LIU TSUNG-YUAN! AND THE CARLIEST
CHINESE ESSAYS ON SCENERY
by E. EDWARDS

Among the most important and far-reaching changes which literary
composition underwent in the T'ang period (618-go6 A.D.} was the
reform of prose, the abandoning of “balanced” or “parallel” prose? in
favour of an unregulated free style® which became known as “‘ancient”
prose®, both to distinguish it from the form in current use and as a reminder
that it had been the standard long before the development of the paraliel
style,

Parallel prose, a “curious blend of ornament and preciousness”, has
been described as a “unique production of the Chinese language™®. But
most languages lend themselves in some degree to the use of parailel
phrases and sentences, and the style was “unique” in Chinese chiefly in the
extent to which it was used.’ The monosyllabic character of the Chinese
language makes it possible to write pieces of any length entirely composed
of parallel sentences, every character in the first of which is balanced in the
second by words of the same part of speech and similar in nature (e.g.,
cold : mild ; rain : wind) arranged in the same order, but belonging to
different tone-groups®. The whole composition, which in form and in

1) 5% IT (773-8ro A.D.). Giles, Biographical Dictionary, 1631.
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" Kiang Kang-hu, Chinese Ciuvilisation, p. 446/7.

* Perhaps the nearest approach in English literature (the wide differences in the
two languages render close comparisen impossible) to Chinese paralle] prose is euphu-
ism, the affected style of conversation and writing which was Fashionablé for 2 time at
the Court of Queen Elizabeth. This consisted of two distinct elements, the first of
which was *‘a principle of symmetry in the prose, emphasised by the use of ailiteration
in such words as are antithetical . . . . . e.2., Let my rude birth excuse my bold
request”. “A prose thus fashioned”, say the authors of this definition, “becomes
almost as intricate a3 verse”, The other element belongs more particularly to Lyly
(1553—-1601 A.D.), the originator of euphuism, who ““decorated his prose with similes
from mythology and from the natural history of the bestizries and herbals dear
to medieval minds”. [Mulgan, J. and Davin, D. M. 4n Introduction to English
Literature, (Oxford, 1947) p. 31.]



148 E. EDWARDS

rhythm is closely related to poetry, consists in its most common form of
a collection of couplets or pairs, all of which contain the same number of
characters—generally twenty, divided into two groups of ten, each of which
ta subdivided into four and six. For this reason parallel prose is often called
“fours and sixes'!,

Parallel sentences occur in the Confucian classics and in the writings
of the Ch'in and Han periods, but no composition consisting entirely of
parallel sentences was written earlier than the Chin dynasty (265-419 A.D.).
During the whole of the period between the Han and the T ang dynasties
(i.e., 220618 A.D.) the form flourished exceedingly, and it continued to
be the accepted literary medium until a movement for the restoration of
unregulated “ancient” prose was inaugurated in the middle of the T'ang
period.

‘The change-over from regulated to unregulated prose did not occur
suddenly. Writers in the carly part of the T ang period continued to write
in the parallel style, though strict attention was not always paid to the rules
which governed it, and passages or sentences occurred in freer style. Chang
Yieh® (667-730 A.D.), for example, abandoned to a considerable extent
the flowery phrases and over-elaborated expressions which were charac-
teristic of parallel prose, and both he and others who continued to write
formal compositions in parallel prose often elected to use a freer style when
they wrote for their own entertainment and that of their friends?.

It is probable that the introduction of rigidly regulated poetry into
the syllabus of the official examinations during the reign of the Empress
Wu (684-705 A.D.) had some influence on the movemnent to liberate
prose from rules and restrictions. Poetry had for several centuries invaded
the realm of prose, and the reform consisted cssentially in drawing a clear
dividing line between the two, introducing at the same time a simplified
vocabulary and greater flexibility in form.

