao Zedong in absolute dominance
         over both the Chinese revolution and all the twentieth century revolutions, and to
         establishing China as hegemon of the world. Mao’s grand strategy is directed to the
         elimination of zongshuo, of vertical theory politics, of the theory of equally sovereign states not only
         in Asia but throughout the earth.
      

      
       In “The Loushan Barrier-Gate,” February 1935, Mao is giving attention precisely to
         Zhang Guotao as a representative of zongshuo politics within the CCP and incidentally to Chiang Kai-shek (one aspect of the “real
         as iron” remark) among those who as, in his view, “vertical,” or “upstarts” have to
         be overpassed by Mao Zedong. Best seen within Mao’s whole verse-sequence it is evident that, from
         early in 1935, Mao felt confident that he was already on his way to fulfilling securely
         his whole grand design of overpassing all the tou, all the heads or summits that were standing up in his way, all those who claimed equal sovereignty, either
         for political parties or national and as, in Mao’s view, upstarts, made the error of not recognizing Mao as destined world emperor. Because Mao’s use
         of zong in line 7 is both political and sardonic, this extension of the “vertical” concept
         in zong-tou yue is carried into English as upstart summits that Mao has henceforth, er-jin (at a stride, overpassed), yue.
      

      
       This is the context in which the final three lines of the poem open up their full
         import. Once we have recognized the political implications in Mao’s specialized use
         of zong-tou, the upstart summits referring to all persons, and implicitly all nations favoring equal sovereignty,
         the concept established in line 7 and reiterated in line 8, we can also perceive the
         pervasive function, for this poem, of Mao’s chosen ci form and concurrently apt ci title and its related line from Li Bo’s poem about the Qin palace-girl whose dreams
         are shattered by the power of the Qin emperor, who has absolute control over those
         within his domain.
      

      
       Both the term zong, used in allusion to zongshuo, and the ci title governing the whole poem have their common point of literary reference in the
         power of the state of Qin and ultimately of the Qin “First Emperor” to compel the
         successors of all “upstarts” to an absolute authority of a China controlled by an
         authoritarian emperor. By the time we have completed line 7 and entered line 8 of
         “The Loushan Barrier-Gate” we recognize that Mao has been playing throughout with
         the theme of his increasing dominance as a ruler and deriding both the GMD and Moscow-line
         CCP members in general and, in 1935, Zhang Guotao in particular as not only geese
         and mere horse-pieces and chatter mouths and helpless to match the “iron” force of
         Mao’s own cock-and-sun crest and mere upstart summits that he early overpasses, but
         also as no more than “Qin E,” Qin palace-girls whom Mao, the new “First Emperor,”
         can always both outwit and dominate.
      

      
       In these assembled contexts we can now appreciate the further implications of line
         10. From this day, henceforth, er-jin, all rivals for rulership, all other suns, inclusive of Zhang Guotao, inevitably set for good, go down as though “killed,”
         ru-xue 如血, as though blood-drenched. But what does Mao have in mind when, in his prefatory clause to his remark that
         those who have thought themselves powerful until now are disposed of just as much
         as though they had been shot down and covered with blood, he says that gray hills now resemble a sea? We are by now too well acquainted with Mao’s method of verse composition to suppose
         that, at this point he is merely lapsing into a vaguely used somewhat commonplace
         bit of landscape painting. What has a sea to do with either the landscape of the wholly landlocked provinces of Guizhou and
         Sichuan, with a conflict between two theories of politics within the CCP or in the
         world at large, or with winning a battle over troops allied with the opposing GMD?
      

      
       We recognize the cang-shan 蒼山, the gray hills, that belong with the gray hills of poem 11, “Dabodi.” Again they symbolize the further areas of China that Mao is
         in the process of making entirely red, wholly under his authority as the emperor of the evolving “red revolution” in which
         “red” becomes Mao’s imperial color rather than a single index of a Communist-aligned
         nation. In the three “mountain song” poems, 14, 15, and 16, written during the same
         period, and which we next encounter, Mao also equates the shan (hills and mountains, meaning, in Chinese, any conspicuous rise of land) with a sea. There are three answers to the equation of hills and mountains, with a sea. The answers all relate this question to Mao’s known habits of mind and all are apposite
         to both the succeeding poems and to the present poem 13. The partial answer ensues
         from his known habit of allusion to passages from earlier well-known Chinese poems.
         Another, generally apposite answer, comes from his partiality, in prose as well as
         in poems, for water as a symbol of a political area to be mastered. The major and crucial answer comes
         from a standard locution in the Book of Changes. It is one that happens to occur, among its several occurrences, in the key text
         for the hexagram situation that, in Mao’s now well-tested system of using the Changes, governs his view of his situation in 1935.
      

      
       With regard to these several contexts, we can consider, first, allusions to earlier
         Chinese poems. Because of Mao’s frequent allusions to verse-lines by Du Fu and his
         already having used, earlier in “The Loushan Barrier-Gate,” the particular association
         of the image of the goose with a traveler in trouble that is best known from one of
         Du Fu’s poems to Li Bai, it is not unlikely that another well-known passage from a
         poem by Du Fu supplies one of the contexts for Mao’s associating sea as well as blood in the concluding lines in poem 13. In Du Fu’s “Ballad of the Army Carts” (bing-che[17]  xing 兵車行), a dramatic dialogue spoken in the person of a soldier in service in one of
         the military frontier settlements during the reign of Han Wudi, the soldier suggests
         the fierceness of battle around these far-inland posts through the hyperbolic statement
         that these areas flow with blood as though it were sea water. The immediately following
         line of this poem by Du Fu remarks that, despite this cost in blood, the Warrior Emperor—that
         is, Han Wudi—does not forego his plans for still further expansion of Han (Chinese)
         power. The direct conjunction in Du Fu’s lines of the blood with sea images and the
         theme of an emperor’s active interest in expanding his power makes it highly likely
         that this passage from Bing-che xing (lines 14 and 15)[18]  is one of the contexts to which Mao is alluding in the closing lines of “The Loushan
         Barrier-Gate.”
      

      
       This context attaches to Mao’s poem an implicit equation between Mao and the Han
         emperor most notable for promoting the expansion of Chinese imperial power. Within
         the same poem, Mao has already equated himself with the Qin emperor, the ruler who,
         prior to Han Wudi, had initiated the rise of historical China as a major world power.
         Also, to this same poem Mao has attached an implicit equation between himself and
         Yao, the legendary organizer of a far earlier legendary world empire, the Yao who
         arranged to have other “suns,” rival rulers, shot out of the sky. Such conjunctions
         are characteristic of what we have called, for convenience, the technique of argument
         through situational algebra, that is, through setting up a nexus of allusions that
         contain common situational factors. In Mao’s poems, the common situational factor
         most frequent in allusions through which he builds his self-portrait is the “emperor”
         situation. “The Loushan Barrier-Gate,” in February 1935, marks the moment in the verse-sequence
         when Mao first brings together the major elements of the “emperor” theme: he sees
         himself as a new “first emperor” in terms of both legendary Yao and Qin Shihuangdi,
         and as an emperor expanding the power of China by both political and military grand
         strategy in analogy with not only Yao and Qin Shihuangdi but also Han’s “Martial Emperor,”
         Han Wudi.
      

      
       In relation to Mao’s line 10 and Mao’s allusion to Du Fu’s poem about the expansionist
         wars instigated by Han Wudi and re-instituted by Tang dynasty emperors, in Mao’s line
         9 one level of meaning in cang-shan ru-hai 蒼山如海, gray hills like sea combines reference to the battles of February 1935, and both Zhang Guotao’s local
         defeats in north-central Sichuan and Mao’s successful rout of Wang Jialian’s troops
         at the Loushan pass, with the general concept of Mao as the triumphing military commander
         and military strategist. On this level of meaning, gray hills become like a sea (line 9) that is like a sea of blood (line 10), a sea in which all rival suns are and will be swallowed up. In the English
         version, line 9 is rendered gray hills become now like a sea in order to bring out, in translation, the sequential process Mao is describing.
         The situations described through symbols and allusions in lines 1 through 8, the advantages
         that Mao, from his own viewpoint, possesses over Zhang Guotao and consequently over
         all further rivals emergent or potential in the CCP, together with advantages Mao
         believes he will continue to exploit to reduce the power of Chiang Kai-shek, make
         the further areas of China, the gray hills become now like a sea in the sense of a battle area, the sea that in turn is like blood drenching dying suns (can-yang 殘陽), a sea through which Mao expects to triumph as a military strategist.
      

      
       But these recognitions by no means bring over into his prose calculation all the
         situational implications Mao has epitomized in gray hills become now as a sea. Because a common term for China is hai-nei 海內, within the seas, there is the added implication that, now in a stronger position to deal with all
         the rest of China, to deal with all the gray hills, Mao will encompass in his power all of China, all that is within the seas—that Mao symbolically now has hai-quan 海權, sea-power in the figurative sense of encompassing China. That Mao uses the conquest of “water”
         as part of his rhetorical algebra for the increase of political power we have seen
         developing ever since his initial picture of himself, in poem 1, as the master-swimmer of the stream.
      

      
       This symbolic association re-emerges in Mao’s prose within a year following “The
         Loushan Barrier-Gate.” Mao’s prose exposition of effective political-military strategy[19]  reads as follows: Swimming in the ocean of war, he (the expert strategist) not only
         must not flounder but must make sure of reaching the opposite shore with measured
         strokes. Significantly it is in this same lecture on strategy given in Shenxi in 1936
         that[20]  Mao singles out Zhang Guotao by name as the example of those members of the CCP
         who, in implicit contrast to Mao himself, are incompetent strategists, who do not
         know how to “swim” the “sea” with “measured strokes” and fail to distinguish between
         “retreat” and “strategic retreat.” Mao’s 1936 lecture on strategy, of which the immediate
         target is Zhang Guotao, together with all CCP adherents of what Mao calls the Zhang
         Guotao line—that is, the line premised on the idea of cooperation between the Russian
         Communists and Chinese Communists as equal partners—is already anticipated in 1935
         in Mao’s poem “The Loushan Barrier-Gate.” In this poem Mao is already exulting that
         in the “ocean of war” it is Mao Zedong who triumphs, militarily and politically both
         over Zhang Guotao and all other competing commanders.
      

      
       In this poem 13, as in his other poems, points of contact also emerge between the
         context and argument of the poem and the Book of Changes hexagram text that, in Mao’s system of lunar year correlations, governs the year
         to which the poem is assigned. Poem 13, alluding to events that culminate on February
         26, 1935, comes within the opening weeks of the lunar year that began on February
         4, 1935, and, therefore, in Mao’s correlations, under the auspices of hexagram 13.
         It seems probable, accordingly, that a further allusion relevant to line 9, gray hills become now like a sea is the prognostication central to the text for hexagram 13: the advice to the ruler
         that he has now reached a position of sufficient power for it to be profitable to cross big waters, li she da chuan 利涉大川. This figure of speech, profitable to cross big waters, which recurs in several “favorable” hexagram texts in the Changes, regularly signifies, in the algebra of Chinese metaphors, that the ruler can now
         make a major move that will substantially increase his power.
      

      
       We have been observing that the situation Mao epitomizes in the ten lines of “The
         Loushan Barrier-Gate” involves disposing of impediments by lying low and using covert
         strategems—the advice given to the ruler in hexagram 12—and that having overpassed the “troublesome mountains” that represent Mao’s rivals for power, Mao concludes
         he is now in a situation to begin open exercise of power as a de facto emperor. The
         argument of the poem neatly parallels the final advice of hexagram 12, which in Mao’s
         lunar-year correlations would cover late December, 1934, through February 3, 1935,
         and the conclusion that Mao can now cross big waters, gray hills become now like a sea, that neatly parallels the onset of the Changes that is hexagram 13. The texts for hexagram 13 open with the announcement that the
         ruler has tong-ren yu ye 同人於野, comrade (tong- ren) in the wilds (yu ye) and that it is now profitable to cross big waters because li junzi zhen 利 君 子 貞, the auspices for advantage to the junzi (prince, princely man, ruler, or superior) are now lucky.
      

      
       The term zhen, which is a standard term in the Changes for lucky or favorable has also the attached standard function in the Changes of specific reference to the lower trigram in the hexagram to which zhen refers. Since in hexagram 13 the lower trigram is li the trigram associated with the image of fire or flames, an adept in the symbolism of the Changes would also properly conclude that, at this point, the ruler can not only effectively
         make a big decision, cross big waters, but also has power that can be represented under a universal image for fire or flame. This could readily be attached, in Mao’s mind, to his implications throughout the
         poem that he controls the perennial sun, the symbol of empire, and can dispose of temporary suns, dispose of Zhang Guotao and other rivals who are epitomized, at the end of the poem,
         in the figure of a can-yang, a dying sun that goes under ru-xue, as though blood-drenched, implicitly “killed” and never to rise again. By contrast, the ruler under the auspices
         of hexagram 13 has control of the fire called li, that is, in Changes parlance, a clinging flame, one that remains with the ruler.
      

      
       Because the auspices of hexagram 13, in terms of Mao’s lunar-year correlation, are
         relevant not only to this poem 13 but also to poems 14, 15, 16, 17, 18, and 19, all
         of which were composed during the lunar year which began on February 4, 1935, we can
         postpone most further consideration of Mao’s allusions to the texts for hexagram 13
         to the exposition and commentary in the six further poems. But in connection with
         this poem 13, we can note in conclusion two further curiously appropriate relations
         between poem 13 and the opening sections of the Book of Changes text for hexagram 13. One involves the text for lines 1, 2, and 3 of the hexagram
         and the other, the text explaining what is “imaged” in the hexagram.
      

      
       The texts attached to the lower three lines of hexagram 13 have a potential claim
         on Mao’s attention, in relation to “The Loushan Barrier-Gate” since, within his lunar-year
         system, they would correlate with present and immediate-future events from February
         4, 1935, through July, representing the opening six months of the developing process
         of Change within the whole “Change” represented by hexagram 13. Line 1,[21]  the lowest line, correlating with February into March of 1935, gives the prognostic
         of “comrades at the door; no error.” This can imply that the ruler, together with
         associates among whom he plays the role of comrade—that is, avoids any overt appearance
         of regarding himself as “ruler”—move through a door or gate—the term men 門 signifies both door and gate—and begins to undertake a significant move that, instigated by the ruler, will not
         be imputed to the ruler as an “error.” This matches rather neatly with the import
         of poem 13, dated February, 1935. Line 2 of hexagram 13[22]  asserts that the ruler’s special comradeship with “clansmen,” interpreted, in standard
         commentary, to mean adherence to one faction in a political dispute, will bring a
         temporary humiliation. In Mao’s system, this would be relevant, in retrospect, to
         the struggles of the Long March during April and May 1935. Line 3 of hexagram 13 prognosticates
         that the ruler will next proceed to hide his weapons and go into ambush—that is, again
         disguise his actual aims. The line 3 text adds that he will climb a high hill in order
         to distract attention from the weapons he has hidden. Furthermore, the line 3 text
         advises that he will avoid “rising up” for a period of “three years.”
      

      
       Not only in relation to line 3 is he to “clinch” but “not rise up.” In subsequent
         lines, he is portrayed as continuing to “clinch.” It is accordingly evident that the
         sense in which he “does not rise up” applies solely to the “weapons” that he has temporarily
         hidden. It is these weapons, to be used against rival factions, that he is advised
         to use, to rise up with, only after a prudential delay of three years. This text for
         line 3 of hexagram 13 applies rather well to events of June and July and thereafter
         in 1935. During this period, Mao’s First Front Army and Zhang Guotao’s Fourth Front
         Army finally made conjunction on the far western border of Sichuan. During this period,
         Mao continued to disguise in public what he had nonetheless already privately recorded
         in his poem 13, his intention of definitively “breaking” Zhang Guotao and implicitly
         also “breaking” Chiang Kai-shek. Curious as it seems, it was as he approached the
         opening of the third year from the dating of “The Loushan Barrier-Gate” that Mao,
         by maneuvers using Zhang Xueliang 張學良 as his “weapon,” the “Xian [Sian] Incident”
         to secure a further leverage against Chiang Kai-shek. And from January 1937 to April
         1937, Mao stages the culminating “trial” of Zhang Guotao and subsequent denunciations
         of Zhang Guotao that completed the “breaking” of Zhang. So during the opening months
         of the third year after the initial “coup” that Mao celebrates in “The Loushan Barrier-Gate,”
         Mao has rid himself permanently of that one “upstart summit” and “dying sun.” He has,
         meanwhile, also brought off a coup to weaken the “iron” represented by Chiang Kai-shek.
      

      
       It scarcely needs emphasizing that Mao could not know at the end of February, 1935,
         in exactly what details or in exactly which months of which years he would finally
         “break” Zhang Guotao, or accomplish a major coup in his competition with Chiang Kai-shek.
         But Mao Zedong, like earlier Chinese strategists, was using a system of guidelines
         extrapolated from a study of the Book of Changes. The exultant tone of “The Loushan Barrier-Gate,” which the actual circumstances
         of February, 1935, would not seem to warrant, may spring from Mao’s conviction that
         he has already secured by sufficient influence over the “comrades,” the “tong-ren” that are both CCP commanders and analogous of those specified in hexagram 13, and
         sufficiently prepared “hidden weapons” of psychological advantage, so that he has
         indeed, early in 1935, “overpassed” the “troublesome mountains” and can, one way or
         another, dispose of Zhang Guotao entirely and acquire a definitive advantage over
         Chiang Kai-shek by 1937, that is, within the coming three years.
      

      
       Of minor importance in relation to Mao’s use in “The Loushan Barrier-Gate” of the
         verb to shatter and the term iron is the fact that these terms have a further resonance beyond, respectively, the allusion
         to Li Bo’s poem about the captive Qin palace-girl and the allusion to Chiang Kai-shek’s
         “iron-ring” tactics. Mao’s use of shatter and iron also take on a minor echo from a poem attached to line 5, the “ruler” line of hexagram
         13. This poem within the combinations in the Book of Changes includes the assertion that those who understand how to make effective use of comradeship
         have the strength to “shatter iron and bronze.”
      

      
       The interpretation of the “image” in hexagram 13 is also pertinent. The text in the
         Changes asserts that the relation of the lower hexagram, fire, to the upper hexagram, heaven, indicates that the ruler is to develop advantage by stressing his role as a comrade
         among comrades and that in so doing he organizes the “clans”—that is, takes control
         of all factions, while “making distinction” among them—that is, he decides which factions
         are useful to him and which factions he will eliminate. Mao’s poem 13 also stresses
         the making of distinctions. The factions he eliminated are represented under the figure
         of the goose, of expendable horseback riders, the chatter-mouth trumpet, and the zong-tou, the upstart summits. These are the figures of rivals and rival groups to be overpassed, to be eliminated or maneuvered into submission to Mao’s aims as ruler, for himself
         and for China.
      

      
       In closing our analysis of “The Loushan Barrier-Gate,” it is pertinent to continue
         to bear in mind that the peculiar neatness of correspondence between Mao’s poem and
         the Book of Changes text for hexagram 13 need not have ensued until many years after the actual events
         of February 1935. Of all the poems now in Mao’s verse-sequence, the earliest evidence
         for a definitive form of any of the poems comes only from the 1940s and then only
         for poems 17, 19, and 20, “The Long March,” “Liupan Mountain,” and “Snow.” “The Loushan
         Barrier-Gate” appears in print for general circulation not until 1957 and is given
         its position as number 13 in Mao’s verse-sequence not until 1963. There was every
         opportunity during the nearly three decades subsequent to the events of February 1935
         for Mao to have brought what may have been a rough draft of this poem into neat correlation
         with the texts of hexagram 13 concerning the making of distinctions among tong-ren, “comrades,” the passage through a “gate,” the “hiding of weapons” before going up
         a “big hill” and also “crossing big waters.”
      

      
       Once we have examined together with Mao’s poem 13 the further dates to 1935, we find
         very strong cumulative probability that during 1934 and 1935 Mao was already gambling
         on the likelihood that his situation in those years might correspond to the political
         process sequence epitomized in the Changes texts from hexagram 12 into hexagram 13. But the towering confidence in his assumed
         destiny as an ascendant ruler possessed of both the luck and the wit to work in harmony
         with the Changes may very well have entered into the polishing of the verses of “The Loushan Barrier-Gate”
         only after Mao was ensconced in Beijing in 1949.
      

      
       “The Loushan Barrier-Gate” is one of a number of instances in Mao’s verse-sequence
         that can remind us to continue to be wary of the assumption common to prior translators
         of Mao’s poems—the assumption that the date Mao assigns to a poem included in the
         definite verse-sequence in 1963 should be taken as the completed composition of the
         poem. From the advantage of our present retrospect, a more viable conclusion appears
         to be that the date Mao attaches to each poem does not necessarily identify the actual
         day or month or season within a specific year for the actual completion of the final
         form of the poem. Instead, we can more aptly conclude that the date he attaches has
         two other functions: it identifies the period in Mao’s life history to which the poem
         has reference and it identifies the sequential position of these events in relation
         to Mao’s own probably retrospective view that his political ascendancy has developed
         in remarkable accord with the theory of the political process epitomized in the Book of Changes.
      

      
       Within this general conclusion, we can viably conclude, with regard to “The Loushan
         Barrier-Gate,” that though he put the poem into its present form by the spring of
         1957, the period of its appearance in volume 1, number 1, of the New China Poetry magazine authorized and financed by Mao’s now strongly centralized government, the
         implied, absolutely assured, triumph over major rivals that is celebrated in this
         poem may have been, as seems often to have been the case with prophecies in other
         literatures, produced from the advantage of a long retrospect. The poem may have reached
         its final form, not in February 1935, but sometime after 1938, after Mao’s political
         coup over Zhang Kai-shek in Xian in late 1936 and the final “breaking” of Zhang Guotao
         in 1937-1938.
      

       

       

       

      Poems 14, 15, 16: The Mountain Poems (1934-1935)

      
      (Shi liu zi ling san shou 十 六 字 令 三 首 / 十 六 字 令 三 首)
      

      Prefatory comment

       

      The major expository comment on poems 14, 15, and 16 follows the translation of these
         poems. But since these poems are presented as also constituting one poem, and the
         subsequent exposition is handled accordingly, some prior explanation is called for.
      

      
       In all Chinese editions of Mao’s poems, the stanzas now to be considered are tabulated
         as three poems but, nonetheless, in every Chinese edition, are set up in a format
         indicating that they are to be regarded as one poem. We encounter here one of the
         conventions of Chinese terminology. The three pieces, of four lines each, are in function
         clearly one continuous poem. But the verse-form employed dictates, by Chinese convention,
         that each four lines be counted as one “piece.”
      

      
       For poems 14, 15, and 16 Mao uses, for each, a fixed ci 辭 form known as a sixteen-character ling 令, that is, an arrangement or pattern employing sixteen ideograms. Accordingly, Mao captions the total twelve lines shi-liu-zi ling san shou十六字另三首: “three pieces,” sanshou, each of which is composed in the ci form known as the shiliuzi ling, the sixteen-character pattern.
      

      
       Beyond this caption, Mao’s three sets of four lines developing a single theme have
         no title. To avoid the cumbersome repetition of the caption, “Sixteen-Character Pattern:
         Three Pieces,” we can, for convenience, call these pieces the “Mountain Poems.” At
         the head of the translation below, “Mountain Poems” is placed in brackets to indicate
         that it is an introduced title. This title serves both convenience and appropriateness.
         In Chinese each of these three pieces opens with the term shan 山, mountains; and, in China as elsewhere, employing a text’s opening word as its identifying title
         is a familiar practice. Calling these pieces “Mountain Poems” has a further appropriateness
         since the title “Mountain Poems” also suggests the controlling theme. In all three
         pieces Mao presents his position in politics in terms of his increased eminence, as
         he sees it, from 1934 through 1935, an eminence he represents symbolically as his
         position on “mountains.” Again Mao is employing landscape images to symbolize political
         situations.
      

      
       Mao’s motives as a poet are directed to recording, in an algebra of symbols derived
         and adapted from traditional Chinese symbolism, his successes as a tactician and strategist
         and to prophesying his expectations of further political successes. Each such success,
         actualized or anticipated, he epitomizes in verse, as an action at specific moments
         in a time-and-space continuum. Mao assigns the time span  1934-1935 as the epitome
         period to which the “Mountain Poems” allude.
      

      
       The years 1934-1935 cover the period of Mao’s rise to top command in the CCP. This
         span also includes the months of the Long March over, through, and around many lateral
         mountain ranges. The lateral mountain ranges were particularly formidable in and after
         January, 1935. Mao moved into and out of Guizhou, through part of Yunnan, up along
         the western border of Sichuan and beyond, in the trek during which Red armies, directed
         not only by Mao but also by several other notable CCP commanders, trudged to China’s
         far west and then to the north. But though from the departure in the autumn of 1934
         out of the hills and mountains of Jiangxi and Fujian on to the arrival in Shenxi in
         the northwest in the autumn of 1935, Mao mostly walked, sometimes rode horseback,
         and, by some reports, was occasionally carried by others through much difficult mountainous
         terrain, lateral mountain travel is not the subject of poems 14, 15, and 16. Nor is
         the “speeding horse” of poem 14 to be equated with the literal horse that was part
         of the war booty from the battles of 1929 in northern Jiangxi and western Fujian and
         that accompanied Mao, as his occasional mount, from 1929 to 1938.[23] 
      

      
       Long experience of mountainous terrain and the possession, as commander, of a horse
         are undoubtedly among the occasions for Mao’s selection of his symbols. But the content
         of these poems themselves, together with the old riddle-song (discussed in the commentary
         below) that Mao appends as a footnote, eliminate the probability that lateral mountains
         or an actual horse are the main motivation as, in any substantive sense, the subject
         of these “Mountain Poems.”
      

      
       Their motivation is clearly Mao’s exhilaration, expressed through hyperbole after
         hyperbole, as he now anticipates absolute dominance over all rivals for political
         power in China and envisions, beyond this point, the shape of his strategy for world
         dominance. That world dominance is his ultimate aim is further confirmed in poem 18,
         “Kunlun,” dated October 1935, in which Mao again employs symbols of “mountain” dominance
         and “spirit-sword” power (compare poem 16, line 2) to register his intent to shape
         the future of the whole world.
      

      
       The exposition following the translation of these poems details the major clues as
         Mao employs them to the factors he represents under such images as mountains, horses,
         seas, streams, “Two-Edge,” and pillars. As usual, he follows traditional Chinese practice
         in his range of allusions. The literary sources providing his algebra of symbols include
         symbolism from the Book of Changes and from old poems, legends, and philosophers’ tales. Mao’s allusions to the “Two-Edge”
         involve texts from the Zhuangzi and from the Chuci poets. Mao uses the term “horse” (speeding horse, ten thousand horses) in the sense
         in which he has already used it in poem 13. Chinese poets from classical times up
         to and beyond Du Fu[24]  have adapted the sense of horse or horseman, a battlefield leader of rank above commoners but below that of generalissimo or
         ruler, to a wider symbolic function of the horse and horses as an equation for any officials, whether or not connected with military affairs.
         Commanding an office or qualified to do so, these horses are regularly understood to be under the command, or at the command of a king or
         emperor.
      

      
       All of Mao’s symbolic discourse would be in the usual procedures of this study, postponed
         until after presentation of the translation. In the case of these poems 14, 15, and
         16, however, brief prefatory notice of the contexts that condition the translation
         seems advisable. Lack of attention by previous translators to the fact that the theme
         of these ingeniously terse poems is power politics has produced, and made familiar
         to a number of English readers, versions of these poems that transform them into commonplace
         landscape lyrics. These earlier versions[25]  have so distorted the meaning of the poems that readers of the earlier translations
         cannot ascertain Mao’s motivation for the poems or even locate, in the English versions,
         some of the key images present in the Chinese text.
      

      
       The distortion of Mao’s meaning accomplished by these earlier published English versions
         is explicable. These versions are patently governed by preconceptions on the part
         of those translators. They avoid what the poems clearly express, even to the point
         of omitting terms that do not accommodate their preconceptions. The English lyrics
         they have produced are, with regard to poems 14, 15, and 16, not even paraphrases
         but wholly different poems. One of their preconceptions is that Mao must be registering
         an ordinary emotional response to formidable and lateral mountain ranges. This preconception
         leads them, in turn, to mistranslate the riddle-song that Mao appends as a footnote.
         They accordingly lose, from the outset, the key to the military and political situations
         symbolized by Mao’s “mountains.” These earlier translators seem also to have been
         inconvenienced by a variant punctuation common to all editions of Mao’s poems prior
         to the Beijing editions of December 1963.
      

      
       In published texts of the “Mountain Poems” from 1957 through 1962, the opening term,
         shan 山 mountains, was, in several editions, followed by an exclamation point. Andrew Boyd[26]  took this, from the 1957 text, to imply an ejaculation, “Mountains!” From some version
         available before his death (Wong Man did not live to see the Beijing edition of 1963),
         Wong Man decided to interpret the opening line as “Peaks!” though this disturbs the
         sense of the term shan as Mao employs it. Though Bullock and Ch’en state the Beijing 1964 editions as their
         text, they, in this instance as in several poems that Andrew Boyd had earlier translated,
         follow uncritically Boyd’s versions. All these translators ignore the alternative
         reading possible even for those earlier exclamation-pointed texts: this is “I am on
         mountains!”—a proclamatory statement from which all the subsequent lines proceed to
         the same meanings given in the new translations.
      

      
       It is this sense, Mao’s announcement that he is on the heights, that is intrinsic
         to the poems. It is clarified in the definitive Beijing 1963 edition of Mao’s verse-sequence
         by the change of punctuation that Mao has now made. In the Beijing 1963 edition he
         has omitted the exclamation point after shan in all three poems and replaced it with a comma. The use of comma as point-mark clarifies
         the syntactic relation of shan to the rest of the opening statement in each of the three poems. The use of the comma
         after shan, the opening word, marks the “mountains” as the pre-positional location in relation
         to the action stated and completed in line 2 of each poem.
      

      
       For Piece I, thereby, the syntactic relation becomes:

      
      
         
         	
            pre-position: Mountains,
            

         

         
         	
            consequent action: fast horse more whip not get down from saddle.
            

         

         
      

      
      For reasons conditioned by contexts discussed in the exposition that follows the new
         translation here, the English prepositions become, successively, mountains for poem 14, through mountains (in the sense of by means of my ascendancy) for poem 15, and from mountains in poem 16. In all three cases the intrinsic syntactical relationship is the same:
         that is, Mao says, in each case, line 1, I am on mountains (my position is my pre-positioning on heights of power) and therefore, line 2, I am able to act thus and thus. In piece I, on his heights
         of power he says he is superior to any “horse,” that is to other chiefs and commanders.
         In Piece II he says he will, through his eminent power, create worldwide revolution
         (“upset” seas and streams, “harry” ten thousand horses—all the world’s commanders).
         In Piece III he says that from his heights of power he will both invade and sustain
         “Heaven”—that is, he will become world emperor.
      

      
       Prior translators of these poems have had several handicaps. They have been handicapped
         by reluctance to face up to Mao’s habit, under his camouflaging metaphors of boasting
         his pre-eminence. They have had the added handicaps of supposing that, because some
         earlier Chinese poets have written simple landscape descriptions, Mao is merely imitating
         these poets. The earlier translators have forgotten that, in a Chinese tradition much
         richer and more pervasive than the genre of simple landscape descriptions, seemingly
         common images—for example, mountains, seas, streams, horses, swords (such as the e 鍔 of Mao’s Piece III, line 2)—have long standardized functions as symbolic in poems
         on political themes. The earlier translators have also failed to take account of Mao’s
         habit, following long Chinese precedent, of using puns at once witty and serious.
         They have, in consequence, overlooked his wordplay, in the concluding line of poem
         16, by which he makes the concluding word convey simultaneously the image of a space-gap
         and the image of himself holding an uplifted sword.[27]  The previous translators have been handicapped further by too routine a response
         to the function of the exclamation point in earlier editions of the poems. But though
         these several handicaps may explain the extraordinary inaccuracy of their versions
         of these poems, this still does not exonerate the earlier translators. Their failure
         to carry into English key terms present both in the riddle-song provided by Mao’s
         footnote and in the texts of his poems themselves, together with lack of attention
         to Mao’s syntax and use of parallelisms seems accountable only as either a willful
         refusal to face what the poems say or astonishing carelessness and haste in their
         reading of the texts.
      

      
       But the purpose of this study is not to extend debate over versions produced by earlier
         translators. The potential scope of such debate is touched upon again at this point
         solely because, far more conspicuously than with regard to any others of Mao’s poems
         except, possibly, poems 18 and 37, preconceptions and errors of omission have produced
         and put into circulation versions of these poems, signed by these earlier translators,
         that are inaccurate to the point of obliterating the meaning of the original Chinese
         texts. But here, as always, in this study, original Chinese text is provided together
         with the new translation. Those willing to read the exposition following the translations
         and also able to study the Chinese text will understand for themselves why it has
         seemed, with regard to the “Mountain Poems,” advisable to mention in advance some
         of the bases for the marked difference between the “literal handicap” verses previously
         circulated in English as representing Mao’s poems 14, 15, and 16 and this present
         new rendering.
      

       

      Three Mountain Poems[28] 
      

      
      I

       

      
      1. Shan, 山 / 山
      

       

      
       On mountains,

       

      
      2. Kuai ma jia bian wei xia an. 快 馬 加 鞭 未 下 鞍 / 快 马 加 鞭 未 下 鞍
      

       

      
      I whip the more a speeding horse and I will not dismount. 

       

      
      3. Jing hui shou, 驚 回 首 / 惊 回 首
      

       

      
      A chief would be a craven, 

       

      
      4. Li tian san chi san. 離 天 三 尺 三 / 离 天 三 尺 三
      

       

      
      Should he draw back at three-plus-three from Heaven.

      
       

       

      
      II

       

      
      1. Shan, 山 / 山
      

       

      
       Through mountains, 

       

      
      2. Dao hai fan jiang juan ju lan. 倒 海 翻 江 捲 巨 瀾 / 倒 海 翻 江 卷 巨 澜
      

       

      
       I grasp the mightiest waves and upset seas and stir up streams. 

       

      
      3. Ben teng ji, 奔 騰 急 / 奔 腾 急
      

       

      
       Harried to hasty zeal, 

       

      
      4. Wan ma zhan you han. 萬 馬 戰 猶 酣 / 万 马 战 犹 酣
      

       

      
       Ten thousand horses fight as though carousing. 

       

       

      
      III

       

      
      1. Shan, 山 / 山
      

       

      
       From mountains, 

       

      
      2. Ci po qing tian e wei can. 刺 破 青 天 鍔 未 殘 / 刺 破 青 天 锷 未 残
      

       

      
       I thrust, broached through the blue to Heaven, my Two-Edge none

      can harm. 

       

      
      3. Tian yu zhui, 天 欲 墜 / 天 欲 坠
      

       

      
       Heaven, inclined to fall, 

       

      
      4. Lai yi zhu qi jian. 賴 以 拄 其 間 / 赖 以 拄 其 间
      

       

      
       Across this space is pillared by my sword-arm. 

      
      Section A: The riddle-song in Mao’s footnote

      
      Contexts relevant to Mao’s “Mountain Poems” include, expectedly, events in his own
         career to which he points by the tense indication he assigns to these poems in the
         Beijing 1963 edition. Events to which he points by appending the notation 1934-1935
         after poem 16, implying that the tense span corresponds to the import of poems 14,
         15, and 16 taken together, have been mentioned in general terms in our prefatory comment;
         these events will be considered further below.[29]  Sources in earlier Chinese history and literature supplying contexts and clues for
         the political connotations Mao intends in his use of such images as mountains, horses,
         seas, streams, sword, and pillar have, in some instances already been mentioned in
         conjunction with their use in preceding poems in Mao’s verse-sequence. These and other
         areas of contextual reference will be further explored as this commentary proceeds.
         But for these poems, 14, 15, and 16, the clue that takes precedence for any effective
         translation and discussion is the footnote Mao himself supplies. Immediately following
         poem 14, Mao adds[30]  a “source note,” giving the text of an anonymous riddle-rhyme that, by its form
         and vocabulary, could have been current in China since the early middle ages.
      

      
       This riddle-song is a five-line stanza in a five-pace measure, rhymed a, a, a, x,
         a. Earlier translators of the “Mountain Poems” have also given an English version
         of this song supplied in Mao’s footnote. But, failing to see or avoiding the recognition
         that it is a riddle on the subject of power politics, these earlier versions have
         omitted, in their English, several of the key terms in the Chinese original. It becomes
         necessary, accordingly, to present here the Chinese text of the old song as well as
         a new and more informative translation, followed by an analysis of the old song’s
         purport.
      

      
       The Chinese text of the riddle-song is:

      
      
         
            
         
         
            
         
         
            
            
               	
                  
                  Shang you ku-lou shan,

               
               
               	
                  上 有 骷 髏 山,

               
            

            
            
               	
            

            
            
               	
                  
                  Xia   you   ba-bao   shan,  
                  

               
               
               	
                  下 有 八 寶 山,

               
            

            
            
               	
            

            
            
               	
                  
                  Li   tian   san-chi-san.  
                  

               
               
               	
                  離 天 三 尺 三.

               
            

            
            
               	
            

            
            
               	
                  
                  Ren guo yao di tou,

               
               
               	
                  人 過 要 低 頭,

               
            

            
            
               	
            

            
            
               	
                  
                  Ma guo yao xia an.

               
               
               	
                  馬 過 要 下 鞍.

               
            

         
      

      

      
      This text translates to:

      
         Going above and holding Skull-and-Bones Mountains,


         
           Going below and holding Eight-Treasures Mountains,


         
           Three-plus-three from Heaven.


         
           Who crosses these afoot must bow his head,


         
           Or, horseback, from his saddle must step down.

      

       In Mao’s first “Mountain Poem,” poem 14, to which he appends this old riddle-song
         as a footnote, Mao implies that he is already master of both “Skull-and-Bones Mountains”
         and “Eight-Treasures Mountains.” He asserts, further, that he is already superior
         to any man who “crosses there afoot,” and that, already a commander, a “horseback”
         man, he not only does not step down from his saddle but will continue upward; that
         is, he will become master, or is already master, of the space called san-chi-san that intervenes between the tops of these “mountains” and “Heaven.” The occasion
         for translating san-chi-san as three-plus-three rather than three-foot-three, which would be the interpretation likely to occur first to any reader, Chinese or
         not, lies within the main purport of the riddle-song itself and will be explained
         below.
      

      
       Mao attaches the old riddle-song only to the first of his three poems. But his Piece
         II and Piece III continue the symbolic narrative of his career as commander, with
         an account of what he can now do because he “possesses” the “mountains” that represent
         two areas of eminence in world affairs. The old riddle-song, in consequence, is relevant
         to all three poems.
      

      
       Through the riddle terms, “Skull-and-Bones Mountains” and “Three-Treasures Mountains,”
         the old riddle-song represents the two routes toward maximum temporal power that are
         set out, respectively, in the Chinese bingfa 兵法 texts (“art of war” texts) and in the Book of Changes. As a riddle term, “Skull-and-Bones Mountains” derives from a common expression recurrent
         in old Chinese tales. In such tales great military triumphs are regularly summarized
         by mention of the “mountains of skulls and bones” (i.e., ku 骷, skulls, and lou 鞻, skeletons) heaped on the field of battle. As a riddle term, “Eight-Treasures Mountains” alludes
         to the “eight trigrams” and is a variant on “Eight-Trigrams Terraces” a locale in
         “outer space” visited, in old Chinese tales, by favored heroes who, thereafter, possess
         extraordinary powers over the earth and its inhabitants.[31]  “Eight-Treasures Mountains,” like “Eight-Trigrams Terraces,” alludes to the sets
         of three lines “piled up” into the double trigrams that produce the sixty-four hexagrams
         of the Book of Changes. The “Eight Treasures” are the “Eight Trigrams” that, in the view of traditional
         Chinese military strategists and traditional Chinese emperors institute the means
         to eminence through mastery of the art of power politics. The “Eight-Treasures Mountains,”
         like the “Eight-Trigrams Terraces” are also symbolically analogous, as Mao would readily
         recall, to the famous image of heaped up stones that Zhuge Liang set up by the streamside,
         a maze solvable only by those who had a profound enough understanding of the eight
         trigrams to qualify as experts in both the military and political aspects of the art
         of power politics.
      

      
       In the old riddle-song that Mao supplies as footnote to his own poems on possessing
         eminences in power politics, lines 1 and 2 state that such eminence requires holding, having possession of (you 有) both major military triumphs—Skull-and-Bones Mountains—and holding, having possession of (again, you) the whole dialectics of power politics—the Eight-Treasures Mountains. In the riddle-song,
         line 1, military triumphs are called going above (shang 上); this is the route that is public and obvious. With equal appropriateness within
         the logic of riddle language, line 2 speaks of acquiring mastery of the whole dialectics
         of power politics in terms of going below; this is the route that is less visible in that it is more of a riddle to the general
         public. This route also goes below in the sense of penetrating below the surface of events to lay hold of, according
         to traditional Chinese doctrine, the laws underlying both the processes of the universe
         and the process of power within human relationships. Even were there no other clues,
         the fact that line 2 speaking of taking possession of mountains by going below apprises us that we have to do with a riddle-text and not a rhyme about either literal
         mountains or mere folk-fantasy mountains.
      

      
       Line 3, in the old riddle-song, is the prime clue to the meaning of the riddle. Expectedly,
         it is also the line that Mao takes over as both the climax line of his poem 14 and
         the essential clue to all three of his “Mountain Poems.” Both line 3 of the old riddle-song
         and line 4 of Mao’s poem 14 state the crux, from the traditional Chinese viewpoint,
         of power politics. A man may be both a distinguished achiever in the art of war and
         an apt student of the Book of Changes, but still lack a further asset necessary to carry him to “Heaven”—that is, in old
         Chinese political symbolism, the further asset necessary to open the way to the fei long 飛龍, the flying dragon, who arrives zai tian 在天, who occupies or lives in “Heaven,” the asset necessary to become a “celestial dragon,” emperor of China, putative
         ruler of the world.
      

      
       The symbolism of the “flying dragon occupying Heaven” comes from the text of hexagram
         1 in the Book of Changes, and it is this hexagram 1 that is represented in the riddle-term san-chi-san, the riddle-term that, to assist English readers, is rendered in both the translation
         of the old riddle-song and of Mao’s poem 14 as three-plus-three. This is the crucial further span above the mountains of military triumph and practice
         in the dialectics of politics that opens only to the man whose auspices, in Chinese
         Changes doctrine, are those of the “Heaven” hexagram, hexagram 1. To put the idea in more
         familiar terms, a man who might come to power over China and over the whole world
         needs not only military skills and achievements and mastery of the dialectics of political
         power, but must also appear at a favorable time in the process of the space-time continuum,
         at a favorable moment in the universal process of the “changes” and also be endowed
         with a “flying dragon” temperament and charisma if he is to attain the absolute pre-eminence,
         the “entered into Heaven” pre-eminence represented by the three-plus-three, hexagram 1, the doubled “Heaven” trigram. Only under these auspices, in the traditional
         Chinese doctrine of Changes, can a man move across the span that separates the generality of notable military
         and political leaders from the absolute pre-eminence of a ruler of China who is also,
         in old Chinese theory, ruler of the world.
      

      
       The trick of the riddle-term san-chi-san is the trick familiar to conundrums in all languages: that is, the use of a locution
         that suggests a commonplace meaning that opens its import to those who perceive alternative
         meanings and, among those, the one that “solves” the riddle. The common place meaning
         of san-chi-san would be three-foot-three, a distance measuring three feet and three inches. San-chi-san, however, has alternative meanings. It can mean three-feet-and-three-more, the height, in Chinese terms, of a more than usually “tall” man. It can also mean:
         three lines drawn-with-a-straight-edge-stick (chi 尺) and then three lines again.
      

      
       The closing lines of the riddle-song, lines 4 and 5, emphasize that ordinary people
         under ordinary auspices cannot possess (you) “Heaven.” Consequently, it is clear that the space separating them from “Heaven”
         signifies somewhat more than an ordinary three-foot-three inches (equivalent to thirty-three
         inches English measure since the Chinese straight-edge measuring stick is a “foot”
         of ten rather than twelve inches) and that this san-chi-san distance also signifies something more than three-feet-and-three-more-feet (sixty
         inches, English measure). The span taken literally as thirty-three inches would give
         the conventionally attributed length of a man’s arm. But within the logic of the riddle-song’s
         extended metaphor, this would suggest that even a man on foot, and head bowed or not,
         could reach up and pull himself into “Heaven.” The span taken literally as sixty inches
         would, as mentioned, give the height of a “tall” man; and within the logic of the
         extended metaphor this would suggest that, afoot or on horseback, such a “tall” man
         could readily lay hold of “Heaven” and vault himself into world pre-eminence.
      

      
       But once the riddle asserts that ordinary men (ren 人, line 4) afoot and even horseback-men (ma 馬, line 5) must (yao 要) cringe and disappear over the other side of their ordinary worldly eminences,
         clearly this term san-chi-san represents a span not easily conquered. The clue lies in the further alternative
         significance, reading san-chi-san as: three-lines-one-above the other (san—which happens to be the script-character for san 三) drawn-with-a-straight-edge-stick (chi) and then again san, three-lines-one-above-the-other. Three such straight lines to which three more such straight lines are added yield
         the doubled “Heaven” trigram that is hexagram 1 in the Book of Changes, the doubled solid-straight-line trigram signifying the auspices essential to a Chinese
         emperor as ruler of the world.
      

      
       This is the solution to the riddle-song: that holding eminence as a military expert
         and holding eminence as a master of political dialectics are the roads toward pre-eminence
         but there still remains (line 3) the need for the crucial auspices of the doubled
         “Heaven” trigrams, auspices that a man cannot make use of unless the “changes” are
         at the right point to present them to him. By already alluding, within the conundrum,
         “Eight-Treasures Mountains,” to the eight trigrams has of course prepared the way,
         for minds habituated to the forms and significances of the trigrams and their hexagram
         combinations, for the recognitions that san-chi-san is a conundrum for hexagram 1, the set of three straight lines topped by a further
         three straight lines that signifies the “Heaven” auspices relevant only to a potential
         or actual world-ruler. It is a span both very narrow and very vast, being a conceptual
         span and not one measurable in literally feet or inches.
      

      
       The riddle-song then goes on, in lines 3 and 4 to indicate the required behavior
         and inevitable fate of men who are not possessed of the auspices of hexagram 1, the
         men who lack the crucial san-chi-san. Though such a man may possess (you) both the “mountains” military imminence and the “mountains” of eminence in the dialectic
         of politics, so long as he does not possess by the will of Heaven the inherent further
         power represented by the doubled solid-line trigrams, he cannot become world-ruler.
         If he is an ordinary man, a ren人, the riddle says, he must bow his head. This phrase di-tou 抵頭 is again a phrase with a double meaning. Within the metaphorical mountain landscape,
         it suggests walking through a narrow space while crossing over and disappearing down
         the other side of the mountains. But “bow his head” describes, simultaneously, the
         ritual behavior of a man encountering a great ruler, one who is up there above over
         the san-chi-san. In Chinese ritual a man lowers his head before the emperor, since the emperor “lives
         in Heaven,” and is called the equal of “Heaven.” Similarly, the man on horseback,
         the man of higher military and/or political-social status must abide by the ritual
         formula. A man on horseback approaching “Heaven”—that is, approaching the person of
         the emperor—is also required, by the rules of empire, to dismount; he too retires
         on foot and, as the riddle implies, disappears down the other side of the mountains.
      

      
       It is this riddle-song, with its comment on power politics in terms of the art of
         war and the terminology of the Book of Changes, that Mao appends to his “Mountain Poems.” It is the opening clue to the reading
         of his own new “mountains” riddle-song. In these three new riddle-songs Mao announces
         that he is the superman, the now visible “flying dragon.” Mao has no need, he indicates,
         to bow his head or to dismount as he reaches the last crucial span, the three-plus-three that bars all but the Heaven-favored commander from becoming world-ruler. In poem
         14 Mao announces his dominance over all the other “horses”—that is, rival horsemen,
         rival chiefs and commanders in China. In poem 15, he announces his strategy for dominance
         over the whole earth. And in poem 16 he mounts his grandest hyperbole by asserting
         that he not only possesses the weapon to take Heaven “by storm”[32]  but that the whole future process of events in the world now depends upon Mao Zedong.
      

