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Abstract  It is generally acknowledged that Lu Xun’s collection of prose poems, 
Wild Grass (Yecao), is his epitomizing work. Among the numerous research on 
this work, it is rare to find studies that explicitly expound Zhou Zuoren’s 
relationship with Lu Xun and his effect upon the latter’s writing. This is probably 
because scholars seldom associate poetry with Zhou Zuoren, a writer famous for 
his prose and essays. In addition, the relationship between the two brothers broke 
up completely in 1923. Therefore, Zhou Zuoren does not appear to have played a 
significant role in the composition of Wild Grass in 1924. This essay attempts to 
explore the relationship between the two brothers from a new perspective, 
revolving the analysis around the “Shadow’s Leave-Taking” (Ying de gaobie) the 
most difficult and important work in Lu Xun’s collection of prose poems, Wild 
Grass. 
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Introduction 

It is generally acknowledged that Lu Xun’s collection of prose poems, Wild 
Grass (Yecao), is his epitomizing work. Among the numorous research on this 
work, it is rare to find studies that explicitly expound Zhou Zuoren’s relationship 
with Lu Xun and his effect upon the latter’s writing. This is probably because 
scholars seldom associate poetry with Zhou Zuoren, a writer famous for his prose 
and essays. In addition, the relationship between the two brothers broke up 
completely in 1923. Therefore, Zhou Zuoren does not appear to have played a 
significant role in the composition of Wild Grass in 1924. 

Furthermore, some have argued that, in terms of the content, Lu Xun’s 
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profound insights in Wild Grass are unparalleled in the works of Zhou Zuoren. 
For example, in his Theory of Zhou Zuoren (Zhou Zuoren lun), Qian Liqun once 
mentioned that the primary theme of Lu Xun’s collection, the understanding of 
death, is much more profound than Zhou Zuoren’s themes of seeking pleasure 
and escaping from death.1 

There still remain some controversy about the relationship between the two 
brothers. For example, Yoshimi Takeuchi once wrote:  

 
Writing books together or under the name of one another, Lu Xun and  
Zhou Zuoren had deeper ties of brotherhood than most ordinary brothers. 
This explains why there were feelings of both gratitude and resentment  
that would not be defused until death. This was because the estrangement 
from each other was more profound than the severance of an ordinary 
kinship between brothers. Though they seemed extremely different from  
each other, in a certain sense, they can be regarded as the shadow of each 
other. In essence, they were similar, not only in thoughts but also in 
temperament.2 

 
Taijun Takeda, a good friend of Yoshimi Takeuchi, also noted in Zhou Zuoren 

and Japanese Literature: 
 

We often feel the two brothers held the exactly opposite attitudes. However, 
this was because they had two different attitudes toward conducting 
themselves in society. By observing their behavior, we can try to see 
through their minds and notice their individual mental grudges, which are 
such two sides.3 

 
This essay attempts to explore the relationship between the two brothers from 

a new perspective, revolving the analysis around the “Shadow’s Leave-Taking” 
(Ying de gaobie), the most difficult and important work in Lu Xun’s collection of 
prose poems, Wild Grass. Despite the fact that when Lu Xun wrote the 
“Shadow’s Leave-Taking” in 1924 the May Fourth Movement was already 
waning, he was still devoted to it, “feeling darkness and emptiness truly existed; 
anyway we have to fight desperately, however.”4 The “Shadow’s Leave-Taking” 
was originally published in the fourth issue of the weekly Tattler (Yusi) on 
                                                               
1 Qian Liqun, Zhou Zuoren lun, 77. 
2 Yoshimi Takeuchi, Rojin, cited in Takeuchi Yoshimi Zenshu, vol.1, 45; italics are mine. 
3 Taijun Takeda, “Shu Sakujin to Nippon Bungei,” 204. 
4 Lu Xun, Liangdi shu 4. 
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December, 1924. 
 
“The Shadow’s Leave-Taking” 
 

If you sleep until a time when you lose track of time, your shadow may come 
to take his leave with these words: 
“There is something I dislike in heaven; I do not want to go there. There is 
something I dislike in hell; I do not want to go there. There is something I 
dislike in your future golden world; I do not want to go there. 
“It is you, though, that I dislike. 
Friend, I’ll no longer follow you; I do not want to stay here. 
“I do not want to! 
“Ah, no! I do not want to. I would rather wander in nothingness. 
 
“I am only a shadow. I shall leave you and sink into darkness. Yet darkness 
will swallow me up, and light also will cause me to vanish. 
“But I do not want to wander between light and shade; I would rather sink 
into darkness. 
“However, I am still wandering between light and shade, uncertain whether 
it is dusk or dawn. I can only raise my ashen-grey hand as if to drain a cup 
of wine. At the time when I lose track of time, I shall go far away alone. 
“Alas! If it is dusk, black night will surely engulf me, or I shall be made to 
vanish in the daylight if it is dawn. 
“Friend, the time is at hand. 
“I am going to enter darkness to wander in nothingness. 
“You are still expecting some gift from me. What is there for me to give?   
If you insist, you shall have the same darkness and nothingness. But I  
would like it to be only darkness, which may be lost in your daylight.      
I would like it to be only nothingness, which would never take possession of 
your heart. 
“This is what I would like, friend— 
“To go far away alone to a darkness from which not only will you be 
excluded, but other shadows too. There will be myself alone sunk in the 
darkness. That world will be wholly mine.” 

        
September 24, 19245 

                                                               
5 Originally published as Lu Xun, “Ying de gaobie,” Yusi 4 (December, 1924); italics are 
mine. 
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I 

On October 2, 1920, Beijing’s Morning Paper Supplement (Chen bao fukan) 
published “Two Pieces of Prose Poetry” (Sanwenshi er pian) translated by Zhou 
Zuoren in its seventh column on art and literature. He signed his name as Zhong 
Mi. The first piece entitled “Why do You Love Me?” is as follows: 

 
“Why do You Love Me?” 
 

