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HAN YU AS A KU-WEN STYLIST
DIANA YU-SHIH MEI

The literary stature of Han Y #3#& (768-824) is enthusiastically noted'by Su
Shih %#% (1035-1107) thus: *“His writings quickened literature from its languor
lasting through eight dynasties; his feo saved all mankind from drowning (in
heresies)” FRAICZE, HER T2 This evaluation by a literary giant of the
Sung dynasty of a literary giant of the T'ang might be a bit extravagant in
expression, but it is certainly penetrating in observation. Today, more than ever
before, it has become evident that Han Yii plays a unique role in both the literary
history and intellectnal history of China. He is, first, an epoch-making literary
theorist whose doctrine of the union of fao i (the “Way”) and wen = (“literature”
in its broad sense) sounded the death knell of the extremely formal art of parallel-
prose writing that had dominated the preceding centuries, and heralded a new age
of didacticism in literature.? Secondly, he created a prose style which he himself
labelled ku-wen H3Z (“ancient prose”) but which has since become identified with
the classic and the orthodox in traditional Chinese writings.! Thirdly, as an artist
of essay writing, he is principally responsible for elevating this genre to the realm
of pure literature. Before his time, essay writing served for the most part a
utilitarian function. From the time of Han Yi on, essay writing has come to be
conceived, executed, and consciously criticized as literature.* Fourthly and lastly,
he holds his place in intellectual history as the founder and inspirer of the Con-
fucian Renaissance Movement, which culminated in the Neo-Confucianism of the
Sung dynasty and considerably changed the cultural outlook of China thereafter.t

This paper does not propose to discuss the various phases of Han Yi's achieve-
ment outlined aboveS® but will, instead, confine itself to the literary and stylistic
implication of Han Yi's ideology and his theory of classicism in literature. It
proposes to examine, in more specific terms, the various methods and techniques
employed by Han Yi ina number of his representative prose works to realize his
classical ideal and effect simultaneously what might be called a “literary transfor-
mation™ in line with his anti-Buddhist and anti-Taoist ideology.

The emphasis of the present study then will be placed on Han Yii's literary
experiments and achievements. Certain representative pieces of his collected essavs
will be examined with regard to the writer’s intended goal and the eventual success
or failure in its realization. The study will further attempt to trace and bring out
the changes in Han Yii's prose style as well as his concept of style as we proceed
frem his earlier works to his later works, and to relate the changes in his literary
style to changes in Han Yii's personal, moral, and spiritual outlook.
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The primary document which treats the literary theory of Han Yii most fully
is his “Letter in Answer to Li Yi” #z=m3%8 Written in A. D, 801 when Han Yi
was first appointed to the post of po-shik $+ (“academician”) in the Ssu-men [UM
Academies in Ch’ang-an, the “Letter” represents at once a continuation of, and a
departure from, the earlier ku-wen theories.

In the sense that many of the ideas and terms Han Yii made use of in his
“Letter” have their historical origins in_the writings of his predecessors in the &u-
wen movement, the “Letter” is a continuation of tendencies already in existence.

For example, in Han Yii’s idea that literature is the “external expression of tao
i {the “way”} and te # (“virtue”) and that a writer should aspire to the same
ideal as the classical masters had exemplified in their writings, he carries on the
classical tradition of didacticism in literature of Hsiao Ying-shih ##& <+ and Li Hua
ZF# (both chin-shih #+ of 735).% In his distinction between the chen & (“true”)}
and the wei #3 (“false”) among the classics, he echoes Liu Chih-chi Z%m#$ (661-721),
Tan Chu ®Bh (725-770), and many classical scholars of his own day.?® In his
haphazard reference to ch'i & (“vital force”) and yen 5 (“language”), he joins the
rank of such men as Liang Su ZB# (753-793), Ch'iian Te-vii Hf/#tsl (759-818), and
appropriates Buddhist source of inspiration current among them.® And in his
concept of yang & (“to nourish, to cultivate”), and of the vital reiationship between
tao iff (the “way”) and wen % (“literature”), he reminds us not only of Mencius,
but more pointedly of Liu Mien #§% (active 790), his senior contemporary.!? Thus
in the light of historical derivation of ideas, Han Yii's theory of literature is a
continuation of his ku-wen predecessors, and Han Yii himself a rather unoriginal
theorist, )