      
       The allusions and poems through which he promulgates the final assertion will concern
         us below, in section D. For the moment we can observe, as final preparation for the
         detailed analysis of the three poems, that Mao implies, throughout, that his own will
         power is sufficient to accomplish all his aims. Poem 16 implies that Mao believes
         he can cut through any circumstances, inclusive of the complex of circumstances symbolized
         in the three-plus-three of hexagram 1; he can, he says, force Heaven itself to admit him a ruler of the world.
      

      
       Because both the riddle-song in Mao’s footnote and Mao’s own “Mountain Poems” turn
         on the crux phrase san-chi-san, it appears to be more useful to an English reader to render it in English in a form
         giving a clue to its conceptual function. An English reader lacks the Chinese advantage
         of seeing the word san 三, written out twice. An English reader also can be radically misled by the meanings
         of “foot” in English, since they do not correspond to the range of alternatives for
         reading chi in Chinese. Consequently, both in the riddle-song and Mao’s poem 14, san-chi-san is given as three-plus-three. In this form it still retains its function as a conundrum but suggests, as both
         the riddle-song and Mao’s poem 14 intend, that this is a conceptual “distance” that
         is not to be reduced to any literal matter of feet or inches.
      

      
      Section B: Analysis of poem 14

      
      Poem 14, the first in the sequence of Mao’s own riddle-songs, starts at the point
         where the old riddle-song ends. Within the symbolic logic shared by the old riddle-song
         and Mao’s new ones, Mao’s poem 14 indicates that he is already “on,” already in possession
         of both Skull-and-Bones Mountains and Eight-Treasures Mountains and that, as a commander,
         a horseman himself, he will not step down or draw back but will keep on going upward
         to “Heaven” itself; that is, will go up to the position of world-commander, the position
         he attributes to himself in poem 16. As a horseman Mao says he not only uses a speeding
         horse but will not allow the horse to slacken. The opening words of poem 14 up to
         the caesura in line 2, shan, kwai-ma jia-bian 山快馬加鞭, on mountains, I whip the more a speeding horse, involves a play upon the words of a familiar Chinese maxim. They also describe,
         symbolically, Mao’s tactics of using the whiphand to force other officers of the CCP
         to act as his “mounts” carrying him to the pinnacles of power. He epitomizes in lines
         1 and 2 of poem 14 the same themes he has already developed in poem 12, dated 1934,
         and poem 13, dated February, 1935, the theme of his sustained dominance over all rival
         commanders in China.
      

      
       Mao’s phrase kuai-ma jia-bian, speeding horse the more whip is an obvious play upon the Chinese maxim kuai-ma yi-bian, kuai-ren yi-yan快馬一鞭, 快人一言, which may best be translated: an already swift horse needs but one touch of the whip; an already quick-witted man needs but one word. The primary implication of the maxim is that, for creatures of already high abilities (kuai, swift, both physically and mentally), only the slightest reminder is necessary to insure
         a quick, useful response. But the maxim also implies that more whipping or more haranguing
         may damage rather than preserve the talent for kuai, for making speed. When Mao says that he whips the more a speeding horse, he conveys, in one sardonically allusive phrase, the fact that he consciously exploits
         the skills of others to carry him to the pinnacle of power and at the same time will
         either force them to stay under his command or will break their spirits completely,
         in either case making sure that he holds advantage over them. Since this opening “mountain
         poem” comes from the same period as poems 12 and 13, both of which have to do with
         Mao’s triumphs over his rivals, the purport is obvious.   
      

      
      Mao, at the outset of poem 14, presents himself as a mounted man, making clear that
         he is no ordinary mountain-crosser such as those who go on foot and have to bow their
         heads. Mao portrays himself not only as, so to speak, a high-ranking piece in the
         war-game, but the chief over all the other ma, the horse-lords who, being subject to his whip, are subordinate to him as the war-chief.
         When, in the concluding phrase of the same statement in line 2, he announces that
         he will not step down, wei xia-an 未下鞍, the negative wei conveys both not yet and never. He is of course, on the first level of meaning, making a rebuttal to the concluding
         line of the riddle-song. Unlike the horseback-riding lord of the riddle-song who yao xia-an 要下鞍, must get down from his saddle, Mao asserts that not yet and never will he step down. Since in the context shared by both the riddle-song and Mao’s
         extension of it, the only person who not yet and never has to get down from his saddle in approaching “Heaven” is the emperor, before whom
         all other lords must dismount, the purport of Mao’s opening poem is already clear
         from line 2: that Mao, convinced of his emperor status, is confident that he need
         never step down before anyone on earth or in Heaven.    
      

      
       The concluding lines of the opening poem of the three poems provide, to the same
         purport, a further rebuttal of the last line of the riddle-song and a further affirmation
         of Mao’s intention zai-tian 在天, to reside in Heaven, to penetrate the “three-plus-three” space between the top of the mountains and “Heaven.”
         But Mao’s phrasing of these lines 3 and 4 of the opening poem is, among all his word-ambushes
         to trap the unwary, one of the most clever—and the more so because it is handled without
         any intricacy of allusion. It merely exploits the preconceptions of “ordinary men”
         who have neither understood the old riddle-song nor grasped what Mao has already asserted
         about himself in saying he will not step down.
      

      
       The idea of whipping a speeding horse on mountains so high that their tops are very
         close to Heaven might suggest that, being so high, a man could become afraid. Readers
         with such a preconception, and those unluckily include prior translators of these
         poems, read line 3 as jing hui-shou 驚回首 and translated it as afraid to turn my head. But Mao has been proclaiming, throughout his verse-sequence, both his dauntlessness
         in face of any hazard and his steadily increasing conviction that he is on his way
         to becoming de facto emperor. Furthermore, in line 2 of this first of the three mountain
         pieces, he has already announced, within the context of the old riddle-song, that
         unlike ordinary men and unlike ordinary military leaders he will neither bow nor step
         down (or dismount) as he approaches maximum power over the earth and its inhabitants.
         These same three script-characters in line 3 that some readers and translators, assuming
         Mao to have averagely predictable responses, read as afraid to turn my head, jing hui-shou, can, with equal correctness to the Chinese text, be read jing-hui shou. So read, Mao is making an expectable comment upon leaders, shou. These other leaders, these other shou, Mao says, might, on approaching the pinnacle of power, become jing-hui, timid, fearful, craven, but Mao, we are to infer, is not jing-hui, not timid, not craven. In lines 3 and 4, in a clear and simple syntax Mao says: as to craven chiefs, (jing-hui shou), they draw back from (li) Heaven’s three-plus-and-three (tian san-chi-san).
      

      
       The script-character li 離, which opens line 4, is, like many other Chinese ideographs, one that covers multiple
         and sometimes seemingly contradictory meanings. Such ideograms of course allow a poet
         several ranges of wordplay. This character, li, can signify apart, separate, or distant from. Paradoxically, it can also signify to encounter. In the riddle-song that Mao has appended, the ordinary men, those disqualified for
         ruling tian-xia, all-under-Heaven, bow and step down, unable to move across that final three-plus-and-three; they have
         encountered (li) the final barrier and they draw back (also li). Composing his own riddle-song, Mao, who has already announced in line 2 that, unlike
         others, he will not step down, concludes his opening “mountain” piece with the remark
         that only a timid leader, a jing-hui shou would draw-back-upon-encountering (li) the span called three-plus-three that is the final span separating him (again, li) from “Heaven,” from the position of maximum power. Mao announces in lines 3 and
         4 that any commander or chief—that is, a shou—who can ascend this far would be a timid man indeed who lacks the wits to recognize
         and the will power to accomplish the necessary six further stages of ascent, the three-plus-three
         that lead to the kind of imperial power over China that, in the premises of orthodox
         Chinese political theory, must also signify power over all of humankind.
      

      
       In poem 14 Mao summarizes the first two stages on the way up the “six lines,” the
         way up through hexagram 1, the “flying dragon” hexagram symbolizing the crucial space-span
         to be mastered between the general eminences of military dominance and political dominance
         and that unique eminence, the pre-eminent “Heaven” position theoretically reserved
         to an emperor of China. The first of the first two steps up the “six lines,” Mao says,
         is the exploitation of the locally available “horses”—that is, other commanders within
         China itself, all of whom Mao “whips,” despite themselves, into useful resources for
         promoting his own pre-eminence. The second stage of ascendance, Mao indicates, is
         an active decision and determination not just to be eminent in China in an ordinary
         sense but to pursue the grand strategy for actualizing the old Chinese theory that
         whoever controls China can be the “flying dragon” who becomes the “celestial dragon”
         dominating the whole earth. In poems 15 and 16 Mao specifies, within his riddle-talk,
         the tactics and the resources for ascending across the rest of the six stages to actualized
         world power. Poem 15 has to do with tactics, poem 16 with further special resources
         that Mao regards as unique, in the twentieth century, to Mao Zedong.
      

      
       By section E, forward, we shall be in a position to recognize also, that in summarizing
         the six stages in terms of the “Heaven” hexagram, hexagram 1, Mao is at the same time
         developing corollary connection with the “changes” from hexagram 12 into hexagram
         13 represented, in his lunar calendar system of correlations, by the years 1934 and
         1935 in his personal history. Since he has already alluded to being at the fifth line
         of hexagram 12 in his poem 12, dated 1934 and has alluded to the sixth and closing
         line of hexagram 12 and the opening line of hexagram 13 in his poem 13, dated February
         1935, poem 14, a summary of the tactics of “whipping” other commanders, has already
         moved, by poem 14, line 4, to a power position that relates both to line 2 of hexagram
         1 and to line 2 of hexagram 13.
      

      
       How these correlations continue to work as Mao plays within his mind on both immediate
         events up through line 4 of hexagram 13 and anticipated future events up through line
         6 of hexagram 1, and how the immediately succeeding poems, “The Long March” and “Kunlun,”
         poems 17 and 18, confirmed the evidence that, by the time Mao arranged the definitive
         order for his verse-sequence in preparing the 1963 edition, these were the correlations
         he saw as operative within the “logic” of the Changes as more readily demonstrable once we are thoroughly familiar with the symbolic function
         of the images in poems 15 and 16. By section E we shall have assembled sufficient
         interlocking clues to explain these further hexagram allusions within Mao’s whole
         12-line riddle on his art of power politics.
      

      
       For the present we need only bear in mind that poem 14 accomplishes two functions
         in developing Mao’s presentation of himself as pursuing a career effectively related
         to the process of the Changes. In poem 14 he recapitulates the theme of “whipping” competitors, the theme already
         present both in the Changes text for hexagrams 12 and 13 and in Mao’s poems 12 and 13. At the same time Mao moves
         forward, in poem 14, on the theme of the first two lines of the “Heaven” hexagram,
         the three-plus-three of hexagram 1. This hexagram’s lowest line position is called “hidden dragon.” This
         has been Mao’s initial situation as an unacknowledged military expert and unrecognized
         expert in the dialectics of the eight trigrams. A “dragon” but unrecognized on the
         “mountains” has been his situation up through 1934. He emerges, at the end of poem
         14, however, on the second-line position of hexagram 1, the stage called “dragon in
         the field.”
      

      
       In terms of Mao’s career, as he sees it, he has become fully visible now in China.
         By 1935 he is commander (chairman of the Politburo) of the CCP, and he is in command,
         in his own mind, of the decision to proceed in the “dragon” career. He will not, he
         says, draw back from the challenge that has been the crux of the orthodox Chinese
         view of politics: the belief that China should be actual hegemon of the world and
         that a Chinese ruler should be actual commander of the whole world. This Chinese ruler,
         his “Mountain Poems” prophesy and his subsequent poems reiterate, is to be Mao Zedong.
      

      
      Section C: Analysis of poem 15

      
      In poem 15 Mao crosses, in expectation and in terms of the grand strategy already
         developed in the “inner space” of his own mind, the next two stages of the three-plus-three:
         the stages of “creative planning” both by day and by night, represented by line 3
         of hexagram 1, and the stage of being able, if the dragon so chooses, so the hexagram
         text says, to “frolic in the deep” (yue zai yuan 越在淵, line 4, hexagram 1) or, in alternative reading of this text, taking huo 或 to mean not “if” but “someone,” to make “others” frolic in the abyss without risk
         (wu jiu 無咎) to the dragon himself. In poem 15, Mao is playing upon both these available meanings
         of the Changes text for line 4, hexagram 1. At the same time he indicates, throughout the four lines
         of poem 15, the specifics of his qian qian 乾乾, his heavenly creative activity or creative attention to “Heaven.”[33]  His “creative” tactics, he says, will include laying hold of the “mightiest waves,”
         the most violent forces running in his time, thereby to “upset seas” and “stir up
         streams” and also “harry” the “ten thousand horses.” These “ten thousand horses,”
         symbolizing the leaders of all nations and political parties, he will harry, he says,
         in such a way that they will think they are “frolicking” (“carousing”) on their own
         initiative, not recognizing that it is he who, “within the depths,” has cozened them
         into their “hasty zeal.”
      

      
       Like the opening statement in poem 14, the first “mountain” piece, the opening statement
         in this second “mountain” piece, poem 15, is a continuous declarative sentence occupying
         lines 1 and 2. Parsed into literalistic English this opening statement of poem 15,
         Shan / Dao-hai fan-jiang juan-ju-lan reads pre-positioned-on-mountains / upset seas stir-up streams take-in-hand-and-roll-up mighty-waves. In parallel with the opening statement of poem 14, the nominative governing the
         verbs in this opening statement of poem 15 is again the pronoun “I”—that is, Mao Zedong.
         Just as it is Mao who, in poem 14, whips the more the speeding horse and it is Mao
         who will not dismount from his saddle but, implicitly, reach straight on up into “Heaven,”
         so, in poem 15, it is again Mao who “upsets seas,” who “stirs up streams,” who “takes-in-hand-and-rolls-up
         mighty waves.”
      

      
       His taking hold of mighty waves is the symbolic action through which Mao represents
         his consequent power to upset seas and stir up streams. Because in poem 14 he has
         indicated that he is already master of both the Skull-and-Bones Mountains and the
         Eight-Treasures Mountains, it is patent in this second piece, poem 15, that it is
         through his power as both supreme military commander and master of the dialectics of power
         politics, that it is through these “mountains” in the sense of by means of his mastery of these “mountains,” that he is able to reach out and create revolutions
         all over the earth—as he says, “upset seas and stir up streams.” The opening Chinese
         statement in Mao’s poem 15 yields, in consequence this direct English translation:
      

      
         Through mountains,

         
           Grasping mightiest waves I upset seas and stir up streams.

      

       We have long since noted that in Chinese verse compositions written in the elliptical
         wen-yan style, pronouns that govern verbs are usually omitted and have to be deduced from
         the poem in hand, assisted by clues supplied from other poems by the same author.
         In Mao Zedong’s poems it has long since become evident that the implied pronoun is
         usually “I”—that is, Mao talking about himself. That the pronoun in poem 15 is again
         “I” is already prepared by poem 14, in which it is “I,” Mao who whips the horse and
         who does not step down; now, in poem 15, it is “I,” Mao who grasps waves, upsets seas,
         stirs up streams. A related aspect of elliptical wen-yan style is its occasion of any direct indication of the force of an adjective, its
         force as simply comparative or superlative being determined only by context. Reasons
         for choice, in poem 15, among the possibilities of reading ju-lan 巨瀾 as mighty waves, mightier waves, or mightiest waves, expectedly derive from context. The context here includes the general mood and technique
         of hyperbole already established in poem 14 by Mao’s account of himself as supreme
         master over any “speeding horse” and pre-eminent commander in all military and political
         arts. This superlative claim is directly followed by the hyperbole announcement regarding
         seas and streams; that “I,” Mao, can turn them upside down (this being the basic sense
         of the verbs dao 倒 and fan 翻), it follows that the waves Mao grasps are intended to be understood as not merely
         “mighty” but the “mightiest.”
      

      
       There follows in poem 15, just as in poem 14, a concluding supplementary comment.
         In poem 14 Mao has added, in lines 3 and 4, the sardonic suggestion that, in comparison
         with Mao Zedong, other leaders are timid and cowardly. In parallel, in lines 3 and
         4 of poem 15, Mao implies that not only other local commanders but all world leaders
         are horses that he can both drive and delude, enticing them into combat without them
         being aware that it is Mao who is driving them into it. The clue to the fact that,
         in the expression “ten thousand horses,” Mao is referring to rival political leaders
         all over the earth is partly set up by the preceding whole-earth implication of “seas”
         and “streams.” It is confirmed by his choice of the term “ten thousand.” This is the
         traditional and classical term signifying “all there are”; any “ten thousand” of phenomena
         signifies whatever and all that the world contains belonging to the named category.
         In this instance, the “ten thousand horses” symbolize all other military-political
         figures whose position on the wei-qi board, the great game-board of war and politics across the whole earth, is that of
         ma, of horse-pieces, of people above the rank of ordinary men.
      

      
       Those other leaders throughout the world, Mao announces, he can cause (line 3) to
         be ben-teng-ji 奔騰急 so that (line 4) they go to battling one another as cheerfully as though they
         were happy drunkards, you-han 猶酣. The assertion in line 4 that the ten thousand horses go to war you han, as though they were happy drunkards out carousing, itself alerts us to the probability
         that, just as in poem 14, so in poem 15, Mao is enjoying another of his subtly derogatory
         characterizations of competitors in the field of politics. Keeping in mind also Mao’s
         method of using types of parallelism, a frequent Chinese procedure of recognized help
         to translators in solving the meaning of passages in wen-yan poems, we remember that, in line 3 of poem 14, Mao has already constructed a verse-line
         that depends for its meaning on sharp attention to more than one way of construing
         Mao’s words. We remarked there that, though readers who have not paid sharp attention
         either to the old riddle-song or to the implications of Mao’s preceding statement,
         suppose that his line 3 means afraid to turn my head, Mao’s same words, construed in his given context, signify a craven would be the chief, and it is this reading that Mao obviously intends, implying that, in contrast to
         competition, he can never be daunted. It becomes probable therefore that in poem 15,
         its matching line 3 also contains pitfalls and requires sharp attention.
      

      
       In poem 15, Mao’s line 3 consists of three script-characters of which the first two,
         just as in the correct reading of the parallel line in poem 14, are to be taken together.
         In line 3 of poem 14, jing-hui means timid or craven. In the same position in line 3 of poem 15, ben-teng means scattered or harried. Ben-teng is a hunter’s term appropriate to the deliberate harrying of game, sending them scattering, ben-teng, the better to surround them, to capture them or shoot them down. Once the function
         of ben-teng is recognized, however, this does not entirely resolve the line. Seeing ben-teng followed by ji 急 suggests, at first glance, that, since line 3 clearly has some descriptive function
         in relation to the “ten thousand” horses of line 4, ben-teng indicates that they are harried and that ji supplies a further descriptive comment or characterization of the “horses.” But ji has at least four basic ranges of meaning and occurs at the same point in this line
         3 of poem 15 as the term shou 首in line 3 of poem 14, a term that also required sharp attention to discern which
         of its several meanings Mao is employing. This term ji, in line 3 of poem 15, obviously also requires more than a casual glance.
      

      
       Depending on context, ji can mean anxious. In other contexts it can mean hurried. In some contexts it can mean zealous, implying a sense of urgency in response to crises. In some contexts ji signifies hasty in the sense of entering into an action without sufficient reflection or forethought.
         Of these ranges of meaning two are cancelled out by the context. Since Mao has already
         said the horses are harried, to add that they are hurried would be superfluous. Our experience of Mao’s verse-practice has already made us
         aware that, within the terse limitations of the verse-forms he chooses, he never wastes
         words. Creatures who are harried might, however, in some contexts, be worried or anxious. But in line 4, Mao has taken care that this meaning, among the possible means of
         ji, also should not apply. In line 4, the completion of the statement that begins in
         line 3, Mao emphasizes that these horses go to war you-han; they fight as though carousing. To be in the state of mind conveyed by the term han means to be in a state of cheerful drunkenness, obstreperous perhaps, but neither worried nor anxious.
      

      
       Mao has already announced, in lines 1 and 2, through symbols of his power represented
         as turning seas upside down and stirring up streams as he pleases, his intent to create
         a general upheaval in the world. We can, therefore, expect that his lines 3 and 4
         also intend to represent his power to upset the expected course of events, his power
         to induce behavior that is not usually expected. To harry horses and to see them,
         as a result, hurried or anxious would be ordinary and expectable. To account for Mao’s assertion that, though he
         harries the horses, they behave not as though they realized they were being harried
         but, instead, fight as though carousing, the clue obviously lies in Mao’s term ji. The remaining choices of meaning for ji are that, as a result of the harrying, the horses act hastily, ji, in the sense of thoughtlessly, or that, as a result of the harrying they proceed with zeal, ji. Because experience with Mao’s verse-practice has already acquainted us with his
         fondness for paradox, we come to recognize that he is, in fact, playing upon both
         of these meanings of ji, playing on the assertion that they are both hasty and zealous.
      

      
       In normal expectation creatures who are harried do not become zealous; they do not develop aims of their own, implied in zeal, but, being ben-teng, startled in the sense of being startled out of their wits, they flee aimlessly, act hastily,
         and thereby become the prey of the harrier, who is aiming to enforce and trap or destroy
         them. The “ten thousand horses” of Mao’s poem, however, are, of course, not literal
         horses. They are ma in the sense of horsemen, other commanders, potential and actual, on the world board of military and political
         conflict. If they feel a sense of crisis, of the world being turned upside down, but
         do not clearly recognize where the cause of the crisis lies, they will be likely to
         act hastily, just as men who are drunk are likely to act, responding to irritation without careful
         reflection or forethought. At the same time, being horsemen, accustomed to command and habituated to the idea of taking responsibility in a crisis,
         they are by temperament zealous and accustomed to assuming that they understand their own aims and purposes. Noting
         that the world seems to be being turned upside down—seas upset, streams stirred up—but
         not, so to speak, seeing Mao reaching from these “mountains” of power, where only
         he is fully conscious of his own presence, such horsemen can become, at one and the same time, both hasty and zealous.

      
      This is Mao’s paradoxical description on his skill in psychological warfare, on his
         skill in extending the guessable technique of harrying others in ways that make it
         difficult for these others to discover who it is that is harrying them or to develop
         effective means of resistance to sudden unexpected disturbance. That he intends this
         paradox, that he can make the horses act with hasty zeal is confirmed in the typically droll twist that Mao introduces as his concluding words
         in line 4. Horsemen who go to war with one another you-han, as though carousing, are, Mao implies, made to respond to crises that they sense but do not take time
         to examine thoroughly. Their mood and behavior become much like that of men who are
         reeling drunk but cheerfully under the illusion that they are still in command of
         themselves.
      

      
       In saying in lines 3 and 4, ben-teng ji / wan ma zhan you han, harried to-hasty-zeal / ten thousand horses as-though carousing, Mao is saying that he, Mao Zedong, as an expert in the psychology of war and politics,
         manages his harassments so subtly that other political leaders are never clearly aware
         that he is the harrier even though it is he who, with forethought, is maneuvering
         them into conflict with one another. He is describing the classic stratagem of the
         expert commander who lures rivals into fighting one another to the advantage of the
         strategist who can then dominate them all.
      

      
       Rivals so lured into battling one another are too hasty to recognize that they have been trapped into doing so. They imagine, like men out
         carousing, that, in accord with their own wills and high spirits, they are zealously putting the world into order again by going to war with one another. The intrinsic
         contexts for these lines 3 and 4 of poem 15 include Sunzi’s Art of War and other Chinese manuals on bing-fa, inclusive of the further bing-fa maxim that the skillful strategist does not allow even his own closest associates
         to guess the key aspects of his general strategy. The corollary context is the Book of Changes understood as Mao and his major predecessors among Chinese rulers have always understood
         it, as the handbook of dialectics of subtle but pre-planned changing, upsetting, and stirring up. The procedure is inherent to the dialectic of power politics.
      

      
       The symbolic logic of Mao’s “Mountain Poems” involves both Chinese classical art-of-war
         logic and the semantics and dialectics of the Book of Changes. It is reinforced by the political imagery of the old riddle-song, imagery that,
         as we have seen, derives in turn both from old Chinese war tales and from the Book of Changes. Following out the logic thus established, Mao moves on, expectedly, in his third
         “Mountain Poem,” poem 16, to announce that, being in command of his whole grand strategy,
         he is “logically” on the point of taking command of “Heaven” itself. Mao, in poem
         16, projects his action across the two final stages of the three-plus-three. He gives
         his own interpretation of the force that, in the Changes text for line 5 of hexagram 1,[34]  transforms the increasingly active “dragon” into the fei-long zai tian, the flying dragon occupying Heaven, into a Chinese emperor who is putatively world emperor. And as we shall be seeing,
         in his conclusion to poem 16, Mao also uses a text for the sixth and top line of hexagram
         1.[35]  He uses it, however, not in the simple auspices that warn the “dragon” against arrogance,
         on the assumption, in the parlance of the Changes that all his “lines” are what are called “nines,” (that is, invariably favorable)
         he chooses the “all nines” version of line 16 of hexagram 1, the line about a dragon
         with “hidden head.” Mao’s head, in line 4 of poem 16 is, figuratively, “hidden” within
         Heaven while Heaven itself is pillared on his shoulders.
      

      
       This type of reasoning in metaphors is admittedly hard for most Westerners and even
         many modern Chinese to apprehend, particularly those who, unlike Mao, have not been
         immersed from boyhood in the attitudes, expectations, and special vocabulary of the
         Book of Changes and corollary texts such as the Chuci and Huainanzi. But the analysis of the areas of reference now to be considered in section D should
         help make this final usage of himself that Mao presents in poem 16 more comprehensible.
      

      
      Section D: Analysis of poem 16

      
      Poem 16 provides an appropriate occasion for surveying the combination of Chinese
         literary resources that Mao employs in his “Mountain Poems,” including resources that,
         more sparingly used in poems 1 through 13, he uses increasingly in the poems which
         he dates to the period in and after 1935. Those literary resources include (1) the
         composition of riddles of the types classifiable as ya-mi 啞謎 and yin-yu 隱語; (2) the use of a type of narrative that is called yu-yan 喻言; and (3) the uses of supernatural situations of the kind common to tales of supernatural
         journeys, you-xian 遊仙 (traveling immortals) and their specialized sub-category called yuan-you 遠遊. Preliminary attention here to the general relevance of these resources and the
         signification of the names assigned to them in Chinese can help us recognize Mao’s
         special adaptations of these resources to his purposes as a twentieth century poet
         and a politician.
      

      
       The riddle-song that Mao appends as a “source-note” to his “Mountain Poems” includes
         both the type of riddle called ya-mi—literally, a secret that does not speak—and the type called yin-yu—literally, discourse in words with hidden meanings. What is called ya-mi approximates what we call in English a conundrum, an enigmatic statement that, for its solution, requires considerable familiarity
         with the cultural context and consequent possibilities of allusion and wordplay in
         the particular language in which the conundrum is propounded. Within the riddle-song
         “going above to possess Skull-and-Bones Mountains,” “going below to possess Eight-Treasures
         Mountains,” and “three-plus-three from Heaven” are conundrums. The whole song is,
         at the same time, a yin-yu, a discourse (yu), in this case on power politics, carried on in words with hidden (yin) meanings.
      

      
       The whole riddle-song is patently yin-yu. And Mao, in turn, uses in his “Mountain Poems” a sequence of conundrums and organizes
         the whole as a yin-yu on power politics. But Mao with his characteristic delight in distracting the casual
         readers’ attention, does not, in his footnote, identify the old riddle as a riddle-song.
         Instead he calls it merely a min-yao民謠, a popular ballad. That he knows it is yin-yu for which the meaning emerges only to those who are familiar with old Chinese war
         tales and acquainted with both the vocabulary of the Book of Changes and the rituals of obeisance to emperors is obvious in the use he makes of his “source”
         in his own “Mountain Poems.” It is equally obvious that, by calling the old rhyme
         a “popular ballad” Mao is luring casual readers into a merely casual response, into
         the supposition that the old song is merely a piece of folk fantasy and that Mao,
         in turn, is merely indulging in another folkish lyric fantasy about “mountains.”
      

      
       Mao has until now been partially successful in his ruse of pretending that his source
         is folk fantasy and not subtle and serious riddle-talk. His success has been evident
         in the responses of his previous translators. Boyd, Bullock and Ch’en, and Wong Man
         all append to their distractingly inaccurate versions of Mao’s “Mountain Poems” a
         version also of the old rhyme in Mao’s footnote. But whether accidentally or, in the
         case of Boyd and Wong Man, perhaps on purpose, their versions of the old rhyme do
         not convey, in English, the terms in the Chinese that are the conundrums and the clues
         to the meaning of the old rhyme itself and to the context, thereby, for Mao’s own
         riddle-rhymes.
      

      
       From Boyd’s Nineteen Poems, from Wong Man’s Poems of Mao Tse-tung, and from Bullock and Ch’en’s Thirty-Seven Poems, it is impossible to discover that the opening lines of the old poem refer to “Skull-and-Bones
         Mountains” and “Eight-Treasures Mountains.” All three of these earlier translations
         speak only of “Skull Mountain” and “Treasure Mountain” and, in consequence, reduce
         to zero the possibility that anyone dependent solely on their English versions might
         be alerted that the lines refer to military prowess and to skill at dealing with the
         eight trigrams in their connection with the dialectics of power politics.
      

      
       In the case of the translator, Andrew Boyd, and not impossibly in the case of Wong
         Man, the mistranslation may be purposeful rather than accidental. Given the amount
         of close control exercised by Mao over publication of his work, including the apparent
         supervision of Boyd’s translations by the Maoist factotum Gladys Yang, the most comprehensible
         possibility seems to be that Boyd was told to leave out of his English the clue “bones”
         or “skeletons” to erase the “skull-and-bones” conundrum referring to military victories
         and to omit the word “eight” (ba) from line 2, thus erasing the indispensable clue to the conundrums alluding to the
         trigrams of the Book of Changes and that he was also led to reduce the riddle function of equally important shang you上有, going above to take possession of, and xia you下有, going below to take possession of by treating these phrases as conveying only above there is and below there is. Whether some such pressure to ignore the Chinese text and produce, instead, deliberately
         un-illuminating English lines was also exercised upon Wong Man, or whether his work
         was, after his death, edited to accord with the official, deliberately un-illuminating
         rendering, we have no way to ascertain. But that both the Boyd and Wong Man versions
         omit precisely the Chinese words that give the clue to the meaning of the old song
         seems more than coincidence.
      

      
       The fact that Bullock and Ch’en tamely follow Boyd’s lead and also omit the same
         Chinese words in preparing their version is puzzling. That they do often tamely follow
         Boyd’s lead is also evident in the recurrence in similar errors of omission in the
         versions of Mao’s own poems to those of Mao’s poems that had already appeared in the
         Nineteen Poems of 1958. Since Bullock and Ch’en also omit from the riddle-song in Mao’s footnote
         only and exactly the clue words omitted in the Boyd English version, it could raise
         the question whether, in such instance—perhaps haste in rushing their translation
         to press—Bullock and Ch’en failed to examine the Chinese text of Mao’s footnote at
         all. Such questions are not pleasant to raise. We have before us only the obvious
         result that, even if accidentally, Bullock and Ch’en have cooperated in the ruses
         of omission by which English readers of their “version” are given the impression that
         the old rhyme about “mountains” supplied in Mao’s footnote is only a bit of folk fantasy
         and are effectively prevented from discovering that the rhyme is a riddle-rhyme on
         the subject of power politics.
      

      
       We must leave to other inquirers, perhaps many years from now, the search for clues
         to the actual motivations that may account for the omission from the English versions
         of Boyd, Wong Man, and Bullock and Ch’en of precisely those Chinese terms in the old
         rhyme that identify it as riddle-song and also supply the clues to the subject, power
         politics, to which the riddle-song refers. What is pertinent for us, as we now approach
         the analysis of poem 16, the third of Mao’s “Mountain Poems,” is to continue to recognize
         that like the rhyming verses in Mao’s footnote and like Mao’s poems 14 and 15, his
         poem 16 is also an example of yin-yu, of discourse by means of conundrums, a discourse in words with hidden (yin) meanings.
      

      
       The process of solving riddles is, in Chinese, called po-mi 破謎 (also pronounced po-me), literally breaking into (po) the mi, the riddle. As with riddles in other languages, ability to “break into” them depends on familiarity
         with their cultural contexts. For poem 14 alone, we had to adduce not only the riddle-song
         from Mao’s footnote, the song that he provided as the otherwise less familiar but
         absolutely necessary clue, but also to draw upon the Book of Changes, on an old Chinese maxim about speeding horses, and the vocabulary of Chinese chess
         in order to break into Mao’s own riddle in the subject of his view of his rivals among
         Chinese leaders. In poem 15 we had to break through to the world political situation
         Mao presents in the conundrums about seas, streams, waves, and ten thousand horses.
         Now in poem 16, we shall be having to break through the riddle as to what it is that
         Mao represents by his own use of this same verb, po (poem 16, line 2), to break into or to break through as well as what he represents in his terms “Heaven” and “pillar” and, most especially,
         through his use of the obscure ideogram, e. This e 鍔, the fifth ideogram in line 2, is a word and a script-character so nearly obsolete
         that it is recoverable only from both old and very ample Chinese dictionaries.
      

      
       But in addition to having to take account of the techniques of riddle-talk in general,
         there are other literary modes now to be reviewed to complete preparation for dealing
         with Mao’s poem 16. Mao’s procedure throughout the “Mountain Poems” also relates to
         a literary genre the Chinese call yu-yan. Though in modern Chinese the term, yu-yan 寓言[36]  can denote metaphor, simple or extended, yu-yan, as a term of long standing, has primarily signified the type of narrative that is
         developed throughout in a set of parabolic symbols. Parabolic narratives, or parables,
         are of course as familiar to the West as to the East; and with regard to parables,
         Western or Eastern, we recognize that the literary genre called the parable involves,
         strictly speaking, more than a narrative conveyed through extended metaphors. As a
         literary genre the parable denotes a particular kind of motivation on the part of
         the author as well as the art of incorporating that motivation in parabolic narrative.
         Because Mao uses parable narrative but from a motivation different from that associated
         with the term “parable,” we have begun by saying that he uses a technique related
         to yu-yan; he uses parabolic narrative technique but his motivation is not that of a composer
         of parables.
      

      
       To recognize this distinction has a bearing not only on our understanding of the
         “Mountain Poems” in general and poem 16 in particular, but is relevant to our wider
         perception of Mao’s temperament and character that accrues through examination of
         his poems. That he lacks the motivation associated with those who use parables is
         pertinent. However different, for example, the premises and the worldview between
         the parables of the Chinese Daoist, Zhuangzi, and the parables in the New Testament,
         there is, in both instances, a similar motivation. There is a similar intent to help
         the listener, to illumine his understanding of aspects of the human situation of concern
         to him simply because he is a human being; to this end the genuine maker of parables
         employs metaphorical or parabolic narrative in the effort to make difficult concepts
         more readily intelligible. By contrast Mao employs the techniques of parabolic narrative
         not with the intent to enlighten readers in general, but as a witty resource through
         which to celebrate his own cleverness as a strategist and his own conviction of his
         indomitable will power while intentionally camouflaging these intentions from all
         but adepts in his specially selected algebra of symbols.
      

      
       From the opening statement of poem 14 to the closing statement of poem 16 Mao presents,
         in parabolic narrative, the figure of a commander (who is himself, Mao Zedong) portrayed
         in the performance of feats of great power as he rises from the eminences of ordinary
         commanders to pre-eminence as the master of “Heaven” itself. Using other commanders
         as his “horses” he forces them to serve the aims of his pre-eminence. Having attained
         a supernatural “upper space” he then performs the parabolic actions of seizing the
         mightiest waves on earth in order to “upset” the course of events and “harry” other
         rulers into fighting among themselves in response to crises they perceive without
         perceiving that it is Mao, there in his “upper space” who is continuing and furthering
         the crises to further weaken competition and assure his pre-eminence.
      

      
      Throughout, Mao’s parabolic narrative is imbued with a kind of humor that, in his
         drollery, could remind us of the droll humor of Zhuangzi’s parables. But though Zhuangzi’s
         humor is sometimes not only droll but slightly malicious, especially at the expense
         of those philosophers whose views differ widely from his own, Zhuangzi’s motivation
         remains the true motivation of the parable-maker. His primary intent is to persuade
         others, through his parables, to share his insights into the general human condition.
         By contrast, Mao’s humor is both droll and markedly malicious. His celebration of
         his ambition for pre-eminence is accompanied by mocking and demeaning of, implicitly,
         all the rest of the human race as gullible servants easily deluded and manipulated
         into serving and assisting the pre-eminence of Mao Zedong. It is from his opinion
         of his ineffable superiority, presented as fact and not literary theory, that Mao
         concludes his parabolic narrative, in poem 16, with a symbolic account of his conquest
         of “Heaven” itself.
      

      
       To analyze adequately this third stage in Mao’s parabolic narrative we also need
         some familiarity with the conventions and symbology of the Chinese literary genre
         known as you-xian 游仙, tales of “traveling immortals.” But to recognize Mao’s idiosyncratic adaptation
         of the you-xian genre, we need to remember also that it, in turn, is a specialized genre developed
         out of the matrix of mythological narrative to which the Chinese give the name shen-hua 神話, literally “talking about spirit-powers.”
      

      
       The Chinese include in the category shen-hua tales of the type of story of Gong Gong 共工. The story of Gong Gong’s upsetting of
         the former conventions between earth and heaven by butting at Buzhou Mountain 不舟山,
         the “pillar of Heaven” and breaking it, comes within the category of what modern scholars
         define as “myth,” in distinguishing it from other narratives of a fabulous kind. The
         Gong Gong tale falls within this formal “myth” category so far as it is accepted as
         a tale created to account for an observed natural phenomenon. The story of Gong Gong’s
         breaking the pillar of heaven in the northwest ends with the comment that this is
         why the earth now tips to the southeast, and, in consequence, why many rivers (in
         China) run southeast. The tale can, in this regard, be classified as a myth in the
         farcical definition of myth as a story created to explain the southeast course of
         China’s rivers. But in Mao’s poem 9, and in his notes to poem 9, he takes the story
         of Gong Gong, as have a number of Chinese in earlier centuries, not as a myth related
         to a natural phenomenon but as a kind of political parable that, by Mao’s insistence,
         can also be regarded as a legend with some historical basis. Mao argues, in his footnote
         to poem 9, that this Gong Gong (who, as Mao knows, is described in the tales not only
         as the fellow who dislodged the old pillar of Heaven but also as the fellow who later
         became a dragon-king busy “stirring up streams” and creating further crises) was an
         actual early hero who became ruler of China. Political and semi-historical interpretations
         of this kind are also accommodated in the Chinese term, shen-hua.
      

      
       In Mao’s adaptation of this particular shen-hua, Gong Gong is not only an “immortal” whose heaven-disturbing role Mao has already
         announced in poem 9, but the “immortal” whom, according to Mao’s poem 16, Mao is now
         superseding. That this is one of Mao’s intended implications within his concluding
         line of his poem 16 is incidentally confirmed in Zhou Zhenfu’s notes to the Beijing
         1962 edition of 21 of Mao’s poems. There (p. 23) Zhou Zhenfu, characteristically not
         explaining Mao’s line, for which a covert allusion to Gong Gong is by no means the
         whole explanation, proffers, as a footnote, the fact that there is a remark in the
         Liezi that, after Gong Gong dislodged Buzhou Mountain, there was a gap between earth and
         Heaven. Zhou Zhenfu says no more. But this import of Mao’s poem 16 is evident. Mao,
         according to poem 16, steps up, after several millennia, to become himself the “pillar”
         that closes the gap. This action becomes, at one and the same time, an element in
         his parable narrative, a part of the shen-hua context of his narrative, and a further stage in his portrait of himself as a “traveling
         immortal.”
      

      
       But before we take direct account of a specialized sub-category of you-xian, a specialized variety of “traveling immortals’” tales that evolved out of their
         matrix in shen-hua, into the politicized compositions of the third century B.C. Chuci poets and their successors, we need to call to mind one further shen-hua tale of a “traveling immortal” that has contributed to the premises and the imagery
         of Mao’s “Mountain Poems.” This further shen-hua narrative is the tale of the hero, Jiang Ziya, told in the Fengshen yanyi 封神演義, the Romance of the Appointing of God-Powers. Jiang Ziya, a reputed partisan of the Zhou dynasty when it was ascendant during
         the twelfth century B.C. (the “Appointing God-Powers” tales about such worthies do
         not themselves develop until a thousand or more years nearer our own times), was a
         great creation of “skull-and-bones” mountains. He possessed both a “Spirits-Vanquishing
         Whip” and a magic sword for slaughtering whoever interfered with Heaven’s intention
         regarding the assignment of the rule of “all-under-Heaven to the Zhou dynasty. Furthermore,
         his prestige was such that whoever was favored by being killed by Jiang Ziya was,
         presumably, because of Jiang Ziya’s immortal charisma, himself transformed into a
         minor god to serve the future intents of Heaven. As a “traveling immortal,” Jiang
         Ziya’s supernatural tours included a visit to the “Eight Trigrams Terraces,” another
         shen-hua version of the “Eight-Treasures Mountains.” Possessed of increased advantage from
         this tour of the Eight-Trigrams Terraces, Jiang Ziya proceeded to drain the seas and
         to change the slope of mountains whenever it served his convenience.
      

      
       The stories about Jiang Ziya, along with stories about Gong Gong, provide some of
         the resources for the algebra of symbols of power that Mao employs not only in his
         three “Mountain Poems” but for several other poems including, as we shall be seeing,
         his poem 18, “Kunlun.” But in selecting symbols for his own poems on politics Mao
         has combined elements from the general shen-hua tradition with items drawn from a specialized tradition about “traveling immortals”
         initiated in the third century B.C. by the first Chuzi poets and continued, in Chuzi style, up through the third century A.D.
      

      
       Of the you-xian or “traveling immortals” conventions, the main type in the Chuzi can be categorized as yuan-you 遠遊 “far-away travel” poems. Though “yuan-you” occurs as a specific poem title only
         in the late Chuzi-style poems of Liu Xiang (77-6 B.C.), specifically in the concluding poem of Liu
         Xiang’s verse-sequence “Jiu Tan” 九歎, the “Nine Laments,” a very large number of Chuci poems are, in motive and function, yuan-you poems. Each author of a yuan-you poem begins with the premise that he is a traveling immortal, a being capable of
         moving freely in all directions in both time and space. He describes himself in such
         travels as visiting figures out of the past and encountering divinities in outer space;
         and, portraying himself as a denizen of outer space, he observes the earth and makes
         comments on political situations there. He may even, as Liu Xiang claims in his “Yuan
         You”[37]  force open the palace of Heaven and as a dragon “riding on clouds” enter the “house
         of the di 帝,” who is, in such poems the “celestial emperor,” the “high god” whose residence
         is far beyond the local sky and clouds of the earth.
      

      
       This “outer space” travel and all the images of riding, flying, and summoning superhuman
         prowess is, needless to say, a set of semantic conventions through which to make visible
         the “inner space” travels of the reflective mind. These reflections are, in the case
         of the Chuci poets, reflections on political situations in their own time. But although Mao takes
         over the semantic conventions of the Chuci poets, he rejects their conclusions. The Chuci poets were not themselves rulers but court officials. Their criticisms of politics
         regularly end with a figurative despair—suicide, expressing discouragement that their
         brilliance and probity remain unappreciated or have been rejected by a recalcitrant
         earthly king or emperor. Mao uses Chuci symbols, as he uses the other responses of shen-hua, not to portray the figure of a frustrated court official, but to portray himself
         as victorious ruler. He dramatizes his own accomplishments in “inner space,” “outer
         space,” and on the earth itself as never despairing but ever dauntless and infallible.
      

      
       For his poem 16 Mao employs, in his own adaptation, two major semantic conventions
         derived from Chuci texts. One is the convention of literal power to open the domain of the Heaven-force
         that ultimately governs events on earth. The other is the convention of a spirit-sword,
         a xian jian 先劍—literally “double-edged sword” (jian) that is both “immortal” and “accessible to immortals” (xian).
      

      
       In the Chuci, both the unnamed poet of the “Qi Jian 七諫,” the “Seven Remonstrances,” and Wang Bao
         王褒, the poet of the verse-sequence called “Jiu Huai 九懷,” the “Nine Regrets,” give
         the name of this sword as the Tai E 太鍔. The name can signify “The Greatest What-ness” or “The Greatest Whatever-It-Is”
         and also can be taken to mean “The Greatest Pillar.” It is to this double-edged spirit-sword,
         the Tai E, that Mao is alluding in his punning use, in line 2 of poem 16, of the alternative
         and very learned and rare script-character e. This e means a double-edged sword and has the same pronunciation as the e of Tai E. That Mao is making a deliberate allusion, through this poem, to the Tai E is doubly confirmed in poem 16. Mao defines his e in line 2 as wei-can 未殘, the sword blade that is never injured, that never becomes useless, that no one can harm. This is the notable attribute of the Tai E; it is a spirit-sword that is never useless,
         that can never be blunted. The poets of both the “Qi Jian” and the “Jiu Huai” mention
         repeatedly that among the failings of the rulers on earth in their time is the error
         and delusion of these rulers evident in the fact that they throw away the Tai E as
         though it were useless or blunt, not realizing that the failure is in themselves and
         not in the ever useful Tai E.
      

      
       Once the locus of Mao’s allusions is recognized we can also recognize that, in composing
         his “Mountain Poems,” the Chuci contexts, along with the general contexts in Chinese mythology, Chinese riddles,
         and the texts of the Book of Changes have been in his mind from the beginning. The locus of the “Qi Jian” mention of the
         Tai E sword is the coda or luan of the whole sequence (composed during the reign of Han Wudi, 140-87 B.C.. Here the
         remonstrance against failing to use the Tai E spirit-sword is immediately preceded
         by the observation that the ruler has also lost possession of the spirit-horse[38]  that can travel at supernatural speed. And earlier in the same sequence,[39]  the ruler is rebuked for using a lame ass instead, and also for driving without
         a whip. Similarly, the locus of the “Jiu Huai” mention of the Tai E sword—it is mentioned
         in the ninth poem, the “Zhu Zhao” (“Quenching the Light”)[40] —includes, together with Wang Bao’s mention of his regret that the Tai E sword has
         been abandoned under the delusion that its edges are blunted, Wang Bao’s immediately
         following remark that the powerful horse is also neglected and not used.
      

      
       Once we have prepared ourselves with these further contexts, we can recognize the
         several simultaneous literary genres operative in Mao’s “Mountain Poems.” Mao uses
         yin-yu, discourse through riddles. He also uses yu-yan, parabolic narrative. He uses you- xian, the “traveling immortal” tales employing elements drawn from stories of such mythological
         figures from the Chinese past as Gong Gong and Jiang Ziya. He also uses the semantic
         conventions of the yuan-you, “faraway travels” poems characteristic of the Chuci. In terms of riddles, the “Mountain Poems” is a discourse through riddles on the
         subject of power politics. As a parabolic narrative, the “Mountain Poems” describe
         Mao’s “inner space” view of his tactics and grand strategy from the moment that, through
         military pre-eminence and pre-eminent skill in applying the dialectics of the Book of Changes, he decides that he now has complete mastery over the “speeding horse” that symbolizes
         his use of Communist party associates as one of the means through which he is on his
         way to achieving absolute pre-eminence. This absolute pre-eminence will, poem 15 goes
         on to say, extend to control of the whole earth, inclusive of manipulation of its
         “ten thousand” rulers into attacking and weakening one another. This absolute pre-eminence,
         poem 16 finally asserts, is to ensue in recognition of Mao as world-ruler and the
         corollary recognition, poem 16, lines 3 and 4, that the whole future of the world
         depends upon Mao Zedong.
      