The reform movement received its greatest impetus from Han Yii¢
(768-824 A.D.) and Liu Tsung-yiian, but it was only in the Sung period
{960-1278 A.D.) that the so-called “ancient” style completely routed its
rival®. This is not the place to discuss its subsequent deterioration, but it
should be noted that as time went on the “ancient” style in its turn lost
freedom and simplicity. Its introduction into the syllabus of the official

*ssa lia, P A5
'R e Giles . Biographiral Dictionary, 1 34

*See Edwards, Chinese Prose Literature of the T'ang Period, {Probsthain,
r937-8), Vol. II, p. 35 and passim,
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examinations under the Sung was the beginoing of its d.ecline, andl later
there was developed for the benefit of candidates the ca.rciul stud)}:lot wba}:
was called the “purpose and mode of expression (.}f ancient prose™, wblc
removed fram it much of the sincerity and flexibility that chall"actcnf.scd it a‘ti
its best and eventually reduced it to a stereotyped form of examination
prose. This again became regulated, and from the‘: IMmg dynas;y
(13681644 A.D.) onwards consisted of a fixed pattern of eight p‘:llragra;lprs:.
known as the “eight-legged essay’™?, To some extent this al.so was par:t e .
prose, for each two of the eight paragraphs formed a pair, 'thc words ;tn
sentences of one paragraph being required to correspond with thosc of its
wm;');‘:zelriltterary renaissance which took shape under the lf:adershlp of
Han YU was certainly a magnificent achievement. But credit cannot be
given to Han alone. To bring it to perfection the movement rglcedefi‘also
the work of others, and especially of Liu Tsung-yiian. Han’s wntmﬁé,
chiefly didactic and narrative, were the wtvork of a master ab]cdto u;.ect;;
language freely and at will, but it was Liu who Lﬁtrodl.}CC.(i and per eh. :
the art of writing in the language of every-day use dcscn}::tl.ve pieces whic
have never been bettered and which Han, lacking the artistic temperament,
i : of producing.
o I;itp?:)cl: thatpHan wag the accredited leader of the refo.rrn schoal, .and
that scholars in the Sung period were even more interested in the doctrines
which he taught than in the form in which they were expressed, led ther_n
to take Han and not Liu as their model, and although the names c?f itihe two
were frequently linked it was Han who exert‘ed‘ thf:- greater.mc;fncc.
Nevertheless Liu’s descriptive writings hold a distinctive plf.ice. in mesi
literature, and never, before or after him, did. ti.le same or similar extern:
conditions, reacting upon a supremely artistic temperament, recur to
i the same results, .
prOduTC;ep;:::s;i:yed by Han Yi in the reform movement is fully descnbe(i:
by Professor Margouliés in his excellent book on the‘ de:elopmen::hc;f
Chinese prose writing®, “Han Yu”, says Dr. Margo:.l iés, corllﬂmi:] ohet
d'école, lutte et élabore les principes; L1e01l1 .Tsong-yuan: dont le I_;o eY“
purement artistique et qui est du reste inﬁmmer?t pius artiste que Han t};,
par des textes non seulement narratifs ou didactiques mais aussi descriptifs
fournit des modéles parfaits de I'application des fF;rmulcs nouvelles, unife
consécration artistique de la nouvelle école ph_:s bnllante.encorc que neY a
donnent les compositions parfois un peu laborieuses ou séches de Han Yu

Lk wén s fa, 5 3 #E 1k, See Hummel, Eminent Chinese of the Ch'ing Period,
3 vols. (Washington, 1943}, Vol. I, p. 236/7.

