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Preface

A critical reader of the famous sixteenth-century Chinese novel Hsi-yu
chi soon becomes aware that the book has two distinct aspects: on one
hand the rich content of the story as such, with its echoes from the
worlds of folklore, Buddhist tradition and popular mythology; on the
other, what has been described as ‘the organizing and transforming
genius of single authorship’,! making of this story a comic masterpiece
whose characteristic ironies are hardly to be matched elsewhere in
Chinese literature. Many scholarly and critical tasks are latent here.
Among the first to suggest themselves are those which aim at defining
the achievement and recognizing the art of the sixteenth-century
author. They cannot be seriously attempted, however, until we have a
clear idea of what materials lay at the author’s disposal—in his study,
in his memory, or in the society around him-—as he sat down to prepare
this hundred-chapter version of an already famous story. Moreover, the
background in its own right, although diffuse and imperfectly accessible
to us, presents a subject of independent interest and importance. It
deserves study, not solely for the sake of forming value-judgements
about the eventual, unique end-product, but also because in it we can
examine the preoccupations of a great and vigorous society, over many
centuries collectively moulding a legacy of historical tradition, pious
legend and universal folklore into its own characteristic shapes.

This book undertakes such an independent examination. Because the
appraisal of the hundred-chapter novel is seen as a fully distinct task,
the evidence considered here is essentially that which is known to ante-
date it (although the work at several points plays a necessary part in the
argument). For practical reasons it has been necessary to impose a
corresponding limit at the other extreme. The themes of mythology and
world folklore have an important bearing on what is discussed here, and
they are acknowledged wherever it has seemed necessary or useful to do
so; but I have refrained from any detailed study of purely folkloristic
questions, or questions of origins, that extend beyond present immediate

t C. T. Hsia, review of A History of Chinese Literature by Lai Ming (New York,
1964), in Journal of the American Oriental Society 85,3 (1965), 432.
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concerns. My subject is, in short, the growth of the Hsi~yu chi story
previous to the hundred-chapter novel.

Within this scope the book falls into two main parts. The first, which
accounts for chapters 1-6, sets out to identify and characterize the
sources which give some insight into the early development of the Hsi-yu
chi story. The second concerns questions raised by Sun Wu-k’ung, the
fantastic monkey-figure who came to usurp the leading role in this story
of a Buddhist pilgrimage. The aims and materials of this part of the
study are introduced at more length in chapter 7.

Few Western scholars have written on either topic. (The exceptions
are acknowledged below in their due place.) In Chinese and Japanese,
however, there exists a considerable, if uneven, scholarly literature on
these and other aspects of the subject, gathering momentum in the early
decades of the twentieth century and continuing uninterrupted down
to the present. A study of this big secondary literature has impressed on
me that the main lines of the subject are still far from being clearly
defined. This is partly because some of the most responsible research
was carried out unfortunately at times when the existence of certain
important sources was not yet known, or under circumstances which
made certain material inaccessible. But a more serious problem besetting
the present-day student is that at every turn he is faced with numbers of
conflicting theories, opinions and speculations, often also with apparent
discrepancies in the stated facts. In such a situation the first need is to
assemble all the relevant material from various quarters (some of it
seriously acknowledged only in Japan), to evaluate it on the basis of
first-hand observation, and, where relevant theories have been advanced,
to test and if necessary modify or reject them. This book represents my
own attempt at this preliminary task.

In fairness to the reader I should give notice here and now that
several of the questions broached in the course of the book receive no
final answer. To many readers it will also seem that the answers pro-
posed in some other cases are obvious and unsurprising conclusions which
need no elaborate justification. My own experience, however, is that
in this subject the ‘obvious’ conclusions have in the past proved most
difficult of access. Many misleading questions, many apparently un-
supported theories and assumptions have sustained a hardy and stubborn
existence in the pages of Hsi-yu chi criticism. They are not to be
shrugged off lightly. The reason that they command so much attention
here springs from a concern to draw a clear line between fact and
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speculation and to work towards the true implications of the material.
The same concern has inhibited me from speculating in turn on aspects
of the subject which still require detailed research, or on questions
which by their nature will not submit to a clear-cut solution.

I shall be well content if this book can bring future researchers even
only to the threshold of more positive solutions to the vast, but per-
petually fascinating, problems raised by the Hsi-yu chi.

Certain assumptions about the authorship and early textual history of
the hundred-chapter novel are built in to the argument of this book.
They are described and defended in a separate article.t

As a rule Chinese characters for proper names and certain other ex-
pressions appear only at their first mention in the text, although in
some cases it has been necessary to repeat them on subsequent occasions.
The General Index offers a guide to the location of such characters.
Bibliographical references in Chinese and Japanese are elaborated, with
characters, in the List of Works Cited at the end of the volume: the
reader is referred to it by a number of conventions: the sign (¢.2.) in
the text proper; in the case of primary sources—a simple romanized or
abbreviated title; in the case of secondary sources—the author’s sur-
name, with the date of the work added where necessary.

I would acknowledge the great practical assistance derived during the
earlier part of my studies from the bibliography of Hsi-yu chi scholar-
ship published by Professor Torii Hisayasu (g.v.). I am also indebted
to the directors and staff of a number of great libraries, in particular
the British Museum and the Bodleian Library, for making available
material without which this work would be incomplete. Most of the
research presented here was done in the University Library, Cambridge,
and I would especially thank Dr Scott for her kindness and assistance.

My personal thanks are above all due to Dr Chang Hsin-chang, who
supervised my work throughout my years as a student in Cambridge:
I owe much to his wisdom, guidance and encouragement. I am also most
grateful to Mr Piet van der Loon who, apart from supplying information
acknowledged in detail in the body of the text, has been constantly
generous with expert advice and with his time. I would further thank
Professor Denis T'witchett, an editor of this series, and Professor David

! Dudbridge (1969); cf. Dudbridge (1967), pp. 298-378.
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Hawkes, both of whom helped me with much advice after reading this
study in its original, unrevised form. From time to time I have received
help in various ways from many other friends and colleagues in Cam-
bridge, London, Hong Kong and Oxford, to all of whom I remain in-
debted. I wish to acknowledge in particular the trouble taken by my
friend Professor James McMullen of Toronto University in obtaining
for me, or helping me gain access to, much of the Japanese material
used below. I am also most grateful to my wife for the many ways in
which she has helped with the preparation of the book.

I would record my further indebtedness to Professor Patrick D.
Hanan for valued advice on several points of detail, received after
going to press but in most cases now incorporated in the text.

Finally, I would thank the Syndics of the Cambridge University
Press for their generous cooperation in sponsoring and arranging the
publication of this monograph.

G. DUDBRIDGE
April 1970
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Introduction

ORAL TRADITION AND THE PROBLEM OF SOURCES

This book sets out to examine what remains of an old story-tradition.
One central point of judgement dominates the examination: a balancing
of the scattered and obviously incomplete remnants with what we know,
or can gather, about the tradition as a whole. Bound up closely with it is
a more general task: to consider, and if possible define, the notion of a
tradition as we use it in this context. Our attempt at definition will not be
complete until the point, later in the book, when the sources themselves
have been discussed and their implications broadly assessed. These
opening pages are concerned rather with the questions of historical
and artistic context which bear most importantly on what follows.

The oral artist

For many years it has been recognised that, among the great vernacular
novels of sixteenth-century China, at least some represent the final
elaboration and realization of story-complexes transmitted from cen-
turies back. The search for the earliest sources or antecedents has led
scholars above all to the city-culture of the Sung dynasty, and specifi-
cally to the story-telling profession which, as the contemporary accounts
assure us, flourished in the public pleasure-grounds of the northern and
southern capital cities. Many pages of print have been devoted to the
exposition and analysis of this subject in Chinese, Japanese and Western
languages: one hesitates to add to the number. The aim here is not to
rehearse or summarize the generally held theories, nor to attempt a
whole new appraisal of the field. It is rather to offer grounds for some
assumptions upon which the later argument is based, and to consider
in particular one question which remains continually at issue: the
authority of various literary sources and their relationship with the
realities of oral narrative art in its true social environment.

Scholars live and work with books: written materials represent the

I . DHY



2 The Hsi-yu chi

overwhelming proportion of their daily stock-in-trade, and they are
trained to respond to and work in terms of the written word above all
else. Perhaps it is this simple fact which, in the field of early Chinese
fiction studies, preserves one solitary bond of common interest between
the Chinese commentators of the twelfth and thirteenth centuries, Lu
Hsiin, the author of the first full modern study of the subject,’ and
his successors through the subsequent decades. Sometimes perhaps
scholars are the more ready to accept the testimony of their colleagues
from another age because they share at least this basic preoccupation.
But the subject of oral artists and their place in the old society is one over
which we should take exceptional care. In studying them today we are
dealing not with the artists’ own testimony, but with what members of the
fully literate educated class have written about them, and in considering
this material we rarely make allowances for the total contrast in habits of
mind which it may be hiding. A pertinent warning emerges for western
readers from the findings of Professors Milman Parry and Alfred Lord
among the folk epic singers of modern Yugoslavia,? for here was un-
covered a living creative tradition totally at odds with the written word,
and it reflects interestingly on us, his readers, that Professor Lord found
it necessary to describe his conclusions persuasively, even challengingly,
as if they represented something we could accept only with effort and
adjustment.

If, prompted by such discoveries in Europe, we turn back to ask about
the art and the creative methods of medieval Chinese story-tellers, we
find that most current views are based either on bold inferences from a
few story-texts of doubtful origin and date, surviving often in commer-
cial popular editions, or on near-contemporary literary sources. The
results do not come as a surprise. Lo Yeh, in his often cited early
survey of narrative art,® describes the training and preparation of the
oral artist entirely in terms of approved literary reading habits, listing
among his reading matter such literary collections as T"ai-p’ing kuang-chi
and I-chien chih (gq.v.), and such poets as Qu-yang Hsiu, Su Shih, Huang

! Lu Hsiin (1923).

2 For purposes of detailed comparison below, the monograph treatment of the subject
by Lord, The Singer of Tales, will be used. For a valuable survey of the wider context
of this investigation, c¢f. N. K. Chadwick and V. Zhirmunsky, Oral Epics of Ceniral
Asia (Cambridge, 1969), pp. 322 fl.

3 Tsui-weng t'an lu (g.v.), in particular the section ‘Hsiao-shuo k’ai-p’i’3. The work
possibly reflects conditions in the thirteenth century (cf. Yen Tun-i (1957), pp. 57-8).
Its true date has not, however, been finally established.

2 /) BE



Introduction 3

T’ing-chien, Li Po, Tu Fu, Han Yii and Liu Tsung-yiian.T Throughout
his comments, which at this point are framed as prescriptive criticism,
we are left with the impression that an uneducated story-teller is a clear
contradiction in terms. Another well-known passage, an address to a
singing-girl, Miss Huang?, by Hu Chih-yiiP (1227—93), dwells in turn
upon idealized qualities of performance.? But in reading it we should
recognize, first that Hu wrote as a cultivated enthusiast of literary back-
ground, second that a distinct class of musical entertainers catered
directly for such men.3 His words, and those of similar authorities, tell
us nothing of what other performances may have taken place before
audiences drawn from the humbler classes in urban society—those who
would be indifferent to the qualities of a Tu Fu or a Su Shih, but who
would certainly have their own demands to make from entertainers.
Such testimony as we have from these literate observers must therefore
be critically used: it can help us with much information on such easily
observed external features as names and themes, but it brings with it
the dangers of a one-sided approach, a partial view of society and critical
attitudes coloured by literary training.

For a truer insight something more like first-hand evidence is needed.
But it is only in recent years that students have gained access to the real
conditions of oral performance in China, and the results come to us in
the form of scattered and sometimes inconspicuous publications. The
more important facts and implications to emerge from these sources
have been assembled and summarized by Mme Vena Hrdlickova: I
accept her contention that they are of great relevance to our study of the
early popular fiction.*

We learn first that the public story-teller’s art is acquired and culti-
vated in terms of hard experience. In the words of a maxim in use among
the p'ing-t’anc artists of Soochow—‘To listen to one recital is worth
more than a thousand sessions of instruction; to recite yourself is worth
more than listening to a thousand recitals’.5 What this means is clarified
by the Yang-chou story-teller Wang Shao-t’ange (whose long prose saga
Tsui-weng t'an-lu, chia-chi 1, p. 3.

Quoted in summary form by Sun K’ai-ti (1956), p. 11, from Tzu-shan ta-ch’iian-
chid, chiian 8.