But on the other hand, Han Yu did not incorporate these inherited ideas
unchanged. He created new contexts for them, and invested them with new mean-
ings. Take the chen-wei Fiff3 (“true-false”) dichotomy for example. In the earlier
use of the concepts chen and wei, their chief reference is to the authenticity and
inauthenticity of a historical text, the authorship of that text, its historical dating,
and its linguistic convention.® But in Han Yi, the chen-wei concept is given a new
ideological orientation and made applicable to the problem of fao as well. Similarly,
the tao-te ("Way and virtue”) concept in the “Letter” also differs in context and
meaning from the.concept used in the writings of earlier ku-wen advocates. Earlier,
the ku-wen theorists defined their concepts of fgo and e by opposing them to the
antithetical decadence of the parallel-prose writings. But in Han Yii, the target
has shifted from the parallel-prose to the unorthodox tao of Taoism and Buddhism,
and the definition of tao and te begins to take on an unequivocal Confucian context
of meaning.™ In view of the new channelling of existing kw-wen concepts into a
strictly Confucian framework, and of the new polemical possibilities thereby en-
gendered, the literary theory of the “Letter™ is a departure from the past.
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The departures and continuities discussed above constitute only a comparatively
minor contribution to the ku-weiz development. Han Yi's most significant and
original contribution in the “Letter” is to be found in the actual literary program
for the methodological cultivation of the ku-wen ideal: the integration of fgae and
wen, The “Li Yi Letter” was probably the only document up to that time which
contained such a program and which treated the literary aspects of ku-wen theory
from a literary point of view, attempting to solve literary problems in tangible,
practical, literary terms}®

To achieve the goal of a ku-wen writer which is the integration of fao and wen,
the program prescribes three steps. First, one must read the classics thoroughly
and extensively in order to “expurgate all clichés” ¥ from one’s own writings.
Secondly, one must learn to discriminate between the true and the false among the
classics in order that one may purify oneself from all that is false and “impure”
¥. Thirdly, one must cultivate the true fao and its external expressions as ex-
emplified in the classical literature in order that one may suffer no inner lapses.!t

Two points in the program especially deserve our attention. One has to do with
the change in context and meaning of such critical terms as “clichés,” “false,” and
“impure,” and the other with the emergence of new positive literary ideals and
criteria that are literary counterparts to Han Yii's ideclogical goal. With the
introduction of the Confucian context into the definition of the true tao, the terms
“clichés,” “false “ and “impure” ne longer refer to the worn-out expressions, formal
pretensions, and triviui, demoralizing subject matter of the parallel-prose tradition
alone. When their target expands from the parallel-prose tradition to include Taoism
and Buddhism, the indictments “false” and “clichéd” expand accordingly to include
all Taoist and Buddhist literature, Similarly, the “impure” elements that need to
be purged no longer mean the “four tones and eight deformities” of the parallel-
prose rules but include as well all ron-Confucian expressions in literature,

“Purity” in wen and “truth” in fao, then, are two phases of the new ideal Han
Yiz set down in the program for all ku-wen writers. To have insisted on a strictly
Confucian interpretation of the true fao, and to have predicated his stylistic ideal
of purity on his Confucian ideology is Han Yi's essential contribution to the ku-wen
movement as a literary theorist, Nearly all the principles of style later on developed
by Han Yii in his literary career can be referred back to this early passionate ku-
wen ideal of his, and gain a unity of purpose through this perspective. A number
of Han Yii's representative prose works will be examined below to see in what
way and with what degrees of success these works show forth Han Yi's life-long
effort to implement his own ku-wen program.