… When you are dreaming, come and whisper to you alone? 
   I don’t have anything. I have no flowers, no cares, and no kisses… 
nothing, I have nothing! 
… What I love is darkness and loneliness. I wish permanent parades… I 
will be rotten there, lonely and forgotten… 
   Why do you love me, a sick man? You may go there—The world there 
is in full bloom, where people are contented with the life, desiring love, 
picking up flowers and singing songs—in there you can gain your spring. 

 
Preface from the translator: 
 

These two poems were translated from the Collected Works of Universal 
Essays6 compiled by Aisi Puliete in Esperanto. Since I am a beginner at 
learning Esperanto, some mistakes can hardly be avoided. I would 
appreciate it if you are kind enough to give me comments. These were not 
originally published as poems, but I think they essentially can be considered 
prose poems. Therefore, I rendered them as such.7 
 

The original poem was created by a Latvian, one from a branch of the Balts 
originating near the Baltic Sea. According to Zhou Zuoren’s preface, he 
translated it from the Collected Works of Universal Essays in Esperanto. It 

                                                               
6 We cannot find any other instances of the Collected Works of Universal Essays (Wan guo 

xiao wen xuan) in Zhou Zuoren’s Diary and Lu Xun’s Diary, and so on. So I went to the 
largest Esperanto organization in Japan, “Japana Esperanto-Instituto” (JEI). From among 
over ten thousand books, I found and confirmed the Selection of International Literature 
(Guoji wenxue xuanji) published in 1908 and other valuable books. Unfortunately, I was 
unable to find the Collected Works of Universal Essays and the source for Zhou Zuoren’s 
translation of the “Sanwenshi er pian”. Thus, it is necessary for us to explore Zamenhof’s 
homeland—Poland and the Netherlands—where Esperanto activities prospered. In this 
activity I’m much obliged to Isino Yosio, the secretary of JEI, for taking care of us. 

7 Zhou Zuoren, tr., “Sanwenshi er pian.” Italics are mine. 
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essentially is about a man leaving for the battlefield and bidding farewell to his 
beloved. He says: “I have nothing. What I love is darkness and loneliness. I wish 
permanent parades. I will be rotten there, lonely and forgotten.” 8  When 
comparing the above with Lu Xun’s “Shadow’s Leave-Taking,” we may notice 
some similarities exist between them, such as the form of “the dialogues in the 
dream,” the hero “wandering in darkness (and loneliness),” “I have nothing to 
give you,” and “ending up with incredible peace” in the end. 

It is worth noticing that at that time, in 1920, four years before Lu Xun wrote 
Wild Grass, Zhou Zuoren, who considered his compositions to be prose poems, 
had a strong sense of poetic style. Prose poetry rose in prominence in the Chinese 
literary world in 1922 and 1923. Members of the Literature Research Association 
have argued that prose poetry breaks the routine of metrical poetry.9 Despite the 
fact that in 1920 few people realized the existence of prose poetry, Lu Xun and 
Zhou Zuoren both paid close attention to prose poetry from its early stages. In 
fact, Lu Xun’s Say to Myself—Seven Pieces of Prose Poetry (1918) is considered 
to be one of the most powerful demonstrations of prose poetry. That is to say, 
although Lu Xun and Zhou Zuoren’s prose poems were not similar in content, 
one cannot deny the similarity of their attitudes toward prose poetry. Also, 
regarding prose poetry related to Lu Xun’s Wild Grass, it also should not be 
neglected that when Zhou Zuoren’s translations from Esperanto were being 
published, the Morning Paper Supplement also published Turgenev’s Fifty Pieces 
of Prose Poetry in installments (June 12–October 9, 1920). This series of works 
published in the Morning Paper Supplement, beginning with Turgenev’s prose 
poems, was of great value to the later writing of Wild Grass.10 

In view of the fact that Lu Xun and Zhou Zuoren lived together in Beijing and 
they were both enthusiastic about literary activities, it was probably not a mere 
coincidence that they both paid attention to prose poetry ever since its inception 
in China. Their achievements may be considered, to some extent, the fruits of 
joint research. But why did they choose Latvian literature? About the small 
country of Latvia, Suzuki Toru wrote the following:  
                                                               
8 Ibid. The word “decay” is also used repeatedly in Lu Xun’s “Foreword” in Wild Grass: “I 
pray for the decay of the wild grass to come swiftly. Or I will have not previously lived, which 
will be all the more unfortunate than death and decay.” Originally published in the 138th issue 
of Yusi, July 2, 1927. 
9 It was mainly in Wenxue zhoubao (Literature weekly, the official magazine of Literature 
Research Association) published in 1922 and 1923, that the argument over prose poetry was 
carried out. 
10 See Shu Akiyoshi, “Rojin no Yaso sippitsu to Peking Shinpo Fukukan,” 67–84. Here I 
further study the precedents for Wild Grass published in the Morning Paper Supplement and 
also refer to Zhou Zuoren’s translated poems in “Two Pieces of Prose Poetry.” 
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The original nations living around Baltic Sea were eventually integrated. 
The Baltic German aristocrats formed the ruling class of German knights 
while Latvians and Estonians formed the ruled class of peasants…. In real 
society German aristocrats introduced the serf system and ruled over the 
Estonians and Latvians. This hierarchical relationship lasted for nearly four 
hundred years, until the independence of the two countries of Estonia and 
Latvia after World War I…. The three Baltic States lied in the narrow space 
between Russia and [Western] Europe, which never changed. During the 
history of confrontations between Russia and [Western] Europe, this 
position brought great disasters to the three Baltic States.11 

 
Shima Sonoko also notes, 

 
During the World War I, among all the nations on the southeastern coast of 
the Baltic Sea, it was Latvians that were greatly disrupted by the forces 
surrounding the area, because Latvians were among Germany, Russia, and 
the Bolsheviks.12 

 
The nation was invaded by peripheral big powers. It was an oppressed and 

dominated nation, just like China during that same period. Lu Xun and Zhou 
Zuoren, representing the young intellectuals of China, had a deep sense of 
national crisis. After collecting the literary works of oppressed nations, the two 
brothers found a solution by publishing A Collection of Foreign Short Stories 
(Yuwai xiaoshuo ji). 13 The translated Latvian poems were part of this activity. 
Both Zhou Zuoren and Lu Xun also took an active part in the process of 
popularizing Esperanto in China.14 I will try to define the respective ideologies 
of Zhou Zuoren and Lu Xun by introducing how they were involved in the 
popularizing of the Esperanto movement in China. 