2 b b qin, ;\ﬁi . o )
3il(i.}et:irges Margouligs, Evolution de ila Prose artistique. chinotse {Minchen,

Encyclopidie-Verlag, 1929), p. 169—197.
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geou Tsongf?ruan introduit dans le nouveau style la souplesse et Paisance’
:i Margm:hes further points out that while Han Yii perhaps the greates;
and certainly one of the most prolific of Chj : i
‘ of the most | nese prose writers in a
clalm.ﬂ.:d, though with little justification, to be first and foremost a oeI:Y[e:'ra‘
essentially a poet, wrote three times as much prose as poetry P
.t.Thc circumstances which led Liu to develop his talent for descriptive
wr‘:l1 ing are ;elated in his official biography in the Q4 History of the T‘zngg
and more briefly in a memorial essa i '
. ¥ written by Han Y4 Born in
Zv';;g 31.;[){, ]Le :lvas outstanding among his ¢ontemporaries and by the time he
irty had risen to be an assistant secretary i i
. ry in the Board of Ritest, b
" it sec ites, but
th:rizgiv,iiitzrg :;} 803 SAh.D., he was implicated along with other officials in
: ang Shu-wén? and as a result was deprived of ki
politan post and transferred to a mi inci St 2t Yungochou® 1
not provincial post at Yung- 6 ¢
Hunan. On arrivin ; e o
. g there he could not obtain acco dati
up his residence in the Lung-hsi e belioeed shar b
g-hsing Temple”. There he believed that h
. - e
“:ﬁlucl: lfecl ql.;m‘a at h;me, for as he says in the account of the circumstances
€ wrote tn a short essay entitled Yunp-ch ; i Hi
o t : g-chou Lung-hsing-ssid Hsi hsisian-
chi®, Ii_}e I:;d long been acquainted with the doctrines of the Buddha”® "
e e rtLd nzt, however, settle down at once in the temple. His roo.m
north and was rather dark and he found it d i l
che buldin g . it depressing at first. But, as
perched upon the highest point i i
; point in the region, he b
to realise that he could look ou i i ch the great iuert
t from his eyrie and i
o : ¥ nd watch the great river1®
: ﬁ:x:g n{)as;, ;Ind beyond the river the hills, valleys and forests \.gvhich make
art of Hunan one of the most beautiful regi i i
‘ egions in Chinalt
gradl(l:all_y became reconciled to his new surroundings o and he
e hm;:a; lzte;ature owed much, in the T ang and other perieds, to the
om of banishing offending officials to dj ,
o . . 0 distant posts where they h
eisure to develop their scholarly interests. Li Po s the classic exam}I;Ie ;:)cti'

:Ma_rgou]iés, ap. cit., p. 191,
: f{‘:quTang shu, Lieh chuan, 1§ & B4, Ch. 160
i i i ! P . :
ﬁ o z: hou mu chik ming, ﬁﬂ%ﬁ % ﬁﬁ See Han Ch'ang-li ch'i 3
Py o _ g-li ch'tan chi,
i , ] ;; ¥ao series, 222/3) Ch. 32, p. 54,
i pu yiign wai lang, 1 ’ . 1
seaduit o 1o dagrs e MR A ?f- BB . Seedes Rotours, Le traité des Examens,
= ﬁ X e zlsttme des Tang, Chap. XLIV, XLV (Paris, 1932}, p. 7
. See Giles, Biographical Dictionary, 1 361. T

‘fkd‘”, the present Ling-li Fai 1
(Shang_hai, oo I-lp':" ;;r;} ing-ling. Sec Playfair, Cities and Towns af China,
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pet yao series, 224) Ch, 28, p, sa.

pu
By NER

LIU TSUNG-YUAN AND THE EARLIEST CHINESE ESSAYS ON SCENERY 151
+

the poet who was not a success at Court, and both Han and Liu were
degraded and sent to minor provincial posts. But whereas Han was soon
recalled, Liu returned to the capital after ten years only to be sent away
again, and eventually died in exile, Though he was irked by the uncongenial
environment of a provincial post, he bad not the fighting temperament and,
anlike Han, he did not struggle to recover his lost position. His retiring
nature, and perhaps alse his Buddhist outlook, made him accept passively
his prolonged banishment and after a time he created a new life for himself
and began to take an interest in his surroundings.