The works chosen for discussion are 1, “Letter Written While Attending the
Civil Service Examination™ RMERIEREEASE (793)"7 2. “Farewell Preface to Li Yian
Upon his Return to the Meander Valley” BFREOAR (801)" 3. “Stele Inscription

o
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on the Pacification of the Huai-hsi Rebellion” FiiFee (818} 4. Stele Inscription
on the Lo-ch’ih Shrine at Liu-chou” #pMiftibEigE (823)*. Punctuated by his two
exiles to the southern frontier (803, 819}, these four works cover a span of thirty
years of Han Yi's literary career and may be considered representative of his three
different stages of stylistic development.

The “Letter Written While Attending the Civil Service Examination” (hereafter
referred to as the “Examination Letter”), and the “Farewell Preface to Li Yiian
Upon his Return to the Meander Valley” (hereafter referred to as the “Li Yiian
Preface”) are two works written before Han Yii's first southern exile to Shan-yang
ips.®2  Reflective of Han Yii's initial conception of the nature and method of a pure
bu-wen style, they can be best studied in the light of Han Yii's doctrines for the
means and end of the first step of his ku-wen program, namely, “learning from the
ancients,” and “expurgation of all clichés.”

By “learning,” Han Yi means literally hsiieh 8 (“to learn,” “to study”) or skik
ff (“to model after,” “to hold as a teacher"). Its significance in literary writings
is expounded at greater length in his “Letter in Answer to Liu Cheng-fu” &8

g
“If someone should ask me whom should one take as a -nodel in
literary writings, I would respectfully answer that one should take
the ancient sages and worthies as one’s model. If he should point
out, ‘But the works of the ancient sages and worthies are preserved
in variant wordings, which wording should I accept?” I would res-
pectfully answer that he should take the ideas as the model and not

the wording.”

“Learning from the ancients” then, according to Han Y, is very much like a
kind of meeting of great minds in literary writings, It is qualitatively different
from imitation in the sense of mimicry in that a true act of “learning” does not
“take as a model” the realized form of a great mind, that is, the surviving text; it
“takes as a model” the essence 'of that mind, which is the ideas expressed through
the text,

Further on in the same “Letter,” Han Yii resorts to histerical and practical
examples to prove that ¢k’ ¥§ (“extraordinariness”), being a sign of true greatness,
is a logical and desirable object of learning.

“Men take no notice of the hundred and one objects they see day and
night. But when they see something extraodinary, they watch and
talle about it together. Is the case of literature any different from
this? So many men of the Han Dynasty were competent in letters,
but only Ssu-ma Hsiang-ju FE4H40, the Grand Historian % %4, Liu
Hsiang PIf, and Yang Hsiung tAMt were considered the best. This
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is because those who applied themselves long and hard are also
remembered long in posterity. As to those who ride with the world
and do not hold any distinction of originality, although they may
not be considered odd by their contemporaries, their names will of
course not be perpetuated through the later generation. For every
one of your sundry household articles you have no doubt some use,
but the items that you consider precious must have something ex-
traordinary about them. Why should a gentleman’'s attitude towards
literature be any different?

This emphasis on being unusual and extraordinary is identical in spirit with the
doctrine of “expurgating all clichés” in the “Li Yi Letter:” it defines in more
specific terms what Han Yi considers to be the central characteristic of great
classical writings, and what, at that early stage of his literary development, seems
to be the most important quality one should attempt to “learn” in one’s writings.
When elevated to the conceplual level, this emphasis on “extraordinariness” becomes
the conceptual principle behind the form and style of the “Examination Letter” and
the “Li Yiian Preface.”