For material concerning these social divisions among entertainers, cf. Hu Chi, p. 29;
Ch’en Ju-heng, p. 39; Meng-liang lu, 20:10ab (naming girl artists who entertained
the well-to-do of the Southern Sung capital).

4 Hrdligkova (1965), pp. 226—7.
5 P’an Po-ying and Chou Liang, pp. 56 and 57 (n.).
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4  The Hsi-yu chi

on the Shui-hu hero Wu Sung, product of a local tradition known to
extend back to the eighteenth century, has appeared in a rather heavily
edited published version).! He explains:

Apart from your own personal efforts you have to hear and watch other
people’s things as well. Everyone has some strong point. Their reputation
may not be as great as yours, but you ought to take pains to go and hear their
things: they may perhaps have something good that you don’t have yourself,
and you can take it over and use it . . .2

Lord observed this same practice among the European artists.? Wang
goes on to say:

If you want to make progress in the art, there’s another important way. When
you have finished a session and get down from the platform you should talk
it over with the audience. . . There are some faults you don'’t notice even after
a lifetime of telling stories. But the audience can tell, and they can point them
out to you.*

This at once establishes the listeners’ role in the oral tradition. Indeed
it is obvious enough that in the competitive world of public performance
the audience must always remain the final arbiter: every performer
depends upon the approval of his listeners and will be prepared to make
changes, sometimes radical ones, for their sake.s

The editors of Wu Sung note:

According to Mr (Wang) Shao-t’ang, the stories composed by narrative
artists have for the most part not been taken down in writing. They are
passed, purely by word of mouth, to apprentices or junior members of the
family . . .6

The implication is that to artists of this branch of the Yang-chou p’ing-
hua tradition the Shui-hu chuan, although for centuries widely cir-
culated in a variety of editions, still does not represent an inviolable
text, but rather provides a skeleton story upon which their own art is
free to build in its characteristic ways. A distinct, but similar, example
from a totally different part of the country is found in a verse epic,
the Life of Wu Sung, in the ‘fast story’ genre of Shantung, which was

' Wu Sung (g.v.). For an account of the genre, see Ch’en Ju-heng, pp. 141 fi.

2 Wu Sung, pp. 1-2.

3 ‘With years of experience the singer becomes an active listener to the songs of
others. The really talented oral poet combines listening and learning in one process.’
(Lord, p. 78.)

4+ Wu Sung, p. 2.

5 Compare the singer cited by Lord (p. 19): ‘when he was with Turks he sang Moslem

songs, or his own songs in such a way that the Moslems won the battles . . .’
6 Wu Sung, p. 1114.



Introduction 5

taken down from the lips of three local singers.! Again the editors note
that, while the broad lines of the story relate to the Shui-hu chuan, the
epic is handed down from master to pupil without any resort to written
texts, and in each generation the transmission results in clear divergences
between their many individual performances.?

At this point it becomes relevant to note an observation by Lord:

If the printed text is read to an already accomplished oral poet, its effect is the
same as if the poet were listening to another singer. The song books spoil
the oral character of the tradition only when the singer believes that they are
the way in which the song skould be presented.3

Here in a few words we face the central issue in the study of early
popular story-traditions. Almost everyone who has written on the ques-
tion in modern times has accepted in principle the ‘ prompt-book’ theory
bequeathed by Lu Hsiin,* which claims that texts of stories were pre-
pared for the use of performing artists, either by the performers them-
selves, or perhaps by relatively educated members of the semi-popular
‘literary groups’ (shu-hui?).s The theory’s support was basically a retro-
spective gloss on the term Aua-pen®, which appears in some of the well-
known thirteenth-century descriptions of the Southern Sung capital
Hangchow,% and in a number of later vernacular sources. Its purpose
was to account for the fact that stories of known oral background found
their way into written versions. But Professor P. D. Hanan, writing
about extant short-story texts, has made the present position quite
clear:

while we cannot doubt the connection of many stories with oral literature, the
statement that any considerable number of them represent a story-teller’s
script is unproven. It is one of a number of widely accepted notions about
fiction for which the bases of belief have not been investigated.?

The meaning of the term Aua-pen, however, has been lucidly examined
by Masuda Wataru (g.v.). After making the long overdue point that

t Shantung k'uai-shu ‘ Wu Sung chuan’ (q.v.). For an account of the genre, see Ch’en
Ju-heng, pp. 234-5.

2 Shantung Ruai-shu ‘ Wu Sung chuan’ pp. 339 ff. 3 Lord, p. 79.

4 Lu Hsiin (1923), p. 251.

5 Material on them is cited by Sun K’ai-ti (1941).

6 Meng-liang lu, 20:13a; Tu-ch’eng chi sheng, 10a.

7 P. D. Hanan, ‘The early Chinese short story: a critical theory in outline’, Harvard
Journal of Asiatic Studies 277 (1967), 171. In note 5 on the same page there is a brief
discussion, arriving at a negative verdict, on the story that is generally thought to
represent oral literature most directly. For the question of how written versions of
oral tales may have first come into being, see Hrdli¢kov4 (1965), pp. 234-5.

rEg  PEA



6  The Hsi-yu chi

Lu Hsiin’s original inference was unsoundly based, he goes on to show
from numerous occurrences of the word in sources early and late that
it need carry no more specific meaning than ‘story’, and that it is only
one of a group of similar words with this connotation.

It has been claimed that the presence in some story-texts of conven-
tional phrases and rhetorical devices characteristic of oral narrative
demonstrates that they were intended first for professional use. Once,
however, it has been conceded that similar formal characteristics sur-
vived in stories aimed directly at a reading public,? the argument no
longer carries much weight. If it was acceptable in fiction of the sixteenth
or seventeenth centuries to evoke the narrator’s presence with simple
rhetorical mannerisms there is logically no reason why it should not
have been also in the fourteenth or fifteenth. Nor does it seem probable ]
that professional narrators of the day would need to be reminded by a
written or a printed page of the phrases and gambits that were the most
rudimentary tools of their trade.

If, as 1 believe, the factual basis for the traditional ‘prompt-book’
theory no longer stands, we should be prepared for more flexibility in
reconstructing the development of some of the early oral cycles. It is
possible that written material played a far less important part in the
early stages than has been supposed. The role of the shu-hui remains
obscure: among extant material only dramatic works are ascribed
directly to them;3 other references either involve some ambiguity
between dramatic and narrative performance, or appear as consciously
retrospective allusions in much later prose works.+ What we know about
the professional handbooks of some modern schools of narrators shows
something very different from the familiar story-texts in old collections.
Features of one secret manual (mi-pen?), as presented to a newly
qualified artist, are summarised from the Chinese sources by Hrdli¢kovd
in these terms:

It contained valuable information about the guild to which his master, and
along with him his pupils belonged, the names and nicknames of the heroes of
the tales in which the storyteller specialized, and, finally, ‘eulogies’ on the
hero—*jen-wu-tsan’P. Then there were also descriptions of weapons, various
turns of speech characteristic of this or that hero . . .5

I See, for example, PriSek (1939), pp. 109-10.

2 J. Prusek, ‘Researches into the beginning of the Chinese popular novel . . .” (con-
tinuation), Archiv Orientdint 23 (x955), 621. 3 Cf. Sun K’ai-ti (1941), p- 349.
4 Cf. Ch’en Ju-heng, pp. g1 ff. 5 Hrdligkova (1965), p. 233.

sk PAHMR
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Or again the ‘scripts’ (chiieh-pen?) seen and described by Szu Su:

one kind was in the nature of an abstract, noting how many chapters there
were in the story, what points of suspense there were in each chapter and
where the comic interludes should come (i.e. the obligatory little songs and
anecdotes, not including things brought in on the spur of the moment
during performance). . . This kind of script falls far short of what was actually
spoken in performance.?

Even in these cases, where rudimentary written material is found in use,
there is no ground for regarding the performers as subject to the disci-
pline of stable source-texts. Lord’s findings suggest how paralysing the
internal use of written texts can be in an oral tradition. And the Yang-
chou and Shantung performances, growing freely according to their own
~oral laws, demonstrate an independence from the written word which
makes ‘prompt-books’ of a textual nature seem irrelevant: in such
traditions they would serve only to hamper artists who had to adapt
themselves moment by moment to a visible audience. We are not en-
titled to assume that such texts perverted the free growth of many oral
traditions in the Sung, or in that uncertain earlier period during which
the oral arts first took shape.

The many circumstantial similarities between Yugoslav epic poets and
their counterparts in various parts of China until recent times might
embolden us to seek the same creative processes at work in Chinese
folk epic as were found in rural Yugoslavia. We are however held back
by shortcomings in the material: it is published in limited quantities,
and the publications which do lie at our disposal forfeit much of their
value as material for study by consciously eliminating some of the most
essential oral characteristics.?2 In the absence of responsibly collected
original data, we are largely reduced to conjecture. This technical
problem of course weighs all the more heavily in our study of medieval
Chinese conditions. But the question of creative method does not be-
come irrelevant because of it: we still need to be aware of the essential
principles involved and ready to recognize them when, occasionally,

Szu Su, p. 45.

2 In the case of the Shantung *’uai-shu, the unfounded notion of a ‘true version’
passing through successive stages of corruption in transmission moved the editors
to submerge differences between three distinct performances and construct a single
text from them; they also frankly suppressed most of the repeated formulaic
descriptive passages (pp. 346—7, 343—4). The editors of Wu Sung discarded much
material as superfluous, distasteful or superstitious (pp. 1117 ff.), but with it went
examples of recurrent motifs (e.g. the ominous appearances of a white-necked crow:
cf. pp. 1118-19), which belong naturally to the story-teller’s art.

B F S



8 The Hsi~yu chi

clear signs emerge within the available material. Above all, it is necessary
to allow for the complex activities of a now vanished world of oral
entertainment, working in its own distinct and characteristic terms,
around and beyond the printed texts and other forms of evidence
which do survive to reach our bookshelves.

These are the concepts from the Parry/Lord analysis of most use here:

1. The fluidity of oral transmission.

The narrator constantly defers to his audience and learns from his
colleagues. Such flexibility is possible because his tales are conceived
not as immutable fexts, but as stories which have each time to be re-
created in performance.!

2. Its alienation from the written tradition.

It follows that the written text, with its inexorable implications of
definitive form and wording, can present a serious menace to the free-
dom and hence to the life of an oral tradition. There are traditions alive
in China now which are unfettered by writing. The earliest known
written vernacular fiction was clearly related to established forms of oral
narration—only the nature of the relationship is in question, and in the
absence of plain evidence to the contrary we shall assume that such
written fiction was originally a secondary product, not directly involved
in the narrator’s profession, and came to develop in its own ways.

3. Formula and theme.?

The nature of rapid spontaneous composition demands that the oral
artist make constant use of tested formal units, whether verbal patterns,
of particular use to performers in verse, longer ‘set pieces’—to fulfil a
recurrent descriptive function, or conventional thematic units—in any
given case appearing as simple episodes in a story, but formally related
to corresponding episodes in other tales transmitted in the same en-
vironment.+ Small independent motifs, while not always sharing this
recognizable formal bond, are likely to be accessible to many stories by
grace of the tradition’s freedom and the performers’ need for a fund of

proven material.

t These ideas are carefully documented and formulated in Lord’s chapter *Songs and
the Song’ (pp. 102—23).

2 For a full exposition of these structural units and their essential function in the Yugo-
slav oral tradition, I would refer the reader to Lord’s chapter on each (pp. 30-98).

3 Such, presumably, are the jen-wu-tsan cited above, and the passages systematically
eliminated by the editors of Shantung k'uai-shu ‘Wu Sung chuan’ (cf. above, p. 6
and p. 7, n. 2).

4 One likely example of this phenomenon is the episode associated with the monk
Hung-fang, discussed below in ch. 2, pp. 33-5.
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4. Regional characteristics.

Oral narration naturally relies upon circumstances of regular physical
proximity and will therefore tend to have strong local characteristics.
Ideally one should recognize the individuality of each performer, then of
the local group to which he belongs. The most intimate relationships
are likely to be found among stories from within such smaller groups.
In China we must allow above all for the great north-south division
of taste, and for infinite variation within the two divisions.

