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CHAPTER ONE

INTRODUCTION

The T'ang dynasty ch'uan-ch'il ¢§,%’ tales occupy a

unique position in the history of Chinest fiction. They
have been recognized not only as the first examples of con-
sciously created fiction? but also as the immediate or in-

termediate inspiration for many later literary creations.3

Ch'uan-ch'i tales persisted as a vital literary force well
beyond the T'ang dynasty and as such continued to provide
inspiration for works in other'genres.4

Although the T'ang ch'uan-ch'i tales have been the sub-

ject of a considerable number of scholarly studies,® a
great deal of work remains to be done, especially in the
application of modern critical approaches.6 The use of a
greater variety of critical approaches will help to generate
broader knowledge of both the historical development of
Chinese fiction and the principles which governed this de-
velopment. Toward these ends the present study employs an
archetypal approach, the basic theoretical sources for which
are the works of James Frazer,7 Carl Jung,8 Joseph

Campbell,9 Lord Fitzroy Raglan,lO and Noxrthrop Frye.ll
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A number of other works related to or based on archetypal
theory, modern studies of the double for example,12 have
been employed to supplement these basic sources. The use
of theories from several different disciplines is advis-
able, first because of the heterogeneous nature of the

13 and

Chinese language materials under consideration,
second because of the hazardous path of cross-cultural ap-
plications of such theories to non-Western literature. It
should also be noted that in literary study especially,

14 pe-

archetypal criticism is not without its detractors.
spite the presence of these problems the potential results
of archetypal criticism are sufficient to justify the effort.
Archetypal criticism is to a large extent based on an
understanding of the symbolic significance of certain images
which have a prominent place in world literature. Northrop
Frye defines an archetype as "a typical or recurring image
«s., @ symbol which connects one poem with another and
thereby helps to unify and integrate our literary experi-
ence. "1 Campbell refers to "symbolic language" and says
that psychoanalysis is the tool best suited to learning the
"grammar of the symbols."16 In this study the archetypal
approach proceeds on two levels: one is the identification

of the recurring symbols or archetypes in the subgenre of

supernatural T'ang ch'uan-ch'i tales; the other is the iden-

tification of the organizing principle that controls the

formulation of these symbols into a narrative structure or
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pattern, itself an archetype. This identifiable pattern in

the T'ang ch'uan-ch'i tales is structurallv identical with

the quest~mythl7 or the monomyth.18 Frye also refers to
this pattern as the "central myth of literature."1?

The symbols or archetypes are based on the psychoana-
lytic topology of the mind cr psyche, including the id, ego,
superego, unconscious, preconscious, and conscious as de-

20 1he topology also includes Jung's im-

scriptive terms.
portant contribution of the concept of the collective un-
conscious.?l fThis latter concept is quite important in cer-
tain schemes of archetybal criticism since it places more
emphasis on the universal realm of shared, timeless experi-
ence, while the Freudian approach emphasizes individual ex-
perience.22 .

The process of literary creation, as based on these
archetypes, is one of verbalizing a particular psychody-
namic state in accordance with its established archetype.
The surface transformations that appear and the metaphor-
ical expressions employed are dictated by the individual
circumstances surrounding the immediate experiences they
reflect. The arrangement of the parts will demonstrate a
gathering of verbal elements or motifs around a centrally
dominating archetypal figure which is controlled by the
central mythic pattern.23

The presence of archetypal features structured in a

mythic pattern serves as an important tool with which to



distinguish the classical tale, or romance in its longer
form, and place it in a larger context. Frye, in a discus-
sion of the forms of prose fiction, postulates an antithesis
of men and heroes who appear in the novel and myth, respec-
tively, and arranges the various forms of fiction on a slid-
ing scale between these poles. As Frye in part describes
them, "...the romance which deals with heroes, is intermedi-
ate between the novel, which deals with men, and myth, which
deals with gods. Prose romance first appears as a late de-
velopment of classical mythology...."24 This view of the
development of the forms of Western fiction applies to the
conditions found in the development of Chinese fiction,25
though in overall structure an.important difference from

the Western tradition is that the Chinese myths are so
fragmentary and episodic that there can be no "integrated
body of mythological materials" with which to formulate a
systematic m.ythology.26

In Frye's terms ch'uan-ch'i fiction is equable with

the Western tale and is found midway between the short story

and myth. The following table, which uses the terms "short

story” and "tale" in place of Frye's more frequent use of

the terms "novel" and "romance," shows the correlation be-

tween these forms and their concepts of characterization.
Forms: Short Story Tala Myth

Characters: Men Heroes Gods



While ch'uan—-ch'i fiction corresponds in general to the

Western tale, the often mixed characterization of the super-

natural ch'uan-ch'i tale would place it somewhere between

the tale and myth. The realistic ch'uan-ch'i tale would

then be somewhere between the short story and the tale.
These distinctions are based in part on the relative degree

of reaiism found in a number of ch'uan-ch'i tales, and in

part on the technical devices employed by the author, one
of which is exceptionally important,

The essential difference between novel and
romance lies in the conception of characteriza-
tion. The romancer does not attempt to create
"real people" so much as stylized figures which
expand into psychological archetypes. It is in
the romance that we find Jung's libido, anima,
and shadow reflected in the hero, heroine, and
villain respectively.27 -

The use of conventional characters is an undeniable featnre

of the ch'uan-ch'i tales, especially the supernatural tales

which are often directly or indirectly based on folktales,
legend, or myth.28
The archetypes of both myth and fiction are often
found to be in a pattern arranged according to well-
established principles. These principles were first in-
vestigated and described by anthropologists and psycholo-

29 Various schemes

gists, most notably Frazer and Jung.
have been devised to portray these organizational principiles
and these are described in the following chapter. However

one scheme, that of Northrop Frye, is especially important
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for the study of literature and is summarized to provide a
comprehensive view of the literary features of the arche-
types.

Frye's scheme is arranged in four parts or phases
which correspond to the yearly seasonal cycle. Thus, they
mark a progression from spring through summer and autumn
ending with winter. Each season has a corresponding

mythos:30

they are comedy, romance, tragedy, and irony or
satire.31

Comedy, the mythos of spring, deals with the birth or
resurrection of the hero and his defeat of the powers of
darkness. This corresponds to the rebirth of the natural
world in spring, the defeat oﬁ the phase of winter and
death. The action often involves the hero's desire for a
young woman and parental frustration of that desire. This
sets up an opposition of youth against age with the former
emerging victorious. Parents or corresponding figures are
found as secondary characters.

Romance, the mythos of summer, is mainly concerned
with adventure and in its fullest form the successful quest.
It has a very strong element of wish-fulfillment found also
in folktales andﬁday—dreams. The goal of the quest is us~-
ually a bride, though sometimes she may be represented by a
valuable treasure. There are often three main stages in

the romance--journey, struggle, and apotheosis. Other char-

acters are the enemy with whom the hero struggles and the
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bride, the cause of the struggle. The hero and his bride
often enter Paradise.

Tragedy, the mythos of autumn, portrays the hero's
fall from a pinnacle of power and fortune. The death of
the tragic hero is in many respects similar to rituals of
sacrifice. When the hero does survive his fall it is to a
life of physical or emotional suffering. A traitor or
siren are two subordinate characters often found in this
mythos.

Irony and satire, the mythos of winter, depict the
triumph of the powers of darkness. This the least struc-
tured of the mythoi and is best treated as a parody of ro-
mance, presenting romantic features in a realistic context.
The hero is in a state of bondage to his environment, is
unwilling or unable to discern his situation, and repeated-
ly suffers humiliating defeats. The ironic hero is often
the butt of ridicule, a victim of natural or cosmic
catastrophe, or the object of divine damnation. Though the
hero may engage in the romance theme of dragon-battle it
invariably ends with his own defeat and disappearance.
Other characters are the witch and the ogre.32

Despite the complexity of Frye's view of literature it
is true that his materials are for the most part limited to
the Western literary tradition. While this in no way de-
nigrates his scheme it is sufficient warning that an unwary

practitioner may inadvertently be influenced by cultural
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bias. Therefore, in order to attain a broader theoretical
base, this study has incorporated the works of the authors
mentioned above on page one. Of these men Joseph Campbell
is important to this study for his all-inclusive work The

Hero with a Thousand Faces. This is because Campbell makes

extenéive use of theories of psychoanalysis,33 especially

34  This latter point is of

Jung's theory of archetypes.
special importance since it is the theories of Carl Jung
that can be most profitably applied to the mythos of summer,
or romance,35 which, as is shown in this study, is the

mythos most closely associated with the T'ang ch'uan-ch'i

tale.

Because the T'ang ch'uan-ch'i tales occupy such an im-

portant position in the history of Chinese fiction they

have been the object of considerable scrutiny and comment.
Many students of this material have studied not only the
extant T'ang versions of various tales but have also shown
their historical development, which sometimes covers many
hundreds of years.36 These studies provide a basis for
noting which stories have had the greatest appeal to Chinese
authors and readers. Although a great many of the T'ang

ch'uan~ch'i tales were adapted or rewritten by later authors,

a somewhat smaller number have both earlier and later ver-
sions.37 This smaller number is found to contain a great
many pieces which fall into the so~called chih-kuai ;E-#f:

or supernatural classification of ch'uan-ch'i tales, which
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of course is the main focus of this study.38 Many of these
tales, such as "Liu I chuan" ﬁﬁyﬁ%ﬁ% and "Pu Chiang Tsung
po yllan chuan" /7\1?7 P58 f}?\ \IE) 9}2 f%ﬁ have antecedents in the
Six Dynasties material as well as varying amounts of con-
temporary related material. Thus, these stories qbviously
had great appeal to both the authors and readers of the
T'ang dynasty. The continued appeal is shown in the many
post-T'ang versions of the basic material, in dramatic as
well as in narrative form.

The point of interest here is why certain anecdotes or
story types should have been selected for literary treat-
ment, not only as chih—-kuai anecdotes and literary tales,
but also as drama and vernacular stories. The most obvious
reason is that these materials in someway appealed to some
basic, i.e., subconscious factor of appreciation or compre-
hension. This, in fact, is part of the archetypal theory
of literature, which claims that "the structural principles
of literature are closely related to mythology and compara-

tive religion."39 Some T'ang ch'uan-ch'i subjects appear

to be, or are said to be, borrowed from contemporary social
or political events. In fact, in such cases, the events of
the times are chosen only to the extent that they also
offer suitable images for the deeper and wider meaning of
the tale. Heuscher notes that the fairy tale “Jack and

the Beanstalk" was based on a contemporary event, and also

notes that Freud's theory that dreams are created out of
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fragments of the past day's events is analogous.40 Thus,
however tempting it is to read fiction as social document,
such a view tends to overlook the central meaning of what
is essentially a creative process rather than a journal-
istic one.

The total amount of T'ang dynasty material which can
be subsumed under the rubric of the supernatural tale is
vast indeed, and for purposes of discussion an objective
process of selection is mandatory. The underlying theory
for a process of selection has been mentioned above and
four principles of selection have been derived from it.
This process selects: 1. tales which have forerunners in
earlier material, such as anecdotes, legends, or myths;
2. tales which were adapted in other genres by later writers;
3. tales which reflect current intellectual trends or modes
of thoucht, such as Buddhist or Taoist tales or superstition;
and 4. tales which have frequently been included in collec~-
tions or commented upon by critics and scholars.

— 27 )/, . .
The T'ai-p'ing kuang-chi, 4l ]K\Jf,@% gZ} compiled in

A.D. 978, is the great repository of medieval Chinese fic-
tion, and, consequently, has been a primary source for many
modern collections and studies. However, in addition to
having certain textual problems,42 it does not contain all
of the tales included in this study. Therefore, collections

such as the Yu-yang tsa-tsu?3 ]Ej f% fﬂfﬂi and the T'ang-

S )
tal ts'ung-shu44 /g;ﬂbééjé; have also been utilized, as have
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certain modern reconstructions of early collections. 45
Other sources are indicated in the footnotes and Biblio-
graphy.
The material in the following chapters have been ar-
ranged to provide a basis for postulating a model for the
life pattern of the Chinese archetypal hero as found in

the T'ang supernatural ch'uan-ch'i tales. Chapter Two lays

the groundwork for archetypal analysis by examining the
symbolic significance of the characters and the spheres in
which they function. The former are described first in
terms of their correspondence with universal models and then
in terms of their portrayal within the parameter of Chinese
culture. The latter are described as supernatural settings
for the heroic quest. This chapter also introduces a suit-
able scheme for the description of the pattern of the

heroic life.

Chpater Three examines the symbolic and archetypal
significance of the Chinese dragon, especially that of the
dragon-woman as goal of the heroic quest. The evolution
of the related literary materials is demonstrated in order
to prove the native Chinese origin of the medieval dragon-
woman, attributed to foreign influence b’ some scholars.

In Chapter Four the investigation first centers on the
dating and authorship of the well-known tale "Po ytan
chuan," arguing that it is unlikely to be an early ch'uan-

ch'i tale, as has been suggested. Examined objectively,
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the various elements of the tale suggest that it is per-
haps as late as the ninth century and that it is the pro-
duct of a long development from a variety of sources rather
than one of political motivation. The prominent feature
of ritual sacrifice of a sacred king as archetypal behavior
is analysed to show the correspondence with a universal
pattern.

Chapter Five shows that the search for the elixir of
immortality as portrayed in these tales is closely related
to the quest-myth, not only in structure but also in imagery
and symbolism. The art of alchemy is seen as a struggle
with powerful forces for possession of the elixir of immor-
tality, which is shown to be a symbol of world fertility
as well.

Chapter Six presents in detail the archetypal images

and motifs of the T'ang ch'uan-ch'i tale structured in the

pattern of the heroic life. This material demonstrates

the characteristic features of the Chinese archetypal hero
and then compares them with the Western archetypal pattern.
This chapter is the focal point of all the previous material
as it shows that the first known examples of Chinese crea-
tive fiction drew upon a fund of slowly developing native
materials and shaped their literary treatment with a struc-

§
ture of universal significance.



NOTES TO CHAPTER ONE

lrhe term ch'uan—ch'i was first noted as having
generic significance in, th Sung dynasty, A. D. 960-1279,
when Ch'en Shih-tao P zz ¥, A. D. 1053-1101, wrote in his
Hou-shan shih~hua 4% )43 *j;"f that Yin Shih-lu 7 i7if sa
that a certain text was in the "ch'uan-ch'i style"ﬁgzq%@
In his book—length study of the ch'uan-ch'i tales titled
T'ang-tai ch'uan-ch'i yen-chiu W 7%, (Taipei:
Chung-hua, 1957), pp. 6-7, Chu I?I;lé-hsi’am}: /;g';;x\ claims
on that this has specific reference to P'ei Hang's (fl.
878) collection of tales titled Ch'uan-ch'i. But Y.W. Ma
&7% 2. in his article “"Prose Writings of Han Y#l and
ch'dan-ch'i literature" (Journal of Oriental Studies, v. 7,
n. 2, 1969), pp. 196-97 notes that Ch'en Chen-sun .ﬁkaﬁ
in referring to Yin Shih-1lu's comment adds that,"...styles
change with the times, so success of the internal organiza-
tion is most 1mportant. How could [Yin Shih-1lu] have said
Fan We?échengr/sz' éﬂﬁfy k wsgs cyoevalﬁl with ch' uan-g’h 2"

2 \ A v o 1) K %

Ma concludgs that Ch'en Sh{h—tadﬁras"ts1a%f:§ uanJch /X
a generic term.

o vin M TR AL
2This point was first made by Hu Ying-lin ﬂﬂlﬁgﬂﬁ%

(ca. 1590) of the Ming dynasty who said that, "Tales of
miracles and the other world were popular during the Six
Dynasties, but these were not entirely imaginary: most of
them were based on hearsay and false reports. The T'ang
dynasty scholars, on the other hand, deliberately invented
strange adventures and wrote them as fiction." English
translation of Shao—-shih shan-fang pi-ts'ung,36, from Lu
Hsiin, A Brief History of Chinese Fiction, Yang Hsien-vi,
tr., (Peking: Foreign Language Press, 1959), p. 85.

e T ang ch' uan-ch'l tales, such as "Ying-ying
chuan"(%g (T ai-p'ing kuang~-chi, 488. Hereafter TPKC.
See note of this chapter for blbl ographical details.)
and "Ch' 1u-3an k'o chuan" (TPKC, 193), have

no known 11terary precursors wﬁ%le some, such as "Li Wa
chuan" %f%u\4? (TPKC, 484), are known to have been part
of an oral tradition. This is mentioned in Liu Wu-chi g
QMZ An Introduction to Chinese Literature, (Bloomingto
fndlana Unlver51ty Press 1966), p. 149. Other tales, such
as "Liu I chuan" (TPKRC, 492) and "Pu Chiang Tsung
po ylian chuan" -* “é7¢79g; % (TPKC, 444), are shown

in the following chapters to ve been based on earlier
literary materials, if not on a contemporary oral tradition
as well. Several modern scholars have listed the T'ang

13
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tales and their related versions in other genres, i.e.,
anecdotes, vernacular stories ,dfﬁ , Or drama. Especxally
useful are T'an Cheng-pi gg_ﬂiﬁ* Hua-pen yil ku—chﬂ-‘*ﬁi“’
rZMf (Peking: Ku—tlen wen—hs&an, 1957), pp. 61-92; Liu

K’ al—gung',%J B % T'ang-tai hsiao-shuo yen-chiu J&/{;

1h ihZf}m, (Shanghai: Shangwu, 1947, reprint
Talpel. Shangwu, 1966), pp. 137-156; and Wang P'i-chiang
T 51 4 T ang-jen hsiao-shuo j# / Aot 241, reprinted

as T'ang-jen ch'uan-ch'i hsiao-shuo (Talpel. Shih~chieh,
1969). 1In the latter text the information is given follow-
ing the individual tales discussed. There is alsosa chart
showing much of this information in Meng Yao & X4
Chung-kuo hsiao-shuo shih W & A 34 ¥ , 4 vols.,
(Taipei: Chuan-chi, 1969), vol. 1, pp. 92-97.

4In his article "The Making of 'The Pearl-sewn Shirt'
and 'The Courtesan's Jewel Box,'" (Harvard Journal of
Asiatic Studies, 33, 1973), pp. 124-153, Patrick Hanan dis-
cusses the close relationship between two late—Mlng Clas~-
sical tales and their vernacular derivations.

5The two book-length studies of Chu Hsiu-hsia and
Liu K'ai- jung were mentloned 1n note 3. In addition, there
is Chang Ch'ang~kung's T'ang Sung ¢h'uan—-ch'i
tso-che chi ch'i Shlh“tal jg }’1 E ﬁﬁ?{j BZ JA;
(Peklng. Shangwu, 1951). The many ine articles on T' ang
ch'uan-ch'i tales are numerous to mention here, but those
dealing with supernatural tales are mentioned in the Bibli-
ography. The only comment necessary is that traditional
Chinese scholarship shows a distinct preference for textual
and biographical studies rather than analytical ones.

6Modern approaches include the folkloristic--Uchida
Michio's ¥ & ii K “"Ryiiki den ni tsuite--suishin
setsuwa no kenkal wo chushin n1,“;ﬁﬁ3§4% 122 - KA ?
{,{i)\;ﬁg;ﬁ )%] + \}z,, v); + Tohoku daigaku bungaku bu kenkyu nempo
. i{% ﬁﬁ P ﬁ_, vol. 6, 1955, pp. 107-141; the
Kreﬁatl —~L1u Shao—mlng s_"T'ang-jen hsi ao shuo chung ti

ai-ch'ing yi yu-ch' J;ng" JEA NG o1 ok , Yu-
shih wen-i 4y %g ’ January, 1974, pp. 80-100; and the
structural--Ku 1en-hung s & 1Y 7 "T ang ch' uan-ch i

ti chieh-kou fen-hsi" ﬁﬁﬁg ﬁy\ua*# At Chung-wai
wen-hsilieh W 2| i\tf}l , .4, no. 3, 1975, pp. 80-107.

1James G. Frazer, The Golden Bough: A Study in
Magic and Religion, I Volume, Abridged Edition (New York:
The Macmillain Company, 1922). A recent study by John B.
Vickery, The Literary Impact of the Golden Bough (Princeton:
Princeton University Press, 1973) shows the importance of
Frazer's work on modern authors, but simultaneously
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demonstrates the affinity of the archetype of the sacred
king with a broad range of literature.

8carl G. Jung's works have been published in The
Collected Works of C. G. Jung, Bollingen Series XX, 19 vols.
(Princeton: Princeton University Press, 1953-1967). Per-
tinent references are "Psychology and Literature," in vol.
15; Archetypes and the Collective Unconscious, vol. 9; and
Part II of Symbols of Transformation, vol. 5.

9Joseph Campbell, The Hero with a Thousand Faces,
(New York: The World Publishing Company, 1956).

1016ra Fitzroy Raglin, The Hero: A Study in Tra-
dition, Myth, and Drama, 2d. ed. (New York: Vintage, 1956).

llNorthrop Frye has published a prodigious amount of
pertinent material, however his main work of theory is
Anatomy of Criticism: Four Essays (Princeton: Princeton
University Press, 1957) and a companion work of practical
criticism in Fables of Identity: Studies in Poetic Mythol-
ogy (New York: Harcourt, Brace and World, 1963).

127here are a number of full length studies available:
among them Robert Rogers, A Psychoanalytic Study of the
Double in Literature (Detroit: Wayne State University
Press, 1970) and Ralph Tymms, The Double in Literary Psy-
chology (Cambridge: Bowes and Bowes, 1949).

13These materials range all the way from brief anec-
dotes with no literary pretensions whatsoever, to highly
developed novellas replete with a great many sophisticated
literary devices.

l4gene Wellek in his Concepts of Criticism (New Haven:
Yale University Press, 1963) p. 361, is somewhat disparag-
ing of "myth criticism" in general and Northrop Frye in
particular when he says, "The Anatomy [of Criticism] aims
at an all-embracing theory of literature of the most grandi-
ose pretensions. A more modest view of the function of
criticism seems to me wiser." Recently, and more sympathet-
ically, it seems, in commenting on a collection of essays
assessing the theories and work of Northrop Frye, Murray
Krleger remarked to the effect that while Anatomy of Criti-
cism transcends the inribiting, finite critical views of
T. E. Hulme and T. S. Eliot, critical studies by both Frye
and his followers are somewhat less successful than the
theory might suggest. Murray Krieger, "Northrop Frye and
Contemporary Criticism: Ariel and the Spirit of Gravity,"
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in Northrop Frye in Modern Criticism: Selected Papers from
the English Institute, Murray Krieger, ed., (New York:
Columbia University Press, 1966), p. 3.

15Frye, Anatomy of Criticism, p. 99.

16Campbell, The Hero with a Thousand Faces, p. vii.

17Frye, Fables of Identity, p. 17.

18Campbell, The Hero with a Thousand Faces, pp. 3-46.

19Frye, Fables of Identity, p. 18.

207here are numerous available descriptions of these
terms, some of which Freud employed as early as 1923. For
their application in literary studies see Frederick J.
Hoffmann, Freudianism and the Literary Mind, 24. ed. (n.p.,
Louisiana State University Press, 1957).

2lphe collective unconscious has been defined as "the
aggregate of the traditions, conventions, customs, preju-
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17

26perk Bodde, "Myths of Ancient China," in Noah
Kramer, ed., Mythologies of the Ancient World (Garden City:
Doubleday and Company, 1961), p. 370.

27Frye, Anatomy of Criticism, p. 304.

285tatements to this effect can be found in any number
of works—-general histories especially--on Chinese fiction.
However, few scholars actually provide much in the way of
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CHAPTER TWO

FORMAL FEATURES OF CH'UAN-CH'I TALES

The T'ang dynasty ch'uan-ch'i tales are generally

considered to be the earliest examples of creative fiction
in China. As one commentator said,
Tales of miracles and the other world were
popular during the Six Dynasties, but these were
not entirely imaginary: most of them were
based on hearsay and false reports. The T'ang
dynasty scholars, on the other hand, deliberately
invented_ strange adventures and wrote them as
fiction.
The Six Dynasties tales in both form and content made
important contributions to the development of creative
fiction in the T'ang dynasty. The Six Dynasties material
is generally divided into two categories: one anecdotes,
oftenn humorous, about real people chih-'en.f}/v for example,

the Shih-shuo hsin-y#l by Liu I-ch'ing | # & (a.p. 403-444)

of the Liu Sungﬂ&]%i dynasty; the other records of marvels

chih~kuai such as the Sou shen chi ;fgiqr}?i{_, by Kan Pao :r‘fﬁ

(4th c. A.D.) of the Chinj%' dynasty. These pieces lacked
full use of the range of narrative qualities (described
below) which become associated with fiction of the T'ang

and later dynasties.
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The main differences between the Six Dynasties and -

T'ang materials can be described as: 1. the portrayal of
actual beliefs as opposed to the conscious creation or
recreation of events, and 2. the incidental recording of a
minor event as opposed to the depiction of a complex and
interrelated set of events. In an article on this sub-
ject Lu Hslln discussed the differences in terms of authori-
al attitude: the Six Dynasties material historical and
factual, the T'ang material creative and imaginative; the
Six Dynasties material incidental, fragmentary, and lacking
further purpose, the T'ang material self-contained, struc-
tured, and with a definite purpose.?2

The products of the T'ang ch'uan-ch'i authors were

successful to a previously unrealized degree, even winning
from the Sung critic Hung Mai %{ﬁ%_(A.D. 1124-1203)
mention along with T'ang poetry:

We must study the T'ang stories. Even small
incidents are exquisitely moving, and often--with-
out realizing it themselves--the authors are in-
spired. These stories and the T'ang poetry are
the wonder of their age.