The “Examination Letter” is formally labelled a “letter.” Without that label,
we probably would not have recognized the epistolary form it is enclosed in. When
stripped of its addresses and title, the “Letter” is almost a fable, much in the style
and spirit of Chuang-tzu.® Some critics of Han Yii, in fact, did accept the work
as an imitation of the Chuang-tzu fable, and consider its mélange of the epistolary
form with the fable a concrete proof of Han Yu’'s predilection for the “extraordi-
nary.”® This, admittedly, is true. However, one must not forget that Han Yi's
literary performance, when geared to the “extraordinary,” has more often than not
an ideological dimension and a theoretical point. If we Jook at the “Examination
Letter” from a different perspective, that is, looking at it not just through time
and against a classical background as an imitation or an attempt to revive certain
classical literary form, but locking at it alse in time and against a contemporary
background as a means of “expurgating all clichés” that prevail in the writings of
fables and supernatural tales of its day—then we will see that Han Yii's adaptation
of the classical fable in the “Examination Letter” and his re-creation of the osten-
tatiously archaic prose form and style in it are not merely aimed at achieving
“extraordinariness.”

In a study dated 1934, Li Chia-yen ZEH pointed out that Han Yi's classical
revival movement, aside from being a purely literary revolt against the parallel-
prose tradition of the Southern Dynasties literature, is more specifically a revolt
against and a repudiation of the Buddhism expressed through that literature.® The
penetration of Buddhism into literature, we might add here, did not cease with the
fall of the Southern Dynasties. It is true that the inception of the T’ang Dynasty

6
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and the early advent of the Au-wen movement did see some c'hange in the outward
habit of the current writings. But Buddhism, as an inner spring to the outer
literary expression, retained its firm'grasp on the world of thought and belles-lettres,
In the eighth century, Taoism, with the claim of Lao-tzu as the ancestor of the
royal Li family,?® suddenly rose in its political status and was given a more favorable
position in its standing rivalry with Buddhism in the spheres of philosophy, religion,
social activites, politics and literature. Many eminent writers of the century who
claimed to be political or literary reformers of the Confucian school were at the
same time Buddhist and Taoist adepts. Li Po #=gy (701-761), for instance, sang as
rhapsodically about the revival of the classical ideals of chen & (“sincerity”) and
ch'un % (“purity”) in literature?” as he did about the Taoist quest for immortality.
Wang Wei's T (699-759) poetry was famed for its ch’an spirit. Po Chii-yi g1/E5
(772-846), a Confucian scholar and a reformer-revivalist in politics and poetics, was
privately a Buddhist in his spiritual allegiance, Among the ku-wen theorists, there
were also T'ien-tai Buddhist disciples like Li Hua and Liang Su, and Taoist erudites
like Tu-ku Chi BIF (744-796). To these contemporaries and immediate predeces-
sors of Han Yii, Taoism, Buddhism and Confucianism presented no problem of
ultimate incompatibility. Rather, they represented three different facets of value
and forms of personal fulfillment, which, at different times and under different
circumstances, could be cultivated simultaneously or separately in perfect harmony
and concord with one another.

Contemporaneous with this Buddhist and Taoist influence in the high litérary
society, the world of popular literature too was inundated with popular Buddhist and
Taoist writings. Pien-wen ¥ ("ballad”), for instance, was a well-known literary
vehicle of popular T'ang Buddhism. And ch'uan-ch'i (%5 (“tales of marvels”), a
new prose form which matured in the eighth century, depended heavily upon Bud-
dhist and Taoist myths for its themes and structural devices. The records of literary
and popular gossips were filled with omens, portents, and magical exploits, testi-
fying to the potency of the Taoist and Buddshist magic and the supernatural power
of their priests and monks,® When the literary world, especially that of Asigo-shuo
/4@ (“hearsay,” “fiction”) writings, in which Han Y found himself, was thus
flooded with various Taoist and Buddhist extravagances, we cannot very well say
that Han Yi, in advancing his doctrines of “learning from the ancients” and “ex-
purgating all clichés” in his own writings, aimed merely to approximate the form
and style of a remote classical model in order to expel the influence of a more
recent but already outmoded literary tradition—the parallel-prose,?
interpret Han Yii's adaptation of the classical fable in his

If we are to

“Examination Letter” as
an “extraordianry” act, then the significance of its “extraordinariness” has to be

further clarified in light of a dual and not a single objective: from the literary

point of view, it is conceived as an opposition to the parallel-prose style, from the
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ideological poirt of view, it is conceived as a means to purify the hsigo-shuo of its
contemporary clichés of Taoist and Buddhist superstitions, and to return the form
and function of the fable to its classical archetype.

