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PREFACE 

The Xiyouji zaju is a rambunctious work, containing 

remarkably little allegory and other such distractions from 

its light-hearted style. True to the nature of Yuan drama, 

this piece offers pathos, moving lyrics, a few moments of 

spiritual inspiration, drama, action and a great deal of 

comedy. The last is the topic of this dissurtation. 

Excerpts from the 2zaju are marked by pairs of 

numbers, the first referring to act from which the excerpt 

is taken, and the second to the page number at which it 

begins. Thus 2:637 indicates Act 2, page 637. The 

original text of the excerpts are attached in Appendix 4, 

numbered according to the order in which they appear in the 

dissertation. 

Verse translations of the arias do not retain the 

meter and rhyme distinctions of the original. However, 

padding #7) and full (4 ) words do influence line 

divisions in the translation, impressionistically rather 

than exactly. 
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CHAPTER 1 

INTRODUCTION 

Sources 
—_— cg 1 

The 14th century Register of Ghosts 4% Hoi 55 --a 
catalogue of Yuan playwrights and their plays, listed the 

play Fetching Scriptures from India & £_ IT s& as the 

work of Wu Changling £ = a6 » a playwright classified 

in the Register with "Masters of a past generation, now 

dead, whose plays are still in circulation.” On this 

evidence, Dudbridge speculated Wu must have been active 

towards the end of the 13th century or early in the tath. 

Fetching Scriptures i= no longer extant in the Yuan and 

Ming collections. 

Early in this century, a printed edition of a six-part 

play entitled The Journey West, as annotated by Yang 

Donglai, % £ 3 4.4 Ab HH gis ri E44 was 

discovered in a collection called Forty Chuangi yi 2 4 

= 1 i$ in Japan's Imperial Household Repository gy " 

A 3] Zz y { . Subsequent to the find, a qu g¢ scholar 

Shionoya On Ef 2 a. spent about ten years by his own 

reckoning "putting the texts in order"; in 1927-28 they 

were reprinted in successive issues of the journal Shibun 

Jr X . The text included a General Discourse 4 35 by 

. 2 ox + 
Yunkong Jushi fp * y:; and a Short Introduction A> 
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>| by Mijia Dizi 78 {= $F , neither of whom has been 

identified. 

The Short Introduction provides some notes on the 

filiation of the text. Mijia Dizi writes: 

(WB 694) 

The qu flourished in the barbarian Yuan 
period, this everyone knows. Other than the 
Xixiangji, there are few lengthy plays in 
existence. Eventually I came to possess this book, 
which truly is a match for the Xixiang. Only with 
a great deal of money can one run a brisk trade; 
only with flowing sleeves can one perform a fine 
dance: how could anything NOT penned by one of 
the great talents of the Yuan period match the 
brilliance of this! The book was a treasure I kept 
a great secret, taking private pleasure in it from 
time to time. 

One day I happened to carry it with me on a 
trip to Jintai, and without thinking allowed a 
friend to take it from me. Not long afterwards 
this friend passed away. I sought to recover the 
book, but it was gone. Alas, I was like Zhang Hua 
bereft of his sword, Wang Du parted from his mirror 
(5)--and grieved at length. When finally I 
returned to my home I continued to ache for its 
recovery. 

Then one day, quite unexpectedly, it was found 
again within a dilapidated basket of books in an 
ancient family dwelling. To hold the book 
reverently in my hands and to fondle it again--you 
can imagine my joy! 

Since its bindings were broken and disordered, 
and many words were faded and gone, I passed a year 
in painstaking reconstruction, lost in the BONE, 
shang, and zhong modes, unraveling the riddles o 
in tao, di, and hu. (6) But this rare and 

elegant heavenly product was not meant to be hidden 
under my pillow; so eventually I carefully 
delivered the book to be printed. May it be an 
inspiration for a splendid performance, replete 
with music from silken strings and song from lips 
of flesh. (7) 
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But if you were to call me a Master Zhou who 
attended to the qu, or a Wang Ying who kept the 
beat (8), then you Would be flattering me. 

Written in 1614, on the 15th of the 7th 
month, by Mijia Dizi, in the Purple Iris Room. 

(original text in Appendix 4:1) 

Around the time of the discovery of the playscript, it 

was generally accepted that this Journey West was indeed Wu 

Changling's lost play, although the title given for Wu's 

book in the Register and elsewhere was Fetching Scriptures 

from India. Journey and Fetching Scriptures were merely 

thought to be variant titles for the same piece. In 1939, 

however, Sun Kaidi ¥: 3 AE % published a meticulously 

documented article challenging this assumption, 

effectively denying the identification of Wu Changling as 

the author of Journey. 

His argument is based on the Tianyige A. - FE] 

handcopied edition of the Register, which lists zhengming 

EF A and timu x8 f] ("resumptive titles"--Dudbridge, 

p.77) for most zaju. This Register records the following 

zhengming and timu for Wu Changling's Fetching Scriptures: 

The 01d Muslim calls to the Buddha from the Eastern 
Tower; 

Tripitaka fetches scriptures from India. 

* mm RAE » 1b 
Foi A RE 

The twenty-four acts of the extant zaju Journey contain no 

mention of an Old Moslem: the first clue cited by Sun that 
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the present set of plays was not by Wu Changling. 