The Esperanto Movement in China (Shijieyu yundong zai Zhongguo) written 
by Hou Zhiping is the epitomizing work which describes the history of the 
                                                               
11 Suzuki Toru, Baluto Sangokushi, 1–16, 199. 
12 Shima Sonoko, Monogatari Baluto Sangoku no Rekishi, 142.  
13 Lu Xun and Zhou Zuoren, Yu wai xiaoshuo ji. The first edition was published in 1909. 
14 On the translation of Esperanto, Qian Xuantong wrote the following in “Bo ‘Huo shijieyu 
de yi feng xin’,” 47: “Xuantong thinks that the original meanings of Esperanto does not 
include the meaning of a universal language. It is translated from Japanese for the second time. 
Ten years ago, Wu Zhihui, Li Shizeng, and others started the New Century Weekly in France, 
also called Esperanto. In short, the two meanings of Esperanto stated above are not original 
and we just use it at our will.” The time when this book was published is uncertain. We can see 
in the Lü Yunru’s preface that it was written on “October 2, 38th year in the era of Esperanto in 
Beijing.” If we treat 1887 as the first year of the era of Esperanto according to Zamenhof, 
Esperanto’s founder, the thirty-eighth year was 1924. The original meaning of Esperanto is hope. 
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Esperanto Movement in China.15 First of all, let us analyze the involvement of 
Lu Xun and Zhou Zuoren in the Esperanto Movement according to the 
“Chronology of the Esperanto Movement in China”: 
 

(1908:) In April, Liu Shipei, He Zhen (the wife of Liu Shipei) and Zhang Ji 
published Egaleco, a publication about anarchism. In it they claimed that 
revolutionaries all over the world may take Esperanto as a tool for 
exchanging information and understanding each other, and that Egaleco was 
the earliest magazine in Asia to advocate Esperanto. He Zhen sponsored 
Justeco in Japan, which often published events and learning materials on 
Esperanto… Zhang Ji gave lectures on Esperanto in Min Bao She People’s 
journal agency）in Tokyo, and Song Jiaoren, Zhang Taiyan, Zhu Zhixin, Lu 
Xun, Zhou Zuoren, Tang Zengbi, Su Manshu also attended them. 

 
(1922:) The Beijing Institute of Esperanto was established and Zhou Zuoren 
was elected president. In March at the invitation of Cai Yuanpei, Eroshenko 
went to Peking University to teach Esperanto. After Eroshenko’s Fairy Tales 
was published, Lu Xun donated all the royalties to the Shanghai Institute of 
Esperanto.  

 
(1923:) Cai Yuanpei, Wu Zhihui, and Chen Shengshu founded the Pekina 
Esperanta Kolegio. Lu Xun was appointed director and agreed to teach A 
Brief History of Chinese Fiction until March 1925. 

 
(1924:) In May, the Beijing Integrated International Language School 
(Beijing jicheng guoji yuyan xuexiao) offered a course in Esperanto. Lu Xun 
taught there for a short period in support of Esperanto studies.16 

 
The two brothers became acquainted with Esperanto because they studied in 

Japan and attended lectures on Esperanto. In 1920’s, when the Esperanto 
Movement in China gained momentum, Zhou Zuoren was elected president of 
the Beijing Institute of Esperanto, which clearly showed that he took an active 
part in the movement.17 
                                                               
15 Hou Zhiping, Shijieyu yundong zai Zhongguo, 20–105. 
16 Ibid., 20–21, 28–31; italics are mine. 
17 It seemed that Lu Xun himself did not learn Esperanto. On November 23, 1930, he wrote: 
“I cannot help the Literary World. I do not know about Esperanto. The only Esperanto word 
that I know is ‘estas.’” According to the notes of the Complete Collection of Lu Xun, “The 
Literary World is a literary monthly of Esperanto, which was first published in October 1922, 
in Budapest, Hungary. The word ‘estas’ in Esperanto means ‘yes.’” Lu Xun, Lu Xun quanji, 
vol. 12, 248. 
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Lu Xun wrote the following in an article entitled “Corss a River and Lead the 
Way: Esperanto” (Duhe yu yinlu: Esperanto) in 1918, during a period that 
witnessed heated debates regarding Esperanto. The New Youth (Xin qingnian) 
published a column with a letter to Qian Xuantong written by Lu Xun, in which 
he described the spirit of Esperanto:  

 
In my opinion, all of humanity will use the same language in the future. 
Therefore, I support Esperanto. …I am not certain whether Esperanto will 
be the universal language. …Now that there is nothing but Esperanto at 
present, we have no choice but to learn it for the time being. I also think that 
learning Esperanto is one thing, and learning the spirit of Esperanto is 
another. So is vernacular literature. We do not change our notion at all, it is 
still only a superficial change.18 

 
Despite the fact that contemporary intelligentsia were then concentrating 

wholeheartedly on the developments of anarchism, Lu Xun did not refer to it at 
all in his letter. Hence we can see Lu Xun’s deepest thoughts. Interestingly, this 
thought is closely paralleled in the thoughts of Zhou Zuoren. The following 
passage is from Zhou Zuoren’s Oasis No.12: The Esperanto Textbook: 

 
Now people know Esperanto, but they seldom know there is a doctrine to it. 
Esperanto is not only an artificial language used for business. It is the 
product of cosmopolitanism (though, there still are doubts about whether 
this can be truly achieved or not). Without this doctrine, Esperanto will 
merely be a lifeless puppet.19 

 
Both beginning with Esperanto, Lu Xun then turned to pondering literature, 

while Zhou Zuoren considered a larger perspective. From this we can confirm 
that Zhou Zuoren had a vision similar to Saneatsu Mushanokōji’s New Village 
Movement, which was also in line with his public identity as president of the 
Beijing Institute of Esperanto. Anyway, Esperanto was not merely a linguistic 
tool for the two brothers. Both of them believed that doctrine and thought should 
be involved as well. 