      
       In terms of parabolic narrative, Mao ascends, in the “Mountain Poems,” from the highest
         points in ordinary politics to the point of entering the supernatural eminence posited
         by traditional Chinese political theory: that of the “heaven-residing flying dragon,”
         emperor of China, ruler of the whole world. As we saw earlier, Mao is also building
         his parabolic narrative in calculated relation to the three-plus-three of the ascendant
         stages of a celestial dragon’s career as described in the texts attached to the successive
         straight lines of hexagram 1, from hidden dragon to emerging dragon (poem 14) on to
         expert and active grand strategist and “frolicking dragon” (poem 15). Now, in poem
         16, he is figuratively very high in “outer space”; that is, he is entering the two
         upper stages of hexagram 1, the “Heaven” hexagram. He is both the flying dragon of
         the hexagram’s line 5 and the dragon with “hidden head” of the most auspicious form
         of the hexagram applied to the top line, line 6. Appropriate to his now exalted “outer
         space” position, he incorporates in poem 16 some of the semantic conventions of the
         yuan-you poets, the conventions of “outer space” imagery representing “inner space” views
         of political mastery. Mao also incorporates in this poem 16 allusions to texts from
         another literary master of parabolic narrative, the Zhuangzi texts on the “subtle
         spirit” sword.
      

      
       In the opening statement of poem 16 Mao says that, from his position on mountains,
         from his pre-eminence in military arts and the whole dialectics of power politics,
         he proceeds to ci po qing tian 次破青天. In ordinary prose, this statement up to the caesura in line 2, might be taken
         to mean I take by storm (ci-po) the blue sky (qing- tian). But the terms ci and po also mean, in sequence, to pierce in the sense of to thrust in a sword, and to break through in the sense of broaching: that is, the blade of the sword going through the “blue” (qing) and the point of the sword penetrating beyond the “blue.” Because the sword to which
         Mao refers is one that belongs to the semantic conventions of the yuan-you, the “far-away travels” poems, the context is that also if the “immortal” who can
         penetrate beyond the earth’s atmosphere, beyond the “blue,” into the actual domain
         of Heaven which is, in yuan you conventions, up in the region of the North Star, far beyond the ordinary blue sky.
         Hence the appropriate reading of Shan / ci-po qing-tian . . . appears to be From mountains / I thrust, broached through the blue to Heaven the special kind of sword that is thus identified in the final words of this line
         2.
      

      
       This interpretation is further supported by the fact that throughout his poems Mao
         uses tian, “Heaven,” not in its modern, generalized sense of sky but regularly in its old Chinese conceptual significance as a semi-personified locus
         of force that governs natural phenomena and exercises an active connection with political
         events on earth; particularly in the affairs of rulers, and especially in the affairs
         of emperors. This interpretation of tian as a reified and semi-personified “Heaven” is confirmed within poem 16 itself by
         Mao’s choice of words in line 3. There he says Tian yu zhui 天欲墜, Heaven inclined to fall. Within this line the word yu, which can be rendered inclined to or about to includes the idea of “thinking about” or “wishing.” Simultaneously Mao pictures Heaven
         as a reified locus capable of falling down and a semi-personified being capable of
         “thinking about” falling or even “wishing” to fall. Since he also uses in line 4 the
         term “pillar” in relation to tian, it is clear that, within the functions of poem 16 as riddle, as parabolic narrative,
         and as a yuan-you poem, tian is to be read not as identical with “blue sky” but as a Heaven beyond the “blue.”
      

      
       Rendering Mao’s term e, which literally means the blade of a two-edged sword, into English as the capitalized
         term, Two-Edge, is intended to carry over for the English reader a clue to the fact
         that Mao is playing on the name of a famous symbolic sword. As noted above, he is
         punning upon the name of the famous Tai E, the two-edged sword about which the old
         Chuci poets remarked that rulers in their time did not comprehend and did not know how
         to use though, as they implied, it is a crucial instrument in the exercise of political
         power. As also noted above, Mao takes care to assure the few readers who understand
         his pun on e that they are reading his riddle correctly, by adding that it is not wei-can, the special attribute of the Tai E, never useless, never inoperable, the sword that none can harm. It never becomes blunt, it never loses its keenness as a two-edge blade.
      

      
       Before discussing, however, the X in this equation—that is, what it is that Mao is representing under the riddle-symbol
         of his “Two-Edge” that “none can harm,” we can place ourselves in more adequate position
         to suggest what this X represents by first giving on to the analysis of Mao’s second and concluding statement
         in poem 16. The opening phrase of this concluding statement, tian yu zhui, Heaven inclined to fall, presents no major translation hazard. The sudden appearance
         of an unequivocal verse-line in the midst of lines full of ambushes and pitfalls of
         allusion and wordplay is among Mao’s style-marks. The ambushes in this concluding
         statement lie, not in line 3, but all in line 4. In line 4 Mao announces what would
         happen even if Heaven were inclined to fall. He says that Heaven cannot collapse,
         even were it so inclined, because it steadies (lai 賴) by-means-of pillar (yi zhu 以拄) across this space (qi jian 其間). In transliterating the final word here, jian, the tone-mark is, for the moment, purposely omitted.[41]  This jian is another of Mao’s ingenious wordplays, comparable to his plays on zong 從 that we found it necessary to explore at length as a key term in poem 13, and to
         his plays on zhao that we will soon be discussing as the key term of poem 20. In jian, the concluding word of poem 16, Mao combines in one witty parnomasia reference to
         a literal space-gap to fit his parabolic narrative about being on mountains, to a separation in time as well as space, alluding to the symbolism of the three-plus-three “Heaven” hexagram, to his shoulder as the point on which “Heaven” now rests and to his two-edged sword that together
         with the figure of Mao himself constitute the continuous pillar connecting earth with “Heaven.”
      

      
       The script-character jian can be read either in first tone or in fourth tone, depending upon whether, in its
         surface meaning, it is to emphasize qi-jian as this intervening space, as a static description, or qi-jian as this that has acted as a separation, the description of a condition that may involve separation through time as well
         as space. Because the allusions and wordplays that attach themselves to these two
         closing words in poem 16 also involve both the idea of static space such as can be
         occupied by a “pillar” and the idea of an act of separation that has been superseded
         by Mao’s action in correcting and ending the separation, we are, in this first range
         of meanings, already encountering one of Mao’s word-games. But as we saw in poem 13
         and will see again in poem 20, the solution here is not to be found by insisting that
         the script-character be fixed exclusively to one tone and one meaning. Mao intends
         that both of the tones and both of the attendant meanings are to be recognized.
      

      
       One of the allusive functions of Mao’s concluding words, the qi jian (first high level tone) that is also qi jian (fourth sharp falling tone), is the allusive function we have already noted, the
         one mentioned by Zhou Zhenfu in the Beijing 1962 edition (p. 23) of the “Mountain
         Poems.” There Zhou Zhenfu calls attention to a comment made in the Daoist text called
         the Liezi about the story of Gong Gong’s having dislodged the pillar of Heaven. According to
         the Liezi, when Gong Gong struck at Buzhou Mountain, the old pillar of Heaven, a gap remained,
         thereafter, between Heaven and earth. In the context of this Liezi passage, and characteristically ignoring other old Chinese texts that describe the
         repairing of the gap, repairs also reputed to have taken place in the far past, Mao’s
         poem 16 implies that, until Mao Zedong’s own arrival to adjust relations between earth
         and Heaven—that is, to put the earth in order—the gap had remained. It had, so to
         speak, been there ever since the days of Gong Gong. In this game of symbols this would,
         of course, imply that from even before the time of the legendary Yao emperor, since
         Gong Gong belongs to a fabled period prior to Yao, and down through all the millennia,
         the earth and the government of earth had never functioned correctly. Only now, according
         to poem 16, Mao Zedong arrives to institute an effective new connection with “Heaven,”
         to assure the functioning of an actual whole-world authority in the poem of Mao Zedong.
      

      
       In his word-games Mao has already, in his poem 9, associated himself with Gong Gong
         as the upsetter of the old order of government. Now, in poem 16, he introduces himself
         as the hero who fills the space-gap that the upsetting of the old order created. Mao
         implies, with typical aplomb, that he is, in every aspect, the lord of the earth:
         he has, in the role of Gong Gong, upset the old order and now, in a further wink of
         time, he is establishing a new order; the gap left between earth and Heaven by the
         dislodgement of the old pillar is now, he says, filled by Mao Zedong himself, imaging
         himself and his spirit-sword as the new “pillar of Heaven.”
      

      
       That it is Mao himself, with his e sword, a sword that is both double-edged and a “pillar” sword, who becomes the pillar
         “across this space” is already implicit in the opening statement of poem 16. But Mao
         eliminates any doubt as to his intent so to picture himself by taking advantage of
         the punning possibilities in the term jian. If we read the two final words as qi-jian—(that is, with jian in first tone) we have both this space-gap and the homophone, this shoulder. Read in this way, Mao’s concluding line says both that Heaven is pillared across this space and that Heaven is pillared across this shoulder—that is, the shoulder of Mao Zedong. If, as is equally provided by Mao, we read the
         two final words as qí jiàn (that is, with jian in fourth tone), we have both this that had been separated and the homophone, this two-edged sword. Read in this way, Mao’s concluding lines say both that Heaven is pillared across this that had been separated (that is, across the formerly existing break in time as well as space between earth
         and Heaven) and that Heaven is pillared across Mao’s two-edged sword.
      

      
       That these simultaneous poems are intentional is patent in the imagery Mao has assembled
         in poem 16. Since the multiple puns cannot, however, be directly accommodated in one
         English word corresponding to the versatile Chinese jian, the translation, in order to convey the purport of Mao’s concluding lines, reads
         out into English its essential purport: that is, Heaven, inclined to fall / Across this space is pillared by my sword-arm. Placing the final emphasis on the sword-arm is justified by the combined implications of the poem. Among the conventionally associated
         characteristics of spirit-swords such as the Tai E are not only durability—nothing
         and no one can destroy such swords—but also the traditional assertion that only an
         “immortal,” a hero of supernatural vigor and determination, can wield one. In other
         words, it is not the sword by itself but the sword activated by the arm of the space-and-time-conquering
         “immortal” that represents the total act of triumph.
      

      
       But before we can deal fully with what we have called the final X in the algebra
         of symbols put together in these “Mountain Poems”—that is, the X factor represented
         in the image of the spirit-sword—we need to take account of the reference of the demonstrative
         pronoun qi其. Qi, meaning this, in this space or this that had been separated refers to the, so to speak, measure-through-space, represented by the three-plus-three of the concluding line of poem 14. It is by means of the term this that Mao completes his discourse in riddles: Mao’s power with the spirit-sword is,
         he says, the crucial further power that carries him across the final two stages of
         the “Heaven” hexagram; he has both reached into Heaven (proved himself as “flying
         dragon”—hexagram 1, line 5) and his head is “hidden” (hexagram 1, line 6, under maximum
         favorable auspices) in the new and droll precision of Mao’s final picture of himself
         in poem 16. In this final picture, Mao’s head, sword, and sword-arm are already so
         far up in “outer space” that they are, in terms of his semantic conventions, already
         inside the domain of Heaven, Heaven and its domain already resting across this shoulder: that is, the shoulder of Mao Zedong.
      

      
       Within these “Mountain Poems” there is no contradiction of purport between the image
         of the space-gap understood in terms of the gap between Heaven and earth brought about
         by Gong Gong’s having dislodged the old pillar of Heaven and the image of the space-gap
         represented in terms of hexagram 1, the “Heaven” hexagram that, within its measure
         of three-plus-three, defines the ascending career of a world-ruler. Through riddles
         and parabolic narrative Mao is remarking that, from the time of Gong Gong to the emergence
         of Mao Zedong, there has never been on earth one ruler who actually controlled all
         political power throughout the earth. One of the two hyperbolic images to surpass
         all other hyperboles in Mao’s “Mountain Poems” is this image Mao presents of himself
         as the first man in historical time who will actually, and not merely in theory, be
         the commander upon whom political process everywhere in the world depends.
      

      
       The other hyperbole to surpass all other hyperboles in Mao’s “Mountain Poems” is
         the related image of the two-edge sword that nothing can blunt or break and that is
         wielded now by Mao Zedong. Patently, Mao’s image of the two-edged sword refers not
         to its fantasy aspect in the shen-hua tales of the wonderful swords forged by the swordsmith of Wu, but refers to the interpretation
         of the Tai E sword implied by the later Chuci poets of the Han dynasty: the Tai E sword as a name for a spiritual or psychological
         force accessible to emperors but which, they say, the emperors of their time do not
         appropriate and, consequently, fail to use. Some of the clues to the significance
         of such a spirit-sword, clues familiar to those Han dynasty Chuci poets and also to Mao Zedong, are provided in the classical Chinese texts attributed
         to Zhuangzi, the Daoist philosopher who was himself a master of discourse through
         riddles and in the composition of parabolic narrative.
      

      
       Though Mao scorns the mood of suicidal despair endemic among a number of Chuci poets, he makes extensive use of their literary conventions, including their use
         of “outer space” journeys as a method of objectifying their inmost thoughts—objectifying,
         so to speak, their “inner space” travels—and their use of an elaborately codified
         set of politically-referent symbols, including mountains, clouds and mists, spirit-horses,
         dragons, and spirit-swords. Similarly, though Mao rejects some of the doctrines of
         both Confucianism and Daoism—rejecting both the code of filial piety that is one but
         only one aspect of Confucianism and the code of retirement from world affairs that
         is one but only one mode of Daoism—he nonetheless makes regular use of orthodox concepts
         common to both worldviews. He uses, in particular, the assumption that the whole world
         should be under one ruler acting in accord with the processes of the universe, the
         function epitomized in the title of emperor as Son of Heaven.
      

      
       The books of the Zhuangzi, texts closely related to two other texts that are notable favorites with Mao Zedong,
         the Chuci and the Huainanzi, provide the clues toward solving the X represented by Mao’s image, in poem 16, of
         the sword that he calls E, the Two-Edge, and thus as he indicates by the further phrase
         wei-can, has the attributes of the Tai E, the “Greatest Pillar Two-Edge” or “Greatest Whatever-It-Is-Two-Edge,”
         and is a weapon of peculiar usefulness to an emperor of China. The clues to the X,
         this “two-edge,” are found in Books XVI and XXX of the Zhuangzi. Book XVI supplies the clue to the general meaning, in the symbolism of the Daoist
         philosopher, of a spirit-sword; Book XXX supplies the clue to the specific meaning
         of a spirit-sword as the crucial weapon of an effective emperor, of an all-powerful
         Son of Heaven.
      

      
       In Book XVI, the Zhuangzi book called “Ke Yi” 刻意 (a title that may be translated “Innate Ideas” or “Ingrained
         Ideas” or “Fixed Ideas”),[42]  Zhuangzi prepares[43]  an exposition of what he calls the “subtle spirit” that the adept in the exercise
         of spiritual force is able to wield. He sets up first the picture of the owner of
         a literal sword made by the famous old swordsmiths of Wu. Such a sword, Zhuangzi says,
         has by now become of such great value that owners are inclined to keep it securely
         put away in a box and not to make use of it. But, Zhuangzi goes on to indicate, those
         who come to understand the usefulness of what they possess (that is, the usefulness
         of the sword of the “subtle spirit”) discover that they possess a weapon that can
         function “in all directions” and “without limit.” It can “reach to Heaven,” Zhuangzi
         says, and “around the whole earth.” Through such yin-yu, such “discourse in riddles,” Zhuangzi says further that those who know how to make
         use of this “subtle spirit” within themselves, come to understand what is meant by
         being “imperturbable” and “doing nothing” and at the same time being not only “active”
         but able to “act like Heaven itself.” Zhuangzi has provided a further clue to his
         meaning by having said that this weapon that he calls the “subtle spirit” brings into
         existence and supports all things although it cannot be fully represented by any image.
         He adds that its name is di 帝—that is, both “the force of divinity or god” and “the power of an earth-ruler that
         corresponds to the power of Heaven”—the power that Chinese, soon after the time of
         the historical Zhuangzi, came to interpret using the same term, di, as emperor power.
      

      
       In this “subtle spirit” passage in Book XVI of the Zhuangzi the philosopher is describing his view of a creative force existing in both the universe
         and in human beings but that, among human beings, comes into full operation only among
         those few who understand and use its potential. In comparing it to a two-edge sword
         taken out of its box and naming it a di, a “god” or “god-like” power that can move in all directions and both reach Heaven
         and all around the earth, Zhuangzi is expressing in his own terms, the same concept
         epitomized in the Book of Changes through the dragon imagery in the texts of hexagram 1. In Hexagram 1, the three-plus-three
         hexagram, the name of which, qian 乾, both “Heaven” and “the creative,” is also interpreted as the sign of the yang 陽 force that, together with kun 坤, the “earth” or “receptive” force, brings about the evolutions and revolutions
         called phenomena and events in the visible universe. Within the dialectics of the
         Book of Changes the text for hexagram 1 indicates, at line 4 that at this point of ascent in the
         career of one who is under the auspices of the “creative” force, he may choose whether
         to exercise this creativity as a sage or philosopher or whether to exercise it as
         an overtly political ruler who becomes, at line 5, the visible dragon, the flying
         dragon proceeding to occupy Heaven.
      

      
       The act of the human will, the power to choose, in conjunction with the given circumstances
         of “changes” in phenomena and events, is an implied premise in the Book of Changes as it is also in basic Confucian texts such as the Analects or Sayings of Confucius, and the Book of Mencius or Mengzi, and in basic texts of Daoism such as the Laozi and Zhuangzi. The sword that is the “subtle” and “god-like” and “unlimited” spirit in Zhuangzi, Book XVI is very like the power of the will that Mao, like his teacher Li Dazhao李大釗,
         celebrates as essential to the effective operation of change in human events. It seems
         probable that the X represented by Mao’s “Two-Edge” sword in poem 16 factors out,
         on one level of meaning, to signify Mao’s creative will power that, so to speak, he
         does not keep hidden away in a box but exercises to its utmost “god-like” and “emperor-force”
         potential.
      

      
       A further, also apt, indicator of the possibilities in the “subtle-spirit” sword
         is provided in Book XXX of the Zhuangzi. This Book XXX is called “Yue Jian” 說劍—a title that may be translated “Delighting
         in the Two-Edge Sword.” In this parabolic narrative Zhuangzi describes himself as
         capturing the attention of King Wen of Zhao, who was a notable patron of clever swordsmen,
         by introducing himself to King Wen as an expert on the subject of three kinds of swords.
         The tale goes on to indicate that, of these three kinds of swords, the least important
         is the only kind that can be mastered by vulgar minds. The least important kind is
         the literal weapon used by King Wen’s corps of swordsmen. The two, and more important,
         swords are, Zhuangzi indicates, metaphorical swords. The middle-rank sword of the
         three, as he describes it, is the power that can be exercised by the will of a lord
         or king, a ruler of a large domain but still of a domain that is only one section
         of the whole earth. This middle-rank sword, Zhuangzi says, is effective if the domain-lord
         or king attends to military affairs and to the economy with sufficient skill to retain
         the devotion of the people within his domain. But it is the third, the top-ranking,
         sword to which Zhuangzi gives major attention. This sword, he says, is the sword of
         the Son of Heaven. This is the sword of the ruler of all China who is, in Daoist just
         as in Confucian classical theory, the putative ruler of the whole earth.
      

      
       With regard to this sword, Zhuangzi says in Book XXX[44]  that its point is the area of northeast China. This is the area that, in modern
         times, includes Beijing. The two edges of this emperor-sword, Zhuangzi says, are Mount
         Qi 齊 in the west and Mount Dai 岱 in the east. Zhuangzi represented the core of the
         blade by an area that, in modern times, corresponds to the inner Chinese provinces
         north of the Yellow River. As to the girdle by which the Son of Heaven carries this
         sword, this Zhuangzi describes as “mountains.” The emperor binds this sword with the
         “north sea.” This term, “north sea,” can mean the Bo Hai 渤海, the “north sea” in the
         sense of the gulf and ingress of the Pacific Ocean between the Shandong peninsula
         and the Liaodong peninsula of Manchuria. But other details, non-geographical details
         that Zhuangzi gives concerning this sword that is exclusively available to the Son
         of Heaven, the master of the world’s Middle Kingdom, suggest that by “north sea” Zhuangzi
         may also be alluding to the symbolic “north” occupied by the Son of Heaven in the
         position from which, by “facing south,” he rules the north.
      

      
       Mao in these three poems is saying that he possesses the forged and unbreakable will
         power to become the ruler upon whom the whole world is compelled to depend. He is
         also saying that he will use his conquest of China itself as the cutting edges and
         point for his advance to world domination. He is saying, further, that he so completely
         controls, in his own thought-processes, the general dialectics of power politics and
         its particular operation in the historical circumstances of his own time that he has
         taken possession of the “three-plus-three,” the creative “Heaven” force represented
         as the crucial factor in actualizing world power. He asserts, further, that by 1935
         he has so wielded his “subtle-spirit” sword that he is already breaking into Heaven
         itself, that he is already at the point of becoming ruler of the whole world. Even
         though Heaven is about to collapse—that is, even though chaos is imminent on earth—Mao
         says he himself intervenes. It is I myself, I, Mao Zedong (poem 16 proclaims), who,
         becoming the new pillar of Heaven, insures that, through my control of China and consequent
         control of the government of the whole world, a correct system (from Mao’s viewpoint)
         for controlling the whole world is now being instituted.
      

      
      Section E: Final perspective on the “Mountain Poems”

      
      The relation Mao has set up between his “Mountain Poems” and the text of hexagram
         1 of the Book of Changes points to the text giving the paradigm of the career of a world-ruler “read” from
         the three-plus-three of straight, solid lines set one above the other as a symbol
         of the “Heaven” power and the “creative” power accessible to the man who qualifies
         as “celestial dragon.” But Mao’s enjoyment in the kinds of manipulation of meanings
         possible in wen-yan is, in the “Mountain Poems” not limited to this primary play on the texts of the
         flying dragon hexagram, the symbol of the stages of ascendance for a traditional,
         dynasty-founding Chinese emperor. Within the inner space of his own head, Mao is already,
         in 1935, occupying a “future time,” planning for and visualizing actual world dominance.
         But he is also recognizing that in “immediate time” his career is at the point that,
         from his way of interpreting the Changes, has moved from hexagram 12, which he equates with 1934 into the end of that lunar
         year at the beginning of February 1934, on through some of the stages of hexagram
         13. These correlations he also sustains through the “Mountain Poems.”
      

      
       In poem 14, its first statement occupying lines 1 and 2 summarizes the theme of having
         the whip hand over other major CCP officers that he has already celebrated in poem
         12 “Huichang.” Just as his poem 14, as epitome, moves from a summary of his poem 12
         into and through the theme of the “gate” in his poem 13, Mao’s poem 15 serves, in
         its opening statement as a further development of the “gate” theme: just as in poem
         13 Mao takes a seemingly sudden leap from mountain imagery to sea imagery, this same
         leap recurs in his move from poem 14 into poem 15.
      

      
       In our analysis of poem 13 in relation to his correlated hexagram 13, the auspices
         for this hexagram include the idea of crucial political decision symbolized as “crossing
         great waters.” In poem 13 Mao combines the symbol of “great waters” drawn from the
         hexagram of his auspices for 1935 with the “gate” in the “wilderness” theme drawn
         from the opening line of the same hexagram. This combination signifies, in his system
         of calendar correlations, the period of late February through March 1935. This same
         “immediate time” situation is indicated in poem 15 with a further extension of its
         significance. Now the dealing with “great waters” is identified as concerning not
         solely China but the whole world. The “gate” and the “waters” that open up Mao’s power
         over China he sees, on the wider time scale, as also opening up his power over the
         whole world, the Heaven-like “activity” signalized in his other calculus, the lines
         of ascent on hexagram 1, the three-plus-three hexagram.
      

      
       By the time we reach the second half of his poem 15, therefore, the points on Mao’s
         two time graphs are clear. In terms of the hexagram 1 paradigm they refer to his “frolicking”
         in a space not visible to ordinary eyes: that is, his preparation in his own mind
         of the detailed strategy for bringing the whole earth under his command. In terms
         of his progress in immediate time through the stages of hexagram 13, he has arrived
         at line 2 of that hexagram, equatable in his system with April and May, 1935. Line
         2 of hexagram 13 advises the potential “dragon” that at this point in the process
         of this “change” he will, to ordinary observers, appear to be in a very humble position,
         a mere participant in the tong situation. This term, tong, the governing term for hexagram 13, is the same term that occurs in the CCP title
         “comrade,” tongzhi 同志, a connection Mao would not fail to enjoy. But the sequence of advice and instruction
         in hexagram 13, indicates that, for a “dragon,” the practice of tong is a tactical move only; in other words, he assumes the “low people” of appearing
         to be an ordinary comrade as a mask behind which to make further moves in the power
         game.
      

      
       In terms of Mao’s actual “immediate” time position during April and May 1935, this
         becomes an appropriate description. To the outside world he was scarcely mobile, a
         seemingly minor political adventurer presumed to be in flight, moving in the wilds
         of western China. To his immediate associates in the CCP First Army he played the
         role of simple “comrade” sharing the hazards of the trek through the wilderness. But
         just as the opening statement of poem 15 tells us that inside his own head, by March
         1935, he was already preparing his general strategy of world revolution, his concluding
         statement in poem 15 tells us that he is already preparing his specific tactics of
         world revolution. By remaining hidden behind the mask of an ordinary Communist “comrade”
         he will be, as these concluding lines indicate, both the invisible frolicker of line
         4 of hexagram 1 and the seemingly humble ordinary comrade of line 2 of hexagram 13.
         Neither his local associates in 1935 nor the world in general in his “future time,”
         he says, will know that it is he who is in fact the hunter that harries all the “horses”
         there are, not only in China but throughout the world, to fight one another, and,
         thereby, be too preoccupied to realize that Mao is freed to be master of them all.
      

      
       Following out Mao’s calculus we arrive again at poem 16, recognizing now that, while
         its opening statement matches the penultimate or “flying” dragon” line of hexagram
         1 and its concluding statement paraphrases the top line of hexagram 1, his achievement
         in “future time” as the celestial dragon with his head already in “Heaven,” concurrently
         his same opening statement is a comment on his situation in June and July 1935, and
         his concluding statement a comment on his situation in August and September 1935.
         Or to put it in his also related terms, the opening statement in poem 16, while alluding
         to line 5 of hexagram 1, also alludes to line 3 of hexagram 13; and his concluding
         statement in poem 16, while alluding to the final line of hexagram 1, also alludes
         to line 4 of hexagram 13.
      

      
       What was Mao’s situation in June-July 1935, the immediate career situation that Mao’s
         system correlates with line 3 of hexagram 13? In June 1935, Mao’s forces and the forces
         of Zhang Guotao made conjunction at Maoergong 茅ㄦ貢 and though theoretically proceeding
         as a combined operation, an east column accompanying Mao and a west column accompanying
         Zhang Guotao on to a further conjunction and major conference at Maoergai 毛ㄦ蓋 in late
         July, a major policy split accompanied the compromise arrangement concerning an advancing
         east column and an advancing west column.  Zhang Guotao was aiming his forces to the
         northwest on the theory that the best move was to establish a base in Sikang with
         the expectation of strengthening, further west through Xinjiang, support from the
         USSR. Mao was headed northeast to the Shenxi-Gansu border area where other CCP leaders,
         Gao Gang among them, held a small, still surviving Communist enclave. In line with
         the position he had been positing since January 1935 that the CCP define itself as
         defending China against Japan, Mao’s ostensible claim for going northeast was that
         this positioned CCP armies against possible Japanese invasion through Inner Mongolia
      

      
       In retrospect it appears that Mao was primarily calculating on outflanking Chiang
         Kai-shek from the north while gaining a propaganda advantage as an advertised defender
         against the Japanese and allowing Zhang Guotao to trap himself further into positions
         Mao could exploit, as he did in 1936-1937, by denouncing Zhang as a craven traitor
         and a rebel against Party authority. At the time, however, it seemed to other observers
         that Mao had had to relinquish authority by not forcing Zhang Guotao to march directly
         toward the northeast and that Mao, moreover, was moving more as a refugee than as
         any kind of major ruler as he seemed to be aiming at a shelter in a northern Party
         enclave originally created by other CCP leaders.
      

      
       But Mao the poet provides, in his poem 16, his own epitome of the operation. In terms
         of hexagram 1, line 5, he sees his position in and after the conference at Maoergai
         as already that of flying dragon with the sword that has penetrated “Heaven.” In the
         “future time” and inner-space of his own head, he concludes that he now controls all
         the moves from which he can dispose eventually not only of Zhang Guotao and other
         figures such as Gao Gang but also of Chiang Kai-shek while, furthermore, entering
         himself visibly in the world scene in the role of chief defender of China against
         invasion. Concurrently, in terms of hexagram 13, line 3, he is literally carrying
         out its instructions: to “hide his weapon” and “climb high hills” and delay “for three
         years” any public indication of his possession of his “weapon.”
      

      
       All this is relevant to Mao’s further private jokes in his opening statement in poem
         16. While, visible to his own inner space, he has already “hidden” his weapon in the
         heart of maximum power, in “Heaven.” It is “beyond the blue,” beyond what is visible
         to ordinary men. Furthermore, it is a “subtle spirit” sword that is necessarily invisible,
         Mao implies, to any Zhang Guotao or Chiang Kai-shek as well as to the rest of the
         “ten thousand horses” who do not perceive Mao’s “high hills” nor know that it is he
         who is maneuvering them “on mountains,” “through mountains,” and “from mountains.”
      

      
       The concluding statement of poem 16 also concludes, as we have seen, Mao’s version
         of his ascent up the dragon-emperor paradigm of hexagram 1. But it also, in Mao’s
         double calculus, implies a correspondence with line 4 of hexagram 13 as Mao relates
         the text for this line to his immediate situation from August through the end of September
         1935. During these months the trekkers on the Long March encountered the most desperate
         of many desperate situations. The non-Chinese tribes of Mans in the area northeast
         of Maoergai not only denied them food but attacked them from ambushed passes jutting
         across miles of swampland. On the crossing, thousands died of starvation or in minor
         battles or from exposure to drenching rains and bitterly cold nights without shelter
         from either rain or mud even before the further climb up the Min mountains, and further
         battles, now again with troops allied with the GMD. It was during the first weeks
         of the entry into the swamplands also that Mao received by radio Zhang Guotao’s further
         objections to the northeast trek and replied with a refusal to join Zhang at the proposed
         Luogang 蘿崗 base.
      

      
       By what turn of mind could Mao associate this grimmest period of the Long March with
         line 4 of hexagram 13 that advises “climbing the wall” but still refraining from initiating
         attack and also with the top line of hexagram 1 in its most auspicious form, the “all
         nines” omen of the triumphant dragon-ruler whose head, and not only his sword, is
         now securely in the “Heaven” of maximum world power? That he does connect the concluding
         lines of poem 16 with line 4 of hexagram 13, “climbing the wall but refraining from
         initiating attack” is confirmed by his poem 17. Poem 17, placed directly after the
         three “Mountain Poems” is dated October 1935 and its penultimate line refers to the
         Min mountains that Mao and his troops began to ascend in September and where, despite
         their reduction to some 7,000 or 8,000 half-starved survivors, they routed the attack
         by the GMD 49th Division under Hu Zong-nan. Furthermore, the final line of poem 17
         is a direct paraphrase of a key section of the text for line 5 of hexagram 13 which,
         in Mao’s system of correlations, attaches to October-November 1935, the period after
         the climbing of the Min mountains in late September of that year.
      

      
       This supporting evidence within the verse-sequence leaves no doubt that the concluding
         statement of poem 16 intends to relate to the “climbing the wall” theme of hexagram
         13, line 4, and to the ascent in late September 1935 of the Min mountains. In assigning
         to the three “Mountain Poems,” the year period, 1934-1935, and the opening poem 14
         with a summary referring back to his poem 12 concerning September 1934, expectably
         poem 16 would correlate with September 1935; and this, as we see, is confirmed by
         the content of the immediately succeeding poem, poem 17, dated October 1935.
      

      
      There is no necessary correlation between the dates Mao attaches to his poems and
         the dates when he actually wrote them or completed them in the polished form in which
         they appear in and after 1957. We know that poem 17, the next poem we are to consider,
         was in circulation in its present form at least as early as the 1940s. But whether
         he wrote what are now counted as poems 14, 15, and 16, some time soon after he was
         settled in Shenxi in late 1935 or not till many years later, he has placed them, with
         a dramatist’s eye as well as a strategist’s retrospect, at a point in his career that
         is obviously intended to startle as well as to awe those who might seriously suppose
         that he “hummed them on horseback” in the midst of the Long March.
      

      
      Whenever he wrote them, it seems entirely probable that the view of his tactics and
         strategic aims was already present in his mind in 1935 even if he composed them during
         later leisure, their coolly elegant, inordinately complex, and tersely incisive lines.
         It is useful to know what they say even though we cannot be awed into concluding that
         a man of Mao’s mind and temperament could replace us as ruler of any world. The old
         advice in the Sunzi’s Art of War can serve more than one party. When Sunzi says “know your enemy,” the advice can
         be taken by others besides adorers of Mao Zedong. The time is already late; but if
         we are to know the intent of Mao and his “dynasty,” it is already high time for us
         to recognize both the full meaning of the words and the implications of the mood that
         on record is Mao’s “Mountain Poems.”
      

       

      Poem 17: The Long March (October 1935)

      
      (Chang zheng 長 征 / 长 征)
      

      
      Prefatory note on the verse-form:

      
      Mao identifies the form of this poem 17 as qi-lü (七律). Lü signifies fixed form or regulated form. The more usual and expectable label would be qi-lü shi 七律詩, identifying a regulated-form poem that follows strictly prescriptive rules concerning the recurrences, within each
         line, of words pronounced in “level” tone and in “rising” tones as well as fixed rules
         as to which lines carry the single rhyme that recurs in these standardized, eight-line
         poems. Within the category, lü-shi, there are only two basic types: an eight-line poem with five characters in each
         line, and an eight-line poem with seven characters in each line. Were Mao’s poem a
         formal qi-lü shi, it would be expected to present not only an eight-line poem with seven characters
         in each line but to abide by the rules, fixed since the Tang dynasty, on assigned
         positions for words in level tone and in deflected tones and assigned positions for
         rhyme recurrence. Mao’s poem does not fully conform to these rules. It may be for
         this reason that he avoids labeling it qi-lü shi, choosing to suggested, by calling it qi lü, that it follows some but by no means all the formal rules for a seven-character
         lü-shi.
      

      
       Mao’s poem is an eight-line poem in which each line contains seven characters. It
         relates to formal lü-shi also in the usual recurrence of caesura after the fourth beat in each line. It conforms
         to some extent to the rules for what is called antithetical parallelism in line 3
         against line 4 and in line 5 against line 6; what antithetical parallelism involves
         will be considered when we come to discuss these lines in Mao’s poem.
      

      
       With regard to rhymes, however, qi-lü shi requires invariably either
      

      
         a, ax, ax, a, a, a, x, a 
         

or


         
         x, a, x, a, x, a, x, a; 
         

      

      but Mao’s rhymes run

      
         a, ax, ax, a, a, a, x, a. 
         

      

      The notation ax is used here with regard to Mao’s own rhyme-scheme, to signify rhymes so close to
         the dominant rhyme that they create, to the ear, the impression of much more insistent
         rhyme recurrence than is prescribed for lü-shi. Even allowing for Mao’s repeated use of Hunanese[45]  variants in the handling of some vowels and consonants, the move away from lü-shi rules for rhymes is too marked to be accidental. Only Mao’s line 7, here in accord
         with lü-shi, is a distinctly non-rhyming line. With regard to the tone sequence within each line,
         regulated tonal sequences that have been considered equally pertinent evidence of
         a poet’s skill in composing true lü-shi, Mao’s poem does not conform at all. Some of his lines open with a tone-sequence
         suggesting that he might be going to conform to what is called the “first form” of
         standard qi-lü shi, but not one of his eight lines conforms throughout.
      

      
       From a contemporary point of view this lack of conformity can be regarded as irrelevant.
         In the history of poetic practice, poets do develop personal verse-forms that show
         some debts to older fixed forms but do not intend to conform entirely. A realistic
         appraisal of Mao’s verse-practice, however, is not well served by translators such
         as Andrew Boyd, and Michael Bullock and Jerome Ch’en, who do not carry over or explain
         Mao’s notation, qi-lü, but summarily label the poem lü-shi.[46]  Such labeling implies that Mao’s poem is a fully formal lü-shi. Such labeling circulates the impression that Mao’s poem in Chinese has demonstrated
         conformity to all the demanding rules within which the best lü-shi poets of the past have managed to express themselves with extraordinary elegance.
         This misleading impression is furthered by such assertions as those of Wong Man, in
         his introduction to his Poems of Mao Tse-tung,[47]  asserting that Mao’s poems are “strictly disciplined to ancient patterns.” Such
         an assertion blurs a fact that is relevant to an understanding of Mao as a poet: that
         Mao makes eclectic adaptations from old forms, following some of the rules and ignoring
         others.
      

      
       In Chinese script and in transliteration, the text of poem 17, “The Long March,”
         is supplied here below, together with a new English translation and the usual, necessary
         supporting exposition. Whoever is interested in examining Mao’s variations from standard
         qi lü-shi can find here, accordingly, the requisite information. A reliable English source
         for the paradigms of tradition qi lü-shi is James J. Y. Liu, The Art of Chinese Poetry.[48]  Most readers of this study, however, are likely to be more attentive to what Mao’s
         poems convey than to diagrams of his variations from older prescriptive patterns in
         the matter of rhymes and level-tone and deflected-tone sequences.
      

      
       Consequently, it seems sufficient here to summarize three observations with regard
         to the relation of Mao’s poems to traditional verse-forms: (1) that in his use of
         ci 詞 as well as in his use of what he calls lü, though he abides by traditional line length and stanza form, he introduces, into
         these forms, rhyme-schemes and tonal relationships to suit his own pleasure; (2) that
         to develop these variations appears, from the point of view of a twentieth century
         poet, an entirely justifiable practice; and (3) that misconceptions in this regard
         are unwisely furthered by those who, without having taken the time to examine the
         differences between Mao’s adaptations of traditional forms and the traditional forms
         themselves, promote the false impression that, in the matter of rhyme and tone-sequence
         patterns, Mao’s techniques of notation are identical with those regarded as prescriptive
         by earlier composers of ci and lü-shi.
      

      
       In the making of poems Mao demonstrably wishes to retain some controlling aspects
         of old verse-forms while, at the same time, to introduce his own lü—that is, to introduce his own “regulations” within them. This procedure is analogous
         to his inclination in politics to retain some major aspects of Chinese political orthodoxy—such
         as the dialectics of the Changes, the closely related bing fa 兵法 (the Chinese view of the “art of war,” including psychological warfare) and the
         also closely related doctrine concerning world hegemony for China under a world-emperor—while
         eliminating some aspects, particularly those that are either Confucianist or Buddhist—of
         traditional regulations and traditional ethics. In the techniques of his poems as
         well as in his political tactics, Mao shows the same basic impulse to sustain some
         selected traditions but also to accommodate them to his personal advantage and to
         his personal tastes.
      

      
      Poem 17: The Long March[49] 
      

       

      Ci title: Qi lü七 律 / 七 律
      

       

      
      1. Hong jun bu pa yuan zheng nan, 紅 軍 不 怕 遠 征 難 / 红 军 不 怕 远 征 难
      

       

      
      In toils of my long-range assault Red Armies not recoiling,

       

      
      2. Wan shui qian shan zhi* deng xian. 萬 水 千 山 只 等 閒 / 万 水 千 山 只 等 闲
      

       

      
      A myriad waters, thousand mountains, count as casual strolling. 

       

      
      3. Wu* Ling wei yi teng xi lang, 五 嶺 逶 迤 騰 細 浪 / 五 岭 逶 迤 腾 细 浪
      

       

      
      The Wuling ridges’ twisting rise amounts to soft waves rippling, 

       

      
      4. Wu Meng pang bo zou ni wan. 烏 蒙 磅 礡 走 泥 丸 / 乌 蒙 磅 礴 走 泥 丸
      

       

      
      And Wumeng’s craggy, sprawling slope, mere granuled mud-strand


      shoaling. 

       

      
      5. Jin Sha shui po[50]  yun yai nuan, 金 沙 水 拍 雲 崖 暖 / 金 沙 水 拍 云 崖 暖
      

       

      
      Easy as Gold Sand Water cliffs in clouds caressed warm-curling, 

       

      
      6. Da Du qiao heng tie* suo han. 大 渡 橋 横 鐵 索 寒 / 大 渡 桥 横 铁 索 寒
      

       

      
      Becomes the Dadu bridge athwart on iron chains flesh-chilling. 

       

      
      7. Geng xi Min Shan qian li* xue, 更 喜 岷 山 千 里 雪 / 更 喜 岷 山 千 里 雪
      

       

      
      Rejoiced the more to cross Minshan through leagues and leagues of


      snow, 

       

      
      8. San jun guo hou jin kai yan. 三 軍 過 後 盡 開 顏 / 三 军 过 后 尽 开 颜
      

       

      
      Within Three Armies, coming through, all are thereafter smiling. 

       

      *Note: Line 2,  line 3,  line 6, and line 7, are simply reminders of Chinese tone-sandhi:
         when a basically third-tone vocable—for example, zhi, wu, tie, or li—precedes another third-tone vocable, the precedent third tone shifts to second tone.
         With regard to line 5, its final vocable, nuan, is in some sections of China, pronounced nan or nang. 
      

      
      Section A: The perspective in “The Long March”

      
      The jaunty pace and tone of this English version are in accord with the mood and import
         of the original Chinese text. Within the poem itself Mao does not use the term chang-zheng 長征, the term that, employed in the poem’s title and in general prose reference to
         the six-thousand mile expedition of 1934-1935, is by convention rendered in English
         as the long march. Within the poem itself Mao uses (line 1) the term, yuan-zheng 遠征. This can be appropriately translated, for reasons that will be presented below,
         as long-range assault. The seemingly odd phrasing of lines 4 through 6 conveys in English corresponding
         aspects in the phrasing of the original Chinese text.
      

      
       In Chinese the poem is marked by a sustained ambiguity as to whose thoughts the poem
         is expressing; and a corresponding ambiguity is designedly sustained in this English
         translation. Mao’s phrasing of his poem, to be analyzed in the exposition here, sets
         up the suggestion that the thoughts might be those of the Red Armies but indicates,
         to close readers, that he is, by intention, summarizing, instead, his appraisal of
         the usefulness of the expedition to his personal political advantage.
      

      
       The poem imparts his personal estimate of his tactical successes during the Long
         March. That this is his intention is confirmed through his allusion to a specific
         statement in the text of the Book of Changes, a hexagram text that we shall shortly be examining in detail. Through his careful
         phrasing of the final words in the concluding line of his poem, hou jin kai-yan 後盡開顏, thereafter all are smiling, Mao alludes to the text of line 5 of hexagram 13. For this we have been prepared
         through having observed that he includes correlations with the texts for hexagram
         13 in all of his poems thus far referring to events of 1935; and he continues this
         practice through poems 18 and 19.
      

      
       Before examining the specific passage in the Changes that defines, with regard to thereafter all are smiling, the consequent political advantage to the commander who has accomplished this result
         through strategic planning, it is well to bring back to mind the general auspices
         and dominant imagery of the texts for hexagram 13. As we have noted in discussions
         of Mao’s poems 13 through 18, the auspices for this thirteenth phase in the Changes, which Mao relates, in his lunar-calendar system, to the lunar year beginning in
         February 1935, advise the ruler to employ, as a tactical maneuver, the appearance
         of sharing an ordinary comradely relationship with his people. He is also advised
         to carry out major tactical decisions, advice conveyed in the symbolic statement,
         “cross great waters.” He is further advised to conceal “behind hills” the weapon of
         political power he is actually employing, and to “climb a wall” but, at this point,
         still to avoid the appearance of any direct attack upon those he intends to dominate.
      

      
       In poem 13, as we have seen, Mao develops these themes and symbols with regard to
         tactics he is employing toward domination of CCP and GMD rivals. In poems 14 through
         16 he recapitulates and expands these themes and symbols with regard to all potential
         rivals throughout the world. Now, in this poem 17, he summarizes, through further
         plays upon the themes and symbolism in the texts for hexagram 13, his success in employing
         these same tactical procedures to secure his personal domination over the Red Armies.
         As his final statement in this poem 17 indicates, he considers this domination already
         substantially accomplished by the time he has, in September, 1935, “climbed the wall”
         of the Minshan mountains
      

      
       In preparation for appreciating the wordplays Mao employs in his Chinese text for
         lines 1 and 2, we need to keep in mind that in the Changes and, correspondingly, in Mao’s own habits of thought, “comradeship,” called tong 同 in the texts of hexagram 13, is for the ruler a tactical role and involves no ethical
         commitment. Though Mao doubtless enjoys the coincidence the ancient Changes advise about using tong tactics and his assumption of the role of tongzhi 同志, of comrade, in the Communist Party sense, the term, tongzhi, is not a CCP coinage nor a twentieth-century translation of a European Communist
         concept. The term has been common in China from at least as early as the fourteenth
         century among men who accepted a shared political goal.[51]  For exploiting tongzhi, playing the role of comrade on the way to becoming autocratic commander, Mao knows the Chinese precedents, including
         the initial use of “comrade” tactics by several commanders who became founders of
         Chinese dynasties. Mao celebrates, in “The Long March,” his success, through playing
         the role of comrade, in securing psychological domination over those members of the
         CCP armies most closely associated with him on the expedition. To them, for reasons
         we shall later consider, he gives the classification, in line 8, of san jun 三軍, the Three Armies.
      

      
       In Mao’s lines 3, 4, 5, and 6 water-crossing metaphors and mention of actual water-crossings
         both function as allusions to the “crossing great waters” symbolism in hexagram 13.
         Through these rhetorical devices Mao summarizes the stages through which he implements,
         during the expedition to the west and north, his decision to exploit the march as
         a means of gaining personal psychological ascendancy over the troops. Throughout the
         poem Mao indicates that, just as he is preparing psychological traps for rival commanders,
         as he has said in his poems 13 and 14 and for commanders the world over, as he has
         said in his poems 15 and 16, he is also subtly employing tactics of “harrying” in
         order to control the Red Armies themselves, and that, like the commanders, the troops
         also do not perceive that he is promoting this harrying himself. This is his psychological
         weapon, “hidden behind the hills.” In his line 8, Mao comes to the core of the matter
         with regard to the special theme of this poem. He sets up the allusion to the text
         in the Changes that specifies the goal of the tactics he has been using. Here we find confirmed
         the indications already present in the earlier lines of the poem that he is celebrating
         his further access to power, celebrating his success in having induced in Red Army
         troops, beyond general revolutionary enthusiasm, a committed personal devotion to
         Mao Zedong as “great commander.”
      

      
       For Mao’s line 8, its context, the text of line 5 of hexagram 13, reads, tong ren xian hao-tao er hou xiao, da-shi ke xiang-yu 同人先號啕而後笑大師克相遇: When-during-the-comradeship the-people-having-suffered-and-complained-bitterly, thereafter smile, (hou xiao), the-great-commander can-make-use-of their-feeling-of-mutual-commitment. That the Changes phrase, hou xiao, is the phrase Mao is deliberately paraphrasing in his hou . . . kai-yan (both phrases denote thereafter smiling) is deducible from emphases throughout the poem. Just as in poems 13 through 16 and
         also in poems 18 and 19, all poems dated 1935, Mao is closely correlating this poem
         17 to the texts for hexagram 13. But the specific correlation in poem 17, line 8,
         is further affirmed in the note supplied by the official annotator for the 1962 Peking
         edition of Mao’s poems. There (page 25), the annotator specifies that Mao’s term,
         kai-yan, smiling, is to be understood as synonymous with xiao. This xiao, which can denote both smiling and laughing happily, is the word used in the phrase, hou xiao, thereafter smiling in the text for line 5 of hexagram 13.
      