Sun's second major piece of evidence is taken from the 

fourth volume of the Wanhuo Qingyin ¥ Ph 1 i , a 

collection of qu published in 1625 by Zhiyun Jushi ak oA 

/& + Four acts, all purportedly from the zaju The 

Journey West, are found in it. 0f these, two are 

reproduced more or less verbatim in the present edition of 

Journey: "Capturing the bandit and taking revenge" 15 4% 

rE if is Act 4 in Journey under the same title, and 

"Subduing the Novice" Jf HE iT 4 is Act 10 in Journey, 

called there "Recruiting Monkey and Rehearsing the Spell” 

eli Ia JE #25 . A third act, appearing as "Feudal Lords 

Lay Out a Parting Feast" <4 {& 2% 2 in the Wanhuo 

ingyin, contains a description of the farewell gala for 

Tripitaka prior to his departure from Changan. The topic 

corresponds with that of Journey's Act 5, "A Farewell 

Banquet for the Journey West" 32 £¥ & 417 5 however, 

the contents of the two versions are completely different, 

and the circumstances of Tripitaka's life and mission found 

in "Feudal Lords" do not match those given in "A Farewell 

Banquet." The fourth act cited in Wanhuo Qingyin is "The 

0ld Moslem Welcomes the Priest" @] [8] wi {@ , which, as 

mentioned above, is conspicuously absent from the present 

Journey. 

That the four acts of the Wanhuo Qingyin are from a 

single play is untenable, Sun Kaidi argues. The act about 
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an 01d Muslim might somehow have fallen out, but it is most 

unlikely that one author would have written two very 

different banquet episodes. Not only do the styles of the 

two acts differ, Sun observes, but details in their 

contents do as well. In "Feudal Lords" Tripitaka says that 

his lay name is Destiny Met 7 i , he was raised by the 

Elder Pingan FH & va , and he is to go to India to 

fetch scriptures to atone for the slaughter of many 

citizens by the Tang emperor. Tripitaka in the present 

Journey is named River Drifter p54 J before ordainment, 

and is raised by the Chan Master Danxia 6) sd gp . 

He is being sent to India because the Emperor was impressed 

by his chants which brought rain to drought-stricken 

Changan. Sun argues persuasively that the four Wanhuo acts 

were taken from not one but two separate plays. In all 

probability their compiler, never having seen complete 

editions of either Journey or Fetching Scriptures, obtained 

from various sources four single acts taken from BOTH plays 

and, based on the similarity in theme, published them under 

the single title The Journey West. 

Furthermore, Sun finds that, of the four Wanhuo acts, 

the two reproduced in Journey differ considerably in poetic 

style from the two that are missing from Journey. The arias 

of the Wanhuo Qingyin's "Feudal Lords" act, Sun writes, are 

"classic, simple, and vigorous, apparently from the hand 
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10 
which penned 'The 01d Muslim Welcomes the Priest.'" By 

his evaluation, the arias in the "Farewell Banquet" act of 

the extant Journey are inferior to those of the "Feudal 

Lords" and the "01d Muslim," as are all the rest of the 

song suites in the extant Journey. 

Sun concludes that the two acts in the Wanhuo Qingyin 

with no matching subject matter in the extant Journey come 

from the missing play Fetching Scriptures from India by Wu 

Changling, citing the reference to the 0ld Moslem in the 

zhengming listed by the Tianyige edition of the Register of 

Ghosts, The ascription of the extant Journey to Wu 

Changling was clearly an error. 

Confident that Journey was not by Wu Changling, Sun 

next attempted to locate the real author. To the Tianyige 

edition of the Register so critical to Sun's research is 

appended a Supplement in one volume, which includes the 

following listing. 

Yang Jingxian . His given name 
was Xian 8 i cifoged to Na4#% , and his 
courtesy na was Ruzhai si 75 . Originally of a 
Yuan Mongol clan, he served 4% an official aide to 
his elder sister's husband, the Military Judge Yang, 
and therefore he came to "be known by the surname 
Yang. He played the pipa well, was partial to 
tricks and jokes, and his talent for composing the 
music dramas was outstanding. He lingered 
indulgently among the ranks of brocade and within 
the camps of flowers (brothels). With me he kept 
company for 50 years. At the beginning of the 
one period (1403-24) he, together with Shunmin 

, (12) gained Imperial favor. Thereafter he 
fl at "Jinling (in present- day Ji ngsu province). 

*Tiantai meng 58 
Sheng si fuqi 2 7 x £ 
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*Wang jiang lou Hi BY 
Yan shi giv jia {j aF # & 

#*Xihu yuan Al 
Wei fu buren 

D
a
d
 

*Yuanyang yan 
*Dongyudian 
*Haitangting E 
#Liang tuanyuan 3] (13) 

(Original text in ppendix 4:2) 

soe & 
*Dai Zizhan 5 Ag 
*San tian fen shu ZL @ 7 Abt 
Xiyouji NTI i 

Hongbai zhizhu FE 2h AK 
*Wu Enl 4K Pe 
*Bao Han Zhuang 1% $5 ir 
*Liu Hangshou #1 FE] 
*Dao hongshao 8 41 KF 

Fe
e 

E
A
E
 

[y 

HA
 

Bn
 

E
-
{
c
 

*full and alternate titles cited in the original 

Here then was another name coupled with Journey. 

Seeking amplification of this connection, Sun subsequently 

found, in a hand-written manuscript of a Ming text called 

the Cinue i) 2f by Li Zhonglu 2 F 2, the fourth act 

from a play oo Xuanzang Fetches Scriptures Z ot ra 

4%, which by and large matches the fourth act of the 
14 

extant grr The Cinue names as the author Yang 

Jingxia 5 & £ , which in Sun's estimation is a 

corruption 5 the name Yang Jingyan ory = , elsewhere used 

for Yang Jingxian. (The Taihe Zhengyin Pu F< Az SE. 5 
15 

2% and the Supplement both list two plays which are now 

lost, Haitang Pavilion pre z z and Husband and Wife in 

Life and Death 7/4 47, * 3 , the Supplement under Yang 

Jingxian and the Taihe Zhengyin Pu under Yang Jingyan. 