During the years in Yung-chou he made—if the number of memorials
he wrote in the time is any criterion—many friends. He must also have
taken at least a minimum of interest in the duties of his post! since he was
able to retain it throughout the period. But, as we know from his writings,
a great deal of his time was spent in making excursions to every one of the
celebrated beauty-spots in a region famous for its scenic beauty, and in
writing descriptions of the places he visited® In 815 A.D. he was recalled
to the capital, but almost immediately he was dispatched to Liu-chou® in
Kuang-hsi, a post even more remote than his previous one, and there,
after only four years, he died at the early age of forty-six.

As a writer of prose in the T“ang period Liu shared the first place
with Han Yii. Both promoted the unregulated style, which they appear to
have adopted independently of one another, and both assisted greatiy in
weakening the position of parallel prose. Each developed his style according
to his nature, training and beliefs. Han owed his dominant position no less
to the forcefulness of his doctrines than to the excellence of his literary
styled, while Liu, in whom the instinct to instruct appears to have
flickered but weakly, devoted himself to purely literary pursuits® He was

1 When he was sent to Liu-chou il }'H in 815 A.ID. he found the people there very
backward and their customs barbarous. In particular, he was deeply shocked by their
habit of selling people into slavery without time-limit, and before he died he succeeded
in introducing & measure of reform.—Han Yil, Lite Tzii- hou mu chih ming (See p. 130,
note 3 above}.

2 See Liu Ho-tung ch'dan chi, 1y ﬁ 2 3 {See p. 150, note B above), Ch, 26—29.
Liu was called Ho-tung because his family originally ¢ame from that region. Ho-tung
was the name given to part of the modern province of Shansi

9 0 M Liu is often spoken of as Liu Liu-cheu HH1 M. Liu-chou was the
present Ma-p'ing. See Playfair, op. cit; no. 3931, )

4 Han himseif, writing to a graduate named Li (Ta Li ksiu t5'ai shu, g&%? ¥
See Han Ch'ang-li chiian chi {Ssit pu pei yao series, 222/3), Ch. 16, p. 14a), declared
that his pre-occupation with the ancients was due to his interest in their doctrines, and

not merely in the excellence of their writings: ® 2N ER “E A H®Z I

FHREEW- _
5 Kuo Shao-yi 55 £8 B, Chung kuo wén hsieh p'i pting shih, 7P Bl 3 & HL 5T

#t (Shanghai, 1034), Vol. I, p. 250; SO A f /2 38, MY LKL -
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a little concerned at his own disinclination to teach and admired Han for
the strength of his convictions and for his courage in face of criticism, But,
while he admired, he felt unable o emulate Han's methods?, He gives two
reasons for his failure to set himself up as the founder of a school. He did
not disapprove of the idea in principle, but he felt himself unworthy?: and
because the traditional relation of teacher and disciple had long been
unfamiliar in the world he was afraid of the duties jt involveds. Never-
theless, younger scholars in the part of China where he lived all looked
on him as their masters,

It is true that Liu was handicapped by not holding orthedox Con-
fucian views and that he lacked confidence in himself, but there was another
reason for his hesitation. He did not regard literature purely as 2 craft which
could be taught. Like Spenser, who described poetry as “no arte, but a
divine gift and heavenly instinct”, he was able to see more clearly than did
most Chinese writers a distinction between facility and inspiration. In his

How far Liu was influenced in this attitude by his belief in Buddhism
is hard to say. Han’s position on the other hand js easy to understand

that is to say he wrote always with a purpose—while Liu, at least in hjs
descriptive €33ay8 on scenery, wrote because he wished to capture and keep

' Liu Ho-tung ch'iian chi {See p. 130, note § above), Ch. 34, p. 8a, ﬁj" ']?E %
i ;Sﬁﬂﬁ;‘g Ze(Ta Yen Hou-yii fun shih tae shu, gﬂ}g < 3 & BHE.