The broader context

One artificial restraint we incur when reading the familiar descriptions
of entertainment in the Sung capitals is a rigid classification of genres.
To the thirteenth-century authors and their readers the categories no
doubt made good sense; to us, although the specialist jargon and textual
complications of these passages put the full sense out of our reach, the
categories can still be of use, given that we accept the broad formal
divisions which underlie them, e.g. by treating story-telling as a fully
exclusive class of expository performance. But in studying a story-
tradition our concern is with content first, and it is important in this
respect to realize that story-material belongs to a whole society: its
accumulation and evolution may cut across whatever distinctions outside
observers see fit to draw between kinds of performance. Here we are
dealing with the whole popular milieu in its complexity of aspects,
reaching beyond the bounds of purely narrative art to include many
forms of dramatic and proto-dramatic entertainment, and beyond that
again to include religious practices and other more general features of
everyday life. While the full description of this aspect of medieval
society has yet to be undertaken in the West, we can gain an impression
of the formidable task from the profusion of material, much of it diffi-
cult or obscure, assembled by scholars like Jen Pan-t’ang! and Hu Chi
(g.v.). It is a task which falls outside the scope of this study. The great
complex still looms there in the background, and many facts discussed
below gain meaning only when due account is taken of that wider con-
text, but we must be content in each case to cite the particular, if limited,
evidence that is of immediate concern.

A particularly important element in the imaginative life of medieval
society was the popular publishing trade. From the surviving early

1 Jen Pan-t’ang, Tang hsi-lung®, 2 vols (Peking, 1958).
2 fE4 3E, R F



to  The Hsi-yu chi

editions of fiction it is clear that publishers were exploiting the stories
at large in society for a different, in some ways wider, distribution, and
to them we owe virtually all our first-hand knowledge of popular
fiction in the thirteenth and fourteenth centuries. In spite of certain
stylistic distinctions, these old editions share several of the formal
characteristics of later popular publications. The Wu-ta: shih p’ing-hua
(g-0.), a collection of historical narratives held by some to date from the
thirteenth century,! prefaces the title of each chiian with a familiar
popular commercial gambit—‘Newly composed . . .’2; the group of five
historical stories printed by the house of YiiP of Chien-an¢, Fukien, in
the 1320s, uses the same kind of format, with illustrations running in
strips along the top of each page, as we find in so many popular Fukien
editions of fiction from the sixteenth century and later.? The earliest
editions of a ‘ Hsi-yu chi’ cycle fit readily into this broad context.

From the thirteenth century on, above all in the great publishing
boom of the late sixteenth century, the circulation of such story-books
in ever increasing dimensions must have had its own influence on public
taste (it naturally fostered the growth of a true written fiction), and
hence, indirectly, on the public performers also. There seems thus to
have been a complex, evolving situation in which commercial publishers
played a dual role: to trap versions of a story at different times in a
fixed text, and in doing so to exert an indirect stabilizing influence upon
its tradition as a whole. Distinct from this again were the more recog-
nizably literary concerns of creative writers later in the tradition, who
faced the problem of how to compensate for the lively presence of a
performer now absent from their written page. What remains now in
writing must by and large be assigned to one or the other of these
two groups.

The situation seems never to have been resolved conclusively in
favour of one or another rival for the public’s attention: the street
entertainer, the actor, the hack publisher and the serious author all
survived as parts of Chinese experience until recent times. Each of them
deserves his due consideration. When we look back, however, to those
more distant times when the stories first took shape, the men who wrote
and printed easily gain an unfair advantage in our mind: they effec-

* The Sung dating was claimed first by Ts’ao Yiian-chung? in his postface of 1911.
Cf. Wu-tai shih p’ing-hua, pp. 1-2, 249; Sun K’ai-ti (1957), p. 1. The Sung dating
is rejected by Yeh Te-chiin (p. 40).

2 See Ch’iian-hsiang p’ing-hua wu-chung; cf. Sun K’ai-ti (1957), pp. 1-2.
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Introduction II

tively monopolize the material at our disposal. And this creates a tension
in our argument: at every point there is a need to remain aware in
principle of the many and widely differing forms in which the popular
imagination found expression; yet for data one depends almost com-
pletely upon popular publication and creative writing. To speculate in
cheerful independence of the material is both idle and dangerous: few
of us are so well in tune with a remote society as to be able to recreate
its lost subtleties with authority. So long as perfect understanding eludes
us, we must accept the discipline of forming our ideas around written
evidence, although part of that discipline consists in defining its limita-
tions clearly, and part in resisting any too bold conclusions as to how
these random and accidentally preserved specimens relate together.

It is on this basis that we shall proceed, here and in the following
chapters, to study the growth of the Hsi-yu chi tradition.

EARLY TRADITIONS CONCERNING HSUAN-TSANG
AND HIS JOURNEY

The historical life of Hslian-tsang? (d. 664), celebrated Buddhist traveller
and translator of seventh-century China, is generously documented.
Therearethree near-contemporary biographies, apartfromthe 7a-T"ang
hsi-yii chi (g.v.), his own geographical and ethnical account of the lands
to the west of the T’ang empire which he knew by personal experience
or by report. Much of his career has been reconstructed from these
sources.?

Hslian-tsang had at an early age taken Buddhist vows and rapidly
won a national reputation with his mastery of the Buddhist doctrines
then known and accepted in China. He was still a young man when he
resolved to leave for the far west, the source of Buddhism, in quest of
instruction and of Sanskrit texts from the idealist Yogacara school. His
journey, undertaken alone and in defiance of imperial restriction, took
sixteen years to complete (AD 629—45). Ever since the time of his re-
turn it has been counted among the great individual exploits in Chinese
history. The remainder of his distinguished life was devoted to the

¥ Ta-T’ang ku San-tsang Hsiian-tsang fa-shih hsing-chuang® by the monk Ming-hsiang®:
T. L, no. 2052; short life in Hsii kao-seng chuan (g.v.) pp. 446—58; Ta Tz'u-en szu
San-tsang fa-shih chuan (hereafter abbreviated to ‘ T2’u-en chuan’, q.v.) by the monks
Hui-li and Yen-ts’ung. Waley (1952), pp. 280—1 comments on the authority of these
various sources.

2 A general account of his life is given in Waley (1952), pp. 9-130.
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12 The Hsi-yu chi

systematic translation into Chinese of large numbers of Sanskrit
Buddhist texts, many of which he had himself brought to China for the
first time. He was dignified with the religious name Tripitaka (San-
tsang?)—a title shared by other great Buddhist translators'—and it was
by this name that he was later best known to the public at large.*

The stories and legends which came to form the long popular tradition
to be discussed below bore hardly more than a nominal relationship to
this man as an historical figure. The Buddhist Master Tripitaka had in
a sense passed into legend almost in his own time. The early biographers
give some insight into how such a canonization could come about; and
indeed from the collected Lives of Eminent Monks3 it is evident that this
was by no means the only great Buddhist of his age to become a legen-
dary figure. Religious biographers tended to regard their subjects with
a pious awe close to pure superstition; for some, popular traditions
about the miraculous works of famous monks often served as legitimate
biographical material.4 Elements of hyperbole and, on occasion, of
outright fable to be found in the early accounts of his life show that
even those historically closest to Hsiian-tsang were disposed to view
him fervently in the light of full sainthood.

Yet in the popular story-cycles of later centuries Tripitaka stood out
among the great names of his faith above all as a traveller of spectacular
achievement: it was his journey that held the imagination, a prolonged
excursion for readers and audiences into remote and semi-fabulous
territory.

Many have shared in the search through standard early sources for
the roots of this in its way unique popular celebration of the pilgrimage.
The results have been unspectacular. In the accounts dealing with
Hsiian-tsang’s historical journey one finds a bare minimum of names and
themes which seem, in retrospect, to have provided some precedents for
later tradition. The value of such references may be judged from the
following examples, which represent the most important of their kind.

1 E.g. Vajrabodhib (663 ?~732 ?), see Sung kao-seng chuan, 1:712a; Subhakarasirhha®
(637-735), ibid. 2:714¢; Amoghavajrad (705—74 ?), ibid. 1:711b.

2 From this point on, except where translation or summary require otherwise, I shall
reserve the name Hsiian-tsang for the historical figure and refer to the hero of
popular legend as Tripitaka, for convenience omitting the diacritical mark.

3 Kao-seng chuan® by Hui-chiaof (d. 554) (T. L, no. 2059); Hsii kao-seng chuan, Sung
kao-seng chuan (gq.v.).

4+ A good parallel example is the life of Hsiian-tsang’s near-contemporary Sangha,
discussed below, p. 142.
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The Land of Women

Known to the mythology of Central Asia’ and mentioned in several
early Chinese sources,? the Land of Women is described by Hsiian-
tsang (from report—he had not been there) in these terms:

To the south-west of the land Fu-linz, 3 on an island in the sea, is the Western
Land of Women.# All are female: there is no male there at all. They have
great quantities of precious jewels and merchandise.5 They are subject to
Fu-lin, and accordingly the King of Fu-lin each year sends over men to be
their mates. Their custom is not to raise their male offspring . . .6

After some centuries of transmission this re-emerges in what below is
termed the ‘Ko&zanji version’ (thirteenth century ?)7 as an episode in

T Sylvain Lévi has shown that traces of the Romance of Alexander, with its Kingdom
of Amazons, had reached India by the seventh century. See ‘Alexandre et Alex-
andrie dans les documents indiens’ (reprinted in Mémorial Sylvain Lévi, Paris,
1937), PP- 413—23, in particular pp. 421-3.

2 The Shan-hai ching 2(hsia): 41b records a land of womenP in which ‘two women

dwell, surrounded by water’. A note, one of those traditionally attributed to Kuo

P’uc (276-324), adds: ‘There is 2 Yellow Pool into which the women go to bathe,

and when they emerge they are pregnant.’ The Liang-shu, on the authority of a

Buddhist monk Hui-shend, describes a land of women ‘more than a thousand

east of the land of Fu-sange’ (itself held to be far to the east of China): cf. Lévi

(1937), p. 422. Here too the women conceived by entering a stream, in the second

or third month. ‘They flee in alarm at the sight of other people and have a particular

dread of men.’ (Liang-shu 54:36b.) Precisely the same passage, attributed to the same
authority, is found in the Nan-shih 79:8ab.

The vexed question of the identity of Fu-lin is discussed at length by K. Shiratori in

‘A New Attempt at the Solution of the Fu-lin Problem’ (Memoirs of the Research

Department of the Toyo Bunko 15 (Tokyo, 1956), pp. 165-329). From his pp. 210—47

it appears that at this period the name Fu-lin represented the Syrian section of the

Roman Orient, or more generally the Byzantine Empire as a whole.

Hsiian-tsang distinguishes this from the Eastern Land of Women, said to be ruled

for generations by a line of queens, situated to the north of Brahmapura, to the south

of Khotan and to the west of Tibetanf country (Ta-T’ang hsi-yii chi, 4:892¢). A

Land of Women in this region was known to Indian legend (Lévi (1937), p. 422). It

also received mention in the Sui-shu (83: 10ab). It would appear to correspond to the

Land of Women cited by dignitaries of the Liang€ court in protest against the

mythological extravaganza of Wan-chieh kungh. (He was one of four ‘unusual men’i

who came to the court of Liang Wu-tiJ in the early sixth century: TPKC, 81: 51722,

quoting Liang szu-kung chik). Wan-chieh, according to this account, proceeded to

add six more exotic lands of women to the one he had already described.

5 These riches were a legendary attribute of western regions throughout the mythology
of Central Asia: cf. R. A. Stein, pp. 254-61.

6 Ta-T’ang hsi-yii chi, 11:938a; cf. T2’u-en chuan, 4:243c. Hslian-tsang previously
mentions the story of how this community came into being—begotten by the demon
inhabitants of Persia upon a girl-refugee from southern India (Ta-T’ang hsi-yii chi,
11:933a, T2 u-en chuan, 4:2425).

7 See below, ch. 2.

2 W bgeFH  cIHE OJIEE KR 4 sp

haRa T8A PR#&  CRp@EaR

[

ES



14 The Hsi-yu chi

which the pilgrim Tripitaka is entertained and tempted in opulent
surroundings by the queen of the land. She eventually reveals her
identity as compounded of two figures from popular Buddhism—the
Bodhisattvas Mafijusri?2 and Samantabhadra®. In the still more highly
coloured treatments of the episode found in later versions! the queen is
a character in her own right, and the sixteenth-century novel assigns to
another episode the device of Buddhist gods masquerading as tempters;?
it also resurrects a motif originally alien even to Hsilian-tsang’s account—
the fertile stream from which women, in this case by drinking, can con-
ceive.? Written versions of the ‘Tripitaka’ story from the thirteenth
to the sixteenth centuries therefore suggest at least a continuity in the
presence of this episode in the cycle, and it is no doubt reasonable to
connect it in some way with Hstian-tsang’s reports in the Ta-T ang
hsi-yii chi. But it is as important to note that Hsiian-tsang was by no
means alone among early geographers in recording a land of women; and
equally that the subsequent popular versions freely incorporated motifs
from other sources.
A river hazard
Hsiian-tsang’s mishap in crossing the Indus River on the return journey,
when numbers of canonical texts and rare seeds were washed away in a
sudden squall,# was to reappear some nine hundred years later in the
hundred-chapter Hsi-yu chi.s But after this lapse of time we find it
transformed by the use of an old folk-motif long known to China in the
parable literature of the Buddhist Canon—the turtle which bears men
on its broad back, but is capable of plunging them abruptly into the
waves.®
The ‘ Heart Sitra’

Tripitaka’s special association with the so-called Heart Siitra® (the min-
iature text held to sum up the essence of the vast Prajiiaparamita sitra)?
is a perennial theme which we may trace at least to the T2'u-en chuan,

1 The dramatic sequence Hsi-yu chi (for which see below, ch. s5), sc. 17, pp. 75-80;
the hundred-chapter novel (HYC, chs. 5§3—4, pp. 610 fI.); see also below, p. 74.