Secondarily, Lu Xun regarded Esperanto as an important medium for the 

                                                               
18 Lu Xun signed his name as Tang Si. Originally published as Lu Xun, “Duhe yu yinlu: 
Esperanto,” Xin qingnian, vol. 5, no. 5. Republished in Lu Xun, Lu Xun quanji, vol. 7, 36. 
19 Originally published as Zhou Zuoren, “Lüzhou shi’er: ‘Shijieyu duben’,” written on May 25, 
1923 and published on June 5, 1923, in the essay column of the Morning Paper Supplement. 
Republished in Zhou Zuoren, Ziji de yuandi. 
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introduction of world literature. In July 1929, the monthly magazine Rapids 
(Benliu) published the following open letter in their second volume, third issue: 

 
Mr. Fenghan, 
…Translating poetry is even more difficult, because the translators need to 
take the tone and the rhyme into consideration, adding or deleting original 
words. Esperanto translation is similar as well, if the translated works are 
poetry rather than prose. However, because we want to introduce some 
Eastern and Northern European literary works that certain masters are 
destined to admire, but few people understand the original language, so we 
have to temporarily use a second version, especially for the works of several 
small countries in the Balkans. My original intention is only that something 
is better than nothing, and that these translations bring the literary 
world what is called litterateurs. More writers exist than there are 
awards—such as the winning Tagore and the beautiful Miss Katherine 
Mansfield. 

                                                Lu Xun 
Shanghai, June 2520 

 
Lu Xun, chief editor of Rapids conscientiously wrote a response to the readers. 

As usual, he satirized Tagore and Xu Zhimo, and we may notice that Lu Xun also 
wanted to introduce literature of Eastern and Northern Europe’s small countries 
by utilizing the flexibility of Esperanto. This point is the same as Zhou Zuoren’s 
intention of translating works quoted at the beginning of this chapter. 

As we observed above in the “Chronology of the Esperanto Movement in 
China,” when analyzing Lu Xun and Zhou Zuoren’s experiences with Esperanto, 
the role of Eroshenko, a blind Russian poet, cannot be neglected.21 As we all 
know, Eroshenko had been banished from Japan and lived together with Lu Xun 
and Zhou Zuoren in the Ba dao wan (八道湾). When Lu Xun translated and 
introduced his works, a series of works including the “Duck’s Comedy” (Ya de 
xiju) was also published.22 Zhou Zuoren acted as Eroshenko’s interpreter when 
he gave lectures in Peking University. As problems about Epomehk have been 
widely discussed elsewhere, here we will only confirm a few facts from Zhou 

                                                               
20 Lu Xun, Lu Xun quanji, vol. 7, 131. Mr. Fenghan is Zhang Fenghan (unclear). See also Xu 
Zhimo, “Man shu fei er” (Mansfield), Xiaoshuo yuebao, vol. 14, no. 5, May 1923. He praised 
Mansfield for her resplendence. 
21 See Fujii Shozo, Eroshenko no toshi monogatari: 1920 Tokyo・Shanghai・Beijing. 
22 Originally published in 1922 as the “Ya de xiju” in Lu Xun, Nahan. Republished in Lu Xun, 
Lu Xun quanji, vol. 1, 583. 
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Zuoren’s reflections and his biography. Zhou Zuoren wrote the following 
paragraph in his “136 Recovery in the Western Hills” (136 Xishan yangbing): 

 
… I once lived in the Western Hills for almost five months, recovering and 
studying unimportant work at the same time. I mainly studied Esperanto and 
translated some rare works. Later my fiction translated from Esperanto was 
published in Fiction Monthly, which was my main achievement at that time. 
However, the most important activity was to act as Eroshenko’s interpreter 
for his Esperanto speeches later on.23 

 
In 1921, Zhou Zuoren was diagnosed with pleurisy. On June 2 he moved to the 

Temple of Azure Clouds (Biyun Si) in the Western Hills in the countryside of 
Beijing to recover from his disease and did not return home until September 21. 
During that period, Lu Xun took care of his daily life and prepared books for him, 
from which we may conclude that the two brothers got along quite well. They 
lived together as family members and took an active part in literary activities 
together. Half a year later, they welcomed Eroshenko. The following passage was 
written on February 24, 1922:  

 
The Russian blind poet Eroshenko went to Zhou’s home with Zheng 
Zhenduo and Geng Jizhi as company. Eroshenko left Japan for Beijing at the 
invitation of Peking University to teach Esperanto. Cai Jiemin entrusted 
Eroshenko to Zhou’s family members to take care of him. …In the following 
period of time, Eroshenko gave speeches in Esperanto in different places, 
and in most of which Zhou Zuoren played the role of his interpreter and 
guide.24  

  
In light of the aforementioned relationship between the two brothers, Lu Xun 

and Zhou Zuoren, along with their focus on Esperanto and prose poetry, it can be 
concluded that Lu Xun had something to do with the translation of the “Two 
Pieces of Prose Poetry” from Esperanto that was published in the Morning Paper 
Supplement. In 1920, when this prose poem had not yet drawn much attention in 
the Chinese literary world, Zhou Zuoren utilized the medium of “prose poetry” in 

                                                               
23 Originally published as Zhou Zuoren, “135 Xishan yangbing” in Zhitang huixianglu 
(Zhitang’s memoirs). Republished as Zhou Zuoren, “136 Xishan yangbing,” Zhou Zuoren 
zibian wenji, vol. 2, 461. Here Zhou Zuoren also writes (in 1921): “I went to Temple of Azure 
Clouds (Biyun Si) in the Western Hills to recover and went back home on September 21” 
(there a doctor diagnosed Zhou Zuoren with pleurisy). 
24 Zhang Juxiang, Zhang Tierong, Zhou Zuoren nianpu, 196. 
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the Morning Paper Supplement to quietly publish translated poems of Eroshenko. 
Four years later, when Lu Xun also chose the medium of “prose poetry” to 
publish his collection of poems in Wild Grass, it was natural for him to have had 
Zhou Zuoren’s translated poems in mind.  