* I consider myself unworthy: H iR L BRE-

*I am afraid and refuse to undertake i B A B
Both these comments {2 and 3) occur in Liu’s reply to a letter
subject of the duties of a teacher. (See note 1 above.}

* Han Yi, Iju Tau-hou mu chik ming (See p. 150, note 3 above); ﬁf i i 2l 5] 5 i
TE. BLFE BN

* Wen i wer ming tao, 4 Bl ﬁ fﬁ iB o Han rejected old rules of gramnmar and
introduced new styles and manners

from Yen Hou-yii on the

energy and intrepidity that he was constantly subjected to ridjcule and accused of
being “mad’, All this Liu observed, and knew that he himself had not sufficient
independence of spirit to follow the same Path.—Liy Ho-tung ch'tian chi(see p, 150, note 8
abave), Ch. 34, p. 8b, Pae Yian Chin-chtén hsiu 1s'ai i shih ming shu, $§ =8 i F
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for his own the beauty which he saw around him and to express his own
. 1
Waa:;l‘:: :l(;f;i:r;:nces between the two writers are fundamental. H:;? errjtz
to instruct others; Liu wrote to please himself. Han was a P)orn fte]-:ll.c: e;;wilc_
a creative artist. Han’s writings were genc‘rally an expressmz. (:i ] 1sﬂc e
tions, while many of Liu’s most intcrestm.g essays rcsulteI l:ren:: eymori.al
the reaction of his artistic temperament to his environment. nl':j ehm orial
essay already referred to, Han says that although Liu Wl’.)tl;ll h::lrehe cen
outstanding in any circumstances, he would not have been a te, d be not
suffered prolonged disgrace and know.n extreme poverty,k DhFe oh that
degree of perfection in his writings which must in fact make him
or ai;;:;izel the love of natural beauty w.hich Chinese s?{}olarrsr ;xp;::is:i
in their poetry, they did not use it as a subject of prose-wn;;f_lg. C; e
Chinese work on topography appears‘to have I:Teen the i ate.'r Pan Kiuq
work on the watercourses of the empire, t(:i Wh.lch the hxston]f.nb a.nnin
refers, and which must, therefore, have been in exfster}ce abou}: the h:i beeE
of the Christian era. But the version extant®, which is thought to e e
written in the Three Kingdoms period {221-265 A-'D,‘.)s anddwiashl 1%{85)1'
esteemed as a description of the waters of the empire™, an 1:ng tgon"?
cribed by a meodern writer as “a mine of topographical informati ,
appears to be a work intended for practical purposes. dust topograpiy”
Whether the Water Classic was merely a flry-as- ust hogog g -
or, as some critics believe, an account of its a}uthor s travels, ;)t i A, s‘(I)‘ far a5
is known, no successors until, early in the rfmth century A .,h l.llb auﬁfil
yian began to describe the excursions which he made into t v:f htias ey
regions in central and southern Chin.a where he spent t.he yf]:JarsYci - Chieh;
One exception, indeed, there was. A single essay was wr1t;en ¥ ; o e
(b. 723 A.D.) in the eighth century, and Liu may well have rea

: i D I seek to avoid is reputation,
! Liu summed up his own ambitions tht:ts. ‘What ‘ e Li
and what [ love is the reality’ : ﬁzﬁﬁ&ﬁg&' Fﬁﬁa;{i& .

] b.
- htian chi (See p. 150, note § above), Ch. 34, p. 7 .

Ho ‘:g:n i::;ﬁ, Lin Tzi-hou mu chik ming (S:he R 150, Tote 3 ab(tvc), %égg
FABABESERAXLCBRELRES T DB LER
4 5 4o i |

¥ Shui ching, 7K . - ]

<HE [El, d. 02 A.D. Giles, Biographical Dmm?ary, 1660,

& Shui ching chu, 7K % P2 D

|
i ; ] hai and London, 1867) p. 43- _
¢ Wylie, Notes on Chinese Literature, {Shang ‘ "
7Cl:’ii Tui-chih, B ERZ Chung kuo p'ien wén kai tun, ¥ B B 3 i 3

h i 4)r P 34 . 0 . u = i
(Shar:gj_é“é;z Among the best-known of his essays is Yu ck'i chi, 45 & 5C ° { Yian