While the Zhengyin Pu gives only two titles, the Supplement 

lists a total of eighteen, including Journey and a still- 
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extant play called Liu Hangshou Zl es #4 (YQX 76).) 

Sun's identification of Yang Jingxian as the author of 

Journey has been challenged by later scholars, notably Yen 

Dunyi (1954); however, no more convincing alternative 

argument has yet been presented. 

The brief biography in the Supplement is a likely 

description of the author of Journey. Gifted, playful, and 

a frequent guest in flowery quarters: the sketch befits the 

creator of a set of plays based on an essentially comic 

tradition, and suggests one explanation for the fact that 

seductive women occupy the stage in 13 of the 24 acts of 

Journey. 

Synopsis 

The twenty-four acts of Journey divide neatly by theme 

into six four-act units. Of these units, three consist of 

prefatory and concluding acts, and three describe events 

occurring in the course of the westward journey. Acts 1-4 

form a self-contained zaju about the heinous crime 

committed against Chen Guangrui, his wife, and his infant 

son--the boy Tripitaka--and the eventual punishment of that 

crime. The subsequent four acts, 5-8, are not as much 

"narrative" acts as mood and tone setters: they provide 

various perspectives on essentially prepatory activities. 

The journey proper is the subject of Acts 9-20. 

The first of the three four-act journey units is 
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ACT TITLE CONTENT PHASE 

1. {encounter with a bandit enroute 

to office Background of 

2. [Forcing the mother to abandon Tripitaka: : 

the child abduction, preliminary 
- - 1ude narrative 

3. [River Drifter finds his kin pre 

4. |The villain is arrested and 

© ljustice is done 

—_—— ee 

5. |a feast of farewell for the 

journey west The send-off 
1] 6. [A country lass's tale Preparation 

7. |Mcksha sells a horse Recruiting horse 

8. |Huaguang signs on as a guardian| Celestial preparation] 

9. |The Holy Buddha defeats Sun Recruiting Monkey: 

10. |sun is captured and a spell abduction I 

is cast 

11. |The novice expells a demon Recruiting gand: 

12, |Ghostling Mother is converted Obstacle I 

13. |A pig-demon deludes with magic 

14, |Haitang sends a message Recruiting Pig: The journey 

15. |Leading the daughter home to abduction III west 

Pei 

16. {Hunting hounds capture the pig 

EE 1 

17.| The woman-king forces a match Obstacle II 

18.[ They lose their way and ask it 

of an immortal 

19.|The iron fan's evil power Obstacle IXI 

20.| The water department puts out 
the fire 

21.| The intuitive knowledge of the Welcome to India 

poor woman 

22.1 An audience with Buddha to 
: Goal obtained 

receive the scriptures { suzmation 

23.| Escorted back to the East Triumphant return 

24,.] Tripitaka ascends to Heaven Ascent to Heaven 
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10 

devoted to the early adventures of Monkey. Included are 

two abductions, one by Monkey himself and the other by the 

Silver-browed General, the recruitment of Sandy Monk, and 

the skirmish with Ghostling Mother (the first of the three 

woman-obstacles). The second journey unit, another self- 

contained zaju in four acts, relates the amorous adventures 

and eventual subjugation of Pig, the final disciple and 

third abductor. Rounding out the journey portion of the 

play are the two final and most exciting obstacles: Woman- 

country and its sovereign the Woman-king, and the Mountain 

of Roaring Fire in the domain of the Iron-fan Princess. 

The fipal unit in the play is also the shortest, 

containing the four acts of resolution and summation at 

journey's end. Tripitaka is welcomed to the Holy Land, 

escorted back to Changan to deliver the scriptures, and 

then rushed back to receive his just rewards in Heaven. 

2 16 
Yen Dunyi Jix 35% comments on the uneveness with 

which incident is distributed throughout the play; Zeng 

Yongyi 3 x & t in like fashion complains that the 

plot is too loosely structured, and that in terms of 

tension and appeal the play is a poor condensation of the 

novel. Dudbridge considers Acts 13-16 (Pig's adventures) 

a relatively successful unit, but even there Zeng notes an 

unnecessary prolongation of the presence (and arias) of the 

abducted maiden: when Monkey first met the maiden, he 
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11 

could have escorted her home to her family immediately, 

thereby ending the adventure. Instead he takes a message 

from her to her father, and returns later to rescue her. 

The zaju Journey is totally different in nature from 

the novel Xiyouji, and should not be evaluated in the light 

of expectations based on that fictional cycle. Not only 

must the distinctive requirements of zaju be taken into 

consideration, allowance should be made for what appears to 

be a very different set of objectives held by the author. 

Perhaps the "laxness" in the plot perceived by Zeng Yongyi 

was intentionally incorporated into the play to make room 

for a significant amount of comedy, and for elegant 

feminine posturing: a style readily reconciliable with the 

available profile of Yang Jingxian, known to be a fun- 

loving profligate who enjoyed the company of courtesans. 

In this light, it is not surprising that the only other 

extant play credited to Yang is Liu Hangshou (YQX #76), a 

rollicking story of a courtesan pursued by a priest 

determined to enlighten her. 

Poetry & Mise-en-scene 

For most Chinese readers the primary appeal of the 

zaju Journey lay in the quality of its verse. In the 
19 

General Discourse appended to the zaju, Yunkong Jushi, 

1" while conceding that the play was not without 

imperfections," nonetheless lavishes praise on it: 
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"Surging, infinite, revealing a grand perspective, (the 

poetry is) now sorrowful, now agitated, now tranquil, now 

joyous, now introspective, now riveting, now languid and 

drawn out, now funny enough to knock one over." As 

examples he cites 22 selections from the arias, four of 

which are comic. 