      
       Here is the clinching clue to the import of Mao’s “The Long March.” To accommodate
         symbolic connections with the tactics of comradeship and with political meanings of
         “water” and “mountains” and “crossing great waters” Mao makes, from among the many
         water-courses and mountain ranges on the 6,000-miles march a designed selection of
         a few key “mountain” and “water” situations to represent the tactical significance
         of his use of the induced experience of suffering-much-and-complaining-bitterly. Throughout he has been testing his calculated risk, the poem indicates, that, as
         “great commander,” he can turn this expedition to his personal advantage. He himself
         is also “thereafter smiling” among the “all” whom he speaks of as “smiling” because
         the “smiling” troops signify for him that he now has secured that psychological domination
         over them that has been one of his strategic aims. Here resides also the explanation
         of the jaunty tone of the poem. Here again Mao is indulging himself in one of his
         sardonic jokes, another of his “frolicking dragon” amusements, such as we have already
         examined in detail during the discussion of his immediately preceding “Mountain Poems.”
      

      
       Mao’s “The Long March,” as we shall see further through analyzing it line by line,
         nowhere states unequivocally that Mao has any feeling of affection or concern for
         the troops. Despite the attempts by Maoist apologists to suppose that this must be
         what the poem conveys, and despite the efforts of earlier translators to force the
         text to support this preconception, the Chinese text itself resists such interpretation.
         Jerome Ch’en’s opinion that “The Long March” is one of Mao’s “less distinguished poems”
         quite probably reflects bafflement at having tried to translate some of the Chinese
         text on the assumption that it must be intended, willy nilly, to be a compliment to
         the Red Armies. Since Jerome Ch’en, like other earlier translators, has not caught
         the allusions to the Book of Changes in this or any other of Mao’s poems, the bafflement is understandable. Significantly,
         Ch’en is so much at a loss as to any pertinence in the last words of the poems, the
         words, thereafter all are smiling, that he omits them from his translation altogether.[52] 
      

      
       But though “The Long March” is not a “distinguished poem” from the point of view
         of any of us who expect a poet to show a humanistic respect and concern for other
         individual human beings, the poem is designed throughout with a precise, though ruthless,
         logic. It conveys, with Mao’s peculiar glee, his delight that, having had the luck
         to survive together with some eight thousand troops out of the hundred thousand who
         started out in the Long March, he has along with his other tactical goals that he
         celebrates in poems 13, 14, 15, 16, 18, and 19, achieved his intent to develop a hard-core
         military group who will hereafter be the personal army of Mao Zedong. The fate of
         the more than ninety thousand other human beings who perished during their participation
         on the Long March does not disturb him.
      

      
       Both the text of Changes hexagram 13, line 5, and Mao’s poem “The Long March” take a patronizing view of “the
         people.” The assumptions shared by both texts are that, among the masses, (1) those
         who survive a series of crises become complacent even in the recollection of family
         members and close friends who did not survive, (2) that survivors romanticize their
         own survival, and (3) that their congratulatory excitement projects an aura of infallibility
         upon any charismatic demagogue who has survived along with them. That an unusually
         shrewd demagogue gambles on such an outcome shows no lack of realism. Penchants among
         human beings toward rejection of memories of loss and pain, toward romanticizing the
         past, and toward hero-like adulation of one “leader,” disregarding his actual dependence
         upon protection and sources from others, are, throughout history, recurring phenomena.
      

      
       A Mao Zedong who, like some of his predecessors, including the putative Zhou authors
         of the Zhou text of the Changes, considers himself endowed with unique talents and obligations to impose a “correct”
         government upon the human race can, without compunction, regard tens of thousands
         of human beings as expendable as long as, through this process, he grooms survivors
         docilely obedient to his further commands. It would only delight Mao’s peculiarly
         disdainful sense of humor the more if, by resisting a close look at what his poem
         actually says, we should fall in with those who assert, against the evidence in the
         poem itself, that Mao’s “Long March” is a poem applauding the heroism of Red Armies.
         Instead, Mao is complimenting himself on his luck and cleverness in the handling of
         his yuan-zheng tactics, his tactics of “long-range assault.”
      

      
      Section B: Analysis of “The Long March,” lines 1 and 2

      
      As has been mentioned above, Mao does not, in this opening line of the poem, use the
         phrase chang-zheng, long march. To understand the force of the term he chooses, yuan-zheng; we have first, however, to be aware of the Chinese connotations of the term zheng itself. It does not mean “march” in the current English sense, equally applicable
         to children marching around the backyard or citizens marching in parade on a peaceful
         holiday as well as to both military drills and actual battle marches. A zheng means, explicitly, a military expedition undertaken to “subjugate” those whom the
         planner of the zheng intends to control. The basic sense of zheng is to “subjugate”; by extension, it has acquired the meaning of a military expedition undertaken to subjugate others. The title of the poem, chang-zheng, signifies a long (chang) expedition of this kind, in terms of the distance and time involved. Taken in connection
         with the period 1934-1935, chang-zheng can basically be taken to signify both the purpose propagandized by the CCP during
         1935—a long expedition pursued in order to place Red Armies in a more favorable situation
         “to subjugate” Japanese forces posed for an invasion of China from the north—and the
         concurrent purpose, clear to Mao and also to Zhu De, Lin Biao, and others close to
         him—a long expedition pursued in order to outflank, with major Red Armies, the movements
         of Chiang Kai-shek’s forces. By developing a new major power-base in the northwest
         to operate in coordination with guerilla groups left in the southeast under Chen Yi
         and others, Mao set the stage for truly “big surround-and-destroy” tactics[53]  through which to “subjugate” Chiang and the GMD.
      

      
       These aspects of zheng, of a “subjugation march,” are within the import of the yuan-zheng that Mao introduces in the opening line of his poem. But were this all he intended
         to convey, there would be no reason for Mao’s rejecting the popular term, chang-zheng, and choosing to use yuan-zheng. Both chang and yuan are rising-tone vocables; consequently, even were Mao following out one of the standard
         tone-sequence patterns for lü-shi (though, in fact he is not) chang would serve quite as well as yuan in slot 5 of Mao’s opening line. It is obvious that he chooses yuan because, through this choice, he can implant in the poem a more precise approach
         to the topic to which, in this poem, he is addressing himself: that is, his success
         in his further purpose, the use of the “subjugation” march as a means of subjugating
         Red Armies into ever more willing submission to personal orders from Mao Zedong.
      

      
       During the march he has, by calculation, maneuvered them into more and more situations
         of the kind that line 5 of hexagram 13 describes as useful to the commander’s purposes—that
         is, hao-tao 號啕 situations, situations in which the people suffer-much-and-complain-bitterly. But the survivors nonetheless smile; they smile upon him because they credit him
         with their survival, remaining unaware that he has forced them through these bitter
         situations as part of his calculated strategy for increasing his domination over them.
         Within this fact, the fact that the troops are not aware that this has been his intention,
         resides in fine distinction between a chang-zheng, a long military expedition, and a yuan-zheng, an assault, zheng, through the use of distance, yuan, in the psychological sense of distance, the mental distance distinguishing the intentions
         of the strategist from the expectations among the troops.
      

      
       Because, again in accord with the advice in hexagram 13, the commander plays the
         role of a comrade, it does not occur to the masses, deluded by his comradely behavior,
         that he is, by calculation, trapping them into the areas of hazards that they are
         accordingly forced to endure. The shrewd commander exploits the psychological distance
         between the ethical responses of human beings and the ruthless calculations of the
         strategist whose power goals take no account of the cost in human lives among those
         he uses for his purposes. To register this more subtle sense of operating “through
         distance,” the ordinary term, chang, will not serve Mao’s purposes. Chang denotes simply long or continuous in time or space. But the more subtle connotations of operating “through distance”
         are, in appropriate accord with Mao’s mocking sense of humor, available in the term
         yuan. Though yuan can denote distance, in time and physical space it includes, as chang does not, the signification of “operating from a distance”; yuan can signify “operating by remote control.”
      

      
       Had line 1 of Mao’s poem no further context, we might still suppose that, by using
         the expression, yuan-zheng, Mao intended merely to convey the idea that he is using the tactics of “operating
         by remote control” as a procedure against Chiang Kai-shek. But Mao’s line 1 is only
         the first half of a two-line statement. By his choice of words, in line 2, to conclude
         this statement, he makes evident, for any readers not blinded by delusions about Mao’s
         “comradeliness,” that the specific subject of Mao’s “The Long March” is the success
         of his “operating by remote control” upon the minds of the Red Armies themselves.
         Although tens of thousands of human beings perished, some during pitched battles,
         others by disease, drowning, and starvation, others under bombings en route by the
         GMD Air Force, Mao, in line 2 of this poem, reduces these experiences to a landscape
         numeration, ten thousand waters, thousand mountains, which, he says, zhi deng xian 只等閒, only amount-to casual-strolling. He has, on this first level of meaning in zhi deng xian, already set up the patronizing implication that Red troops are creatures with short
         memories and uncritical enthusiasms. But he has chosen to end his first statement
         in the poem with a Chinese script-character that has three different pronunciations
         and several distinct meanings, only one of them, xian in the sense of casual strolling. Through the closing word in line 2 Mao has set up a battery of wordplays that further
         intensify the implications of his yuan-zheng, of his “operating by remote control,” operating on the troops through long-range
         psychological effects.
      

      
       Mao’s concluding word in his opening two-line statement can, in modern Chinese, be
         written either 閑 or 閒. Pronounced xian in either script-form, it can also denote a corral for animals, a horse-stable, or trained horses. Mao’s opening line of “The Long March” can consequently also be read to mean In toils of my long-range assault Red Armies not recoiling, / Through myriad waters, thousand mountains these armies become my further trained horses or horses now in my stable or horses I have been corralling. In his immediately preceding “Mountain Poems” we have seen Mao already amusing himself
         with images of whipped horses and harried horses that, representing both CCP officials
         and leaders of other nations, he is in the process of dominating. The likelihood is,
         accordingly, considerable that, in choosing the term xian, he includes in his own mind, this further picture of himself that he has succeeded
         in turning the Red Armies into his personal stable, his corral of trained horses. That he can train them to forget what he wishes them to forget and to remember only
         what he chooses to have them remember is developed throughout this poem, “The Long
         March.”
      

      
       This by no means exhausts the wordplays available in Mao’s choice of the final word
         of his opening statement. This same ideograph, read as jian (first, high-level tone) means a crevice, and a crevice, in the context of travel across thousands of mountains and mountain
         gorges, becomes a potential trap for either “horses” or human beings. Consequently,
         these ploys were Mao’s opening statement in the implication that the Red Armies’ not
         recoiling from the long trek amounts to their falling into the trap Mao has set for
         them. Furthermore, this sense has another ideograph reading, jian (fourth, falling tone), meaning to put a space between. Given Mao’s enjoyment of wordplay and his already having chosen for line 1 the term
         yuan to suggest that he is “operating by remote control,” it is equally likely that he
         enjoys this further implication of his opening statement. By having maneuvered the
         Red Armies into this long expedition in which they visuablize him only as a “comrade,”
         he is actually defining the “space between” their position as his trained herd and
         his position as their all-powerful driver. The same set of vocables in his lines 1
         and 2 can be interpreted as in toils of my long-range assault, Red Armies by not recoiling, show that the [psychological] space between (jian 間) them and me is still (zhi 只) equivalent to (deng 等) the distance of ten thousand waters and thousands of mountains.

      
       That Mao is calculating with the possibilities of all these wordplays is substantiated
         by his insistence on this term 閒. He makes it insistent by placing it in emphatic position. It is both the final word
         in his opening statement and in the slot which, to accord with the standard rules
         of lü-shi, should contain the controlling rhyme of the poem. But he ignores the rule requiring
         a solid rhyme at this point. He prefers the rough approximation (lines 1 with 2) of
         nan and xian, even when, with adjustment of line 2, he could have produced a somewhat more nearly
         full rhyme, nan with shan (from line 2, slot 4). Mao chooses to put the control rhyme in line 1, but against
         all the rules of lü-shi in rising tone—that is, nan 難—and then to ignore the rule for the presence always of the control rhyme, and in
         level tone, at the end of line 2, by using a term that, on any of its meanings, is
         only a rough rhyme with nan. Mao’s procedure here itself indicates the importance that he attaches to his choice
         of the closing word of line 2, a device that allows all the word-plays on its meanings
         as xian, jian (first, high level tone), and jian (fourth, falling tone) (all written 閒).
      

      
       There is no question but that Mao, who not only studied thoroughly but, for awhile,
         taught Chinese literature earlier in his career, knows the prescribed paradigms for
         lü-shi. His advice to ignore the paradigms is obviously governed by the greater importance
         for him, and for his intentions in this poem, to be gained by emphasizing the connection
         of ideas between his yuan-zheng tactics, “long-range assault” tactics, and the xian, jian (first, high level tone), and jian (fourth, falling tone) result. He announces in this opening statement his intent,
         his power, to brainwash the Red Armies into regarding all the bitter struggles of
         the Long March as a leisurely excursion, casual strolling, and his accomplished intent,
         through the Long March, to convert the Red Armies into his personal stable of trained
         horses. He includes the corollary, the amused observation that the resultant docility
         of the Red Armies confirms the psychological “distance” between the manipulated masses
         and the grand strategist who knows how to induce them into ever more willing submission
         to his commands.
      

      
       Mao’s handling of his opening two-line statement is also a pertinent example of his
         skill in playing to two audiences at once. That he does not expect his mass audience
         even to know that he is deliberately breaking the rules of lü-shi composition is already probable in the fact that average members of a Chinese popular
         audience in the 1930s and thereafter are indifferent to, and even unacquainted with,
         the old lü-shi rules as the average member of a Western popular audience can be expected to be with
         regard to prescriptive paradigms for, let us say, a chant royal. That Mao encourages this ignorance is indirectly confirmed by the fact that popular
         Chinese editions of his poems from 1958 through 1962 either, as in the Nineteen Poems,[54]  in composing lü shi requires no more than producing an eight-line poem, seven characters to a line, or,
         as in the popular Mao Tse-tung’s Poems Annotated and Explained,[55]  omits altogether any identification of the verse-form even omitting Mao’s own notation,
         qi-lü. For popular audiences Mao has deducibly counted on their taking the final word of
         his line 2 in the first meaning likely to occur to them, leisure or strolling on their not recognizing the off-rhyme as a signal for special attention. He could
         also be rather sure that their natural expectation that a poem about the heroic Long
         March must be praising its heroes and will deflect any speculation as to why he calls
         it a yuan-zheng and that they will assume that his speaking of the expedition as a casual stroll
         must be some sort of compliment to the courage of the Red Armies.
      

      
       But just as in his other poems, Mao sets in careful signals also for that other audience
         he anticipates. The audience of those desired few who, like a Guo Moruo or a Liu Yazi,[56]  are sufficiently knowledgeable in traditional Chinese literary practice both to
         perceive and, Mao must suppose, to enjoy his cleverness as a rhetorician. For such
         readers, who have already noticed the relevance of Mao’s shift from the popular term
         chang-zheng to the more subtle locution yuan-zheng, the very presence of the cross-tone off-rhyme insisted upon at the end of line 2,
         whether read xien, jian, or jian, invites them to give this term special attention. Such readers Mao invites to discover
         that he is not praising Red Armies but celebrating in verse his own success, through
         the tactical use of comradeliness combined with the acute suffering of the Long March,
         at “training” the surviving troops into a docile herd of Mao devotees. These more
         specialized readers can remember, concurrently, that driving troops into ever more
         desperate hazards, as a maneuver to train them into unquestioning obedience, is a
         standard principle in the Chinese art of war. As early as the fifth century B.C.,
         Sunzi, who, as we know, is one of Mao’s preceptors, set out, among his principles
         of grand strategy, the use by clever commanders of the choice to force troops into
         situations from which they can no longer retreat. Maneuvering troops into situations
         without which they must perforce go forward, if even only a few are to survive, is
         standard tactics in the politics of Chinese warfare.
      

      
       We can now take account of the fact that Mao nowhere in the poem, not even in its
         opening line, says anything so positive or unequivocal as that the Red Armies were
         courageous. Their stamina and feats of individual bravery are deservedly on record
         in the works of other writers, most notably in the work of Americans such as Edgar
         Snow, whose Red Star Over China, read in English, is now recognized as having been a major influence on the Chinese
         university students who, after 1935, began making their way to northern Shenxi to
         join Mao Zedong. But the courage of the Red Armies is not the focus of Mao’s poem.
         Even in defining his topic in his opening lines, his mention of the troops occurs
         in equivocating form. The troops, he says, bu-pa 不怕, do not recoil, do not shrink from, his long-range assault.

      
       Despite this negative formulation, were bu-pa followed, as it might have been expected to be, by chang-zheng, the ordinary, popular term for the long march or long military expedition, bu pa could still be taken to signify that the troops were not afraid. The words, bu-pa, placed in conjunction instead with yuan-zheng and pointing toward the wordplays on xian, jian, (fourth, falling tone) jian (first, high level tone) at the end of the same sentence, take on the equivocal sense
         of not to recoil from. Conditioned by the content of the rest of Mao’s first statement, and further governed
         by the selection of detail and direction of emphasis in the rest of the poem, stressing
         Mao’s psychological control over the troops, Mao’s expression bu-pa introduces the implication, accurate to his view of the matter, that it was because
         of their ignorance concerning his long-range strategy that they did not draw back,
         did not recoil. In 1934, they had no idea that they were headed out upon a 6,000-mile
         trek that would take them through some of the most viciously difficult terrain on
         the Middle Kingdom’s western frontier; by late April 1935, Mao had already maneuvered
         them into areas where survival by staying within the group and trusting their orders
         had become the only choice available to them.
      

      
       By the time they had moved southwest out of Guizhou and had reached the Gold Sand
         River, an upper reach of the Yangtze that Mao[57]  calls Gold Sand Water, retreat would have brought them back under direct fire from
         GMD armies already pursuing them in Yunnan. Further north, once they were within the
         Dadu 大渡 gorge, struggling single file along cliff-scratched footpaths above fast-running
         icy waters and under sporadic bombing from GMD planes and attacks from machine gun
         squads out looking for them from across the cliffs, there was no drawing back. Across
         further mountains, stages unmentioned in Mao’s poem, they not only suffered from problems
         of food supply, thin air, blizzards and ambushes but were dependent upon local tribesmen
         in order to locate and penetrate the mountain passes. Beyond Mougong and Maoerkai,
         when after the temporary conjunction with Zhang Guotao’s Fourth Army, the armies compromised
         on a two-column advance, came the passage of the so-called grasslands, the high swamps
         on which they fought wind, cold, rain, hail, boggy footing, attacks by hostile tribesmen,
         and suffered the exhaustion and scarcity of food that destroyed many on a diet of
         horsemeat from the surviving pack animals, boiled shoe leather, and sometimes poisonous,
         wild vegetables.[58] 
      

      
       In the midst of these stresses, Mao’s refusal of Zhang Guotao’s proposal, sent by
         radio, that Mao’s east column rejoin his in the west[59]  committed what Mao chooses to call his “Three Armies” to survive the swamps in such
         numbers as might survive. Beyond this they had to take the snows of the Minshan, survive
         sporadic battles in southern Gansu and cross a further mountain range (which provides
         the title for Mao’s poem 19, “Liupan”) before reaching the relative security of the
         new base in northern Shenxi. Mao has chosen to omit from his “The Long March” any
         reference to the strenuous crossing of many mountains between the Wumeng and the Minshan.
         He omits the comparative respite during the march together with the Fourth Army during
         June and July, as well as the truly desperate and decimating struggle through the
         bogs and craggy upthrusts of the high grasslands, concentrates on stages which he
         sees as key moments in the progress toward his personal psychological victory over
         the minds of the survivors, those he calls his “Three Armies.” He considers this victory
         already complete by the time of the Minshan crossing in September, 1935, several weeks
         before, after further battles and further mountains, the troops, on October 20, 1935,
         finally made conjunction with Xu Haidong’s 徐海東 Fifteenth Red Army Corps at Wuqi 吳起
         on the northeast border of Shenxi.
      

      
       A general account of the long trek such as has been summarily provided here is a
         necessary context within which to appraise Mao’s expository opening statement in his
         poem “The Long March.” It was this kind of painful struggle through “a myriad waters,
         thousand mountains” that, in compliment to himself rather than to the troops and the
         few of their women and children who survived with them, Mao boasting, in his poem,
         as his casual “strolling.”
      

      
       The aspect of casual strolling is the level of meaning on the surface of Mao’s opening
         statement and is the only one feasibly conveyable in translation. Mao’s further plays
         on xien, jian, (first, high level tone) jian (fourth, falling tone), are impossible to convey in an English translation that has
         also, as part of its aim, the retention of a verse-form supplying some consistent
         analogy with that of the original. The subtleties also in the expression yuan-zheng cannot be wholly conveyed within the metrical limitations established for the English
         verse-line. By the rendering, long-range assault, however, readers are made aware that Mao is employing an expression not identical
         with the ordinary Chinese term now commonly translated “long march.” They are also
         given some clue to Mao’s intentional emphasis upon the “assault” signification in
         zheng and, with the help of the exposition here, some clue to the sense in which “long-range”
         is to be understood. But it is essential to effective translation of poems that, in
         the original, are full of subtle wordplay to try to find some means, within the translator’s
         language, to indicate to close readers, even without the offered help from accompanying
         prose exposition, that wordplay is present in the original and that the purport of
         the poem is not all on the surface. Such a situation becomes available, with regard
         to “The Long March,” through a careful decision as to the English rendering of the
         term nan 難, the last word in Mao’s line 1.
      

      
       Read out into word-for-word prose, Mao’s opening line gives: Red Armies not recoiling from long-range assault toils. Nan here rendered toils, denotes a general concept of hardships, troubles, difficulties. To solve the need, in an English translation of “The Long March,” to give readers
         some opening clue to the poem’s central purport—Mao’s celebration of his success through
         his long-range assault tactics in securing psychological ascendancy over Red troops—the
         English term toils, used for the Chinese term nan, has a special usefulness. Understood as hardships, toils is a correct translation of nan. But just as some words in Chinese allow for wordplays not transferable in English,
         English has its own possibilities for wordplay. Toils can mean hardships. But to say “in toils of”—a wordplay not available in the Chinese term nan—produces a situation handily equivalent to what Mao means by his use of yuan in line 1 together with his play on xien, jian (first, high level tone), jian (fourth, falling tone) in line 2: that is, that he has been trapping the Red Armies,
         getting them “in his toils” in order to increase his ascendancy over them. Since wordplay
         is one of Mao’s own style-marks, the use of wordplay in the English version when it
         provides a resource for giving a needed clue to the meaning the statement conveyed
         through several wordplays in the original language is within the functions of a serviceable
         translation.
      

      
       Accordingly, we begin our encounter with Mao’s view of the Long March through the
         opening English lines:
      

      
         In toils of my long-range assault Red Armies not recoiling,

         
           A myriad water, thousand mountains, count as casual strolling.

      

      This retains the calculated ambiguity equally present in Mao’s Chinese text. It suggests,
         as Mao intends to suggest, for those who do not appraise his words closely, that maybe
         those who survived the long march come to regard it in retrospect as “casual strolling.”
         But it says, as Mao intends to say, and as the further lines of the poem continue
         to confirm, that Mao is the one who, speaking in his own person, counts the expedition
         as a casual stroll because the tactics he gambled on have worked out as easily and
         neatly as he had hoped. It is from his personal viewpoint as the strategist maintaining
         his psychological distance from the troops, and implicitly from the other army officers
         as well, that Mao selects the stages of the March to be mentioned and the personally
         apposite metaphors with which he designs the rest of the poem.
      

      
      Section C: Analysis of lines 3 and 4

      
      By mentioning in the opening words of his line 3 the Wuling, the Five Ridges, Mao sums up the passage of the armies along the border between the edge of northern
         Guangdong and the southern border of Hunan and on through Guangxi and into Guizhou.
         In chronological reference, the opening phrase, “The Wuling ridges’ twisting rise,”
         covers the whole period of the Long March from October 1934 into March of 1935. This
         spans the situations covered, in Mao’s verse-sequence, from the second stanza of poem
         12, “Huichang,” with its allusion going out of Jiangxi by way of Guangdong, through
         poem 13 on the maneuvers in Guizhou that he epitomizes in “The Loushan Barrier-Gate.”
         Now, in poem 17, which omits any surface mention of major battles involved, including
         a severe trouncing of the Red Armies by GMD forces in southern Hunan as well as crucial
         battles, military and political, in Guizhou, Mao’s emphasis upon the “twisting rise”
         of the Five Ranges remains, at one level of meaning, a simple description of the winding
         and teeming, the wei yi 逶迤, of actual mountain trails as the five ranges grow higher and higher toward the
         west. But we recall, from Mao’s poems 12 through 16, his celebration of his twists
         and turns in both military and political maneuvers that, by the time he has left the
         area of the fifth of the Five Ranges, had secure for him Guizhou, both his rise as now acknowledged Chairman of the CCP Politburo and his new ascendancies, by his
         own estimation, over the CCP rival, Zhang Guotao, and over the iron-ring tactics of
         Chiang Kai-shek. Mao’s calling the Wuling stages of the march a twisting rise represents his metaphorical appraisal of the first stage of psychological ascendancy
         that he secured through his management of the “twists and turns” of the campaign from
         October 1934 to March 1935.
      

      
       Earlier Chinese history is always likely to be a further supporting context in Mao’s
         poems. His summing up in terms of the “Wuling” of the move across parts of southern
         provinces from Guangdong to Guizhou introduces an implied comparison with the first
         Chinese expansion over the Five Ranges of the south. This began in the third century
         B.C. under Qin Shihuangdi and continued during the Han dynasty. That he has the comparison
         in mind is circumstantially probable from Mao’s comparisons of himself in preceding
         poems, with Qin Shihuangdi,[60]  and with the Han emperor Guangwu,[61]  who gave attention to reasserting Han domination over the south after the troubled
         transition from the Former Han to the Later Han phases of the Han dynasty. That Mao
         does have these analogies from Chinese history in mind is confirmed by his immediately
         following mention, in line 4, of the Wumeng mountain range, and his supported quotation
         there of words from an obscure passage in the history of the Han dynasty to which
         we shall have reason to refer in detail later.
      

      
       Because Mao’s line 4 is the parallel clause in the statement that begins in line
         3, and consequently acquires some of its import from this position, we need to consider,
         before discussing line 4, what Mao seems to be suggesting in line 3 regarding the
         Red Armies’ retrospective view of the Wuling stage of the march. Developing this surface
         pattern, Mao suggests that all the battles and struggles with twisting mountain trails
         during this phase of the expedition reduce to the image of xi lang or teng xi lang 騰細浪, wavelets, or a rising equivalent to[no more than] soft waves, or soft waves rippling. In this line 3 Mao plays with the caesura point, an amusement among his style-marks.[62]  Here, in poem 17, Mao allows the word teng, rise, ascend, or mount, to function in two directions at once. It can refer back to the “rise” of the Wuling
         while, with equal appropriateness, referring forward to the soft waves.
      

      
       The basic construction here is, Wuling . . . rise equals rise . . . soft waves. This double function is carried into the English version by conserving the term rise attached to the opening phrase about the Wuling, the Five Ranges, and indicating
         the comparative rise in terms of rippling, the attribute of soft waves. On the surface, the comparison soft waves rippling suggests that, in recollection, all the stages of the military expedition through
         to the point of departure farther west from Guizhou can be regarded as an easy passage,
         like wading through ripples along a seashore. But our familiarity with Mao’s tactics,
         both as a poet and a politician, prepares us to look for more than one level of relevance
         here. These further relevancies have little to do with thoughts habitual to troops
         on the march but much to do with angles of views habitual for Mao Zedong.
      

      
       The marchers, the men and the women and children accompanying them, were not likely
         to be visualizing themselves, as they struggled up and down the Five Ranges and on
         across the Wumeng into Yunnan, as modern avatars of the troops of the Qin and Han
         dynasties. But Mao, in his poems, pays repeated attention to appraisal of his career
         in terms of recapitulating, symbolically, and then literally surpassing, the political
         accomplishments of earlier notable emperors. The marchers, not only recurrently battling
         GMD and GMD-allied troops but increasingly rugged mountain wildernesses, were not
         likely of themselves, at the time or in retrospect, to think of the events from October
         1934, into the spring of 1935 in terms of a gentle progress through lightly rippling
         water. Mao, however, is partial to water symbolism. His poems repeatedly allude to
         his generalized concept, that of becoming master of the stream of human events, and
         to traditional mythologized context of the dragon-emperor metaphorically associated
         with power over waters. Furthermore, during 1935, as his immediately preceding poems
         have already indicated, he is much occupied with implementing major decisions, actions
         he correlates with the hexagram 13 code-phrase, “covering great waters.”
      

      
       In Mao’s poem 13 he has already described his decision to move further south and
         west through the mountains by using the imagery of a sea crossing. Within the “Mountain
         Poems” that project the whole of his grand strategy in terms of mountains and horses
         and waters, his poem 15 explicitly links his mountains and his horses to the image
         of himself extending like an invisible dragon into seas and streams that he controls
         to his own purposes. Consequently when we encounter his assertion that the difficult
         trek over the Five Ranges comes to appear like traveling through soft waves rippling, he is obviously expressing through this image, his appraisal of the case, in regard
         to his own interests, with which he has furthered his decisions to increase his psychological
         domination through these first stages of the march, the period of the march across
         the Five Ranges, the Wuling.
      

      
       Insofar as the troops are aware, up to the spring of 1935, that they are involved
         in a move of some relevance, it appeared to them, and will continue to seem to them,
         Mao’s line 3 is designed to suggest, as a minor phase of the whole experience, amounting
         to soft waves rippling. But with this same line 3 Mao established two further points
         of pre-eminent interest to him personally: that by his tactics of inciting the troops
         and their officers into situations that force them to move westward and farther westward
         until they are finally in the midst of the most savage terrain in the area between
         China and Tibet, he has, in terms of his own grand strategy advanced the move toward
         creating a world revolution that he has described, in poem 15, through water imagery,
         “upsetting seas and stirring up streams.” In this sense his water imagery operates
         throughout his poems. But though he knows he is thinking in “great waters” terms,
         the armies, he implies, do not yet see the “great waters.” The corollary point he
         is developing refers to his immediate tactics during 1935. The troops are not aware
         that the moves through the Five Ranges are equivalent to “deep waters,” the “sea”
         of Mao’s poem 13; they see the move only as a series of minor decisions, as a “rippling”
         wave. Mao, however, appraises his moves across the Five Ranges as a sea-deep series
         of moves that turn out to have been accomplished, after all, without giving him any
         great trouble. It is himself that he portrays strolling through his “great waters”
         decisions as easily as wading through soft waves rippling over a shallow sea.
      

      
       The insights into Mao’s “crossing great waters” symbolism, provided by his poems
         13 and 15 and introduced again in poem 17, clarify the import of line 4, which completes
         the statement begun in line 3. By the standards of formal lü-shi composition, his line 4, in relation to line 3, breaks lü-shi rules concerning antithetical parallelisms prescribed for this pair of lines in a
         lü or regulated poem, as blatantly as his breaking of the rhyming rules prescribed for lines 1 and
         2 in formal lü-shi. But again the oddity of the rule-breaking alerts close readers, as Mao presumably
         intends they should be alerted, to examine the line for parallelisms and contrasts
         more integral to the poem’s argument than the pseudo-contrasts on its surface.
      

      
       In Mao’s lines 3 and 4 the place-names Wuling, line 3, and Wumeng, line 4, placed in parallel position, are not, in a formal lü-shi sense, true antitheses. The wu script-character in Wuling, meaning five, is not the same character as the wu of Wumeng. The two wu characters, wu 五 and wu 烏, are not identical in sound and also not identical in meaning nor antithetical
         in meaning. They have, accordingly, no direct bearing on a pattern of antithetical
         parallelism. This is true also of the place-names taken as a unit; Wuling and Wumeng
         belong equally to the category of names of mountain ranges. The denotation of the
         name Wuling is simply Five Ranges. The denotation of the ideographs accompanying the name, Wuling, are less certain but its circuit of possible meanings lies outside of any category
         of identity or contrast in relation to the terms wu and ling (pronounced wu ling[63]).
      

      
       Wu, in the place-name, Wumeng (pronounced wu meng), may denote either crow or black. As with many old place-names, particularly in areas which the name may be adapted
         from another language—and this is a probability regarding the Wumeng mountains, inhabited
         into recent times by peoples linguistically as well as genetically non-Chinese—there
         is little likelihood of confirming whether “wu-meng” means mountains covered (meng) with crows (wu) or mountains black (wu) and concealed (meng) or whether possibly wu is employed symbolically. These mountains for centuries marked China’s “far west.”
         Since, in Chinese, the crow is a sun symbol, if the place-name is Chinese, Wumeng might possibly denote the idea of sunset mountains, the place where the sun-crow becomes covered or concealed. But the name may quite as well lack any of these meanings and even derive from a
         different language altogether. If there is an antithesis within the parallelism setting
         Wuling against Wumeng, it is one—and this proves to be the case—that involves not
         the surface denotation of these place-names but a conceptual contrast within Mao’s
         mind and discoverable only through first factoring out the further terms, and the
         ideas they represent, in the rest of his line 4.
      

      
       Mao’s line 3 states that the Wuling mountains twist, wind, and rise; his line 4 states that the Wumeng mountains are stone-banging, extensive, and going forward or going along. Whether, as is equally appropriate, we take, in line 4, pang 磅 and bo 礴 as separately informative items, stone-banging or perhaps bang-hard (pang) and bo, filling or extending, or take pang-bo conceptually in its denotation as a two-syllable word, extensive or vast, we still lack formal antithesis with respect to the terms in parallel position in
         line 3. The twisting-winding of line 3, even conceptualized to, perhaps, devious, does not function in formal categorical contrast with hard-extensive or vast. Similarly zou 走, to go forward or go along (or walk or travel) does not function in formal categorical contrast with rise or ascend. But from clues in the literary historical allusion to which Mao’s final words, ni wan 泥丸 in line 4 direct us, we discover that Mao is using zou in the sense of going along down the west slope of the Wumeng range. From his adaptation of the passage to which he
         alludes in the Han dynasty annals, we can also discover that he is using zou, in line 4, as he uses the parallel term, teng 騰, in line 3, to function in two directions, to describe the down-slope of the Wumeng when traveling from the east down over the slope to the west and also
         to describe the ni-wan, the mud pellets or mud granules or granulated wind, the image with which he concludes line 4.
      

      
       One clue to the far from usual function of the term zou, to go, go forward, or go along, the clue that it is to be understood, in Mao’s line 4, as signifying both a slope and the roiled or roiled-over appearance of mud as it forms an uneven, granulated
         surface where water has receded at a river’s edge or along a tidal flat or shoal at
         the edge of a sea, has been available at least since 1962 in the notes to the 1962
         Peking edition of Mao’s poems.[64]  Characteristically, however, the official annotator offers no explanation as to
         why the very common term zou, to go acquires, in Mao’s line 4, these quite unusual meanings. Fortunately, a further clue
         has been available in English since 1966 in Wong Man’s identification of the source
         of Mao’s term ni-wan, mud pellets or granulated mud[65]  in the words of a Han dynasty officer, whose description of his first sight, from
         the crest of the Wumeng, of the west slope of the Wumeng range is preserved in the
         official history of the Han dynasty. But neither the annotator of the 1962 Peking
         edition of Mao’s poems nor Wong Man, in either his notes or his translation, offers
         any insight into the function of this image of granulated mud within the continuous statement and complex extended metaphor that Mao creates through
         lines 3 and 4 of “The Long March.”
      

      
       According to the biography, in the annals of the Han dynasty, of Guai Feng, one of
         the first Chinese to articulate the experience of penetrating into the southwest to
         the crest of the Wumeng range, Guai described the west slope of the range as being
         a clutter of great juts and crags that, even from above and at a great distance, look
         like a “roil of mud pellets” along the slope. For a Han dynasty military adventurer
         and explorer, this amounts to no more than a fanciful description of an unusual geological
         formation. But Mao puts this “mud pellets” simile to more complex use.
      

      
       As with his clue-term allusions in his other poems—allusions to specific passages
         in the Changes, in the Chuci, in the Zhuangzi, or in an essay about Qin Shihuangdi—here again the significance he attaches, within
         his poem, to the clue-term depends not upon the denotations of the key-term alone
         but upon connotations discoverable only from acquaintance with the whole statement
         in the original text from which he has selected it. With regard to the clue-term mud pellets or granulated mud, Mao’s procedure includes (1) use of the association of the image with the first expansion
         of Chinese power into the southwest beyond the crest of the Wumeng range; (2) use
         of the significance of the simile as an expansion of the appearance of the west slope
         “from a mental distance” as contrasted with physical struggle down through the actual
         cliffs, boulders, and crags; and (3) further connotations that Mao then projects upon
         the clue-term in order to bring it into accord with an expanding figure of speech
         that he is already developing in his poem.
      

      
       Mao employs this complex kind of allusive composition in creating an allusion through
         which he equates his tactics with those used by Liu Bang 劉邦 against Xiang Yu 項羽 in
         the third century B.C., reiterates the implication that Mao Zedong is a Chinese emperor,
         and, at the same time, conveys information both about tactical procedures he has already
         used in 1936 against Zhang Xueliang and Chiang Kai-shek and is now using again in
         the 1960s against Liu Shaoqi and whatever other CCP officers Mao chooses to identify
         with him. In the process of this study we have most recently observed him working
         with this complex kind of allusive composition in his “Mountain Poems.” There we discovered
         that only attention to the function of his clue-terms in the texts from which he has
         selected them—the anonymous riddle-rhyme along with the symbolic use of Chinese chess
         terms, the texts for hexagram 1 and hexagram 13, as well as old tales about Gong Gong
         and Jiang Ziya, and Zhuangzi and Chuci passages on two-edged swords—combined with equal attention to the logic of structure
         in the figures of speech he is developing out of these materials can finally open
         up the basic structure of his argument. There we found him reasoning firmly and consistently
         within his labyrinthine ambush of terms that trap or inform readers in direct proportion
         to the care with which the labyrinth of meanings is explored.
      

      
       Having in hand now the clues from Line 3 of “The Long March,” together with the context
         of the clue-term from line 4, we can, with care, perceive the basic structure of the
         argument Mao is developing through the mountainscape and seascape figures in this
         second statement in his poem 17. The transit of the Five Ranges, line 3, is to Mao
         a significant stage to be celebrated in the poem: (1) this marks the point at which,
         with the most western of the Five Ranges, he has secured the chairmanship of the Politburo
         and set in motion the situations from which he anticipates his emergence as undisputed
         commander of China; and (2) at the same time, he sees his ascendancy, by the time
         he is moving on beyond the Five Ranges, as symbolically equivalent to the first expansions
         of Chinese power into the south and toward the southwest during the Qin and Han dynasties.
      

      
       Both in present fact and in paradigm from Chinese history, his line 3 style is a
         “great waters” situation, a point of enacting “great decisions”; and he finds that
         he has been able to further these “great waters” or “big sea” decisions with so little
         difficulty for him personally that it has been like a casual strolling through “soft
         waves rippling.” In parallel, once he has seen enacted his further decisions that
         have carried him over the Wumeng range, he becomes, in his figure of speech in line
         4, a traveler emerging from the “great waters” and making toward firm ground: he has
         reached a shoal area where from his “mental distance” he can regard his personal advance
         as being like stepping out on a shoal of granulated mud marking the approach to a
         shore on the other side of “great waters.”
      

      
       He says he is on firm and extending ground, the pang-bo aspect he associates with the stage of his career signalized by the crossing of the
         Wumeng range, in that, from this point on, he is already quite sure that from now
         on no one will be able effectively to dispute his orders issued as military as well
         as political commander. Having crossed the border from southwestern Guizhou onto the
         Yunnan plateau also equates for him symbolically with taking command over territory
         initially penetrated during the Han dynasty. Concurrently, the move beyond the Wumeng
         into an area along the northern border of Yunnan is for him a further triumph in his
         tactics of enshrined political-military maneuvers. He has maneuvered the CCP First
         Army westward to the point where it cannot recoil, cannot draw back from his further commands. The Red troops are now flanked by Chiang Kai-shek’s forces
         in central Sichuan, in Guizhou, in Jiangxi, and in central Yunnan. The only alternative
         to either perishing in the wilderness beyond the Yunnan-Sichuan border in Burma and
         Tibet or turning back to surrender to or to be decimated by Chiang Kai-shek’s armies
         and air force is for the troops and their officers to carry out Mao’s plan to turn
         north through and across further mountains and mountain gorges. Though there might
         be occasional raids from the air and GMD regiments on the lookout for them at major
         fords or bridges, Mao was gambling that no major GMD force could effectively block
         their advance to the north, so long as they remained in the wilds of western Sichuan
         for the next two thousand miles.
      

      
       Mao’s choice to classify the arrival across the Wumeng onto the Yunnan plateau through
         an image not of absolutely sure ground but of a relatively sure ground compared to
         the “devious” problems, political and military, of working across the “great waters”
         of the Five Ranges period of the Long March is, rhetorically speaking, both subtle
         and brilliant. Using the image of mud granules adapted from the Han dynasty description
         of the west slope of the Wumeng range, he turns it into the picture of emergence on
         a shoal or mudflat suggesting approach to firm ground though with the possibility
         of some further “waters” ahead also to be negotiated. By this rhetorical device he
         manages to convey, simultaneously, his sense of triumph at having successfully moved
         through this further stage in his schedule of procedures and his recognition that,
         though he has emerged easily from the “great waters,” the “sea” of which he was already
         speaking as early as poem 13, there are still some further “waters,” important though
         less formidable, further “decisions” still ahead, onto the time when he can be absolutely
         sure—the point he reaches in line 8—that “thereafter” Red Armies will remain his personal
         armies to be commanded by Mao Zedong at his own pleasure.
      

      
       The basic parallelism and the basic antithesis involving lines 3 and 4 now become
         visible. The situations represented by “Wuling” and “Wumeng” are parallel because
         they both represent crucial stages in Mao’s enforcement of his own tactical decision
         regarding the Long March. The situations are also parallel because, in terms of his
         own aims, the enforcement of his tactical decisions has been carried through with
         remarkable ease. The troops are, he says, bu-pa, “have not recoiled,” have not mutinied or deserted, but have let themselves be moved
         westward into a situation in which they are increasingly dependent on the decisions
         of Mao Zedong. It has been as easy, from Mao’s viewpoint, as wading through a ripple
         of soft waves and reaching firm ground lying beneath a muddy roil of shoal water.
         A basic antithesis has been established also: the tactical maneuvers, political and
         military, were during the Wuling, the Five Ranges stage, necessarily as devious as
         Mao, by twisting and winding and turning, secured his final ascendancy in the CCP
         through confirmation in the Politburo chairmanship, his propaganda advantage over
         Zhang Guotao, and further military prestige in surprise confrontations with and successful
         deceptions of GMD forces. All of these devious moves contributed to completion of
         the march over the Wumeng into northern Yunnan. By contrast, the move down the west
         slope of the Wumeng itself is, for Mao, no longer a devious or twisting and winding
         and climbing progress, as was true of the Wuling phase. This next stage has been a
         pang-bo zou, a move along a solid, far-reaching slope that puts him at a further, markedly favorable, advantage over the troops as they
         emerge on the Yunnan plateau.
      

      
       By the time we have reached the end of the second statement in the poem, the statement
         concluded in line 4, we recognize again that the poem’s argument acquires its unity
         and coherence from the fact that it is expressing Mao’s appraisal of his sequence
         of tactical successes during the Long March in terms of its advantages to his own
         career and to the furthering of his resources for operating without challenge as an
         autocratic commander. Mao’s imagery has no convincing function as a putative account
         of a view of the Long March, even a retrospective view, attributable to the thoughts
         of the Red troops themselves; but the lines are highly informative regarding the thought-processes
         in the mind of Mao himself.
      

      
       Mao’s source for his ni-wan, his mud granules allusion, is not a source really familiar even to many Chinese scholars. Guai Feng,
         from whose biography Mao derives the account, of the appearance seen from the crest,
         of the west slope of the Wumeng, is so obscure an official that only scholars with
         a specialized interest in the Han period are likely to have heard of him. That Mao
         has read deeply and widely in Chinese history we know; that this was not a common
         occupation among Red troops nor among any but a very few among CCP officers we also
         know. Just as it is wholly unlikely that they would, on the west slope of the Wumeng,
         recall what an observer over twenty centuries earlier is reported to have said about
         it, it is equally unlikely that they would spontaneously apply to the Wumeng such
         an image as mud granules. To assert that while struggling for their own footing and that of their pack animals
         loaded with sewing machines and silver bullion and live ammunition as they made their
         way over the brutally rocky west slope of the Wumeng, Red troops thought, or came
         to think, of this difficult descent onto the Yunnan plateau as a leisurely excursion,
         amounting to no more than strolling across a stretch of slightly roiled and dried
         mud would indeed strain the psychological probabilities.
      

      
       But Mao’s poem does not make such an assertion. It can be so misread only by those
         with such strongly preconceived notions about what a poem on the Long March ought
         to be saying, only such readers press the idea that Mao’s poem is a set of compliments
         to the troops even to the point of reducing the poem, as a literary composition, to
         a batch of improbabilities and non sequiturs. But what the poem conveys with a sequential
         logic and neatly interlocked metaphors is Mao’s own view of the key stages in his
         achievement of personal domination over the military arm of the CCP.
      

      
       Lines 3 and 4 celebrate his having achieved his desired results from his twisting,
         winding tactics during the Wuling stage and from his firm-and-far-reaching tactics
         during the Wumeng stage of the Long March. It is his interest in the triumph of his
         own tactics that leads him to subsume the whole period of the Long March from October
         1934 to April 1935 within his remarks on the Wuling and the Wumeng, used as symbols
         of the first two sequential stages in his now increasing political and psychological
         domination over the armies. It is this same motivation governing the design of the
         poem that unites his omission of many further aspects of the Long March in favor of
         the moments of special tactical and historical interest to him personally.
      

      
      Section D: Analysis of lines 5 and 6

      
      Of the two crossings of “water,” in the literal sense, that Mao selects out of the
         generalized “myriad waters” on the route of the Long March, the crossing of the Jin
         Sha, the Gold Sand River, one of the swift upper reaches of the Yangtze, during the
         first eight days of May 1935, and the crossing some 500 miles to the north of the
         Luding bridge over the Dadu River, on May 25, were unquestionably among major events
         of the expedition. Of these two crossings, that of the Dadu was, by any standards,
         a triumph of stamina and raw courage combined with astute planning.[66]  Were Mao solely interested in effective crossings of literal “waters,” however,
         there might be no reason to choose the Gold Sand River crossing in May rather than,
         perhaps, the Wu river crossing in Guizhou both in March 1935, a crossing that, like
         the crossing of the Gold Sand River, also involved the employment of ruses and disguises.
         But the Gold San river crossing, like that of the Dadu later has, in line with Mao’s
         predilections, the added symbolic interest of association with famous moments in earlier
         Chinese history.
      

      
       Mao’s line 5 does allude, metaphorically, to the ruses and blandishments through
         which boats were appropriated, officials of the village across the river inveigled,
         and, quite possibly Long Yun, commander of GMD troops in the area, flattered into
         looking the other way during the week-long crossing.[67]  But these matters are subsumed within allusions to events that occurred along and
         across the “Gold Sand Water” seventeen centuries earlier, during the fractioning of
         Han imperial power into the three rival kingdoms of Wei, Wu, and Shu Han. These matters
         of a long-ago successful domination of “Gold Sand Water” region are subsumed within
         Mao’s series of terms applied to river cliffs, caressing (po), clouds, and warmth. The clues to this symbolic sequence, referring to the tactics of blandishment and
         ruse and the pose of comradliness, derive from one of Mao’s favorite books, the Romance of the Three Kingdoms.

      
       This fourteenth century fictionalized account, to which Mao was devoted since boyhood,
         of events during the early third century A.D. relates in chapter 88[68]  how Zhuge Liang, also called Kongming—the notable strategist whom we have also had
         occasion to mention in connection with Mao’s “Mountain Poems”—extended the power of
         the Shu Han kingdom, regarded as the continuation of Han imperial power, farther into
         the southwest. Chapter 88 relates how Zhuge Liang penetrated south across the river
         that, called the “Lu” in earlier centuries, is today’s “Gold Sand River” stretch of
         the upper Yangtze. From chapter 88 and subsequent pages through the opening section
         of chapter 91, we learn how Zhuge Liang extended Chinese power deeper into the area
         of what is now the province of Yunnan by a minimum use of direct military engagement
         and a maximum use of psychological domination, the arts of psychological warfare.
         As Zhuge Liang remarks in the opening lines of chapter 88, securing effected domination
         primarily requires ascendancy over the minds of those who are to be subjugated. This
         is also, of course, the theme of Mao’s “The Long March.”
      