Tx'ti-shan chi, JC K 111 #&, Ch. g, p. 5b).
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and the Water Classic. There was also the Peach Blossom Fountain' of T
Yﬁan-rr‘aing“ (365427 A.D.), but this was in nacrative form very differ nt
frf)m Liu’s purely descriptive accounts of the places he visitc::[ and admi e?lt
Liu’s essays have been well described as “not topography but urc?lre :
ture”3, .and his achievement in this field-—not only in prose Ft))ut alltcr‘:l-
verse—is far more striking than that of any previous writer. The “ﬁﬁld80 13
ga:rden" verses® of ecarlier poets—Hsieh Ling-yiin® (385-430 A D.} and
T a0 ijan«ming for example-—are full of charm and p]easar;t I :nal
description. But Liu's works have something more. His is no mere o
ness of stylle; his language, though smooth, is full of vigour, and his P"e;tl‘
manshl.p—.—ln particular his sense of line and colour—is u’nrivalled C%'ts};
f:qual .facﬂity he carries into his verse the natural qualities of his pr - ltcl
into his prose much of the charm and artistic feeling of his versE 0:18 N
master of descriptive writing, equally felicitous in prose and ve;'se ) 13a.:ElL
beca.use of his artistic sincerity and his essentia) simplicity he suceee,dan:
mzllkmg us believe that here is not art, but the ordinary tones of his sl
voice. In his Lament for Liy Tzi-hout (f., Liu Tsung-yiian) H‘:‘m;{l
comments_, on the quality of Liy’s style and likens it, in the ;rad'? Lll
me.ta'phoncal manner, to the meliiflous sound of hanginé ornament lfu')ml
striking together by the movement of the breeze. " olinde
I_t s easy enough to understand why descriptive writing was
practised in the six centuries during which the balanced st Igt’: wa :llft
stz.m'darcll. The constraints of 2 form so mannered and so pedanti{: re 3 ;
originality of expression and hampered the play of fancy. Satisf Fn ven:}i
purely verbal grandeur of the parallel style may have been to earsyatti a$|:l .
ti}e subtleties of its rhythm, it was too archaic, too full of only haif ‘ﬂ: llt'0
-gible phraseology, too formal and too disciplined to admit the);ntroc-lm on
of natural emotions or the natural expression of them. The rules of ; Ct::(m
and the mannerisms which belonged to parallelism had to be rejected; \i:rzz

' Tao hua vian chi R T i Gems
. y ] ranslaced by Gil i ?
Literature (Prose) (London 1926), p. 104, Y e o Chiness
‘R0 Ble Giles, Biographical Dictionary, 18gz.
*Chii Tui-chik, ep. cit,, p. 34
tien yian shih, B [} &
. z . . . .y
e %ih%-g;;h Giles, Biographical Drictionary, 739. Among his descriptive poems
% ﬁ % u shik mén, ﬁ 'ﬁf E Fa , (which contains the well-known couplet: % Fﬁ
:eti ; . ‘5 &1 1, ¥ : When the birds twitter we know the time has come to
tire for th— mgh't; When the trees shed their leaves we know the winds (of wint
will blow); Gi) Skih pi ching shé huan hu chung, J3 B & E B and G o
duangchwrgkuhm,&‘ﬂ:‘f'm&o o0 () Teng
. P
@ a %g?- Chi Liu Txﬁ"f"“ todn, % ¥ JE 2 e Sce Han Chlang-Ii ch'iian chi,
| : Cfe © {Ssd pu pei yao series 222/3), Ch. 23, p. 2b.~Translated by Giles:
in o inese Literature (Pro . , b i
(Pm(}'.ermj oty e I e (Prose), p. 123 and by Margoulits in Le Kou-wen chinais
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which could not be revitalised had to be abandoned; and a new {ucid style,
purged of the affectations of the old, needed to be created before even an
artist such as Liu Tsung-yian could produce the beautiful passages of
descriptive writing (called in Chinese “records of excursions”)}! for which
he is justly famed.
““Records of excursions’ hold a special place in Chinese literature and,
says 2 modern Chinese work®, “Liu was both the first and the best of
writers of ¢ssays describing places which he visited”. Although, as I have
said, he may well have read both the Water Classic and the essay of Yilan
Chieh, his work is too spontaneous to give rise to the suspicion that he had
any thought of imitating either of the earlier works. The terse descriptions
in the one and the accidental character of the other were not calculated to
inspire, for example, the group of essays known as the Fight records written
at Yung-chou®. These were the direct resuit of a combination of circum-
stances. Liu’s banishment, the sensitive nature which kept him always
conscious of the disgrace under which he suffered, 2 mind imbued with
Buddhistic ideas and love of nature? and a deep appreciation of the consofa-
tion to be found in beautiful surroundings when cut off from direct contact
with friends whose interests and tastes marched with his own, all combined
to produce both in prose and in verse some of the finest descriptions to be
found in the Chinese language.