2 HYC, ch. 23, pp. 258-67%. The deities are named as Li-shan Lao-mud (for whom see
below, pp. 145-6), Nan-hai p’u-sa® (i.e. Kuan-yin), Mafijusri and Samantabhadra (p.
266). The episode centres around the rich widow Chiaf and her three daughters.

3 HYC, ch. 53, pp. 610-11; cf. above, p. 13, n. 2.

4 T2'u-en chuan, 5:249b; cf. Ta-T’ang hsi-yii chi, 3:884b; Waley (1952), p. 71.

s HYC, ch. 99, p. 1118.

6 Several ancient parables concerned with this theme of riding on turtle-back are trans-
lated by Chavannes (vol. 1, p. 121; vol. 3, pp. 29, 157 and 192—-3); cf. Thompson,
motif J1172.4. 7 For the text, see T. viII, no. 251, p. 848¢.
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Introduction 15

if not in this case to the historical Hslian-tsang. In Szechuan he is said
to have met a sick man in rags . ..

In compassion he took him to the monastery and gave him the price of a meal
and some clothes. The sick man, out of gratitude, taught him this s@tra, and
he came to repeat it constantly. When he reached the River of Sands?, en-
countered all the evil spirits, strange forms and monstrous beings that swirl
around men in front and behind, even invocations of the name of Kuan-yin
could not rid him of them completely, yet as soon as he recited this sitra all
vanished at the sound of his voice.

A similar tradition found its way into collections of apocryphal anecdotes
of the T’ang period. Two texts are quoted together in the late tenth
century T ai-p’ing kuang-chi? as sources for a passage part of which in-
cludes the following. Tripitaka is threatened by tigers and leopards . . .

He did not know what to do: he sat behind locked doors, and when evening
came he opened them to see an old monk, his scalp and face covered with
sores, his body all pus and blood, sitting alone on a couch. There was no
knowing whence he had come. (Hstian-)tsang saluted him ceremoniously and
earnestly begged his help. The monk taught him by word of mouth the Heart?
Siitra in one chiian® and made him repeat it. Upon this mountains and
streams were made level for him and the road laid upon . . .*

Thereafter, in the surviving prose works which represent the Hsi-yu chi
tradition, the Heart Sitra stands apart in an independent episode. The
‘Kozanji’ version withholds it from the sum of scriptures issued to
Tripitaka in the Western Paradise;5 on the return journey he then sees
in the clouds a youthful monk of ‘upright and earnest appearance’
who produces the Heart Sitra from his sleeve and gives it to Tripitaka

1 T2’u-en chuan, 1:224b.

2 TPKC, 92:606. The sources are named as Tu-i chih® (by Li K’angt—variant Yind
—of the early ninth century: cf. SKCSTM, 144:32) and (Ta-) T’ang hsin-yii¢ (by
Liu Suf, eighth century: ¢f. SKCSTM, 140:7b-8b). The passage in question here,
however, does not occur in the extant versions of these originals. Only the intro-
ductory words correspond to those in Ta-T’ang hsin-yii (PCHSTK ed.) 13:3a,
prefacing a more or less historical survey of Hslian-tsang’s life.

The phrase T08-hsin-ching is abbreviated from the full title Prajiiapdramitd, of which
to represents the final syllable. This was to become a most popular and familiar form
of the sitra’s title.

The passage, together with its continuation (cf. immediately below, p. 22), reappears
verbatim in the Shen-seng chuan® (T. L, no. 2064, 6:98558). This compendium of
pious biographies was produced in 1417. It appears to have drawn freely upon such
unofficial sources as the TPKC.

A:8b(1955: p. 94); B 3:4a (1955: p. 57). (For these references, see below, ch. 2.)
Popular tradition identified India, the goal of Hsiian-tsang’s journey, with the
Western Paradise, Mount Sumeru, where the Buddha and his saints dwelled.
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16 The Hsi-yu chi

with many admonitions; he is the Dipamkara Buddha2 whose chief
purpose is to summon Tripitaka to Paradise when his mission is com-
pleted.! The hundred-chapter novel has Tripitaka and his party of
animal disciples meet a Buddhist master named Wu-ch’ao ch’an-shih?
living in a nest on a tree;? it is he who offers the text of the Heart Sitra
as a protection from demons on the way, then adds prophecies and
warnings of what dangers await them.

The three examples quoted above are not simple cases of elaboration
in the course of time. Into each of the original themes later tradition
has introduced radical features from other sources, some of long-
established mythological origin: and in each case the ‘story’ content of
the episode has undergone a fundamental change. The Land of Women
now seeks to dazzle the pilgrim with secular temptations; the loss of
scriptures in the Indus River becomes appended to a quite distinct
episode far back in the story;3 the Heart Siitra is taught to Tripitaka
incidentally by various important Buddhist figures who also have specific
guidance to give him on his journey.

To these we should now add two more such sequences, each of some
importance, and each involving a frankly mythological figure.

. N
Kuei-tzu-mu

In Gandhdra Hsiian-tsang saw a stipa marking the place where ‘Sakya
Tathdgata converted the Mother of Demons (Kuei-tzu-mu¢), so that
she should no longer do harm to men. That is why in this country the
custom prevails of sacrificing to her in order to obtain children.’+ In
itself this passage is important as evidence of a widespread Indian
popular fertility cult associated with the goddess Hariti, whose Chinese
name is Kuei-tzu-mu. The detailed circumstances of this cult, its sub-

-

Ibid. A:9ab (1955: pp. 95—6); B 3:5ab (1955: pp. 59—60).

2z HYC, ch. 19, pp. 220—1. This figure strongly recalls a monk of the eighth to ninth
centuries whose story is told in the eleventh-century Ching-te ch’uan-teng lu (g.v.),
4:12a-13a, under the name Tao-lin ch’an-shihd. He retired to live in the boughs of
a pine-tree near Hangchow, and magpies built their nests beside him. His contem-
poraries knew him as ‘Ch’an Master of the Birds’ Nests’¢. The poet Po Chii-if is said
to have called on him when in office in the area. I am grateful to my friend Mr Tso
Sze-bong of Hong Kong for drawing my attention to this reference.

The ferrying of the pilgrims on turtle-back across T ung-t’ien hog: see HYC, ch. 49,
Pp. 571-3. The name of the river is historical, but it referred to the upper reaches of
the Yangtze, not to the Indus.

4 Ta-T’ang hsi-yii chi, 2:881ab.
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Introduction 17

sequent modified forms in China and Japan, as well as the quite distinct
monastic cult (in which Hariti received daily offerings of food in all
Buddhist monasteries), with its legendary justification in Buddhist scrip-
ture, all receive a full exposition in Noél Peri’s learned monograph.!
The legend of the yaksini Hariti and her conversion is told in many
Chinese Buddhist sources. A simple and relevant form suitable for
quotation here reads, in part:

Kuei-tzu-mu bore a thousand sons. The youngest of those in Jambudvipa,
called Priyankara2, was the object of her special love and affection. She per-
sistently ate the children of men, and the Buddha, with the aim of converting
her, took Priyankara and hid him under his almsbowl. The mother searched
for him in Heaven and in the world of men, but fruitlessly. Then the Buddha

converted her and commanded the community of monks to offer her food
as alms . . .2

Hariti’s character as child-bringing or child-protecting goddess was held
to derive from her undertaking, on conversion, to safeguard life in
compensation for what she had taken: a sentiment prompted by the
Buddha’s appeal that her own maternal anguish awaken her to the
suffering of her victims’ mothers.3
In the early twelfth century the legend was represented on the walls
of the Hsiang-kuo szuP in Pien-liang®, capital of the Northern Sung.+
A well-known painting of the subject originally by Li Kung-lind
(eleventh to early twelfth century)s has been handed down in the form
of copies.® We know further that a similar story was known outside
clerical and literary circles from the appearance of a title Kuei-tzu-mu
chieh po chi¢ (‘The story of Haritl trying to lift the almsbowl clear’)
among plays attributed to the (late thirteenth century ?) dramatist Wu
Ch’ang-lingf,” and some references to and fragments of an early southern
play with the same title.?
! N. Peri, ‘Hariti la Mere-de-démons’, Bulletin de PEcole Frangaise d’Extréme-
Orient 17,3 (1917). See also Ota Tatsuo (1966), pp. 145-6.
2 An unidentified source named Hsien-cheng lun®, cited in Ch’ung-pien chu-t'ien chuanh
by Hsing-t'ingi (his preface dated 1173): see Dai Nippon zokuzdkye, 11, 23, t'ao 23,
ts’e 2, p. 137b. Cf. Peri, p. 40.
Cf. e.g. Peri, p. 11. 4 Tung-ching meng hua lu, 3: 4a.
Cf. Sung shih, 444:15b-16a. 6 See PL 1. Cf. Peri, p. 15, n. 3.
7 LKP, p. 109. For this source, cf. below, p. 75. Peri wrote at a time when its existence,
and that of the Hsi-yu chi tsa-chii, was not generally known, and therefore implied
(p. 770) that the story of Hariti was less well known in Chinese society at large than

seems to have been the case. For Wu Ch’ang-ling, cf. below, p. 75, n. 2.
8 Cf. Ch’ien Nan-yang, pp. 127-8.
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18 The Hsi-yu chi

Nevertheless, and in spite of the terms in which Hsiian-tsang himself
had written about Kuei-tzu-mu, the name appears in the Kozanji ver-
sion in a disembodied, and even cryptic, form. In the version’s ninth
section, ‘They enter the Land of Kuei-tzu~mu’, the party of pilgrims
find themselves among great numbers of three-year-old children, and
receive a warm and devout welcome from the king of the land. He gives
them rich gifts and finally reveals to them that this country, not far
from the Western Paradise, is called Kuei-tzu-mu kuo2. The pilgrims
then know that they have been addressing demons. The episode closes
with a number of verses, some of which are put into the mouth of
Kuei-tzu-mu.! If this is indeed a gesture in the direction of the historical
Hsiian-tsang’s experiences, it is no more than nominal. Only in one sub-
sequent treatment of the ‘Tripitaka’ story does Kuei-tzu-mu reappear
as a character:2 the twelfth scene of the tsa-chii sequence introduces her
as the mother of the demon Red Boy. This scene restores some of the
themes from the original legend, but they seem chosen for their sen-
sational value alone and distort the shape and sense of the story beyond
recognition. Kuei-tzu-mu’s child is again named Ai-nu-erh®, but here
is the Red Boy guilty of abducting Tripitaka. He is duly imprisoned
beneath the Buddha’s almsbowl, but now Kuei-tzu-mu, far from sub-
mitting to any appeal to her maternal sympathies, uses the pretext to
mount an attack on the Buddha himself. She strives vainly to raise the
bowl, and finally accepts conversion only, so to speak, at gunpoint.3
Dramatically the scene is torn between the rival claims on our attention
of the Red Boy and Kuei-tzu-mu. Its legendary force is totally lost.

Shen-sha shen

In the desert country to the west of Tun-huang, Hsiian~tsang had the
appalling misfortune to upset his water-bottle in the sand. After several
days of privation he had a dream in which, according to the T%'u-en
chuan, he saw

Kozanji version, B 2:54-6b (1955: pp. 35-8).

In the hundred-chapter version her name appears, but only incidentally: HYC,
ch. 42, p. 485.