Whatever the ultimate origins of the contents of the

T'ang ch'uan-ch'i tales, namely, folklore, hearsay, tradi-

tion, or invention, they were essentially a "class litera-
ture," written by and for members of the educated elite.
This agrees with Frye's contention that,

"In every age the ruling social or intel-
lectual class tends to project its ideals in some
form of romance, where the virtuous heroes and
beautiful heroines represent the ideals and the
villians the threats to their ascendency."4
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These were in part written as displays of the authors®
literary skills, sometimes with the goal of obtaining
5

political preferment.

Most general descriptions of the T'ang ch'uan-ch'i

tales refer to the relationship of certain formal features
of the tales with the practice of the candidates in the
triennial capital examinations in presenting literary
samples to the examiners. These literary samples were cal-

led hsing-chlian jﬁj%\and wen—chﬁanfﬁi%ﬁ-, and the latter

especially were composed in great number to be left at the
gates of the examiner's homes. These formal features have
been classed by scholars under the three categories of
historical talents shih—ts'ai;gdf, poetic composition
shih-pi ﬁ% ’é‘ , and moral judgment i-lun ;f&;% .6
Other authors render these terms as narration, versifica-
tion, and exposition;’ or as historical knowledge, poetic
approach, and logical criticism.8

Within the category of historical talents the writer
would display his knowledge of official ranks and functions,
his narrative abilities, and his skills in composing in
" various documentary styles. For example, in the tale "Chen-
chung chi"” *W&‘f%fj there is a written exchange between
king and minister, which reads in part,

"Your liege servant...started out in life as a

humble scholar of Shantung, who occupied himself

with farming and gardening, but through imperial

patronage was able to enter the government service.

He was promoted beyond his deserts and received
many honors from the throne...."
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An additional feature of the historical style is the
verification, which is intended to take the tale out of
the realm of fanciful creation by citing a purported
source, such as a relative or acquaintance who had per-
sonal knowledge of the truth of the events described. For
example, in the ending of the tale "Jen shih chuan" 4j;fb1§
(TPKC, 452/49) the author lists the current date, his
reasons for the journey he is on, names his traveling com-
panions, and says that,
As we floated down the Ying and Huai Rivers
in our boat, feasting by day and conversing at
night, each of us told of some strange happenings.
When these gentlemen heard the story of Jen, they
were deeply moved and greatly astonished; and be-
cause they asked me to record this strange tale, I
have written this narrative.l

Poetry was one of the expected accomplishments of the

educated class and would be displayed in the ch'uan-ch'i

tales sometimes to recapitulate an event, or to veil the
more delicate, sometimes erotic, parts of the tale, should
there be any. In the 1ové stories especially poetry is
frequently used as a vehicle for communication between
lovers, or as in "P'ei Hang" ;&:ﬁi} (TPKC, 50/16) as a
man's suggestive advances and A woman's decisive rejec-
tion.11 For the most part the supernatural tales do not
contain much poetry,12 but examples of most poetic forms
do appear in the more sophisticated tales, "Liu I chuan"
and "Lo Shen chuan"}3 for example. The following poem

from "Liu I chuan"”" was sung and danced to by the Dragon
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King after the rescue of his daughter from an unfortunate
situation. In it the Dragon King recapitulates some of the
action of the narrative as he sings,
Wide the earth and grey the sky,
Who can hear a distant cry?
The fox lies snugly in his lair,
But thunderbolts can reach him there.
A true man, who upholds the right,
Restored my daughter to my sight.
Such a service how can we requite?l4
In "K'un—-lun nu" the young man Ts'ui is entranced by the
beauty of an older man's maidservant, and while longing for
her chants a poem,
Led by chance to a fairy mountain,
I gazed into star-bright eyes.
Through a red door the moon is shining,
There a forlorn white beauty lies.
Ssu-ma Ch'ien began the pfactice of appending personal

comments or evaluations, that is, "T'ai-shih Kung ydeh...."

KRy e "The Grand Historian says...," to the
biographical material in his work the Shih Chi‘ilézj, and
Chinese historians continued the practice.16 The ability
to make correct moral judgments was a desirable require-
ment for potential officials and for this reason such com-
ments were incorporated into the literary samples. This
was important not only in the tales which contained
material of a dubious moral nature, but also in those
tales which engaged in religious or political polemics.
By making this evaluation the author could demonstrate to
the examiner that he was alsc morally qualified to hold

office.
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The ending of the tale "Jen shih chuan" reads in part,
"It is sad to think that a beast assuming human form should
resist violation and remain chaste and faithful to her lord
till death, while few women nowadays are equal to this."17
This statement shows the writer's appreciation of good
moral conduct and, at the same time, incorporates social
criticism. It is possible to combine poetry and moral
judgment as does the ending of the tale "Nan-k'o T'ai-shou
chuan® ¥ ¥4 A F1% (rerC, 475/32),
They have climbed all the heights: wealth, fame,
and honour,
And their power destroys cities and country-
sides.
But the wise man looks at them and says:
Are they not like ants in their bustling
industry?218
These three features—-historical talent, poetic com-
position and moral judgment--were not included in all tales,
not even in all wen-chtian 'literary samples,' and thus are

inadequate for describing the full range of features found

in the T'ang ch'uan-ch'i tales. The remainder of this

chapter is devoted to a description in archetypal terms of
the settings and characters found in the supernatural

ch'uan-ch'i tales. (The plots or narrative structures are

described in Chapters Three through Five.)

The settings of supernatural fiction are of consider-
able importance since much of the literary effect of the
events described depends on the creation of the correct

atmosphere. A convincing description of supernatural
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surroundings or background for the supernatural beings is
found in the majority of works selected by the process de~-

scribed above. The descriptive powers of the ch'uan-ch'i

authors are considerable, no doubt a result of their train-
ing in poetry, and there is also an element of the histor-
ian's penchant for detail. These two factors worked to-
gether to produce the illusion of veracity and bold de-
scription necessary for the supernatural tale.

It is conventional for T'ang ch'uan-ch'i tales to

begin with a few lines describing, among other things, the
larger setting of the tale. This serves to locate the
narrative in space and time, often with a great deal of
specificity. These larger settings are important in a
number of ways; they can evoke a particular atmosphere as-
sociated with the period, such as the chaos which
accompanies dynastic change. Again, a particular reign
name may have reference to specific historical events which

figure in the ch'uan-ch'i tale, for example the tale "Wu-

shuang chuan" is set in the T'ang Chien-chung;&iqf period
(A.D. 780-783) when rebels entered Ch'ang—an. This event
then figures largely in the development of the ploE.
Furthermore, certain geographical areas may have particular
overtones. A South China setting, a relatively strange and
distant region in T'ang times, evokes images of barbarians,
strange plants and foods, and exotic animals. Such a

setting is found in the opening of the tale "Po yllan chuan
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In the year 545, during the Liang dynasty,
the emperor sent General Lan Ching on an expedi-
tion to the South. He went as far as Kuei-lin
and wiped out the rebel forces of Li Shih-ku and
Ch'en Ch'e. At the same time his lieutenant Ou-
yang Hei [Ho]l] found his way as far as Ch'ang-lo,
conquering all the cave-dwellers there and lead-
ing his army deep into difficult terrain.1?
The use of the expressions "cave-~-dwellers" and difficult
terrain"” creates an impression of primitive, barbarian
surroundings and customs. The T'ang tale "Jen shih chuan"
on the other hand has a primarily urban setting which is
estab}ished in the lines which demarcate the larger set-
ting: "In the sixth month of the ninth year of the T'ien-
pao period (A.D. 750) Wei and Cheng were walking together
through the streets of Ch'ang-an to a drinking party...."20
When properly employed, the larger settings prepare
the reader for a smooth transition from the everyday world
into the supernatural worlds so often found in the chih-
kuai tales. The first example given above, "Po yllan chuan,”
is a case in point. The South China location with the
chaos associated with war prepares the reader for the
mysterious disappearance of Ou-yang's wife and the danger-
ous expedition to rescue her. In the other example "Jen
shih chuan" the urban setting provides the necessary back-
ground for a demonstration of her exceptional moral
standards and manifold talents, the latter feature nearly
turning the piece into a thematic tale.?21

Immediate settings are usually not described in any

great detail until a particular atmosphere is to be
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established. As it turns out, the detailed, immediate
settings are usually those of grandeur and majesty. They
are found in a considerable number of tales, most often
upon the hero's first entrance into the supernatural world.

The T'ang ch'uan-ch'i tales abound with descriptions of

fantastic, mind-boggling palaces inhabited by assorted
supernatural beings, for example, in the palace of the
Dragon King described in "Liu I chuan”:

... they reached a great palace where he saw clust-
ered towers and pavilions, millions of gates and
arches, and all the rare plants and trees of the
world. The warrior asked him to wait at the corner
of a great hall.

"What place is this?" asked Liu.

"The Palace of the Divine Void."

Looking around, Liu saw that this palace was
filled with every precious object known to man.
The pillars were of white jade; the steps of jas-
per; the couches of coral; the screens of
crystal; the emerald lintels were set with cut
glass, while the rainbow-colored beams were in-
iaid with amber. And the whole created an impres-
sion of strange beauty and unfathomable depth
which defied descriptive.

This passage has much the same atmosphere as that generated
by the description of the supernatural world found in the

ch'uan-ch'i tale "Nan-k'o T'ai-shou chuan":

The scenery along the road--the mountains
and rivers, trees, and plants~--looked different
from the world of men. The climate too had changed
.e.« They entered a great city through a turreted
red gate over which was inscribed in letters of
gold "The Great Kingdom of Ashendon...." Ch'un-yu
saw a gate in from swing open, and alighting from
the. carriage he passed through it. Here were
brightly painted and finely carved balustrades
and pilasters among terraces of blossoming trees
and rare fruits, while tables and rugs, cushions
and screens had been set rsgdy in the hall where
a rich feast was laid out.
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Such descriptions serve to create an appropriate
atmosphere for the nature of the events that follow, both
in that royalty is involved and that the events are
specifically and pointedly supernatural. (This latter
point is in direct contrast to the events in the dream
world described in "Chen-chung chi." Therein there are no
supernatural events described as such; all are straight-
forward depictions of a realistic series of events, though
of course somewhat exaggerated.) In the tale "Po yilan
chuan" there is also a description of a supernatural set-
ting, and it differs only in that it apparently can be
reached by ordinary, namely non-magical means. This is
not quite the case, however, since not only does the simian
say that it is only by Heaven's will that his enemies gain
access to his domain, but a close examination of the materi-
al quoted below shows that the beast's lair, one of
relative splendor, is actually located in a supernatural
realm:

... After another ten days, they reached a place

about seventy miles from their camp where they

could see a green, tree-clad mountain to the

south which towered above the other hills. When

they came to the foot of this mountain, they

found it surrounded by a deep stream, which they

had to build a little bridge to cross. Between

the emerald precipices and emerald bamboos they

caught glimpses of colored dresses and heard the

sound of women talking and laughing. When they

pulled themselves up the cliffs by vines and

ropes, they found green trees planted in rows with

rare flowers between them, and a verdant meadow

fresh and soft as a carpet. It was a quiet,

unearthly, secluded retreat. There was a gate
to the east, hewn in the rock, through which
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several dozen women could be seen gassing--
singing and laughing as they went.Z24

The towering mountain fastness surrounded by water,
found only after a long search, and accessible only via a
long arduous route is a staple of adventure stories, but
furthermore has a solid foundation in archetypal themes.
Such a setting represents in psychological criterion the
innermost reaches of the mind, and as such is found
metaphorically in myth, legend, and the fairy tale.25 1In
thisvcontext, this and the other two settings mentioned
above have the same function in archetypal terms. They
serve to locate the hero away from his everyday world in a
situation that is first one of great potential danger and
then one of great potential reward.

A final example of the use of setting is taken from

the ch'uan-ch'i tale "Chang Feng" 3%'2Ed (TPKC, 429)

which describes the transformation of a man into a were-
tiger:

In the latter years of the Ylan-ho period
(A.D. 806-821) Chang Feng of Nan-yang traveling
through Lin-piao once stopped at the Heng-shan
Inn at Fu-t'ang District of Ju-chou [in modern
Fukien Provience]. It was near dusk and the skies
had just cleared, showing the fresh mountain
vegetation through a fine mist. Taking up his
staff Chang set out looking for scenic spots, and,
unawares, had gone a great distance. Suddenly he
came upon a broad expanse of slender grass of a
charming and refreshing color. On the side there
was a small grove where he removed and hung up
his clothes and leaned his staff. Then, throw-~
ing himself unto the grass he rolled and twisted
about this way and that. Just when it was most
pleasurable, rolling about in beast fashion he
became aware of his feet thrashing in the air.
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He arose and saw that his body had become that

of a tiger with blazing stripes. He knew that

with his sharp claws and powerful body he was

peerless on earth.

This setting and the attendant transformation are
excellent examples of archetypal features. The broad ex-
panse of grass is a region of the unknown, "a free field
for the projection of unconscious content."27 Unknown or
unknowable regions, e.g., the desert, sea, or deep forests
are comparable to the subconscious part of the mind where-
in lie the drives that are normally repressed by the
preconscious.28 Entry into such an area is a signal for
release of subconscious drives.

The relationship of the larger and immediate settings
then can be seen as a structural progression. First there
is the factual and realistic description of space and time,
a set of concrete factors that create an illusion of
reality and veracity. Next there is a transition into the
supernatural world, which is not limited by the logical
restraints of the everyday world.

The archetypal material in its complete or more nearly
complete form is predicated upon the interactions of a
particular group of figures. These figures may be identi-
fied as the hero, his doubles or shadows, a goddess or her
debased human avatars, a wise o0ld man, and an enemy (of the
hero). Although the representation of these figures in

literature is at times somewhat obscure, the archetypal

patterns have been thoroughly demonstrated on a nearly
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universal level in several disciplines, especially anthro-
pology, folklore, mythography, and psychology.29

The first figure to be discussed is the hero. The
life of the hero invariably follows a particular pattern,
that of a journey or quest, and the hero invariably has or
acquires a distinctive set of heroic characteristics.

These two features--journey and heroic characteristics--
have been described in convenient form by several scholars.
The most complex in terms of features described, though not
the earliest, is Raglan's.30

1. The hero's mother is a royal virgin;

2. His father is a king, and

3. Often a near relative of his mother, but

4, The circumstances of his conception are unusual,
and .

5. He is also reputed to be the son of a god.

6. At birth an attempt is made, usually by his
father or maternal grandfather, to kill him,
but

7. He is spirited away, and

8. Reared by foster parents in a far county.

9. We are told nothing of his childhood, but

10. On reaching manhood he returns or goes to his
future kingdom.

11. After a victory over the king and/or a giant,
dragon, or wild beast,

12. He marries a princess, often the daughter of
his predecessor, and

13. Becomes king.

14. For a time he reigns uneventfully, and

15. Prescribes laws, but

16. Later he loses favor with the gods and/or
his subjects, and

17. Is driven from the throne and city, after which

18. He meets with a mysterious death,

19. Often at the top of a hill.

20. His children, if any, do not succeed him.

21. His body is not buried, but neverthgiess

22. He has one or more holy sepulchres.
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Despite the considerable detail of his scheme, Raglan

states that he has not included all possible character-
istics, and it may be noted in particular that he has not
included the hero's weapon, which often is inseparable
from the hero or at least strongly identified with his
person.

To avoid the elaborate detail of Raglan's scheme De
Vries subsumes several of the items under a general rubric
and then employs a listing of secondary features to dis-
tinguish the sub-types. The secondary features, as given
by De Vries, are not listed here since they often suffer
from the same elaborate detail he faults in Raglan's
scheme; rather, when appropriate, they are restated in
general terms and placed in parentheses.

I. The begetting of the hero. (The father is a
supernatural being and the mother is in some
way uncommon. )
II. The birth of the hero. (The birth is unnatural).
III. The youth of the hero is threatened.
Iv. The way in which the hero is brought up.

(The hero is of exceptional strength or

courage, or, on the other hand, he may at

first appear to be unpromising.)

V. The hero often acquires .invuenerability.

VI. One of the most common heroic deeds is the
fight with a dragon or another monster.
VII. The hero wins a maiden, usually after over-
coming great dangers.
VIII. The hero makes an expedition to the underworld.
IX. When the hero is banished in his youth he
returns later and is victorious over his
enemies. In some cases he has to leave the-
realm again which he has won with such great
difficulty.
X. The death of the hero. (The hero must die.)32

This scheme makes certain improvements over Raglan's,

especially in the increased generality of the main head
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ings, which then permits the inclusion of more disparate
examples. Unfortunately, De Vries chose only a slightly
broader basis for selection of materials than did Raglan
when he included some Persian and Indian myths and leg-
ends. In both schemes presented above, although the
fundamental pattern is obvious, they still lack the gen-
eralization or universality that is appropriate at this
stage of such an investigaticn. This problem has been
recognized and even answered to a certain extent by Joseph

Campbell in his work The Hero with a Thousand Faces. 1In

the preface to this book Campbell outlines his perception
of an appropriate approach:

It is the purpose of the present book to un-
cover some of the truths disguised for us under
the figures of religion and mythology by bringing
together a multitude of not-too-difficult examples
and letting the ancient meaning become apparent of
itself.... But first we must learn the grammar of
the symbols, and as a key to this mystery I know
of no better modern tool than psychoanalysis.
Without regarding this as the last word on the sub-
ject, one can nevertheless permit it to serve as an
approach. The second step will be then to bring
together a host of myths and folk tales from
every corner of the world, and to let the symbols
speak for themselves. The parallels will be im-
mediately apparent....3

Campbell's realization of his goal, in outline form, has
three main stages and seventeen processes.
The Adventure of the Hero

A. Departure
1. The Call to Adventure
2. The Refusal of the Call
3. Supernatural Aid
4, The Crossing of the First Threshold
5. The Belly of the Whale
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B. Initiation
1. The Road of Trials
2. The Meeting with the Goddess

3. Woman as Temptress
4. Atonement with the Father
5. Apotheosis

6. The Ultimate Boon
C. Return

1. Refusal of the Return

2. The Magic Flight

3. Rescue from Without

4. The Crossing of the Return Threshold

5. Master of Two Worlds

6. Freedom to Live

Campbell further summarizes the entire process:

) A hero ventures forth from the world of common
day into a region of supernatural wonder: fabulous
forces are there encountered and a decisive victory
is won: the hero comes back from this mysterious

adventure with the power to bestow boons on his
fellow man.

Campbell admits that his methodology tends to overlook
"the differences between the various Oriental and Occidental,
modern, ancient, and primitive traditions,” but further
states that his book is about similarities, not about dif-
ferences.36 However, all writers, Campbell included, always
append to their presentations the caveat that not all
heroes found in the materials used demonstrate the complete
pattern of the heroic life. This is very much the case in
fiction and especially so in the short story where length
necessarily limits the scope of the narrative. A close
look at these idealized schemes and a brief comparison with

the patterns of several T'ang ch'uan-ch'i tales (described

below) shows that in Raglan's scheme items after number

eight are most applicable, while in the scheme of De Vries
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items V through X are most applicable. Campbell's
scheme, with its broad basis in psychoanalysis and a
nearly universal selection of myth and folk tale, achieves
the least culturally biased description of the hero and
the heroic pattern. For this reason Campbell's scheme and
the related materials in psychology form the basis for

most of the theoretical points in the following discussion.

In describing the hero of the T'ang ch'uan-ch'i one

must take into account certain considerations and narrative
conventions closely associated with this type of fiction.

One consideration is that ch'uan-ch'i tales are, in a

manner of speaking, a "class literature" in that they were
written by and for persons who shared rather similar social,
economic, and educational backgrounds. This group was es-—
sentially elitist and highly conscious of that fact.
Membership was established by successfully passing a series
of difficult examinations based upon specialized knowledge
and abilities. Thus, a scholar by définition is an out-
standing man, one who sees himself, or is seen by others,
as destined for an extraordinary life. o

Another factor influencing the portrayal of the hero
is the techniques of characterization in this genre. Com-
paratively speaking, modern Western fiction (or even
Chinese vernacular fiction) tends to place greater emphasis
upon the delineation of the protagonist as a unique in-

dividual. This is accomplished through a variety of highly
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developed techniques, many cf which are not employed in

the T'ang ch'uan-ch'i tales.37 Ch'uan-ch'i authors tend

to operate in a more categorical fashion as regards
characterization, but this does not mean that they employ
mere stereotypes or purely symbolic characters, even though
there is no real effort to create "real people."38 Rather,
what happens is that general expectations are established
by relegating a fictional character to a certain social
niche; individuality is then established as required in
the development of the narrative. W. L. Idema noctes the
distinction of “"individuals" and “types," the former
characteristic of modern fiction, the latter of traditional
fiction. This, he says, is a feature also true of
much Western literature as well.3?

2n adequate description of the Chinese hero as port-

rayed in the ch'uan-ch'i tales must take some additional

characteristics into consideration. These characteristics
are derived from certain qualities which are generally
identified with the educated class, the literati, and which
find expression in the literature it produces.

Typically the scholar-hero the the T'ang ch'uan ch'i

tale is well versed in the poetic skills and thoroughly
imbued with the Confucian virtues of righteousness, filial
piety, loyalty, and friendship. Although he is a man of
great moral courage, willing to endanger his life when his

principles are at stake, yet he is not given to vain
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bravado in the face of overwhelming danger. An example
of the scholar-hero's response to a dangerous, or poten-
tially dangerous situation is found in the tale "Liu I
chuan." It describes his reaction to the sudden appear-
ance of a rampaging dragon.

Panic-striken, Liu had fallen to the ground.
But now the king himself helped him up, urging,
"Have no fear! All is well."
After a long time, Liu recovered a little.
And when calm enough he asked leave to withdraw.
"I had'better.go while I can,".he exp}ained. :EO
couldn't survive anothexr experience like that.
Although Liu eventually demonstrates his superiority
over the dragon, his reaction to such a display of un-
restrained, brute power is defined, in part, by the Con-
fucian virtue of resorting to violence only after all
other solutions to a dangerous situation have been ex-
hausted. 41 This, then, is a heroism of ggg.ﬁ( or culti-
vated eloquence rather than the heroism of yg_iQ or
martial pcnar.42

There¢ is also a certain amount of wu or martial power

to be found in some of the ch'uap ch[i tales. Professor

J.Y. Liu has examined the martial side of the Chinese
character as it is presented in the concept of knight-
errantry of hsia 4% .43 This type of martial behavior is
usually associated with righting wrongs, correcting in-
justices, and revenge.

There is another sort of behavior that conceivably

could be called martial but which is better described with
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Fontenrose's concept of "dragon—battle."44 This term de-
scribes a conflict between light and dark, order and chaos,
or any of a number of antithetical pairs. An excellent
example of this type of martial behavior is found in the
tale "Pu Chiang Tsung po yllan chuan." Ou-~yang Ho is a
victorious military officer whose wife is abducted by a
supernatural simian. After a long, hard search Ou-yang
locates and destroys the simian, thereby regaining his
wife. (The tale is analysed in detail below.) The track-
ing and slaying of the simian is vividly described in the
text and Ou~yang is noted as a military man of some accom-
plishment. However, it is actually rare for the scholar-
hero to personally engage in such combat even though it is
an essential part of the archetypal pattern.45 Dragon com-

bat is found in some T'ai-ping kuang-chi stories, such as

“T'ao Hsien" ?ﬂwﬁ_} (TPKC 420/28) and "Chou Han" ,%«td?
(TPKC 422/36). In these stories there is underwater combat
between the servant of a scholar-hero and a dragon. Here
the combat is over treasure, a symbolvof fertility, and,
viewed in this context, the recovery of Ou-yang's wife is
also the recovery of a fertility figure from the enemy
Chaos. (The arguments for this interpretation are detailed
below.)