To oppose the parallel-prose style, Han Yii finds in the classical fable an initial
artistic device'to demonstrate his doctrines of “learning from the ancients” and of
“expurgating all clichés.” For each “cliché” of parallelisms,®® Han Yii proposes in
the “Letter” a means of redress by invoking a classical antecedent. For instance,
eschewing literary allusions, Han Yii creates in this instance a fable himself. In
describing the monster, instead of relying on an elegant variation of synonyms and
symmetry of syntax, he deliberately employs archaisms and crude repetition of words
and phrases such as kuai-wx 2% (“strange creature,” “extraordinary creature”),
shih-wu B4% (“that creature”), eh’i R (“it”), ch'i-te-shui 387K (“when it is in the
water”), ch'i-pu-te-shui HR{HK (“when it is out of water”) and pu-neng-tzu-chih-hu-
shui REEEIF FsK (“cannot betake itself to the water”). And against the regulated
four-six rhythm, he uses a great number of particles—kai 2, ku [, jan #h—which
are designed to disrupt the four-six beat and to create in its place a free-flowing
cadence.

L]

As a means of returning the form and function of the fable to its classical
archetype, Han Yii conscientiously underlines the “illustrative” dspect of his super-
natural creature and departs from the conventional practice in hsizo-shuo of his
times. If we take a random look at the collections of T'ang dynasty hsigo-shuo
writings,* we will find that the existence of such supernatural beings as fabricated
by Han Yii in his “Examination Letter” is generally present'ed as real and not
fictional. They are frequently regarded by the common people and officials alike
as portents of fortune or calamity. Taoist priests and Buddhist monks, especially
monks of the Tantric Sect #5%,*® who are believed to possess magic power over
these supernatural beings, are often asked by the T'ang people to exercise their
power to avert calamities, exorcise evil spirits and solicit blessings such as timely
rain, The conventional hsigo-shuo and pseudo-hsitorical records, whenever they
register these events, inadvertently bear witness to the superhuman power of the
Taoist priests and Buddhist monks, and become in that respect an influential literary
medium for spreading superstitious beliefs of the Taoist. and Buddhist religions.
The illustrative fable, however, has the advantage of the hsigo-shuo without its
pitfall. Written to be interpreted thematically and not realistically, it has a legi-
timate access to the material of a hsigo-shuo, but is by tradition _safe-guarded from
the latter’s superstitious elements. Therefore, when Han Yii employs the form and
style of a classical fable in the “Examination Letter,” he is not just trying to achieve
the “extraordinary” in the technical sense. By posing an anti-conventional stand,
he is trying also to “expurgate” the current Taoist and Buddhist “clichés” from the
use and device of hsiao-shuo Writing in his time. In this sense, Han Yii's predilec-

Lol
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tion for the “extraordinary” cannot be interpreted as a matter of style alone. Itis
intimately related to his doctrine of “learning from the Ancients” on the one hand,
and his anti-Buddhist and anti-Taoist ideology on the other.

In a number of Han Yd's other early works, we can find the same attempt at
transforming the ordinary into the exlraordinary and the contemporary into the
classical executed with varying degrees of ingenuity. The story of “Po-lo and the
Marvellous Steed” {HZH-THE:R is another example® These works in their day
aroused little admiration but much criticism. P’ei Tu %A, a statesman and friend
of Han Yii, criticized him for such “frivolous” treatment of literature.® And Ch'ien
Mu @52 thinks that Chang Chi's 3B criticism of Han Yii’s notorious taste for the
“mixed, unreal stories” is specifically directed at these works.* I myself also
suspect that Han Yi's repeated failures at chin-shih examination and at civil
enlistment has something to do with his choice of such “samples” for the expression
of his “extraordinary” talent.”