At a distance of some four centuries from the critique 

in the General Discourse, Zeng Yongyi concurs with the 

opinion of Yunkong Jushi. "In general," he writes, 

"(inner) feelings and the (outer) scene reinforce each 

other. Rhymes and alliteration caress the ear, descriptive 

passages are profound and moving, and the language, though 

refined, is free of time-worn cliches. (The play) exhibits 

cool elegance and seductive newness, in the words of the 

Zhengyin Pu a veritable 'blossom in the falling rain, tn 

However, both Zeng and Sun Kaidi prefer the "classical 

simplicity and vigor" of Wu Changling's verses in the two 

extant acts of Fetching Scriptures. (See note 10.) 

Clearly, the basic difference between the verses of 

Scriptures and Journey is the absence, in the former, of 

what may be termed "the polluting influence of the female" 

that permeates the latter. In Journey the cumulative 

effect of the arias is an impression of loving and longing 

in one form or another--the longing of women for a lost 

husband and son (Acts 1-4), for parents and home (Acts 9- 
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11), for a lover (Act 13), for home and husband (Acts 14- 

16), and for men as lovers (Act 17). The fact that the 

selections of verse included in both the General 

Introduction and Zeng Yongyi's chapter derive exclusively 

from these acts attest that the love verses in this play 

are thought to be the most poignant and moving. It is not 

surprising then that scholars should find them charming 

enough perhaps, but nonetheless undignified--failing in 

“classical simplicity and vigor." 

Following is an excerpt, part of which was cited by 

both Mijia Dizi and Zeng Yongyi; it is taken from Act 13, 

in which the Pei maiden waits langorously for her lover to 

appear. 

(13:666; Appendix 4:3) 

(Hunjiang long) 

The tips of the bamboo quiver. 
The lonely wind 
gusts through my thin, silken gown. 
Sorrow but no joy; 
bitter and not sweet; 
crickets in the corner 
sing the chill songs of autumn. 
Geese 
drag the shadows of the clouds 
south across the river. 

The autumn imagery in this verse bespeaks a lonely 

woman feeling cold, perhaps forsaken, suffering from the 

absence of love--longing for the hope, warmth and life of 

spring and romance. It is a fine, delicate verse. Many of 

the arias in Journey express more of the same inner-chamber 
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sentiments, which is ironic in view of the spiritual and 

heroic focus of the play. In contrast the verses from the 

"0ld Muslim" act credited to Wu Changling might well be 

characterized as masculine and vigorous, as evident in the 

following lines." The old Muslim is the singer. 

(Appendix 4:4) 

(Shuangdiao: Xin shuiling) 

So I leave 
the Tower for Calling the Buddha. 
And now I can descend 
the Ladder for Worshipping the Buddha. 
And here I look to India, 
and call to the Buddha, 
and so I finish my chant. 
I jam this travelling hat 
firmly upon my head; (22) 
I fling this travelling cape 
hurriedly about my shoulders 
and prepare for imminent departure. (23) 
You bastard, you've 
kept me from my scripture reading; 
ou bastard, you've 
ept me a full ten days. 

(Yaner luo) 

When I call you, 
you barbarian, 
ou come at once. 
ou might be more 

attentive-- 
you've made it so I 
cannot run, I cannot walk, 
you've got it so I 
cannot run, I cannot walk. 
With all this hurrying 
my strength is gone, my 
muscles slack, 
and I'm panting 
in irregular gasps. 

Evidently the Muslim is preparing to receive 

Tripitaka whose arrival is imminent; beyond that little is 
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known about the plot of the act. The tone of the lyrics, 

conveying perhaps the perceived crudity of a (barbarian) 

Muslim, contrasts starkly with the feminine languor of the 

preceding excerpt. 

As for the song-sets to which the arias in Journey 

are sung, many are notable for their irregularity. Act 6, 

sung by Fat Lass the bumpkin, is in the Shuang Ud mode. 

The initial aria in this mode is usually Xin shuiling #r 
24 

7K ~ (Dale Johnson, 1980 ), but Journey begins it with 

Douye huang & 3 % , which Johnson says is "highly 

unusual" (p. 138). The second song is Yi guar ma -~ 8g A, 

kos a number that appears nowhere else in the Yuan catalog 

and that Zheng Qian denounces as "vulgar and eccentric,” 

without further explanation. 

The suite in Act 9 (in Xianll Ju & mode) is 

unusual in that it opens with Basheng ganzhou ,\ # + 

HH rather than Dian jiangchun 1% 44 E ; this phenomenon 

occurs in only four other extant plays--21, 63, 88, and 

117b. Act 13 also utilizes the Xianlll mode, but the 

initial aria is the usual Dian Jiangchun. What is 

noteworthy is the Yao A that follows Dian jiangchun, a 

usage seen only here and in one san qu 4% #8) . Two other 

songs used in this suite appear nowhere else among the 

extant zaju: Chuanchuang yue 7 a A and Sanfan houting 

= Ju 4k #4 , the er descriltied by Johnson as 
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"a medley made up of the aria Yuanhe ling rr, fo AN, ome 

verse from Houting hua 74 J& 46» , and the aria Qing ger 

+ 4 oy , with three added four-character verses." 

Prompted by the irregularities in this suite, Zheng Qian 

writes: "Journey was written at the end of the Yuan and 

beginning of the Ming; in many places the song sequences 

are irregular. Still, the composition is exquisite and the 

lyrics are smooth to recite--one should speak of Journey's 

innovation, one should not ridicule it for departing from 

the old.” 

The Zhonglll ¢ % suite in Act 14 is unusual as 

well. Zui chunfeng LES A JB, that usually follows the 

opening aria Fen dier Ap 3% ¥, is missing here; in its 

place is a borrowing from the Zheng JE mode. Later in the 

suite occurs the extremely rarely used tune called Qiao 

zhuo she 7 1% 2% . 
Act 18 begins with Yu jiao zhi 2% % 4% from the 

Nan ) mode, followed by four reprises, in itself an 

unusual musical occurence; it closes with a seemingly 

random medley of four songs from the Shuang mode. 