II 

On November 21, 1921, one year after Zhou’s translated Esperanto poems were 
published, the Morning Paper Supplement published several works of the 
Frenchman Charles Baudelaire. The translator again was Zhou Zuoren and the 
style again was prose poetry. 

 
The original writer: Charles Baudelaire (French) 
The translator: Zhong Mi (Zhou Zuoren)  
“Six Pieces of Prose Poetry” 
 
I  “A Traveler” 
 

“Tell me, you stray guy, who do you love most? Your father? Your mother? 
Your sister? Your brother?” 
“I have no father, no mother, no sister, no brother.” 
“So how about your friend?” 
“The words that you are using, until now, have meant nothing to me.” 
...  
“How about gold?” 
“I hate it as much as you hate your god.” 
“Then, you weird traveler, what do you love?” 
“I love the cloud—the past cloud—over there—the weird cloud.” 

 
II  “The Dog and the Jar” 
 

“Come on, my lovely dog; come on, my puppy, come and smell good 
perfume bought in the classy store in the market....” 

 
The translator’s excursus on November 13, 1921: 
 

Charles Baudelaire (1821–67) has published his collection of poems, the 
Flowers of Evil, thus beginning a new age in the history of modern literature. 
Using a concise Parnassian style, he has written of the real experience of his 
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disillusioned soul, which truly represents a new popular mood of our time. 
He fills his poems with all the darkness of his own character, the bitterness 
of philosophy, and the desperation of agony. His illusion is dark and terrible. 
Most of his works are not suitable for the youth and the ignorant, while the 
wise reader can gain real and rare strength from his poetry. He also has 
authored the superbly written Petits Poemes en Prose (sanwen xiaoshi) in 
one volume of fifty chapters, originally entitled Le Spleen de Paris (Bali zhi 
youyu). The popularity of modern prose poetry is, to some extent, the result 
of his influence.25 

 
Zhou Zuoren translated Charles Baudelaire’s six poems, the first of which was 

entitled “A Traveler.” Comparing Baudelaire with Lu Xun’s “Shadow’s 
Leave-Taking,” it is not so difficult to detect similarities between them. Firstly, 
the dialogue between “I” and the “weird traveler” (qiyi de youzi) is similar to that 
between “I” and the “shadow” in the “Shadow’s Leave-Taking.” Secondly, the 
traveler, who is with nothing and loves nothing, yet professes his sincere 
emotions to the cloud, is similar to the shadow that rests its hope on “darkness” 
in the “Shadow’s Leave-Taking.” As for the details, we might also note the 
parallel correspondence of tone and emotion regarding words like “friend” and 
“gold.” 

Finally, the most crucial agreement between Lu Xun and Baudelaire is that 
they both utilize a literary style of prose poetry. Lu Xun and Zhou Zuoren, 
advocating new literature as pioneers of a poetic style revolution, attached great 
importance to the function of prose poetry. As we already saw in our analysis of 
the “Two Pieces of Prose Poetry” translated above, Lu Xun and Zhou Zuoren 
played an active role in the introduction and popularization of prose poetry in 
China during the early 1920s. From June to October, 1920, the Morning Paper 
Supplement published a series of fifty pieces of Turgenev’s Prose Poems. From 
1921 to 1922, a debate regarding prose poetry was waged in the Ten Days Issue 
of Literature (Wenxue xunkan). Zhou Zuoren’s translations of Baudelaire 
probably played a part in this debate. As for Lu Xun, it was Wild Grass, his only 
collection of poetry, that proved he also highly valued prose poetry. We believe 
that Lu Xun ardently followed Zhou Zuoren’s translated poems, because in terms 
of theme, artistic conception, plot, and so on, almost every piece of poetry in Lu 
Xun’s Wild Grass collection was clearly influenced by Baudelaire’s Le Spleen de 
Paris collection, including “A Traveler” translated above. When editing his 
collection of prose poems, Lu Xun naturally referred to Le Spleen de Paris as a 

                                                               
25 Zhou Zuoren sanwen quanji 2, 488; italics are mine. 
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work that he regarded as one of the most influential collections of prose poetry in 
the history of world literature at that time. 

Six days before Zhou published “Six Pieces of Prose Poetry” (Sanwen xiaoshi 
liu pian) on November 14, 1921, he published another article in the Morning 
Paper Supplement to expound the relationship among Flaubert, Tolstoy and 
Baudelaire, entitled “In Memory of Three Litterateurs” (San ge wenxuejia de 
jinian). 

 
Baudelaire was born on April 9. With the exception of commentaries and 
translations, over a period of ten years his only works were The Flowers of 
Evil, a volume of collected poems, and Artificial Paradises, a volume of 
prose poems. His poems were full of morbid beauty, just like the pearls in 
shellfish. He was a pioneer of later decadent literati and a mad genius, as 
Lombroso, a scholar in neurology, had called him. Tolstoy criticized 
Baudelaire in terms of socialism; he was a writer about whom we could 
know nothing. We admit that the stories of him coloring his hair green and 
his deviant sexual desire are probably mere legend, though he actually did 
die in a mental hospital. We entirely declare and sympathize with his 
decadence and the beauty in his works expressing this kind of mood. 
…What is called the sorrow of the modern people is the struggle between 
the dissatisfaction of present life and the strength of one’s will to live. 
Presentation of this struggle can take different forms and be described by 
different doctrines. In terms of literature and art, we have Wrobel’s doctrine 
of art, Fyodor Dostoevsky’s humanitarianism, and Baudelaire’s Satanism. 

   November 11, 1921, Beijing26 

 
We conclude that Zhou Zuoren wrote while referencing famous contemporary 

authors of Europe, America, and Japan. When engaged in translation, he 
mentioned Baudelaire in his works occasionally, which obviously showed his 
vision and admiration. Here the word “struggle” needs to be explored. It was the 
key word that Yoshimi Takeuchi chose to describe the state of Lu Xun’s life and 
represent Lu Xun literature in his book Lu Xun. 