The story takes precisely this turn as represented in the scroll-painting attributed
to Li Kung-lin: while Kuei-tzu-mu sits in anguish, her subject demons attempt to
force the almsbowl, with its prisoner, from the ground, and simultaneously hurl
ineffective spears and arrows against the impassive figure of the Buddha: see La
légende de Koei Tseu Mou Chen, Annales du Musée Guimet, Bibliothéque d’ Art, vol. 1
(1905), pp. 16—17. Cf. PL. 1.
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a great spirit, many feet in height, wielding a halberd with which he directed
him onwards, saying: ‘Why are you lying about here, and not pressing
forward ?’ The Master awoke with a start and moved on some ten 4. Suddenly
his horse took a different path and would not be reigned back. Then, after
several [, he saw some acres of green grass. . .and eventually reached a pool
of water.!

Perhaps there are elements of pious romance even here, but to later
writers the episode came to suggest more extravagant possibilities. One
version, from a source entitled 7°ang San-tsang chi® which 1 have not
succeeded in tracing, is quoted in the eleventh-century Japanese icono-
graphical collection ¥obodas shiiP:?

On his way to the Western Land to fetch the scriptures, he came to the Moving
Sands3 and there, in the midst of the desert with not a soul at hand, when the
hour of each monastic meal came round there was a pool, freshly sprung up
by the roadside, whose waters were as sweet as ambrosiac, and a meal of the
rarest and most fragrant food and drink. Only there was no man to be seen.
Tripitaka marvelled at this and thought: ‘What man is it that provides these
pools of water and this food here in the vast desert, out beyond the last signs
of human habitation ? I want to know where they come from.” Then a voice
in the air was heard addressing Tripitaka: ‘I am a deva. Because you have
come a great distance to fetch scriptures, I am your guardian spirit. Here
there is no water and no man: I provide food and water especially for you.’
When Tripitaka finished his meals the water would vanish, and only the
desolate, uninhabited expanse of the Moving Sands was to be seen.

A comment follows—‘ This is the reason for the name Spirit of the Deep
Sands (Shen-sha shend)’—which may not derive necessarily from the
same source, but certainly reveals that in the mind of the eleventh-
century compiler the voice of this desert guardian was that of Shen-sha
shen. It was, however, by no means a late or purely local branch of the
legend. The Japanese pilgrim Jogyoe, who visited China in the years
8389, included in his report of the sacred books and objects brought
back from the visit some items connected with Shen-sha shen: a short
‘account’ of the god (Shen-sha shen chif), together with a liturgy of
invocations,* and a statue, to which he adds a note explaining that when

! T2’u-en chuan, 1:224bc.

2 'T. Pictorial Section, vol. 8, no. 3189, p. 7325. The work was compiled by Eiban® in
1094: cf. Showa hobo somokuroku, vol. 3, p. 514a.

3 Liu-shab: an ancient generalized term for the desert lands of the north-west.

+ Jogyo wajo shorai mokuroku, T. Lv, no. 2163, p. 1070a. The work is dated 839. Cf.
Ota Tatsuo (1966), pp. 144-5.

CEIZEE PREVBE O CHE KW cWE I
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20 The Hsi-yu chi

Tripitaka journeyed to India ‘he received a vision of this god, who is a
manifestation of Vaisravana, the King of the North. At present among
the people of China it is the general practice to honour this god, in
order to seek benefits and protection from calamities. ..’

There is not space here to describe in full the background of this
minor Buddhist deity and the extent and nature of his cult, but one
aspect is relevant here. His name appears in the title of a Tantric text
translated in the eighth century by Amoghavajra,? and, in the several
Japanese iconographical texts of the eleventh and succeeding centuries
which deal with him, he is attended by much of the apparatus of Tantric
magical practices.? His appearance in particular masks a benevolent
nature behind the characteristically ferocious attributes of certain Tan-
tric divinities. In a manifestation said to have taken place before the
monk Fa-ch’uan? on 1o February 566 he described himself in these
terms:

I am manifested in an aspect of great furyP. My head is like a crimson bowl.
My two hands are like the nets of heaven and earth. From my neck hang the
heads of seven demons. About my limbs are eight serpents, and two demons’
heads seem to engulf my (nether-) limbs. . .*

Such is indeed the figure we see several times represented in the later
iconographical manuals (one example of which is reproduced in plate

4)-

Once again it was this sensational and horrific aspect which asserted
itself in the popular ‘Tripitaka’ tradition. The fragmentary eighth
section of the K6zanji version opens with the words:

‘...thing ?’ He replied, ‘I don’t know.” Shen-sha® said, ‘Slung here from
my neck are the dry bones from when I twice before devoured you, monk!’s

Shen-sha shen is presented in this story frankly as a demon of the
sands.6 He submits to Tripitaka’s threatening rebuke and, amid spec-

1 Ibid. pp. 1070c~1071a. Cf. Ota (1966), pp. 144-5.

2 Cf. T. xXI, no. 1291,

3 E.g. T. Pictorial Section, vol. 3, no. 3006, p. 54; no. 3007, pp. 613—-14; vol. §, no.
3022, pp. 560-2 (p. 5615 identifying the skulls in his necklace as those of seven past
incarnations of Hsiian-tsang); vol. 9, no. 3190, pp. 522—4 etc.

4 Yobodai shii, p. 733b. The closing phrase seems corrupt, like so many others in these
Japanese MSS. A descriptive word may be absent before jan. My translation attempts
to reconcile the phrase with the most usual pictorial forms.

s Kozanji version, B 2:4a (1955: p. 33).

6 The reference in the twelfth-century Kakuzen shéd noted above (p. 20, n. 3) obviously
reflects this kind of tradition, which may still be no more than a thoroughly popular
version.
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tacular natural phenomena, holds out a golden bridge with silver rails
for the pilgrims to pass over the hazard of the Deep Sands. As they
leave him they add to their thanks a promise of intercession on his
behalf.

Losing his benevolent, protective function, the god is now degraded
to the status (in addition to the appearance) of a man-eating yaksa at
large in the wilds, who has to be subdued by the holy traveller.! This
remained his lot throughout all subsequent versions of the story known
to us.? Although his name changed to Sha Ho-shang?, and he was re-
cruited as a disciple to join the party of pilgrims, his introduction in the
story, always with the characteristic Tantric necklace of skulls, remained
the same and in effect represented his only high moment in the cycle.
In this astonishing transition, from the thirsting Hsiian-tsang’s dream to
the skull-necklace of Sha Ho-shang, with the god Shen-sha shen as its
pivotal figure, the episode loses all but a crudely pictorial significance.
The author of the sixteenth-century novel could not be blamed if he
regarded Sha Ho-shang, securely established in the story after centuries
of transmission, as a liability. It is hardly surprising that, ‘though in
some inexplicable way essential to the story, he remains throughout
singularly ill-defined and colourless’.3

These latter two illustrations, aside from their intrinsic interest in
reflecting the development of two independent legends, demonstrate
unambiguously just what kind of relationship prevailed between stories
which would have been recognizable to Hsiian-tsang and his contem-
poraries, and, on the other hand, the same stories seen through the eyes
of popular tradition. It is as though the moulders of popular tradition
were not concerned merely with infusing colour into basically laconic
references, or with allowing an accretion of folklore to form about
them. They seem to go further in rudely brushing aside the pietistic
nature of the myths in their quoted form. In short, they seem to imply
that no story, however adventurous or colourful it might seem, was
acceptable for their purpose unless refashioned entirely according to
their own terms.

I There are of course clear precedents for this theme in Buddhist mythology: cf. the
story of the yaksa AtavakaP, who may have been associated with Hariti (A. Getty,
The Gods of Northern Buddhism, second ed. (Oxford, 1928), p. 158).

2 PTS, p. 294 (N vi); tsa-chii Hsi-yu chi, sc. 11, pp. 47-8; Hsiao-shih Chen-k’ung pao-
chiian (see below, ch. 6), 1. 34; HYC, ch. 8, pp. 82—4, ch. 22, pp. 245 ff.

3 Arthur Waley, preface to Monkey (London, 1942).
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22 The Hsi-yu chi

Such parallels as we find between what may be called the historical
sources on Hsiian-tsang’s journey and the cycle of stories attached to
the legendary Tripitaka therefore tell us little: the distance between
them seems overwhelming. And the parallels are in any case few. Those
described above represent the most important known material of their
kind. From all the circumstance and detail preserved in the seventh-
century accounts there remain few major themes which were echoed in
popular tradition.
Through an ensuing span of almost six hundred years, from the
seventh to the thirteenth centuries, there is a virtual silence in written
sources on the early formation of a popular ‘ Tripitaka’ cycle. Occasional
fragments of literary testimony appear, but they offer little useful insight.
Preserved in the ninth-century Tu-i chik® is an apocryphal tradition
concerning a pine-twig planted by Tripitaka at the time of his departure:
he ordained that it should point westward for as long as he travelled
towards the Western Paradise and reverse towards the east only when
he returned. This little story, of which there is no prior trace, survived
more or less unchanged as a detail in two known versions of the popular
cycle, but both comparatively late and sophisticated productions.* In
the earliest popular sources it does not appear. The mode of its trans-
mission is obscure: we may even suspect some straightforward literary
affiliation, particularly as the passage is quoted in the T’ai-p’ing kuang-
chi. Coming down to us in this form, such passages represent in the
first instance the gleanings of literary men. Whether truly popular tra-
ditions were reflected in them remains a matter of guesswork, and we
can conclude nothing about the conditions in which such traditions may
have circulated.
In 1036 Ou-yang Hsiu® (1007-72) recorded a visit to a Yang-chou
monastery (Shou-ning szuP), founded in the early years of the Southern
T’ang dynasty (937-); he was told that, of all the mural paintings which
had suffered neglect and dilapidation during the occupancy of a Later
Chou Emperor (Shih-tsung¢, r. 954-8), only that representing Hsiian-
1 Cf. above, p. 15. For the passage, see TPKC, 92:606 and Tu-i chihd (Ts'ung-shu
chi-ch’enge, based on Pai-haif ed.) 1 (shang):11~12.

2 Tsa-chii Hsi-yu chi, sc. 5, p. 27 and sc. 22, p. oo (cf. App. C); and HYC, ch. 12,
p. 141 and ch. 100, p. 1124.

3 The same reservations apply to two anecdotes included by Ch’ien 12 (early eleventh

century) in his Nan-pu hsin-shut (HCTY) 2:12b and 7: 4a. They concern Tripitaka’s
visit to Vimalakirti’s dwelling in the west and to the monastery at Nalanda.
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tsang fetching the scriptures survived.! Yet he left no hint as to what
scenes this painting portrayed, and here too we are unable to gather
what sources inspired it. We can only guess at whether this tenth-
century representation of the pilgrimage may have shown some fruits
of a tradition now more than two centuries old.

An attempt has been made, by Torii Ryliz6 (¢.v.), to trace actual pic-
torial evidence in a group of tombs excavated in the neighbourhood of
An-shan?, in Liao-ning. Torii’s suggested dating places these tombs and
their carved stone walls late in the Liao dynasty (ending circa 1125).
The claimed reflection of early ‘Tripitaka’ legends comes in the form
of three among the many scenes carved on the tomb walls. Readers of
Torii’s article must depend on the accompanying reproductions of his
rubbings as their sole authority in judging the claim. On this basis it is
difficult to accept his interpretations as more than tentative. The most
important of the three scenes—in which Torii sees Tripitaka standing
respectfully before a huge and imposing monkey-featured figure seated
upon a cloud-throne?—is precisely the one which prompts the most
doubt. If a ‘Tripitaka’ story is indeed represented here, it still seems
far from clear that the enthroned figure is in fact a monkey; it might be
equally possible to discern there Shen-sha shen, whose meeting with
Tripitaka is attested at this period, and whose appearance, particularly
hair, could arguably be reconciled with what appears on the rubbing.

A second scene features three figures, one of whom is holding a leafy
branch, while another salutes the third, seated and capped figure who is
taken to be Tripitaka. Torii identifies this with the legend of the pine-
twig quoted above.3 The remaining scene centres upon a figure, again
capped, presumed to be riding a lion (whose head is however missing):
this in turn Torii relates to a brief episode in the ‘Kozanji’ text.+ If the
interpretations are correct, we have some confirmation of features in the
story known to us from literary sources of slightly different periods.
But so laconic, and even cryptic, is the pictorial evidence that it depends
for its present meaning entirely on what we are prepared to read into it
on the strength of those literary sources, and in practice this comes to
seem very much a matter of hopeful conjecture.

' Qu-yang Wen-chung kung wen-chi, 125: 4b—5a.
2 Torii Rytzo, p. 15.