Attesting the irregularity of the suite, Zheng Qian 

reiterates: "I've mentioned before that Journey chooses to 

follow its own bent and not the norm." 

Finally, Act 19 Zheng finds "a little unusual”: 2’ a 

normal sequence of six songs from the Zheng mode is 

followed by borrowings from the Zhong mode of tunes which 
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are seldom used even in Zhong; as borrowings they occur 

only here and in one other zaju--YQX 74. 

In all, almost a quarter of the song-sets in Journey 

are at least somewhat irregular, Until we have a 

reasonable conception of what the music of the zaju was 

like and how it was sung, we cannot begin to imagine the 

effect that such irregularity had shaping the impact of the 

acts in question. It is tantalizing to speculate that the 

irregular suites coincide with segments of the story which 

deal with some degree of distortion: bumpkin telling about 

urban festivities (Act 6), Monkey (Act 9) and Pig (Acts 13- 

15) courting their respective young ladies, a mountain 

immortal (Act 18) singing about vices and then dressing 

down Tripitaka, and Monkey's advances to the Iron-fan 

princess (Act 19). Here the speculation must end however, 

since we have so little understanding of how the suites, 

both regular and irregular, actually sounded when 

performed. 

As to the visual impact of the performance, here too 

there is only the sketchiest information to go by. Stage 

directions, when included in the extant text of the zaju, 

are terse and often incomplete. 

In Journey, too, part of the activity on stage must 

be inferred from dialogue and aria. In Act 1 for instance, 

the party in a boat must have pantomimed traveling a good 
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distance downriver between the point of embarkation in a 

town and the lonely spot where the murder was committed; 

however, no instructions are given for "sculling 

downriver." Again, in Act 15, the directions simply state 

"novice and maiden pantomime descending the mountain;" by 

the maiden's arias however, it is clear that the two are 

FLYING off the mountain. She sings, "...here I am 

traveling through the sky on a puff of moving cloud. It is 

more fantastic than Liezi who rode the wind!" (WB 672) 

Journey was no doubt a lively play. What stage 

directions are included indicate that actors represented a 

great deal of physical activity in pantomime, including 

casting off in a boat and dropping anchor (1:635); 

molesting a woman (1:635); shoving two men off a boat into 

the water (1:635-6); attempting to leap into the water but 

being restrained (1:636); grasping, holding someone fast 

(4:643, 644, 11:660, 12:665); arresting and binding (9:657, 

16:675); biting (11:660); biting and holding fast 

(16:675); escaping (9:655, 657, 15:674, 16:675, 19:684); 

chasing (15:674, 16:675); searching the hills (9:655); 

fighting (9:657, 11:662, 12:664, 665, 16:675, 19:684) 

hitting and causing to fall (14:669); surrounding a hide- 

away (9:655, 11:662); slaughtering (11:662); shooting 

arrows (12:664); ascending a mountain (10:659, 14:669); 

descending a mountain (14:669, 15:672); falling down a 

ravine (12:663); somersaulting over great distances 
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(10:659, 19:684); and leaping out of a cave (16:675). In 

addition pantomime expressed emotion, as in smiling 

(14:669); embracing (17:677); collapsing from rage or 

anguish (1:636, 3:640, 10:660); weeping or crying (4:644, 

11:661i, 12:663, 15:671, 673); hugging and weeping (1:636, 

3:642, 4:644, 11:662); wailing in sorrow (1:636); showing 

shock (4:644); and showing great alarm (9:655, 15:674). 

Some special effects include an empty exit (4:644); 

widespread tittering (5:648, 17:678); being hurried by 

someone standing offstage (2:638); leaving a house and 

standing outside (3:643); leaving a cave and standing 

outside (19:683); arriving at home (15:;671); carrying on 

the Buddha's magic almsbowl in which the Red Child is 

imprisoned (12:663); attempting to remove the almsbowl 

(12:664); hacking at the almsbowl (12:664); and gods 

appearing onstage on a scaffolding--first Guanyin (4:644) 

and then the Buddha (24:693). 

Glen Dudbridge suggested that the author of Journey 

had real difficulties recasting the Journey saga as a 

workable zaju. He finds the play a rather inferior 

product, albeit excusably so, since there are inherent 

conflicts between zaju conventions and the Journey cycle as 

propounded in fictional forms. Dudbridge notes two major 

hardships. One is that the Xiyouji story "rarely affords 

scope for concentrating and sustaining climaxes of 
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feeling," so that the zaju poet is "hard-pressed to find 

suitable lyrical material and suitable characters to render 

the different suites of songs." As a result of this 

fundamental inadequacy (for zaju purposes) in the source 

material, the dramatist resorts to the "abducted maiden 

theme" to handle the westward journey, since a "heroine in 

distress. .naturally supplies the needs of a lyrical 

medium.” This technique, he finds, is "relatively 

successful in the episode of Chu Pa-chieh...but drag(s) 

heavily in the scene in which Sun Hsing-che is captured. 

This is a key episode of sufficient narrative interest in 

itself--yet the battle which forms its natural climax has 

here to wait while the abducted Princess sings 

appropriately to her own situation, and the scene can 

resume only when she has been dismissed." 

The second problem the dramatist faces, Dudbridge 

believes, is that none of the principal figures in the 

story is eligible for singing roles: this is why Tripitaka, 

Guanyin, and the disciples are passed over. Monkey is a 

jing, a non-singing comic role; presumably monks and gods 

are conventionally excluded from singing as well, and as a 

result in Journey secondary figures sing "by default, 

because the material of the (Xiyouji) story can provide no 

more suitable singer." However, one must keep in mind 

that Yuan zaju singing conventions were beginning to break 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



21 

down in their Ming counterparts. 