      
       The immediate subject of Zhuge Liang’s campaign across the Gold Sand River is his
         success in subjugating the native inhabitants of what is now Yunnan, a non-Chinese,
         blue-eyed, auburn-haired people, and their king, Menghuo. But it is characteristic
         of Mao’s handling of historical parallels that he enjoys both measuring his achievement
         against those of favorite predecessors in Chinese history and, by his own estimate,
         surpassing those achievements. From his poem 12 on into these lines 5 and 6 of poem
         17, “The Long March,” Mao has been indicating that he sees his progress through the
         southern provinces as a recapitulation of the expansion of Chinese imperial power
         under the Qin and Han dynasties.
      

      
       To have moved beyond the Wumeng to the control of a crossing of the Gold Sand River
         interests Mao in relation to Zhuge Liang’s penetration from north to south across
         the river and subsequent triumphant return across the river, south to north,[69]  with the present and future submission of the Yunnan—the “south of the clouds”—region
         assured. But Mao can regard his own achievement as not only a symbolic parallel but
         a surpassing of the achievement of Zhuge Liang. Zhuge Liang was acting on behalf of
         the Shu Han king considered as the Han emperor in legitimate records but Mao is a
         strategist who sees himself as building his own empire. Furthermore, Mao is not only,
         like Zhuge Liang, increasing his psychological domination, simultaneously, over his
         own armies and over non-Chinese peoples (of whom there are of course still large populations
         in southwestern China) but, as Mao appraises the situation in 1935, he is also successfully
         subverting the Chinese population from nominal subjects of Chiang Kai-shek’s Nationalist
         government toward partisanship for a government by Mao Zedong.
      

      
       That this is his view, and one of the corollary “subjugation” themes carried by the
         images and allusions in the poem “The Long March” is confirmed as early as December
         27, 1935, in a speech that he delivered just four days beyond his forty-second birthday.
         Here, in prose metaphor, he remarks[70]  that, influencing the minds of “two hundred million people of eleven provinces,”
         the Long March has been “a seeding machine” and that “many seeds in eleven provinces”
         will “sprout, grow leaves, blossom into flowers, bear fruit and yield a crop in the
         future.” This is the same pattern of anticipatory assertion that has already been
         characterizing his poems since the 1920s. Mao declares here in prose as early as 1935,
         ten years before the defeat of Japan and fourteen years before his entrance into Peking,
         that through the Long March the “enemy” is already defeated. Within his poem “The
         Long March,” his lines 3 and 4 can be taken as the “seeding” of his influence across
         the southern Chinese province to the Yunnan border. This line 5 on “Gold Sand Water”
         signalizes his expanding power in Yunnan. This south-to-north crossing of the “Gold
         Sand Water” signifies to him also the penetration of his power into Sikang and Sichuan.
      

      
       But in this line 5 Mao is equally interested in celebrating the tactics employed
         for this further penetration of southwest China. Tactics of blandishment and comradeliness,
         of caressing and warmth, combined with ruse and deceit, these curled-into-clouds maneuvers, are appropriate to the stratagems of a dragon ruler ascending to mastery
         around and over the cliffs of the upper Yangtze gorges. Here is again his central theme of psychological domination.
         His images acquire their conceptual significance, however, not from literal description
         of crossing the Gold Sand River in May near the site of the Shakou crossing used by
         Zhuge Liang in the third century, but from the narrative of Zhuge Liang’s own craftiness
         in the arts of psychological warfare associated with establishing imperial dominance
         in this area.
      

      
       When it served his purposes, Zhuge Liang advertised his cleverness since it was a
         resource also useful in maintaining his psychological domination over his own troops.
         Zhuge Liang, returning north beyond the cliff-bracketed Gold Sand Water, had, through
         the arts of psychological warfare, “watered” and “seeded,” so to speak, the continued
         submission of the people living “south of the clouds,” living in “Yunnan” to orders
         from Chinese emperors. Concurrently, he had also increased the awe and devotion in
         which he was held by his own troops through this further manifestation of his cleverness.
         They too are all the more willing “not to recoil,” all the more careful not to risk
         challenging his authority since “no one can guess what he may do” next.
      

      
       With sublime confidence in his powers as a commander, since Mao sees himself as both
         a Zhuge Liang and more than a Zhuge Liang, Mao is not a strategist ministering to
         an emperor, but an emperor who is his own strategist. In bracketing together, in lines
         5 and 6 of his poem, the crossing of the Gold Sand River and the crossing of the Dadu
         River some three weeks later, Mao sees as advantages even greater than those that
         accrued to Zhuge Liang in a third century “fifth moon,” the advantages accrued to
         Mao Zedong in May 1935. The crossing of the Dadu also has historical associations.
         These historical associations entertain Mao the more because, in May 1935, Chiang
         Kai-shek attempted to make use of them in his own tactics of psychological warfare.
      

      
       Chiang was fully alert to the intention of the Red armies to attempt a crossing of
         the Dadu River. He had regiments posted at key points including regiments at the Anshunchang
         ferry, garrisons at both ends of the Luding bridge, and two regiments in the city
         of Luding on the east branch of the river. He also attempted to strengthen the morale
         of the local Sichuan population and, hopefully, to undermine that of the Red troops
         by circulation of leaflets mentioning the annihilation of a Taiping army in the Dadu
         gorge during the great rebellions of the nineteenth century.
      

      
       These leaflets, which were also air-dropped from National Government planes, implied
         that the Taiping general, Shi Dakai, who had been captured and executed in the western
         Sichuan wilderness in 1863[71]  was to be identified with Mao Zedong. Prior to the defeat of the National Government
         regiments by Red troops at Anshunchang and the capture of a regimental commander and
         papers including Chiang’s military orders, capped by the notable victory of the Red
         army at the Luding bridge, the comparison of Mao Zedong with Shi Dakai seemed to Chiang
         Kai-shek wholly apt. Mao, like Shi Dakai, represented a rival government in China,
         was also on a long march, and was striving for a new base in the north after defeats
         in the southeast. The destruction of the Taiping troops in the Dadu gorge and execution
         of Shi Dakai by Chinese troops in the service of the emperor had been one of a series
         of major defeats marking the end of the Taiping regime. Chiang’s leaflets implied
         not only that Mao and his troops would be destroyed on the Dadu, but that this would
         signalize the imminent collapse of CCP regimes in China.
      

      
       But Mao did not overlook a relevant detail in the history of the nineteenth century
         Taiping battles in Sichuan. General Shi Dakai had fallen at the Dadu because he had
         delayed too long in undertaking the final assault. He had lost time that allowed the
         imperial government regiments to complete the trapping of his troops within the river
         gorge. By contrast, Mao’s effective timing brought the Red troops upon Chiang’s forces
         at Anshunchang by surprise. Further effective timing marked the advance, some 500
         in a flashing column on the east bank and some 50,000 troops on the west bank, moving
         ahead day and night for forty-eight hours along the knife-edge river-cliff trails.
         This calculated speed, together with ruses such as the use of only Sichuan-dialect
         speakers for giving oral commands, thus deceiving Chiang’s patrols with the supposition
         that the marchers were real National Government forces, combined with the courage
         of desperation among the Red troops, for whom any possibility of retreat was cut off
         once they were on the cliff trails ascending the gorge, contributed to the famous
         Red First Front Army victory at the Dadu River.
      

      
       Considering the hazards of the narrow trails along sheer cliffs above an icy torrent
         at full springtime spate and the seemingly insuperable final challenges of the dismantled
         bridge that had been reduced to nine, bare, iron suspension chains connected by only
         two horizontal chains and, beyond, a strongly fortified city well supplied with guns
         and mortars, the number of casualties during this stage of the expedition was remarkably
         small. A few men were lost to the battle at the ferry crossing and then in the river
         rapids when, at Anshunchang below Luding, the flanking column was set across to make
         a supporting march up the east bank and strike from the rear the National Government
         garrison covering the east end of the Luding bridge. Out of the main columns moving
         north along the western cliffs, negotiating tributary streams on temporary bridges,
         skirmishing with occasional National Government patrols, pushing on without pause,
         covering 110 miles in two days and nights, some marchers were lost to gunfire on to
         the river. The Red assault party that tackled the bridge after overpowering the guards
         posted on the west bank, included twenty-two men who, burdened with machine guns,
         broadswords, and hand grenades swung hand-over-hand from the chains under fire from
         Chiang’s east-bank garrison. The volunteer squad of twenty-two was followed by a supporting
         party replacing over the chains the plank flooring recovered from the guard post.
         The vanguard also fought flames from plank flooring set afire by the east bank garrison
         on the approach to the east bank garrison post. From among the Red vanguard there
         were, reportedly, only three who lost their lives.
      

      
       Before sunset of the same day, May 25, 1935, the Red marchers, still numbered in
         the ten thousands, were not only safely across the bridge from the warehouse of the
         surrendered east-bank garrison, but had readily repulsed and dispersed Chiang’s two
         regiments assigned to the defense of the city of Luding. It may or may not have been
         solely Mao Zedong who initiated all the decisions from before Anshunchang to the Luding
         bridge crossing and the subsequent capture of the city of Luding. It was not Mao,
         watching from a secure distance high on the west bank, but volunteers, whose names
         are not much remembered, who with raw courage swung out first on those swaying iron
         chains. But it is Mao Zedong who claims the victory. By the same convention, of course,
         Chiang would have claimed it if, as he had been expecting, his troops had annihilated
         the Red First Army at the Dadu River. The role of the defeated Shi Dakai that Chiang
         had assigned in advance to Mao Zedong reverted to Chang himself.
      

      
       This was neither the first nor the last time that Chiang and Mao visualized their
         roles in terms of famous events from Chinese history and that Chiang misjudged his
         part in the play. From at least 1927, Chiang Kai-shek, as apparent commander of the
         Middle Kingdom, reasserting control over still competing warlords and seemingly having,
         by 1935, cleared the southern provinces of Red enclaves, might picture himself as
         successor to any number of Chinese emperors. Mao, meanwhile, in poems dated as early
         as 1931, claims for himself not only legendary dragon-ruler precedents such as Gong
         Gong but historical precedents from the Qin and Han periods that continue to interest
         him in and beyond 1935. In December, 1936, Mao and Chiang, during and after the so-called
         Xian Incident, Chiang returned from Xian to Nanjing supposing he had won as a Liu
         Bang—that is, in a role comparable to that of a dynasty-founding emperor. But through
         the next thirteen years, it became clear that, through the Xian agreements of 1936,
         Mao had, by calculation demoted Chiang to the role of Liu Bang’s outwitted rival,
         Xiang Yu, and that Mao had all along been occupying the role of a Liu Bang, first
         Han emperor of China.
      

      
       Mao takes care to indicate that it is he himself who is the new “Han emperor” and
         Chiang who has become the outwitted rival, Xiang Yu. Such patterning of political
         roles, by association with historical precedents, has occurred many times in the Chinese
         past, and associations of this kind are commonplaces of Chinese literature in poetry
         and prose; not only in wen-yan but also in popular street tales, theater, and folk ballads. Not only Chinese commanders
         but the Chinese populace generally have been habituated for centuries to thinking
         and reacting in terms of analogies from earlier Chinese history. Chiang’s sponsorship
         in 1935 of the leaflets about the Taiping general, Shi Dakai, belongs to traditional
         ploys in Chinese psychological warfare. But Chiang’s use of such a ploy amounted to
         a tactical error since it left him in defeat at an added psychological disadvantage.
         That his disadvantage becomes an added advantage to Mao Zedong motivates Mao’s phrasing
         of line 6 of poem 17.
      

      
       Arranging in 1935 the circulation of the leaflets on the subject of the Taiping generals’
         defeat at the Dadu River, Chiang failed to foresee that, should his troops lose the
         bridge and the city of Luding, the roles of Taiping general and general of the imperial
         armies would reverse, and that this reversal would also influence the popular imagination.
         Since at the Dadu River it was Mao and not Chiang who took the victory, this, by associative
         implication, equated Chiang with the defeated “rebel” general and cast Mao in the
         role of “legitimate” general protecting the “empire.” Mao has this in mind in the
         phrasing of his line 6. That Mao has this in mind is further indicated by the words
         with which he opens line 8. The Red Armies mentioned in line 1 become, in line 8,
         Mao’s san jun, Three Armies, in the old imperial meaning of this technical classification. Though poem 17, like
         all of Mao’s poems, is governed by his regular promise that he is an ascendant dragon-emperor,
         the combination of luck, stamina, and astute timing plus Chiang Kai-shek’s shortsightedness
         in stirring up recollections of the old Taiping battle at the Dadu River gave Mao
         many good reasons for deciding that, on all counts, including his now being directly
         associated in the popular mind with an “imperial” victory, he should celebrate the
         crossing of the Dadu as a major stage on his “assault” route toward his personal goal
         of psychological domination over the Chinese people.
      

      
       That it is this psychological aspect of the Dadu victory that Mao intends to celebrate
         is evinced both in his choice to incorporate the Dadu victory in the same statement
         with that in line 5 about crossing the “Gold Sand Water” and his choice of terms to
         be emphasized in line 6. Line 5 with its allusion to ways in which Mao’s handling
         of a military expedition across the Gold Sand River both resembles and surpasses Zhuge
         Liang’s Gold Sand River expedition does not seriously intend, any more than his earlier
         lines, to represent the thoughts of the Red troops. Though they clutched bone-chilling
         iron chains, they were not likely to think of the crossing as an “easy” or “strolling”
         experience either at the time or in recollection. But just as in line 5 Mao is still
         working out his “crossing waters symbolism” in relation to his goal of psychological
         domination, this is his chief focus in line 6 also. In line 5, rather than employ
         any of a number of available Chinese words in various available tones, either level
         or rising, for river or stream, he has chosen to call the Gold Sand River the Gold Sand Water, thus reiterating the
         shui, the water, concept representing the implementation of a major goal. In line 6 he sets the word
         bridge in parallel with water in line 5. Though there was a bridge and also very fast-running water in the Dadu
         gorge, he takes care in line 6 to indicate that again he is interested in this crossing
         for its symbolic pertinence for him rather than in terms of the hazards literally
         met and mastered by the Red troops, including that heroic twenty-two who first swung
         out on those chains dangling 300 feet above the icy torrent.
      

      
       That within Mao’s angle of vision the bridge interests him chiefly as a concept and
         a metaphor for his now accelerating progress toward his goal of personal political
         and psychological domination he indicates by the term he chooses to place directly
         after the word bridge. He qualifies the bridge, qiao, by saying that it is heng; that is horizontal or crosswise or athwart. Since literal bridges are, in function, horizontal, providing a crosswise passage and lying athwart a waterway or other underpass, the term, as literal description, would be superfluous.
         But the seeming tautology here, conserved in English through use of athwart, is another example of one of Mao’s characteristic techniques for calling the attention
         of close readers to the fact that he is communicating more than literal description.
      

      
       With regard to this Dadu bridge in its dismantled condition as it was when the vanguard
         essayed the bare chains hand-over-hand, to call the bridge in that condition heng, functionally horizontal, might amount to another of Mao’s not quite pleasant jokes. But that the bridge was
         restored, made functional once the planks were re-laid athwart the chains, was essential
         to the military victory. And we might suppose that this is all of Mao’s meaning in
         his emphases on heng, the key word at the caesura in line 6, were it not for other factors, both the structural
         relationship of line 6 to line 5 and evidence both from a previous poem, poem 13 and,
         as we shall be seeing, from the immediately following poem, poem 18, that heng, horizontal, athwart, has a special significance in Mao’s political vocabulary.
      

      
       This term heng, in line 6, stands in parallel with his term po 拍, caressing, in line 5; and heng is immediately followed in line 6 with iron chains, a detail that, besides being literal with regard to the Luding bridge, eliminates
         the tentative supposition that Mao is thinking primarily about the wooden flooring
         that, replaced across the chains, made the bridge functional again for more secure
         advance by Commander Mao and the tens of thousands of marchers. The iron chains stand in parallel in line 6 to the cloudy cliffs of line 5 where the clouds over the cliffs have a primarily symbolic reference, like
         the term caressing, to ruses and deceptions, to the political and psychological aspects of the situation.
         Since the even earlier lines 3 and 4 also primarily concern political and psychological
         aspects of the march with regard to Mao’s theme of his psychological ascendancy, and
         line 5 continues this theme, the likelihood is very high that line 6, which is the
         completion of the statement begun in line 5, also concerns political and psychological
         matters of primary interest to Mao himself.
      

      
       Since po, caressing, in line 5, refers to political and psychological tactics employed to secure the cooperation
         of officials who, allied with Chiang Kai-shek, had been assigned to deny boats to
         the Red troops crossing the Gold Sand River, then heng, horizontal, or athwart in the parallel position in line 6, can be assumed to represent a political or psychological
         concept also. We have already encountered, through Mao’s poem 13, evidence of Mao’s
         interest in the classical political meaning of this term, heng. Pertinently, this earlier evidence occurred in direct conjunction with Mao’s mocking
         use, in poem 13, of reference to what Chiang Kai-shek called “iron ring” tactics that,
         attempted earlier in Guizhou, Chiang has been attempting here again at the Dadu River.
      

      
       In Mao’s poem 13 his seemingly tautological use of the term zong 從,[72] a use as peculiar in placing and emphasis there as his use of heng here in poem 17, alerted us to the recognition that he was not employing cong in its more common meaning, which would have made his passage in poem 13 less evenly
         repetitive but making a distinction between two Chinese theories of politics, one
         called zong-shuo, “verticalism” and the other, heng-shuo, “horizontalism.” In poem 13 Mao is already attributing zong politics, as a pejorative category, both to some members of the CCP such as Zhang
         Guotao and to Chiang Kai-shek and defining himself as the promoter and paragon of
         heng politics. As has already been explained in the discussion of Mao’s poem 13, Mao scorns
         the theory of zong politics, in which various rulers are regarded as equally sovereign and no ruler
         or nation is conceded absolute dominance. Mao insists upon heng politics, in which everyone and all nations are reduced to heng, to the horizontal, under one all-dominant government that is controlled by an autocrat, one all-dominant
         ruler, sits, so to speak athwart the world and as a matter of policy a bridge that further thwarts resistance to this policy of horizontalism. It is as a bridge adding to further implementation
         of his decision to actualize his heng politics that Mao sees the Luding bridge representing his victory at the Dadu crossing
         of great waters.
      

      
       In his play upon this conceptual meaning of heng in relation to the “iron chains,” it becomes obvious that, remaining at that “mental
         distance” characteristic of his view of human affairs and of other human beings, Mao
         regards those whose desperate courage captured and restored a usable bridge at Luding
         only as tools useful to advancing his personal aims. In placing the “iron chains”
         in parallel position and in superficial antithesis with the “cloudy cliff” of his
         line 5, he is not seeing, with any emotionally involved concern, the individuals who
         struggled for their lives across the dangling iron links. He is enjoying his usual
         intellectual wit; he is playing once more upon the “iron ring” tactics by which Chiang
         Kai-shek has been attempting again and again to prevent Mao’s ascendancy, here in
         Sichuan and in poem 17, just as in Guizhou Mao is, to paraphrase his poem 13, “overpassing”
         more of Chiang’s “iron rings.”
      

      
       In relation to Mao’s theme of political and psychological triumph we can accurately
         appraise the connotations of Mao’s final word in line 6. He says the iron chains are
         han 寒, cold or chilly. For considered reasons han is here rendered in the English translation as flesh-chilling. Taken as surface contrast and out of the context in the whole statement occupying
         lines 5 and 6, Mao might seem only to be saying that the cliffs on the Gold Sand River
         are warm, nuan 暖, and the chains on the Dadu River bridge are cold, han. Taken out of context but at a less simplistic level, Mao might seem perhaps to be
         saying that, in considering the Gold Sand River crossing in relation to the Dadu River
         crossing, the former was a relatively comfortable experience, warm, whereas the Dadu River crossing, so to speak, made the blood run cold—was, in several
         senses of the term, a flesh-chilling experience. Because this “flesh-chilling” aspect
         contributes to the actual meaning of Mao’s statement occupying lines 5 and 6, it is
         conserved in the translation. But the full purport of the statement does not reduce
         to what otherwise might be expected. That the Gold Sand River crossing was relatively
         easy and the Dadu River crossing was very difficult is not the final sense in Mao’s
         lines 5 and 6.
      

      
       The whole poem is initially governed by Mao’s opening assertion that all the waters
         and mountains of the Long March amount to “casual strolling.” From his initial wordplays
         on that “casual strolling” as his method equivalent to trapping and taming horses
         to carry him wherever he commands, on through his lines 3, 4, and 5, the casual stroller
         is Mao Zedong himself. By devious tactics throughout the Wuling ranges, by relatively
         direct tactics amid the Wumeng range, by covert tactics again in moving across the
         Gold Sand River, the implementation of his decision to use the long-range assault
         as the means to rapid furthering of the political and psychological domination of
         China has, he says, all along been working out, very easily. And this he says again
         in completing his reasoning for his lines 5 and 6.
      

      
       Lines 5 and 6 comprise a continuous sentence of which the logic of construction directly
         parallels that of his lines 3 and 4. For lines 3 and 4 the logic of construction proceeds
         as follows: thesis, “mountains” equal “water-crossings” equal implementation of major
         decision; minor antithesis, line 3, tactical procedures of advance are intricate versus,
         line 4, tactical procedures of advance are less intricate; synthesis, despite procedural
         contrasts in tactics, the major strategic aim has been easily furthered. For lines
         5 and 6 the logic of construction proceeds as follows: thesis, “rivers” equal “water
         crossings” equal further implementation of major decision; minor antithesis, line
         5, tactical procedures of advance are intricate, versus line 6, tactical procedures
         of advance are less intricate; synthesis, despite procedural contrasts in tactics,
         the major strategic aim has been easily furthered. The basic structure of both the
         statement in lines 3 and 4 and the statement in lines 5 and 6 can also be represented
         as follows: psychological ascendancy (mountains, river cliffs) x tactics (intricate
         or less intricate) = easy “water crossing” (psychological ascendancy). The common
         factors throughout are ease (“casual strolling”) of psychological ascendancy through use of appropriate tactics.

      
       Recognition of the logic of construction is usual with regard to wen-yan composition; it is essential to establishing the syntactical links that are implied
         but not always directly supplied. Beyond line 2 in which Mao says waters and mountains
         “count as” easy progress of casual strolling, though he does not thereafter restate
         the equation sign explicitly, it resides over the two parallel statements comprising
         his next four lines. The syntactical demands of English, however, require making the
         equations explicit. This is handled by the use of “and” and “amounts to” in the English
         version of lines 3 and 4. Lines 5 and 6, however, with their even greater complexity
         of allusions require, in English, the explicit reiteration of “easy” in relation to
         the image of both these “waters,” the Gold Sand River and the Dadu River. Mao’s statement
         in lines 5 and 6, reduced to prose paraphrase, signifies, despite the difference in
         the tactics employed, my victory at the Dadu bridge “amounts to” as easy a victory
         as the victory at the Gold Sand River.
      

      
       Recognition of the structural logic governing lines 5 and 6 allows us to grasp the
         full purport of Mao’s remark in line 6. The Dadu bridge athwart “iron chains flesh-chilling”
         was still, for him, just one further stage of his “casual strolling.” What he says,
         in sum, is that though this stage was physically more difficult, though it was “flesh-chilling,”
         it was nonetheless “easy” because with no great trouble to him personally, it rapidly
         furthered his own aim of psychological domination. By placing the term heng, expressing autocratic political procedures in parallel with po, caressing, his ultimate tactical method of moving toward these goals, thus alluding to his playing
         of the role of comrade as cloud cover for his actual exercise of autocratic domination,
         he indicates that by following his use of “caressing” tactics with outright “heng”
         tactics—the direct ordering of the forced march up the Dadu gorge—he has secured a
         bridge toward further personal ascendancy.
      

      
       As on several other occasions in both earlier and later poems, Mao is here again
         enjoying his saturnine sense of humor. While mocking Chiang’s lesser skill in tactics,
         Mao is celebrating his own shrewder tactics in the art of psychological warfare. Mao
         is conveying his view that, though Chiang’s attempted repulse of Mao through the dismantling
         of the Dadu bridge gave Mao some physical discomfort—it was “flesh-chilling” to walk
         over that swaying chain-bridge even when the foot-planks were replaced—both the challenge
         to Mao’s troops represented by the dismantled bridge and Chiang’s shortsighted attempt
         to picture Mao as a general destined for defeat and death on the Dadu River have created
         for Mao a bridge to even greater psychological ascendancy. Mao has greater ascendancy
         even over the imagination of the Chinese populace, and over Chiang’s own troops, some
         of whom joined Mao’s forces both at Anshunchang and Luding, as well as further ascendancy
         over the Red troops. In awe at their very success in surviving the desperate plight
         with which Mao’s plans had driven them, they will now forever project the aura of
         that success upon the person of Mao Zedong.
      

      
       Recognition of Mao’s process of reasoning prepares us for the opening words of his
         line 7, “Rejoiced the more.” But to recognize fully that here, as in his preceding
         lines, it is Mao’s own rejoicing that governs his composition of the poem, we need
         to keep in mind in connection with lines 7 and 8, the aspects of the Long March from
         the end of May 1935 to the end of September 1935 that Mao omits, by leaping, so to
         speak, directly from the Dadu bridge onto the far side of the Min mountains where,
         four months later, he arrived only after another thousand miles of wilderness roads,
         he retains the unity of his theme. By now we see fully that his theme is not a general
         history of the Long March. His theme is the pertinence of the Long March for the tactical
         accomplishment of that aim that the ancient Duke of Zhou, the classical Sunzi, the
         medieval Zhuge Liang, and the modern Mao Zedong have all regarded as fundamental to
         effective power politics: the achievement of psychological domination over others
         as the ground from which both military and political authority derive their more durable
         effects.
      

      
      Section E: Analysis of lines 7 and 8

      
      In sections A and B, several events of the Long March of interest to general historians
         but omitted by Mao Zedong as of no major relevance to the theme of his poem 17 have
         already been mentioned. The physically difficult mountain crossings between the Gold
         Sand River and the Dadu River need, for Mao’s purposes in his poem, no attention since,
         from his viewpoint, they are summed up in his psychological triumph at the Dadu bridge.
         The subsequent conjunction of the Red First Army and Zhang Guotao’s Fourth Army and
         the two-column advance, the conferences and disagreements en route, and the further
         separations again, from June through August, require, for Mao’s purposes in poem 17,
         no attention. He has already indicated earlier, through his poems 13 and 14 that though
         he will continue for two or three years merely exercising the whiphand over such competitors
         as Zhang Guotao, he is confident that he is already in a position to destroy Zhang
         Guotao and any other rivals whenever he chooses.
      

      
       As to the subsequent decimating struggle across the mosquito-infested swamps called
         the Grasslands, this was an advantage, from Mao’s viewpoint, to his tactical purposes.
         It forced his troops into more and more experiences of maximum hao-tao 號陶, experiences of having-suffered-much-and-complained-bitterly. Mao, the shrewd demagogue, anticipates that such experiences will make those who
         survive regard him with the more awe and adoration since, as comrade-leader, he has
         had the luck to survive with them. With regard to Mao’s motivations as composer of
         the poem the more pertinent question is this: Why does he choose the crossing of the
         Min mountain range, the Minshan, snowbound in late August and early September rather
         than the actual conclusion of the Long March on October 20, 1935, at Wuqi as the culminating
         point of his poem?
      

      
       Of several possible, and interrelated answers to this question, only one is deducible
         from the practical circumstances of the Long March considered in relation to Mao’s
         theme. His theme, already manifest, is the ease, amounting to “casual strolling,”
         with which he has accomplished his “waters and mountains” tactics of achieving autocratic
         power through the use of the “comrade” role. Beyond the Minshan, there were not only
         further battles to be fought with National Government troops but also one farther
         major mountain range, the Liupan, that had to be crossed. Mao wants us to deduce,
         nevertheless, that the bitter experience of the high swamps followed by the struggle
         in the snow for some 300 miles on the heights of the Min mountains led Mao to conclude
         that by September 1935, he had already accomplished the specific purpose with which
         this poem is concerned, had already acquired for himself his personal army, brainwashed
         into happy subjugation to his personal authority. When the survivors, now not more
         than 8,000 out of the 100,000 that had begun the Long March in the autumn of 1934,
         came down beyond the passes over the Minshan, Mao asserts, they had already been transformed
         into what he calls, in line 8, his san jun, his personal Three Armies.

      
       This term, san jun, Three Armies, has no literal descriptive pertinence, in modern terms, for the military situation
         with regard to the troops that crossed the Minshan in the late summer of 1935. Because
         of later reorganization and changes of nomenclature after both the Second Front Army
         and Zhang Guotao’s Fourth Army had moved in to the Shenxi-Gansu CCP enclave, Mao could
         speak, by the end of 1936, of “the three front armies which form the main forces of
         the Red Army” and state that they “have been brought under unified command.”[73]  But the troops that crossed the Minshan back in late August and early September
         1935, no longer numbered as much as one jun or army, even by ancient classical standards. In terms of the current situation in 1935 they
         represented a mere remnant of one army, less than one-tenth of what was called the
         Red First Army, even if it was counted only at 60,000. But Mao, in his poems, deals
         in symbols rather than statistics; he is not concerned with such matters as the numerical
         aggregate of a jun. In asserting that by the time he has crossed the Min mountains the Red armies have
         become his san jun, his personal Three Armies, he is continuing to speak within the role he has assigned himself throughout his
         poems: the role of the dragon-ruler of China who dramatizes in his poems his own version
         of his rise to personal power.
      

      
       In his role of ascendant celestial dragon he uses throughout his poems, as we have
         now perceived, four main areas of historical analogy. Because he employs, in regular
         sequence, allusions to hexagram texts from the Book of Changes, there is always implicit in his poems an analogy with the founding of the Zhou dynasty
         in the eleventh century B.C., and with the figures of King Wen and the Duke of Zhou,
         who reputedly composed, as a record of their own strategy in power politics, the basic
         texts of the auspices and the interpretation of the lines of each hexagram in the
         Book of Changes. Within this level of analogy, Mao as the absolute commander of Three Armies—technically, 37,500 men, if we are to believe estimates of early armies given later
         in the Zhouli—would already be a wang, a king. 
      

      
       Mao’s second level of analogy, now familiar to us, relates to the founding of the
         brief Qin dynasty and subsequent long-lived Han dynasty in the third century B.C..
         Within this level of reference, Mao’s claim, referring to September 1935, to command
         of san jun would make him a prince of a great state, a commander of the standard “three armies”
         of a major prince on his way to securing absolute command over the “nine hosts”[74]  that represented the military prince of a late classical and medieval Chinese emperor.
         The “nine hosts” approximated 100,000 men. Within Mao’s own view of reality, an angle
         of vision apart from the usual view of technical and chronological detail, he had
         already been in 1934 “in command.” He could, therefore, see himself theoretically
         already herding an imperial force of 100,000 at the beginning of the Long March. Asserting
         that by 1935 he has only a king’s or a great prince’s force, one third the size of
         an emperor’s army, he can still imply that, since this san jun is now his personal army, he has the psychological advantage through which to recover
         and dominate the other six armies making up the truly imperial host.
      

      
       But the conventions of Chinese nomenclature allow him to attach farther connotations
         to his san jun. These connotations relate, on the one hand, to a period from the Zhou dynasty and,
         on the other, to periods subsequent to the Han dynasty. As early as 1931 Mao is already
         comparing himself to long-ago legendary figures such as Gong Gong. It is allowable,
         accordingly, that Mao was already privately including the legendary “Emperor Yao,”
         supposed to have once actually ruled the whole earth, among his equation figures,
         even though Mao does not begin to make clear allusions to Yao until his poems 25 and
         28. There is no historical data on Yao, in modern views of historicity, but concepts
         from the classical period have been projected backward, since the fifth century B.C.,
         upon such legendary figures.[75]  Mao as the absolute commander of Three Armies could, therefore, also see himself
         as a “world emperor” directing Three Armies in terms of an analogy with the legendary
         Yao, who is recorded, as Mao very likely knows, in the Bamboo Books with the sobriquet
         of “Red Dragon.” That Mao may very well have this in mind is supported by his immediately
         following poem 18, “Kunlun” which, also dated October 1935, develops the world-rule
         theme he has already adumbrated in his poems 15 and 16. Along with allusions to pre-Zhou
         Chinese history, to Zhou history, and the Qin-Han period of the founding of historic
         Chinese empires, Mao’s poems also include references to later period of Chinese empire.
         On this level, the conventions of later Chinese poets supply further “army” connotations
         that interest him.
      

      
       Tang dynasty poets and their successors employed pre-Tang conventions in matters
         of terminology in order to register contemporary opinions on imperial affairs, including
         military expeditions, under the guise of poems about events in earlier Chinese history.
         In such poems, as, for example Du Fu’s poem on the starving horse abandoned outside
         of Changan,[76]  mention of the san jun, the Three Armies, connotes not a technical discrimination between the meaning of
         san jun in early Zhou and its meaning during the Qin-Han but connotes the total military
         forces of a medieval reigning emperor. This generalized conventional significance
         of “Three Armies” in Chinese medieval poetry along with the several more specialized
         meanings allow Mao to suggest both that he is already an emperor as he views his ultimate
         expectations and also that he is in the process of becoming, in 1935, publicly recognized
         as a powerful ruler. The connotations play together in Mao’s adroit shift, through
         the process of his poem 17, from his reference, in line 1, to Red Armies, on to his
         identification of the troops who with him have crossed the Min mountains as his san jun, the personal Three Armies.

      
       Further aspects of Mao’s deliberate choice of the term san jun also require attention. Mao’s choice of the term san jun, like his many other insidiously apt choices of unexpected terms, allows him to exploit
         meanings complimentary to himself while having his little jokes, jokes at the expense
         not only of such open rivals as Chiang Kai-shek, at the expense of potential rivals
         such as Zhang Guotao, at the expense of the Red troops who are, in Mao’s view, too
         naive to guess “what he may do,” and also at the expense of the Chinese Communist
         Party elite, the upper echelon of many of the CCP who assume, in 1935, that the Red
         Army serves the aims of a Sovietized China. But by referring to Red troops as his
         san jun Mao, while taking advantage of its traditional resonance associated with Chinese
         military and imperial glory, can include a modern colloquial sense of san jun that, as a prose term, has become a sneer rather than a compliment. In modern colloquial
         Chinese, san jun has come to mean not one’s own troops but troops attached to the enemy—Mao’s “enemy”
         in this being the CCP Politburo itself.
      

      
       The modern twist of meaning by which san jun can also mean enemy troops previously evolved from the medieval distinction between the “three army”
         potential of a small state versus the “nine army” power of the Chinese empire. The
         term san jun could thence be shifted to signify a minor force that Chinese imperial military might
         can overthrow. Mao can anticipate that readers with preconceptions about his comradely
         devotion to the CCP will reject the idea that he could be thinking of Red troops as
         enemy troops. But he can, simultaneously, enjoy the insinuation that the Red Armies represent
         two kinds of san jun: those who, together with their officers, serve primarily the aims of a Communist
         Party system and are therefore, from Mao’s viewpoint, potential enemies of his personal
         system of authoritarian government; and those who, blandished by Mao Zedong, will,
         in future crises, obey the orders of Mao irrespective of possibly contrary orders
         from other major CCP officials. Mao sees this personal san jun that, in future crises, will obey Mao rather than the Party, as deriving from the
         troops that survived in his First Army column during the Long March.
      

      
       This is probably the appropriate place to recognize again the distinction between
         Mao’s concept of a commander and definitions of “command” employed by historians and
         journalists who expectedly discriminate among local titles and changes of titles in
         the political and military history of the CCP. Historians, for example, may properly
         debate[77]  whether Mao was the recognized zhuxi 主席, chairman, of the Party from the time he headed the Provisional Soviet government with headquarters
         in Jiangxi in 1931 or only after he became chairman of the Politburo in 1935. Historians
         and journalists can both point out, correctly, that other CCP figures were officially
         commanders of Red armies, including of course Zhu De, who from 1936 carried, through
         the Yanan periods, the title of commander-in chief. Zhu De had the official title
         and Mao, with ceremonial aplomb, often emphasized this to his own psychological advantage
         over the minds of observers, using his pose of the humble and considerate comrade[78]  to give Zhu De ceremonial precedence during military conferences. But Mao’s concept
         of himself as commander, which we have seen him asserting as early as his opening
         poem “Changsha” and reiterating in every subsequent poem his only incidental connections
         with his various literal titles in the CCP and in the Chinese People’s Republic, the
         CPR. His view of himself as the “great commander” derives from his concept of his
         natural precedence in his function as a talented and determined political and military
         strategist.
      

      
       This precedence in function as a strategist, that of exercising essential command
         irrespective of formal titles, pervades the view of politics already well developed
         in the early Zhou dynasty, and it is already incorporated in the viewpoint and vocabulary
         of the basic Zhou texts of the Book of Changes. It pervades, as well, the Sunzi, the classical “art of war” that, as Mao properly recognizes, is a text corollary
         to the Book of Changes. The commanding power, from this viewpoint, resides with the originator of plans,
         the strategist—hence the posthumous award of the title of “King Wen” to the planner
         of the Zhou ascendancy and the adulation of his son Ji Dan 姬旦, the Duke of Zhou, the
         other great planner, even though it was Dan’s older brother who was first to carry
         the actual title of wang, king, and officially led more of the military campaigns.
      

      
       The viewpoint habitual to Mao Zedong is well put in another classical text also thoroughly
         familiar to him. In the Zhuangzi,[79]  Zhuangzi says, expanding his discussion of those who are now of maximum temporal
         power, those be called di or the wang, emperor (or “god-king”) and king, that they “do nothing”—by which Zhuangzi means they do not busy themselves about
         the minutiae of carrying out their plans—but the whole world feels the effect of what
         they do. Amplifying his meaning, Zhuangzi says,[80]  “Originating belongs to those in the higher positions, details to those in the lower.”
         It is from this viewpoint, also well understood by some of Mao’s favorite predecessors—Qin
         Shihuangdi, such Han emperors as Liu Bang and Han Wudi as well as Zhuge Liang, never
         an emperor, and Cao Cao, so titled only posthumously—that Mao sees himself as “great
         commander” in his poem 17 and elsewhere.
      

      
       Clarifying this is relevant as we complete our examination of poem 17 because the
         whole poem is designed from the viewpoint of the master-strategist, the “great commander”
         figure that Mao derives from the text of line 5 for hexagram 13 in the Changes. Before some further comment on Mao’s line 8, of which the import for himself as
         “great commander” of his remark “all are thereafter smiling” is by now plentifully
         obvious, we have, however, to give attention to minor but still relevant questions
         about line 7. What motivates Mao’s emphasis in line 7 upon the snow as one of his two special points about the Min mountain range? And did he choose
         to assert that he had secured his desired psychological dominance over the troops
         by the time they had crossed the Minshan because this was actually the case? Or, composing
         the poem much later—it could have been composed any time between late 1935 and the
         early 1940s—did he decide to complete the theme of this particular poem through emphasis
         on the Min mountains because, again typically for his practice as a poet, he enjoyed
         the varieties of symbolic significances that he could attach to these particular mountains?
      

      
       Familiarity with Mao’s use of images derived from weather phenomena—winds to signify political attitudes, clouds to signify political actions in which the prime motivation and motivator are not
         apparent to the average observer, frost for political situations that appear “hard” but presage both snow and then the following springtime of newly sprouting advantages—allows a ready solution
         for the significance he attaches to the snow in his line 7. The snow and the emphasis on the extent of it implies that the ultimate springtime sprouting
         is still some while ahead but, as line 8 indicates, Mao sees the basic situation is
         now wholly promising. Though the snow extends qian li 千里, a thousand li,[81]  Mao with his Three Armies is advancing through it toward the springtime sprouting
         of his own personally controlled political system. That Mao is using, with these meanings,
         his equations built from images of snow followed by springtime is confirmed in his
         poem Snow, poem 20, to which he attributes the date just four months later—February 1936—and
         in which he identifies China’s coming “springtime” with his position as de facto emperor.
         Since Mao’s use of thousand li, like his other uses of thousand or ten thousand, represents not statistics but a generalized symbolic “very many,” the essential sense
         of the line can be represented in English by the generalized “leagues and leagues
         of snow.”
      

      
       Attached to this standard meaning of snow in Mao’s algebra of symbols is also, specific to this poem 17, the function of this
         snow as an extension of his metaphor relating the symbolic crossing of water both to passage
         over rivers and passage over mountains. Passage over mountains heavily covered with
         snow functions in this sense as passage over mountains covered with waters that have,
         so to speak, congealed, representing simultaneously both a difficult passage and,
         in Mao’s terms, an “easy” one since the “waters” are solid over a solid terrain. This
         subtle extension of related symbols both advances the general theme of his poems,
         his progress toward personal command of China and the specific theme of this poem,
         his progress, through his role of comrade accompanying other comrades, toward the
         triumph of psychological domination over them announced through the conclusion in
         line 8.
      

      
       That he should choose a large mountain range as the final landscape image in the
         poem is for several reasons expectable. Since he defines the march in terms of waters
         and mountains, line 2, and uses mountains in lines 3 and 4 and waters in lines 5 and
         6, a return to mountains in line 7, combined with the water image in the form of snow,
         has a formal appropriateness. Furthermore, he is developing his own variations on
         the hills and waters symbolism of the texts for hexagram 13. We know that his final
         line, line 8, refers to line 5 of hexagram 13. His line 7, accordingly, might be expected
         to relate to the preceding line in the hexagram—that is to line 4 of hexagram 13.
         That line 4 text is one upon which he has already played one variation in his poem
         16; and he will use again in his poem 18. That line 4 text is the advice given to
         the great commander in terms of “climbing a wall.” From this height he is to have
         the advantage of further ascendancy while refraining as yet, that the hexagram text
         advises, from “direct attack.” In other words, the commander is to exercise his ascendancy,
         but still to exercise it with caution, not as yet abandoning his tactical role of
         seeming to be a comrade rather than a commander.
      

      
      Here, in poem 17, using high, snow-covered mountains as an equation for this fourth
         stage, the stage of “climbing a wall” during his progress is symbolically appropriate.
         But this leads to our final question about his line 7. Is Mao’s choice here of the
         Min mountains rather than the Liupan mountains, a further mountain range that still
         intervened before the end of the Long March, motivated by any substantial evidence
         that his psychological domination of the surviving troops was confirmed a number of
         weeks prior to the end of the Long March? Or does he attach to the Minsha, the Min
         mountains, the climax point of his theme on a personal domination of the troops chiefly
         because of a symbolic appropriateness he can also attach to the position and name
         of these mountains?
      

      
       Several attendant circumstances suggest that it is Mao’s fondness for his algebra
         of symbols rather than more objectively historical precision that has governed his
         choice of the Minshan as the locale appropriate to his final statement in this poem
         17. The fact that even in summer these mountains are snow covered is useful to his
         political symbolism. The fact that he can identify the Minshan with the larger mountainous
         terrain, the Kunlun—an identification that he makes explicit in his notes to his following
         poem, poem 18—supplies further political and psychological connotations. That he wanted
         to reserve mention of the Liupan mountains, the final range crossed on the Long March,
         as the symbolic locale for another aspect of the theme of domination, is evident,
         as we shall see, in his poem 19 called “Liupan Mountains.” Finally, the pronunciation
         for the name of the Min range and the ideograph used to write it obviously please Mao’s fondness for wordplay,[82]  including the broad poems which, like the perennial precocious school boy, he never
         overlooks an opportunity to propound.
      

      
       As to the connection of the Minshan with the larger mountain-mass of the Kunlun,
         this is, in many ways, the exaggerated straining in the vocabulary of symbols that,
         in Western literary parlance, is called the “metaphysical conceit.” But the use, in
         his poems, of these hyperbolic conceits to express his view of his personal drama
         as politician and strategist is one of Mao’s style-marks as a poet. The Minshan, along
         with mountain spurs Mao had already crossed even before he reached the Dadu River
         and the Liupan range beyond the Min mountains are, altogether, only the eastern fringe
         of the massive Kunlun. In geographer’s terms, to be on the Liupan shan or even on
         the Minshan is scarcely to be on the Kunlun at all. But though Mao was at no time
         in the 1930s or 1940s nor, so far as any recorded evidence is available, even in the
         1950s or 1960s, on the literal towering heights of the main Kunlun mountain-mass,
         this matter of objective detail is of no more importance to his purposes as a poet
         dramatizing his own career than it was to the old Chuci poets who, from the third century B.C. to the third century A.D. had already made
         the name “Kunlun” and a putative presence on or above the Kunlun mountains the symbol
         of symbols for world dominance and proof of superhuman political perceptions.
      

      
       A corollary circumstance is the existence of a separate poem, Mao’s poem 19, called
         “Liupan Mountains.” The poem, also dated October 1935, deals with still another aspect
         of the theme of domination that Mao has been developing throughout his poems related
         to the Long March. Having three poems in mind, all related to the final phases of
         the march, the poems “The Long March,” “Kunlun,” and “Liupan Mountains,” did Mao arbitrarily
         distribute the available mountain and capes among these poems 17, 18, and 19? The
         distribution might appear arbitrary to observers unaccustomed to the kinds of associative
         thinking that pervade Mao’s practice as a poet. But his choice to reserve the last
         poem of his sequence to take advantage of a symbolic function for the Liupan mountains
         follows consistently upon the pattern of symbolic associations he has been developing.
      

      
       This consistent pattern of association, from his poem 13 through not only 17 and
         18 but also 19, called “Liupan Mountains,” refers to the texts for hexagram 13. All
         these poems, connected with the year 1935, refer to that hexagram’s governing advice
         concerning the tactical use of comradeship and the consequent implementation of major
         decisions—the now familiar “crossing great waters”—as the means of achieving psychological
         domination, over other human beings. From poem 13, “The Loushan Barrier-Gate,” in
         which Mao develops the symbol of the opened gate attached to line 1 of hexagram 13,
         on through the ascending line-points of temporary obscurity, of concealing the psychological
         weapon behind hills, and of climbing a wall, Mao’s poems 14, 15, 16, and 17 bring
         us up to the text of the fifth stage, line 5, within the change called hexagram 13. Here in poem 17, “The Long March,” Mao’s verses on the calculated
         use of the comrade role and tactical exploitation of suffering and complaints among
         the troops as methods of inducing their finally uncritical obedience to the “great
         commander” makes of the whole poem a demonstration of his success at implementing
         the advice provided by the Changes text for line 5 of hexagram 13.
      

      
      His next poem, “Kunlun” remains at this same “line 5” point but expands the concept
         of “people” that the “great commander” will dominate from the “people” of China to
         the people of the whole world. All the people of the world, Mao prophesies in analyzing
         his poem “Kunlun,” will, in accord with his grand strategy, be brought into psychological
         submission to Mao Zedong and lean upon him as commander of the world. The next following
         poem, “Liupan Mountains,” might then very well be expected to deal with line 6 of
         hexagram 13 since it is the last of the poems to which Mao assigns a date within the
         year 1935. This not only proves to be the case—”Liupan Mountains” does refer to line
         6 of hexagram 13—but explains, accordingly, why he reserves the Liupan phase of the
         actual Long March for his poem 19 and stops his poem called “The Long March” at the
         prior mountain range, the Minshan.
      

      
       In poem 12 he announced the onset of the Long March as the turn from the “impediments”
         represented by hexagram 12 toward the maneuvered ascendancies of the “great commander”
         correlated with hexagram 13. In poem 13, he recapitulates the theme of impediments
         in terms of rival commanders, other “horsemen,” and announces his surmounting of a
         “gate” and crossing a “sea,” the situation symbolically represented in the line 1
         text and general auspices of hexagram 13. In poem 14, he announces he has the whiphand
         over the Chinese “horses” and will become the flying dragon, the emperor of China.
         In poem 15 he announces that, as frolicking dragon, he prophesies that he will exercise
         the whiphand over rival commanders throughout the world. In poem 16 he prophesies,
         in an also continuous present, that he is and will be the celestial sword-wielding
         dragon co-equal with Heaven and dominator of the world.
      