3 Ibid. p. z0.
4 Ibid. pp. 19—20. The encounter with lions in Section 5: cf. App. C, p. 189.
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24  The Hsi-yu chi

Such glimpses and guesses are of interest because, from this intervening
period of centuries, they are all we have; yet they reach us mostly only
through the condensing and no doubt selective medium of literary note-
books, some non-committal, some of doubtful date. Even where points
of comparison are possible, the main questions raised by later ‘Tripi-
taka’ traditions remain unanswered. We are still ignorant of when and
how Tripitaka first came to the attention of popular audiences as a
legendary hero. Almost without exception, we have yet to bridge the
gulf which divides these relatively sober literary anecdotes from the
seemingly irresponsible fantasy of later popular cycles.

The ‘Kozanji’ version, dating (at a reasonably cautious estimate) from
the thirteenth century, appears almost without warning. Yet it represents
already a story-cycle with certain characteristic figures and episodes.
The text is by later standards brief (even allowing for the fragmentary
condition of the two remaining editions), but the work exhibits an
unexpected wealth and versatility of content. Its service to our under-
standing of this long interval of near silence lies in the particular nature
of these contents: they will be found to imply a background quite dis-
tinct from the pious biography and literary apocrypha of the T ang and
Sung periods. It is to this source that we must look for confirmation
of what will be sketchily apparent from this chapter—that the origins
and formation of such a cycle are not to be pinned down in terms of
episodes which the historical Hslan-tsang was known, or devoutly
supposed, to have experienced. There is here already a freer range of
reference, which extends at times into the province of universal folklore,
bound by its own patterns and laws. This material must now be de-
scribed and discussed more closely.



2

The First Retlections of
a Popular Cycle

THE KOZANJ1 VERSION

Two famous texts in Japanese collections represent the earliest known
written version of a Hsi-yu chi story and are in fact among the earliest
known examples of printed popular fiction in China. They are:

A. Hsin-tiao Ta-T ang San-tsang Fa-shih ch’ii ching chi?, in the collec-
tion of the late Tokutomi SohoP,! now housed in the Ochanomizu®
Library in Tokyo.

B. Ta-T’ang San-tsang ch’ii ching shih-huad, in the Okura Museume.2
Originally both belonged to a Kyoto monastery, the Kozanjif on
Mount Toganoog.3 A catalogue of sacred literature in the monastery,
dated 21 December 1633, has an entry: ‘Hsiian-tsang ch’ii ching chi—
two sets’®.4 Copy A bears the stamp of the monastery on one of its
pages (the first of the third chiian). B was discovered in the eighteenth
century, according to a Japanese preface of the time, among the mon-
astery’s collection of Chinese books.s Copy A eventually passed into the
hands of Tokutomi Sohg, and it was while in his possession that public
attention was first drawn to it in 1916 by Lo Chen-yiil. He published a
photographic facsimile in his Chi-shih-an ts'ung-shul, adding a postfaceX.
B was examined in 1911, while in the possession of General Miura!, by

! It appears among the rare books listed inhis Seikido zempon shomoku™ (Tokyo, 1932),
pp. 298-9.

2 Cf. Nagasawa Kikuya and others, Isson shomoku® (Tokyo, 1933), p. 47.

3 The monastery was founded under this title in 1206: cf. Mochizuki Shink®d, p. 1043c.

+ Kozanji setkyo mokuroku, 1°:917b. Cf. Ogawa Kanichi, p. 58.

$ Ogawa Kanichi, p. 56. I have not been able to verify this evidence from the original.
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Lo Chen-yii and Wang Kuo-wei?. Lo published a separate photographic
facsimile of B in 1916, appending postfaces by Wang Kuo-wei (dated
1915) and himself (1916). The Commercial Press, Shanghai, brought out
an edition of B in moveable type in 1925. A further modern reprint,
again based principally upon B but making some use also of A, appeared
in 1954,! and the facsimiles have been reissued together, in a rather
inferior reproduction and with B photographically enlarged, in 1955.2

The two represent essentially a single text, with a number of minor
discrepancies in the printing. Both are in fragmentary condition: of the
three chiian into which each is divided, A lacks the opening pages of the
first and the whole of the second; B lacks the first folio of the first
chiian and the second and third folios of the second. B is a specimen of
the ‘pocket editions’® of early Chinese printing. At the close of its
third chiian is the mark—*Printed by the Chang house of the Central
Pleasure-ground®.’3

Dating and sequence

Beginning with Wang Kuo-wei and Lo Chen-yii, these texts have been
studied in turn by many of the most celebrated scholars in the field of
popular literature, but the question of their dating has still not been
finally settled. These are the central points of evidence:

(i) The printer’s mark in B.
Wang Kuo-wei was the first to suggest that the Central Pleasure-
ground may correspond to a site in the Southern Sung capital Lin-and
(modern Hangchow) recorded in the contemporary work Meng-liang lu.+
The same work also records the existence of a bookseller named Chang,
at a slightly different address.s The Northern Sung capital at K’ai-feng
also had a Central Pleasure-ground.®

-

Published by Chung-kuo ku-tien wen-hsiieh ch’u-pan-she, Shanghai.

By Wen-hstieh ku-chi k’an-hsing-she, Peking and Shanghai. References below are
to the original facsimiles, but for further convenience references to the 1955 reprint
are added in each case. The original pagination of A can no longer be discerned.
My numbers refer simply to the fifteen leaves of Lo’s facsimile.

Wa-tzu: for a note on this term, see Pragek (1939), p. 112, n. 4.

Meng-liang lu, 19:6b (Wa-she®). The date of the preface to this detailed description
of the Southern Sung capital has been variously interpreted, but is not earlier than
1274 (Sun K’ai-ti, K’uei-lei hsi R’ao yian (Shanghai, 1953), p. 43). The Lin-an
Gazetteer of the Hsien-ch’un reign (1265—74) records similar details of the Central
Pleasure-ground (Hsien-ch’un Lin-an chih, 19:185; cf. Hu Chi p. 58).

5 Meng-liang lu, 13 (P’u-hsif):3b—4a.

6 Tung-ching meng-hua lu 2:5b-6a. The preface by the author Meng Yiian-lao is
dated 1147; the work records the features and life of the northern capital so recently
lost by the Sung to the Chin Tartars.
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(i) The taboo on the character chinga.
This was the personal name of the grandfather of Chao K’uang-yinb,
founder of the Sung dynasty. During the Sung period it was customary
for writers and printers to omit the final stroke of the character, whether
used in its simple form or in phonetic derivatives. In what remains of A
this taboo is observed without fail whenever such occasions arise;! B
observes it in three clear cases,? but in all others appears to print the
character in its original form.3

(iii) Paper and printing.
Those who have seen the texts in the originals are unanimous in accept-
ing them both, on the grounds of paper-quality and form of characters,
as Sung prints. The cautious suggestion once advanced and subsequently
defended by Lu Hsiin, that copy B may have been produced by a
printing house which survived into the Yiian period,+ has been keenly
resisted, most convincingly by Nagasawa Kikuya, who found his own
judgement of the text reversed when he saw the original. He claims B
to be a finer print than the more popular A.5

(iv) It may be noted that the two texts share the mention of a place-
name—Ching-tung lu®—used only in the Northern Sung.6

By comparing the minor discrepancies between the two? it will be
found that B has a greater proportion of inferior readings than A. By
this token A would seem to be closer to the original text.? A more posi-
tive indication is to be found by examining a discrepancy between
corresponding passages in A:135 and B 3:10a.9 The former reads:!°

3O B R
EREEHHNEIROXEFERERD
FHRRERZZEHARUBEREZH OIS
W A AR SR

! To judge at least from the facsimile: A:xa, I. 1 (twice); 94, 1. 8; 115, L. 5; 134, 1. 8.

2 B 1(shang):6b, 1. 2 (twice) (1955: p. 18); and B 2 (chung):75, L. 3 (1955: p. 40).

3 B2:4a,1.5;5b,1.3;6b,1. 4;11a,1l. 4and 5; 115, 1. 6; 3:45, 1. 10; 7b,1. 6; 9b, 1. 5—
in each case the simple characterd,

4 Lu Hsiin (1923), ch. 13, p. 260; (1927), pp. 372 ff.; (1931), pp. 262 ff.

5 Nagasawa Kikuya (1939), p. 166.

6 A:13b (1955: p. 104); B 3:10a (1955: p. 69). Cf. Sung shih 85:13a; Ota Tatsuo
(1960), p. 409. 7 They are tabulated in Nagasawa Kikuya (1939), pp. 166-8.

8 This is Nagasawa’s conclusion (1939, p. 169). The 1954 edition was based princi-
pally upon B and unfortunately accepts many of the poor readings.

? 1955: p. 104 and p. 69. Cf. Pls. 2 and 3.

10 The lineation of this and the following passage as printed here corresponds exactly
to that in the originals.
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At the corresponding point B reads:

WO ¥
EERBEEMREHRE XIS LEAE
MASEHERERAEZEHFARLET R
ZHEEm L AMRBHE

It will be seen that the two differ most seriously at the division of the
second and third lines: where A has ‘— tsung’a, B has ‘ying-chieh’®. In
the B version the phrase ying-chieh, ‘meet, receive’, thus occurs twice:
here, and in the following line.

The better reading seems to emerge when we punctuate and translate
the two versions. In A the natural punctuation would seem to fall after
ch’enge, chiehd, huange, shuf, chia8, chieh® etc. It would then mean:

A patrol! in Ching-tung lu found out that the Master had fetched the scrip-
tures, was returning, and had already reached the bounds of the capital.
They submitted a memorial to — tsung Ming-huang reporting it. At the time
it was hot summer. (But) the state coach was brought out and (the Emperor)
went out a hundred 4 to meet him. The Master in his party of seven met (the
Emperor) and thanked him for such goodness . . .

Although the missing title of the Emperor leaves us with a puzzle,? the
passage remains a plausible one. The version in B however is more diffi-
cult to punctuate and elucidate. If the punctuation fell after huang®,
Ming-huang would then become the object of the verb ‘receive’ (ying-
chieh), which is impossible in the context of the story; if the punctuation
were moved forward to before Mingi, the preceding phrase would have
to mean ‘presented a memorial for him to be received’, and Ming-huang
would stand awkwardly at the head of the sentence ‘At the time it was
hot summer.’ B seems therefore less satisfactory than A. It is surely
significant that B enters ying-chieh at a point which in A falls at the end
of a line and follows the word wenj, written cursively; while in version
A, ying-chieh appears in precisely this position at the foot of the following
line, again immediately after the similar character chienk, also in cursive

-

Literally ‘roving troop’: a term in use under the Sung to indicate that a military unit
had no fixed station, but enjoyed full mobility.

Historically, the Emperor to receive the returning Hsitian-tsang was T’ail-tsung;
and indeed T ai-tsung is mentioned by name in the last line of each of the two texts.
But the name Ming-huang has always been associated with Hstian™®-tsung, some of
whose legendary adventures are alluded to in these texts. From what remains of the
top part of the missing character in A, I would regard 7’a¢ as the more likely recon-
struction, and allow for popular confusion over the names of the two most famous
T’ang emperors.

ag bP@mE o/ I em TR s hf g

I i L 'k mx

N



The first reflections of a popular cycle 29

form. The coincidence suggests strongly that the problematical first
ying-chieh in B found its way into the text through the careless copying,
by scribe or printer, of the legitimate phrase at the foot of the following
line in A; and hence that the B-type text was printed on the basis of a
text similar in format and contents to A.

Here, then, is support for Nagasawa’s conclusion that the A text lies
closer to the original.! Its scrupulous observance of the ching taboo helps
us to assign it more confidently to the Sung period (ending circa 1280),
or at least to the thirteenth century. The material of the story preserved
in this text is no doubt considerably older (as the place-name Ching-
tung lu readily suggests), and there may have been several printed
versions before that which survives now. Again, more than one reprint
may lie between this and B, with its deteriorated text. The dating of B
is a matter which students of the original have claimed as their own
prerogative. But since it appears to yield precedence to A we should be
wise not to stress unduly the title shih-hua which is found only in the
later text and therefore need not belong essentially to the work rep-
resented here. For this reason I have preferred the general designation
 Kozanji version’. The two texts reposed in the monastery possibly since
the time of their importation, which may have taken place during the
brisk traffic between Sung China and Japan of the Kamakura period.2

The book’s contents

Scholars have been anxious to see in this work an early example of
‘hua-pen’, conceived even as a prompt-book. But there are few formal
features in the text itself to support the idea. The ‘cki’ of the title in A is
characteristic of many older tales in the literary language; ‘shih hua’ in
B has no equivalent in any other comparable text and is usually taken as
a simple descriptive indication that here is a tale incorporating verse in
shih® metres. The verses themselves—usually pious comments on the
action, crudely written—are put into the mouths of characters in the

I It has been claimed (by Ota Tatsuo (1966), p. 137) that some of the textual faults in
A are such that nothing in their context would give a clue to the more correct ex-
pressions that are in fact found in B. This is taken to imply that B was after all the
earlier text. On examination, one of the three examples cited by Ota is easily dis-
qualified: the character loP, misprinted as wei® in A:6a, 1. 3, is given correctly twice
on the same page (Il. 2 and 5). If Ota’s basic point still stands, it suggests rather that
A and B each derived independently from an original version, or series of versions.
The arguments set out above would nevertheless still indicate that the A version lies
closer, in text and format, to that original.