A hero usually has a weapon of some sort and the
Chinese scholar-hero is not exception. However, since he

is precluded by Confucian restraints from a life of
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violence, yet must overcome his opponents, his main recourse
is to a non-violent weapon--words. The scholar's power
with words--spoken or written--is a symbol of his manhood
and an extension of his inner being. While words are often
magical when used in a ritual manner or as spells (as in
"Jen Hsﬂ"41\3ﬁ » TPKC, 421/33, for example) their use by
the scholar-herc is rather a manifestation of his personal
moral force. The word ygg_;{, a highly elastic term, is
at once the concrete expression of the man and a vehicle
for the employment of his moral cultivation against the
enemy. When Liu I is confronted with the sudden appearance
of a rampaging dragon (described above), actually the
younger brother of the Dragon King, his reaction seems any-
thing but heroic. Liu I then meets the dragon again, this
time in human form, as they continued to celebrate after
the safe return of the Dragon King's daughter. While they
eat and drink, the dragon--the Prince of Ch'ien-t'ang--
forcefully suggests to Liu that he marry the Dragon'King's
recently widowed daughter. Liu, for reasons of decorum,
cannot and rebukes the Prince for both the manner and the
nature of his suggestion. The Prince sees his error and
apologizes.

Liu's rebuke of the Prince of Ch'ien-t'ang is a model
of righteousness as well as an effective weapon against
overwhelming and potentially dangerous force, despite the

somewhat improbable nature of the prince's threat. Liu's
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sense of justice will not permit him to marry a woman after
having partially caused her husband's death. Therefore,
his diction is characterized by concepts such as "human

relationships," "ways of men," "honor," "host and guest,"
and "harmony." These concepts, with the full weight of the
Confucian tradition behind them, far exceed the mere
physical might of the Prince of Ch'ien-t'ang. Thus, the
combination of a scholar-hero's moral convictions and the
pursuasive power of his words demonstrate the superiority
of virtue and eloquence over strength and violence.

The scholar~hero of the T'ang tales did of course
employ other types of weapons. Various magical objects
were used along with genuine weapons, though some of the
latter also had significant magical properties. One well-
known example of a magical object functioning as a weapon

comes from a piece of fiction which pre-dates the T'ang

ch'uan-ch'i tales, the "Ku-ching chi® 3 4%,3¢, (TPKC, 230/31).

The following is but one of many similar episodes in the
narrative:

That autumn (Wang) Tu became magistrate of
Jui. In front of the magistry there was a jujube
tree several yards around, and unknown hundreds
of years old. The previous magistrates had all
worshipped this tree, since otherwise calamity
soon occurred. Tu thought that a demon was thus
attracted by people and that these improper sac-
rifices should be discontinued. The district
officials all pleaded with Tu and he had no re-
course but to make the sacrifice. Yet he
thought to himself that t:..2re must be a demon
dwelling in the tree and tunat because people
could not exorcise it this situation had come
about. Thereupon he secretly hung the mirror
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on the tree. That night at about the second drum
a thunderous sound came from in front of the
courtyard. He arose and saw that dark winds and
rain surrounded the tree and lightning flashed
above and below. At dawn a huge dead snake was

in the tree, its body covered with wounds. It

had purple scales, a red tail, a green head, white
horns, and the character wang % "king" on its
forehead. Tu took down the mirror and ordered the
officials to remove the snake and burn it in front
of the district gate. Then they excavated the tree
which they found to have a hole which led to a
larger hole in the ground below. The marks of a
huge snake were in it. They covered it over and
the demonic activities ceased.

Although the scholar-hero is not a man of violence,
yet when violence is necessary it frequently is accomplish-
ed through the medium of a double, also called shadow or
doppleganger.47 The presence of such a figure was long
ago noted by E. D. Edwards who wrote,

"In place of the knight of Western story

and legend, whose life was spent in rescuing

maidens in distress, there is in many Chinese

tales a secondary hero whose business it is to

solve the problems and difficulties of the situa-

tion and make everything easy for the hero and

his lady."48

This secondary figure is, of course, a double in
psychological terminology. The concept of the double is
explicable to a certain extent in psychological theory but
"is embarrassingly vague, as used in literary criticism."49
This problem is caused by the highly elastic nature of the
term and its application to the greatly disparate host of
such phenomena found in literature. To achieve a minimal

measure of clarity the term will be used here to indicate

the embodiment and display of impulses subconsciously ex-
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perienced by the scholar-hero and which are denied or be-~
yond personal expression. These include primarily various
expressions of the subconscious drives destrudo and
libido.>0

An excellent example of the complexity of expression
found in this phenomenon in literature is demonstrated in
the T'ang tale "Liu I" in the relationship between the
Prince of Ch'ien-t'ang and the main, or title, character.
The archetypal pattern depicts a hero battling and des-
troying the enemy and restoring world fertility, often
symbolized by a woman with whom the hero has sexual union.
In Northrop Frye's words,

"...the reward of the quest usually is or includes

a bride.... She is often found in a perilous,

forbidden, or tabooed place...and she is, of course,
often rescued from the unwelcome embraces of

another and generally older mgle, or from giants

or bandits or other usurpers.

Liu I as hero of the tale accomplishes both these deeds.
The destruction of the enemy is actually carried out by the
Prince of Ch'ien-t'ang, yet while the merit of the deed is
accorded to Liu I the violence is laid to the prince, as is
shown in his report to the king,

"How many did you kill?" asked the king.

*Six hundred thousand."”

"Did you destroy any fields?"

"About three hundred miles."

"Where is thg% scoundrel, hexr husband?"

"I ate him."

In psychological terms the prince is a projection of Liu I's

destructive impulses, triggered by his desire to rescue the~
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Dragon King'c daughter, but also restrained by the force
of Liu's Confucian wvalue system.53

The natural consequence of the rescue is sexual union
with the woman; this again is denied outward expression/by
Liu's moral code. Nonetheless, the tension is present and
finds éxpression in the prince's near-ultimatum that Liu I
wive the Dragon King's daughter. Liu I is properly hor-
rified and later explains that he, "could hardly marry the
woman whose husband's death I had caused," which of course
is exactly what he eventually does.®? fThus, the Prince of
Ch'ien-t'ang is an extension of the character of Liu I in
fulfilling the expression of the primary subconscious im-
pulses of libido and destrudo.

Another example of the doﬁble is found in a particular
character type, a dark—-skinned foreigner of small, but
powerful stature who possesses various miraculous powers.
The basic relationship is between a scholar and hi;i;evoted
servant, the latter performing for the former a number of
difficult or hazardous acts. Perhaps the best-kncwn T'ang
example of this type is found in the tale "K'un-lun nu,"
(TPKC, 194/24). 1In this tale a young scholar named
Ts'ui forms an attachment with a concubine of an old gen-
eral. The K'un-lun slave, called Mo-lo, performs a number
of super~human feats to help Ts'ui carry the girl off. 1In
the tale "T'ao Hsien" the title character is a wealthy

scholar who spends his time traveling about on a boat with
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his thrée treasures—--sword, ring, and K'un-lun slave,
Mo~k'o %?fﬁ . Stopping his boat at various places, he
throws the sword and ring into the water and commands Mo-
k'o to retrieve them. fgnally the treasures are captured
by a dragon which also kills Mo-k'o, and T'ao Hsien then
retires. Another tale, "Chou Han" has essentially the same
characters (the slave is a foreigner named Shui—chingzkfﬁ )
and the same pattern, only slightly more elaborate in
execution, and with a Buddhist moral tacked on.

The basic theme underlying the last two examples is
dragon-combat to restore world fertility which is symbol-
ized by the treasures. In the first example, "K'un-lun nu,"
the pattern though less obvious (and more realistic) is
still apparent and essentially fits the quest theme. As
Northrop Frye says,

"...in the secular quest-romances...obvious motives
and rewards for the quest are...common. Often the
dracon guards a hoard: the quest for buried trea-
sure has been a central theme of romance from the
Siegfried cycle_to Nostromo, and is unlikely to be
exhausted yet."

Combat is always a necessary feature in the recovery
of treasure and the outcome of the combat is not always in
favor of the hero. Though he is triumphant in the full
archetypal pattern, many extant narratives portray only
the temporary defeat of the hero (sparagmos). This is the
case in the two dragon-combat tales mentioned above: the
defeat of the double is the symbolic defeat of the hero,

who then retires from further activity.
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At some point in his journey the hero may meet with
some figure who helps him through the trials of the ad-
venture. This person is superior in wisdom and knowledge
to the hero and is an experienced initiate who understands
what is to be done and how it is to be done.”® fhe help
given the hero may be in the form of tendering good advice,
the provision of a magical weapon or implement, or the
performance of a magical deed. The help comes at a time
of particular need, especially when the hero is about to
cross a dangerous threshold of life that requires changes
in both the conscious and subconscious levels of the mind.>7
A figure that re;éers such assistence is designated as a
Wise 01ld Man.

In most T'ang ch'uan-ch'i tales, as in most other

literatures, the role of the Wise 0ld Man is relatively
small, especially in terms of direct action. Examples of
such figures are the priest in "Chen-chung chi," Wang Sui-
chung in "Wu-shuang chuan," Hou in "Ku-ching chi," and Li
Kung-tso in "Hsieh Hsiao-o chuan." The services rendered
are various but still of a particular type. In the tale
"Ku-ching chi" Hou provides Wang Tu with a magic mirror
which can destory all evil; in the tale "Chen-chung chi"
the Taoist priest provides Lu with a magic pillow which
leads the hero toward the right path. This figure is also
found as the Buddhist priest in the story "Ying-t'ao

ch'ing-i" (TPKC, 281) whose preaching puts the hero into a



trance wherein he attains enlightenment. In the tale

"Hsieh Hsiao-o chuan" the author Li Kung~tso fills the role
of the Wise 0ld Man by xriddling the pun which conceals and
contains the names of the murderers of the heroine's

father and husband, thus permitting her to avenge their
dgaths. ;n the tale "Cheng Te-lin," the old boatman-
peddler is also King of the Underwater Palace. When Cheng's
beloved is drowned the King, whom he head earlier be-
friended, pities the lovers and restores her to life.

From these examples it can be seen that the figure of
the Wise Old Man is older than the hero, of greater wisdom,
and is often associated with a social class or occupation
that suggests a different type of understanding than that
of the hero. Priests represent the great body of learning
or insight often associated with great religions.

In the consideration of this figure there is at times
the possibility of confusion with two other figures--the
double and the helper. Ih this study the double is under-
stood as an extension of the hero's inner being, an ex-
tension which performs deeds which for some reason are be-
yond his capabilities. The Wise 01ld Man seldom performs
actual deeds and furthermore represents a level of under-
standing which is superior to that of the hero. The helper
is usually a minor figure and often is an agent of the
Wise 0ld Man or a sign of divine sympathy for the quest.

The goal of the Leroic journey is union with a female

figure. In the tales which have a stronger base in the
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subconscious mind or in mythology this archetypal figure
is a goddess who combines all the qualities of mother,
sister, mistress, and bride.%8 The qualities may be em-
bodied in the same person or, more commonly, found in two
or more characters. They are not always benevolent or
loving figures though and may, in psychological terms,
represent forbidden, unattainable, grasping, or punishing

59 gsuch negative figures when found in

mother figures.
T'ang stories are usually represented by role-types such

as the vitality~-draining revenant or fox-fairy or chiao

%ﬁ type of dragon.

These female characters are either supernatural crea-
tures in human form or, as in the more realistic stories,
are purely human. But even as supernatural creatures they
have few of the goddess attributes of their prototypes
N4 Kuaj({;‘%, Lo Shen 3’&\/’;‘#, or Shen N8 #¢/% , and instead
may demonstrate the qualities of either daughters of good
families or the benevolent type of fox-fairy. Exceptions
are found in the two tales attributed to Hslieh Ying E% é% .
titled "Tung-t'ing shan-hsleh" ﬂﬂ Ei)h7<~and "Lo Shen chuan”
%%%@?f% . The first records the quest for treasure--
dragon pearls—-into the dragon's underground palace.

Though the structure is essentially that of the archetypal
quest the tale reads more like an exchange of gifts be-

tween two potentates. The second records the encounter of

a mortal with the Spirit of the Lo. She is entranced by
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his lute-playing and they carry on a refined discussion
upon a variety of subjects from iier relationship with
Prince Ssu of Ch'en (Ts'ao Chih)--she claims to be the
ghost of Empress Chen as well-—-to the realities of dragon
lore.

In the characters nearest to the archetype the god-
desses appear as an object to be won through victory in a
series of trials. Examples are Hung-hsiao in “"K'un-lun
nu," the Dragon King's daughter in "Liu I chuan," and Liu
Wu-shuang in "Wu-shuang chuan." Except for the last example
these women are all unnamed in the tales, which in part is a
result of their primarily symbolic significance as a goal
of the adventure and in part a formal characteristic of
ch'uan-ch'i tales. In each case the women are stunning
beauties and the captives, so to speak, of an older ad-
versary or adversary-like figure. They may or may not be
involved in the development of the action of the tale. 1In
"K'un~lun nu" Hung-hsiao personally initiates her own rescue
by signaling her willingness to Ts'ui, but in "Po yllan
chuan" Ou-yang's wife is an actual captive of the simian.

Another type of supernatural figure is the fox-fairy.
These are somewhat seductive and of relatively easy access.
They may be encountered as ostensible iiumans and only later
be revealed as supernatural beings. Examples are Fan-jen
in "Hsiang—-chung ylan chiehﬁ_ﬁﬁd’%@ﬁ% , Jen in "Jen shih
chuan", and Yﬂanjﬁ in "Sun K'o aﬁ'ﬁg . These figures

are regularly found in tales which represent only part of
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the archetypal pattern--the union of hero and goddess--
and which frequently end in a disappointing fashion for
the hero, since the goddess proves to be ultimately unat-
tainable. This demonstrates the difference from the fuller
archetypal pattern which shows that by proving his heroic
status through success in the trials the hero is entitled
to keep his prize.

The tale "Hsiang-chung yflan chieh" exemplifies this
pattern. Cheng finds a woman sobbing under a bridge. She
tells him her troubles and he takes her hohe. She is a
great beauty, skilled in poetry, and of some financial
means. After several years of life together she finally
tells him that she was banished from the Hsiang-chung
ggigg_ﬁi palace and is now free to return there. She
leaves despite his pleadings. This type of tale has a
certain affinity with the type of king and goddess meeting
described in the Preface to the "Kao-t'ang fu" ;%)i% ﬁéﬁ
by Sung YU g?.it and ultimately is related to the shaman-
goddess relationship of early religious practice.60 1ts

appearance in the T'ang ch'uan-ch'i tales is further evid-

ence of the influence of early thought, religion, and
literature on the T'ang authors.

As mentioned above, there is another aspect to the
female figure--the woman as temptress.61 In psychological
theory this aspect is a manifestation of the repressed

fears and desires found in the so-called Oedipal complex.
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The woman then becomes a symbol of such fears and is looked
upon with dread and revulsion. This aspect achieves lit-
erary expression as the vampirish gﬁigg that lure men to
their death with seductive charms, as in "Lao chiao" :%fﬁf
(TPKC, 425/29), or as murderous snake demons, as in "Li
Huang” & & (TPKC, 458/19).

The last major figure of the adventure to be consider-
ed herein is the enemy: he stands in an adversary relation-
ship with the hero in a struggle over possession of the
goddess. In an anthropological analysis this figure re-
presents the death of the natural world in winter, while
in the schemes of Raglan or De Vries this figure is de-
scribed as a dragon, monster, or a king. Campbell's scheme
refers only to fabulous forces to be overcome, but within
his psychoanalytical framework this refers to the successful
mastery of the various stages of psychological development.62

In the T'ang ch'uan-ch'i tales there are a number of

different types of characters representing the enemy. In
several tales there is a dragon which possesses either a
human goddess-figure or a treasure sought by the questing
hero. An example is the husband of the Dragon King's
daughter, the second son of the king of the Ching River,
who mistreated his wife and, together with his parents,
banished her to a lonely spot. Other draconic examples are
found in several TPKC entries, such as "T'ao Hsien" and

"Chou Han." In the first example the dragon is described
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in terms applicable to a human being, while in the latter
examples the creature is purely draconic. In the tale "Po
yllan chuan" the simian is also an enemy figure since he
steals away the hero's wife and is slain in the ensuing
combat engaged in to recover her (though for the complexi-
ties involved in identifying this creature see Chapter IV).
In these tales the identification of the enemy as such is
made with comparative ease, though this is not always the
case, especially when he appears in human form only.

When the enemy appears only in human form he is
usually an older man of considerable social or political or
financial power. This conforms to the archetype or stereo-
type of youth against old age in the struggle for immortal-
ity, personal or universal, which is present in much
literature. There are several examples in the T'ang

ch'uan-ch'i tales; "Wu-shuang chuan," in particular,

exemplifies the character of the enemy in the person of an
older figure, more powerful than the hero. First the hero
Wang Hsien-k'o attempts to win Wu~-shuang away from his
uncle but fails; then Wu-shuang is taken into the palace
and the challenge is even greater, but after a long period
the hero, with considerable help, finally succeeds in
stealing her away, but only at the cost of three lives.
This then shows the pattern of temporary defeat but final
victory with blood spilled. In this particular scene the

enemy nas become the emperor himself (a dragon!), the girl
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is won by trickery, and the blood shed is that of Wang
Hsien-k'o's helpers. A less obvious example of the enemy
is the official identified as I-p'in in the tale "K'un-
lun nu." Although I-p'in is a friend of the hero Ts'iu's
father and is very kind to Ts'ui, the girl says that she
was forced to be I-p'in's concubine and feels herself a
prisoner. She describes her situation to Ts'ui:

"I came from the northern borderland and my
family used to be rich," the girl told Ts'ui.
"But my present master was commander there and
forced me to be his concubine. I am ashamed that
I could not_kill myself and had to live on in
disgrace."”
In citing this example E. D. Edwards notes that,
During the T'ang period men of power and
wealth often took women into their households by
force, so that therxre were always beautiful
women %n trouble and young men anxious to rescue
them. ®
In the above examples we see that the enemy is either
in monster form (dragon or ape) or in human form as an
older male superior to the hero in some way. The goddess-
es, debased or otherwise, are held captive against their
will and welcome the younger rescuer. Though the details
of the individual tales differ greatly, the underlying

features obtained, thus demonstrating the pervasive nature

of the archetype.



NOTES TO CHAPTER TWO

lhu Ying-1lin, *ﬂ M‘);q Shao-shih shan-fang pi-
ts'unag, /}f'@’ A /ﬁ % 36, in Lu Hsin, A Brief
Histoxy of Chinese Fiction, p. 85.

2Lu Hstin, "Liu-ch'ao hsiao-shuo ho T'ang ch'uan-
ch'i-wen yu tsen-yang ti ch'li-pieh?" in Ch'ieh-chieh t'ing
tsa-wen, erh-chi, pp. 106-108.

W

-
5 Ky

¥ 76 % , in DKD, p. ii.

3Hung Mai, Jung-chai sui-pi A 7%

4Frye, Anatomy of Criticism, p. 186.

SHightower notes that ch'uan-ch'i tales could have
been composed by T'ang writers without the stimulus of a
practical goal. Topics in Chinese Literature, p. 77.

o2 E.
éChao Yen-wei i&lﬁ 15 , Yln-1lu man-ch'ao ¥} w4 2% % 7 @7 8,
in Liu Kai-jung, TTHSYC, P 14; and Ch'en Yln-k o in Ydan
Po shih-chien-cheng kao 7T 3 ,L é}'x >”\;r,w . P. ll6.

THightower, Topics in Chinese Literature, p. 77.

8Yau-woon Ma, "Prose Writings of Han YU and Ch'uan-
ch'i Literature, “Journal of Oriental Studies, vol. 7,
2(1969) p. 204.

2 2
9Yen Hui-ching, 54 %% , tr., "A Dream and Its
Lesson," p. 31, from Stories of 0ld China, Peking, Foreign
Language Press, 1958.

10"yen The Fox Fairy" in The Dragon King's Daughter,
p. l6.

11 p'ang~-jen hsiao-shuo p. 273.

12ror example, "Po yllan chuan" and "Jen shih chuan”
contain no poetry whatsoever.

137his can be found in the T'ang-tai ts'ung-shu,
p. 612.

ldurhe Dragon King's Daughter," in The Dragon King's
Daughter, p. 24.

15"g*un-lun nu," in The Dragon Kings Daughter, p. 88.

53



54

16pyurton Watson, Ssu~ma Ch'ien: Grand Historian of
China (New York: Columbia University Press, 1958),

————————

p. 131-132.

17"gen The Fox Fairy," in The Dragon King's Daughter,
p. 16.

181i Rung-tso, "A Lifetime in a Dream," The Golden
Casket: Chinese Novellas of Two Millennia, p. 117.

19vrhe White Monkey," in The Dragon King's Daughter,
p. 1.

20"gen The Fox Fairy," in The Dragon XKing's Daughter,

p. 6.

2lrhis by way of loosely borrowing Hanan's use of the
term describing the "purpose of this kind of story[which
is] to demonstrate a moral example, to drive home a lesson.”
P. D. Hanan, "The Early Chinese Short Story: A Critical
Theory in Outline," Harvard Journal of Asiatic Studies,
27 (1967) p. 191.

22"7he Dragon King's Daughter," in The Dragon King's
daughter, p. 19-20.

23vphe Governor of the Southern Tributary State," in
The Dragon King's Daughter, pp. 44-45.

24"7he White Monkey," in The Dragon King's Daughter,
p. 2.

25vThis point is developed throughout Campbell, Hero
with a Thousand Faces, but for concrete representation of
the correspondences compare the charts on p. 245 and p. 266.
Of course, mountain tops are often points of epiphany, but
here the location in the remote jugle reached only after
an arduous journey and the crossing of many barriers is
the clue. Jungles, the desert, and the ocean are common
symbols for the subconscious mind.

26v"Chang Feng,"” collected in isfi hsdlan kuai 1lu,
Li Fu-yen, ed., and reprinted in T'ang-jen hsiao-shuo,
pp. 218-219.

27campbell, The Hero with a Thousand Faces, p. 79.

28phillip Sun has studied the use of the grass motif
in Chinese poetry in terms of its various symbolic mean-
ings. "The Grass Motif in Chinese Poetry," Tamkang Review,
vol. 1, 1970, pp. 29-41.
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291n anthropology the standard work is Frazer's
Golden Bough; in folklore Stith Thompson's Motif-Index of
Folk-Literature; in mythology Jane Harrison's Themis,
Raglan's The llero, and De Vries' Heroic Song and Heroic
Legend; in psychology Freud's The Interpretation of Dreams
and Jung's Archetypes and the Collective Unconscious.
The description of such material as Chinese folktale types
has been accomplished by Chung Ching-wen A% JiX X in
his "Chung-kuo min-chien ku-shih h51ng Shlh", reprinted in
Min-su-hstieh chi-chiian, ?yi/\'ﬂ‘4% 5 1, 7, (Taipei:
Shang-wu, 1972) pp. 353-74, and by Wolfram Eberhard in his
monograph "Typen Chinesischer Volksmdrchen" (F. F.
Communications, Vol. 56, no. 120, Helsinki, 1937).

30The earliest description of the material in this
fashion appears to be that of J. G. von Hahn, whose scheme
consisted of thirteen motifs. His work Sagwissenschaftliche
Studien was printed in 1876. For an evaluation of this and
Raglan's scheme see De Vries, Heroic Song and Heroic
Legend, pp. 210-11.

3lraglan, The Hero, pp. 174-75.

32Jan De Vries, Herxroic Song and Heroic Legend,
pp. 211-216.

33Joseph Campbell, The Hero with a Thousand Faces,
pp. vii-viii.

34campbell, Ibid. pp. IX-X (see also pp. 36-37).

35campbell, Ibid. p. 30. This is perhaps the most
economical statement available of this process. For a
slightly more elaborate description with some helpful
explanation, see pages 245-46 of this same work.

36Campbell, Ibid. p. viii.