      
      We now see why he gathers poems 14, 15, and 16 under the dating 1934-1935: in these
         three poems, functioning also as one poem, he recapitulates all the impediments (other
         rival commanders) that he associates with the “impediments” of 1934 and hexagram 12
         and forecasts his triumph over the whole world, a triumph that he himself sees already
         establishing through the correct chess moves, the tactical planning, represented by
         his combination of will power, luck, and shrewd calculation during the Long March.
         Then in poem 17 he expands the theme of domination to its psychological ground-force,
         his need for and accomplishment of psychological domination over the people of China,
         represented initially by his personal domination of a core group, his san jun, with the Red Armies. In poem 18 we discover that he expands the idea of the psychological
         ground-force to psychological domination over the minds of people throughout the world.
         It is through these psychological ground-forces that Mao perceives, in accord with
         the canny politics of the Changes, that he can complete his political and military domination of rival world-commanders
         and so dominate the world. In poem 19, summing up the “six turns,” his symbolic “Liupan”
         of ascendancy in accord with the advice on strategy in hexagram 13, he defines the
         specific further victory in Asia that will clinch his control of both the “east” and
         “west” minds of political process throughout the world.
      

      
       To introduce into an exposition of the closing statement of poem 17, “The Long March,”
         both a review of six preceding poems and a preview of two following poems might appear
         to be an inexcusable digression. But it is, I may hope, by now coming clear that we
         have had to wait until Mao’s whole verse-sequence became available and then to investigate
         it closely as an integrated and unitary work, the indispensable clue to Mao’s thought-processes,
         in order to comprehend the vocabulary, logic, and rhetoric of his language as a political
         poet. By clues from others of his poems as to the political connotations he attaches
         to the image snow, by clues from his characteristic wordplays on older and newer meanings of traditional
         terms such as san jun, Three Armies, by clues from his repeated adaptation of selected place-names to fit the stages of
         his political argument, by clues from his systematic references not only to particular
         hexagram texts but to stages of development—the six ascending lines within each hexagram
         “change”—we have not only been acquiring mastery over the “vocabulary” and “logic”
         of Mao’s poems in general but at working toward the pertinent answer to our immediate
         question. When we ask why Mao makes the otherwise seemingly odd decision to end his
         poem 17 with a mention of crossing the Min mountains, a number of weeks and several
         historically important events prior to the historical end of the Long March, the answer
         does not come from their usual sense, the data of either history or journalism. Mao
         chooses the “Minshan” not in terms of historical or news-magazine fact but because
         the “Min” mountains serve the logic of symbolism he employs for establishing, in verse,
         the dramatization of his career.
      

      
       Because on the route of the march the Min mountains precede the Liupan mountains,
         the Minshan becomes, within his logic, the appropriate locale to associate with the
         theme of line 5, the next-to-the-last line of hexagram 13. Because, as one of the
         eastern spurs of a larger Asian mountain-mass, he can identify the Minshan with the
         Kunlun, he is able to make both an important distinction and an equally important
         identification regarding the matter of the psychological ground-force that is to be
         the basis of world power. To him a “Kunlun” location, poem 18, represents psychological
         control of all the world’s peoples; to him the logical prior condition, poem 17, is
         psychological control of the people of China. This can be symbolically registered
         by his moving through and over an eastern spur of the Kunlun, the Min mountains. Furthermore,
         in this pattern of associative reasoning, he can clinch his point, to his private
         intellectual amusement, through the happenstances in the Chinese pronunciation and
         Chinese ideograph for the name of these mountains, the min mountain range.
      

      
       The place-name Minshan may not literally ever have meant “People’s” (min) mountains any more than Wumeng ever literally meant perhaps “Concealment Mountains.” In the ideograph for the name,
         Minshan 岷山, the element min 民 very probably has only a phonetic function and could very well have been a Chinese
         adaptation from some non-Chinese language used by inhabitants of this locale for millennia
         before it became part of a Chinese empire. But since min 岷, the name of the mountains, is an exact homophone of min, the Chinese term for “people,” with the connotation “the common people,” it exactly
         suits Mao’s characteristic taste for puns. It is Mao’s poetic version of his use,
         within his own grand strategy, of the political advice in hexagram 13 and, specifically,
         the text attached to line 5 of hexagram 13: When during [a commander’s use of] the tactics of comradeship, the people, having suffered much and complained bitterly, thereafter smile, the great commander can make use of their feeling of mutual commitment. 
      

      
       Since it is the people who are to be made accessible to Mao’s domination through his representative initial
         group, his personal Three Armies, it becomes symbolically appropriate that Mao, in his system of logic and rhetoric,
         that he signalize this stage of his ascendancy as “Rejoiced the more to cross Minshan.”
         He is enjoying another of his word-wit japes, announcing his ascendancy over the terrain
         of the min, the “people” who are to be the psychological ground-force that under his “great command”
         are to become the point d’appui from which he will advance, he prophesies, beyond command of the Chinese Communist
         armies, of the Chinese Communist Party, and of all the Chinese “people,” to command,
         as he has implied in poems 15 and 16 and will assert in poem 18 and thereafter, all
         the “people” in the world. He is, he says in poem 17, already over and across the
         tactical wall and hurdle represented by the symbolized “Minshan,” the “People” or
         “Common People” mountains.
      

      
       As he concludes this poem 17, Mao conveys, in his deft allusion to line 5 of hexagram
         13 through the phrase, thereafter smiling not only the celebration of his tactical triumphs over the minds of the troops, and
         the implication of his ultimate triumph over the minds of all the “common people,”
         but also the implication that he is both smiling with and laughing at all ordinary
         human beings because of the ease with which the “great commander,” the “casual” stroller,
         can—or so he believes—condition their minds into subjugation to his will and to his
         goals. The survivors of the Red First Army were no doubt in literal fact glad to be
         across the actual Minshan range by early September 1935. But it is Mao who, in accord
         with the logic of his poem, which is rejoicing in ways not perceived by the troops
         caught “in the toils” of his Long Assault, and it is Mao who is smiling to himself
         because through the tactical ploy of playing the comrade advocating “power to the
         people” he is increasing that personal power over “people” that he sees as the psychological
         ground-force assuming his future world domination. So he concludes his poem 17:
      

      
         Rejoiced the more to cross Minshan through leagues and leagues of

         snow,

         
           Within Three Armies, coming through, all are thereafter smiling.

      

      Section F: Retrospect on “The Long March”

      
      As mentioned earlier, among previous translators Jerome Ch’en flatly categorizes Mao’s
         poem 17 as one of Mao’s “less distinguished” poems. Were the poem no more than the
         somewhat incoherent and sentimental verses represented in previously published translations
         and commentaries, Ch’en’s categorization would be justified. But re-examined in the
         Chinese text and discernible contexts, the poem shows itself to be not only ingeniously
         coherent and logical within Mao’s own premises but also one of the most brilliantly
         insidious of his verse-compositions.
      

      
       To mock while appearing to pay compliments, to exploit while appearing to “caress”—these
         are the arts of a Zhuge Liang, sitting at ease and seemingly unguarded in his light-wheeled
         chariot and making leisurely gestures with his ivory fan while those he has chosen
         to subjugate, his own “people” as well as those who are his expectable opponents “cannot
         tell what he may do” next. To subjugate, using “clouds,” “snow,” “waters,” “mountains”
         to obscure the view of the fact that Mao is the subjugator and conceal the goals of
         these subjugating tactics—this is the art of the “frolicking dragon” that we have
         already met earlier in Mao’s poems 15 and 16. It is the art to which the more gifted
         among Chinese strategists have given close attention at least since the time when
         it was indeed perhaps Dan, Duke of Zhou, who set down the symbol of the frolicking
         dragon in the paradigm of power politics epitomized in the texts on the ascent of
         the dragon in hexagram 1 of the Book of Changes.

      
       There has been hovering over Mao’s poem 17 perhaps also a folk-rhyme or pseudo-folk-rhyme
         that Luo Guanzhong introduced into his tale of the Three Kingdoms and with which Mao, in 1935, had already been familiar since his earlier schooldays.
         It is the rhyme that the Daoist called Water Mirror conveys to the future Shu Han
         emperor, Liu Bei, as a prophecy of Liu’s emergence from the wilderness and acceptance
         by the peoples of western China as “dragon,” as heaven-decreed “emperor.” The rhyme
         goes,[83] 
      

      
         In eight and nine begins decay.


         
           Four years then comes the fateful day


         
           When destroy will show the way


         
           And the dragon flees out of the mire O.

      

       If Mao chose to over-set the old rhyme about “in eight and nine” to his Jiangxi period
         in 1928 and 1929 and added the crucial four years to 1933, which he celebrates in
         his poem “Dabodi” by his own assertion that from this point onward he can see clearly
         his future as “emperor,” then he could indeed be celebrating in his poems 12 through
         17 the ways in which destiny cooperated with his own strategy to bring him “out of
         the mire” by the time he crosses the “People’s Mountains” in the late summer of 1935.
         This jaunty confidence, the mind of “the dragon flies out of the mire O,” pervades
         the mood and manner of his poems more and more conspicuously from the “Dabodi” poem
         in 1933, announcing his vision of the emperor’s rainbow banner, through “Huichang”
         in 1934, announcing the plan for the Long March, up through his poems 13, 14, 15,
         16, and 17. In the world-domination vision of his poem 16 and the China-dominating
         vision of this poem 17 he pictures himself as already across “great waters,” already
         coming out of the mire and dominating “mountains.” In poems 18 and 19, he continues
         to present himself as commander of “mountains.” In poem 20 he announces that he is
         already the successor and surpasser of those whom he cites as significant previous
         emperors. And in that poem 20, “Snow,” now predicting an assured new “springtime,”
         he announces that one of his grounds for deciding that he is superior to and that
         he surpasses all previous emperors is that he knows how to compose and use poems to
         his political advantage.
      

      
       These political arts in poetry—to mock while appearing to compliment, to exploit
         while appearing to “caress,” the arts of a subtly articulate dragon—are more insidiously
         present in this poem 17 than in his poems 13, 14, 15, and 16. In poem 17 the reference
         of the imagery is on the surface less obtrusive. And the preconceptions of most of
         the audience, united by the title “The Long March,” are particularly useful in diverting
         their attention from his wordplays and allusions. Mao, accordingly, proceeds deliberately
         to contradict all the ordinary expectations as to what a poet “may do” with an event
         involving months of suffering and desperate heroism on the part of thousands of human
         beings who suppose that they are moving toward a less oppressive and more independent
         human condition.
      

      
       What a poet “may do” with such a subject depends, needless to say, upon the temperament
         as well as the literary ingenuities of the poet. Mao’s temperamental inclination to
         patronize and disdain those he commands and to be more absorbed in enjoying his own
         craftiness than in any compunctions about those he employs to promote his own ascendancy
         is nowhere in his poems more subtly registered or ultimately more conspicuous upon
         careful analysis than in the eight lines of “The Long March.”
      

       

      Poem 18:[84] Kunlun (October 1935)
      

      
      (Kunlun 昆 崙 / 昆 仑)
      

      Ci title: Nian nu jiao 念 奴 嬌 / 念 奴 娇, “The Charms of Nian Nu” or “The Charms of the Singing Slave-girl”
      

       

      Stanza one:

       

      
      1. Heng kong chu shi, 橫 空 出 世 / 横 空 出 世
      

       

      
      Athwart both space and humankind, 

       

      
      2. Mang kun lun, yue jin ren jian chun se. 莽 崑 崙 閱 盡 人 閒 春 色 / 莽 昆 仑 阅 尽 人 间 春 色
      

       

      
      Disorderly usurper, Kunlun, surveying all men, you apportion

      springtime’s charm. 

       

      
      3. Fei qi yu long san bai wan, 飛 起 玉 龍 三 百 萬 / 飞 起 玉 龙 三 百 万
      

       

      
      Sending aloft those three million jade dragons, 

       

      
      4. Jiao de zhou tian han che. 撹 得 周 天 寒 徹 / 搅 得 周 天 寒 彻
      

       

      
      You afflict Heaven with stabbing cold. 

       

      
      5. Xia ri xiao rong, 夏 日 消 容 / 夏 日 消 容
      

       

      
      In summer, from your sun-melt ooze, 

       

      
      6. Jiang he heng yi, 江 河 橫 溢 / 江 河 横 溢
      

       

      
      The stream swells rivers’ thwarting floods, 

       

      
      7. Ren huo wei yu bie. 人 或 為 魚 鼈 / 人 或 为 鱼 鳖
      

       

      
      And, turned to fish or turtles, many men succumb. 

       

      
      8. Qian qiu gong zui, 千 秋 功 罪 / 千 秋 功 罪
      

       

      
      For your past many thousand autumns, 

       

       

       

      
      9. Shui ren ceng yu ping yue. 誰 人 曾 與 評 說 / 谁 人 曾 与 评
      

       

      
      What man ever argued this out with you? 

       

      
      Stanza two:

       

      
      10. Er jin wo wei Kun Lun: 而 今 我 謂 崑 崙 / 而 今 我 谓 昆 仑
      

       

      
      Today I say to you, Kunlun: 

       

      
      11. Bu yao zhe gao bu yao zhe duo xue. 不 要 這 高 不 要 這 多 雪 / 不 要 这 高 不 要 这 多 雪
      

       

      
      You have no need of such height nor need of so much snow. 

       

      
      12. An de yi tian chou bao jian, 安 得 倚 天 抽 寶 劍 / 安 得 倚 天 抽 宝 剑
      

       

      
      My Heaven-Leaning Sword firm-grasped, its two-edge might I wield, 

       

      
      13. Ba ru cai wei san jie? 把 汝 裁 為 三 截 / 把 汝 裁 为 三 截
      

       

      
      And slice you into three sections? 

       

      
      14. Yi jie yi Ou, 一 載 遺 毆 / 一 载 遗 欧
      

       

      
      One for Europe I deposit, 

       

      
      15. Yi jie zeng Mei, 一 載 贈 美 / 一 载 赠 美
      

       

      
      For Americas, one souvenir,

       

      
      16. Yi jie huan dong guo. 一 載 還 東 國 / 一 载 还 东 国
      

       

      
      The third for eastern countries recompense. 

       

      
      17. Tai ping shi jie, 太 平 世 界 / 太 平 世 界
      

       

      
      So Taiping the world shall be, 
      

       

      
      18. Huan qiu tong ci liang re. 環 球 同 此 涼 熱 / 环 球 同 此 凉 热
      

       

      
      The entire globe sharing thus cool or warm.

       

      Previously published translations of Mao’s poem 18, “Kunlun,” differ from this present
         translation most noticeably in the rendering of the poem’s opening statement, of the
         statement in lines 12 and 13, and of the statement in lines 14 through 16. The difference
         in the reading of lines 14 through 16 has a simple explanation. Between 1957, when
         “Kunlun” first entered general circulation in China, and its inclusion in Mao’s definitive
         verse-sequence of December 1963, Mao twice made substantial changes in the statement
         occupying lines 14 through 16. Consequently, translations made from older versions
         of the poem are, with respect to these particular lines, correct, though readers need
         to be aware, these many years later, that such translations represent a version of
         “Kunlun” that Mao has subsequently canceled.
      

      
      It is not so simple to account for the English version of lines 14 through 16 presented
         in 1965 by Michael Bullock and Jerome Ch’en.[85]  Without providing any note to apprise readers that Mao had established a new version
         of this poem in 1963, Bullock and Ch’en include, in 1965, in their set of translations
         called “Thirty-Seven Poems,” their English rendering of the older text of “Kunlun.”
         The discrepancy is conspicuous because, by calling their translation the “Thirty-Seven
         Poems,” they imply that they are publishing the complete translated text of Mao zhuxi shici sanshiqi shou 毛主席詩詞三十七首 issued in Beijing early in 1964. They strengthen this impression by specifically
         citing this 1964 edition in the opening pages of their text.[86]  But the version of “Kunlun” that they translate does not appear in this 1964 edition
         that they cite and from which they borrow the Chinese title. The version of “Kunlun”
         of which they give a translation is the old version in circulation in China in 1957
         and 1958. They take account neither of a partially revised version that appears in
         an interim Chinese collection of 1962 nor of the definitive new verses of December
         1963, and which appears again in the 1964 “Thirty-Seven Poems” which they imply as
         the source of the Chinese text they translate.
      

      
       We have had occasion to observe before, with regard to the Bullock and Ch’en versions
         of Mao’s poems, that for several of them that had already appeared as early as 1958
         in Beijing-supervised English translations, the Bullock and Ch’en versions repeat
         uncritically the noticeable omissions and distortions characteristic of the Beijing-sponsored
         Nineteen Poems circulated in English and other languages during 1958. Nonetheless, Bullock and Ch’en
         would have had to make considerable use of either a 1963 or 1964 Chinese edition of
         Mao’s poems because only in these later editions could they have ready access to most
         of the other eighteen poems that make up the sequence of “thirty-seven.” It becomes
         therefore the more conspicuous that they appear to have concluded, without comparison
         of texts, that the Chinese text of “Kunlun” that Andrew Boyd put into English for
         the Nineteen Poems issued by Beijing in 1958 must be the same Chinese text of “Kunlun” that appears
         in the Chinese editions of 1963 and 1964. Unfortunately for Bullock and Ch’en, Mao
         chose to prepare a new text of “Kunlun” for his definitive verse-sequence, first issued
         in December 1963, and re-issued in 1964.
      

      
       Though regrettable, it becomes necessary to mention such observed peculiarities in
         the Bullock and Ch’en handling of Mao’s poems because their translations received
         especially wide circulation through their inclusion in Ch’en’s otherwise often useful
         study Mao and the Chinese Revolution. The peculiarities extend beyond the unexplained use of an out-of-date Chinese text
         of “Kunlun.” Ch’en also assigns his most arbitrary dates to the poems and even after
         the sequence of the poems, obviously not having perceived either the function or the
         purport of the sequence and the dates that Mao assigns to his own poems. But the apparent
         arbitrariness or incomprehension in Ch’en’s handling of Mao’s poems is particularly
         regrettable with regard to “Kunlun” because it has further aggravated misconceptions
         about this poem already promoted by the earlier Beijing-supervised translators and
         commentators. Though the officially promoted misconceptions are partially mitigated
         by Wong Man’s English version of the poem published posthumously in 1966 in Hong Kong
         after going through the hands of Maoist editors, there is, as has been mentioned earlier
         with regard to Wong Man’s work, no way of ascertaining what the editors may have altered
         or excised from Wong’s own notes that might have clarified what comes through, partially
         implied, in his translations.
      

      
       Readers of the English version of “Kunlun” in the Beijing 1958 Nineteen Poems[87]  will presumably appreciate this immediate reminder that my translation is based
         upon Mao’s later, definitive text. They are provided no such reminder by Jerome Ch’en
         of the existence of Mao’s new text of 1963. They are not even adequately informed
         by the editors of Wong Man’s translations. Though the editors mention that Mao has
         replaced the term Zhongguo 中國 (Middle Kingdom) with dongguo 東國 (eastern countries) in line 16, they omit to mention—we might again say, characteristically—that Mao
         also revised his work with rather significant consequences for the import of his Kunlun
         tactics from his final perspective on these tactics formulated not in 1935 but in
         1963.
      

      
       Mao’s final wording of his statement in lines 14 through 16 is, of course, pertinent
         to both the poem in itself and to the function he intends for it within his verse-sequence.
         But the most crucial difference between previously published translations of “Kunlun”
         and my present translation is occasioned by the insufficient attention accorded by
         previous translators to the force and significance of Mao’s opening word heng 橫 and its relation to the first word in his second line, mang 莽. These two words, heng and mang, condition the purport of the whole poem.
      

      
       As to Mao’s lines 12 and 13, the difference between previously published translations
         and my translation ensues in part from the failure of some of the previous translators
         to recognize—or at least to inform readers that they have recognized—that in the words
         yi tian 倚天, depending on Heaven or Heaven-leaning, Mao is playing on this poem 18, on one of the traditional names for that same two-edged
         “pillar-sword” that he has earlier introduced, out of Chinese legend, into his poem
         16, one of the three “mountain poems.” At the end of Mao’s statement in lines 12 and
         13 of “Kunlun,” earlier translators have also either overlooked or, perhaps purposely,
         avoided bringing over from the Chinese the full significance of Mao’s term jie 截, which first appears at the end of his line 13. Nonetheless, within the design
         and logic of “Kunlun,” Mao avails himself of the full force of jie in its signification of intercepting or obstructing and special connotation in regard to the disposal of opponents. He has taken considerable
         care, in phrasing the syntax of line 13, to indicate that he proposes to transform
         the obstructiveness of the personified Kunlun mountain range into three jie, three interceptors or weapons of obstruction that he, Mao Zedong, will then make further use of. He will, he says, make use now
         to intercept or obstruct whoever else interferes with Mao’s own expanding power. Neither
         his process of syntax nor his precise choice of term survives in previously published
         translations that neutralize line 13 into a kindergarten picture of Mao himself chopping
         a mountain into pulverized pieces.
      

      
       Since the meanings of the crucial words, heng and mang, in the statement with which Mao opens the poem, together with the connotations of
         the sword called Heaven-Leaning and the far from neutral significations of jie have been omitted or misconstrued by previous translations, readers of these translations
         have, expectedly, also misconstrued Mao’s “Kunlun.” The poem has come to be regarded
         as a sentimental fantasy through which Mao is supposedly somehow expressing a devotion
         to the kind of world peace and universal human equality to which all nations would
         be promptly cordial.
      

      
       Though this misreading has been encouraged not only by Beijing-influenced translations
         but also by such popular Chinese essayists of the late 1950s as Zang Kejia, some of
         Mao’s close associates would understand very well not only the implications of the
         three jie Mao says he requires from splitting up the Kunlun, but the kind of “Great Peace”
         that Mao has in mind. Guo Moruo and Mao, in their respective “Man jiang hong 滿江紅,”
         ”Entire Stream Is Red,” poems, both define world-order in terms of the domination
         of the earth by Mao Zedong. Relevantly, both Guo’s “Man jiang hong” and Mao’s responding
         “Man jiang hong” were composed during the same span from later 1962 into 1963 when
         Mao was polishing his definitive text of “Kunlun.” Minor supporting evidence that
         persons close to Mao understood very well that he intended “Kunlun” to express his
         suppression of all opponents to his rule is provided by the circulation in China in
         1967 of a publication called Mang Kunlun;[88]  its pages were devoted to the denunciation by name of individuals specified as “anti-Maoist
         elements.” Mao’s “cultural revolution” itself was one exercise of the jie[89]  that he said would be requisite for the “eastern countries.” He develops the theme
         of the jie for “eastern countries” further in his poem 19, “Liupan Mountains.”
      

      
       But though Mao’s reinforcement and expansion of his meaning through the new wording
         of his lines 14 through 16 and their direct relation to lines 12 and 13, has led to
         our giving brief introductory attention to these lines, comprehension of the perspective
         within which Mao designs his poem begins with recognition of the significance of the
         poem’s opening word heng, referring to an autocratic political system, and of the word mang, opening line 2. In Mao’s perspective the Kunlun has, figuratively speaking, been
         acting like an autocrat and, by dominating the whole horizon, by employing the policy of horizontalism (heng-shuo 橫說), by ruling athwart (heng) world-space and all human beings, has, therefore, in Mao’s view, prevented the full
         exercise of horizontalism, of world domination, by an emperor of China.
      

      
       To find Mao developing the theme of heng politics in his “Kunlun” is to us not surprising. We have already found him alluding
         to it in his poem 13, describing in his poems 14, 15, and 16 his strategy for actualizing
         heng politics, for standing athwart the world himself, and in poem 17 alluding to it again. But previous translators,
         having missed or ignored all of Mao’s allusions to heng-shuo in his preceding poems, have been discernibly at a loss as to what to do with this
         word heng in the opening line of Mao’s “Kunlun.” Either to invite misunderstanding of the poem
         among readers abroad, which may be the case with the Beijing Foreign Language Press
         translations, or through ignorance or oversight regarding the meaning of heng in classical Chinese politics, every previous translator of “Kunlun” has left the
         word untranslated. In their translations the presence and significance of heng is eliminated entirely.
      

      
       We have recognized, however, as early as Mao’s poem 13, that he sees as the goal
         of his grand strategy the reestablishment of heng politics—that is, the policy of personal, autocratic totalitarianism. In poems 13,
         14, and 17 he has alluded to it with relation to specifically Chinese politics, indicating
         that he will not only eliminate any competing political parties but also will eliminate
         within the CCP anyone who threatens his heng position, his position athwart everyone else. In poems 15 and 16, and in poems 18 and 19, he develops the full implication
         of heng politics: that is, a policy and polity of autocratic totalitarianism in which nations,
         parties, and individuals are all forced to bow down, to become, so to speak, horizontal, equally subject to a single world-ruler who dominates the whole horizon.
      

      
      This is the meaning of classical Chinese heng-shuo, horizontalism, which is integral to the traditional Chinese dogma that the ruler of China is, by
         Heaven’s intention, the sole ruler of the whole earth. Through Mao’s use of the personified
         Kunlun mountain range, he devises a pseudo-historical argument to explain why, until
         now, no Chinese emperor has actually ruled the whole earth. This horizon-dominating
         power, Mao says, has been usurped by the Kunlun mountains—and then, in stanza two,
         announces that he, Mao Zedong, will not only cut through the mountains but use its
         power resources to further his own actual domination of the whole world.
      

      
      In classical Chinese political debate the antonym of heng-shuo, autocratic totalitarianism, is zong-shuo 縱說, the term with which we have already had to deal in discussion of Mao’s poem 13. Zong-shuo, literally verticalism, as Mao there applied it to Chinese party politics, signified the view he deplores
         and mocks, the view that more than one party can exist within a nation and that, within
         a single party, there can be several officers of equal status. Extended to world politics,
         as Mao had already intended it in his poem 15 through his remarks about the “ten thousand
         horses,” zong-shuo would signify what we call “equal sovereignty” among nations and equality of political
         status among individuals. In simplest terms, zong-shuo or verticalism can be extended to mean that everyone has a right to stand up, whereas heng-shuo, horizontalism, means explicitly that no one stands up but the ruler and all others bow before him,
         he alone dominating the whole horizon. Part of the pertinence of Mao’s perspective
         in “Kunlun” is that he reduces the whole matter of zong-shuo to the allusive jest in his line 4 and addresses himself primarily to the theme of
         cutting through the world-dominating power of the Kunlun in order to establish himself
         as the actual autocrat controlling the destinies of the whole human race.
      

      
      In his poems to which Mao has attached the date 1935, signifying not the necessarily
         literal date of composition of any of the poems but the year in which he claims that
         he foresaw the successful accomplishment of his grand strategy as world autocrat,
         he has also been indicating that he has been and for some years will continue to employ
         the public pose of a participant in zong politics until he has acquired his calculated leverage through the CCP and the Red
         armies. But as he had already asserted in his poems 15 and 16, he makes implicit here
         again in “Kunlun”; the goal of his grand strategy is heng-shuo, and that he sees domination of the geographical center of the Asian continent, symbolized
         by the Kunlun mountain range as a crucial path on his route to world domination.
      

      
      The existence of these mountains, he proposes, has, in the past, blocked the expansion
         of the power of Chinese emperors. Neither Qin Shihuangdi, the first historical Chinese
         emperor who rose to autocratic power during the quarrels of the Chinese states over
         zong politics versus heng politics, nor the further expansion of Chinese power under such imperial Han practitioners
         of heng politics as Han Wudi ever quite broke through the Kunlun barrier. Even the Mongol
         khans, Genghis and his descendants dominating much of Eurasia from China itself far
         into Europe, never actualized full power down into the Indian peninsula. And as Mao
         has been well aware, even the Manchu emperors’ claims to rule in Tibet had not been
         sufficient to eliminate the activities of European power in Tibet nor to open further
         expansion of power into the Indian peninsula nor even to subjugate the Tibetans themselves.
         It is from such perspective that Mao engages the subject of world conquest through
         the poem he calls “Kunlun.”
      

      
      In treating the Kunlun as a “person,” a rival autocrat, and describing the Kunlun as mang, Mao is enjoying one of his typical wordplays. The primary meaning of mang is wild or disorderly. This serves Mao’s purpose in the double sense of a literal description of the vast
         wilderness of the Kunlun and a personifying description of a dominator of the world
         who does not, in Mao’s viewpoint, exercise his heng position, his position athwart the world, correctly. But a corollary meaning of mang, one that previous translators of the poem have forgotten or ignored, is “usurper.”
      

      
      This corollary meaning of mang developed sometime after the close of the Han dynasty and entered literary currency
         in the Song dynasty through a coinage first used by the philosopher and historian
         Zhu Xi 朱熹. To call a person exercising major political influence a mang official is to allude to Wang Mang 王莽, the ruler who from 9 to 23 A.D. controlled
         the Han Chinese domain, temporarily usurping the power of the Liu imperial line of
         Han emperors. This “usurper” connotation of mang obviously entertains Mao in connection with his own personal interest in identifying
         himself as a true Han man, no “usurper” but a Heaven-endowed successor to other “legitimate”
         Chinese emperors. The meaning “usurper” as a categorization of “disorderly ruler”
         in “Kunlun” that is uppermost in Mao’s mind, the detailed analyses of the Chinese
         text, he demonstrates repeatedly throughout the rest of the poem.
      

      
      As we could expect from acquaintance now with his poems 1 through 17, the design and
         thesis of “Kunlun” is developed with rigorous logic, granted Mao’s premises regarding
         his own role in history and his notions of the correctness of autocratic rule. We
         meet in “Kunlun” a number of already familiar items from his now rudely recognizable
         algebra of symbols along with further allusions to classical Chinese texts. We recognize
         again also his acidulous sense of humor. In stanza one he defines the usurper who
         has prevented Chinese emperors from actualizing the world dominion that, in Mao’s
         premises, is the rightful destiny of China and, on Mao’s premises, the only possible
         solution for the human race. In stanza two Mao announces his precedents for both dismembering
         the usurper and transforming the parts of the sliced-up corpus into power resources with which he will bring the whole world into subjection to
         the kind of “peace” that accords with a totalitarian world-order, the only concept
         of world-order that interests Mao Zedong.
      

      
      Mao’s choice to personify the Kunlun mountains as the symbol of a major impediment
         to world dominion by a Chinese emperor is partially governed by his whimsical interpretation
         of geography and history reinforced by the long-time function, in Chinese literature,
         of the Kunlun as a symbol for the locus of enormous power, both spiritual and political.
         But though Mao’s rhetorical devices are whimsical, the purport of the poem is not
         a jest. Under the surface whimsy, Mao is, very much as in his poems 14, 15, 16, his
         other “Mountain Poems” literally defining his strategy in power politics. His whipping
         of horses, uplifting seas and rivers, harrying horses, and wielding his spirit-sword
         to control both earth and Heaven, this whimsical algebra of his “Mountain Poems,”
         belongs to the same code-language as that operative here in “Kunlun.” Having pictured
         himself in the “Mountain Poems” as already master of earth and, with his sword, forcing
         Heaven to accede to the wishes of Mao Zedong, it is for him a mere elaboration of
         detail to set out, here in Kunlun,” his special tactics for transforming the mountain
         range across the center of Asia into part of his arsenal for advancing his conquest
         of the globe.
      

      
      Geographically and historically the Kunlun handily serves both his political purposes
         and his fondness for literary ingenuities. As a literal mass of mountains, the formidable
         Kunlun curves from the borders of Sichuan, Gansu, and Shenxi across northern Tibet
         into the great knot of mountains far to the west where, on the political map of 1957
         and thereafter, the period of Mao’s final perspective for this poem, the borders of
         Afghanistan, Pakistan, Indian Kashmir and the south-central Asian soviets of the USSR
         all converge. Supposing that Mao did prepare a draft of his “Kunlun” poem, at least
         in his head, as early as 1935, he would already be aware that one necessary breakthrough
         toward his planned domination of areas west and southwest of China must be the occupation
         of Tibet in a much more substantive sense than had been achieved by either the Mongol
         khans or the Manchu emperors of China, an occupation that had indeed never been substantively
         achieved by any ethnically Chinese emperor.
      

      
      It should now scarcely need mention, as reminder, that from 1949 to 1959 one of Mao’s
         chief orders of business was the actual conquest of Tibet in one of the most ruthless
         wars of annihilation against a resisting populace in this century of ruthless wars.
         This has been an actualization of one of those two slicings with his “two-edge” sword
         that he speaks of in “Kunlun,” line 13. The complete domination of Tibet, with its
         strategic location for roadway penetration into the Indian subcontinent, with its
         available areas for air bases and, as Mao anticipated by 1957 and was on the way toward
         accomplishing by the early 1960s, for rocket sites, with also its exploitable mineral
         wealth—here is one of those jie resources, one of those “weapons” into which Mao guessed by 1957 and knew by 1963
         he had already “transformed” one sector of the generalized area he calls the Kunlun.
      

      
      Two thousand years ago there were hazy claims by the Han empire to authority “by tribute”
         farther to the west, into the mountain-knot of the Kunlun, Karakoram, and Pamirs,
         and into the valleys of the Syr Darya and Amu Darya within what is now one of the
         specially prosperous sections of the USSR. But no Chinese had re-entered this area
         with even a delegated political authority later than the reign of the Mongol khans
         for whom their Chinese dragon-throne in the thirteenth and early fourteenth centuries
         was a Mongol appendage rather than, as the Chinese would have it, the center of the
         world. And even Xinjiang, extending north and west under the north face of the Kunlun,
         the “New Territories” claimed by the Manchu emperors was, as Mao well knew in the
         1930s, still under contest by the largely non-Chinese inhabitants of Xinjiang and
         by other interested parties, most notably the Russians.
      

      
      Another of Mao’s chief orders of business from 1949 into the 1960s was completion
         of the subjugation of Xinjiang, the transport of Han Chinese settlers into Xinjiang,
         the development of military engineering sites in Xinjiang, and laying the network
         of new roads penetrating from Xinjiang into the western end of the Kunlun mass and
         on into territory once called part of northern India. It was now traversed by roadways
         claimed by Mao Zedong. By this second sword-cut, still broadening and deepening in
         the 1970s through engineering, “cultural missions,” and political maneuvers, Mao has
         employed that other edge of his “two-edge” (line 13) to speed the flow of his presence
         far to the west of the old Middle Kingdom.
      

      
      But as his “Kunlun” poem takes care to specify, through his sword-cuts in and across
         the Kunlun and his transforming of the area into a further arsenal to serve his strategy
         of world domination, he intends to signify for more than the initial procedures of
         total occupation of Tibet and the opening of direct routes out of Xinjiang into Pakistan
         and Afghanistan, and far more than just the new strategies potential for exerting
         pressures on India and western Asia and the geographical center of the Soviet Union.
         In that sense does his domination of the Kunlun provide him a weapon that, as he precisely
         specifies in line 14, he can yi 遺, deposit, in Europe or, as he precisely differentiates in line 15, a weapon that he can zeng 贈, have as a souvenir or leave as a memento by which the Americas will be compelled to assent to the will of Mao Zedong? As to
         what he calls, in his definitive 1963 text of “Kunlun,” line 16, the “eastern countries,”
         the customary vocabulary of Maoist publications throughout the 1950s suggests that
         this term, dongguo 東國, includes not only all Asian nations from the eastern Mediterranean and the Persian
         Gulf to all the land masses on the Pacific from Japan to Australia and New Zealand
         but also, implicitly all of the USSR east of the Urals, the western USSR counting
         as part of the Europe with which Mao has already dealt in line 14. In Maoist parlance,
         “eastern countries” also applies to the whole continent of Africa.
      

      
      Within his first stanza, the “inspecting all mankind” carries the connotation of inspecting
         and reviewing army troops. The three million jade dragons are the snow clouds. Changing
         man into “fishes and turtles” carries overtones from earlier literary descriptions
         of the perennial struggles with the flooding of the land by great rivers.
      

      
       For reasons that will appear below, I have temporarily left the term taiping untranslated. Wong’s notes identify the “sword” as a magic instrument mentioned both
         by the Tang poet Li Bo and the earlier poet Song Yu; in translation, however, Wong
         calls it the “precious” sword, ignoring or overlooking the fact that, in this specific
         Chinese locution, the script-character, which in other contexts does carry the general
         meaning of “precious,” carries the more concise meaning, “double-edged.” But Wong,
         together with Boyd and Bullock-Ch’en, obscures in translation the force of the rhetorical
         question, handling the verbal structure of the passage in such a way as to make it
         appear, in English, as though there were some doubt whether Mao expects to be able
         to lay hold upon the sword. In the Chinese text there is no doubt; the turning of
         the passage into a rhetorical question, and the way in which Mao phrases it, simply
         establishes the tone of disdainful mockery which Mao has already employed in his first
         stanza.
      

      
       Wong, Boyd, and Bullock-Ch’en further obscure the sense of the stanza by not taking
         account, in their English renditions, of Mao’s discriminating choices in the sequence
         of verbs through which he describes his distribution of the sections of the dismembered
         Kunlun. Nor do they take account of the fact that the script-character they translate
         as “American” should, in English, be rendered “Americas,” the sense of the poem being,
         as its concluding lines make indisputably clear, that Mao is dealing with the whole
         planet. In redistributing the dismembered Kunlun, Mao’s Chinese says that he will
         yi 遺 one section to Europe, the script-character meaning to deposit and leave it there, the connotation being that of something handed on and left behind by one who has
         first already occupied the area. He will ceng 贈 a section to the Americas, a verb that, though, like that used for the Europe passage,
         including the sense of something left by one who has been present there, upon departure.
         He will huan 還 the eastern nations with a slice of Kunlun, recompense them or pay them back.
      

      
       The taiping that will in consequence, Mao says, extend over all mankind is translated by Boyd[90]  and Bullock-Ch’en[91]  as “Peace”[92]  and, by Wong[93]  as “a great peace.” Were I to attempt a verse translation, very likely I would,
         like Wong, also use “great peace,” probably as “the great peace,” since the term carries traditional Chinese connotations that justify
         the reading out of tai, great, in the sense of all-pervading. But the sense of the term depends so thoroughly upon specific Chinese assumptions
         about the structure of society and government that any translation for Western readers
         should properly append notes for clarification.
      

      
       Zang Kejia’s commentary on “Kunlun,”[94]  which acclaims the poem as an expression of Mao’s “magnificent sense of mission,”
         equates taiping with “world peace and the brotherhood of nations.” But the term “brotherhood” itself,
         in Chinese (and this is also true of the phrase, “all men are brothers”) carries a
         semantic force significantly different from its connotation in those parts of the
         world where the cultural assumptions attached to the “brotherhood” concept, whether
         of individuals or of nations, include the expectation of equality of status and dignity.
         In traditional Chinese context, however, the idea of “all men are brothers,” subsumed
         in “brotherhood,” connotes fixed orders of precedence and authority, senior brothers
         directing, censuring, and holding universally ordained authority over junior brothers,
         whose sole duty is to “obey.” With the concept, senior brothers themselves are subject
         to fathers, who are subject to government officials, who are subject to the Emperor,
         who is the supreme authority, functioning as Heaven’s designated appointee for the
         control of earth’s inhabitants.
      

      
      In Maoist Communist mutation, the hierarchy of controls and unquestioning obediences
         is transferred to the grades in the Communist Party structure. All non-communists
         are either junior-junior brothers or, in some categories, “non-persons.” The grade
         ultimately is the Chairman, who, in Maoist theory, is the supreme controller, implicitly
         of the whole earth, under a “Heaven” which is equated with the Maoist Communist version
         of the “Law of History.” The Maoist view expounded again in the 1960s by Mao’s “heir,”
         Lin Biao, is a conscious mutation of the old Chinese view that China is the Middle
         Kingdom from which control extends, or will inevitably come to extend, over the whole
         earth.
      

      
      When Zang Kejia equates the taiping with “world peace and brotherhood,” he is, in the Chinese Maoist sense, correctly
         defining Mao’s use of the term. But just as brotherhood has a meaning distinctly different
         from that an English reader tends to hear, so the concept of “peace” itself also differs
         significantly as ping, in its semantic impact, from the term “peace” as heard by most English readers.
         The English reader tends to associate “world peace” not only with the cessation of
         war and all forms of physical violence but also with legally protected equality of
         status for all individuals, not anticipating the concept of some human beings being
         categorized as “non-persons,” as continues to be the situation in Chinese Maoist views
         of proper order and control. In the concept, taiping, its root meaning, inherent to the term ping, continues to be, as is true of ping in earlier Chinese history, the concept of order and control administered by a hierarchy
         of superiors under the ultimate control of the “one person” (also a Chinese concept
         with a strong Chinese historical resonance). The “one person” (whether Emperor or
         Chairman) putatively possesses infallible understanding of the purposes of Heaven,
         now read as the inevitable Law of History.
      

      
      Mao’s “Kunlun” is a brilliant literary invention, very likely the most rhetorically
         elegant authoritarian manifesto, along with Mao’s “Snow,” in world literature. But
         it is an authoritarian, an imperial, manifesto nonetheless, an ingeniously sustained
         metaphor of the ordained hero challenging the mountain; the mountain, the “disorderly
         usurper,” symbolizes whatever temporarily impedes the “one man’s” ordained extension
         of control over the whole planet.
      

      
      The wholly unanticipated but finally definite evidence that the “Kunlun” poem is a
         key document in “Mao’s Thought” is the fact of the revision, and the nature of the
         revision, he had made for the 1963 re-publication of the poem. That the revision was
         made during the months that stirred Mao to write his poem “Winter clouds” and the
         1963 “Reply” to Guo Moruo seems probable from the fact that, though the officially
         issued student edition of Mao’s poems, newly distributed in April of 1962, carried
         the 1935 text of “Kunlun,” the revised text was already published and in circulation
         before the end of February 1963. Though the Bullock-Ch’en translation was published
         in 1965, they make no mention of the revised “Kunlun,” giving instead a version of
         the 1935 text. Wong’s editors give Wong’s version of the 1935 text but, on the facing
         page, the Chinese text of the 1963 text. The editors then provide their own annotation,
         giving their version of one new line. They do not mention, however, that the actual
         revision involves the import of three lines.
      

      
      Wong’s editors either do not observe or do not report that, in the 1963 revision,
         Mao alters the verb used for the slice of Kunlun to be left in Europe. In the 1935
         text, Mao used the script-character yi 貽, meaning that he will simply send a slice of Kunlun to Europe. In the 1963 revision, he employs a different script-character,
         also pronounced yí, meaning explicitly that the slice of Kunlun will be deposited in Europe and left behind by one who has occupied the area before departing from it. This change reinforces
         his choice of zeng, the other verb meaning the leaving of a memento, defining the manner of his delivering
         the slice of Kunlun to the Americas. As to the disposal of the third slice of Kunlun,
         all pre-1963 texts of the poem state that this third slice he will “keep” for China.
         But with increasing control of Xinjiang and the conquest of Tibet in the 1950s, Mao
         has, in terms of his poem symbols, cleared out the impediment of Kunlun from the now
         expanded Middle Kingdom. In the 1960s, Mao has the Kunlun completely at his disposal.
         As his 1963 revised line now says, he will use the third slice to “recompense” the
         “eastern nations.” In Maoist vocabulary this term polishes the theme of world control
         to greater precision. In Maoist parlance, “eastern nations” refers to Africa together
         with all of Asia outside of China. China, being the Middle Kingdom, no longer requires
         mention in the 1963 text, being in Mao’s view from the 1960s, the now secured center
         from which control will inevitably extend around the globe.
      

      
      In his 1961 “Winter Clouds” Mao announced himself as the hero disposing of the “tiger”
         non-Maoist Chinese, of the “leopard” opponents within his own Party, and of the Soviet
         “bear.” By 1963, his “Reply” has announced that he proposes to sweep all “human insects”
         off the planet very soon now, “between morning and evening.” In these same months,
         close to or just past his sixty-ninth birthday, Mao revises his “Kunlun” text, intensifying
         its emphasis upon his intention to be present in every continent, leaving there solid
         reminders of his presence, the slices of Kunlun, and thereby, the poem says, insuring
         his taiping throughout the earth.
      

      
      Another poet who also happens to have political interest, though on premises and in
         terms of activities very different from those of Mao Zedong, may perhaps be permitted
         the speculation whether, during and since 1964, Mao Zedong, watching the mushroom
         clouds rise from the Chinese nuclear test sites immediately to the north of the Kunlun
         mountain range, may not be contemplating an even more explicit final revision of his
         poem “Kunlun.” Might it so happen that I shall draw the double-edged sword that leans against Heaven no longer requires his former, even though only rhetorical, question mark? Might
         he already have revised the line, in his own head, to read, Now that I have drawn, have my hands upon the hilt, of the double-edged sword that leans against Heaven? Poems in China, as in the past, are still a serious business.
      

       

       

       

      Poem 19: Liupan[95]  (October 1935)
      

      
      (Liupan Shan 六 盤 山 / 六 盘 山)
      

      Ci title: Qing ping le 清 平 樂 / 清 平 乐 In Utmost Peace Rejoicing

       

      Stanza one:

       

      
      1. Tian gao yun dan, 天 高 雲 淡 / 天 高 云 淡
      

       

      
      From Heaven’s height, clouds light and calm, 

       

      
      2. Wang duan nan fei yan. 望 斷 南 飛 雁 / 望 断 南飞 雁
      

       

      
      With looked-for verdict south the wild geese fly. 

       

      
      3. Bu dao Chang Cheng fei hao han, 不 到 長 城 非 好 漢 / 不 到 长 城 非 好 汉
      

       

      
      To fail attaining the Long Wall befits no true-born han, 

       

      
      4. Qu zhi xing cheng er wan. 屈 指 行 程 二 萬 / 屈 指 行 程 二 万
      

       

      
      When twenty thousand leagues afoot makes good the claim. 

       

       

       

      Stanza two:

       

      
      5. Liupan Shan shang gao feng, 六 盤 山 上 高 峰 / 六 盘 山 上 高 峰
      

       

      
      Now in the highest peak of great Liupan, 

       

      
      6. Hong qi man juan xi feng. 紅 旗 漫 捲 西 風 / 红 棋 漫 卷 西 风
      

       

      
      The red flag billows in a western wind. 

       

      
      7. Jin ri chang ying zai shou, 今 日 長 纓 在 手 / 今 日 长 缨 在 手
      

       

      
      Having today long tassels in my hand, 

       

      
      8. He shi fu zhu cang long. 何 時 縛 住 蒼 龍 / 何 时 缚 住 苍 龙
      

       

      
      When shall I bind and harness the green dragon?

       

      
      By the end of 1935, the Red Army had moved toward control of the northwest end of
         the chang cheng (長成 Long Wall, the “Great Wall of China”) with favorable prospects for subduing Japan in 1935. Even
         before this conflict had reached its major surge, Mao in “Liupan Mountain,” just as
         in earlier and later poems, acts as his own prophet, is still “imperturbable,”[96]  confident of absolute victory. But the crux of the poem, Mao’s view of ping, of peace as proper balance, between Japan and China, appears, as is expectable, in the concluding stanza in which
         Japan is named under the metaphor of the cang long, the green dragon[97]  that is to be bound with the chang ying 長纓, the long-tasseled-cord.

      
       Consistent with Mao’s adherence as “emperor” to the old orthodoxy about the extent
         of the primary Chinese domain, two assumptions are discernible in his choice of tropes
         through which to allude to Japan and imply ultimate resumed control of Japan by China.
         Japan is to be bound with the long-tasseled-cord. This is a direct allusion to events
         in the reign of Emperor Wudi of Han, a period during which, in Chinese orthodox theory—irrespective,
         needless to say, of the opinion of occupants of the Japanese islands—Japan already
         “belonged” to China, and was among China’s satellites or client-states. The immediate
         content of the “long tasseled-cord” allusion is its reference to bringing back under
         the control of the empire the coastal kingdom of Yue during the reign of Han Wudi.
         The prospective content of encircling Japan with the long tasseled-cord is, of course,
         that, in Mao’s view, Japan is not an invading foreign nation but a rebellious client-state:
         that, like the recovery of Yue by the Han dynasts, the control of Japan under Mao
         (according to his own views) is not a foreign-war issue but the settling of another
         phase of “domestic” rebellion. These implications are reinforced by “Liupan Mountain’s”
         present position in Mao’s verse-sequence. The matter of Japan is removed from the
         global rising action of Mao’s first campaign to special attention directly prior to
         Mao’s announcement in “Snow,” that he is emperor already in charge of “the restored
         coast.” Reestablishment of control over (putatively) former client-states is the special
         business of a new dynasty.
      