Descriptive prose writing is by no means commeon in Chinese literature
in any period; even purely descriptive poetry is much less frequent than
lyrical poetry and subjective verses of a reflective character. The poet is
nearly always a figure in his own picture and Liu’s power of detaching
himself from the scene js a special feature of his writing. In this his artistry
shows itself; his taste is impeccable. He seldom sets himself in the centre
of his own stage and he can describe what is before his eyes without moralis-
ing generally or seeking to find in it a lesson for himself. Three examples of

his verse will help to illustrate his style:

L Yu chi, JF EC, a term for which no exact English equivalent appears to exist.

* Hy P'u-an, ﬁﬂ < 4 f and Hu Huai-shén, ﬁﬂﬂﬁ, T ang tai wén hsiieh, %
£ 3 & (Shanghai, 1939), p. 42

* Yung-chou pa chi, 7K. M A 30 © See Liu Ho-tung ch'tian chi (Ssq pu pei yac series
224): (i) Ch. 27, p. 54; (i) Ch. 27, p. 64; (iii) Ch. 28, p. 3a; (iv) Ch. 28, p. 3b; (v) Ch. 28,
p. 4b; (vi) Ch, 28, p. 5a; (vii) Ch. 28, p. 6b; (viii} Ch. 28, p. 7b.

4 In his ardent defence of Buddhism Liu wrote, “Buddhism admits of no envious
rivalry for place or power. The majority of its adherents love only to live a simple life
of contemplation amid the charms of hill and stream. And when I turn my gaze towards
the hurry-scurry of the age, in its daily race for the seals and tassels of office, [ ask
myself if I am to reject those in order to take my place amongst the ranks of these.—
Giles, Gems of Chinese Literature (Prose), p. 141, translated from Liu Tsunmg-yian's
Preface sent to the Buddhist Hao-ch'u-Sung séng Hao-Ch'u hsii, %fﬁ Yo ) ¥ (Liu
Ho-tung ch'iian chi (Ssi pu pei ydo series 324}\911. 25, p. 10b.
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A walk to the ferry after the rajn ceased!.

As soon as the rain cleared from the river I felt I must take a
long walk

And as the sun set I started out alone for the Yii-hsi ferry.

At tl{e ferry the water had receded from the path to the village

Leaving a raft hanging, out of its element, in a tall tree, '

On rising at midnight to look oyt on the western
garden as the moon wag rising?,

I waked to hear a heavy dew failing,
I opened the door leading to the western garden,
The cold moon was rising over the hills in the east
And a rustling began among the sparse stems of tl,le bamboos
Fro.m the distance came the sound of a spring tumbiing over stones:
While now and then in the mountain 2 bird twittered.

I leaned against a pillar till the day dawned
In solitude beyond all telling.