37piscussions on the methods of characterization em-
ployed or not employed, as the case may be, may be found

in 1Li Hsi fan, A "Ku~t1en hsiao-shuo jen-wu
ch'x;an tsaogman t'an san t'i," ¥ ,\IJ\aU/\. Con
Bl »p 2K 2 and "Hsing~ko, ¢h' Chle , chieh-
kc;‘u o Jein-w@tl ch'u-ch'ang," ’fﬂ’\ :ﬁf— *h;%'\ dEAE Fn
A9y ¥ both essays in Lun Chung-kuo ku-tien
hsiao-shuo ti i-shu hsing hsiang; Zro 3] 4 W )3
vﬁ%gf“" W. L. Idema, "Story Tefllng and the
Short Story in China"; and P. D. Hanan, "The Early Chinese
Short Story: A Critical Theory in Outline". These articles

are primarily concerned with vernacular fiction, the ex-
ceptions being Hanan's comparison of the narrative devices
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found in the classical tale and the vernacular story,

pp. 172-78 and Idema's discussion of c¢h'uan-ch'i influences
on vernacular stories. His comments on the use of poetry
are specially interesting.

38Frye, Anatomy of Criticism, p. 304.

3%W. L. Idema, "Story-ifelling and the Short Story in
China," p. 51.

40nrhe Dragon King's Daughter,” in The Dragon King's
Daughter, pp. 21-21.

4lcreel, Chinese Thought: From Confucius to Mao

Tse-tung, p. 30.

42wang Ching-hsien, "Towards Defining a Chinese
Heroism," Journal of the American Oriental Society, 95

(1975), p. 30.

433, Y. Liu, The Chinese Knight-Errant; for material
on the T'ang tales of chivalry see pp. 86-99.

443, Fontenrose, Python; the myth is summed up on
pp. 465-66. This concept did not originate with Fontenrose
but his work on this topic is the most extensive.

451n a hua pen ¥ % version of this or 51m11ar
material (Ch'ing-p'ing shan t'ang hua-pen //qku4g‘%z+
» 13 and Ku-chin hsiao-shuo él\,J

20), even though the scholar-hero is equally versed in
the literary and martial arts, and proves the latter in a
battle, he nontheless requires supernatural aid to over-
come the ape.

46rprc, 230/31.

47claire Rosenfield, "The Shadow Within: The Con-
scious and Unconscious Use of the Double," p. 314.

48xdwards, Chinese Prose Literature, Vol. 2, p. 26.

49a. J. Guerrard, "Concepts of the Double," p. 3.

50Campbell, Hero with a Thousand Faces, p. 6.

5lFrye, Anatomy of Criticism, p. 193.

52"The Dragon King's Daughter," in The Dragon King's
Daughter, p. 23.
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53For a discussion of the values of the Confucian
scholar in the present context see J. Y. Liu, The Chinese
Knight-Exrant, pp. 7-9.

54"The Dragon King's Daughter,” in The Dragon Xing's
Daughter, p. 29.

S5Frye, Anatomy of Criticism, pp. 192-93.

55Campbell, Hero with a Thousand Faces, p. 10.

57Campbell, Ibid., p. 10. Campbell also notes that
initiation rites or rites of passage are supervised by
such figures.

58Campbell, Ibid. p. 111.

59campbell, Ibid, p. 1l11.

60Hawkes, Ch'u Tz'u, p. 9.

6lcampbell The Hero with a Thousand Faces, p. 120 ff.

627his matter is discussed by Campbell in Chapter II
of the The Hero with a Thousand Faces; page 136 has a
specialiy clear explanation of this process.

63"rhe K'un~lun Slave," in The Dragon King's Daughter,
Pp. 89-90. i

64rdwards, Chinese Prose Literature, Vol. 2, p. 26.
Another example of this is found in the T’ang-tai ts'ung-
shu tale, "P'ei Tu," p. 548, which has the captured damsel,
the suffering hero, but instead of a wicked enemy, a
benevolent one who returns the young lady to the hero when
his suffering is noticed.




CHAPTER THREE

THE EMERGING PATTERN

The tale "Liu I chuan"! has been noted as "an out-
standing and sophisticated example of a T'ang novella,"2
and judging by the number of later literary adaptions this
evaluation is certainly justified.3 Not only is this tale
a notable literary achievement, it ~lso incorporates a
remarkable amount of extant literary and folkloric material
from a variety of disparate sources (see examples below).
Thus, it follows the well established pattern of many
Chinese masterpieces, such as Hsi-yu chi \gagﬁ“g ; and

. L
Chin P'ing Mei éi‘ﬁ&:hﬁ » Which draw in varying fashions,

upon material already circulating in some form, and then
further transform it into an individual work of art.4 ‘fhe
author's skillful combination of archetypal material and
literary arts has produced a highly regarded and frequently
imitated tale.
Summary

In the I—feng'i%;ﬂi period (A.D. 676-79) the failed
scholar Liu I:ﬁ?ﬁi is returning home to the Hsiang River
Valley when a rising bird causes his horse to bolt and take
him several miles off his course before finally coming to

58
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a stop near a bheautiful young woman tending sheep. Liu
notices her sad expression and asks the reason. She ex-~
plains that she is the youngest daughter of the Dragon
King of Tung-t'ing Lake and that she has been banished to
this lonely spot by the doting parents of her churlish
husband. ~

The Dragon King's daughter then begs Liu I to take a
letter to her parents as she herself cannot communicate
with them. Liu I proclaims his good intentions with
righteous indignation and she then tells him how to con-
tact her parents. He is to proceed to the bank of Tung-
t'ing Lake where he will find a sacred orange tree. He is
to change belts, knock on the tree three times, and a guide
will appear. Somewhat over a month later Liu I reaches
home and goes to Tung-t'ing Lake where he carries out his
instructions and is soon standing before the Dragon King
in his luxurious underwater palace. Liu I reveals his
mission and soon the whole palace is lamenting this mis-
fortune. The Dragon King warns Liu I that his information
should be kept from his younger brother the Prince of
Ch'ien-t'ang who has a reputation for being overbold and
destructive. However, his warning is in vain,

He had scarcely finish speaking when there

came a great crash, as if both heaven and earth

had been torn asunder. The palace shook and mist

seethed as in burst a crimson dragon more than a

thousand feet long, dragging after it a jade

pillar to which its neck had been fashioned by a

gold chain. Its eyes were bright as lightning,

its tongue red as blood, and it had scarlet
scales and a fiery mane. Thunder crashed and
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lightning flashed around it, then snow and hail
fell thick and fast, after which it soared up
into the azure sky.?

The Prince of Ch'ien-t'ang rescues his niece, and re-
turns to report that he killed six hundred thousand people,
laid waste to three hundred miles of land, and ate his
niece's husband. A great celebration follows and Liu I is
honored with many gifts and much praise. The Prince of
Ch'ien-t'ang during the course of the festivities suggests
rather forcefully to Liu I that he is just the right per-
son to marry his niece. Liu I's reply is a model of
Confucian righteousness:

For a moment Liu looked grave. Then he re-
joined with a laugh, "I never thought the Prince
of Ch'ien-t'ang would have such unworthy ideas.

I have heard that once when you crossed nine con-
tinents, you shook the five mountains to give
vent to your anger; and I have seen you break the
golden chain and drag the jade piller after you
to rescue your niece. I thought there was no one
as brave and just as you, who dared risk death to
right a wrong, and would sacrifice your life for
those you love. These are the true marks of
greatness. Yet now, while music is being played
and host and guest are in harmony, you try to
force me to do your will in defiance of honour.

I would never have expected this of you! If I
met you on the angry sea or among dark mountains,
with your fins and beard flying and mist and
rain all around, though you threatened me with
death I should consider vou a mere beast and not
count it against you. But now you are in human
garb. You talk of manners and show a profound
understanding of human relationships and the
ways of men. You have a nicer sense of propriety
than many gallants in the world of men, not to
say monsters of the deep. Yet you try to use
your strength and temper--while pretending to be
drunk-~to force me to agree to your proposal.
This is hardly right. Although small enough to
hide under one of your scales, I am not afraid

of your anger. I hope you will reconsider your
proposal.”
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Then the prince apologized. "Brought up

in the palace, I was never taught etiquette,"

he said. "Just now I spoke wildly and offended

you--~your rebuke was well deserved. Don't let

this spoil our friendship."

The next day Liu I takes leave of the Dragon Palace,
but not without some wistfi thoughts of the Dragon King's
daughter. He returns to his home and becomes wealthy by
selling merely a portion of the gifts presented to him by
the dragons. After two marriages, both of which end in
the death of his wives, a go-between successfully proposes
a match with a girl who turns out to bear a strong re-
semblance to the Dragon King's daughter. When he recounts
to her his underwater adventures she at first ignores the
matter, but finally, after successfully bearing a child,
she admits her saurine origins. She claims that she is
repaying his kindness and that she would truly be grateful
if he would keep her. He protests his love for her, saying
that their union must have been fated. She offers to share
her immortality with him and they return to Tung-t'ing
Lake for a visit. After forty years (some say twenty) of
princely life on land they make a final return to the Lake
and only appear to mortals once thereaftex. The disputation
expounds upon draconic virtues.

The English word dragon is usually employed as the
standard equivalent of the Chinese term lggg-%é . At
times, however, the word dragon may also represent a
creature know in Chinese as the chiao y% , which is usually

described as a "hornless dragon. There are distinct
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qualitative differences between the two creatures and there
are no observable phonological or graphic cognations in the
words and graphs. In general the chiao is not a benevolent
or auspicious creature, and, in comparison with the lung,
is much more likely to bring harm to whoever encounters
one.

As to the specific characteristics of the chiao, the
Shuo wen %ﬁ;ﬁ: mentions that "it is in the dragon cate-
gory, the leader of the three thousand types of pond fish
ch'ih-yti Sﬁ.é?\ , capable of flight and commands fish.
It flees when nets are placed in the water."’ The Shan
hai ching J1ﬁ§ﬁ§‘says that "Large chiao are ten plus mea-
sures in circumference, have eggs (the size of) one or two
stone crocks, and are capable of swallowing men." The
Shu i chi }jijzétJ says, "Tigers and fish when old become
chiao."8

Descriptions of the chiao vary. Once an official in
pursuit of chiao skins for drum covers obtained a des-
cription from a certain southern monk who said that chiao
have the form of a leech and are covered with a foul-
smelling, sticky slime. The head is rodent-like and has a
white spot.9

The chiao was not an overly popular creature with the

writers of the early tales. It figures in only thirteen

T'ai-p'ing kuang'chi entries under the chiao category

(though it does appear elsewhere in the collection) and

did not find its way into the "popular prose novellau"lo
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In a discussion of the chiao or kraken Edward Schafer

refers to them as "a dreadful kind of dragon ... serpen-
tine draculas, thirsting for human blood."!l 1n this
discussion Schafer evolves an antithesis of benevolent and
malevolent "dragons," lung and chiao respectively, and this
indeed appears to represent the weight of opinion, or, at
least, the tendency on the part of the writer of depicting
or reflecting a moral dualism. However, a reading of the

thirteen T'ai-p'ing kuang-chi entries under the rubric

chiao presents a somewhat less concrete case against this
creature. From the point of view of the qualigy of re-
lationships with humans the chiao in these tales can be
judged as beneficial (one tale), neutral (six tales) and
harmful (five tales). Thus, the preponderance of material,
at least that recorded in the TPKC, does not conform to the
popular conception of this creature.

One story, interestingly enough, presents an entirely
unconventional picture of the chiao. The Confucian scholar
Wang Chih ji%ﬁ\ , while traveling by boat, is approached
by two men who reveal themselves as heavenly emissaries
and say that they are on a mission to destroy two rapacious
merchants. Wang Chih is advised to change his ;resent
mooring which is where the punishment is scheduled to take
place. He does so and next day witnesses the destruction
of the two merchants in a sudden storm. Several hundred
other witnesses were present and someone among them upon

hearing Wang's story explained that in this place a pair
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of chiao were at times seen. They further ventured that

the chiao had drowned the merchants in accordance with a
heavenly decree.

An interesting feature of this piece is that during
the first meeting between Wang Chih and the two chiao
there is a dialogue on the meaning of the Confucian sayings,
"The Master did not speak of gods and marvels" '9’4/\ %2? 'I’Ztl:'
and "Revere the ghosts and gods yet keep them at a dis-
tance"” %Kﬁi**fﬁﬂgf\.lz On being challenged to defend
these principles Wang explains that the former is to avoid
any misconceptions about the classical teachings and that
the latter is to protect normal human relationships. The
two chiao (always in human form) then said that thgy werxe
neither ghosts nor mortals and announced the highly righ-

teous purpose of their visit. Thus the piece is in part of
persuasion that, in this instance at least, the chiao in
carrying out the destruction of mortals are actually per-
forming a righteous deed upon heavenly command.

The chiao were not always so fortunate in their re-
lations with humans. In one piece titled "Han Wu and the
white chiao," 7;{5\,;@2}( Emperor Wu-ti of the Han while
boating at night catches a chiao about three to four chang
long and has it minced. The flavor tastes unlike anything
else. In another brief piece "Hung Chen"ﬁaﬁ a chiao
transforms itself into a replica of a man and makes off
with his intended a month before the wedding. When the

bridegroom finally comes to fetch the bride the truth
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outs and he sets off on revenge. He succeeds in killing

the chiao, still in human form, but finds that his wife is
now also a ggigg.l3

From these examples we see that the chiao is a complex
creature, at times powerful and at times rather helpless.
While they undoubtably have magical powers they can also
be killed and even eaten by humans. The distinction be-
tween being powerful and powerless is made along moral or
ethical lines. Thus, Emperor Wu—-ti of the Han had great
te jis or virtue while the cuckolded would-be bridegroom
had the power of moral indignation among his resources.
On the contrary, those men falling victim to the chiao
inevitably responded to their ostensibly seductive ad-
vances and thus exhibited a fatal moral laxity.

The main features of the chiao were described above.
In addition it should be mentioned that they have power
over the storm elements including thunder and lightning;
however, they are in no way associated with the all-
important fertilizing rains, as in the lung. They are also
capable of various transformations and, in one case,
flight.14 They frequent such places as rocky lairs and
stone bridges, though they often appear in various shapes
lurking in or near the water. Though we have demonstrated
that they are not always depicted as manifest evil, the
fact remains that the chiao is not merely inferior to the
lung but also is its very antithesis. This interesting

polarity is not mere happenstance; rather it involves a
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juxtaposition of opposing moral qualities in these two

draconic counterparts, the one an embodiment of a complex
of positive qualities, the other no more than a scapegoat
for various aquatic or meterological catastrophes.

The most commonly known "dragon" creature is the
lung. This is an exceptionally complex figure with a be-
wildering array of powers, transformations and attributes.
Its closest relative in nature, and perhaps the ultimate
model is most likely the snake, or, if not, then some
lizard~-like, serpentine creature. This conclusion is
based on the physical resemblance of the pictorial repre-
sentations available.l5 The early graphs show a legless,
serpentine body with what apparently are horns or, at least,
are said to be horns or else fleshy protrubances. The
shell and bone inscriptions have minimal hornlike repre-
sentations while the drawings of later periods are more
elaborate.l® According to one authority the bone or bronze
inscriptions picture nothing more than large mouthed
snakes.l” Despite this rather prosaic beginning the lung
was soon noted not only f&r its distinctive appearance but
also for its manifold powers. Quotations in pre-Ch'in
works invest the lung with powers to submerge in water and
fly18 and produce sunlight.19

By the end of the Han Dynasty the capabilities as~
cribed to the lung multiplied several times over and were
described by many of the leading writers and thinkers of

the times. The following quotations are to a great extent
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overlapping, and of course may represent widely disparate

periods, but in fact they serve to emphasize the particular
symbolic values associated with this creature.
The dragon coalesces and attains form, dis-
perses and achieves variegation; it rides upon

clouds and nourishes on yin and yang. (Chuang
Tzu, "T'ien ylin p'ien")

Dragons are born in water, wear the Five
Colors and roam; therefore they are gods. Con-
tracting they transform into silkworms, expand-
ing they fill the earth, ascending they rise to
the clouds, descending they enter deep springs.
The transformations occur regardless of the time,
and the ascents and descents occur regardless of
the season, this is called godly. (Kuan Tzu,
"Shui ti p'ien")

The god-dragon is capable of ascending or
descending, expanding or contracting, darkening
or brightening, shortening or lengthening.
(Shuo_ytlan, "Pien wu p'ien")

Senior among the scaled creatures,

Capable of occultation--capable of illumina-
tion,

Capable of slimness--capable of hugeness,
Capable of contraction-~capable of extension,
It climbs to the sky at spring's division,

It plunges in the gulf at fall's division.
(Shuo-wenzo)

This then is why the dragon is a god; be-
cause it can retract or extend its body, and mani-
fest or demanifest its form. (Lun-heng, "Lung-hsi
p ! ien")

But the reason why the dragon is looked upon
as a spirit is because it can expand and contract

its body, make itself visible or invisible.
(Lun Heng, "Lung-hsu p'ien")

These passages list several additional capabilities of
the lung, but the most persi~tent idea that runs through
them is that of change or transformation. The dragon is

described in some detail in terms of its ability to change
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at will its size or shape or even disappear. The sub-

ject of change was of great interest to some early Chinese
thinkers, especially the Taoists, Naturalists, and

Logicians.21

In the above examples the types of change
are described through a cataloguing of antithetical at-
tributes, such as expansion and contraction, manifestation
and demanifestation, occultation and illumination. The
possession of such capabilities is one of the features
which defines the dragon as a god (shen 4% ), and this
also appears to be one of the requisite attributes of the
supernatural being.

The items listed in the above quotations all portray
the dragon as a divine creature endowed with a great
variety of supernatural powers. Whatever size and shape
the dragon assumed it was invariably regarded with awe.
Its associations with the rainbow, clouds, mist, and rain
are iﬁportant aspects of the dragon as a fertility symbol.
Though this is true in bofh North and South China, in the
latter area the importance of water transportation with
its attendant dangers and the dragon's strong associations
with the water element then added to the complexity of the
feelings with which its powers were regarded.22 However,
the phenomena associated with the dragon were not always
beneficial. The connection with meterological phenomena
also extended to such calamities as thunderstorms, tempests,
whirlwinds, and floods, which were brought about by great

battles between dragons.23
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Because the dragon had achieved such a high level of

complexity and broad range of symbolic values at such an
early point in time the writers of later works had a great
mass of legend, myth, and anecdote to draw upon. That

they put this wealth of information and material to ex~-
tensive use is shown by the many entries in the T'ai-p'ing
kuang-chi, altogether eighty-one titles in the lung section.
Although the individual items collected in the TPKC are
drawn from sources covering a great range of time, a plot-
ting of the treatment of dragon figures does not reveal

any noticeable differences in their symbolic significance
or in the attitudes toward them. There was a free selection
from the compl. t of features which were present by the end
of the Han Dynasty.

However, there are two noticeable changes: human
transformations are more apparent in later periods, and
Indian and Buddhist influences have extensively influenced
some materials. An example of the latter is a Brahman
chant which changes a man~eating dragon into a person,
namely a personification of evil.?4 This then would be a
Naga or Indian snake demon which is duly exorcised by
Indian magic.

The human transformations of non-Indian dragons are
considerably more important since they demonstrate the de-
cline of divine draconic figures, women usually, such as
Nii Kua, Shen Nl and Lo Shen into less exhalted creatures

with a noticeable decrease in symbolic and mythological
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significance. This is to say that the human avatars of

the dragon were originally confined to deities in human
form, but that later the human manifestations often were
quite mundane, sometimes even subject to mortal will or
requiring human aid, though such help may not always be
useful, as is shown in the tale "Li Ching" %Efﬁ .
While out hunting Li Ching encounters a dragon mother who
has just been ordered to produce a certain amount of rain
for an area. Because the dragon-riders are away she asks
Li to substitute for them and he agrees. When he bungles
the assignment she is punished with a canguing.25

The most common function or association of the dragons
in the TPKC entries has to do with rain-making, or with
wind, rain and clouds. Dragons can cause rain when plied
with the appropriate prayers and sacrifices, or, as fre-
guently, when they have been accidentally or purposefully
disturbed. They can even be capture, bottled, and sold as
rainmakers. 29 They can cause or control storms, again as
a response to a human transgression27 or need. A human or
non-human figure may transform into a dragon and produce
rain and wind. Dragons may also appear in somewhat strange
dragon-like forms yet not reveal their draconic nature even
unto death.28 fThe simple appearance of a dragon may be
taken as an auspicious sign and such reports might be re-
warded.2? As virile water creatures dragons may impregnate
women who venture near streams or rivers.30 The progeny

usually manifest a draconic appearance but are endowed with
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the human quality of filial piety.

Another function or association of the dragon is in
the role of chaos in the cosmic combat myth. In this role
a draconic figure steals away the fertility of the world
and thus 1s responsible for the annual seasonal decline in
autumn and winter. Fertility is restored only by engaging
the dragon in combat and thus permitting the continuation
of the seasonal cycle. Though this seems antithetical to
the characteristics mentioned above, in the logic of myths
the merger or twin identity of otherwise antithetical
phenomena are in no way contradictory; there is even a
certain economy of expression. Since fertility is often
symbolized by treasures, dragons standing guard over
treasure are manifestations of chaos or the powers of
darkness, which must be engaged in combat to secure the re-
lease of the treasure.3l By upsetting the natural cycle a
dragon may cause flooding, and when the dragon is engaged
in combat and vanquished the flooding will then cease.32

For some literary works the various materials which
have contributed to the more sophisticated versions can be
shown to have followed a certain pattern of development or
to have been combined along definite lines. This is par-
ticularly noticable in "Pu Chiang Tsung po yllan chuan," as
shown above, which shows, in the literary remains at least,
a fairly clear line of development. This is not the case
with the material which contributed to the making of the

T'ang dynasty tales about dragons, especially the tale
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"Liu I chuan." The primary reason for this situation is

the multiplicity of sources which contributed to the de-
velopment of this tale.

Scholars who have considered this question have de-
termined that the main features of "Liu I chuan" are
derived from Six Dynasties folktale motifs. The pattern
is as follows:

1) A man saves the Dragon King's daughter,

2) To repay this good deed the hero is invited to the

dragon palace,

3) The son or daughter of the Dragon King secretly

instructs the hero to seek a favor of the Dragon

King, and

4) The hero receives a beautiful wife and, sometimes,

a great treasure.33
It is true that these four elements are all present in the
tale "Liu I chuan" and that they are prominent in the later
versions of this same material. In this sense they cor-
respond with a universal pattern of folktale.3% fThe prob-
lem, however, is to determine when these various motifs
actually were first found in the chih-kuai tradition.

The first item, the rescue of the Dragon King's
daughter, or son, does not appear in literary records until
the late T'ang dynasty. Although this certainly does not
exclude the possibility of an oral tradition current in the
T'ang dynasty, without some concrete evidence such judg-

ments are premature. Furthermore, social conditions are
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a factor to be considered and the well-established practice

for the T'ang scholars to acquire social status through
advantageous marriages argues for the origin of this fea-
ture as a literary response to a social condition.33 Aas a
corollary of this proposition it is notable that marriages
and/or matings between humans and dragons are not a feature
of pre-T'ang chih-kuai materials.3® This feature, the
scholar-beauty theme, is actually a resurgence of an an
cient pattern that is found in comparatively early works,
only with a different set of characters. This pattern is
basically a fertility ritual which had its origins in the
mating of the magician-king with a female fertility symbol,
or an equally powerful figure.37 The archetype has been
blurred both by passage of time and by the various literary
treatments of the material. Separate traditions, namely,
northern and southern, also contribute to the particular
admixture of materials found in these tales.38 Despite the
grave dangers potentially inherent in such disarming
generalizations there is a certain value in hypothesizing
such an underlying structure. In the present case the
universal appeal of the scholar-beauty alliance which play-
ed such an important part in post-T'ang literature
obviously has roots in both myth and folklore, as was

shown in Chapter One. The emergence of this archetypal
pattern in literature during the T'ang dynasty is a result
of both literary and social conditions. The literary

conditions have been stated thoroughly by Ma Yau-woon and
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may be summed up as the development of an effective prose

style created expressly as a vehicle to serve a didactic

purpose.3? Another factor is the well-known practice of

40

hsing-chllan and wen-chflan. A further consideration and

one which reflects important social changes is the breakup
in the latter part of the T'ang dyrasty of the powerful
aristocratic family cligues which had dominated the upper
echelons of government and society for a considerable
period of time.4l fThis important development in the re-
lative social and bureaucratic opportunities made available
to this group of men contributed a psychological stimulus
to their imaginaticn. The possibility of forming an al-
liance with such hitherto unapproachable mates achieved
literary expression in both fantasy and realism. This pro-
cess was not one of the development of a new type of
literary content but rather the re-emergence of an archty-
pal pattern in a new milieu of social freedom.