      
       This traditionally orthodox view, in the Chinese imperial sense, of Japan in relation
         to China is further reinforced by Mao’s choice of the term cang long, green dragon, to identify Japan. That Mao calls Japan the green dragon, reasserts a subsidiary status for Japan within the traditional imperial iconography.
         The green dragon, whose world-quarter is the compass-quarter east of the Middle Kingdom, China, is,
         like the white tiger, whose compass-quarter is the west, an emblematic subordinate of the fei long, the flying dragon that, as the celestial dragon, zai-tian 在天, occupying Heaven, rules Heaven designated over all lesser powers.
      

      
       This brief sampling of the poem “Liupan Mountain” has relevance to several functions
         of this present study. It can suggest to readers newly acquainting themselves with
         the terminology of Mao’s poems some of the reasons why the poems open their full import
         only when we give as close attention as Mao Zedong himself has obviously given to
         his selection and deployment of his figures of speech. It increases our awareness
         of the camouflage function of his less familiar tropes. In our century green dragon is no longer a familiar synonym for political entities east of China as it was in
         the iconography of classical and medieval political philosophers. Nor is the political
         symbolism of the long tasseled-cord common knowledge to the East Asian man-in-the-street, Chinese or Japanese, in our
         time. The average reader informed by notations in Peking-supervised student editions
         of Mao’s poems knows only that green dragon means a constellation in the eastern sky, without being told of its significance
         in traditional China.
      

      
       Mao’s “long tassels in my hand” function as a tersely written equivalence for an
         emperor’s means to subdue a recalcitrant nation through long-range military and diplomatic
         maneuvers. Mention of “long tassels” sets up a specific analogy with a political situation
         during the reign of Wudi of Han (140-87 B.C.) involving the non-Chinese nation of
         Nan Yue 南越. During this same period, and this is also relevant to Mao’s analogy, Japan
         was, in orthodox Chinese theory, irrespective of the opinion the populace of the sea
         islands may have held of the matter, already a client-state “belonging” to China.
      

      
       As to the nation of Nan Yue, it had been sporadically, during the preceding century,
         a satellite or dependency of the Chinese empire. In conjunction with Han Wudi’s plans,
         which materialized, to force the nation of Nan Yue back into the category of a Chinese
         client-state, the tale is told that one of Han Wudi’s officers pledged to accomplish
         the submission of Nan Yue if the emperor would hand him the long tassels. This term, long tassels, both in the Han dynasty tale and in Mao’s adaptation of it, has a double semantic
         function. It suggests “cold war” maneuvers negotiated by officials in official tasseled
         hats. At the same time, it incorporates the policy of battlefield maneuvers, symbolized
         by tasseled spears and tasseled bridles.
      

      
       “Liupan Mountain” is the only one of Mao’s poems in which he alludes to Japan. When,
         in the incomplete editions 1957 to 1962, it precedes “Kunlun,” it could have been
         regarded, like the three “mountain” songs and “The Long March,” as a transitional
         piece. It could seem, despite elements in its second stanza that we shall now proceed
         to analyze, that Mao’s view of Japan was an incidental supplement to that general
         view of establishing a new world-order that Mao specifies in “Kunlun.” By deciding
         in 1962-1963, in a decision fully appropriate to the poem’s central import, to place
         “Liupan Mountain” as a preparation for “Snow” rather than as an interlude item between
         “The Long March” and “Kunlun,” Mao emphasizes by its position what “Liupan Mountain”
         already emphasizes in its concluding stanza: that in Mao’s view, Japan, and also other
         nations and territories east and northeast and southeast of China belong to a special
         category, with respect to China, among the world’s nations and that a special phase
         of imperial policy is focused upon them.
      

      
       In general “Liupan Mountain” launches the approach, during 1935, of the Red Army
         toward the northwest end of the Great Wall of China, the chang cheng, long wall, with favorable prospects for subduing Japan. Even in this surface aspect Mao, in
         his “Liupan Mountain,” is speaking as a prophet. In 1935 the conflict with Japan had
         not as yet entered its major surge. In 1935 the international alignments that developed
         in World War II were far from clear. But “imperturbable” at Jinggangshan back in 1928
         (“Jinggangshan,” line 4), Mao is no less imperturbable in 1935. From any viewpoint
         other than his own, he was, though by now party chairman, still pressed in 1935 by
         formidable inner-party rivals. He was also under heavy military pressure from Chiang
         and Chiang’s allies (and rivals) and would be under this pressure for more than a
         further decade. In 1935 his chief followers were battling other Chinese units more
         than a continent away from the main thrust of the Japanese invasion. Nonetheless,
         this is the moment Mao Zedong chooses, in “Liupan Mountain,” to define, from the viewpoint
         of an orthodox Chinese emperor, Japan’s political category and to announce not only
         a forthcoming victory over Japan but his intent to return Japan, together with other
         areas of East Asia now at the moment subject to China, to the category of Chinese
         satellites and client-states.
      

      
       That he voices these expectations in the form of a rhetorical question is one of
         Mao’s style-marks. In this poem, as in all others in which rhetorical questions occur,
         the implication is that, though biding and choosing his time to complete a policy
         move, Mao has his means available that his intentions will be accomplished. Roughly
         paraphrased, the concluding lines on the tassels and the green dragon assert that circumstances being already favorable, “today long tassels in my hand,”
         Mao already is calculating the time and the means whereby the “green dragon” powers
         “east” of China, inclusive of Japan, will come wholly within his control. Mao is fond
         of developing figures of speech from images and instances suggested by earlier Chinese
         literature, history, and legend and it is in these verses that we find the signification
         of tassels and green dragon. Experience in dealing with his tropes soon makes us aware—and this is to Mao’s credit,
         throughout his poems, in terms of his skill as a poet—that he formulates his metaphor
         with semantic precision, including them to project their full weight of associated
         connotations. Accordingly the tassels and green dragon require thorough attention.
      

      
       In “Liupan Mountain,” chang yin, long tassels, signify much more than the “long cord” or “long rope” that prior translators have
         chosen to substitute for the seemingly esoteric long tassels. The specific literary history of the “green dragon” alerts us to the likelihood that,
         in choosing the verb fu-zhu 縛住, Mao intends not merely its generalized sense of to bind or to truss up, but its combined denotation to bind and to harness. And Mao’s choice of the emblematic “green dragon” to identify the part of the world
         to which he is referring involves more than the fact that one surviving twentieth
         century functioning for the term of cang long, green dragon, is its use as a name for a cluster of stars in the eastern sky.
      

      
       Mao’s figure of speech, “long tassels in my hand,” is a terse equivalence signifying
         an emperor’s resources—long-range diplomatic and military maneuvers—employed to subduing
         a recalcitrant former client-state. Mao’s function of long tassels sets up an analogy with a political situation and its resolution during the reign
         of Wudi of Han, one of the emperors whom more than incidentally Mao names in “Snow”
         among those Mao emulates and also intends to surpass. The political situation connotated
         by the long tassels figure involves Han Wudi with the territory of Nan Yue, an area inhabited in the
         second century B.C. by non-Chinese peoples south and southeast of the central Chinese
         domain. The Nan Yue area had been intermittently, through the preceding two centuries,
         subject to Chinese hegemony. During this same period, and this is also relevant to
         Mao’s analogy, northeastern and eastern areas, subsequently to be identified as Manchuria,
         Korea, and Japan were, in orthodox Chinese imperial theory, all client-state areas
         “belonging” to China. How ethnic and political groups among the various peoples of
         these areas may have appraised themselves with relation to China has, needless to
         say, never much troubled orthodox Chinese imperial historians and political theorists.
      

      
       As to the peoples of Nan Yue, in the time of Han Wudi, they had rejected Chinese
         claims upon them and acknowledged a local ruler. In conjunction with Han Wudi’s plans,
         which materialized, to reinstate Chinese authority over Nan Yue, the tale is told
         that one of the emperor’s stalwarts pledged to accomplish the renewed submission of
         Nan Yue if the emperor would entrust to him what the emperor had in his hands, the
         long tassle. Both in the Han dynasty tale and in Mao’s new adaptation for “Liupan Mountain,” the
         term long tassels has a double semantic function. The tassels, the ying, connote the fringes and throat-strap of formal hats worn by imperial officials. In
         this sense, an emperor’s move with the long tassels signifies “cold war” maneuver, long-range pressure of negotiations, and psychological
         warfare. The tassels, the ying, also connote the tasseled spears and tasseled bridles of imperial military forces.
         Policy means through manipulating long tassels signifies, in sum, employing both psychological pressure and military campaigns.
      

      
       The term chang-ying, long tassels, is clearly a carefully chosen image and rhyme. Had Mao nothing more in mind than
         merely “tying down” an opponent, he could have chosen a number of other figures; Chinese
         is rich in denotative and connotative images involving ropes, nets, and ships, any
         of which could serve to signify “take control.” Mao with deliberation chooses to emphasize
         through long tassels a process of capture and control in a specific political context. Some two thousand
         years after the reigning of Han Wudi, Mao is announcing that he now has the control
         hand on diplomatic psychological, and military resources through which to reassert
         Chinese control over peoples who, at whatever time in the past, were identified in
         orthodox imperial theory, as “belonging,” in explicit client status, to the Chinese
         emperor.
      

      
       That this is his intended import in “Liupan Mountain” Mao reinforces by his avoiding
         of the poem’s concluding line. In the vocabulary of the classical and medieval poets
         and philosophers cang-long, the green dragon, is a standard synonym for the east, and in Chinese iconography, in painting and silkscreens involving symbolic creatures,
         the green dragon signifies the east in a combined cosmographic political designation. The green dragon is the world-sector diagrammatically to the east of China conceived as the world’s
         Middle Kingdom. The green dragon belongs to a rooster with the red cock or red-cock-dragon signifying the south, and the white tiger or white-tiger-dragon signifying the sector west of the Middle Kingdom. That Mao
         has this whole configuration of power relationships in mind, includes his seizing
         on the convenience of associating the actual name of the mountain he reaches on the
         actual Long March trek, Liupan, Six Coils, with the six steps and six dragon-forces of special interest to him in his interpretation
         of the Book of Changes.

      
       In Chinese iconography, in painting and sculpture involving symbolic creatures, the
         green dragon signifies the east in a combined cosmographic political designation. The green dragon is the world-sector diagrammatically to the east of China concerned as the world’s
         Middle Kingdom. The green dragon belongs to a rooster with the red cock or red-cock-dragon signifying the south, and the white tiger or white-tiger-dragon signifying the sector west of the Middle Kingdom.
      

      
       Though the detailed iconography does not emerge in Mao’s poems, he is deducibly aware
         that the tradition visualizes altogether six such dragon-powers in their dragon-sectors,
         not only east, south, west, and north in that order, but also poems of the sector
         “above” but still “under Heaven” and a poem of a sector “below,” but also “under Heaven.”
         These “above” and “below” dragons equate respectively with the atmosphere near the
         earth and a region below or within the earth and sea. In this symbolizing, a genuine
         plenipotent emperor, a full-order flying dragon, dominates all six of these sector-powers,
         one able to dive below the deepest and ascend above the highest of them, and that
         he can harness all of them is the context of the key commentaries on “dragons” in
         the opening hexagram of the Book of Changes. It is also the occasion of the special interest in these “dragons” among the politically
         engaging poets of the Chuci anthology, that collection of poems from the third century B.C. to the second century
         A.D. is one of Mao’s major but thus far too little noticed sources of many of his
         literary-political allusions.
      

      
       For instance, consider the evidence that, in “Liupan Mountain,” even Mao’s choice
         of the mountain, among many mountains he traversed in 1934-1935, proves to be the
         symbolic locale of his vision of eventual mastery over the green dragon. “Liupan Mountain” is neither the first nor the last of Mao’s poems in which his selection
         of a place-name for metaphor in the texture of the poem itself is conditioned not
         merely by literal circumstance but by its potential for reinforcement of the import
         of the poem. For the moment, we only mention in passing that Mao’s rendering “Liupan”
         mountain—literally “six coils” or “six turns” mountain—appears to have energized further
         this already active meditation on texts from the Chuci and the Book of Changes having to do with becoming both a master sovereign of the universe and master over
         the earth.
      

      
       For our immediate purposes we need concentrate only on two matters concerning the
         green dragon. Though listeners in the 1930s and 1940s assumed that by the green dragon Mao meant Japan, Mao himself, by evidence of his familiarity with classical and medieval symbolism,
         clearly intends that green dragon carry its full emblematic connotations as the world’s “east sector,” the direction
         in which, in traditional cosmographic-political theory, the power of the Middle Kingdom
         begins its outward movement, begins that phase of the cycle of changes which turns
         from the east to the south, to the west, and then to the north and ultimately to power
         below the seas and in planetary space. In “Liupan Mountain” by proposing first to
         move upon the green dragon Mao has in mind not only the matter of Japan but the “correct move” in terms of the
         traditional cosmographic-political view of “change” and “reality” that will further
         his ultimate goal of universal mastery set out in “Kunlun.”
      

      
       There remains, for purposes of introductory survey, only one further item to be remarked
         upon before considering the relation of the green dragon controlled by long tassels to the opening lines of this same stanza. This is the matter of Mao’s choice of the
         verb fu-zhu and the reasons for interpreting it as bind and harness. In Mao’s decision to inscribe his evolving strategy in terms of attention first to
         control of the green dragon he would be aware not only of its function in cosmographic-political theory but also
         of the associative images for the green dragon among his demonstrably much studied Chuci poets. In their accounts of ascent above the earth, their travels, furthered by cosmic
         powers that are nonetheless themselves under the control of the heaven-lord, are,
         in four notable instances, assisted by iconographic creatures among whom the green dragon is essential.
      

      
       In one instance the green dragon is bound to the traveler’s sash. In the three other instances the green dragon harnessed as an essential steed in the teams of steeds carrying the traveler from
         the east by way of the south and west toward, potentially, the outer-space point north
         of the Kunlun mountains beyond which, in cosmographic theory, lies the focal force
         of the heaven-lord, controller of all that is, the Chuci poets, all of whom lamented the ruler’s disorders and ineffective rulers but none
         of whom prepared himself to be emperor. And relevantly, in their superhuman, outer-space
         chariot trips, none of these poets ever claims to have gone beyond “the west.” Long
         before the rush of the current to the north they give up and settle for a local mountain
         or a despondent return to home ground. Just as relevantly Mao Zedong has, from the
         opening of the Mao zhuxi shici, been savoring the fears and anxieties typical throughout Chinese history of many
         famous politician-poets and as early as his “mountain” songs, not to mention “Kunlun,”
         announced that he is so secure in the vision of his own destiny that he will not dismount
         before “heaven” and will in time hold and wield the sword that only heaven concedes.
      

      
       In adjusting the sequence of his poems to set “Liupan Mountain” after “Kunlun,” Mao
         is working within the cosmographic-political perspective that he had evidently fully
         accepted in his later years. He was already working within it in composing “Liupan
         Mountain.” He deducibly recognized, in establishing the definitive sequence of his
         poems that, whether or not he may in fact have composed “Liupan Mountain” before “Kunlun,”
         its proper sequential position is after Kunlun. Once he had in “Kunlun” proposed to
         himself a full mastery of the earth, the correct next move would be to aim for mastery
         of the world-sectors outside the Middle Kingdom, even while still having first to
         secure the Middle Kingdom itself, by aiming first at eventual control of the east
         sector, the world-quarter of the green dragon. The green dragon once “harnessed,” that subsequently moves outside the Middle Kingdom to the south,
         the west, and to the north and beyond would be, in the traditional “changes” section,
         an especially Chinese “reality” he expectably assumed.
      

      
       What then is the bearing, upon the policy of expanding beyond the Middle Kingdom
         to a recovery first of control over the green dragon, of the opening lines of the concluding stanza of “Liupan Mountain?” The stanza opens,
         we may well remind ourselves again,
      

      
         From Heaven’s height, clouds light and calm,

         
           With looked-for verdict south the wild geese fly.

      

       It is this situation, in terms of the poem’s argument, that convinced Mao that “today”
         he already has the “long tassels” in his hand. Without the clues from prior poems
         the cause and effect relationship between the two statements composing the concluding
         stanzas of “Mount Liupan” would remain either a merely romantic brag or devolve into
         nonsense. Why should the leader of a ragged remnant of armies suppose that seeing
         a red flag planted on one of thousands of equally notable peaks in northwest China
         take this as proof that he would someday control areas “east” of China? And why specifically
         “east” and outside of China when, in 1935, he securely controlled anything beyond
         a nibble of one province of China itself? Without the clues the poem dissolves into
         an arbitrary boast.
      

      
       With the clues the whole stanza becomes a tightly reasoned structure which in time
         is fully prepared in the preceding stanza. In sum, the poem is talking in code, but
         a code familiar to Mao and to those few among his comrades who share his acquaintance
         with the old longings of Chinese imperial politics. For purposes of radio broadcast
         his general audience was told how they could believe that the poem “said” that the
         Chinese must subdue Japan in the then fast intensifying Chinese-Japanese conflict.
         But Mao was announcing, to himself and to whoever might eventually listen, a much
         more portentous decision.
      

      
       “Liupan Mountain” says that the means for mastering not only China (“attaining the
         Long Wall,” stanza one) but starting the reinstatement and expansion of Chinese power
         beyond the Middle Kingdom, the key tactical resource is “the red flag by west wind
         sent ever wilder swirling.” Since Mao has succeeded, despite all the intervening rebuffs
         and defeats, in securing for himself by October 1935, the assigned date of “Liupan
         Mountain,” the ultimate position of authority over a political-military force lured
         by a “red flag” connected with a “western wind,” Mao concludes that by expanding these
         tactics, using the “west wind,” the Marxist-Leninist context, of the “red flag” on
         areas outside of China he can, as strategic master of the “six coils” of ascent, start
         toward control of the rest of the world by way of the “green dragon” even while he
         completes his strategy within China itself of leading his own people by way of the
         “west wind” attraction to final recognition that their “red flag” is not the flag
         repelled from the “west” but has been, from the beginning, the imperial signal flag
         of Mao’s own Chinese-red dynasty.
      

      
       That this has been the long-range strategy has already come clearer at the end of
         the 1960s than it could have been to anyone except Mao himself in 1935. But as our
         continued exploration of the poems will increasingly substantiate, Mao had, in his
         poems, already been sketching out not only his intense tactics but his grand strategy
         since at least 1925. By 1935 he had fully formulated his major moves, reserving to
         himself only the choice of “when,” in relation to the expected changes of circumstance,
         he would actualize each move. In 1962-1963, nearly two decades after the official
         military defeat of Japan, to decide to reset “Liupan Mountain” between “Kunlun” and
         “Snow,” he is making a more than literary gesture. He is reminding himself and eventually
         the world that, though the matter of completely harnessing the green dragon is still, as he approaches his seventieth birthday, unfinished business, the strategic
         aim is still unaltered. Though the military function of the long tassels was first engaged from 1938, through 1945-1946, the “cold war” function of the long tassels is still operative.[98] 
      

      Poem 20:[99] Snow (February 1936)
      

      
      (Xue 雪 / 雪)
      

      Ci title: Qin yuan chun 沁 園 春 / 沁 园 春: Springtime in Qing’s Garden

      
       Alternate reading: Shen yuan chun, signifying Springtime Penetrating the Garden or Moist Garden in Springtime

       

      
      Stanza one:

       

      
      1. Bei guo feng guang, 北 國 風 光 / 北 国 风 光
      

       

      
      North now, survey the national scene, 

       

      
      2. Qian li bing feng, 千 里 冰 封 / 千 里 冰 封
      

       

      
      Thousands of li locked fast in ice, 
      

       

      
      3. Wan li xue piao. 萬 里 雪 飄 / 万 里 雪 飘
      

       

      
      Ten thousand li a whirl of snow. 
      

       

      
      4. Wang Chang Cheng nei wai, 望 長 成 內 外 / 望 长 成 内 外
      

       

      
      Toward the Long Wall appears, within, beyond, 

       

      
      5. Wei yu mang mang; 惟 餘 莽 莽 / 惟 馀 莽 莽
      

       

      
      Only more wild and shapeless blur, 

       

      
      6. Da he shang xia, 大 河 上 下 / 大 河 上 下
      

       

      
      Great rivers seem, upstream or down, 

       

      
      7. Dun shi tao tao. 頓 失 滔 滔 / 顿 失 滔 滔
      

       

      
      Bereft of their torrential flow. 

       

      
      8. Shan wu yin she, 山 舞 銀 蛇 / 山 舞 银 蛇
      

       

      
      The mountains, silver snakes that dance, 

       

      
      9. Yuan chi la xiang, 原 馳 臘 象 / 原 驰 蜡 象
      

       

      
      Plateaus, wax elephants that gallop, 

       

      
      10. Yu yu tian gong shi bi gao. 欲 與 天 公 試 比 高 / 欲 与 天 公 试 比 高
      

       

      
      By such gold thrusts might wish to tempt the Lord of Heaven’s

      approval. 

       

      
      11. Xu qing ri, 須 晴 日 / 须 晴 日
      

       

      
      But sure of sun-clear days, 

       

      
      12. Kan hong zhuang su guo, 看 紅 裝 素 裹 / 看 红 装 素 裹
      

       

      
      Will I see red flowing over underlying white, 

       

      
      13. Fen wai yao rao. 分 外 妖 嬈 / 分 外 妖 娆
      

       

      
      Evoking all-entrancing glow. 

       

      Stanza two:

       

      
      14. Jiang shan ru ci duo jiao, 江 山 如 此 多 嬌 / 红 山 如 此 多 娇
      

       

      
      Her every stream and hill more beautiful, 

       

      
      15. Yin wu shu ying xiong jing zhe yao. 引 無 數 英 雄 競 折 腰 / 引 无 数 英 雄 兢 折腰
      

       

      
      She lures, to seize and embrace many a brave and clever hero. 

       

      
      16. Xi (Xi) Qin Huang Han Wu, 惜 秦 皇 漢 武 / 惜 秦 黄 汉 武
      

       

      
      So much the worse for Qin Shihuang and Han Wudi, 

       

      
      17. Lue shu wen cai, 略 輸 文 采 / 略 输 文 采
      

       

      
      Their craft with words was somewhat feeble, 

       

      
      18. Tang Zong Song Zu, 唐 宗 宋 組 / 唐 宗 宋 组
      

       

      
      And as for Tang Taizong and Song Taizu, 

       

      
      19. Shao xun Feng sao. 稍 遜 風 騷 / 稍 逊 风 骚
      

       

      
      Scant lyric gift in feng and sao. 
      

       

      
      20. Yi dai tian jiao, 一 代 天 驕 / 一 代 天 骄
      

       

      
      As for Heaven’s whilom favored son, 

       

      
      21. Cheng Ji Si Han, 成 吉 思 汗 / 成 吉 思 汗
      

       

      
      The lucky Genghis Khan, 

       

      
      22. Zhi shi (shi) wan gong she da diao. 只 識 彎 弓 射 大 雕 / 只 识 弯 弓 射 大 雕
      

       

      
      To shoot large vultures only had he the wit to bend his bow. 

       

      
      23. Ju wang yi, 俱 往 矣 / 俱 往 矣
      

       

      
      They’re all gone on, 

       

      
      24. Shu feng liu ren wu, 數 風 流 人 物 / 数 风 流 人 物
      

       

      
      Who, man of men, prevails, with art and style, 

       

      
      25.[100]  Huan kan jin zhao. 還 看 今 朝 / 还 看 今 朝
      

       

      
      The more they now come dawn shall show. 

       

      
      25. Double entendre, also reads Huan kan jin chao. 還 看 今 朝 / 还 看 今 朝
      

       

      
      A royal court restored shall show.

       

      
      The ci title for Mao’s poem 20, “Snow,” is Qin yuan chun 沁 園 春 : Springtime in Qing’s Garden. An alternate reading, Shen yuan chun, signifies Springtime Penetrating the Garden or Moist Garden in Springtime. This relationship between Shen and Qin can be determined only by appraising the context in which one or the other meaning,
         of the two very different meanings in Shen and Qin, applies. Wong Man, for both poems, uses the reading Qin Yuan Chun. The difference in tonal mode between the two poems, however, itself suggests that,
         since the title itself has two modes, Shen Yuan Chun is the correct superscription for one poem and Qin Yuan Chun for the other.
      

      
       If that first word is read Shen, the script-character is used in the signification, anxious. The signification of the whole title then becomes, when read with simplistic literalness,
         Being Anxious about the Garden’s Springtime. Read with somewhat more elegance, it becomes Impatiently Anticipating His Garden’s Joy. But its significs are metaphorical, not literal; garden’s joy means consummation with the beloved. By contrast, if the first word is read not Shen, but Qin, the signification is no longer impatiently anticipating, Qin means dew-drenched or rain-drenched in ordinary denotation. The signification of the whole title then becomes, read simplistically,
         thoroughly-drenched garden’s springtime-joy. But what the title then signifies, the meaning of the title is, depending again
         on the context within which it is used, either consummation with the beloved is about to be accomplished or consummation with the beloved has been accomplished.

      
       Reading Chinese, as those of us who have dealt especially with Chinese-poem parlance
         soon learn, and the more especially if, like Mao himself, we happen to have an initial
         schooling in the traditional old-style kind of literary education, requires attention,
         from the most ancient Chinese poem texts onward, to a very extensive vocabulary of
         metaphorical significations. As this study has had repeatedly to indicate, reading
         poems by a poet who enjoys the old-style metaphor-inside-of-metaphor practice of poetry,
         added to the inherent facility of Chinese, as a language, for ambivalent and double-ambivalent
         statements, demands constant alertness to double-plays and triple-plays of meaning.
      

      
       That Mao enjoys this kind of wordplay is fully evident in his poems. I am inclined
         to conclude, further, that he also enjoys the likelihood that most readers will miss
         most of his word-games. The word-games, simply as language skill, are part of that
         versatility in the poetic arts which he says, in “Snow,” was not a skill possessed
         by previous Chinese emperors, and, so saying, implying his own superiority.
      

      
       This kind of one-upmanship is going on, I have observed, in his selections of ci patterns in relation to the metaphor-within-metaphor possibilities of their ci titles. That a versifier poem set to any ci pattern he happens to know, the title being for him a meaningless label, is pretty
         clearly the assumption of Mao’s translators. They print the ci title superscriptions because this is not only the traditional procedure but perhaps
         also because they are, in Mao’s manuscript texts, the most conspicuous item on the
         poem page, set out in a bold hand. But nothing in the scant comments on ci by Bullock and Ch’en and Wong nor in Boyd’s notes or Zang Kejia’s essays suggests
         that they have given any attention to the titles of the ci patterns Mao selects. With regard to the ci title in its two modes, in relation to “Changsha” and “Snow,” it becomes evident
         that Mao is also using the titles as cryptograms, as metaphorical key signatures.
      

      
       Mao’s poem “Snow” is the companion piece to “Kunlun.” The relationship, already implicit
         in the related content of the two poems, comes through all the more clearly ever since
         the year of “Snow’s” initial composition was dated to 1936 by the 1963 Chinese edition.
         The fact that “Kunlun” and “Snow” are both manifestos, that they both show, in their
         elegance as compositions, Mao’s rhetorical inventiveness functioning at maximum pitch,
         and that both poems expound the theme of the new “one man” who will be the ren-wu 人物, the “man of men” of this century, reinforces the likelihood that “Snow” was initially
         drafted within the year directly following the composition of “Kunlun.”
      

      
       With regard to “Snow,” the major content of its second, concluding, stanza is Mao’s
         prophecy of his own emergence as the new and the only all-competent emperor. The opening
         lines of this concluding stanza introduce Mao’s catalogue of selected emperors from
         China’s past. Here again occurs a discriminating choice of verbs. These emperors are,
         he says, those who have most desired to “embrace” China in the past. The import of
         the verb holds as an overtone through to the stanza’s concluding lines: Mao Zedong,
         the emperor who (as of 1936) is emerging in this century, in turn both desires to
         “embrace” China and, Mao prophesies, will do so.
      

      
       “Snow,” like “Kunlun,” is a carefully structured poem. Expectedly, Mao’s theme of
         empire and the presence of this century’s already designated new emperor, Mao himself,
         are already prepared in the opening line of “Snow’s” first stanza. But though his
         establishing of his theme not only in the first line but in the opening words of the
         first line of “Snow” is patent in the Chinese text, the content and meaning of this
         structurally significant line has been variously misread in all the current English
         translations. These include, for “Snow,” not only the Boyd, Bullock-Ch’en, and Wong
         translations, but also Robert Payne’s versions. Payne’s versions have been given considerable
         currency; one Payne version of “Snow” appeared in his The White Pony;[101]  the other, in Payne’s biography of Mao, Mao Tse-tung, Ruler of Red China.[102] 
      

      
       The opening line of “Snow,” a line which is the opening clause of a sentence that
         does not close until the end of the poem’s third line, reads: bei guo feng guang 北國風光. Boyd reads this as:[103]  “This is the scene in this northern land.” Bullock-Ch’en’s reading is:[104]  “The northern scene.” Wong gives:[105]  “All the scenery in the north.” Payne’s later version, in his Mao biography, reads:[106]  “In this north country in the flaming wind.”[107] 
      

      
       We can set aside Payne’s “flaming wind,” which betrays more about Payne’s notions
         of poeticizing upon Chinese script-characters than serves any function in the elucidation
         of Mao’s verse-line. Among the translators, three ignore the more obvious of the syntax,
         treating the words as a complete statement or an implicit complete statement. Their
         consequent introduction of either a period or a colon, disregarding Mao’s own punctuation,
         itself suggests some insecurity in the handling of the line. Though Payne recognizes
         that the opening line is the first unit of a continuing statement, he like the other
         three translators misses both the syntactic and the semantic functions of the words
         that open the line (and open the poem), the word bei, and the word guo.

      
       All these translators disrupt the sense and structure of Mao’s “Snow” by reading
         the first two words of the poem to mean, whatever the translation variants, northern countryside, thus losing entirely for the English reader the fact that guo, in this opening line, functions solely and explicitly as the country in the sense of the whole nation, China. Had Mao meant to describe a northern area,
         a bei area, he would have used bei fang 北方 or bei xiang 北鄉, either of which would serve equally well in the verse-pattern Mao is using. Though
         guo means country, it never functions in the sense which is meant by the English term, countryside. The semantic, guo, has solely political and political-cultural meanings, either as country, in the political
         sense, or nation or national.

      
       Mao’s “Snow” is an account of his observations on China, on the Chinese nation, prior
         to the completion of his political revolution and concludes with his prophecy of the
         triumph of his revolution and of himself as the emerging ruler of China. The translators’
         distortion of the meaning of guo (and the consequent enterprise of three of the translators in then altering Mao’s
         punctuation) seems to have taken its impetus from a bafflement over its syntactic
         relation to bei. The translators all assume that the only possible syntactic function of bei must be as adjective modifier for guo. Since it is apparent that they recognize, as is inevitable, that Mao is not talking
         about a north nation, they force guo to mean what it cannot mean, countryside.

      
       But in Mao’s opening line bei does not function as an adjective. The solution of its function is readily available
         in the syntax of formal literary Chinese, which Mao in his poems regularly uses in
         his own personal blend with occasional colloquial terms and constructions, a practice
         for which he has, and knows he has, precedents at least back to several Tang dynasty
         poets. In formal literary Chinese, a location term—in this case, bei—positioned as Mao has placed it can, and does, function as a gerund, as a gerundive,
         as an adverbial phrase or sometimes, in a sense directly analogous to a nominative
         absolute. In the composition of poems, such locational terms sometimes perform all
         these functions simultaneously. The term bei¸ positioned as an opening semantic of location can mean in the north, from the north in the sense of operating or observing from a north location, and also, in a simultaneous nominative and verbal sense totally unfamiliar to English
         resources (the infinitive would be to north, the participle northing) can be rendered in translation as a nominative absolute. This is the syntactic relationship
         of Mao’s bei, in “Snow,” to the rest of the opening sentence and, indeed, in the closely articulated
         structure of the poem, ultimately, its relation to the whole poem. Mao, opening the
         poem “Snow,” says,
      

      
          North now, survey the national scene,


         
          Thousands of li locked fast in ice.
         


         
          Ten thousand li a whirl of snow.
         

      

      Being in the north is the standard symbolic locution meaning the ruler of China and operating, in the sense of both surveying the land and influencing it; from the north is the standard symbol of the power of the ruler of China. This meaning of bei as north has been a standard locution from long before the time of Confucius to far beyond
         the Han commentators who elaborated the vocabulary and dogma of the position and functions
         of the “Son of Heaven,” the Emperor of China. Just as the Pole Star in the north symbolizes
         Heaven’s “regulation” of earth, so in traditional Chinese theory of empire is the
         emperor on his throne in the north, on the symbolic compass. By the fact of the emperor’s existence, he is, in Chinese
         or orthodox teaching, the appointee of Heaven; and the appointment is always most
         clearly confirmed for those who have “embraced” the empire initially by military triumph.
         Being in the north, according to the classical Chinese teaching, the emperor exerts influence that “flows”
         from the north, correcting, reviving, regulating, and reforming (hua 化) all tianxia, all under Heaven, all who inhabit the earth.
      

      
       Though Mao’s translators may have forgotten this pertinent datum, that bei, north, was a standard semantic force for more than three thousand years, Mao has not forgotten.
         Already, during the decade preceding the composition of “Snow,” he was visualizing
         himself and his soldiers in terms of the conquests of China in classical times. The
         poem “Snow” begins, Bei 北. “Snow” begins in and issues from the classical symbolic site of the imperial throne.
         “Snow” concludes with the words jin zhao 今朝, with the implicit alternate reading of the same characters, jin chao 今朝. Mao, the emerging emperor, is about to become visible, in the present now dawning, jin zhao, and is also indeed already here in this jin chao, this present royal court. In sum, “Snow” adroitly concludes where it begins, in the north, the symbolic locale of the imperial throne.
      

      
       In Chinese the poems “Kunlun” and “Snow” speak for themselves. But though the English
         translators, in their comments upon Mao as a poet, all remark upon his literary skill,
         their translations ignore Mao’s skill in his most crucial passages, missing the relevance
         of the epithet applied to the mountain impediment, Kunlun, missing the function of
         bei and guo in the opening lines of Mao’s “Snow.” Consequently, their English versions make “Kunlun”
         and “Snow” appear to be rather clumsily constructed poems. In their English versions
         Mao’s attitude toward Kunlun becomes ambivalent; Mao’s “Snow” appears disjointed,
         seeming to be a winter landscape set piece only vaguely related, through lines about
         the coming of springtime as the land wearing a red dress, to all of the lines about
         emperors.
      

      
       This is not mere winter landscape painting. As the whole first stanza makes repeatedly
         evident, Mao is making statements about China in terms of life temporarily blocked
         or buried or constricted in action. China is in an “under snow” condition, which is
         the point of the poem’s title.
      

      
       Mao’s angle of vision established in the first stanza is implicitly a view as from
         an airplane. I have heard it said that it was an actual trip by air which gave Mao
         the impetus for the poem, though I cannot at this point recall who it was who mentioned
         this. But, airplane or not, there is, needless to say, nothing to prevent a poet from
         assuming an air-view angle. It is from this perspective that the poem reports the
         terrain seen at one glance across both sides of the Great Wall, takes in at a glance
         the great rivers “bereft” of their torrential flow, and observes the mountain and
         hills, which he says give the appearance of “silver snakes” and “wax elephants.”
      

      
       The epithets here are, of course, significant. The mountains appear not really full
         of life, crawling, like live snakes, but as though poured into metal; the hills, not
         really like the bulking of live elephants but merely creatures made of wax. These
         mountains and hills, Mao next says, nevertheless, are so high that they look as though
         they are trying to probe the intentions of the Ruler of Heaven (Tian Gong 天公). The
         structure of this passage in the original conveys fully its ironic tone; the meaning
         here is that, until the country is reanimated, becomes like living snakes and elephants
         instead of frozen into the appearance of artificial objects, the country will not
         succeed in learning Heaven’s intentions for China.
      

      
       But these blocked, obscured, and constricted conditions, the first stanza concludes,
         will change. There surely will come the “sun-clear days,” Mao says, when “red flows
         over the underlying white” and he will see China emerge in her “all-entrancing glow.”
      

      
       The trope of “red flowing over the underlying white” is a triple entendre. The Chinese script-characters here which I have approximated in “the underlying white”
         literally mean the white as of an undergarment; but in Mao’s intention to achieve
         his triple entendre he carefully avoids overstress of the allusion. By his deftness in choice of terms,
         the trope conveys three aspects at once: (1) red flowing over the underlying white
         as the coming of spring, the reanimation of China; (2) “red” (color of good fortune
         and rejoicing) as of a woman’s garments put on for a festival, the red dress flowing
         over the white undershirt; and (3) at the same time, Mao’s favorite collocation of
         images for the advance of his revolution, the red of red flags billowing out over
         the snowbound country. Manipulating this triple-level trope in words suggesting China
         as a woman going out to a high festival prepares the transition to the poem’s second
         stanza, the stanza of the retrospective catalogue of Chinese emperors. The transitional
         lines opening the second stanza state, with regard to China’s “fascination” (the term
         is Mao’s, at the close of his first stanza), “countless heroes” have striven to “embrace”
         her.
      

      
      We observe, furthermore, that Bullock and Ch’en, in their translation, omit the names
         of four emperors in favor of a generalized allusion to the dynastic periods mentioned,
         periods which include dozens of emperors. These translators mention in their general
         notes that they have indeed left out some proper names and place-names throughout
         their translations because, they say, the names might make the poems more difficult
         for English readers. In sum, to these translators, the fact that a poet selects specific
         persons and places is irrelevant, not integral to the meaning of the poems. The neglect
         by the translators, generally, of the essential first step in the translation of any
         poem, the making of a thorough structural analysis accounting for every item and relationship
         of items within to translated versions which blur and, as we have been observing,
         sometimes entirely obliterate what the poem is as a poem. 
      

      
       In “Snow,” China is personified as a fascinating woman slipping on a red (color of
         joy) outer garment over her white shift to go out to a joyful event. Heroes (opening
         of stanza two) desire to “embrace” her, the emperors have “embraced” her, and, implicitly,
         Mao, as the poem says in its opening word, being in the north, and already, privately the functioning emperor in jin chao and publicly the hero who will become emperor in this-present-dawn, jin chao, is, in the dramatic sense, now the one to “embrace” China. He is privately (in jin chao, the present royal court), he who has already consummated union with China, the beloved. Publicly, in jin chao, this present dawn, he is to consummate the union almost immediately.
      

      
       This double-play, on actual consummation or imminent consummation, is double signification
         of the ci-pattern title when read as Qin Yuan Chun. “Snow” is, in every sense, the Qin yuan chun ci, the ci in its positive mode, as discourse, as tonal music and nuance of the first stanza.
         What man shall rule, who will be master, is ironically backhanded toward a turgid earth, the old Earth Mother. In the light of Mao’s “Snow” poem, Mother Earth becomes a
         character just offstage in the theater of Mao’s psyche. There is plentiful corroborating
         evidence that Mao chooses ci patterns to serve multiple functions in his poem, that he does not choose his ci patterns only by accident of those he happens to find easy to work with.
      

      
       In lines 16 through 19 Mao introduces a tag-list of early Chinese emperors, rulers
         who he deems lacked his skills in leadership. After Qin Shihuangdi and Han Wudi, who,
         among native Chinese emperors, presided over the greatest geographical expansion of
         the empire. Mao’s list next names the founders of the Tang and Song dynasties, both
         of them military men raised to power by their armed forces. The list then concludes,
         with a salute to Genghis Khan. Mao prefaces his introduction of Genghis with the wry
         remark that Heaven “indulged” Genghis, implying that as a non-Chinese warrior Genghis
         was not wholly a proper candidate for holding a heaven-conceded seal of appointment.
         But the inclusion of Genghis confirms Mao’s intentions in the composition of his poems.
         The theme is the significance, as Mao sees it, of his own accession. The power-range
         of Genghis Khan across Eurasia, a range conceived in Mao’s terms not as a Mongol empire
         but a tidemark extension of the power of China, identifies a range that Mao proposes
         to himself both to achieve and to surpass.
      

      
      These notable earlier emperors whom he chooses to cite, Qin Shihuandi, Han Wudi, Tang
         Taizong, and Song Taizu, together with Mao’s implicit contemporary rivals to whom
         he alludes under the figures of silver snakes and wax elephants again place these rulers somewhat below Mao’s realm. With regard to line 19, however,
         translated, with regard to the founding emperors of the Tang and Song dynasties, that
         they had scant lyric gift for feng 風 and sao 騷, it may be as well to indicate here that the decision to retain the Chinese terms
         feng and sao in this English version has not been an arbitrary decision.
      

      
      The insertion of the term lyric to suggest the kind of talent that, in Mao’s view these emperors, in contrast to
         himself, unluckily possessed in no small measure provides, for the English reader,
         the clue that feng and sao are, in Mao’s line 19, terms for two categories of lyric verse. Mao’s choice of these
         two categories is, expectedly, highly relevant. Though specifically feng and sao, verse-forms that (whatever the arguments among contemporary scholars) carry the
         traditional Chinese connotation of verses on political themes, Mao says in effect
         that, for all the significant achievements of Tang Taizong and Song Taizu, they were
         handicapped by small talent for either interpreting or composing kinds of verse through
         which a ruler both gauges the rhymes and influences responses in the minds of those
         whom he rules. Since such Chinese literary terms as feng and sao—along with others such as ci and lü shi with which this study necessarily deals—are gradually acquiring some currency outside
         of China and no English terms possess, in a word, the special political connotations
         of feng and sao, to retain the terms seems the only serviceable procedure.
      

      
       The culminating import of Snow, demonstrable in structural and thematic analysis of the Chinese text, including
         attention to the wordplays in its concluding lines is that, in expanding the power
         of China, having roused her from a frigid immobility, Mao expects to surpass all emperors
         who have previously “embraced” (zhe yao 折腰) her. The latent sexual symbolism that with characteristic rhetorical subtlety
         Mao manipulates throughout the poem is one of several indices to Mao’s chief passion.
      

      
       We have been familiarizing ourselves increasingly with the thesis-drama in “Snow.”
         We are now familiar with the poem’s opening announcement: that Mao, being now in the north, declares that China only appears to be locked in ice, obscured by blizzards, blunted with cold, merely lifelessly
         ornamental-like silver snakes and wax elephants. Mao announced that when red flows over the underlying white, China will again emerge in all her fascination, her magic glow, the China that countless past heroes have desired to embrace. Then, as in the second stanza of “Changsha,” though now in the positive tonal mode,
         Mao uses the flashback, the “recalling” device, preparing his proclamation with regard
         to this present dawn by declarations about past emperors whose achievements he will both match and surpass.
         The second stanza’s three-line coda proclaims the emergence of the all-competent emperor
         very soon now, in this present form.

      
       The positive tonal mode, the steady full-tone profession, in “Snow,” reinforces,
         line after line, the confident tone, straight through to the closing words, jin zhao 今朝. We have already noted that under the words jin zhao the second reading of the same script-characters, jin chao, quietly reverberates. We can now observe that this double entendre functions not
         only lexically but in tonal nuance. What is in positive mode is jin zhao, the poem’s two concluding words, both first-tone words: Mao is positively emerging
         in his imperial role in this present now dawning, the winter of 1935-1936. What is in tentative mode, thus far only in the approaching
         stage of full resonance, is jin chao, the same two words, jin in first-tone followed by chao. Though not yet fully enacted, Mao is, in potential, also in jin chao.
      