When trying to explore Zhou Zuoren’s view on Baudelaire, we need to quote 
yet another article worthy of consideration. After publishing the translated poems 
above, four months later, on March 26, 1922, another article, a commentary, was 
published in the Morning Paper Supplement entitled “Drowned” (Chenlun). The 
                                                               
26 Zhou Zuoren signed his name as Zhong Mi. Originally published as Zhou Zuoren, “San ge 
wenxuejia de jinian,” in Morning Paper Supplement, November 14, 1921. Republished in 
Zhou Zuoren, Tan long ji. 
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article describes the desire for bold sexual love and laments a weak China at that 
time. It also protests against the criticism of Yu Dafu’s “Drowned” and in the 
final part, it mentions Baudelaire.  

 
...In conclusion, I solemnly state that “Drowned” is a work of art. However, 
it is literature only for the initiated, not for ordinary people. Some have 
criticized Baudelaire’s poems as follows: “His vision is dark and horrible. 
Most of his works are not suitable for the youth and the ignorant, but wise 
readers can gain real and rare strength from them.” These sentiments are 
exactly appropriate here.27 

 

Although others have called it “decadent Satanism,” here we can see how 
highly Zhou Zuoren regarded Baudelaire.28 

Then what did Lu Xun think of Baudelaire? Quite contrary to Zhou Zuoren, he 
was extraordinarily indifferent to Baudelaire. In the early 1920s when Baudelaire 
was very popular because prose poetry had begun to attract attention, but we 
cannot find any comments on Baudelaire by Lu Xun. In the late 1930s he made 
some comments; yet he did not comment on Baudelaire positively as a poet. 
Instead he treated him coldly as an intellectual disappointed at the revolution. 
Here we quote a paragraph from “Non-revolutionary Radical Revolutionaries” 
(Fei geming de jijin geming lun zhe), written by Lu Xun in 1930. 

 
As everyone knows, the Frenchman Baudelaire is a decadent poet. He 
welcomes the revolution rather than spurns it, until the revolution begins to 
jeopardize his decadent life. So on the eve of the revolution, this theoretical 
revolutionary, this hundred-percent and extreme revolutionary, tears off his 
previous mask—an unconscious mask.29 
 

During the same period, Lu Xun also mentions Baudelaire in a passage quoted 

                                                               
27 Zhou Zuoren signed his name as Zhong Mi. Originally published as Zhou Zuoren, 
“Chenlun,” in Morning Paper Supplement, March 26, 1922. Republished in Zhou Zuoren, Ziji 
de yuandi. 
28 The historical background of Lu Xun supporting Yu Dafu can be found in Ozaki Fumiaki, 
“Chin Dokushu to wakareru ni itatta Shu Sakujin,” 232–44. 
29 Originally published as Lu Xun, “Fei geming de jijin geming lun zhe,” Mengya yuekan 
(Budding magazine) 1, no. 3, March 1, 1930. Republished in Lu Xun, Lu Xun quanji, vol. 4, 
232: “Baudelaire, a French poet, once participated in the French Revolution of February in 
1848, edited the Socialist Life Newspaper, and joined the barricade battle in June. However 
after the failure of this revolution, he lost confidence in the progress of society and became 
increasingly decadent. His collection of poems is the Flowers of Evil, which depicts a morbid 
mentality, praises death, and is full of pessimistic and world-weary sentiment.” 
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from “Foreword to Beardsley” (Bi ya zi lai xiaoyin): 
 

Beardsley is a satirist who can only describe hell like Baudelaire, not men- 
tioning a little reflection of modern paradise. This is because he loves beauty; 
yet the decadence of beauty traps him. This is because he extremely emphas- 
izes virtue and therefore he deeply realizes the decadence in morality.30   

 
In Chinese modern literary commentary we usually only see descriptions of 

the darkness of hell and not the brightness heaven, which reflects Lu Xun’s 
extreme assessment of Baudelaire. Maybe flowery speech was highly artistic, but 
Baudelaire’s works were full of a lazy, dissolute, and decadent philosophy of life. 
Therefore Lu Xun truly did not like Baudelaire. There is no doubt that Lu Xun, in 
creating his collection of prose poems Wild Grass, once paid attention to 
Baudelaire. After the 1930s, as Lu Xun turned from literature to revolutions, Lu 
Xun began to depart from Baudelaire. 

It is worth pondering that there might be a relationship between Baudelaire’s 
“Six Pieces of Prose Poetry” and “A Traveler,” Zhou Zuoren’s second translated 
work, the “Dog and the Jar,” and Lu Xun’s Wild Grass. Sun Yushi, a master in 
the study of Wild Grass at Peking University, has already written about this 
point.31 Nevertheless, Sun based his research solely on the translation of the 
“Dog and the Jar” by Zhang Dinghuang and published in Tattler in 1924, three 
years after Zhou Zuoren published his translation. It was the same magazine, 
Tattler, that had serially published Lu Xun’s Wild Grass, and Lu Xun must have 
noticed Zhang Dinghuang’s translations from the same period. Zhang 
Dinghuang’s series only contained five translated poems, however, with three of 
them previously translated by Zhou Zuoren, and without a translator’s excursus  
that appeared in the Zhou Zuoren’s translations. Therefore it was hard to see 
through to Zhang Dinghuang’s own opinions and it did not include a study on 
Baudelaire’s prose poems. Besides, there is no evidence of Zhang Dinghuang’s 
own study about Baudelaire that is available to us. If we talk about the 
inspiration that Zhang Dinghuang’s translated poems brought to Lu Xun, it 
probably reminded Lu Xun of Zhou Zuoren’s translated poems of Baudelaire 
published in Morning Paper Supplement.32 

Thus far it is fairly clear that Zhou Zuoren’s translations of Esperanto and 
Baudelaire’s poems made it possible for Lu Xun to create the “Shadow’s 
                                                               
30 Originally published as Lu Xun, “Bi ya zi lai xiaoyin” (Foreword to Beardsley), in Bi ya zi 
lai huaxuan (A collection of Beardsley’s paintings), April 1929. Republished in Lu Xun, Lu 
Xun quanji, vol. 7. 
31 Sun Yushi, Yecao yanjiu, 119. 
32 Regarding these issues, see my previous work, “Place and Establishment in the ‘Dog’s 
Retort’ and ‘Argumentation’ in Wild Grass by Lu Xun,” 1–18. 
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Leave-Taking” in Wild Grass. As for an expounding on the relationship between 
“A Traveler” by Baudelaire and the “Shadow’s Leave-Taking” by Lu Xun, we 
have not yet found such a study. 