In the examination of the possible sources for the
material for "Liu I chuan" one discovers that there are
prototypes for the narrative pattern in other genres, but
that the highly complex association attributed to the
dragon figure nearly defy attempts to find a clearcut
prototype. Even the identification of the model in nature
is unclear because the creature, very likely the snake, is
already transformed beyond positive identification in the

42

earliest graphic renditions now available. Even in

these early records the dragon had already become a
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supernatural creature and as such readily acquired various

manifestations and special qualities.

Despite the complexity of the material available on
the dragon creature, it is possible to trace certain lines
of development which led to the tale "Liu I chuan." This
tale as well as contemporary and later tales share a set of
features which, because of their individual nature and
established relationships within the complex of archetypal
features, are consequently self-defining as a sub-type.

A considerable number of T'ang and pre-T'ang tales
share a notable proportion of these common features.

Among these features are such characters as the scholar-
official hero, the draconic beauty, the dragon king; the
motif of a mortal rendering aid to a dragon (usually
female); reward for services rendered; and such minor
motifs as the delivery of a letter, knocking on a tree to
annouce arrival, an excursion underwater, and the under-
water palace.

One of the least embellished pieces which demon-
strates these shared features describes the adventures of
Cheng Jung ﬁ;é;.

In the thirty-sixth year of the Ch'in

dynasty (211 B.C.) the emissary Cheng Jung was

carrying a letter from Kuangtung to Kuanghsi.

Upon arriving at the northern side of Mt. Hua he

saw a plain carriage drawn by white horses des-

cend Mt., Hua. Suspecting [they] were non-human

he stopped and waited. They arrived and in-

guired of Cheng, "Where to?" He replied, "Hsien-

yang." The charioteer said, "I am a Mt. Hua

emissary and wish to entrust you with a letter
for the Lord of Hao-ch'ih /fJ:p, . Your road to
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Hsien-yang passes Hao-ch'ih where you will see
a large catalpa tree. With a patterned stone
knock on the tree and someone will respond.
Just give the letter to him. Jung carried out
the instructions and with a stone hit the
catalpa tree. Indeed someone came to fetch
the letter. Next year the Ancestral Dragon
(Ch'in Shih huang-ti) died.43
The features of the emissary, the letter, the knocking
on the tree, and the response from the submarine world are
all primary features of this story type, and will be noted
in the following examples. The presence of the plain car-
riage is peculiar to this story and probably stems from
the nature of the mission: the announcement of the death
of the emperor.
Additional examples demonstrate that there is an
obvious pattern of mutual influence or common borrowing
at work. The repeated occurrence of similar features
employed in such similar narratives can only be ascribed
to a common source or sources. Although a pattern of in-
fluences could be hypothesized by dating the texts in-
volved, this would not account for the highly likely
presence of oral sources or of texts which are no longer
existant. This next example demonstrates the great
similarity that exists within a small number of stories:
In the middle of the Chin_% dynasty a man
from the District of Chung-su went on a mission
to Lo-yang. He completed his business and was
about to return when suddenly a person en-
trusted him with a letter saying that his home
was in front of Kuan-ch'i where among the stones
there stood a cane tree. "[You] simply rap on the
cane tree and then some person will fetch [the

letter]." The emissary followed the instruc-
tions completely and indeed two persons emerged
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to receive the letter. Moreover, they invited
him to enter the aquatic palace. His clothes
were not wet. He said that this was unreal.
Thus it is that in transformations there is
nothing which cannot be.44

Here again we find the man on a mission being en-
trusted with the delivery of a message toan aquatic ad-
dress. The announcement of his arrival by rapping on a
tree is repeated; the main addition is the invitation to
enter the aquatic environment. This is an important step
since it permits a mere mortal to enter a supernatural
realm without personal danger and without any magical
prerequisites, such as those performed by shamans. (The
practice of knocking on the tree has an obvious source in
magical practices, but is obscured in this story-type).

The piece "Kuan-t'ing chiang~shen" ‘:féﬁ))’? '}1\'1;"? "The
River God at the Observation Pavilion" demonstrates the
already established set of common features:

During the Ch'in period in Chung-su hsien
there was an altar to the River God of the
Thousand Mile Pavilion. Passers~by if dis-
respectful, became mad, ran off into the
mountains and transformed into tigers. A per-
son of Chung-su on his way to Lo-yang met a
traveler who entrusted him with a letter saying,
"My home is in front of the Pavilion Temple,
right where a cane tree grows among the stones.
You but rap on the cane tree and someone will
respond."” The Chung-su man then returned and
followed these instructions. It turned out that
two persons emerged from the water, took the
letter and submerged. They subsequently re-
turned and said, "The Lord of the River desires
to see you." Not realizing how, he followed
them. He saw that the buildings were exquisite
and beautiful. He ate and drank of delicious
aromatic foods and engaged in discussions. It
was not different from the world of men.
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This piece demonstrates a greater attention to detail

than did any of the preceding pieces. There are a number
of similarities with the examples mentioned above. First,
there is the historian's device of a location in space
and time made with dynastic and place names, the man away
from home who is entrusted with a letter and a mission by
a stranger, the collocation of the traveler's home and
the stranger's goal, the location of the goal near a tree,
the special téchnique for summoning someone, and the visit
to the underwater palace. The location of the river
pavilion is shown to be of important magical significance
and the activities of the underwater palace are demon-
strated to be essentially the same as those of mortals.

At this stage of development this story~-type is little
more or perhaps no more than a chih-kuai anecdote. Al-
though it has or may have a multitude of details the
characters are undeveloped and without motivation while
the events are uncomplicéted and lack narrative interest.
Indeed, the only points of interest are non-literary--
the supernatural phenemona. From a consideration of the
wealth of detail expended on this particular aspect it is
obvious that the illustration of supernatural phenomena
is the rain concern of the piece. In order to provide
more dramatic appeal for the readers certain other feat-
ures are necessary. In this particular type of tale (i.e.,
"Liu I chuan") the elements of a "maiden in distress" and

material reward for services rendered are added in wvarious
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ways. The results are twofold: there is a definite

movement toward a more aesthetically satisfying pattern of
events and character relationships; there is also an
emergence of archetypal patterns of behavior.

One main step forward in the development of this story
type is the reward for services rendered, usually the de-
livery of a letter. In one story, “'Hu-mu Pan" $ﬂ1§1ﬁ1 ’
the elements present in the early versions all appear, and
in addition, there is the added feature of a reward. A
summary follows:

Near Mount T'ai Hu-mu Pan encounters a servant who
leads him to an underwater palace where the host first en-
tertains him and then asks that he deliver a letter to his
son~in~law, Ho Po 35}4H the Spirit_of the Yellow River.
Hu-mu is told to take a boat to the center of the Yellow
River knock on the side of the boat and someone will appear.
This all takes place, and he is eventually invited to the
underwater palace. "He need only close his eyes and will
then arrive there." After a feast he is presented with a
pair of cloth shoes and he then returns to the upper world.
A year later he again finds himself at the side of Mount
T'ai and again gains entrance to the underwater palace on
a tree near the water. After visiting with Ho Po, Hu-mu
Pan goes to the toilet and sees his father walking in
chains. He is told that this punishment can be alleviated
by building a shrine. Although Ho Po advises against

interfering with the nether world Hu-mu Pan disregards this
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advice. The result is that his sons and grandsons all

die off. He makes another visit to Ho Po and is told to
make the proper sacrifices in order to promote the well~
being of his posterity.46

The shared features are the unexplained request to
deliver a message, the type of place to which the visit is
made, the method of ann(-incing oneself, and the underwater
visit. The reward of a pair of green silk shoes actually
goes largely unnoticed in this piece since the greater re-
ward is Ho Po's advice regarding tiie preservation of Hu-mu
Pan's posterity. The feature of material reward is fully
developed in the T'ang tales but actually has several
sources in the earlier Six Dynasties pieces. The motif of
a great treasure guarded by a dangerous dragon or of great
wealth possessed by an underwater creature, usually
draconic, is not uncommon in world literature and had a
relatively early introduction in Chinese literature, as is

shown here in the Liang dynasty tale "Chen-tse tung" ﬁg%?ié{

While wandering about south of Mount Tung-t'ing, Yang
Kung #? Q‘ falls into a deep pit and at the bottom dis~
covers a path that leads to a dragon palace, where he
stays for over one hundred days. (It is later explained
that the scent of wax on his clothes protects him from
harm.) After Yang manages to leave the pit Emperor Wu-ti
of the Liang dynasty (502-549) hears of his exploit and

seeks information from Chieh Kung ?t\ﬂg , who reports
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that dragons possess great treasures. Chieh Kung further

provides detailed information on the various dragons now
made accessible by the discovery of this cave. The
emperor instructs Chieh Kung to mount a campaign to secure
dragon treasure, which he does with considerable success.

Tse-ch'un entered the cave and reached the
dragon palace; the chiao gatekeeper smelled the
wax on his clothes and could only bow in
obeisance. Tse-ch'un presented him with one
hundred fried swallows and had his presence
announced. He presented the best of the fried
swallows to the dragon woman, who tasted them
and was greatly delighted. He further present-
ed a jade missive (imperial communication) and
glaucous earthenware, following in detail the
emperor's orders. In the cave there was a
thousand~year old dragon capable of effecting a
human transformation and entering the world of
men. Thus he was good at translating the common
speech of the times. When the dragon lady be-
came aware of the emperor's homage she repaid
it with three large pearls, seven small pearls,
and a shih of assorted pearls. She then com-
manded Tse-ch'un to ride a dragon and carry the
pearls back to his native country.... The em-
peror showed the pearls to Chieh Kung, who said
that of the three large pearls one was an inferior
grade of the Heavenly Emperor's Lucky Pearls4¢7, ,
and that the other two were middle-grade black-
dragon pearls. Of the seven pearls two were in-
sect pearls and five were a high grade of sea
oyster pearls.

Obviously there are great gains to be made if one ven-
tures into the dragon's realm with the proper preparations.
Other aspirants to such gain were not always so fortunate,
as is shown in a pair of rather similar stories "T'ao
hsien" by Shen Chi-chi48 and "Chou Han" by P'ei Hsing49.

In both stories a scholar acquires a non-Chinese
slave who is skilled at diving underwater. These scholars

spend their time traveling about on boats and at times
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throwing valuables into the wate: and ordering the slaves

to” retrieve them. In the tale by Shen Chi-chi the
treasures are captured by a dragon who kills the slave
Mo-K'o. 1In the tale by P'ei Hsing the treasures are lost
to a monster and the slave later loses his life while at-
tempting to steal treasure from a dragon down a deep
well, >0

Another line of development that contributed to the
Liu I tale is the common device of a woman--a dragon
woman--in distress. Typically, she is not in any immedi-
ate physical danger but rather is unable to personally
extricate herself from a difficult situation and therefore
wishes to communicate with someone, usually a member of
her family. A mortal serves as her messenger and she
thereby incurs a debt to him (the sexes are conventionally
so apportioned). Though the motif of the message was
present from the beginning, at this point logical moti-
vation is finally introduced.

The origin of the woman-in-distress motif is related
to the seasonal cycle and in this cycle the loss of fer-
tility is associated with winter. A fertility figuxe or
symbol thereof is supposedly stolen away by another figure
representing chaos, i.e., the disruption of a proper
natural seasonal cycle. A heroic figure then engages this

enemy in mortal combat in order to restore fertility to the

community.
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In "Liu I chuan" the dragon woman is easily

recognizable as a fertility figure because of the sheep-
like creatures eﬁtrusted to her care. They actually are
rainmakers, "such as thunder and lightening."51 This in-
formation then sheds light upon the events of the two re-
lated stories mentioned immediately above which collocate
precious objects with dragons. In symbolic terms precious
objects of various types represent fertility, so the
struggle with the dragon over such treasures is a variant
of the cosmic combat myth that appears in euhemerized form
in the Shu chingsz.

The appearance of the fertility figure in such a role
is the product of two pervadiﬁg trends. One is the grad-
ual debasement of the divine figures previously portrayed
in the material based on the archetypal pattern. For
example, the ancient water goddesses—-—-sometime dragon
women—--were for the most part self-reliant and, though
seductive at times, generally aloof. Such beings as Lo
Shen, Shen Ni#i, and N Kua could hardly have displayed any
weakness which would require mortal aid.®3 The theme of
the mortal woman-in-distress appeared in fiction also in
the T'ang Dynasty, most brominently in the tale "Ying-
ying chuan," but more importantly in the "Po yiian chuan."
There is an obvious relationship between the myth of
dragon-battle, transmogrified of course, and the loss of a
fertility symbol. (The details are discussed in the

section following.)



84
The second trend is the emergence of an archetypal

pattern in fiction coincidental with the development of
creative fiction. The essence of this dual development is
that a member of the literati, in writing of himself,

chose a flattering self-image, that of an ancient magician-
king, such as that of Ch'u Hsiang-wang in the "Kao-t'ang

fu," and utilized the archetypal pattern of a sacred king
meeting a fertility goddess. In order to appeal to a con-
temporary readership the figures were cast in the scholar-
beauty roles, with certain supernatural variants for the
beauty. The scholar-centered nature of these stories (an
heroic pattern) is further emphasized in that he personal-
ly aquires magical powers, such as transcendence, only in
the final portions of the narratives.

Both Wolfram Eberhard and Uchida Michio, working in-
dependently it seems, identify the Liu I tale, and hence
the underlying pattern, as a folktale type.54 Folktales,
of course, are based on the same archetypal patterns that
underly myth and legend. The different analysis is, for
the most part, a different reading of the symbolism
underlying the imagery. The folklorist may see the dra-
gon's gifts as only economic reward while the mytho-
grapher may see it as fertility. The folklorist may see
an evil dragon as a wicked uncle while the mythographer
may see it as the enemy Chaos.

There is also another factor to consider, that of
outside influence, especially from India. Indian reli-

gious beliefs enable Brahmans to have power over
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magical beings by means of magic spells.®3 A T'ang

example of this theme is recorded by Chang Tu ﬁ%i%
who lived somewhat later than Li Ch'ao-wei. Chang re-
cords that a hermit Jen Hsil 41wﬂﬂ was visited by an old
man claiming to be a dragon and in need of his help.
Because of his wisdom and virtue Jen Hsl qualifies for
such a task. The dragon avatar teaches Jen Hsl a magic
spell and asks him to go to a certain pond two days hence.
Arriving at the pond Jen Hsll discovers a Taoist uttering a
spell which drains the pool and thus threatens the dragon's
life. The counterspell uttered by Jen Hsll proves superior
to the Taoist'’s magic and after three futile attempts with
his spell the Taoist finally leaves. The dragon promised
Jen Hsll a great reward; this turns out to be a valuable
pearl which is eventually sold to a foreigner for a great
price.>6

The valuable lesson demonstrated in this piece is
that a mortal can be of assistance to a supernatural
creature; it further demonstrates that the supernatural
creature will exhibit gratitude in terms of material re-
ward. Of course, it also demonstrates that a dragon can be
endangered even by a creature in human forxm, and thus pre-
sumably human. An early date for Indian influence is
shown in a very short piece, purportedly from the Northern
Weli Dynasty, titled "Sung Yin."

On a mission to the Western regions Sung Ylin comes

upon a pool inhabited by a poisonous dragon which had
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previously eaten some five hundred mexchants. The King

of the country, Ch'ih, upon hearing of this, abdicates
the throne and studies Brahman magic spells for four
years; after finally mastering the techniques he subdues
the wayward dragon, which then assumes human form and re-
pents of its evil ways.2’ The use of Indian terms such

as Brahman (P'o—-lo-men %gwﬁ%?ﬂ ), and poisonous dragon

(tu-lung 5§ﬁéA ) constitute direct internal evidence for
foreign influences. Indian nagas, snake demons, often in-
distinguishable from dragons, were as likely to be evil as
good and were subject to the powerful spells of the
Brahmans. °8

A closely related theme is the union of the mortal
rescuer with the rescued dragoness. This particular type
of union, mortal with supernatural being, has a great many
variations and finds expression in both literary and oral
traditions. The literary tradition probably can be traced
back to the practices of ﬁhe shamans who transport them-
selves into an ecstatic state and experience a spiritual
union. This was sometimes believed by some to be an actual
physical union with a divine being, though only the al-
legorical expression of this practice found its way into
literature, and that as an unsuccessful quest.60 fThis re-
lationship between shaman and divine being is a theme
peculiar to and highly developed in the poetic tradition.
The Ch'u Tz'u offers the first examples of literary treat-

ment, and later treatments of the same theme are found in
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the Kao-t'ang fu" and the "Shen-nti fu."6l

Finally, in the T'ang dynasty this archetype achieved
expression in two forms: one poetic, as in the myotho-
poeic outpourings of Li Ho ‘ériﬁ (790-816); the other,
prose narrations describing the union of scholar-hero and
supernatural women (such as dragon women or fox fairies,

or, in a realistic vein, tales of the Ts'ai-tzu chia-ijen

j 343 A_ scholar-beauty type.62

The features of the prime prose examples of this
archetype are discussed in the following section. Before
going on to that here is one final example of the degree
of realism that gradually crept into this archetype.

Liu Tzu-hua of the T;ang dynasty was the
magistrate of Ch'eng-tu. One day about noon a
calf-drawn carriage appeared unexpectedly. In
front and behind, as escort and suite, were
women on horseback. They came directly to the
place of audience, and sent a messenger to an-
nounce to Liu, "The dragon-woman will come to
you now." Shortly she descended from the car- <
riage and, escorted by guards to left and
right, ascended the staircase and appeared be-
fore Tzu~hua. "Pre-determined destiny," she
said, "has joined me with milord as match and
mate." So she stayed and he ordered wine and
music. After concluding the formalities with the
utmost joy, she departed. Thereafter their
comings and goings were customary, and everyc—e
far and near knew of them. Tzu-hua gave up his
regular duties. It is not known where he went,
but the vulgar say that he entered a dragon
palace and attained the status of a transcen-
dent being [immortal] of the water.

The most notable feature of this piece is the except-
ionally commonplace quality of both the characters de-
scribed and the events narrated. In fact, without her

description as a dragon woman and his reputed attainment
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of transcendence the characters and events are all too

human. The dry-land setting, means of transportation,

and essentially non-draconic behavior tend to set this
piece apart from most other dragon tales. This is about
as unadorned and prosaic as a dragon story can be and
still be considered as a member of this sub-class. The
point is though that the humanization of supernatural
creatures was so thorough that the author felt no need to
demonstrate her draconic nature and his heroic status

with more substantial evidence. While this fact might pos-
sibly be ascribed to a lack of creative skills or imagina-
tion it nonetheless does reflect the increasing emergence
of realism in T'ang tales.

The material presented in this chapter has shown the
increasing complexity accorded the dragon motif from the
earliest fictional, i.e., anecdotal presentation to the
literary presentation first appearing in the T'aag dynasty.
Although all of the material reflects some elements of the
quest-myth, often in symbolic form only, the most produc-
tive archetypal analysis would focus upon the tales pro-
duced by the T'ang authors.

Within the seasonal cycle of the thecry of myths64
this group of tales comes under the category of the mythos
of summer, which corresponds to the romance and the
tale.®® 1In its complete form the romance is the success-
ful gquest, which has three main stages: journey, struggle,

66

and recognition of the hero. In these tales the emphasis
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is upon the hero's struggle for possession of the female

figure. Even in the earliest related literary materials
the emphasis was on action, or the accomplishment of
heroic deed.®’7 It was noted above that a female as goal
of the quest did not appear until the T'ang dynasty, even
though the sacred king and fertility goddess theme was
given poetic treatment hundreds of years earlier.

The emphasis on the struggle phase is also demonstrat-
ed . in the relative lack of development of the subordinate
figure of the bride in these tales. They are often name-
less and frequently featureless; they are the most
symbolic of the characters found in the tales. This is an
expecially important point since the traditional view of
this material as “"love stories" tends to persist even
today. However, the tales invariably dwell at length upon
the surmounting of the many barriers to their relationship
rather than upon the relationship itself.

We then recognize the life pattern of the typical
hero in these tales as the third phase of the guest-myth,
and also note the frequent travel to an underwater domain,
a favorite of this hero—type.68 A careful consideration
of the literary material related to this pattern shows
that a definite and observable process has taken place
over the many hundreds of years separating the earliest
and latest pieces. This process is the gradual addition
of significant details to a basic idea. This basic idea

can be described as the mission of a mortal man to the
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supernatural world. The details at first seem merely

fortuitous, yet as the material develops these seemingly
unimportant details often attain great significance; for
example, the delivery of the message appears to lack a
logical basis but in fact the obligation incurred by such
an act provides the surface logic for the development of
the rest of the story.

In attempting to understand the process of development
that has taken place it is necessary to hypothesize that
guiding forces have in some fashion been operative, or that
certain models were imitated, or both. There has been some
speculation that outside, foreign influences may have con-

tributed a great deal to the T'ang ch'uan-ch'i tales in

general and to dragon tales in particular, especially "Liu I
chuan." 1In a recent article, T'ai Ching-nung

says that "Although China was not without dragons, the
dragon story in Chinese literature is both of foreign

origin and of recent deveiopment."69 T'ai quotes a number

of works (I 'ching, Shih chi, and Tso chuan) which depict

the lung, dragon, as a majestic creature and, he says,
typify this as the Chinese dragon per se. He also says
that the dragon could be ridden, but except for one example
of a dragon capable of human language, it had no human
transformations or qualities.70 He makes no mention of

the dragon as a fertility symbol. T'ai then traces the
emergence of the lung nti ocr "dragon woman” in China to the

translation of a Buddhist text into Chinese in the year
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A.D. 416, and further states that marriage between mortal

and dragon could only be an imported idea.”’l 1In some
‘respect the theoretical basis from which T'ai argues comes
very close to the single-origin theory held by Otto Rank,
who argues that individual myths are based on elemental
ideas which migrate from an original community to all
parts of the world.’2 This is in direct contradiction to
the Freudian and Jungian approach to the archetypes which
supposes that the essentially similar biological exper-
iences shared by mankind are responsible for the presence
of such universal phenomena.

The problem with T'ai's argument, aside from the
incomplete description of the dragon, is that first it re-
stricts the reader to a literal reading of the text, and
then does not include related material in other genres, or
even all relevant material. A non-literal reading is the
essential methodology of this study, so that need not be
pursued here. Furthermore, this reading does not take
into account the obvious identification in the Preface to
the "Kao-t'ang fu" of the cloud-spirit as a fertility god-
dess and therefore of draconic affinities. Wen I-to
ﬁﬂ - ? also notes that his female fertility figure
possesses unlimited transformations, a feature commonly
ascribed to dragons, also fertility figures.73

This being the case, one can only agree with Northrop
Frye that literatures do indeed all reveal a basis in the

quest-myth.’4 1In regard to the T'ang ch'uan-ch'i tales
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this basis may be described as a case of cross-generic

borrowing, namely, from poetry to prose, of certain lit-
erary conceits, such as the mating of a hero with a god-
dess, by a class of writers with both the background and
prediliction for the expression of such sentiments, and
as a case of subconscious factors controlling the creative
impulse and thereby impelling the writer toward the fuller

expression of the archetypal pattern.
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CHAPTER FOUR

RITUAL SACRIFICE

Simians have long been fascinating to mankind not only
as a comical mirror of human behavior and appearance but
also as a creature supposedly blessed, or cursed, with some
of man's mental and moral qualities. Various disparate cul-
tureé have well-known literary works with treat monkeys or
various simian creatures as much more than a dumb beast.

The Indian epic Ramayana and the Chinese novel Hsi yu chi

- Xk 2 .. .
Y9 3% A8 are world famous examples of simians in super-
natural roles. Yet, in the West simian creatures became a

target of religious abuse in the role of Figura Diaboli.l

In Egypt the ape was worshipped as one of the animals
associated with the movements of celestial bodies,2 while
in Japan the ape was, and still is, a fertility figure.3
A comparison of the Western and Eastern traditions
shows a distinct difference. Western tradition generally
treats simians as debased humanity or as quasi-humans pos-
sessing the faults but lacking the virtues of mankind.
This concept when incorporated into Christian. symbolism
first found expression as a devil figure and later, in the
Middle Ages, became a symbol of wanton female sexuality.4

98
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In the Eastern tradition the ape generally has phallic

or fertility associations, though with none of the moral
condemnation of the Western tradition. The ape was also a
road-god, a deity of vegetation, i.e., fertility, and of
sickness as well, because both threats to the crops and
illness are believed to move along roads like travelers.>
This situation is especially clear in Japan where local
traditions have often persisted without official repres-
sion into modern times. 1In China the original features of
the simian cults were obscured by the pervasive force of
the Confucian tradition which actively carried out a policy
of repressing such local and minority superstitions.6 The
tale "Po yllan chuan" has been selected as the focal point
for this chapter and is summarized below:

In A.D. 545 Ou-yang Ho ﬁk?%;ﬁij , under the command
of General Lin Ch'in ﬁ%é{ fought victoriously in the dif-
ficult terrain near Ch'ang-lo 'E[ﬂﬁ in South China (in

modern day Fukien Province):

Now Ou-yang’s wife had a white skin and
was very beautiful and delicate.