Dudbridge's study focuses on the evolution of the 

Xiyouji story, and on its form in particular "freeze- 

frames" --various literary works that document stages in the 

growth and development of the cycle. For that purpose the 

zaju is obviously particularly frustrating, since as 

Dudbridge points out the dramatist does (because he must) 

take great liberties with what other sources indicate are 

traditional elements of the story. However, to fault the 

play because it does not adhere closely to the traditional 

storyline is, I believe, an error. 

There is nothing to indicate that the dramatist was 

laboring under any compulsion to be faithful to the Journey 

plot as it appeared in other sources. His purpose would 

naturally have been to create a stimulating stage piece 

based on the Xiyouji theme. The abducted maiden motif 

figures heavily in the zaju alone; one need not conclude, 

however, that the dramatist, pressed to reconcile legend 

and drama, resorted to it more or less in despair. The 

zaju were written to be performed, and performances for 

predominantly male audiences reasonably include parts for 

females, especially beautiful ones. The westward journey 

here is signified by a cycle of three abductions and three 

obstacles (see above, figure 1), all of which prominently 

feature women. The three obstacles are Ghostling Mother in 

Act 12, the Woman=-king in Act 17, and the Iron-fan Princess 
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in Act 19. Evidently the dramatist had a fondness for 

women, or thought his audience had. It is not 

inconceivable that the latter enjoyed the arias of the 

captive princess (a vision of loveliness?), and may have 

been content to dispense with yet another battle between 

bickering warriors. 

On the issue of casting secondary figures in singing 

roles, Dudbridge's contention is that this too was due 

factors beyond the author's control, namely zaju casting 

conventions, and the exigencies of the Xiyouji tradition. 

However Yuan 2zaju conventions are loosening in this late 

play, as mentioned in the previous discussion on the 

arrangement of the arias; casting conventions are surely 

affected as well. Furthermore, a factor that must be taken 

in account as well is the right to creativity that was 

surely the author's perogative. If the dramatist were 

truly so oppressed by such restrictions, one supposes he 

would simply have abandoned the idea of writing a drama on 

the Xiyouji theme, rather than producing an obviously 

second-rate piece. There is clear evidence from within the 

corpus of Yuan drama that a monk could be cast in a singing 

role: in Wu Changling's Dongpo Meng (YQX 71), the poet Su 

Dongpo does his utmost to lure his friend, the Abbot Foyin, 

away from the priesthood, but fails. Foyin as zhengmo is 

the singer in Acts I, II, and IV. Here is portrayed a monk 
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with intelligence, character, and spiritual insight, an 

outstanding figure who is truly worth» of emulation--in 

other words, precisely the monk Tripitaka could have been 

but is not. That Tripitaka is not afforded a singing role 

in Journey cannot be explained simply by zaju's casting 

conventions. 

It seems reasonable that the author of the ZXiyouji 

made his selection of singing roles not by default, as 

Dudbridge suggests, but by choice. Surely much of the 

appeal of "travel tales" such as Journey, the Qing period's 

Flowers in a Mirror, and Swift's Gulliver's Travels derive 

not so much from the merits and fortitude of the voyager as 

from fictionalized accounts of meetings with curiosities 

encountered abroad. One can argue then that an attractive 

technique in writing a zaju based on travel is to turn the 

spotlight on curious personages from unfamiliar parts--in 

this play on the Mountain-spirit (Act 10), Ghostling Mother 

(Act 12), the Woman-king (Act 17), an Immortal (Act 18), 

the Iron-fan Princess (Act 19), Mother Lightning (Act 20), 

a sagacious Indian woman (Act 21), and an assortment of 

deities in Buddha's domain (Acts 22-24). 

That Tripitaka himself was never allowed to sing of 

his own inner feelings indicates that the circumstances of 

his life rather than details of his character are of 

primary interest. Fantastic events surrounding his birth 

begin the play, strange characters populate its midsection, 
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and mysterious beings from the Buddhist paradise bring down 

the curtain, so to speak. It would have been eminently 

possible, even desirable by Western sensibilities, in a 

quest epic to emphasize an individual perspective, to give 

some account of personal development. China however has a 

long literary tradition of random jottings on the strange 

and the novel, recorded from the perspective of a 

bystander. The peculiarities of this play as Dudbridge 

notes them may be simply reflections of that tradition. 

We should note that not only in the 24-act Journey 

are the song-suites rendered by a succession of bit-playing 

singers; in the two acts credited to Fetching Scriptures by 

Wu Changling one also finds secondary characters charged 

with the singing--the general Yuchi Jingde in one act and 

the 0ld Moslem in the other. Perhaps it is because the 

Xiyouji cycle as a whole affords so little introspection to 

Tripitaka and the other principals, that the tendency in 

zaju is to take a jourmalistic rather than a lyric stance. 

The present study examines the role of comedy in the 

drama Journey. It attempts to demonstrate that comedy was 

a significant factor in shaping this literary work, and 

that the author's intention to include comic elements was a 

primary motive that affects all aspects of the play--plot, 

dialogue, aria, and as far as we can tell, stage business 

as well, Finally, it will be argued that the relative 
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success or failure of the comedy in this drama must be 

considered in evaluating its overall literary merits, 

equally with traditional measurements such as the quality 

of its verse, and more modern ones such as plot structure 

and the interplay between dialogue and aria. 
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Footnotes to .Chapter I 

1. See Register of Ghosts 4& ns and Sipplenent to 
the Register of Ghosts x in 
Zhongguo Gudian Xiqu Lunzhu x a's se Ay 
W Fe x , vol.2 (Berjing: hongguo Xiqu 
Yanjiuyuan 959 All page references are to this 
edition. 