III 

Baudelaire’s prose poems were published in the Morning Paper Supplement 
(Chen bao fuzhuan)33 on November 20, 1921. One and a half months later, on 
January 8, 1922, “Dialogue between Figure and Shadow” (Xingying wenda) by 
Sato Haruo was published as well. In addition, in the same period this magazine 
published a series called “The True Story of Ah Q” (Ah Q zhengzhuan) written 
by Lu Xun, who signed his name as Ba Ren. On January 8, on the same page 
where “Dialogue between Figure and Shadow” was published, the “Fifth Chapter: 
Livelihood” of the “True Story of Ah Q” was also published.  

 
“Dialogue between Figure and Shadow” 
author：Sato Haruo (Japanese) 
translator：Zhong Mi (Zhou Zuoren) 

 
“You certainly do not know me, because I’m from the moon,” said the 
unknown person with pale frontal eminences.... 
  “…I am engaged in the research on the disease—loneliness and 
depression, a disease that does not exist in my hometown. This theme is 
suitable for me to research on. So I came by myself...” 

We said goodbye to each other in the light. Upon leaving, he said to me, 
“Ah, my friend, I will present my research on loneliness and depression to 

you. Please read it...” 
  “How about it, my friend? My research I showed to you, interesting or 
boring?” Behind me unexpectedly came the voice of that man appearing last 
night… 

In there, behind where I was sitting, my shadow, a crooked and squatting 
shadow reflected on the floor as well as the patterned wall. 

I answered while thinking, 
“Ah, my friend…What I need is not that antiquated depression. It is the 

life power. On your way now, my shadow!” 

                                                               
33 In February 1919, the Beijing Morning Paper opened a new column called Chen bao fukan 
(The morning paper supplemen), introducing new ideas as well as literature and art. On 
October 12, 1921, its name changed to the Chen bao fuzhuan and it was published 
independently. The Chen bao fuzhuan stopped publication on June 5, 1928. 
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The translator’s excursus: 
 

Sato Haruo (佐藤春夫) was born in 1891, a novelist in modern Japan. His 
works contains five pieces, including the Melancholy of the Countryside 
(Tianyuan zhi youyu)... Of all the Frenchman Baudelaire’s prose poems, 
there is one chapter entitled “Bounty of the Moon” (Yue de enhui). My 
translation is listed in a collection of translated poems and essays entitled 
My Grey Hair (Wo de huaman). It will be published this spring, please refer 
to it if necessary. 

January 5, 192234 
 
 “Dialogue between Figure and Shadow” by Satou Haruo was originally 

published with the title Two Fables (Yuyan er ze) in the thirty-fourth volume of 
Chuokoron (Zhongyang gonglun) on April 1, 1919. It was published together 
with the “Dialogue Between the Poet and the Rose” (Qiangwei he shiren de 
duihua). Afterward “Dialogue between Figure and Shadow” was included as a 
separate work in the separate edition of the Beautiful Market (Meili de jieshi) on 
January 18, 1920.35 

The title of the work is “Dialogue between Figure and Shadow,” which is 
easily associated with Lu Xun’s “Shadow’s Leave-Taking.” The way of 
personifying the shadow to dissect oneself is similar to the “Shadow’s 
Leave-Taking,” in addition to some other details. Moreover they were similar in 
both content and description. Therefore it drew much attention. 

As a matter of fact, among all the studies on Lu Xun, some scholars have 
pointed out that Zhuang Zi’s “Dialogue of Shadows” (Ying wenda) in the “Fable 
Chapter” (Yuyan pian) as well as Tao Yuanming’s “Figure, Shadow and Spirit” 
(Xing ying shen) have had an impact on Wild Grass, noting the form of the 
dialogue between the person and the shadow.36 However, because the content of 
the works are not similar to each other, most conclusions end up noting Lu Xun’s 
deep understanding of ancient writings or his inspiration from them. 

In terms of the whole poem, Sato’s “Dialogue between Figure and Shadow” is 
a bit longer than the “Shadow’s Leave-Taking.” It is more of a short story than a 
prose poem. It mainly depicts the hero, living as an intellectual that is ridiculed 
by his shadow. His green and twisted face is the exact reflection of himself in 
                                                               
34 Originally published as Sato Haruo, “Two Fables,” Chuokoron 34, no. 4 (April 1, 1919), 
114–16. Republished as Sato Haruo, “Xingying wenda,” translated by Zhou Zuoren, Chen bao 
fuzhuan, January 8, 1922. 
35 Sato Haruo, “Kei Ei Mondo.” Published in Utsukushiki Machi (Beautiful town), Tokyo: 
Tenyu Sha, January 18, 1920. 
36 Kudo Takamasa, “Mou Hitori no Jibun, ‘Kuro Kage’ no Seiritsu,” 289–92. 
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reality. The appearance of the spaceman, the employment of science-fictional 
elements, and so on, are in accord with Sato’s romantic tone of writing; as are his 
dissection of his own loneliness and depressed mind as a writer in the work, 
which contribute to this masterpiece. People generally do not regard “Dialogue 
between Figure and Shadow” as Sato Haruo’s magnum opus, however. Among 
the multiple studies on Sato Haruo in Japan, it has not been treated as a major 
work or modern literary achievement. Furthermore, there is no study on the 
relationship between “Dialogue between Figure and Shadow” and the “Shadow’s 
Leave-Taking” in Lu Xun’s masterpiece, Wild Grass. 