"You should not have brought such a beauti-
ful wife here,”" his men told him. "There is a god
in these parts who carries off young women,
especially good-looking ones. You had better
guard her carefully."

Ou-yang took fright. That night he set guards
around the house, and hid his wife in a closely
guarded inner chamber with a dozen maidservants
on watch. During the night a high wind sprang up
and the sky turned dark, but nothing untoward hap-
pened and shortly before dawn the exhausted guards
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dozed off. Suddenly, however, they were startled
from their sleep to find that Ou~yang's wife had
disappeared. The door was still locked, and no
one knew how she had left. They started looking
outside on the steep hillside, but a thick fog
blotted out everything at one yard's distance,
making it impossible to continue the search.

Then dawn came, but still they could find no trace

of her.

Ou~yang mobilizes his troops and mounts an intensive
search for his wife, but after a month of constant en-
deavour they only discover one of her embroidered slippers.
Then, ten days later, they come upon a remote mountain
fastness seventy miles from the place of the abduction.
Making their way to the top, Ou-yang and his troops dis-
cover a number of women living in splendid surroundings.
Ou-yang explains his presence and is told that his wife
indeed is there, but ill. She declines to see her husband,
and the women explain to him,

"Some of us have been here for ten years
already," the other women told him, "while your
wife has only just arrived. This is where the
monster lives. He is a mankiller, a match for
even a hundred warriors. You had better slip
away before he comes back. If you will let us
have forty gallons of potent wine, ten dogs for
him to eat, and several dozen catties of hemp,
we shall be able to kill him. Come at noon, not
earlier, ten days from now."

Ou-yang returns on the appointed day with the wine,
dogs, and hemp. The women propose to satiate the simian
with wine, food, and sex and then bind him with strong
hempen rope-—he is in the habit of testing his strength

in this fashion--thius giving Ou-yang and his men an op-

portunity to attack his weak spot three inches below the
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navel. Ou-yvang and his men conceal themselves while the

women carry out the plan.

After a long time the women came out to summon
the men, who went in carrying their weapons.
They saw a huge white monkey fastened by its
four paws or. the couch. At the sight of the men
it recoiled &nd struggled in vain to release it-
self, and its furious eyes flickered like
lightening. Ou-yang and his men fell on it, only
to find its body like iron or stone. But when
they stabbed at its belly under the navel, their
swords sank in and red blood spurted out. The
monkey gave a long sigh and said to Ou-yang,
"This must be the will of heaven--for otherwise
you would not have been able to kill me. Your
wife has conceived. Don‘t kill the child born
to her, for he will grow up to serve a great
monarch and your family will prosper." With
these words he died.

The simian kept about thirty women,

all exquisite beauties, some of whom had been

there for ten years. They said that when women

grew old they were taken away, to what fate no

one knew. The simian was the only one to enjoy

the women, for he had no followers.

Besides the women the simian possessed a great number
of treasures of all kinds, and regularly studies tablets
inscribed with strange graphs. The simian is covered with
white fur several inches long, and wears white hat, collar
and gown in all seasons. Although an omnivore he is par-
tial to nuts and dogs, the blood of the latter being
expecially prized. He is capable of flight and human
transformation.

The turning point in the simian's career comes with

the pregnancy of Ou-yang's wife,
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"7 have lived a thousand years but never had a
child," he said despondently. "Now this woman
is with child, it means my death is near." Run-
ning his eyes over the women he wept for a while.
"This mountain is secluded and steep, and no
man has set foot here before," he went on. "Look-
ing down from the peaks I have seen packs of
wolves with tigers and other wild beasts at the
foot of the mountain, while not even a wood-
cutter has appeared on the heights. If it were
not the will of heaven, how could men have come
here?"

The tale ends with a description of the issue result-
ing from the mating,

Ou-yang then went back taking the jade, pre-
cious stones and beautiful treasures as well as
all the women, some of whom were able to find
their own homes. In a year's time Ou-yang's wife
gave birth to a son, and the child took after
the simian. Later Ou-yang was condemned to death
by Emperor Wu of the Ch'en Dynasty. But an old
friend of his, Chiang Tsung was partial to
Qu-yang's son on account of his outstanding in-
telligence and took him into his house. Thus
the boy escaped death. He grew up to become a
good writer and calligrapher and a well-known
figure in his time.

The most complete title for this tale is "Pu Chiang Tsung
Po-yflan chuan" A \4‘%\ 1] J}ﬁ /’Z' or "Chiang Tsung's

White Simian Tale, Reconstructed." According. to Hu Ying-~
lin this is also the original title.B While the title in

the T'ai-p'ing kuang-chi is simply "Ou-yang Ho,"9 the title

By .
found in the Ch'ung-wen ts'ung-mu ¥ £ % I:} is "Po yflan

chuan."l0 The title found in the Hsin T'ang shu supports

Hu Ying-lin's contention that the fullest title is the

correct one.ll The T'ai-p'ing kuang-chi further lists

4 &
"Hsl Chiang Shih chuan," \;",';,{ S IX f‘éj’ as the source for

the tale, but this work is not extant. Whatever the
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original title, if any, was devised by the author is per-

haps now beyond discovery; however, the implications of

the above versions are interesting indications of either
the author's intent or the interpretation given the story
as an attempt to discredit Ou-yang Hsln ﬁﬁ?%?%@ , the
son of Ou-yang Ho.

Despite centuries of speculation and investigation the

authorship of this tale has not been established. The
earliest known mention of this problem is found in the

Sung composition Ch'ung-wen tsung-mu of Wang Yao-ch'en

j\ %JE\ . He ventures the supposition that some T'ang
person wrote the tale to vilify Ou-yang Hsln. The basis
for such speculation is found in such works as the Pen-

>/

> ¥
shih shih ff\% 79 and the Sui T'ang chia-hua. ?% )%

,;% ,",é 12 These two texts relate a poetic exchange be-
tween Qu-yang Hslin and Chang-sun Wu-chi %7}3’\‘&, ,‘f’y in
which the latter satirized Hsln's simian appearance.l3
Another potential author of such a slanderous attack on
Ou-yang Hsln is Hsiao YU f;é{ f,{‘ff} » whose inept archery was
humorously revealed in a poem by Ou-yang Hstin.14 A final
candidate is Hsll Ching-tsung 2% E)P{ 7’7}{ who is reported to
have laughed loudly at Ou-yang's absurd appearance while

the latter was participating in ceremonies mourning the

death of the Empress Wen-te 5( 17}{1, ?\ffz . For this
15

breach of etiquette Hsl was demoted to Hung-chou 5;&\ M

As yet there is no concrete evidence by which to
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assign the authorship, though there is general agreement

that the motivation was to slander Ou-yang Hsln or his
family. Lu Hsln writes, "Obviously some enemy of the Ou-
vang family wrote this story. Evidently the tradition of
inventing stories to slander people goes back to early times

in Chinese fiction."1®

This of course only repeats the

suggestions of earlier writers, some of which are mentioned
above. But we should also note, as does Hu Ying-1lin, that
the "full" title slanders not only Ou-yang Hsln but Chiang

17

Tsung as well. Wang Meng~ou also concludes that the

author of this tale "was in some special way concerned with

nl8 Wang P'i-

Qu-yang Hslin, but not to any good intent.
chiang earlier offered this view of the tale and put it in
the same category as "Chou Ch'in hsing-chi," )%].Z& 45 L
which is well known for its political motivation.t?

Then, concerning the authorship of this tale, the
weight of scholarly opinion strongly leans toward the
theory of a personal attack on Ou-yang Hslin or his family.
While such emnity is a possible explanation it does not
follow that it could be the only motivation for writing the
tale. Considering the general circulation of the elements
of the ape-rape theme and the widespread knowledge of Ou-
yvang Hslin's physical appearance--virtually the whole popu-
lation of the T'ang dynasty according to Ch'ao Kung-wu20--
the possibility that any of a large number of persons

could have connected the two main elements is considerable.
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Also considering the high level of literary technique

demonstrated in this tale it is unlikely that a c¢ontemp-
orary of Ou-yang Hsln's, however skilled, could have com-
posed the text in its present form. That being the case,
the more likely candidates are eliminated, leaving the
field all too open for no more than mere speculation.
Since this tale relates the events, true or not, of

historical figures the terminus post quem can be established

by internal evidence; however, the terminus ante quem can-

not be established except by the inclusion of the tale in

a datable text, i.e., the T'ai-p’ing kuang-chi (A.D. 978).

A number of authorities, beginning with Lu Hslin, have
ventured that this is an early ch'uan-ch'i tale.?l riu
K'ai-jung, considering primarily the obvious technical
skills of the author, places the date of composition be-
tween the Early ﬁ/j}? and Flourishing T'ang ﬁg}z
periods and in the reign of Kao-tsung (r. A.D. 650-84).
The technical skills to which Liu refers are: 1) the
language, which he judges as equal to that of later ku-wen
IE ét authors; 2) the structure, which first provides a
background and then a logical development; and, finally,

3) the elements of tension and mystery. Liu concludes that

this is the first ch'uan-ch'i work to fill the requirements

of the modern short story, but, because of that very rea-

son, he also ccncludes that it cannot be too enrly.22

Another factor to which Liu gives much consideration
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is what he describes as a stong Six Dynasties flavor.

This, he says, "is not the fault of the author, but a
factor of the times."23 This concentration of the whole
piece on the recording of marvels to the neglect of real-
istic elements is, he says, an indicator of fiction written
before mid-Eighth-century. It is, however, questionable

if a Six Dynasties "flavor" is an accurate indicator of
age. The so-called chih-kuai pieces are brief accounts of

24 yet this

marvels with rudimentary narrative techniques,
type of writing continued well into the T'ang and beyond,

existing side by side with highly developed ch'uan-ch'i

and hua-pen fiction. It is thus obvious that the circum-
stantial evidence for this tale, in its present form,
indicates a somewhat later date of composition, certainly
no earlier than mid-Eighth-century, as suggested by Liu
K'ai-jung.

Another opinion on the dating of this tale has been
offered by Chang Ch'ang-kﬁngj%%é%‘% . He ventures that it
was written after the Middle T'ang)#j? period (from A.D.
766 to A.D. 827), basing his arguments primarily on the
contents, which, he says, reflect the struggle between the
newly risen chin—shih@ﬁgjt faction and the old aristqcratic
families, the latter of which the Ou-yang clan had been a
member.25 In a wide-ranging article concerning the motifs,
historical background, and language of the tale Uchiyama

Chinari concludes that a number of Middle T'ang legends
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and folktales provided the immediate source materials for
the tale and that it thus dates from the Middle T'ang
period.26 These factors do not deny the importance of the
earlier versions of this tale (listed below) in establish-

ing the development of the T'ang ch'uan-ch'i version, but

rather suggest that a combination of the presence of an
oral tradition existing independent of the literary one
and current political factors may have provided a part of
the stimulus for the creation of this tale.

The T'ang tale "Pu Chiang Tsung po yilan chuan" has
long been of interest to Chinese scholars because of the
reference to the great calligrapher Ou-yang Hsifin. The
focus of most scholarship has been on the identification of
the author and the establishment of the motivation for
writing this tale. Yet, despite the thorough investigation
performed by many serious scholars, no definitive answers
have been reached, though the search continues. For the
most part the previous scholarship on this tale provides a
wealth of information on the various extant versions of the
"Po yflan chuan" and demonstrates careful scholarship in
comparing and authenticating the texts. The authors of
these studies also show a complete awareness of the earlier
and later literary materials which demonstrate a similar--:
thematic concern.

In terms of scholarship the presumption that this tale

was written expressly to slander Ou-yang Hsln and his
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family has had two results: 1) the conclusion that the as
yet unidentified author was a contemporary or near-
contemporary of Ou-yang Hstin and that the story, therefore,
dates from the Early or Flourishing T'ang; and 2) the de-
tective-like efforts of most scholars in attempting to dis-
cover the author have neglected other equally important
aspects of the tale, for example, the display of folklore
elements, especially the function of monkeys as a fertil-
ity symbol and as a clan totem.

While the T'ang tale "Po yllan chuan” is a notable
literary accomplishment it nonetheless makes considerable
use of previously composed material. This material may
effectively be divided into two distinct types; 1) that
showing the historical development of legend or folklore
related to the supposed behavior of particular simian
creatures, and 2) that showing the variety of T'ang dynasty
materials attesting to the simian appearance of Ou-yang
Hslin. The former set of materialé first appears in
written form in records dating from the first century B.C.
and then undergoes considerable development and elaboration
over the next eight to nine hundred years. The latter set
of materials, that concerning Ou-yang Hslin, apparently
attained widespread circulation even during his own life-
time (A.D. 557-645).

The material concerning the abduction of women by

simians although brief is actually quite informative. The
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single line found in the I 1lin g],ﬁ- consists of only

eight graphs, yet it manifests the major features of the

later tales. "A great chfieh 3%5 or simian of Nan-shan

. sk At
abducted my beautiful wife. n27 \?J ye j\ bi .3 &/ﬂ/g)% .

The locale is fixed as Nan-shan, "South Mountain," per-
haps Chung-nan-shan ﬁgw%hh or Ch'in-lingﬁﬁééﬁ ;28 the three
main characters man, wife, and simian are introduced, as

is the main theme--abduction. There is also the notice
that the wife is beautiful; this feature is echoed in the
T'ang version which carefully notes that Ou~yang H'o's

wife is beautiful and that the simian prefers beautiful
women .

Two pieces from the Six Dynasties demonstrate highly
developed treatments of the basic materials described above
and furthermore indicate considerable involvement with
elements of folklore. These two pieces are from the Sou

shen chi :}f{’ﬂf’f;b by Kan Pao -+ ﬁ (ca. 300) and the Po-wu
chih “T@W}é\ by Chang Hua 5;?4? (232-300). First the

\f

item from the Sou shen chi:

In Shu %} on the high mountains to the
southwest there are creatures like mecnkeys
seven feet tall who can act like human beings
and who like to chase people. They are various-
ly named chia-kuo 37 13 , ma-hua \é‘é)ﬂ', , O
chlleh-ylan ,ji:ﬁl 5’»,6(. . They wait for any pretty woman
who may be on the road, and then they steal them
away without letting the men know. If a traveler
passes by their side they tie him with a long
rope so that he cannot escape. These creatures
can distinguish sex by smelling, therefore they
get men and not women. When they capture a woman
they cohabit with her. Those who do not produce
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children stay for the rest of their lives.

After ten years they have a monkey appearance,
and their minds are so muddled they never again
think of returning (home). Those who give

birth immediately carry their children back to
their homes. When the children are raised they
look like humans. If one should not be cared for,
the mother immediately dies. Therefore, because
they are fearful, none of them dares to neglect
(her child). When they grow up they are no dif-
ferent from humans, and they all have the sur-
name Yang“%i7. For that reason nearly all the
Yangs in present-day southwestern Shu are
descendents of hsia-kuo ma-hua.

piece is from the Po-wu chih:

In the high mountains to the south of

,Shu-shan M there is a creature like a mi-hou

%4 % % G seven ch'ih tall, and capable of

sturdll 1k1ng man-fashion. It is named hou-

chlieh 4 é?nd one calls it hua 4 or calls it
%

chﬂeh—yﬂan . They spy out the pretty
women trave g the roads and then abduct them
without anyone becoming aware. The young ones
(abducted women) never return home and after
ten years their forms in all ways are of a
kind with it (the simian); their thoughts also
are confused and they do not again long to re-
turn [home]. Those with child are then re-
turned to their families. The progeny in all
ways are like humans. If any [offspring] are
not nourished their mothers immediately die,
therefore none were not taken and nourished3
At maturity they do not differ from humans.

Both of these pieces exhibit sufficient similarity

to indicate an obvious relationship, though the exact sort

of relationship may be more complex, such as a third

written or oral source. Certain of these similar features

are of particular interest. These are the roadside locale,

the abduction of only women (sex is the basic motivation),

the compulsory raising of any progeny, and the surname

associated with the progeny.
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One of the persistent features of this story type is

the abduction of traveling women. Although the journey

motif is a convention of the T'ang ch'uan-ch'i tales, in

this material a roadside location is obligatory because
these simians are also road—gods.3l This particular fea-
ture is related to a whole complex of other features

which identify the simian as a fertility god whose duty

it is to protect the crops from harmful influences and
people from disease, both of which are believed to travel
along roads. In performing this function the simian at-
tains considerable power as a fertility symbol and at times
is consequently the object of phallic rites.32

Another feature of this material is the close identi-
fication of the surname Yang with simians; this is the
relationship of a clan or tribe and its totem. 33 People of
this surname, probably aboriginal tribes, would consider |
the simian to be their blood relation or remote ancestor
and thus pay it the required veneration 'in the form of
various taboos. This clearly explains the necessity of
raising the progeny supposedly engendered by thé simian
and the abducted women.

The simians in the two Six Dynésties pieces demon-
state definite characteristics of both a universal fertility
symbol and a clan totem. The fusion of these two functions
in a single creature is a logical result because the well-

being and fortune of a clan are related to the well-being or
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fortune of its totem. The fertility of the fields is as-

sured by a virile, active clan totem. These two functions
of the simian may originally have been part of separate
traditions but eventually fused when the livelihood of the
clan changed from hunting and fishing to herding and farm-
ing.

The above material examines the "Po ylian chuan" from
a number of perspectives. It can be seen as the product
of a long development from a single recorded line into a
complex, highly skilled short story. On the surface level
it is a story of Ou-yang Ho's valiant effort to recapture
his wife; on another level the story identifies the Yang
¢lan totem. There is yet another level on which this story
can be analysed and that has already bheen suggested by the
identification of the ape as a fertility figure.

Chapter One of Frazer's Golden Bough describes the

personage of the sacred king. The diverse manifestations
of his story are complex at best, but the following summary
will serve for purposes of the present discussion. The
sacred king is a repository of community fertility, and, by
sympathetic magic the fertility of all the natural world.
When the health of the king declines, because of age or

any other cause, the well-being of the whole community is
thereby endangered; fertility must then be restored. This
is usually accomplished through the death of the old king,

or his surrogate, and the installation of a new king.
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This process involves either mortal combat (agon) or some
form of ritual killing. Sometimes the king would be re-
placed on a regular basis and to secure this end he would
be placed at a disadvantage, throuch drugs or wounding
before engaging in combat with his replacement. Surrogate
kings could also be chosen from among the general popu-
lace, given kingly priviledges for a brief period and then
killed. After this the old king could be reinstalled as
permanent king, thus fulfilling the necessary cycle of
death and rebirth. An important feature was the function
of the clan totem, a sacred animal which was protected by
the entire community except for a festival period during
which it was ritually slaughtered and often consumed.
This animal was an embodiment of fertility as well as a
genitive ancestor. As is amply shown by Frazer in the
list of wvariant features found in disparate cultures is
nearly endless, though the fundamental pattern remains.
This pattern sheds considerable light upon the char-
acters and events of the "Po yllan chuan." The simian is
easily identified not only as a clan totem but as the
permutation of a sacred king. His magical powers and im-
mense vitality are symbols of his sacred function, and his
death is predicted by the birth of a son—-~his replacement.
Furthermore, his death was predicted in the autumn, the be-
ginning of the seasonal decline, which by sympathetic

magic signals the priest-king's decline. His slaying is
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preceded first by placing him at a disadvantage through

wine and sexual indulgence, then in the succeeding test of
strength he is further handicapped, thus insuring his
failure.

Within the anthropological framework of analysis
Ou-yang Ho's wife fills the role of the partner in a
sacred marriage. Such marriages are common throughout
many parts of the world and have a variety of forms. 34
The marriage may be purely symbolic, as between a human and
a sacred image, or it may be acted out between magician and
mortal bride, or it may be in the form of a human sacri-
fice. The story of the abduction of Ou-yang Ho's wife as
well as the related earlier literary remains appears to be
the folkloric remnants of a long forgotten sacred marriage
between a human woman and some representative of the simian
totem of the Yany clan, possibly a magician. The possibili-
ties for speculation are manifold, and should be resisted,
but the bulk of the evidence suggests that the sacred
marriage was expected to produce progeny.35

Although there is insufficient concrete evidence to
demonstrate irrefutable conclusions about the original na-
ture of the material (the social basis having disappeared)
the universal aspect of the material as a fertility ritual
is patently obvious. The remaining problem is to account
for the merger of the fertility ritual with the rescue per-

formed by Ou-yang Ho and, it should be added, the creation
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of such a highly developed narrative. It was suggested

above that this tale was written by some unknown person
sometime after the mid-Eighth-century. One important
factor is the possible influence of contemporary fiction
which depicted a somewhat similar pattern.36 By the time
of the last half ¢’ . Winth-century there already
existed a consides imount of material which represented
the fictional hero enacting, in part or in full, the
archetypal patterns described in the Introduction. The
agreement of the basic plot of the "Po yllan chuan" with
the feature of the archetypal pattern, especially as it
pertains to the features peculiar to the Chinese tradition
(described in Chapter Two), is quite strong.

Using Campbell's scheme we see that Ou-yang Ho leaves
the ordinary world on his journey into the southern jungles,
engaging in battles and thus proving his status as a hero.
The theft of his wife is, in metaphorical terms, a summons
to adventure as well as a temporary defeat. He continues
his night journey penetrating deep into the jungle (a fre-
quent symbol of the subconscious) and finally arriving at
the nadir where he meets the goddess (his wife), receives
supernatural aid (the other women weakening the simian),
and destroys his enemy in combat. He then takes the
elixir--wife and treasures—--back to the ordinary world.

In conclusion, it may be said that the presence of

the archetypal pattern strongly argues in favor of the
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theory that the forces of the subconscious mind exert a

controlling force on the shape of the literary product.

In doing so it combines and arranges into an asthetically,
intellectually, or emotionally satisfying pattern a great
many details, many of which may or may not have previously
had any apparent relationship. Many of the details of the
"Po yllan chuan" appear to have had rather different origins
yet are found together in this highly successful classical
tale. This matter has been investigated in considerable
detail by Uchiyama Chinari. He divides the material into
two main categories, the literary remains concerning the
figure of the white simian and the historical material con-
cerning the other characters. The material on the simian
includes its clothing, fur and general physique, dwelling,
magical powers, death (as a ﬁountain spirit), physical and
marital prowess, abduction of women, and sexual activity.
What Uchiyama has done is to authenticate as many details
of the tale as possible in various sources. To this end

he has not only used such obvious references as the bio-~

graphies in the dynastic histories, the 7T'ai-p'ing Kuang-

chi, the Sou shen chi, the Po~wu chih, and the Shan hai

ching, but has also gone to such texts as the Ta Tai li
chi ﬁkﬂ% ;;@ and the Shih chi.3’7 Such materials ob~
viously have a great deal of value when one wishes to
establish the possible sources available to the author of

a specific literary work. In this case the only possible
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objections are that we do not know the identity of the
author and must hazard guesses as to the date of composi-
tion; furthermore, we cannot know what oral sources may
have been in general circulation at the time.3® wNonethe-
less, one feature of the psychological theory of the
creative process is that the imagination does not invent
out of nothiﬁg, but 1. ther rearranges material already
present. The actual process is somewhat more complicated
and is divided into two main categories, the psychological
which draws upon the realm of human consciousness for its
materials, and the visionary which is controlled by ﬁhe
primordial urges of the subconscious mind.32 wWith a basis
in this theory we see that the details of the story, those
collected and authenticated by Uchiyama, though with the
above-mentioned reservations, constitute the psychological
material of the story in that it is drawn from a great many
sources in the conscious life of the author. The visionary
level, the underlying archetypal pattern which is at once a
blood ritual and a process of individuation, was shaped by
the primoréial urges of the subconscious mind, thus impart-

ing to the material its universal quality.
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CHAPTER FIVE

THE GOAL OF THE SEARCH

At the nadir of his adventure the hero seeks to steal
away from the gods the elixir of immortality.1 The elixir
is jealously guarded and must be obtained as a boon, by
trickery, or in combat. In the materials discussed above
(in Chapters Two and Three), the correlative of immortality
was usually a goddess or a treasure, while in the following
materials the elixir, which signifies personal immortality,
is usually found in the form of a magical potion. This po-
tion may be simply given to the hero by the gods after he
has attained a certain status, as in the tale "Liu I chuan,"
where the Dragon King's daughter shares her immortality
(ten thousand years of life) with her mortal husband, who
then in turn passes it on to his brother. Or, the hero may
have to wrest the elixir away from a guardian dragon. The
dragon combat found in the tales "T'ao Hsien" and "Chou
Han" depicts the failure of the elixir theft, as Loth tales
end with the deaths of the doubles or helpers of the hero,
while the hero himself then goes into retirement.