2. Register, p. 103 ff. 

3. Glen Dudbridge, The Hsi-yu Set (Cambridge: Cambridge 
University Press, 1970), p. 75 note 2. 

4. See On's preface in Shibun, 9, I 

5. Zhang Hua Zk (232-300), poet and official of the 
Jin dynasty, was said to have owned a miraculous sword 
delivered to him in a shaft of light. Its loss was 
followed shortly by his death. 

Wang Du _% EE. (585-625) wrote a literary tale 
entitled "The Ancient Mirror" # 4f, 32s about his 
adventures with a magic mirror that had power over the 
supernatural world. It was eventually borrowed by 
Wang's brother and lost. 

6. Lo Chin-tang suggests these are names of pitches. 

7. Literally, "...so that at a time of flying orbs and 
dancing chalices, (i.e. a performance), it may be of 
assistance with the silk and the flesh." "Silk and 
flesh" refer to silk-stringed instruments and the 
human voice, as in the phrase "The silk does not 
measure u to the bamboo, nor the bamboo to the 
flesh." #8 RK +42 #7 , Af A 4= & . 

8. Zhou Lang Jf g (174-218); epithet of Zhou Yu 
#5» who defeated Cao Cao's forces at the Red Cliff. 
He was said to have such a fine ear for music that if 
a wrong note was played, he would immediately look up. 
La] 
Wang Ying; obscure. 

9. Sun oY % y 3 i » "Wu Changling Yu Zaju ri 
5 #{t J§|,rep. Cangzhou Ji 

% 9 p= Z ondCho Fl JE 1965) pp. 366-98 3% 
10. "x ME A LH (DO ) 2 
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- &| F 4 ." sun, p. 372. 
11. Ibid. 
12. The suppisment lists a suite in shuang af mode 

entitle In honor of Jingxian's return to Wulin" by 
Tang Shunming J 47 K, , of which fragments are 4 
preserved in the Quan Yuan Qu A JO of . Evidently 
Tang and Yang were fast friends. 

13. Supplement, p. 284 

14. See Sun, Pp. 379 ff. Dudbridge (p. 78) cautions that 
this handwritten Cinue, preserved in the Chuanshi Lou 
12 # #¥ collection, is "of doubtful provenance and 
identity." The Xiyouji material in question is cited 
in Sun, p. 382-7, but does not appear in any printed 
editions of the Cinue, Sun suggests (p. 379) that it 
is an earlier draft of the eventual published work. 

Gudian Xiqu Lunzhu Jicheng, v. 3, p. 
15. Taihe Zhengyin Pu Xx 4e EL F Bi) in Zhongguo 

16. Yan Dunyi, "Xiyouji he Gudian Xiqu de Guanxi" ¥ id 
20 4o & BOF we J) 1% , in Xiyouil Yanjiu 
unwenji & yj 30 # CWE) eijing: 

Zuojia Chubanshas 1957) pp. 145-152. 
\ 

17. Zeng Yongyi # 4 & Ming Zaju Gailun EK BE Ww 
! Taipei: ait Shuini Gongs1 Wenhua Jijinhui, 

978) b. 109. 

18. Dudbridge, p. 82. 

19. See Xiyouji Zaju in Guben Xiqu Congkan First Series 
(Beijing, 1954). Reprinted from the Shibun edition. 
The lines in question are: 

SET SE J ANF 5 ow ogy HAE FT AE FEA 
EE IEA EE a EE 
od Ok oF 2 sR 

20. Zeng, p. 110. To quote the Taihe Zhengyin Pu (p. 23): 
"The lyrics by Yang Jingyan are like blossoms in the 
falling rain." 4% = 3 =z ¥ Ae Ww ¥ L OC 

21, Quoted in Sun, p. 369. 
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22. Sibader wp , uf % : a square hat, so called 
because it had four surfaces above the rim, and a 
total of eight edges including the four corners. 

23. The travelling cape is implied in the verb pi MH. 

24, Dale Johnson, Yuarn Music Dramas (Ann Arbor: Center 
for Chinese Studies, 1980), p. . 

25. Zheng Qian, Beiqu Taoshi Huilu Xiangjie dt v AN 
A 5 37 AE (Taipei: Yiwen Yinshuguan, 1973, 

p. 177. 

26. Johnson, p. 167. 

27, Zheng, p. 63. 

28, Zheng, ». 82. 

29. Zheng, p. 21. 

30. Cf. Crump, Chinese Theater, Chap. 3. 

31. Dudbridge, p. 81. 

32. Dudbridge, p. 88. 

33. Zeng Yongyi suggests, with great diffidence, that 
perhaps this play too was wrongly credited to Wu 
Changling, and was, in fact, written by Yang Jingxian. 
See Mingju Gailun, p.112. 
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CHAPTER II 

THE COMIC QUEST 

The quest is a device identified by literary 

criticism which most often applies to adventures of 

knights-errant in the years of Arthur and chivalry, when 

flowers of medieval manhood defended God, country and the 

Lady against all manner of foul men and beasts. The object 

of the quest in the Arthurian legends were ideals: honor, 

justice, or the defence of the weak--which always entailed 

a triumph over evil. In the Grail cycle the coveted object 

was a mysterious cornucopia, variously described as a 

platter, chalice, or drinking horn, said to provide food 

and drink in abundance, or by the account of Chretien de 

Troyes, a single wafer of the Eucharist, miraculously 

sufficient to sustain a man indefinitely. Symbolically, 

the successful quest heralded a return to Eden from the 

desolation of the Waste Land. Youth, vigor, peace and 

abundance were restored to the seekers after all trials 

were passed and all obstacles overcome. 