Aside from certain stylistic and doctrinary interest, the “Examination Letter,”
however, is not a successful execution of Han Yil's ideal of the “extraordinary.”
The imitative act here, unsustalined by an equally elevating content, has a tendency
to lapse into the very mimicry Han Yii expressly wanted to avoid. What is ex-
traordinary about the “Examination Letter” obviously lies in its manner of articula-
tion, i.e., its choice of such eccentric characters as the “strange creature,” and
“beaver and the otter” and the adaptation of a pesudo-archaic language. The
personal plight which these characters illustrate has nothing intrinsically “extra-
ordinary” in itself. That fantastic creature, pitifully caught between its own
arrogance and its urgent need for help, has neither the disinterested wisdom nor
the compensating innocence of an animal of the true fable. At the time when he
wrote this “Examination Letter,” Han Yii evidently was perceptive enough to see
the need and possibility of achieving the effect of “extraordinariness” through
“imitation of the ancients” and “expurgation of all clichés.” But his conceptual
power and literary skill at that time was still unable to do justice to his theoretical
vision." Eight years fater, when Han Yi: made another attempt at the “extraordinary”
in his “Li Yian Preface,” we see a new artist emerging, with all his former zest
for novelty and audacity, but without much of the gaucherie and crudeness.

Before we discuss the “Li Yian Preface,” a brief review of the hsi A (“Preface™)
development up to T'ang times may be in order.

The hsié FF, in its early form, is an introductory essay prefixed to a book or a
chapter in a book. Its purpose, according to Chang Shih-chai =D, is to “evince
the aim and scope of a work, and is not meant to make a display of its beauty and
excellence.”® The most notable early examples of this kind of ksié are K'ung An-
kuo's FL % “Preface to the Shang-shu” Wi, Wei Hung's? #5% “Great Preface to

the Shih-ching” F:kf¥, and Ssu-ma Ch'ien’s FEi8 prefaces to the Shik-chi and its
individual chapters,
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Upon the rise of the fu §& (“rhymeprose”) in Han times, another kind of
“preface” developed. This second kind of “preface” is more literary than scholastic
in nature. It differs from the first in both form and function in that it is first
conceived as a prologue and not a prose essay, and its primary purpose is to set
the stage in the reader’s imagination for the rhapsodic descriptions to follow (in
the form of a dialogue between two or more fictional characters), and not to “evince
the aim and scope of a work.” In the second half of the Han dynasty, when the
Sfu itself grew increasingly academic in outlook, the fu preface, too, deviated from
its original form of imaginary prologue and began to take up pseudo-scholastic air
and to discourse on various polite topics in the form of an essay.

The affixing literary preface achieved the status of a minor literary form of its
own during the Wei B {A.D. 220-264) and Chin % (A.D. 265-419) dynasties. At
first, it was affixed to a single poem, a series of poems, a chen # (“admonition”)
or a sung & (“eulogy”), intensely personal in its frame of reference. Then it
branched off into a different category, a category made famous in the history of
preface by a number of its prominent writers such as the “Preface to the Chin-ku
Poems” £4 8/ by Shih Ch'ung & (d. A.D. 300),* and the “Preface to the Lan-
t’ing Poems” W{255¥/ by Wang Hsi-chih % (A.D. 321-379).° These prefaces to
collections of occasional poems are products of a new fad of gatherings among
literary coteries which came into vogue in the third and the fourth centuries A.D..
The fact that these prefaces are social and occasional in inature. and that they
are sometimes read for their own literary brilliance are tv_s‘:‘i of the main reasons
why they are so frequently confused with the sung-hsii 5 (“farewell preface”) of
the T'ang dyansty.® Actually, sung-hsii, which is a new prose form developed in
the early T'ang dynasty, differs from the preface to collection of occasional poems
in two essential aspects, First, the former is a truly independent prose form whereas
the latter is not. Second, the former has a single defined audience which the latter
does not have.* However, most of the sung-hsii written before Han Yii provide very
dull readings.® The attempts they made at exalting the leave-taking party are
stereotyped and full of hyperbole and literary allusions. The same is true with
their efforts at dramatizing the locales, Let us now turn to Han Yi's “Li Yiian
Preface” to see how he manages there to “expurgate” the inherent “clichés” that
developed into that prose form before his time,