In the following materials the focus is upon the pro-
duction of the elixir by alchemy. This rather well~known
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Chinese practice has been the subject of extensive and de-

tailed investigations, the most recent of which strive for
scientific understanding of the principles of the Chinese

art of alchemy.2

The following discussion does not attempt
to describe the actual alchemical processes of the search
for the elixir, but rather seeks to describe the marriage
of this search with the archetypal heroic adventure in a
narrative structure. From this point of view, essentially
psychological, the search for the elixir is seen as a quest
to overcome individual or human limitations.

This process is often described as the attainment of
immortality by becoming a transcendent Egigg,ﬁﬁ .3 A vari-
ety of methods were used to attain to this status, alchemy

being only one of them.

Cinnabar, one of the primary in-
gredients of alchemical prescriptions, has some interesting
symbolic associations. For example, the bones of man in
primitive burials were often smeared with cinnabar red or
red ocher, and in Western alchemy, cinnabar has been associ-
ated with blood ritual and the concept of the immortal soul.5
Alchemy has a long history in China, and there are numerous
accounts of practitioners who supposedly attained transcen-

dence, though the techniques employed may not always have

been limited to elixir production. The T'ai-p'ing kuang-chi

contains a great number of accounts of the use of cinnabar
and other drugs to attain transcendence. For example, "Wei

] ] L <z
Po-yang" 42189 1% (TPKC, 2/7), "Hsd Fu" {i#& (TPKC, 4/15),
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and "Huang Ch'u-p'ing" %Zﬁbvﬁ? (TPKC, 7/25).
In archetypal criticism and in psychological theory,
physical immortality is a goal which the subconscious mind

derives from infantile fantasies.®

These fantasies emerge
in myths, fairy tales, legends, religious teachings, and,
of course, in literature. The primary symbols of alchemy
are gold and cinnabar, an elixir, or sometimes a treasure
of immense value. The primary concept underlying the pro-
cess is that of transformation, a transformation into the
state of physical immortality which is held in the infantile
mind, and symbolized by the alchemical transformation of
base materials. The goal of immortality, or its symbolic
representations, can only be attained through a gquest-adven-
ture, and the attempt to produce the elixir of immortality
in alchemy is also a quest, though on a somewhat different
level, but only superficially so.

In these terms, the process by which the alchemist
seeks to create the elixir is not simply a mechanical la-
boratory exercise; rather, it is a series of trials which
prepare the questor both spiritually and physically for the
great reward. Though the depiction of such phenomena in
literature tends to abbreviate the entire process to a
single episode, not without certain pre-conditions, in
theory a lifetime of actual practice was necessary to achi-
eve transcendence.’ The tale "Tu Tzu-ch'un"‘%ﬁ_ﬁgi& is

the focal point of this chapter and is summarized below:
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Tu Tzu-ch'un, who lived at the end of the
Northern Chou Dynasty (557-581) and the beginn-
ing of the Sui Dynasty (581-617), was a young
spendthrift who neglected his estate. Dissolute,
fond of drinking and low pleasures, he soon
squandered his fortune; and relatives whom he
asked to take him in all turned him away because
he refused to work. One winter day, ragged and
hungry, he loitered till it was late at the west
gate of the East Market, not knowing where to go.

Tu is then approached by a nameless old man, who for
no apparent reason gives him three million cash. Tu is
overjoyed and returns to his dissolute ways, but in a
couple of years is again reduced to penury. Once again he
meets the old man, only to receive an even greater amount
of cash, and once again he renews his oldAiifestyle. fhe
results are the same. The third time Tu meets the old
man, he obtains thirty million cash, but uses it wisely, to
benefit his relatives and the general public. To repay the
0ld man's generosity, Tu volunteers to do whatever he
desires. The o0ld man arranges to meet Tu one year later.

He found the o0ld man singing in the shade of the
twin juniper trees, and together they set out for
Yln-tai Peak on Mount Hua. After they had walked
about fifteen miles, they came to an imposing man-
sion which was obviously not the home of any common
man. Bright clouds hovered over it and phoenixes
and storks were flying there. In the central hall
was a cauldron over nine feet high, in which drugs
were being brewed, and the purple flame cast a
bright light on the windows. Around the cauldron
stood magic figures of the Jade Virgins, the Green
Dragons and the White Tigers.

It was now nearly sunset, and the old man took
off his ordinary dress and revealed himself as a
priest in a yellow cap and red cape. He gave Tu
three white marble pills and a goblet of wine,
then made him sit on a tiger skin by the west wall,
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facing east. "Be sure not to say a word!" he
warned him. "Not even if you see deities, devils,
vampires, wild beasts, the horrors of hell, or
your relatives bound and in agony--it will all be
an illusion. But you must neither speak nor stir.
Have no fear, for no harm will come to you. At
all costs, remember what I have said." With that
he disappeared.

Tu then experiences a series of physical, emotional,
and mental torments, all of which Eould be alleviated if he
would but speak. He sees his wife sliced to pieces and re-
fuses to speak despite her pleas and agony. He is then
killed and sent to hell where he undergoes extreme physical
torture, yet remains silent. Finally, he is reborn as a
woman, grows up, and is eventually married, bears a child,
remaining silent all the while. When the child is two years
old, Tu's husband, in a fury over his wife's refusal to
speak, kills the child, at which Tu moans aloud.

White the exclamation was still on Tu's lips,
he found himself back on the seat in the hall,
with the priest before him. It was dawn. Purple
flames from the cauldron were shooting up through
the roof to the sky, and fire was rising from all
sides to burn the house to ashes.

"Look what you have done! You have spoilt my
work, you silly fellow!" exclaimed the priest.
Seizing him by the hair, he threw Tu into a jar of
water. Then the fire was extinguished.

"You succeeded in mastering joy, anger, SOxrow,
fear, hate and desire,"” said the priest. "Only
love you could not overcome. If you had not cried
out, my elixir would have been completed and you
could have become immortal too. How hard it is
to find a man who can attain god-head! Still I
can brew my elixir again, while you remain a mor-
tal and lead your own life on earth. Farewelll"
Then he pointed out to Tu his way back.
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In examining tales which portray the full structure
of the gquest, the successful acquisition of the elixir, or
its symbolic representation, is only one segment nf the

pattern, though of course this is the raison d'etre for the

gquest. On the other hand, the art of alchemy as a labora-
tory exercise tends to focus upon the attainment of the

goal without either the dangers (exclusive of poisoning) or
the narrative interest of the full guest-myth. However,

the fictional representation of the search for the elixir
reveals that this process is more than the simple act of
mixing drugs according to a magical prescription. Instead,
it is an heroic adventure filled with many of the characters
and évents of the archetypal journey.

There are two main characters involved in the tale "Tu
Tzu-ch'un"~-the hero and the o0ld man. Their relationship
is that of novice and experienced initiate, or, in arche-
typal terms, hero and Wise 0ld Man. The old man acts as a
mysterious benefactor when he provides great sums of badly-
needed money, yet revealing neither his identity nor his
purpose. Such help is a sign of divina protection and favor,
one of the marks of the hero.? Tu Tzu-ch'un then responds
to this gesture by making a commitment to the old man, i.e.,
the adventure. His destiny is then moved from a social en-
vironment into the realm of the supernatural where all
things are possible.lo Within this new realm the still

mystericus old man is now the experienced initiate guiding
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the novice through the dangers of the adventure.

Tu Tzu-ch'un is a typical archetypal hero in that he
is in a fashion marked for a great destiny. While some
heroes such as Liu I are marked for adventure by failure
in the exams, Tu is marked by his profligacy. In effect,
he is rejecting worldly values in the search for something
greater. This is emphasized in his use of the money given
him by the old man, since he finally uses great sums to
benefit his relatives and the general public before embark-
ing on his heroic adventure.

The mysterious o0ld man fills a dual role in this tale,
first as supernatural helper in giving Tu the money, and
then as Wise Old Man in the series of trials undertaken to
secure the elixir. The function of the archetypal Wise 0l1ld
Man is to "assist the hero through the trials and terror of
the adventure."!l He provides Tu with the magic drug by
which he gains entrance to the supernatural world-- the sub-
conscious mind--and also provides him with a magic weapon--
perfect silence--which will subdue the monster therein.

The archetypal pattern is not complete without an
enemy of sorts, and in this tale, the enemy appears in the
form of the horrors of hell and then as the attractions of
family life. An allegorical interpretation is even provided
in the tale itself when the old man berates Tu for his
final failure and says, "You succeeded in mastering joy,

anger, sorrow, hate, and desire," said the priest. "Only



128

nl2  rhe enemy then is seen as

love you could not overcome
a projection of the self and the trials are a process of
purification in which one cleanses oneself of mundane
concerns.

The events of this tale depict the archetypal pattern,
first establishing Tu Tzu-ch'un as a potential hero who
answers the call to the adventure. He is instructed by a
Wise 0ld Man and receives from him a weapon as well. The
journey begins in a supernatural environment--the alchemist's
mansion--and from there the hero crosses the threshold into
the subconscious mind. The seven emotions encountered
there represent personal limitations which must be engaged
in combat and overcome to attain the goal to the quest.13
The hero proves victorious in all trials save one and thus
fails to attain the goal. He then returns to the everyday
world to live out his mortal life.l4

In Chapters Three and Four of this study the goal of
the quest was most often depicted as a female figure as-
sociated with the idea of universal fertility or as a god-
dess who possessed and could dispense immortality. On a
psychological level these actually are symbolic represen-
tations and are to be understood as,

embodiments and custodians of the elixer of Im-

perishable Being, but not themselves the Ulti-

mate in its primary state. What the hero seeks

through his intercourse with them is therefore

not finally themselves, but their grace, i.e.,

the power of their sustaining substance. This
miraculous energy-substance and this alone is
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the Imperishable; the names and forms of the
deities who everywhere embody, dispense, and
represent it come and go.

In these terms the search for the elixir is seen as an
attempt to attain immortality through a purification of the
self, an overcoming of personal limitations and the success-
ful attainment of maximal spiritual growth. The spiritnal
aspect of alchemy was well understood by the Chinese alchem-
ists since the "success of the purely concrete, chemical ex-
periments of the alchemists was in any case thought to de-

pend upon his having subjected himself to severe spiritual

nl6

discipline. This aspect of alchemy has been described

in detail by the practicing alchemist Ko Hung in his
description of those who are destined for success in their
efforts:

...they settle far away, stay in hiding, con-
ceal their shinning scales, and veil their elegance.
They repress the eye's desire to see; banish the
beauties that weaken vision. They plug the ear's
very thought of sound; put far away the music
which only confuses hearing. They cleanse the
dark mirror of the mind, maintain a feminine ap-
proach and embrace Unity. Concentrating them-
selves upon the breaths to produce softness they
fortify themselves with calm and impartiality.
They dismiss the evils of joy and sadness; they
are alien to the glory and disgrace associated
with successes and failures; they lop away rich
living that later turns to poison. They silence
verbosity at the pole of all things. Listen-
ing in reverse, they hear most clearly; looking
inward, they see free of blemishes. They nurture
the roots of their inner powers on God (the Mystery
that is Creation); they dispel affection for the
things contacting them. By eschewing everything
shallow, governing through joy and love, and
acting through perfect freedom they maintain the
natural order intact.
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This description is of great interest as it describes a

process in many ways akin to that of the interior journey

£ the archetypal hero, especially that process which is
found in yoga or in dreams. The first lines describe the
crossing of the threshold into the unknown; next the forces
of one's personal limitations are met and overcome. The
final stage is the yoking of the self with the innermost
powers of the subconscious level of the mind.l1l8

The structure of the tale "Tu Tzu-ch'un" reflects
these views exactly and bases the successful manufacturing
of the elixir upon the spiritual discipline of the hero.
There is an important analogy between the chemical purity of
the elixir, often likened to gold which is imperishakle,
and the spiritual purity of the quest hero, who is seen as
a True ManuﬁiAblg The failure to attain the elixir is
based only on Tu's inability to maintain strict self-
discipline.

As the ending of the tale "Tu Tzu-ch'un" suggests,
failure in the search to produce the elixir of immortality
is more common than success. While this is mostly true in
attempts to produce the potion by alchemy it is also true
to some extent in tales which relate the gift by the gods
of such an elixir to a mortal man.

The tale "Wei Tzu—tung"‘j{fg]ﬁ (TPKRC, 356/51); is
similar in many respects to the tale "Tu Tzu-~ch'un."

This tale involves the cooperation of a Taoist priest and

the hero Wei Tzu~-tung to successfully brew the elixir.
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Wei's task is to fight off witches and demons who inter-

fere with the process, and for this service he is to be re-
warded with a portion of the brew. Wei is to stand guard
at the entrance to the Taoist's cave and fight off all who
try to enter. Various creatures such as monster snakes

and seductive women vanish like mirages when assailed by
Wei's sword. Finally, just at dawn a Taoist master comes
to see the successful completion of the brewing process.
Wei allows him to enter then becomes suspicious and goes

in to find that the elixir has again been ruined. Wei

then retires to the mountains in shame.

In this tale the successful brewing of the elixer de-
pends on the hero's ability to remain superior to the delu-
sions confronting him. These trials are thus comparable to
those portrayed in "Tu Tzu-ch'un" and failure in them
yields the same results. In another type of tale about at-
taining immortality there is a different type of failure.
That is the failure to place full trust in the goddess—-
always a ravishing beauty--who desires to bestow herself
and the elixer of immortality upon some distrusting mortal.
This is the case in the T'ang tales "Ts'ui shu-sheng”

7;?\% . (TPKRC, 63/6), "Feng Chih" #4 7% (1PKC, 68/3) and
"Wei An-tao chuan"'éi%?ﬁé{%- (TPKC, 299/25). There is an
evident pattern in these examples; when the preparation of
the elixir is an integral part of the tale, the characters

involve a younger man and an older man who leads the way.
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This is the archetypal situation of the Wise 0ld Man and

questing hero, and failure in the trials, despite the pro-
per advice, dooms the hero to his mortal fate. 1In the
latter type of stories, the characters are goddess and
questing hero, and it is his lack of faith in her divine

" status that determines the negative ending.

The quest for the elixir of immortality was not always
futile though, and some tales depict the successful brewing
of the elixir and the attainment of immortality. The tale
"P'ei Hang" %EéﬁL (TPKC, 50/2) describes the meeting of the
failed scholar P'ei Hang and a woman while traveling by
boat. P'ei's interest in her quickly abates when she an-
nounces that she is married, but when the boat arrives at
Lan-chiao the woman disembarks and P'ei wanders ashore to
stop at a stand for some broth. The o0ld lady in charge
has a beautiful daughter whose beauty entrances P'ei and
he makes a generous proposal of marriage. The old lady
agrees but only on the condition that within one hundred
days he secure a jade mortar to grind some magic medicine
of hers that will yield an elixir of immortality. After a
long search P'ei exhausts his financial resources to pur-
chase the mortar and manages to return within the speci-
fied time limit. They proceed to grind the medicine for
another one hundred days and, when finished, the old lady
drinks it down forthwith. Then, to fulfill the promise

of marriage, they all repair to a mountain paradise where
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P'ei Hang marries the girl and by taking an elixir also

becomes an immortal. The woman he met on the boat turns
out to be his new sister-in-law.

This tale retains the basic details and structure of
the elixer quest. The hero is subjected to a trial--to
secure the jade mortar--and there is frequent reference to
his faith in their various promises to him. There is a
goddess who bestows both herself and immortality upon the
hero, and, to some extent, the old lady is analogous in
role to the Taoist priests in "Tu Tzu-ch'un" and "Wei Tzu-
tung."” The movement of the piece as characterized by the
settings and details also follows the typical pattern of a
progression from the world of ;eality to the supernatural
world.

The search for the elixir centers upon the production
or acquisition of a magic potion which will transform whom-
ever ingests it into a hsien, which is variously rendered
as immortal or transcendent. The term hsien means "to age
and not die: j% ﬁbIZIﬁZ‘, and has some interesting cog-
nates that appear to relate the term to early shamanism. 20
Shamans are also associated with the elixir of immortality
as well as with other drug types.-21 but seem to have either
been incorporated into Taoism in T'ang times or relegated
to secret societies.?2 The Chinese concept of immortality
has some characteristic features which differ greatly from
those perhaps of Buddhism or Christianity. For example, in

Confucianism there is no belief in either an immortal soul
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or in any personal biological immortality; only through
one's direct descendants or personal fame is it possible
to transcend death.23 o0On the other hand the Taoist's con-
ception of immortality is essentially a physical or bio~-
logical immortality; there is no continued existence of a
soul without a material component.24 In this sense the

life to death transformations described in Chuang Tzu

(Chapter Six) are not immortality but rather the transcen-
dence of a distinction between life and death.

‘Taoist physical immortality has a number of interest-
ing characteristics. The term hsien is explained in the

K'ang-hsi tsu-tien as "to age and not die," yet the de-

scription found in the T'ang ch'uan-ch'i tales indicates

that this means age in years and not in appearance. For
example, in "Liu I chuan," Liu I's younger brother is de-
scribed as appearing the elder of the two. In other words,
the physical piocess of aging is halted or even reversed.
Death, when it seemed to occur, was rather an escape to some
earthly paradise with a material token left behind.2> The
appearance of a simulacrum is noted in the tale "Ma Tzu-jan
chuan." \% Z (7)‘)\ 6‘%‘ (TPKC, 33/12). Such phenomena is
not commonly seen in the tales selected by the process de-
scribed in the Introduction. In fact, the more arcane the
material, the more it is confined to the anecdotal forms
and the less it appears in the more fully developed narra-

tive forms. Although immortality is believed to be most
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often attained by alchemical processes, other methods

were also used. Joseph Needham lists six methods al-
together, including,

1. respiratory techniques,

2. heliotherapeutic techniques,

3. gymnastic techniques,

4. sexual techniques,

5. alchemical and pharggceutical techniques, and

6. dietary techniques.
Only the last two listed are found to any degree in the T'ang

ch'uan-ch'i tales and the use of number five--alchemical

and pharmaceutical techniques-~predominates to quite some
degree. Dietary techniques are at times mentioned and in
one tale "T'ao Yin erh ch#n" ?ﬁ]j’:&;& (TPKC, 40/35), a
diet consisting exclusively of nuts, pine resins, and the
like is advocated as superior to the chemical techniques.
These techniques, except number three, appear to have re-
spectably ancient origins in Han or earlier thought and
practice, though in terms of received tradition more details
date from somewhat later periods.27

The Taoist concept of immortality must somehow be re-
lated to the concept of biological changes such as those
noted in Chuang Tzu--fish become birds, insects become
butterflies--and such observations would lead thinkers to
deny that man alone is a fixed species. The techniques
mentioned above are then active attempts to bring about
these transformations.28 0of course, by T'ang times trans-
formations ©f all types found their way into the ch'uan-

ch'i tales, as has been demonstrated in the material
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covered in this chapter.

In conclusion, one may say that the search for the
elixer is recognition of the existence of the Imperishable
Being (Campbell's term) and an expression of the hope that
it may be attained. This search is also recognized as
both a spiritual and a material quest, which accurately
reflects the Taoist belief that immortality requires the
union of both the spiritual and material aspects of life--
soul and substance. The importance of the elixir as the
ultimate goal of the quest cannot be over-emphasixed (de-
spite the greater fictional attention to its symbolic
representation in a female or goddess figure). The
psychological motivation for the quest, which is derived
from infantile desires, effectively locates the origins of
such phenomena in universal experiences and hence provides
a methodological basis for archetypal criticism.

The early pre-fictional expression of the concept of
immortality is found in magic, especially the magical
practices of the shamans who were entrusted with the
preservation of natural fertility in the practices of rain-
making and individual immortality.29 Thé relationship of
magico-religious functions and political functions of
shamans are expressed not only in such works as the
"Li Sao," but also in the "Kao-t'ang fu." The establish-
ment of Confucianism as the state cult effectively elimin-

ated such practices from the political area and relegated
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them to the realm of individual endeavor.

With the development of creative fiction in the T'ang
dynasty, the elixer quest was a natural subject for fic-
tional treatment, and it is noteworthy that in terms of
plot resolution the narrative more frequently ends on a
negative note.39 This is entirely consistent with the
poetic renditions of the shaman's quest in the Ch'u sonys,
which have been noted as quest-type material.3! This

similarity further identifies the T'ang ch'uan-ch'i ver-

sion of the elixir quest as archetypal experience, and in
terms of characters, setting and structure, the materials
do follow the archetypal pattern. The hero, Wise 014 Man,
and the enemy provide the primary images, while the set-
tings in the real and supernatural worlds are structured

according to the sequence of events of the interior journey.
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CHAPTER SIX

THE ARCHETYPAL PATTERN

The material in the preceding chapters has demon-
strated the primary motifs and patterns of the T'ang

ch'uan-ch'i tales. The purpose of this chapter is to

display these motifs in a pattern which demonstrates their
relationship with the universal pattern of the quest-myth.

Efforts of this sort for Western, Near Eastern, or
universal materials, using various approaches--folklore,
anthropology, genealogy, psychology, and mythology-~have
been made. This has also been done for Chinese folklore by
both Chinese and Western scholars.l

Archetypal behavior consists of a pattern of inter-
related events, conditions, and actions. To fulfill the
pattern of the archetype it is not necessary that these
elemeﬂﬁs be displayed in a rigidly prescribed, unvarying
manner; rather, what tends to occur is that some parts
are transposed, emphasized or de-emphasized, or even omit-
ted altogether, depending upon the literary or other re-
quirements imposed by the circumstances which led to the
recording of the material in an archetypal pattern.

Fontenrose has discussed this phenomenon in connection

140
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with his study of the Delphic myth. He notes six general

types of changes in his material: 1) mutations of role and
changes of rank, relationship, or class; 2) mutations in
action; 3) a striking feature of one variant may be re-
duced in another to something less striking, or it may be
disguised; 4) deeds or traits may be transferred from one
character to another; 5) themes and roles may be combined

or fused; 6) there may be expansion or doubling of themes,
persons, or episodes.2 These are examples of the processes
which affect the recreation of mythic and archetypal thought.
They are not so readily evident in the pieces presented
above because of the narrow process of selection employed
and, more importantly, because examples of the archetypes
are not taken beyond the T'ang dynasty. Even so, in a com~
parison of the stories of Liu I and Liu Tzu~hua (both

given above in Chapter Three) the characters and actions
differ remarkably, yet both are representatives of the same
archtypal pattern. The tale "Ling ying chuan” g? ﬁé\1%
(TPKC, 492) is again remarkably different in many features
but still fulfills the archetypal pattern. The type and
number of mutations and variations that occur often seem
confusing and illogical. For example, in the tales re-
lated to "Liu I chuan," the earliest versions make no effort
to provide a logical reason why a supernatural being should
seek the help of a mortal; why a dragon should need the help

of a mortal merely to deliver a message. This is the very
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sort of phenomenon that is found both in dreams and in

debased mythical material and it is exactly in such de-
tails that the psychological or archetypal nature of the
material is revealed. In mythology such details are muta-
tions or remnants of misplaced or misunderstood, yet
primary, features of the fundamental pattern. Rather than
delete such details, however, strange to later minds, they
are transformed to preserve the substance of the archetype.
The problem then is not one of lcgical analysis but rather
one of discovering the logical connectives embodied in the
archetype.

Some features of this archetypal pattern have already
been described above in terms of the mythological or folk-
loric sources and in terms of the literary precursors of
the tales. The following is.a description of the material

in terms of the archetypal pattern.