      
       Only one of these wordplays among the dozens all supporting his self-image as emperor
         has received as much as even a casual notice in published discussions of his poems.
         That one is his double entendre in the concluding lines of Snow. Because the second word kan 看 in the last line can be read in the first or the fourth and the final word chao/zhao 朝 can be read in either first or second within the Chinese tonal system and both
         readings are within the permissible rhymes for the stanza form, and because of the
         well-known ambiguities of case reference in Chinese nouns, the concluding line can
         be read, simultaneously, in two meanings. They can refer to men of distinction appearing in this present age. They can, from exactly the same text, also be read to signify Mao as the ren-wu, a man of distinction, hai kan jin chao 還看今朝, that is, holding the traditional dawn audience, chao, as an acknowledged emperor.[108] 
      

      
      Notes
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         20. Tong-ren yu zong, lin dao ye 同人于宗, 吝道也

         21. Fu rong yu mang, sheng qi gao ling, san sui bu xing 伏戎于莽, 升其高陵, 三歲不興

         22. “Strategy,” 131.
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      Glossary

      
      
      This glossary includes all characters in both text and endnotes aside from those in
         the poems themselves. In order to make it easier to follow the English alphabetization,
         I have separated each Chinese word (in Romanization) with a dash—keeping in mind that
         this practice does not apply to the spellings of Chinese outside this glossary. For
         instance, it is commonplace, though not universal, to run Chinese words together into
         one, for example, Dream of the Red Chamber is often rendered Hongloumeng, and not Hong-lou-meng, or the combined surname Sima here is Si-ma. Finally, the first character or characters are in the traditional form followed by
         those in the simplified form, separated by a back slash: /. (Ed.)
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                  ai-jiang-tou

               
               
               	
                  哀江頭 / 哀江头
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                  愛民 / 爱民

               
            

            
            
               	
                  
                  an
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                  安乾坤 / 安乾坤
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                  Bei-da yan-jiu-suo guo-xue-men zhou-kan

               
               
               	
                  北大研究所國學門周刊 / 北大研究所国学门周刊
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                  彩宸 / 彩宸
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                  cangshan
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                  cang-shan-ru-hai
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                  chen-fou

               
               
               	
                  沉浮 / 沉浮

               
            

            
            
               	
                  
                  chen-fu

               
               
               	
                  沉浮 / 沉浮
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                  chi

               
               
               	
                  持 / 持
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                  Chiang Kai-shek [Jiang Jieshi]
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                  Cui Shu
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                  dang-nian

               
               
               	
                  當年 / 当年

               
            

            
            
               	
                  
                  dao

               
               
               	
                  道 / 道

               
            

            
            
               	
                  
                  dao

               
               
               	
                  導 / 导

               
            

            
            
               	
                  
                  Dao-de-jing

               
               
               	
                  道德經 / 道德经

               
            

            
            
               	
                  
                  dao-tong

               
               
               	
                  道統 / 道统

               
            

            
            
               	
                  
                  Dao-zhe ling-min-yu-shang tong-yi ye

               
               
               	
                  道者令民舆上同意也 / 道者令民与上同意也

               
            

            
            
               	
                  
                  de

               
               
               	
                  德 / 德

               
            

            
            
               	
                  
                  deng

               
               
               	
                  登 / 登

               
            

            
            
               	
                  
                  Deng To

               
               
               	
                  鄧拓 / 登拓

               
            

            
            
               	
                  
                  Deng-xi-zi

               
               
               	
                  鄧析子 / 登析子

               
            

            
            
               	
                  
                  di

               
               
               	
                  敵 / 敌

               
            

            
            
               	
                  
                  di

               
               
               	
                  地 / 地

               
            

            
            
               	
                  
                  di-tou

               
               
               	
                  抵頭 / 抵头

               
            

            
            
               	
                  
                  dian

               
               
               	
                  顛 / 颠

               
            

            
            
               	
                  
                  Die-lian-hua

               
               
               	
                  蝶戀花 / 蝶恋花

               
            

            
            
               	
                  
                  dien

               
               
               	
                  癲 / 癫

               
            

            
            
               	
                  
                  dong-fang

               
               
               	
                  東方 / 东方

               
            

            
            
               	
                  
                  dong-guo

               
               
               	
                  東國 / 东国

               
            

            
            
               	
                  
                  Dong-ting hu

               
               
               	
                  洞庭湖 / 洞庭湖

               
            

            
            
               	
                  
                  Dong Zhong-shu

               
               
               	
                  董仲舒 / 董仲舒

               
            

            
            
               	
                  
                  du

               
               
               	
                  獨 / 独

               
            

            
            
               	
                  
                  Du Fu

               
               
               	
                  杜甫 / 杜甫

               
            

            
            
               	
                  
                  du-li

               
               
               	
                  獨立 / 独立

               
            

            
            
               	
                  
                  Du Mu 

               
               
               	
                  杜牧 / 杜牡

               
            

            
            
               	
                  
                  Du-shi-jing-quan

               
               
               	
                  杜詩鏡銓 / 杜诗镜铨

               
            

            
            
               	
                  

                  
               
            

            
            
               	
                  
                  e

               
               
               	
                  鍔 / 锷

               
            

            
            
               	
                  
                  er-jin

               
               
               	
                  而今 / 而今

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  Fa-jia

               
               
               	
                  法家 / 法家

               
            

            
            
               	
                  
                  fang

               
               
               	
                  方 / 方

               
            

            
            
               	
                  
                  fang-chang-dao

               
               
               	
                  放常道 / 放常道

               
            

            
            
               	
                  
                  fang-dao

               
               
               	
                  方道 / 方道

               
            

            
            
               	
                  
                  Fang Jing-gang-shan

               
               
               	
                  訪井崗山 / 访井岗山

               
            

            
            
               	
                  
                  fang-ke

               
               
               	
                  方客 / 方客

               
            

            
            
               	
                  
                  fang-ming

               
               
               	
                  方命 / 方命

               
            

            
            
               	
                  
                  fei-long

               
               
               	
                  飛龍 / 飞龙

               
            

            
            
               	
                  
                  fei-long   zai-tian

               
               
               	
                  飛龍在天 / 飞龙在天

               
            

            
            
               	
                  
                  Fei-shui

               
               
               	
                  淝水 / 淝水

               
            

            
            
               	
                  
                  feng

               
               
               	
                  風 / 风

               
            

            
            
               	
                  
                  feng-guang

               
               
               	
                  風光 / 风光

               
            

            
            
               	
                  
                  feng-hua

               
               
               	
                  風花 / 风花

               
            

            
            
               	
                  
                  feng-jing

               
               
               	
                  風景 / 风景

               
            

            
            
               	
                  
                  Feng-shen yan-yi

               
               
               	
                  封神演義 / 封神演义 

               
            

            
            
               	
                  
                  fu

               
               
               	
                  賦 / 赋

               
            

            
            
               	
                  
                  fu

               
               
               	
                  附 / 附

               
            

            
            
               	
                  
                  fu-zhu

               
               
               	
                  縛住 / 缚住

               
            

            
            
               	
                  
                  Fu Xi

               
               
               	
                  伏羲 / 伏羲

               
            

            
            
               	
                  
                  Fung Yu-lan

               
               
               	
                  馮友蘭 / 冯友兰

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  Gao Gang

               
               
               	
                  高崗 / 高岗

               
            

            
            
               	
                  
                  go

               
               
               	
                  碁 (cf. weiqi 圍棋 / 围棋)
                  

               
            

            
            
               	
                  
                  Gong Gong

               
               
               	
                  共工 / 共工

               
            

            
            
               	
                  
                  Gong-sun Yang

               
               
               	
                  公孫鞅 / 公孙鞅

               
            

            
            
               	
                  
                  Gu ke-yi-yu-zhi-si ke-yi-yu-zhi-sheng er-bu-wei-wei

               
               
               	
                  故可以舆之死可以舆之生而不畏危 / 故可 以与之死可以与之生而不畏危

               
            

            
            
               	
                  
                  Gu-neng-wei di-zhi-si-ming

               
               
               	
                  故能為敵之司命 / 故能为敌之司命

               
            

            
            
               	
                  
                  gu-qian-qiu

               
               
               	
                  古千秋 / 古千秋

               
            

            
            
               	
                  
                  Gu-tian hui-yi

               
               
               	
                  古田會議 / 古田会议

               
            

            
            
               	
                  
                  guan

               
               
               	
                  關 / 关

               
            

            
            
               	
                  
                  Guan Yu

               
               
               	
                  關羽 / 关羽

               
            

            
            
               	
                  
                  Guan Zhong

               
               
               	
                  管仲 / 管仲

               
            

            
            
               	
                  
                  gui-dao

               
               
               	
                  軌道 / 轨道

               
            

            
            
               	
                  
                  guo

               
               
               	
                  國 / 国

               
            

            
            
               	
                  
                  Guo Hua-ruo

               
               
               	
                  郭化若 / 郭化若

               
            

            
            
               	
                  
                  Guo Mo-ruo

               
               
               	
                  郭沫若 / 郭沫若

               
            

            
            
               	
                  
                  Guoyu

               
               
               	
                  國語 / 国语

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  hai

               
               
               	
                  海 / 海

               
            

            
            
               	
                  
                  hai-nei

               
               
               	
                  海內 / 海内

               
            

            
            
               	
                  
                  haiquan

               
               
               	
                  海權 / 海权

               
            

            
            
               	
                  
                  han

               
               
               	
                  寒 / 寒

               
            

            
            
               	
                  
                  Han

               
               
               	
                  漢 / 汉

               
            

            
            
               	
                  
                  Han

               
               
               	
                  韓 / 韩

               
            

            
            
               	
                  
                  Han Fei-zi

               
               
               	
                  韓非子 / 韩非子

               
            

            
            
               	
                  
                  Han Gao-zu

               
               
               	
                  漢高組 / 汉高祖

               
            

            
            
               	
                  
                  Han-ren

               
               
               	
                  漢人 / 汉人

               
            

            
            
               	
                  
                  Han Wu-di

               
               
               	
                  漢武帝 / 汉武帝

               
            

            
            
               	
                  
                  hao-tao

               
               
               	
                  號陶 / 号陶

               
            

            
            
               	
                  
                  He Long

               
               
               	
                  賀龍 / 贺龙

               
            

            
            
               	
                  
                  He Ying-qin

               
               
               	
                  何應欽 / 何应钦

               
            

            
            
               	
                  
                  heng

               
               
               	
                  恒 / 恒

               
            

            
            
               	
                  
                  heng

               
               
               	
                  橫 / 横

               
            

            
            
               	
                  
                  heng-shuo

               
               
               	
                  横說 / 横说

               
            

            
            
               	
                  
                  Hong-lou-meng

               
               
               	
                  紅樓夢 / 红楼梦

               
            

            
            
               	
                  
                  Hou Wai-lu

               
               
               	
                  侯外虜 / 侯外庐

               
            

            
            
               	
                  
                  hu

               
               
               	
                  虎 / 虎

               
            

            
            
               	
                  
                  hu-shih

               
               
               	
                  虎視 / 虎视

               
            

            
            
               	
                  
                  Hu Zong-nan

               
               
               	
                  胡宗南 / 胡宗南

               
            

            
            
               	
                  
                  hua

               
               
               	
                  花 / 花

               
            

            
            
               	
                  
                  hua

               
               
               	
                  華 / 华

               
            

            
            
               	
                  
                  Hua-shan

               
               
               	
                  華山 / 华山

               
            

            
            
               	
                  
                  Huai-nan hong-lie-jie

               
               
               	
                  淮南鴻列解 / 淮南鸿列解

               
            

            
            
               	
                  
                  huan

               
               
               	
                  寰 / 寰

               
            

            
            
               	
                  
                  huan

               
               
               	
                  還 / 还 (cf. yi 遺 / 遗, zeng 贈 / 增)
                  

               
            

            
            
               	
                  
                  Huai-nan-zi

               
               
               	
                  淮南子 / 淮南子

               
            

            
            
               	
                  
                  huan-qiu

               
               
               	
                  寰球 / 寰球

               
            

            
            
               	
                  
                  Huang Gong-lüe

               
               
               	
                  黃公略 / 黄公略

               
            

            
            
               	
                  
                  huang-he

               
               
               	
                  黃鶴 / 黄鹤

               
            

            
            
               	
                  
                  Huang-yang

               
               
               	
                  黃洋 / 黄洋

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  jen

               
               
               	
                  仁 / 仁

               
            

            
            
               	
                  
                  ji

               
               
               	
                  計/ 计

               
            

            
            
               	
                  
                  Ji Dan

               
               
               	
                  姬旦 / 姬旦

               
            

            
            
               	
                  
                  Jia Yi

               
               
               	
                  賈誼 / 贾谊

               
            

            
            
               	
                  
                  Jian-zi mu-lan-hua

               
               
               	
                  減字木蘭花 / 减字木兰花

               
            

            
            
               	
                  
                  jiang

               
               
               	
                  將 / 将

               
            

            
            
               	
                  
                  Jiang Qing

               
               
               	
                  江青 / 江青

               
            

            
            
               	
                  
                  Jiang Wei

               
               
               	
                  姜維 / 姜纬

               
            

            
            
               	
                  
                  Jiang Zi-ya

               
               
               	
                  姜子牙 / 姜子牙

               
            

            
            
               	
                  
                  jie

               
               
               	
                  截 / 截

               
            

            
            
               	
                  
                  jin

               
               
               	
                  斤 / 斤

               
            

            
            
               	
                  
                  jin-chao

               
               
               	
                  今朝 / 今朝

               
            

            
            
               	
                  
                  Jin-yi xin-pian Sun-zi bing-fa

               
               
               	
                  今譯新篇孫子兵法 / 今译新篇孙子兵法

               
            

            
            
               	
                  
                  jing

               
               
               	
                  景 / 景

               
            

            
            
               	
                  
                  Jiu Huai

               
               
               	
                  九懷 / 九怀

               
            

            
            
               	
                  
                  Jiu Tan

               
               
               	
                  九歎 / 九歎

               
            

            
            
               	
                  
                  jue

               
               
               	
                  角 / 角

               
            

            
            
               	
                  
                  jun

               
               
               	
                  軍 / 军

               
            

            
            
               	
                  
                  jun-zi

               
               
               	
                  君子 / 君子

               
            

            
            
               	
                  
                  Jun-zi   zhi-de-feng,   xiao-ren   zhi-de-cao.   Cao-shang-zhi-feng,   bi-yan

               
               
               	
                  君子之德風, 小人枝 德草. 草上之風, 碧偃 / 君子之德风, 小人枝德草. 草上之风, 碧偃

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  kai-ge

               
               
               	
                  凱歌 / 凯歌

               
            

            
            
               	
                  
                  kan

               
               
               	
                  看 / 看 (= 好看 / 好看)

               
            

            
            
               	
                  
                  Kao-xin-lu ti-yao

               
               
               	
                  考信錄提要 / 考信录提要

               
            

            
            
               	
                  
                  Ke Yi

               
               
               	
                  刻意 / 刻意

               
            

            
            
               	
                  
                  Kong-ming

               
               
               	
                  孔明 / 孔明

               
            

            
            
               	
                  
                  kuai-ma-yi-bian, kuai-ren-yi-yan

               
               
               	
                  快馬一鞭, 快人一言 / 快马一鞭, 快人一言

               
            

            
            
               	
                  
                  kun

               
               
               	
                  坤 / 坤

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  la-ba

               
               
               	
                  喇叭 / 喇叭

               
            

            
            
               	
                  
                  Lao-zi

               
               
               	
                  老子 / 老子

               
            

            
            
               	
                  
                  La-zi-kou

               
               
               	
                  腊子口 / 腊子口

               
            

            
            
               	
                  
                  li

               
               
               	
                  立 / 立

               
            

            
            
               	
                  
                  Li Bai (Li Bo)

               
               
               	
                  李白 / 李白

               
            

            
            
               	
                  
                  Li Da-zhao

               
               
               	
                  李大釗 / 李大钊

               
            

            
            
               	
                  
                  Li Guang

               
               
               	
                  李廣 / 李广

               
            

            
            
               	
                  
                  Li He

               
               
               	
                  李賀 / 李贺

               
            

            
            
               	
                  
                  Li-ji

               
               
               	
                  禮記 / 礼记

               
            

            
            
               	
                  
                  Li Jin

               
               
               	
                  李進 / 李进

               
            

            
            
               	
                  
                  li-jun-zi-zhen

               
               
               	
                  利君子貞 / 利君子贞

               
            

            
            
               	
                  
                  Li Li-san

               
               
               	
                  李立三 / 李立三

               
            

            
            
               	
                  
                  li-she da-chuan

               
               
               	
                  利涉大川 / 利涉大川

               
            

            
            
               	
                  
                  Li Si

               
               
               	
                  李斯 / 李斯

               
            

            
            
               	
                  
                  Li Yu

               
               
               	
                  李煜 李煜

               
            

            
            
               	
                  
                  lian

               
               
               	
                  練 / 练

               
            

            
            
               	
                  
                  liang-guang

               
               
               	
                  兩廣 / 两广

               
            

            
            
               	
                  
                  Liao Mo-sha

               
               
               	
                  廖沫沙 / 料沫沙

               
            

            
            
               	
                  
                  Lie-zi

               
               
               	
                  列子 / 列子

               
            

            
            
               	
                  
                  Lin Biao

               
               
               	
                  林彪 / 林彪

               
            

            
            
               	
                  
                  Liu Bang

               
               
               	
                  劉邦 / 刘邦

               
            

            
            
               	
                  
                  Liu Bei

               
               
               	
                  劉備 / 刘备

               
            

            
            
               	
                  
                  Liu Cun-yan

               
               
               	
                  劉存煙 / 刘存烟

               
            

            
            
               	
                  
                  Liu Shao-qi

               
               
               	
                  劉少奇 / 刘少奇

               
            

            
            
               	
                  
                  Liu Xiang

               
               
               	
                  劉向 / 刘向

               
            

            
            
               	
                  
                  Liu Ya-zi

               
               
               	
                  柳亞子 / 柳亚子

               
            

            
            
               	
                  
                  long

               
               
               	
                  龍 / 龙

               
            

            
            
               	
                  
                  Lu-ding

               
               
               	
                  瀘定橋 / 泸定桥

               
            

            
            
               	
                  
                  lung-chao

               
               
               	
                  龍爪 / 龙爪

               
            

            
            
               	
                  
                  long-xiang

               
               
               	
                  龍驤 / 龙骧

               
            

            
            
               	
                  
                  Long Yun

               
               
               	
                  龍雲 / 龙云

               
            

            
            
               	
                  
                  lou

               
               
               	
                  婁 / 娄

               
            

            
            
               	
                  
                  Lu Sun

               
               
               	
                  陸遜 / 陆遜

               
            

            
            
               	
                  
                  lü

               
               
               	
                  履 / 履

               
            

            
            
               	
                  
                  Lü Bu-wei

               
               
               	
                  呂不韋 / 吕不韦

               
            

            
            
               	
                  
                  lü-hu-wei bu-die-ren. Heng

               
               
               	
                  履虎尾不咥人.亨 / 履虎尾不咥人. 亨

               
            

            
            
               	
                  
                  lü-shi

               
               
               	
                  律詩 / 律诗

               
            

            
            
               	
                  
                  Lü-shi chun-qiu

               
               
               	
                  呂氏春秋 / 律诗春秋

               
            

            
            
               	
                  
                  Lun-yu

               
               
               	
                  論語 / 论语

               
            

            
            
               	
                  
                  Luo-gang

               
               
               	
                  蘿崗 / 萝岗

               
            

            
            
               	
                  
                  Luo Guan-zhong

               
               
               	
                  羅貫中 / 罗贯中

               
            

            
            
               	
                  
                  Luo-xiao-shan

               
               
               	
                  羅霄山 / 罗霄山

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  ma

               
               
               	
                  馬 / 马

               
            

            
            
               	
                  
                  Ma Dai

               
               
               	
                  馬岱 / 马岱

               
            

            
            
               	
                  
                  mai-bu

               
               
               	
                  邁步 / 迈步

               
            

            
            
               	
                  
                  Man

               
               
               	
                  蠻 / 蛮

               
            

            
            
               	
                  
                  man-dao

               
               
               	
                  漫道 / 漫道

               
            

            
            
               	
                  
                  Man-jiang-hong

               
               
               	
                  滿江紅 / 满江红

               
            

            
            
               	
                  
                  man-tou

               
               
               	
                  饅頭 / 馒头

               
            

            
            
               	
                  
                  man-tou

               
               
               	
                  蠻頭 / 蛮头

               
            

            
            
               	
                  
                  mang

               
               
               	
                  漭 / 漭

               
            

            
            
               	
                  
                  mang-gong

               
               
               	
                  忙工 / 忙工

               
            

            
            
               	
                  
                  mang-mang

               
               
               	
                  茫茫 / 茫茫

               
            

            
            
               	
                  
                  mang

               
               
               	
                  莽 / 莽

               
            

            
            
               	
                  
                  Mao Chang

               
               
               	
                  毛萇 / 毛苌

               
            

            
            
               	
                  
                  Mao-er-gai

               
               
               	
                  茅ㄦ蓋 / 茅儿盖

               
            

            
            
               	
                  
                  Mao-er-gong

               
               
               	
                  毛ㄦ貢 / 毛儿贡

               
            

            
            
               	
                  
                  Mao Ze-dong xuan-ji

               
               
               	
                  毛澤東選集 / 毛泽东选集

               
            

            
            
               	
                  
                  Mao zhu-xi

               
               
               	
                  毛主席/ 毛主席

               
            

            
            
               	
                  
                  Mao zhu-xi san-shi-qi-shou

               
               
               	
                  毛主席三十七首/ 毛主席三十七首

               
            

            
            
               	
                  
                  Mao zhu-xi shi-ci

               
               
               	
                  毛主席詩詞 / 毛主席诗词

               
            

            
            
               	
                  
                  Mao zhu-xi shi-ci san-shi-qi shou

               
               
               	
                  毛主席詩詞三十七首 / 毛主席诗词三十七首

               
            

            
            
               	
                  
                  men

               
               
               	
                  門 / 门

               
            

            
            
               	
                  
                  Meng-huo

               
               
               	
                  孟獲 / 孟获

               
            

            
            
               	
                  
                  Meng-you

               
               
               	
                  孟優 / 孟优

               
            

            
            
               	
                  
                  min

               
               
               	
                  民 / 民

               
            

            
            
               	
                  
                  Min-shan

               
               
               	
                  岷 / 岷

               
            

            
            
               	
                  
                  min-yao

               
               
               	
                  民謠 / 岷谣

               
            

            
            
               	
                  
                  ming

               
               
               	
                  溟 / 溟

               
            

            
            
               	
                  
                  ming-jun

               
               
               	
                  明軍 / 明军

               
            

            
            
               	
                  
                  Ming Pao (Mingbao)
                  

               
               
               	
                  明報 / 明报

               
            

            
            
               	
                  
                  Minoru Takeuchi

               
               
               	
                  実竹内

               
            

            
            
               	
                  
                  Mo-jia

               
               
               	
                  墨家 / 墨家

               
            

            
            
               	
                  
                  Mou Gong

               
               
               	
                  某攻 / 某功

               
            

            
            
               	
                  
                  Mu-lu

               
               
               	
                  木鹿 / 木鹿

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  nan-lao

               
               
               	
                  難老 / 难老

               
            

            
            
               	
                  
                  Nan-Yue

               
               
               	
                  南越 / 南越

               
            

            
            
               	
                  
                  neng

               
               
               	
                  能 / 能

               
            

            
            
               	
                  
                  ni-jing

               
               
               	
                  蚭旌 / 蚭旌

               
            

            
            
               	
                  
                  Nian-nu-jiao

               
               
               	
                  念奴嬌 / 念奴娇

               
            

            
            
               	
                  
                  ning-hua qing-liu gui-hua

               
               
               	
                  寧化清流歸化 / 宁化清流归化

               
            

            
            
               	
                  
                  nuan

               
               
               	
                  暖 / 暖

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  pan

               
               
               	
                  攀 / 攀

               
            

            
            
               	
                  
                  pang

               
               
               	
                  磅 / 磅

               
            

            
            
               	
                  
                  pang-bo

               
               
               	
                  磅礴 / 磅礴 st

               
            

            
            
               	
                  
                  Pei Song-zhi

               
               
               	
                  裴松之 / 裴松之

               
            

            
            
               	
                  
                  pei-tian

               
               
               	
                  陪天 / 陪天

               
            

            
            
               	
                  
                  Peng De-huai

               
               
               	
                  彭德懷 / 彭德怀

               
            

            
            
               	
                  
                  pi

               
               
               	
                  否 / 否

               
            

            
            
               	
                  
                  pi-zhi-fei-ren bu-li-jun-zi-zhen, da-wang-xiao-lai

               
               
               	
                  痞之匪人不利君子貞, 大彺小來 / 痞之匪人 不利君子贞, 大汪小来

               
            

            
            
               	
                  
                  pian

               
               
               	
                  偏 / 偏

               
            

            
            
               	
                  
                  po

               
               
               	
                  迫 / 迫

               
            

            
            
               	
                  
                  po-mi

               
               
               	
                  破謎 / 破谜

               
            

            
            
               	
                  
                  Pu-sa man

               
               
               	
                  菩薩蠻 / 菩萨蛮

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  Qi Jian

               
               
               	
                  七諫 / 七谏

               
            

            
            
               	
                  
                  qi-jue

               
               
               	
                  七絕 / 七绝

               
            

            
            
               	
                  
                  qi-lü

               
               
               	
                  七律 / 七律

               
            

            
            
               	
                  
                  qi-lü-shi

               
               
               	
                  七律詩 / 七律诗

               
            

            
            
               	
                  
                  Qi-shan

               
               
               	
                  齊山 / 齐山

               
            

            
            
               	
                  
                  qian

               
               
               	
                  乾 / 乾

               
            

            
            
               	
                  
                  qian-long

               
               
               	
                  潛or 潜龍 / 潜龙

               
            

            
            
               	
                  
                  qian-qian

               
               
               	
                  乾遷 / 乾迁

               
            

            
            
               	
                  
                  Qian Long

               
               
               	
                  乾龍 / 乾龙

               
            

            
            
               	
                  
                  Qin

               
               
               	
                  秦 / 秦

               
            

            
            
               	
                  
                  Qin Bang-xian

               
               
               	
                  秦邦憲 / 秦邦宪

               
            

            
            
               	
                  
                  Qin Shi-huang-di

               
               
               	
                  秦始皇帝 / 秦始皇帝

               
            

            
            
               	
                  
                  Qin Shui

               
               
               	
                  沁水 / 沁水

               
            

            
            
               	
                  
                  Qin Xiao-gong

               
               
               	
                  秦孝公 / 秦孝公

               
            

            
            
               	
                  
                  Qin-yuan-chun

               
               
               	
                  沁園春 / 沁园春

               
            

            
            
               	
                  
                  Qing-ping-le

               
               
               	
                  清平 / 清平

               
            

            
            
               	
                  
                  qing-shan

               
               
               	
                  青山青山

               
            

            
            
               	
                  
                  qia

               
               
               	
                  恰 / 恰

               
            

            
            
               	
                  
                  qiu

               
               
               	
                  秋 / 秋

               
            

            
            
               	
                  
                  qu-ren

               
               
               	
                  屈(詘)人 / 屈(诎)人

               
            

            
            
               	
                  
                  quan

               
               
               	
                  權 / 权

               
            

            
            
               	
                  
                  Quan-tang-shu

               
               
               	
                  全唐詩 / 全唐诗

               
            

            
            
               	
                  
                  Quan-wu-di

               
               
               	
                  全無敵 / 全无敌

               
            

            
            
               	
                  
                  Qun-zhong

               
               
               	
                  群眾 / 群众

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  Rao Shu-shi

               
               
               	
                  饒漱石 / 饶漱石

               
            

            
            
               	
                  
                  ren

               
               
               	
                  人 / 人

               
            

            
            
               	
                  
                  ren

               
               
               	
                  仁 / 仁

               
            

            
            
               	
                  
                  ren wei lao

               
               
               	
                  人未老 / 人未老

               
            

            
            
               	
                  
                  ren-wu

               
               
               	
                  人物 / 人物

               
            

            
            
               	
                  
                  ren-yi-dao-de

               
               
               	
                  仁義道德 / 仁义道德

               
            

            
            
               	
                  
                  ru-hua-ci

               
               
               	
                  如畫刺 / 如画刺

               
            

            
            
               	
                  
                  Ru-lin wai-shi

               
               
               	
                  儒林外史 / 儒林外史

               
            

            
            
               	
                  
                  Ru-meng-ling

               
               
               	
                  如夢令 / 如梦令

               
            

            
            
               	
                  
                  ru-xue

               
               
               	
                  如血 / 如血

               
            

            
            
               	
                  
                  ruo qu-qun-yang, qu-er-wang, qu-er-lai, mo-zhi so-zhi

               
               
               	
                  若驅群羊, 驅而往, 驅而來, 莫知 所之 / 若驱群羊, 驱而往, 驱而来, 莫如所之

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  San-gang

               
               
               	
                  三綱 / 三纲

               
            

            
            
               	
                  
                  San-guo (zhi) yan-yi

               
               
               	
                  三國(志)演義 / 三国(志)演义

               
            

            
            
               	
                  
                  sao

               
               
               	
                  騷 / 骚

               
            

            
            
               	
                  
                  sao

               
               
               	
                  掃 / 扫

               
            

            
            
               	
                  
                  Sao-ye shan-fang

               
               
               	
                  掃業 山房 / 扫业山房

               
            

            
            
               	
                  
                  shan-zhi-shan

               
               
               	
                  善之善 / 善只善

               
            

            
            
               	
                  
                  shang

               
               
               	
                  上 / 上

               
            

            
            
               	
                  
                  Shang-jun-shu

               
               
               	
                  商君書 / 商君书

               
            

            
            
               	
                  
                  Shang Yang

               
               
               	
                  尚鞅 / 尚鞅

               
            

            
            
               	
                  
                  shang-you

               
               
               	
                  上有 / 上有

               
            

            
            
               	
                  
                  Shen-hu

               
               
               	
                  神乎 / 神乎

               
            

            
            
               	
                  
                  shen-hua

               
               
               	
                  神話 / 神话

               
            

            
            
               	
                  
                  Shen-yuan-chun

               
               
               	
                  沁園春 / 沁园春

               
            

            
            
               	
                  
                  sheng

               
               
               	
                  聖 / 圣

               
            

            
            
               	
                  
                  Shen Bu-hai

               
               
               	
                  申不害 / 申不害

               
            

            
            
               	
                  
                  Shen Dao

               
               
               	
                  慎到 / 慎到

               
            

            
            
               	
                  
                  shi

               
               
               	
                  蝨 / 虱

               
            

            
            
               	
                  
                  shi

               
               
               	
                  師 / 师

               
            

            
            
               	
                  
                  Shi Dakai

               
               
               	
                  石達開 / 石达开

               
            

            
            
               	
                  
                  Shi-ji

               
               
               	
                  史記 / 史记

               
            

            
            
               	
                  
                  shi-jie

               
               
               	
                  世界 / 世界

               
            

            
            
               	
                  
                  Shi-jing

               
               
               	
                  詩經 / 诗经

               
            

            
            
               	
                  
                  shi-liu-zi-ling san-shou

               
               
               	
                  十六字另三首 / 十六字另三首

               
            

            
            
               	
                  
                  Shi-yi-jia-zhu Sun-zi

               
               
               	
                  十一家註孫子 / 十一家註孙子

               
            

            
            
               	
                  
                  Shi: Zhen-zhang-ren, ji, wu-jiu

               
               
               	
                  師: 真丈人, 吉, 无咎 / 师: 贞丈人, 吉, 无咎

               
            

            
            
               	
                  
                  shi-zu

               
               
               	
                  士卒 / 士卒

               
            

            
            
               	
                  
                  shu-sheng

               
               
               	
                  書生 / 书生

               
            

            
            
               	
                  
                  shuang

               
               
               	
                  雙 / 双

               
            

            
            
               	
                  
                  Shui-diao-ge-tou

               
               
               	
                  水調歌頭 / 水调歌头

               
            

            
            
               	
                  
                  Shui-hu-zhuan

               
               
               	
                  水滸傳 / 水浒传

               
            

            
            
               	
                  
                  Shun

               
               
               	
                  舜 / 舜

               
            

            
            
               	
                  
                  Shuo-wen

               
               
               	
                  說文 / 说文

               
            

            
            
               	
                  
                  Si-bu bei-yao

               
               
               	
                  四部備要 / 四部备要

               
            

            
            
               	
                  
                  Si-bu cong-kan

               
               
               	
                  四部叢刊 / 四部丛

               
            

            
            
               	
                  
                  Si-ma Qian’s

               
               
               	
                  司馬遷 / 司马迁

               
            

            
            
               	
                  
                  Si-ma Xiang-ru

               
               
               	
                  司馬相如 / 四马相如

               
            

            
            
               	
                  
                  song

               
               
               	
                  訟 / 讼

               
            

            
            
               	
                  
                  Song Jiang

               
               
               	
                  松江 / 松江

               
            

            
            
               	
                  
                  Song Yu

               
               
               	
                  宋玉 / 宋玉

               
            

            
            
               	
                  
                  Suganuma Masahisa

               
               
               	
                  菅沼正久

               
            

            
            
               	
                  
                  sui

               
               
               	
                  碎 / 碎

               
            

            
            
               	
                  
                  Sun Qian

               
               
               	
                  孫乾 / 孙乾

               
            

            
            
               	
                  
                  Sun Wu

               
               
               	
                  孫武 / 孙武

               
            

            
            
               	
                  
                  Sun Wu-kong

               
               
               	
                  孫悟空 / 孙悟空

               
            

            
            
               	
                  
                  Sun-zi

               
               
               	
                  孫子 / 孙子

               
            

            
            
               	
                  
                  Sun-zi bing-fa

               
               
               	
                  孫子兵法 / 孙子兵法

               
            

            
            
               	
                  
                  Sun-zi bing-fa chu-bu yan-jiu

               
               
               	
                  孫子兵法初步研究 / 孙子兵法初步研究

               
            

            
            
               	
                  
                  Sun-zi yue: Bing-zhe, guo-zhi-da-shi

               
               
               	
                  孫子曰:兵者, 國之大事 / 孙子曰: 兵者,国之大事

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  tai

               
               
               	
                  泰 / 泰

               
            

            
            
               	
                  
                  Tai. Bu wang da lai, ji. Heng.

               
               
               	
                  泰. 不彺大來,吉. 亨 / 泰. 不往大来, 吉. 亨

               
            

            
            
               	
                  
                  tai-ping

               
               
               	
                  太平 / 太平

               
            

            
            
               	
                  
                  Tai-shan

               
               
               	
                  泰山 / 泰山

               
            

            
            
               	
                  
                  tai-yang

               
               
               	
                  太陽 / 太阳

               
            

            
            
               	
                  
                  tan-xiao

               
               
               	
                  談笑 / 谈笑

               
            

            
            
               	
                  
                  tan-zhi yi-shun-jian

               
               
               	
                  彈指一瞬間 / 弹指一瞬间

               
            

            
            
               	
                  
                  Tang Wen

               
               
               	
                  湯問 / 汤问

               
            

            
            
               	
                  
                  Tang Wen-shang

               
               
               	
                  唐聞生 / 唐闻生

               
            

            
            
               	
                  
                  Tao Qian

               
               
               	
                  陶潛 / 陶潜

               
            

            
            
               	
                  
                  Tao Yuan-ming

               
               
               	
                  陶淵明

               
            

            
            
               	
                  
                  teng

               
               
               	
                  騰 / 腾

               
            

            
            
               	
                  
                  tian

               
               
               	
                  天 / 天

               
            

            
            
               	
                  
                  tian-bing

               
               
               	
                  天兵 / 天兵

               
            

            
            
               	
                  
                  tian-long

               
               
               	
                  天龍 / 天龙

               
            

            
            
               	
                  
                  tian-ming

               
               
               	
                  天命 / 天命

               
            

            
            
               	
                  
                  Tian-mo-huai Li Bai

               
               
               	
                  天末懷李白 / 天末怀李白

               
            

            
            
               	
                  
                  Tian-ruo-you-qing dian-yi-lao

               
               
               	
                  天若有情, 天亦老 / 天若有情, 天亦老

               
            

            
            
               	
                  
                  Tian-wen

               
               
               	
                  天文 / 天文

               
            

            
            
               	
                  
                  Tian-xia

               
               
               	
                  天下 / 天下

               
            

            
            
               	
                  
                  Tian-yu-zhui

               
               
               	
                  天欲墜 / 天欲坠

               
            

            
            
               	
                  
                  tian-zi

               
               
               	
                  天子 / 天子

               
            

            
            
               	
                  
                  tong

               
               
               	
                  同 / 同

               
            

            
            
               	
                  
                  tong-ren

               
               
               	
                  同人 / 同人

               
            

            
            
               	
                  
                  tong-ren

               
               
               	
                  同仁 / 同仁

               
            

            
            
               	
                  
                  tong-ren xian-hao-tao er- hou-xiao, da-shi ke-xiang-yu

               
               
               	
                  同人先號啕,而後笑,大師克相遇 / 同 人先号啕,而后笑,大师克祥相遇

               
            

            
            
               	
                  
                  tong-ren yu-ye

               
               
               	
                  同人於野 / 同人于野

               
            

            
            
               	
                  
                  tong-zhi

               
               
               	
                  同志 / 同志

               
            

            
            
               	
                  
                  tou

               
               
               	
                  頭 / 头

               
            

            
            
               	
                  
                  tuan

               
               
               	
                  彖 / 彖

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  wan-sui

               
               
               	
                  萬歲 / 万岁

               
            

            
            
               	
                  
                  wan-wu

               
               
               	
                  萬物 / 万物

               
            

            
            
               	
                  
                  wang

               
               
               	
                  王 / 王

               
            

            
            
               	
                  
                  Wang Bao

               
               
               	
                  王堡 / 王堡

               
            

            
            
               	
                  
                  Wang Fuzhi

               
               
               	
                  王夫之 / 王夫之

               
            

            
            
               	
                  
                  Wang Guang-wei

               
               
               	
                  王光煒 / 王光炜

               
            

            
            
               	
                  
                  Wang Hai-rong

               
               
               	
                  王海容 / 王海容

               
            

            
            
               	
                  
                  Wang Mang

               
               
               	
                  王莽 / 王莽

               
            

            
            
               	
                  
                  wang-yue

               
               
               	
                  望嶽 / 望嶽

               
            

            
            
               	
                  
                  wei-can

               
               
               	
                  未殘 / 未残

               
            

            
            
               	
                  
                  wei-hu

               
               
               	
                  微乎 / 微乎

               
            

            
            
               	
                  
                  wei-jiao

               
               
               	
                  圍剿 / 围剿

               
            

            
            
               	
                  
                  wei-lao

               
               
               	
                  未老 / 未老

               
            

            
            
               	
                  
                  wei-qi

               
               
               	
                  圍棋 / 围棋

               
            

            
            
               	
                  
                  Wei Yan

               
               
               	
                  魏延 / 魏延

               
            

            
            
               	
                  
                  Wei Yang

               
               
               	
                  衛鞅 / 衛鞅

               
            

            
            
               	
                  
                  Wen-xuan

               
               
               	
                  文選 / 文选

               
            

            
            
               	
                  
                  wen-yan

               
               
               	
                  文言 / 文言

               
            

            
            
               	
                  
                  wo

               
               
               	
                  我 / 我

               
            

            
            
               	
                  
                  wo-lung

               
               
               	
                  臥龍 / 卧龙

               
            

            
            
               	
                  
                  wo-men

               
               
               	
                  我們 / 我们

               
            

            
            
               	
                  
                  wu

               
               
               	
                  舞 / 舞

               
            

            
            
               	
                  
                  wu

               
               
               	
                  烏 / 乌

               
            

            
            
               	
                  
                  Wu Han

               
               
               	
                  吳晗 / 吴晗

               
            

            
            
               	
                  
                  Wu Jing-zi

               
               
               	
                  吳敬梓 / 吴敬梓

               
            

            
            
               	
                  
                  wu-jiu

               
               
               	
                  無咎 / 无咎

               
            

            
            
               	
                  
                  wu-jiu

               
               
               	
                  無救 / 无救

               
            

            
            
               	
                  
                  wu-lun

               
               
               	
                  五倫 / 五伦

               
            

            
            
               	
                  
                  Wu Qi

               
               
               	
                  吳起 / 吴起

               
            

            
            
               	
                  
                  Wu-qi bing-fa

               
               
               	
                  吳起兵法 / 吴起兵法

               
            

            
            
               	
                  
                  Wu-nan

               
               
               	
                  無難 / 无难

               
            

            
            
               	
                  
                  Wu-sheng

               
               
               	
                  無聲 / 无声

               
            

            
            
               	
                  
                  Wu-yi-shan

               
               
               	
                  武夷山 / 武夷山

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  Xi-jiang-yue

               
               
               	
                  西江月 / 西江月

               
            

            
            
               	
                  
                  Xi Kang

               
               
               	
                  稀康 / 稀康

               
            

            
            
               	
                  
                  xi-nan-de-peng; dong-bei-wang-peng

               
               
               	
                  西南德朋; 東北妄 / 西南德朋; 东北妄朋

               
            

            
            
               	
                  
                  xi-sheng

               
               
               	
                  犧牲 / 牺牲

               
            

            
            
               	
                  
                  Xi Shi

               
               
               	
                  西施 / 西施

               
            

            
            
               	
                  
                  Xi-you-ji

               
               
               	
                  西遊記 / 西游记

               
            

            
            
               	
                  
                  xia-you

               
               
               	
                  下有 / 下有

               
            

            
            
               	
                  
                  xian

               
               
               	
                  閑 (閒) / 闲

               
            

            
            
               	
                  
                  xiang

               
               
               	
                  象 / 象

               
            

            
            
               	
                  
                  xiang

               
               
               	
                  相 / 相

               
            

            
            
               	
                  
                  Xiang

               
               
               	
                  湘 / 湘

               
            

            
            
               	
                  
                  xiang-qi

               
               
               	
                  象棋 / 象棋

               
            

            
            
               	
                  
                  Xiang Yu

               
               
               	
                  項羽 / 项羽

               
            

            
            
               	
                  
                  xiao

               
               
               	
                  曉 / 晓

               
            

            
            
               	
                  
                  xiao-chu

               
               
               	
                  小畜 / 小畜

               
            

            
            
               	
                  
                  Xiao-xiao

               
               
               	
                  小小 / 小小

               
            

            
            
               	
                  
                  xian

               
               
               	
                  險 / 险

               
            

            
            
               	
                  
                  xian-jian

               
               
               	
                  先劍 / 先剑

               
            

            
            
               	
                  
                  xian-yao

               
               
               	
                  險要 / 险要

               
            

            
            
               	
                  
                  Xin

               
               
               	
                  新 / 新

               
            

            
            
               	
                  
                  xin-sui

               
               
               	
                  心碎 / 心碎

               
            

            
            
               	
                  
                  xin-tian

               
               
               	
                  新天 / 新天

               
            

            
            
               	
                  
                  xiong

               
               
               	
                  雄 / 雄

               
            

            
            
               	
                  
                  xu

               
               
               	
                  需 / 需

               
            

            
            
               	
                  
                  xu

               
               
               	
                  蓄 / 蓄

               
            

            
            
               	
                  
                  Xu Hai-dong

               
               
               	
                  徐海東  /  徐海东

               
            

            
            
               	
                  
                  Xu Shen

               
               
               	
                  許慎 / 许慎

               
            

            
            
               	
                  
                  Xuan-ji

               
               
               	
                  選集 / 选集

               
            

            
            
               	
                  
                  xue

               
               
               	
                  雪 / 雪

               
            

            
            
               	
                  
                  xun

               
               
               	
                  巽 / 巽

               
            

            
            
               	
                  
                  Xun-zi

               
               
               	
                  荀子 / 荀子

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  ya

               
               
               	
                  涯 / 涯

               
            

            
            
               	
                  
                  ya-mi

               
               
               	
                  啞謎 / 哑谜

               
            

            
            
               	
                  
                  yai

               
               
               	
                  崖 / 崖

               
            

            
            
               	
                  
                  yang

               
               
               	
                  陽 / 阳

               
            

            
            
               	
                  
                  yang

               
               
               	
                  洋 / 洋

               
            

            
            
               	
                  
                  Yang Chang-ji

               
               
               	
                  楊昌濟 / 杨昌济

               
            

            
            
               	
                  
                  Yang Lun

               
               
               	
                  楊倫 / 杨伦

               
            

            
            
               	
                  
                  yao

               
               
               	
                  爻 / 爻

               
            

            
            
               	
                  
                  Yao

               
               
               	
                  堯 / 尧

               
            

            
            
               	
                  
                  ye

               
               
               	
                  咽 / 咽

               
            

            
            
               	
                  
                  yi

               
               
               	
                  易 / 易

               
            

            
            
               	
                  
                  yi

               
               
               	
                  貽 / 贻

               
            

            
            
               	
                  
                  yi

               
               
               	
                  遺 / 遗

               
            

            
            
               	
                  
                  yi

               
               
               	
                  義 / 义

               
            

            
            
               	
                  
                  yi

               
               
               	
                  益 / 益

               
            

            
            
               	
                  
                  Yi-jing

               
               
               	
                  易經 / 易经

               
            

            
            
               	
                  
                  yi-qi-shi ge-qi-mou, shi-ren wu-shi

               
               
               	
                  易其事, 革奇謀, 使人無識 / 易其事革起谋使人无识

               
            

            
            
               	
                  
                  Yi-Qin-E

               
               
               	
                  憶秦娥 / 易秦娥
                  

               
            

            
            
               	
                  
                  yi-tian

               
               
               	
                  倚天 / 倚天

               
            

            
            
               	
                  
                  yin

               
               
               	
                  陰 / 阴

               
            

            
            
               	
                  
                  Yin Keng

               
               
               	
                  陰鏗 / 阴铿

               
            

            
            
               	
                  
                  yin-yang

               
               
               	
                  陰陽 / 阴阳

               
            

            
            
               	
                  
                  yin-yu

               
               
               	
                  陰語 / 阴语

               
            

            
            
               	
                  
                  ying-xiong

               
               
               	
                  英雄 / 英雄

               
            

            
            
               	
                  
                  yong-bing

               
               
               	
                  用兵 / 用兵

               
            

            
            
               	
                  
                  yong bing-zhi-fa

               
               
               	
                  用兵之法 / 用兵之法

               
            

            
            
               	
                  
                  yong-ren

               
               
               	
                  用人 / 用人

               
            

            
            
               	
                  
                  you

               
               
               	
                  有 / 有

               
            

            
            
               	
                  
                  you-xian

               
               
               	
                  遊仙 / 游仙

               
            

            
            
               	
                  
                  Yu

               
               
               	
                  禹 / 禹

               
            

            
            
               	
                  
                  yu-xiao

               
               
               	
                  欲曉 / 欲晓

               
            

            
            
               	
                  
                  yu-yan

               
               
               	
                  寓言 / 寓言

               
            

            
            
               	
                  
                  yu-yin

               
               
               	
                  喻隱 喻隐

               
            

            
            
               	
                  
                  Yuan Shi-kai

               
               
               	
                  袁世凱 / 袁世凯

               
            

            
            
               	
                  
                  yuan-you

               
               
               	
                  遠遊 / 远游

               
            

            
            
               	
                  
                  yue

               
               
               	
                  越 / 越

               
            

            
            
               	
                  
                  yue

               
               
               	
                  粵 / 粤

               
            

            
            
               	
                  
                  Yue Fei

               
               
               	
                  岳飛 / 岳飞 l

               
            

            
            
               	
                  
                  Yue Jian

               
               
               	
                  說劍 / 说剑

               
            

            
            
               	
                  
                  yue-zai-yuan

               
               
               	
                  越在淵 / 越在渊

               
            

            
            
               	
                  
                  yun-cong-long

               
               
               	
                  雲從龍 / 云从龙

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  zai-tian

               
               
               	
                  在天 / 在天

               
            

            
            
               	
                  
                  Zang Ke-jia

               
               
               	
                  贓克家 / 臧克家

               
            

            
            
               	
                  
                  zeng

               
               
               	
                  贈 / 赠

               
            

            
            
               	
                  
                  zhan

               
               
               	
                  戰 / 战

               
            

            
            
               	
                  
                  Zhang Fei

               
               
               	
                  張飛 / 张飞

               
            

            
            
               	
                  
                  Zhan-guo

               
               
               	
                  戰國 / 战国

               
            

            
            
               	
                  
                  Zhan-guo-ce

               
               
               	
                  戰國策 / 战国策

               
            

            
            
               	
                  
                  zhan-shi

               
               
               	
                  戰士 / 战士

               
            

            
            
               	
                  
                  zhang-ren

               
               
               	
                  丈人 / 丈人

               
            

            
            
               	
                  
                  Zhang Guo-tao

               
               
               	
                  張國燾 / 张国焘

               
            

            
            
               	
                  
                  Zhang Xue-liang

               
               
               	
                  張學良 / 张学良

               
            

            
            
               	
                  
                  Zhang Yu

               
               
               	
                  張雨 / 章雨

               
            

            
            
               	
                  
                  zhao

               
               
               	
                  朝 / 朝

               
            

            
            
               	
                  
                  Zhao Liang

               
               
               	
                  趙良 / 赵良

               
            

            
            
               	
                  
                  Zhao Yun

               
               
               	
                  趙雲 / 赵云

               
            

            
            
               	
                  
                  zhen

               
               
               	
                  真 / 贞

               
            

            
            
               	
                  
                  Zheng

               
               
               	
                  政 / 政

               
            

            
            
               	
                  
                  zhi-yu wu-xing

               
               
               	
                  至於無形 / 至于无形

               
            

            
            
               	
                  
                  Zhouyi

               
               
               	
                  周易 / 周易

               
            

            
            
               	
                  
                  zhen

               
               
               	
                  震 / 震

               
            

            
            
               	
                  
                  zhen-zhen

               
               
               	
                  陣陣 / 阵阵

               
            

            
            
               	
                  
                  zhi

               
               
               	
                  知 / 知

               
            

            
            
               	
                  
                  zhi-bi zhi-ji-zhe bai-zhan bu-dai

               
               
               	
                  知彼知己者百戰不殆 / 知彼知己者百战不殆

               
            

            
            
               	
                  
                  zhong

               
               
               	
                  眾, 衆 / 众

               
            

            
            
               	
                  
                  Zhong-guo

               
               
               	
                  中國 / 中国

               
            

            
            
               	
                  
                  Zhong-yong

               
               
               	
                  中庸 / 中庸

               
            

            
            
               	
                  
                  zhou

               
               
               	
                  舟 / 舟

               
            

            
            
               	
                  
                  Zhou En-lai

               
               
               	
                  周恩來 / 周恩来

               
            

            
            
               	
                  
                  Zhou-yu

               
               
               	
                  周語 / 周语

               
            

            
            
               	
                  
                  Zhou Zhen-fu

               
               
               	
                  周振甫 / 周振府

               
            

            
            
               	
                  
                  zhu

               
               
               	
                  主 / 主

               
            

            
            
               	
                  
                  zhu-dao

               
               
               	
                  主道 / 主道

               
            

            
            
               	
                  
                  Zhuan Xu

               
               
               	
                  顓頊 / 颛顼

               
            

            
            
               	
                  
                  zhuang-dian

               
               
               	
                  裝點 / 装点

               
            

            
            
               	
                  
                  Zhuang-zi

               
               
               	
                  莊子 / 庄子

               
            

            
            
               	
                  
                  Zhu-ge Liang

               
               
               	
                  諸葛亮 / 诸葛亮

               
            

            
            
               	
                  
                  zhu-jun

               
               
               	
                  主君 / 主君

               
            

            
            
               	
                  
                  Zhu-xi

               
               
               	
                  主席 / 主席

               
            

            
            
               	
                  
                  zi

               
               
               	
                  紫 / 紫

               
            

            
            
               	
                  
                  Zi-jue-hong

               
               
               	
                  自覺紅 / 自觉红

               
            

            
            
               	
                  
                  zong

               
               
               	
                  緃 (從) / 从

               
            

            
            
               	
                  
                  zou

               
               
               	
                  走 / 走

               
            

            
            
               	
                  
                  Zuo-zhuan

               
               
               	
                  左傳 / 左传
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