Cf. Ogawa Kanichi, p. 61.
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story and introduced rather deliberately at the conclusion of each epi-
sode. It has often been pointed out that verse used thus resembles the
gatha verses in certain Buddhist scriptural texts. It plays no integral
part in the narration or embellishment of the action.

The language of the Kozanji version is predominantly literary in
idiom, and although certain features of colloquial usage slip into the more
detailed passages, particularly dialogue,* the work lacks any of the con-
ventional devices which in other so-called ‘Zua-pen’ texts recall the
professional story-teller—(ch’sieh shuo?. .. But now we tell . ..’ etc.).?
There is a curious disproportion in length between the seventeen main
episodes into which the story is formally divided: certain of them run to
only a few lines, with the verses taking up much of the bulk. The scraps
of prose narrative in such cases do not often furnish any wealth of inci-
dent suitable for extempore expansion. Few of these characteristics
suggest a clear link with actual performance.3

For our purpose a more modest assessment is enough. It will not
court danger to regard the work simply as a collection of related tra-
ditions, current perhaps both in oral and written form, strung together
by a writer for an audience of humble readers. It is in this capacity that
it presents its outstanding interest for the present study. Here is an
early and extremely rich fund of the material which had become asso-
ciated with the ‘Tripitaka’ story. Although the work’s medium is the
printed page, its contents give clues as to what kind of sources were
feeding the Hsi-yu chi tradition, and indeed the world of popular
fiction, at the time.

1 I refrain here from a more detailed consideration of linguistic features because any-
thing short of an intense and comprehensive study of all available colloquial sources
from the thirteenth century and before would be unlikely to yield criteria precise
enough to judge this version’s background. It is however worth remarking that
Ota Tatsuo (1960, p. 410) notes a number of expressions which he associates with
the tenth and eleventh centuries, and elsewhere (1957, p. 87) relates certain rhyme-
sounds to those of the Southern poetic tradition in the twelfth and thirteenth
centuries.

This is one of the points made by Hirano Kensho (p. 46), whose general conclusion
supports the idea that the text is unlikely to have served professional narrators as a
prompt-book. \
One formal characteristic should be noted here. It is the term ¢4’uP, which designates
the episodes themselves, appearing as the last word in each title and followed by
an ordinal number. Ch’eng I-chung (pp. 93—4) compares this with similar features
found in several of the popular literary texts recovered from Tun-huang, seeking to
explain them in terms of oral expositions associated with paintings. Although some
excellent studies of this general question have appeared in Japanese, it remains too
speculative to be of real assistance here.
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A summary of the story will be found in Appendix C.

The implications of this material are broad enough to deserve mono-
graph treatment in their own right. To account in full for every detail
would however go well beyond the bounds of our present concern.
A certain amount of explanation and commentary on the contents of the
story has been presented by Japanese scholars, notably Shimura Rydji
(g-v.), Ogawa Kanichi (g..), Ota Tatsuo (1960). What follows here is
added with a view to studying the nature of the Hsi-yu chi tradition in
its early stages. But it is at the same time intended to develop points
which are not fully covered in the Japanese accounts.

Section 2: ‘On their journey they meet the Monkey Novice-Monk’

Attributes of the monkey-hero

Appearing from due east in the guise of a hsiu-ts’a® in plain clothes
the monkey introduces himself:

I am none other than the king of eighty-four thousand bronze-headed, iron-
browed monkeys of Tzu-yiin-tung® (Purple-cloud cave) on Hua-kuo shan¢
(Mountain of Flowers and Fruit). I come now to help you to fetch the
scriptures. . .1

His name is changed to Hou Hsing-ched—the Monkey Novice-Monk—
implying his admission to a religious status. Throughout the story the
monkey serves as Tripitaka’s guide. The whole question of his back-
ground and role in the Hsi-yu chi tradition will be taken up in detail
later in this book,? but here we can first comment briefly on the smaller
attributes of the monkey-king and his tribe.

Both the characteristic figure ‘eighty-four thousand’ and the term
mi-hou® (‘macaque’), which is the word rendered here as ‘monkey’, take
us back directly to Buddhist scripture, and specifically to the parable
literature of the Buddhist canon.3 This clear echo is certainly of some
interest, but it is important not to prejudge the question of the monkey-
hero’s origin as such on the strength of it, and in chapter 11 below the
broader issue is reconsidered more fully.

The hsiu-ts’ai in plain clothes has proved in subsequent Chinese
fiction to be a common disguise-motif associated with both humans and

! Bi1:2ab (1955: pp. 9-10). 2 Chs. 7to 11.

3 For random examples, see Po-yii chingf (T. 1v, no. 209, p. 555¢), Liu-tu chi-chingg
(T. m, no. 152, p. 27b), Fo pen-hsing chi-ching® (T. 111, no. 190, p. 798b¢); cf. Shi-
mura Ry®ji (1959), p. 77; also the passages cited below in ch. 11, pp. 155~7.
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32 The Hsi-yu chi

supernatural beings.® Throughout the Chinese tradition the term ‘white
(or ‘plain’) clothing’ has been a mark of non-official, or sometimes
menial, status, and in the context of Indian Buddhism white robes were
proper to the laity.? Its use as a disguise, in conjunction with the Asiu-
ts'ai title (implying a junior academic qualification with no automatic
official status), may invoke this ‘commoner’ or ‘non-clerical’ connota-
tion as conferring anonymity on the wearer. We meet white clothing later
in the text as the guise of a white tiger demon.3

Section 3: ‘They enter the Palace of the Mahabrahma Devardja’

Tripitaka’s sermon in Heaven
Asked about his age, the monkey replies:

‘Nine times I have seen the Yellow River run clear.’. . .The Master said:
‘If you have seen the Yellow River run clear nine times, do you know all
about Heaven and Hell ?’ Hsing-che said: ‘How could I fail to know ?’ The
Master asked: ‘What is going on in Heaven today ?’ Hsing-che said: ‘Today
Vaidravana of the North, the Mahabrahma Devarija3, is giving a feast for
religious in the Crystal Palace.’. . .*

The monkey then takes them all by magical means to the Crystal Palace,
where, before the Devardja and a company of arhats and saints, Tripi-
taka is invited to expound the Lotus Sitra. Later the Devaraja provides
the party with magical aids—a cap of invisibility,5 a gold-banded
monk’s staff, an almsbowl.6 He is Tripitaka’s protector for the rest of
the journey, always at hand when danger threatens the party.

1 Cf. the dragon of the Hsi-yu chi fragment in the Yung-lo ta-tien (discussed below in
ch. 3 and translated in App. B); the corresponding character in the hundred-chapter
novel (HYC, ch. 10, p. 104), and the White-patterned Snake-demon® (HYC, ch. 17,
p. 190). In the Shui-hu chuan the same disguise is used by the Emperor Hui-tsung¢
(SHC, ch. 81, p. 1339) and Ch’ai Chind (SHC, ch. 114, p. 1709); it also provides a
nickname for Wang Lun¢ (substituting shihf for ts’ai) (SHC, ch. 11, p. 163).

2 Hsiian-tsang himself observed this: cf. Ta-T’ang hsi-yii chi, 2:876b.

3 A:4a(1955: p. 85); B 1:10a (1955: p. 25). For further references to female demons
wearing white, and to studies of this question from the folklorist’s point of view, see

[ Ting Nai-t'ung, ‘The Holy Man and the Snake-Woman’, in Fabula 8,3 (1966fl

“172-3. 4 B 1:3ab (1955: pp. 11-12). -

5 A universally familiar folklore motif: cf. Thompson, motif D1361.15. For its use
in the Tibetan epic context, see R. A. Stein, pp. 306 (1. 63), 465, 542, 565-6 (n. 14).

6 This motif of staff and almsbowl is found in the famous Chinese Buddhist legend of
Mu-lien® (Maudgalyiyana). In popular versions they became magic attributes be-
stowed by the Buddha to aid Mu-lien in the quest for his mother’s soul: cf. Tun-
huang pien-wen chi, pp. 704 and 717, where the almsbow! is revealed as a vehicle of
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Several strands are there to be unravelled in this interesting episode,
and in the composition of the important figure of the Devardja. A
striking parallel to the episode as a whole appears as one of a series of
legends involving the monk Hung-fang Ch’an-shih?, preserved in the
T’ai-p’ing kuang-chi." The several distinct stories treated there share as
their common theme the summoning of this mortal monk to perform
religious duties in supernatural and heavenly places. At one stage?
Hung-fang is approached by a yaksa, ‘bearing on his left shoulder a
many-coloured rug’, who invites him to come before the Heavenly King
Indrab 3 and expound the Mahaparinirvana sitra. He tells the monk to
close his eyes and transports him with the help of a folding chair¢.+ In
his new surroundings heavenly light dazzles his eyes, and his mortal
body is found to be diminutive. These hindrances are resolved by calling
on the name of Maitreya. Hung-fang is showing some reluctance to
begin his sermon when a Great Devad, ‘his body several times the size
of Indra’, enters to recall him, on behalf of the Mahabrahma Devaraja,
to his earthly duties. Hung-fang is prevailed on to accept Indra’s hospi-
tality at a heavenly feast and deliver his sermon to the multitude of
saints before being hastily returned to earth.

The ‘magic carpet’ transportation recalls Tripitaka’s adventure in the
Kozanji text: he also is made to close his eyes and reopen them in
celestial surroundings;s he, like Hung-fang, is hampered by mortal

magic travel transporting him likewise to the ‘Brahmaloka Palace’e. The motif re-
appears in a later treatment of the story in the pao-chiian genre (for which see below,
ch. 6), quoted by Cheng Chen-to (1954), vol. 2, p. 321; also in the sixteenth-century
ch’uan-ch’if drama by Cheng Chih-chen: Mu-lien chiu mu ch’iian-shan hsi-wen, vol.
3 (hsia):115 and 665.

TPKC, 95:631~5. The source is named as Chi-wen8, a title attributed to Niu Sul in
Hsin T°ang-shu, 59: 20a and Sung shih, 206: 3b. All except the closing lines of this [ong
excerpt reappear in the Shen-seng chuan, 6:989—go, but I have found no notice on this
monk in any more reliable early source. 2 TPKC, 95:633—4-

A variant here gives the name as Sakral (TPKC, p. 633).

For an historical study of this chair in China, also known as hu-ch’uang, see C. P.
Fitzgerald, Barbarian Beds (London, 1965), on p. 16 describing the hu-ch’uang as
‘a kind of large folding camp stool’; also Eberhard (1942), Part 1, pp. 22—3.

B 1:35 (1955: p. 12). Chavannes (vol. 1, p. 359) translates a story from the third-
century collection of parables Chiu tsa p’i-yii ching® in which a Buddhist is borne on
his couch through the air to a dragon palace. (Cf. T. 1v, no. 206, p. 512a.) ‘Magic
air journey’ is a recognized universal folk motif {Thompson, no. D2135). A Chinese
folk-tale in one version of which the journey is contrived by a monkey is discussed by
Eberhard ((1941), pp. 203—4 and (193%), pp. 234-5). R. A. Stein (p. 362) finds the
same motif in the Gesar epic, in which monkeys use a magic tiger-skin carpet to
transport a duped king to heaven; cf. also his pp. 305 (n. 62), 413 (n. 108), 542.
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34  The Hsi-yu chi

limitations in attempting to ascend the Crystal Throne to deliver his

sermon;! again, he earns warm praise for his eloquence and partakes of

the heavenly feast.2 Above all, the scene is dominated, directly in Tripi-
taka’s story, indirectly in that of Hung-fang, by a deity bearing the
name Mahabrahma.