Sato Haruo’s “Dialogue between Figure and Shadow” was translated and 
published in Morning Paper Supplement, on the very same page that Lu Xun’s 
“The True Story of Ah Q” was serially published. There is no doubt that Lu Xun 
noticed it. In fact the two brothers, Lu Xun and Zhou Zuoren, were closely 
connected by Sato Haruo’s “Dialogue between Figure and Shadow.” In June 
1923, over one year after “Dialogue between Figure and Shadow” was published 
in the Morning Paper Supplement, Lu Xun and Zhou Zuoren jointly translated A 
Collection of Modern Japanese Short Stories (Xiandai Riben xiaoshuo ji), in 
which Sato Haruo’s work was also included. Because Lu Xun was working on 
the translations for A Collection of Modern Japanese Short Stories just one year 
before he wrote Wild Grass, Sato Haruo’s “Dialogue between Figure and 
Shadow” must have left a deep impression on him. 

Additionally, in order to give a better understanding of Sato Haruo’s work, 
Zhou Zuoren listed Baudelaire’s poem in the translator’s excursus. Judging from 
the fact that Zhou Zuoren called Sato Haruo a poetic novelist, he may have 
considered “Dialogue between Figure and Shadow” to be a prose poem. But 
what did Lu Xun think of it? One great desiridatum in Sino-Japanese literary 
research is an in-depth study of the relationship between Lu Xun, Zhou Zuoren, 
and Sato Haruo. Here we can again propose that Lu Xun’s “Shadow’s 
Leave-Taking” in Wild Grass is related to Sato Haruo’s “Dialogue between 
Figure and Shadow,” which was published in Morning Paper Supplement in 
1921 and republished in A Collection of Modern Japanese Short Stories that was 
jointly compiled by Lu Xun and Zhou Zuoren.37 
                                                               
37 On January 15, 1922, one week after the publication of Zhou Zuoren’s translation of Sato 
Haruo’s “Xingying wenda,” it was reprinted in the Juewu column of the Minguo ribao in 
Shanghai. Zhou Zuoren’s translations of Baudelaire’s “Six Pieces of Prose Poetry” and “A 
Traveler” were also reprinted in the Minguo ribao in Shanghai. Thus, two pieces related to the 
“Shadow’s Leave-Taking” were reprinted in other publications just one week after first being 
published in the Morning Paper Supplement. Moreover, the Minguo ribao also reprinted 
Turgenev’s Collection of Prose Poetry (Tuge niefu sanwenshi ji) from September to October, 
1922. 
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In summary, the above passages from the three works of foreign literature 
related to Lu Xun’s “Shadow’s Leave-Taking” in Wild Grass are, namely, the 
works of Esperanto, Baudelaire, and Sato Haruo.38 Each of these translated 
works was published in Morning Paper Supplement in the early 1920s, before Lu 
Xun wrote Wild Grass. The translator of each of these works was the same 
person—Lu Xun’s brother, Zhou Zuoren. 

Conclusion 

Zhou Zuoren, noted for his essays, created only one collection of poems in his 
entire literary career, entitled the Past Life (Guoqu de shengming). This book 
includes more than thirty pieces of poetry created from 1919 to 1921, most of 
which are prose poems. It was first published by the Beijing Publishing House 
(Beixin shuju) under the title “The Little Book of Bitter Rain Study, five” (Kuyu 
Zhai xiaoshu, wu). In the preface, he wrote as follows: 

 
Preface to the Past Life 
 
The over thirty pieces of works collected in this book are all the poems that 
I have written. The reason that I call them poems is that they are different 
from my usual prose. I have no idea what new poems in China should be 
like. Regardless, I cannot be called a poet anyway. Here I employ the word 
of “poem” only to express myself.... 

These “poems” are written in prose. The meanings inside them are not so 
extraordinary. So if these are read as real poems, you will most likely be 
disappointed. Instead, if they are considered to be essays different from 
common ones, I believe the proper emotion from the time will be conveyed. 
It is also a past life. That is why it is called Past Life, which is not different 
from my ordinary prose. 

                        

 August 10, 192939 

                                                               
38 Lu Xun, “Zhi Dong Yongshu,” 434, mentions the following: “If you want to write, the first 
thing to do is to observe and the second is to read the works of others, but not to only focus on 
the work of one person specifically. In order not to be fettered, you must learn extensively and 
complement the merits of others, and thereupon create your own later works. All that I have 
learned is mostly from foreign writers.” 
39 Originally published as Zhou Zuoren, Kuyu Zhai xiaoshu wu (Beijing: Beixin shuju, 1929). 
Republished as Zhou Zuoren, Zexie ji: Guoqu de shengming. It is a collection of literature 
works edited personally by Zhou Zuoren. 
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It may be concluded that Zhou Zuoren, as a prose writer, was proud of his 
essays. He defined his literature as prose, thus feeling his life in it, which is the 
same as essays to Lu Xun. Moreover, in his spontaneous expression, “I cannot be 
called a poet anyway,” he clearly distinguishes himself from poets, which is also 
in accord with Lu Xun. Looking back on the work of Lu Xun, one may notice 
that he also only published one collection of prose poems, Wild Grass. How 
similar the two brothers were! 

In conclusion, I quote from a poem found in Zhou Zuoren’s collection, the 
Past Life. This poem was first published in the Morning Paper Supplement on 
September 1, 1921, under the title “Sorrow of the Dreamer” (Mengxiang zhe de 
beiai):  

 
“I dreamed too much.” 
The knock outside, 
Just woke me up from my dream. 
Your cold voice, 
Asked me to parade in the dark night. 
Ah, where is the dawn?   
My power is truly little. 
I am afraid I may go mad in the darkness. 

                                   March 2, 1921, after getting ill40 
 

The hero of the poem, Zhou Zuoren, woke up from an unknown dream, similar 
to the shadow, Lu Xun, in the “Shadow’s Leave-Taking,” wandering in the 
darkness and brightness. The similarity in the artistic tone of the poems verifies 
Yoshimi Takeuchi’s observation that “in a certain sense, they can be regarded as 
the shadow of each other. In essence, they were similar.”41 
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