The title “Farewell to Li Yian Upon His Returning to the Meander Valley”
indicates four traditional motifs of a “farewell preface”: the leave-taking party,
his destination, the return, and the author’s farewell gesture, The conventional
treatment of the first tWwo motifs—the leave-taking party and his destination—as
has been pointed out above, is full of stereotyped compliments and literary allusions.
The compliments are paid in terms of recognized social values and official achieve-
ments, and the allusions are to the ancient sages and eminent historical personages.

8
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Han Yii has turned away from both these conventional approaches. Instead of
dramatizing the dessination of Li Yiian's “return”—the Meander Valley—with hyper-
boles, Han Yii adopts with startling simplicity the lucid style of a yu-chi g
(“notes on sight-seeing trips”). The Meander Valley, unlike the bank of the meander-
ing stream where the Lan-t'ing gathering took place,* is endowed with none of
the historical or ritualistic glamor of the latter. Therefore, Han Yii merely enumer-
ates in his introduction 2 number of simple facts: the geographical location of the
Meander valley, its legends and inhabitants are all summarily dealth with. The
details are specific but not trivial. While they are rendered provocative to the
imagination by the repetitious use of “some say,” they incur no fanciful distortions
of facts.** The tempo thus created is at once brisk and exciting. The unusual
crispness of the prose style artistically transcends all the flatness that is inherent
in the subject itself. )

After the brief introduction of the locale, Han Yii swiftly passes on to the
leave-taking party—Li Yilan—and the motif of his “return.”* The problem he faces
there again is how to eulogize without falling into clichéd compliments, how to
commend Li Yuan's voluntary retirement without invoking the conventional image
of an eccentric disdainfully keeping himself aloof from the mundane world.Y" The
solution Han Yii reaches is unique. He let Li Yiian speak for himself so that the
texture of his language conveys its own value. Consequently, we have in the second
unit of the “Li Yitan Preface” a long soliloquy by Li Yiian. The diction in the
soliloquy, reflective of Han Yi's early intellectual allegiance, reminds us strongly
of Mencius.®® The same art of diverting the audience’s attention from familiar
subject matter to novel stylistic innovation which we have already witnessed in the
fable device in the “Examination Letter” is again exercised here. The age-old court-
and-country conflict is dramatically transformed into twao lively, absorbing, antithetic
portraitures of “outstanding personages.”

The third and last part of the “Preface” begins with a song epilogue, sung by
Han Yi, approving and praising the choice his friend has made between the two
types of “outstanding personages.” In this last part, Han Yd introduces the most
surprising technical innovation of the entire work. He has adapted for the meter

and diction of his song the two cldest and most venerated poetic traditions, The
first half of the song, as it can be readily observed, is written in the meter and style
of the Shik-ching odes. It celebrates in borrowed austerity the bucolic setting of
the Meander Valley. The second half of the song, written in the meter and style
of the CR’u-tz’u, appropriates the religiosity of its model and invokes divine blessing
on Li Yiian and his life in the Meander Valley. The shift in the middle from the
Shih-ching meter to the Ch'u-t2'y meter (between

“Coiling and winding the roads
lead hither and thither”

and “Ah! the pleasure of the Meander {Valley), a leasure

pure and carefree”) formally emphasizes a subtle transition in the lyric content of