Snow on the Rivers,

In a thousand hills the birds have ceased to fiy;
On myriad paths man’s prints are blotted out, ’
In 2 lone skiff an old man in reed hat and cloak
Is fishing in snow on the WIRtry river,

'_Fhis last poem, one of the best-known of ali I
descnl:ed by 2 modern Chinese critic? as “outstanding in all time for it
be?ut‘y " T}‘ze scene, described in simple words, is suggestive of 2 Chinel X
pamting. Liu’s effects, if the term “effects’” may be applied to 30 s o;?
taneous a poem, are ohtajned chiefly through his clear vision and si:i le
la_nguag.c. As a writer he is never exciting, never roused by enthusiasm fl')o
his subje(_:t, as Han was, to great heights or depths of emotion .
a_ieldom disturbed by imaginative flights, nor does he introduce from hi
lH.‘l_l'l:IEIlSC store of classical learning the aliusions which fill the verses c::'
eal:he‘r poets. Like Wang Weis, whose “poems were paintings, while hig
pamtmgs: were poems”, Liu possessed the gift of painting wo;d ictures
and he is among the few who were able to do this Objectively.pHis is
—_

e o .
’j‘:ﬁ EI:-&;:,’;' :‘1 ::;: ki, (See p. 130, note 8) Ch, 43,
:go];;nChéq.;,', p. 14b,
g Ch'ang-kun i ] n P
%E;:ﬁﬁ (Shangh s fg??),ﬁp.z?z,ﬁ ‘Ckung kuo wén hsiieh shik hsin pien © ] 4
. H (699759 AD) Giles, Biographical Dictionary,

10’s verses, has been

P. 141,

2241.
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pure artistry, to a degree which neither Han Yii or any other of his contem-
peraries ever attained. And best of all heis able to express his thoughts in
every-day language. The language of his verse is often so simple that it
appears to be removed from the realm of prose only by the difference in
word order, while at its best his prose is hardly less close to poetry. He has
been well called the “divine hand""! in the special field of descriptive writing
of an objective type?, for, in spite of occasional lapses into passages which
appear perilously near to the parallel style, his “records of excursions’?
are unrivalled in any period in their simplicity and delicacy and are rightly
described by Chinese literary critics as “unrhymed poetry”. It is not
possible to quote at length here and much of the charm of the étyle of the
original is lost in translation. The following extract, from 2n essay written
at Yung-chou and eatitled *“4 wisit to a Little Rocky Pool at the west of the
Lirtle Hill''4 will serve, however, to exemplify the character of the new form
of which Liu was the real originator:

When we had gone 2 hundred and twenty paces westwards
from the little hill we heard from the other side of a thicket of
bamboo the sound of water like the tinkling of girdle-ornaments—
a sound to make glad the heart. Having cut a path through the
bamboos, we saw below us a little pool of water, very clear and
cold. Its bed was entirely of rocks, which near the shore projected
above the water, forming ledges, islets, ridges and cliffs. Green
trees and tangled creepers spread irregularly, swaying to and fro
and quivering unevenly.

The hundred or more fishes in the pool looked as if they
were all swimming in space without anything to support them.
The sun shone down and found its way through; their shadows
were thrown on the rocks, now placid and motionless, now
suddealy darting into the distance, coming and going swiftly as
if they shared the enjoyment of the visitors.

Looking across the pool to the south-west one could see
where it came into view and where it disappeared from sight,
bending like the Dipper and winding like a scrpent. Its banks
were deeply indented and irregular and it was impossible to tell
where it had its source. We sat overlooking the pool, ringed in
on all sides by bamboos and trees, utterly solitary and remote
from men. My spirit was benumbed and, chilled to the bone, I
was filled with a deep melancholy and realised that I could not
long remain in that rarified atmosphere.

! shéng shou, B8 F 1See Chang Chfang-kung, op. cit., p. 132.

 yu ok, HE 3 ; shan shui o, Uy 7K E8 o

* Chik hsiao ch'iu hsi-hsioe—shih tan, B s [, 0 /> 71 {8 ¢ See Lix Ho-tung
ch'iian chi, (See p. 130, note 8) Ch. 29, p. 4b.