The Status of the Hero
The Scholar Hero. The opening lines of a T'ang

ch'uan-ch'i tale identify the hero's station in life, and

most of the heros fall within a rather narrow range of pos-
sibilities: scholars, military officers, profligates, and
men of wealth and leisure, the latter two being somewhat
infrequently encountered. The largest group is undoubtably
that of the scholars and that group, too, is usually of a
particular type, often the failed scholar. The identifi-

cation of a character as a scholar is made according to
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various set formulas, such as, "In the Yi-feng 42%1%{

period (A.D. 676-679) the Confucian scholar Liu I had failed
the capital examination and was returning to his native
area Hsiang." ("Liu I chuan" TPKC, 419/22) "In the Ch'ang-
ch'ing %k /% period (A.D. 821-825) the hsiu-ts'ai % =}
P'ei Hang, having failed the capital examination, was so-
journing in Ao-chu where he called upon an old friend Ts'ui
Hsiang-kuo." ("P'ei Hang," TPKC, 50/2) "[In A.D. 685] the
National Academy chin-shih (or Presented Scholar) Cheng
early one morning set out from Tung-shih Village crossing
the Lo Bridge by the bright moonlight." ("Hsiang-chung
ylian chieh" TPKC, 298/24)

Some heroes are identified as officials or as the
scions of official families: "“In the third year of T'ien-
shou (A.D. 692) Chang Yi of Ch'ang-ho took up official
residence in Heng-chou." ("Li-hun chi," TPKC, 358/4)

"Wang Hsien-k'o was a nephew of the court minister Liu
Chen." ("Wu-shuang chuan," TPKC, 486/1%9) "In the Chen-
yllan period there was a certain Ts'ui Wei, son of the former
Examiner Ts'ui Hsiang." ("Ts'ui Wei," TPKC, 34/15) Other
tales such as "Ku-ching chi," (TPKC, 230/21) and "Yu
hsien-k'u," (TJHS, pp. 3-9) are purportedly autobiographical
and thus portray the scholar class.

Fighting Heroes. A considerably smaller group of
heroes is composed of soldierly men: "Lieutenant Ou-yang

Ho invaded as far as Ch'ang-lo pacifying all the cave-
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dwellers there and entering deep into forbidding terrain."”
("Po ylan chuan," TPKC, 444/16) & related type of hero is
the man noted for his velor: "In the Chen—ylian period
there was a certain Wei Tzu-tung, a man of righteous and
courageous principles." ("Wei Tzu-tung,” TPKC, 356/51)

The hero may be a profligate or a man of wealth and
leisure: "Tu Tzu-ch'un...was a young spendthrift who ne-
glected his estate. Dissolute, fond of drinking and low
pleasures, he soon squandered his fortune...." ("Tu Tzu-
ch'un") "Ch'un-y# Fen...was fond of drinking, hot-tempered,
and recklessly indifferent to conventions.... In a fit of
drunkenness he offended his general and was dismissed.
Then, in his disappointment, he let himself go and gave his
days to drinking." ("Nan-k'o T'ai-shou chuan," TPKC,
475/32) "T'ao Hsien, a descendent of [the Magistrate of]
P'eng-tse fﬁwﬁ 5; [T'ao Ch'ien], lived in the late K'ai~-ylan
E?liJ period [A.D. 713-742] and resided at K'un-shan where
he owned considerable land which was all entrusted to an
honest and capable steward, while T'ao himself sailed the

rivers and lakes going where he would." ("T'ao Hsien,"

TPKC, 420/28)

The Hero is Marked for Adventure

The heroic adventure does not devolve upon just any-~
one;3 the hero must be singled out and distinguished from
his fellow men by particular circumstances which prepare

him psychologically for the events to come. The
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distinguishing marks ~ften have an obstensibly negative

value, but in fact these marks signify that the hero is
material for a great destiny and he has, in effect, either
been denied mundane success or has consciously rejected it.
These marks are of several types. 1In the Six Dynasties
material associated with the tale "Liu I chuan" it was
noted that the men selected to carry the messages of the
supernatural beings were men already on official missions.
This status, in effect, marked them as men suited for this
new task. In the fully developed tales several other de-
vices are used to mark the hero, among them failure in the
triennial capital chin-shih examinations, a profligate life-
style, and poverty. (The former two categories double as
prerequisites or status indicators of the potential hero.)
It should be noted that the negative features are more
commonly associated with the supernatural tales, while the
more realistic tales, such as "Li-wa chuan," employ a dif-
ferent set of features, if indeed any are employed.
Although the most frequently encountered circumstance
which marks the hero is that of failure in the examinations,
the two examples of Liu I and P'éi Hang mentioned in the
material above describe the rather limited attention which
it is given in the narrative. Yet, despite the disappoint-
ment which undoubtably accompanied such a turn of events,
no mention is made of the psychological condition of the

hero. This, however, is consistent with the techniques of
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characterization employed in ch'uan-ch'i tales, which call

only for rather standard responses, such as moral indigna-
tion, to an immediate situation closely tied to the main
action of the story.

Another negative mark of the hero is profligate life,
exemplified by the tale "Tu Tzu-ch'un" mentioned above and
analyzed in Chapter Four. This negative phase of the
hero's life is comparable to the childhood cycle in the
lives of many archetypal heroes,

«....the child ef destiny has to face a long
period of obscurity. This is a time of extreme
danger, impediment, or disgrace. He is thrown
inward to his own depths or outward to the unknown:
either way what he touches is a darkness un-
explored.... The conclusion of the childhood
cycle is the return or recognition of the hero,
when, after a long period of obscurity, his true
character is revealed.

It is obvious that this feature of the heroic life--the
period of childhood obscurity--appears in the T'ang ch'uan-

ch'i tales transformed into such features as the failure

of the scholar or the life of the profligate.

The Hero Is on a Journey
The journey is one of the most prevalent motifs' of the

T'ang ch'uan-ch'i tales. 1In the tale "Liu I chuan" the hero

is on a journey home on horseback, while in "Hsiang-chung
yllan chieh" and "P'ei Hang" the heroes are traveling by boat.
Variations are found in hunting expeditions and solitary
walks in forests. In "Chang Chih-fang" (TPKC, 455/1) the

hero is on a hunting expedition in a deep forest and becomes
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separated from his companions, losing his way in the
unfamiliar terrain. In "Chang Feng" (TPKC, 429/10) the
hero is on a journey in a strange district and while tak-
ing solitary walk is overtaken by night-fall in a deep
forest.

There are innumerable examples of the Jjourney motif in
these tales, some of which appear to be merely formulaic,
others more integrated with the narrative. The formulaic
type of refc.cence to a journey is exemplified in the open-
ing line of the tale "Sun K'o" (TPKC, 445/21) "During the

Kuang-te period (

;};% A.D. 763-65) the hsiu-ts'ai
Sun K'o had failed the capital examination and was sojourn-
ing in Io." The use of such bald and unadorned language
is avoided in an unfortunately smaller number of tales,
for example, in the opening lines to "T'ao Hsien" and "Hsiang-
chung yllan chieh," both quoted above.

The prevalence of the journey motif is no doubt a re-

flection in part of the largely supernatural antecedents to

the ch'uan-ch'i tales and the continued presence of super-

natural concerns. The journey motif, however, is not simply
a literary device.

From a spiritual point of view, the journey
is never merely a passage through space, but
rather an expression of the urgent desire for
discovery and change that underlies the actual
movement and experience of traveling.... Heroes
are always travelers, in that they are rest-
less. Traveling, Jung observes, is an image of
aspiration, of an unsatisfied longing that
never finds its goal, seek where it may.
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In the material under consideration the journey motif

often signifies that a major event in the life of the hero
has taken place, or is about to, or both. It may also
characterize to a certain extent the mental state of the
hero depending upon the particular diction employed. For
example, while a few tales use the term Eggi_ﬁéi"to return,"”
hsing 55 "to travel," or even tzu...chih... )‘:ﬁ} ;Zi
"from...to...," the majority of the tales use the word yu
iﬁi/;i? "to sojourn, wander, roam." Of the first three
only kuei has any particular connctation, that being the
return to one's proper place orxr, somethimes, to retire,
either from office or from the worid -of men. On the other
hand, the latter words have rather pronounced connotations
of a pleasure jaunt or aimless wandering. The relatively
frequent use of the word yu in this connection is an in-
dication of the underlying motivation of aspiration for new

and profound experiences.

The Hero is Summoned to the Adventure

While on his journey the hero may receive a summons to
the heroic adventure. These summons range from an apparent
blunder or chance occurance to an everyday event. In the
story “"Ts'ui Wei” (TPKC, 34/15) the hero first happens to
be a guest in a home that makes triennial sacrifices to a
"single-legged spirit" 5% r%'ﬁ’f? . When Ts'ui learns that
he is to be the sacrifice he escapes into the night only to

fall into a deep well inhabited by a large snake, and thus
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begins his heroic adventure. 1In the tale "Liu I chuan"

the hero is traveling by horse when suddenly a bird flies
up startling his horse which then runs wild to the river-
side where the Dragon King's daughter appears to be wait-~
ing for someone. Other heroes lost in a forest or be-
nighted while enroute somewhere may see the light of a
mansion in some remote place and thus begin the adventure.
In Freudian and Jungian theory blunder and chance oc-
curences are not merely such, but rather "the result of
suppressed desires and conflicts"6 or the product of
synchronicity. The appearance of the herald or the sum-
mons to adventure is the signal for the beginning of a new
stage of life; it predicts the crossing of the threshold
into the supernatural world and may in this fashion pre-
cipitate a crisis of choice between two lines of action.
The refusal of the call results in the lost chance for
immortality, while answering the call promises great re-
ward, but only at the risk of great dangers.7 Ts'ui shu-
sheng %;:g'i\ (TPKC, 63/6) misses immortality because he
refuses the call by having but little faith in the goddess

who favors him.

The Hero Enters the Supernatural Realm

After responding to the call the hero then enters the
supernatural realm, which may have correlatives in nature,
either magical or not, or which may be on a purely symbolic

nature such as a dream or trance. The supernatural realm
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was described in quite some detail in Chapter Two under

the topic of immediate settings. These settings were de-
scribed as essentially scenes of grandeur and majesty or
mystery with concrete locations underwater, underground, in
remote rain forests, or in high mountains, which were then
identified as symbolic representations of the subconscious
mind. When a trance or dream state is described, as in
"Chen-chung chi" (TPKC, 82/24) and "Ying-t'ao ch'ing-yi,"
(TPKC, 281/8) there may be less effort to portray a super-—
natural realm of magic and mystery. Instead, as befits

the satirical or ironic intent of such tales, the transi-
tion into the dream state is de-emphasized and the develop-
ment of such features as material and political success are
depicted as realistically as possible.

The supernatural realm is a zone of extremes, extremes
of power and danger, failure or success; yet, despite the
uncertainty of the outcome, entry into this realm is
invariably an affirmative act rather than escape or self-
negation. This is demonstrated in the symbols of the
* supernatural realm which represent the powerful forces of
the subconscious mind. Entry into«this area provokes the
potentially destructive energies of various powerful forces

as well as the possibility of great reward from the gods.

The Hero Undergoes Trials
Having successfully gained entrance to the supernatural

realm the hero then must undergo a trial or series of trials.
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There are a great many possibilities for this motif, rang-
ing from a simple service to a complex or dangerous task.
The development of the trials motif in the dragon story
material described in Chapter Three shows the evolutioncaf
the trial from the simple service of the delivery of a mess-
age to the message motif plus the subduing of an enemy and
the restoration cf fertility. In the tale "P'ei Hang" the
hero must procure a rare jade mortar in order to secure the
blessings of the gods. In "Li Wei~kung Ching" the task is
to mount a flying horse and sprinkle a magical potion to
cause rainfall. In "Tu Tzu-ch'un" the trial is one of faith
and perseverance even in pain and suffering.

The purpose of the trials is to demonstrate that the
hero is actually worthy of the goal of the quest, and to
this end it is necessary that he be superior in degree to
other men and to his environment.® The nature of the trial
is to a great extent governed by the particular character-
istics of the Chinese scholar-hero, the dominant figure of

the T'ang ch'uan-ch'i tale, whose general features were

described in Chapter Two. The main features of the scholar-
hero were described in terms of ygg.ji "cultivated eloquence"
as opposed to gg-jt "martial power." The trials reflect

this facet of the Chinese hero in that they eschew personal
involvement in violence. Thus, in the examples given above
the scholar-heroes do not engage in acts of violence,

though as in "Liu I chuan;" a double of the hero may do so.
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Failure in the trial is not unheard of. In tales des-
cribing the search for an elixir the hero's failure is per-
haps a lack of resolve ("Tu Tzu-ch'un") or a lack of trust
("I's'ui shu-sheng"). 1In "T'ao Hsien" and "Chou Han" failure
of the herces' doubles to defeat the draconic enemy then

caused the heroes' own retirement.

The Hero Has a Double
The figure of the double was described in considerable
detail in Chapter Two and nothing new need be added to that

material. To repeat: the double in the T'ang ch'uan-ch'i

tales is primarily a vehicle for the performance of deeds
denied to the hero because of personal limitations or
ethical restrictions. There is, as stated above, an ap-
parent blending of the roles of double and supernatural
helper. The problem of identification can be resolved to
some extent by applying Jung's concept of the collective
unconscious, which he postulates as a persona of the hero,
and, again following Juné, by reading the Wise 0ld Man as
a symbol of the collective unconscious.? 7The collective
unconscious, which Frye disregards as unnecessary for the
study of literature,l0 then links the hero to his agents
in a double relationship. This is admittedly a tortuous
path, yet it is not without a certain surface loéic as
well, since all actions and actors are directed toward a

common goal.
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The Hero Meets a Wise 01ld Man

The figure of the Wise 01ld Man was also described in
guite some detail in Chapter Two and the only feature to
add here is that a female figure may at times £ill this
role. A single example will suffice. In the tale "Ts'ui
Wei" the title character is the scion of a distinguished
family yet is reduced to poverty through his own extra-
vagance. During a festival Ts'ui sees an old beggar woman
being roundly cursed out for upsetting someone's food and
wine and magnanimously offers his own coat, which is all
he has, to cover the damages. To repay him the old lady
gives Ts'ui some moxa ;{ of nearly magical potency. The
moxa then serves Ts'ui as a weapon, as on the quest he is
able to use it as a curative to mollify otherwise hostile
forces. The old beggar woman then has the same relation-
ship to Ts'ui Wei as, for example, Hou in "Ku-ching chi"

has to Wang Tu in providing him with a magical mirror.

The Hero has a Weapon

The weapon of the hero was discussed in Chapter
Two. The weapons break down into several types, none of
them the conventional sword, staff, or bow and arrow of the
military man. Even the warrior-hero Wei Tzu-tung does not
use his sword on his quest, but rather is armed with a
magical weapon--silence. It should also be noted that in
"Po ylan chuan" the weapons of the warrior Ou-yang Ho are

barely mentioned and it is only knowledge of the simian's
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weak point that makes the weapons effective. In contrast,
the non-conventional weapons of the scholar-hero, e.g.,
moral force, wen (cultured elogquence), medicine, magical
mirror, silence and magical spells are given particular at-
tention when they appear in the texts. This contrast is
consistent with both the supernatural basis of the tales
and the scholar's reliance on non-violent means to an

end.ll

The Hero is Rewarded

At some point of tre quest the hero receives a reward,
or, ne may receive several rewards. In "Liu I chuan" the
rewards consisted first of assorted treasures and then of
a wife-—-the Dragon Princesrs—-—and longevity. In the tale
"Jen Hsiu" (TPKC, 421/33) a man aids a dragon in danger
and is given a valuable pearl for the service. In "Tung-
t'ing shan-hstieh" /7] )},{,}\‘f'\(gm_'ur_s_, pp. 613-614) dragon
pearls are bestowed upon a treasure-seeking imperial emis-
sary. In archetypal terms these actually are symbolic
treasures. This is also true of the goddess who presents
herself to a mortal man. The elixir of immortality is the
actual goal of the quest and is the underlying value of

these various representations.

The Hero Meets a Goddess
At scme point of the journey the hero will meet a

female figure, a goddess in the supernatural tales and a
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human in the realistic tales. The result of the meet-

ings vary from the beneficial to the dangerous or deadly.
If the hero encounters a benevolent goddess material wealth
and immortality may be his lot; yet if he encounters a
dangerous supernatural being, as in "Lao chiao"jﬁ!ﬁz ’

he may meet his death (see Chapter Three). One feature of
the meeting with the goddess is union, which may be symbolic
or which may be actual. Sexual union with a goddess re-
presents in anthropological terms the continuation of world
fertility.12 In psychological terms sexual union with the
goddess represents a union with the anima, the totality of

the self and knowledge.13

The Hero Leaves the World

Immortals seldom choose to live among men and in those
tales which depict the fuller cycle of the mythical round
the hero is often said to have left for some preferable :
place of abode. In the anti-climax of the tale "P'ei
Hang," the hero, his bride (a goddess), and relatives all
retire to a mountain paradise. Liu I first spent some time
in the mortal world but finally permanently departed for
the underwater demesne of the Dragon King.

In certain tales such as "Tu Tzu-ch'un" and "Wei Tzu-
tung"” the heroes fail the tests and are doomed to their
mortality. Yet the endings of these tales also describe the
heroes as disappearing from the world of men or retiring to

a mountain fastness. Failure in the trials is comparable to
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death, since one cannot reach total self-knowlege, or, in
psychological terms, it is comparable to insanity or
neurosis.l4

These twelve features describe the primary symbols and
events of the life pattern of the composite Chinese hero.
The relationship of these features their usual sequential

appzarance is shown in the following diagram:15

The Everyday World of the Ego
Journey

The Mark of the
Hero
Summons

The Wise 01d

(Weapon) The Preconscious
Return to
Entry to th Threshcld of Adventure Everyday
Supernatura i World
Realm The Supernatural World
of the Subconscious
Trials Mind

Weapon/Doubl

adise/Death

Supernatural Aid

Treasure
Goddess
Elixir
As noted on the diagram there is a general correspon-

dence between the progress of the hero's adventure and the
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topology of the mind. The Everyday World corresponds to

the ego and operates on a reality principle with reference
to the observable world. The area above the line demar-
cating the Threshold of Adventure corresponds to the pre-
conscious mind, a sort of buffer zone between the ego and
the id, or subconscious mind, which provided the ego with
potentially conscious material, though still subject to
repression. The area below the line corresponds to the id,
which is composed of the forces of the libido and destrudo.

In plotting the path of the typical T'ang ch'uan-ch'i

tale we see that the hero, a man of a certain status, is
on a journey when he is summonded to the adventure and
meets a Wise 01d Man who provides him with a weapon for use
in the trials to come. After entering the supernatural
realm the hero undergoes a trial, or trials, with the aid
of the weapon and a double or helper. Failure leads to
death, often symbolic. Success leads to reward—--treasure,
gooaess, or elixir. The hero may return to the everyday
world for a certain length of time before finally leaving
the world to live in a paradise.

Three schemes of representation of the pattern of the
heroic life--those of Raglan, Be Vries, and Campbell--wexr
given in Chapter Two. A comparison of these with the pat-

tern of the T'ang ch'uan-ch'i tale reveals that there is a

partial correspondence with the schemes of Raglan and

De Vries and a general correspondence with that of Campbell.
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Two factors account for this. Cae is that the schemes of

the former are specific and culturally limited, while that
of the latter is general and universal. The other factor
is that the Chinese materials are based on a particular
genre which has limitations of length and content, while
the other schemes are based on a wider variety of materials.

The Chinese materials can be divided into three
stages; the preliminaries, the action, and the conclusion.
The preliminaries consist of the establishment of the hero
as such and preparations for entry into the supernatural
world. The action consists of the trials and the reward,
events which take place in the supernatural world. The
conclusion then disposes of the hero, usually by describ-
ing his final departure from.the everyday world.

The T'ang ch'uan-ch'i materials show a definite

emphasis on the second stage of the mythical round, that
of the trials and the reward, which corresponds to Camp-
bell's second stage—-initiationls--and to Frye's second
stage-~the mythos of summesl7--as well. The T'ang ch'uan-
ch'i tales have been recognized as the first consciously
created Chinese fiction, which correlates with the view
that the romance is older than the novel.l® Thus, it can
be seen that these tales not only demonstrate universal
archetypal features, they also conform to the general

principles of the development of fiction.
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lChung Ching-wen has abstracted many folktale types
as has Lou Tzu-k' uang_g 5 ) ; (see Blbllography) Material
of this nature has been collected in such series as the
Min-su-hslleh chi-chtian LL1r~Eiﬁ}—g% . Wolfram
Eberhard's "Typen chlne51scher Vblksmarchen" and his Iokal-
kulturen im alten China have organized such materials
into distinctive patterns.

2Fontenrose, Python, pp. 7-8.

3Campbell, The Hexro with a Thousand Faces, p. 37.

4campbell, Ibid., pp. 328-329.

3. E. Cirlot, A Dictionary of Symbols, p. 157.

6Campbell, The Herxro with a Thousand Faces, p. S51l.

7campbell, Ibid., pp. 8-10.

8Frye, Anatomy of Criticism, p. 33.

9Jacobi, The Psychology of Jung, p. 46.

loFrye, Anatomy of Criticism, pp. 111-12,

llCreel, Chinese Thought, p. 30.

12prazer, The Golden Bough, pp. 156-58.

13Campbell, The Hero with a Thousand Faces, p. 1l16.

l4campbell, Ibid., pp. 101-4.

15rhis diagram is based on that of Campbell, ibid.,
p. 245.

l6campbell, ibid., p. ix.

l7rrye, Anatomy of Criticism, pp. 186-206.

18This of course includes the tale and the short
story in the same relationship. Frye, Anatomy of Criticism,
p. 306.

159



CHAPTER SEVEN

CONCLUSIONS

The importance of the T'ang ch'uan-ch'i tales in the

development of Chinese creative fiction {including tale
and romance, short story and novel) is a fact acknowledged
by many scholars but investigated by relatively few of
them. Of the studies that have been made, the historical
method is most often applied, with the result that the in-
formation generated is related to literary influences,
historical background, and literary biography. (The ex-
ceptions have been indicated throughout this study). No
doubt one main reason for the relatively minor attention

paid the ch'uan-ch'i tales is the admittedly wider appeal

of the colloguial short stories and novels that appeared
in later periods. It has, however, been acknowledged that

the T'ang ch'uan-ch'i tales played an important part in the

creation of this body of literature.! If the origin of
Chinese creative fiction is at all to be understood it is

therefore imperative that the T'ang ch'uan-ch'i tales be

thorouchly investigated, if only for their chronological

importance.
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This study seeks to demonstrate first that the

T'ang ch'uan-ch'i tales have a solid foundation in a body

of universal symbols. These were described first in the
Introduction and then elaborated upon when necessary in
Chapters Two through Five. In these sections the follow-
ing features were demonstrated: 1. The primary characters

of the T'ang ch'uan~ch'i tales are the scholar-hero, the

goddess (debased or otherwise), and the enemy (sometimes a
monster or supernatural being). The secondary characters
include the doubles of the hero, the Wise 01d Man, and his

helpers. 2. The settings of the T'ang ch'uan-ch'i tales

follow a consistent pattern showing a progression from the
real world to a supernatural one. This pattern conforms
to that of the heroic adventure or interior journey.

--3. -The literary remains from earlier periods which are

related to the T'ang ch'uan-ch'i tales provide evidence

that the gradual development of the T'ang ch'uan-ch'i tales

corresponds to the emergence of the more psychological

aspects of the mythical round. 4. The T'ang ch'uan-ch'i

tales, as befitting the shorter forms of fiction, show only
a partial correspondence to the monomyth. Notably the
birth and youth of the hero are not described. This de-
letion of information on the early life of the hero may

be related to the représsion, conscious or btherwise, of
features of the Oedipal conflict. However, there is no
evidence available upon which to formulate any sound

hypothesis regarding this matter. Studies such as "Hstleh
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Jen-kuel and Hsleh Ting-shan: A Chinese Oedipal Conflict"

by Yen Yl#lan-shu? provide a preliminary look at this feature
of Chinese society, but further research of a more ex-
tensive nature is necessary. 5. Though the Chinese Scholar=-
hero is unique as a type in literature he can be shown to
conform to the universal hero type through the application

of symbol and archetypal analysis. 6. The T'ang ch'uan-ch'i

tales are essentially a native Chinese development in
terms of both form and content. This belies the conten~
tion of some scholars that foreign ideas, i.e., Buddhism,

profoundly influenced the developmentof T'ang ch'uan-ch'i

fiction.3
These features demonstrate that not only do the T'ang

ch'uan-ch'i tales conform to universal patterns of literary

expression they also reflect a universal pattern of human
experience, despite the isolated tradition within which
they grew. An understanding of the universal pattern of
these tales then isolates those features which are peculiar
to the Chinese tradition, and provides valuable information
on the development of the Chinese literary tradition and

the nature of the Chinese experience.
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lror descriptions of the influence of the ch'uan-
ch'i tradition upon vernacular literature see W. L. Idema,
"Storytelling and the Short Story in China," T'oung Pao,
LIX (1975) pp. 12-17; and Patrick Hanan, The Chinese Short
Story, pp. 121-24, 174-86.

2Tamkang Review, Vol. 1, no. 1, (1970), pp. 223-232.

3This is the theris of T'ai Ching-nung is his article
"Fo-chiao ku-shih y% Chung-kuo hsiao-shuo," (Journal of
Oriental Studies, Vol. 13, no. 1 (1975), pp. 28-56). See
especially pp. 39-43.
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