In orthodox Buddhist cosmology Mahabrahma, whose origins like
those of Indra lay at the head of the Hindu pantheon, was the king of a
group of gods dwelling in the Brahmaloka, within the region of Form
(Rapadhatu?).? In the Kozanji version he is to all appearances artlessly
identified with Vaisravana, one of the Buddhist Lokapala, or Guardians
of the Four Quarters. It is of some consequence that Vai§ravana appears
here as Tripitaka’s protector. In his capacity as patron saint of the north
he had long won a significance in the mythology of Central Asia out of
proportion to his formal position in the Buddhist pantheon. To the
people of Khotan in particular he appeared as the patron and founder
of their country and its royal house,* but the extensions of this cult
stretched eastwards through Tibet to China. A series of Tantric siitras
translated into Chinese allegedly by Amoghavajra celebrated Vaisravana
as both military and personal protector-figure. His identification with
Kuvéra, the ancient Hindu god of wealth, is well known.s It was this
which accounted for his association with the Crystal Palace, the dwelling
of nagas.5 As god of the northern regions, renowned for their fine horses
and warriors, Vai§ravana came also to assume the role of supreme
Warrior-king. In Tibet this role served to relate him to the epic hero
Gesar;7 in China he eventually became associated in the popular mind
with the famous general Li ChingP, who assisted Li Shih-min€ in the
establishment of the T’ang dynasty.

It is a Vai$ravana coloured with these heroic traditions whom the
Kozanji version now invokes to safeguard Tripitaka’s party through the
fabulous dangers of T'ibet and Central Asia. And this seems to have been
I B1:4a(1955: p. 13). 2 B 1:4b (1955: p. 14).

3 For a general exposition of the place of this deity in Chinese Buddhism, see Hobd-~
girin pp. 113-21.

4+ See Hobogirin, p. 79b; R. A. Stein, pp. 282 ff.

s Hgobogirin, p. 81.

6 'The visit to the Dragon Palace to possess its riches was originally the exploit of
Kuvéra. As a symbolic assertion of supremacy it became attached, among others, to
Vaiéravana. He is represented crossing the ocean on this mission in at least two silk
paintings from Tun-huang: cf. Waley (1931), pp. 79-80; M. A. Stein, Serindia

(Oxford, 1921), vol. 4, Pls. Lxx11 and LXXNI.
7 R. A. Stein, pp. 284 fi.
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not without precedent in the popular ‘Tripitaka’ tradition: we have
noted above (p. 20) that Shen-sha shen, a figure inextricably tangled
with the legend of Tripitaka’s desert journey, and whose initial function
was to be his guardian spirit, was by some identified precisely with
Vai§ravana. Although in later Chinese fiction of the supernatural
Vaidravana was to become familiar as the warrior king Devaraja Li and
the centre of an independent group of domestic legends featuring his
sons Nata? and MokshaP,! the Ko6zanji text is unique in showing how he
became involved in popular fiction, and how the flavour of the cult still
remained with him in his role of supreme power and protective good-
will.

If we catch here the echoes of a great mythological complex originating
in the Buddhist countries of Central Asia, we have in the same episode
identified another, distinct theme: the monk-hero’s flight to the splen-
dours of Mahabrahma’s Heaven, clearly duplicated in both the Hung-
fang legends and, more briefly, in at least one early ‘Mu-lien’ cycle.2
The ‘Tripitaka’ narrator weaves into his performance a theme from a
repertoire associated in his mind, no doubt unconsciously, under some
such heading as ‘journeys of a saintly folk-hero’. In this theme the
personality of Mahabrahmi would seem to be a necessary ingredient.
So it comes about that the two figures, each with a claim to appear per-
sonally in the story, are here fused into one. Once again popular tradition
bends its orthodox religious material into bizarre shapes.

Section 6: ‘They pass the Long Pit and the Great Serpent Range’

A yaksa—the battle with the white tiger

The party encounters a woman in white who, when challenged, turns
into a tiger . . .

Hou Hsing-che transformed his gold-ringed staff into a yaksa, its head touch-
ing the sky and its feet the earth, and brandishing in its hands a demon-
felling club. Its body was blue as indigo, its hair red as vermilion. .. The
tiger spirit said: ‘I’m not surrendering!’ Hou Hsing-che said: ‘If you don’t

T Something of the distribution of these legends and many incidental details can be
gathered from Liu Ts’un-yan (1962), pp. 217 ff.

2 Cf. above, p. 32, n. 6. It is of interest to note also that Mahabrahma appears to
correspond to the Rapadhatu Devaraja¢ of the Far West, endowed with fabulous
riches, of whom we read in the story Liang szu-kung chi (TPKC, 81:520-1: cf. above,
p. 13, n. 4).
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36 The Hsi-yu chi

surrender, look out for a monkey in your belly!” The tiger spirit heard this
but did not go on to surrender. When called, the monkey in the white tiger’s
stomach responded. . .!

The tiger is forced to disgorge this monkey, and many others like it.
Finally Hou Hsing-che himself becomes a stone in the tiger’s stomach
and swells until the monster bursts.

The particulars in this description of the yaksa conform to a style of
demon representation which we find in the iconography of Northern
Buddhism, including, more specifically, a number of silk-paintings from
Tun-huang.2 It provides a clear early example of what later becomes a
cliché in Chinese fiction of the supernatural: the ‘blue face, protruding
fangs and red hair’ are too familiar to require further illustration.

The attack from within the enemy’s belly is a motif even more
widely distributed. It will be found in a source as remote and ancient as
the classical Ramayana of Vilmiki;3 closer to our own time, in the
Tibetan epic of Gesar;+ eventually, in Chinese fiction of the sixteenth
century, it emerges as one of the most dependably recurrent motifs in
the repertoire.s

This brief episode, in its two main features, serves both to illustrate
the forms which the popular imagination, under the influence of
Buddhist cults and folklore from the west, impressed upon early popular
fiction in China, and to anticipate some of the standard themes of much
later fiction. In this it resembles, but more modestly, the episode con-
cerning Vaidravana. The Kozanji version as a whole, however, has a
wider variety of content to offer.

Section 11: ‘They enter the Pool of the Queen (of the West)’

The stolen peaches

The Master said: ‘Have you been here ?> Hsing-che said: ‘When I was eight
hundred years old I came here and stole some peaches to eat. T'wenty-seven
thousand years have passed since then, and I have not returned until now.’

T A:4b-5a (1955: pp. 86—7); B 1:114 (1955: p. 27).

2 Getty, The Gods of Northern Buddhism, pp. 142 fI., affords many examples of the
blue-painted bodies of yaksa and Guardian deities. Cf. Waddell, p. 334; Waley
(1931), PP. 55, 147 etc.; M. A. Stein, Serindia (1921), Pls. Lx111 and Lxx11.

3 Ramayana, vol. 2, pp. 25, 337.

4 Cf. the modern performance adapted by Mme David-Neel: The Superhuman Life of
Gesar of Ling (revised English ed. London, 1959), pp. 222—3.

s For random examples, see HYC, ch. 17, p. 201, ch. 59, p. 683, ch. 66, p. 758, ch. 67,
p. 768, ch. 75, pp. 863—s5, ch. 82, p. 941; Feng-shen yen-i, ch. 40, p. 375, ch. 6o,
pp. 580-1, ch. 63, p. 603, ch. 92, p. 918; Pei-yu chi, ch. 11, p. 194, ch. 14, p. 199,
ch. 15, p. 203; Nan-yu chi, ch. 2, p. 60, ch. 6, p. 70, ch. 11, p. 84.
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The Master said: ‘I wish that today the peaches could bear fruit, and then
we could steal a few to eat.’ Hsing-che said: ‘It was because I stole ten peaches
when I was eight hundred years old that I was seized by the Queen and sen-
tenced to eight hundred strokes from an iron cudgel? on my left side and
three thousand on the right, then banished to Tzu-yiin tung on Hua-kuo shan.
It still hurts down my side even now.’?

This is the clearest example in the text of a story with long attested
native Chinese precedents. The old legend of Tung-fang ShuoP, who
stole divine peaches intended by the Queen of the West® for the Em-
peror Han Wu-tid, is found in its earliest form in the context of the
Han-Wu ku-shike, a fictional work of the pre-T’ang era.z The relevant
passage runs:

From Tung-chiinf a dwarf was offered up...The Emperor suspected that
it was a mountain spirit. . .and summoned Tung-fang Shuo to ask him. ..
The dwarf pointed at Shuo and said to the Emperor: ‘The Queeng grows
peaches which bear seed only once in three thousand years. This child has
been wicked enough to steal them on three occasions. So he fell from the
Queen’s favour and accordingly was banished to come here’. . .3

From about the thirteenth century onwards (and probably from a
much earlier period too) a secondary legend on these lines re-emerges
as the centre of a whole series of stage works. The Queen and her
peaches became a standard subject for dramatic entertainments at
birthday celebrations. In the many extant dramatic compositions on this
theme produced in recent centuries it is clear that the centre-piece of
the entertainment was the Queen’s anniversary feast, to which she in-
vited various auspicious deities and offered them the famous peaches.
Much of the text would be given to congratulatory verses. But in one of
the earliest surviving plays, by Chu Yu-tun® (1374-1437), there is a
subsidiary episode in which Tung-fang Shuo steals a crop of peaches.*
The peaches flower and mature at intervals of three thousand years;

! B 2:96-10a (1955: Pp. 44-5).

2 Yii Chia-hsi (¢2u, 7:37b6—38b) argues, but on scanty evidence, that two works with

this name may originally have existed, one by Ko Hung! (third—fourth centuries),

one by Wang Chienl (452—89), extracts from both of which may come down to us

in the form of numerous quotations in T’ang and Sung sources.

Text as reconstructed by Lu Hsiin (1912, pp. 462—3). A version of the same tradi-

tional story appears among the popular literature recovered from Tun-huang: cf.

Tun-huang pien-wen chi, p. 162.

4 CRiin-hsien ch’ing-shou p’an-t’ao-hui¥ (in the collection CR’eng-chai yiieh-fu!), pre-
face dated 1429.
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38 The Hsi-yu chi

Tung-fang Shuo steals and eats them after eluding the vigilance of the
maidens set to guard them; like Hou Hsing-che in the above quotation,
he is reappearing after a cycle of 27,000 years; on discovery, he is pun-
ished. This later and rather more developed legend of Tung-fang Shuo,
dispensing with the figure of Han Wu-ti and presented in a new setting,
has much in common with the famous episode in the monkey-hero’s
celestial career as told in later versions of the Hsi-yu chi.! The resem-
blance is strong enough to make us look with added interest at the
Koézanji episode and its implication. We are left with a situation to
which there is no clear answer: did the Tung-fang Shuo legend first
evolve into its very explicit later form, which then became grafted on to
the ‘Tripitaka’ tradition—vaguely referred to in the Kozanji version,
more minutely reproduced in later narrative works ? Or did the ‘Tripi-
taka’ cycle first receive the legend in its simple ancient form and evolve
from it a circumstantial adventure in the orchard, with the monkey as
central figure, which Chu Yu-tun and his like later borrowed back for
their plays on the Tung-fang Shuo theme ? The actual situation may
well have been more complicated still, and there is little advantage to be
gained from guesswork. What is of interest here is above all the fact of
the story’s presence in the ‘Tripitaka’ cycle at this early stage.

The iron cudgel was later to become famous as Sun Wu-k’ung’s own
versatile weapon, bound by rings of gold, carried off from the Dragon
Palace, and worn behind his ear.? Here it is used by the Queen of the
West to punish him; elsewhere he uses the same weapon, together with
the monk’s staff and other attributes received from Vaisravana, to defeat
nine dragons.? The staff was in fact itself ringed with gold,* just as that
bestowed on Mu-lien was described as having twelve rings.5 This motif
seems in time to have become associated with Sun Wu-k’ung’s iron
cudgel. It is above all in Buddhist literature that the iron cudgel is
familiar as a weapon of punishment or, in the hands of demons, ag-
gression.® Later, when the same weapon appears in the Hsi-hsiang chi of

I HYC, ch. 5, pp. 48 ff. The author of the hundred-chapter version contrives an
J ironical situation in which Sun Wu-k’ung meets Tung-fang Shuo and jokes about

this very story (HYC, ch. 26, p. 2¢8).

2 Cf. HYC, ch. 3, pp. 28 ff.

3 B2:1b(1955: p. 32).

4+ B 1:4b (1955: p. 14).

s Tun-huang pien-wen chi, p. 704.

6 Particularly in accounts of sufferings in Hell: e.g. T. X, no. 299, p. 893 b; XI1, no. 333,
p. 75¢ and no. 347, p. 185¢; XVII, no. 721, pp. 62¢ and 87a; XX, no. 1050, p. 495b;
XXV, no. 1509, p. 175¢. Cf. Tun-huang pien-wen chi, pp. 347, 761—2.




























































































































































































































































































































































































































