In the same vein, Northrop Frye discerns two major 

quest-cycles in the lore of the 0ld Testament, which he 

calls the 'Genesis-apocalypse myth and (the) Exodus- 

millenium myth. In the former Adam is cast out of Eden, 
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loses the river of life and the tree of life, and wanders 

in the labyrinth of human history until he is restored to 

his original state by the Messiah. In the latter Israel is 

cast out of his inheritance and wanders in the labyrinth of 

Egyptian and Babylonian captivity until he is restored to 

his original state in the Promised Land." 

Comparing this format to non-Judaic quest-mythology, 

it is evident that there the goal of the quest remains the 

same ideal of comfort and abundance that Eden represents. 

The great Greek and Roman quest-epics, the Odyssey and the 

Aeneid, for instance, depict heroes who battle through 

peril upon peril at the hands of capricious gods and 

goddesses, loathesome monsters of land, sea and air, even 

life-threatening natural formations like Scylla and 

Charybdis, their guiding beacons through it all the gentle 

memories of family and homeland which moisten eyes and 

strengthen backs. 

The plot of the Xiyouji in like fashion brings the 

questing voyagers home from the wilds, back to the Middle 

Kingdom. To the Chinese, home is particularly blessed--the 

journey was motivated by divine command, not individual 

desire to begin with--and it is doubly blessed when the 

holy Buddhist scriptures are retrieved. 

As myth is bound to religion, the moral values of a 

civilization are espoused by the hero of its quest, and 
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exemplified by his deeds and conduct. King Arthur's 

knights were smitten by the spirit of Jesus Christ--his 

strength and his humility. But he taught that His Way was 

the Only Way, so the knights were duty-bound to convert, by 

strength of arm, all non-believers to the Light, and by 

extension to subjugate as many as they could in service to 

their king and to their individual ladies fair. What they 

considered just and good was a representation of their 

contemporary morality, and the evils they overcame were the 

particular demons that tormented the conscience of that 

age: the non-believing heathen, the covetous strong who 

preyed upon the weak, unprincipled traitors, and an 

occasional rogue dragon. Gilgamesh by contrast, as one of 

an ancient society of nature-worshippers, appears in 

Babylonian mythology as the conqueror of the monster 

Humbaba, destroyer of crops. Greek myth-heroes were so 

endowed in a particular aspect--strength, fleetness, 

accuracy of aim, cunning, (or conversely, innocence), that 

they stood a fair chance of overcoming mortality and 

becoming gods. 

It is quite apparent, however, that the Priest of 

Tang, protagonist of the Chinese myth-epic Xiyouji, is not 

of the same mold as the heroic types mentioned thus far; 

that is to say, the audience that followed his adventures 

most likely did NOT regard him as a champion of values it 

held dear, or as any representation of ideal manhood. The 
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Priest in the course of the quest would prove to be utterly 

incapable even of taking care of himself, much less of 

conquering evil. Demonic forces ARE overcome, but this is 

accomplished through divine protection, protection which 

ostensibly the hero has done nothing whatsoever to deserve. 

C.T. Hsia has suggested that, by a trick of Buddhist 

ontology, "(the) nominal hero is granted Buddhahood at the 

end precisely because he has done nothing to earn it. To 

consciously strive for Buddhahood would again have placed 

him under bondage." This may be; yet it seems unlikely 

that popular imagination would accept such esotericism and 

accord the Priest a place with such traditional heroes as 

quick-witted Zhuge Liang or fierce Zhang Fei. 

The disciple Monkey is in a sense more of a 

traditional hero than the Priest of Tang. He is cunning, 

agile, determined--a warrior worthy of adulation. However, 

since he is guided by a distorted sense of propriety and 

correctness, which from a normal perspective expresses 

itself in a fashion that reveals the utter lack of either, 

Monkey's reign over our sensibilities is not as the 

ascendant hero but as the proverbial Lord of Misrule. The 

role of the primary hero--the spiritual seeker per se-- 

falls into the quavering arms of the Priest of Tang; 

therein lies the basic incongruity in this quest-drama. 

One the one hand there is the fabled journey to India in 
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search of the holy Scriptures, and on the other an audience 

which is very mixed in its perceptions of morality and the 

desirable; perceptions which derive from at least three 

discernible primary religious and philosophic traditions. 

What orthodox Buddhism endorses as ideal is hardly what the 

Chinese viewer-at-large tends to endorse; the first is 

austere and the other as hedonistic as permissible within 

the bounds of propriety. 

Frye observes: "The appeal of the myth-play is a 

curious mixture of the popular and the esoteric; it is 

popular for its immediate audience, but those outside its 

circle have to make a conscious effort to appreciate it. 

In a controversial atmosphere it disappears, as it cannot 

deal with controversial issues unless it selects its 

audience." By this reasoning, and given the Chinese 

eclectic religious environment, it is clear that in order 

for the Xiyouji to exist as a proper myth-play by Western 

standards, it would have to select an audience which is 

very limited indeed. The precepts of Buddhism are 

undeniably "controversial" in China, as they are not 

universally accepted even in part, and in toto are accepted 

only by the very devout. Even professed Buddhists 

generally have taken a goodly dose of Confucian pragmatism: 

they pray devoutly to the popular pantheon for ever greater 

protions of meat and drink, and increasingly greater 

numbers of offspring. 
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Given the eclectic, heterogenous nature of Chinese 

spirituality, it is not surprising that what is essentially 

a quest-myth in its purest form was substantially 

adulterated, expanded upon. The Buddhist knight Tang Seng 

is a hero strictly by reputation: as he appears in popular 

literature he is undeniably a whit ridiculous. Moreover he 

has gathered to himself a troupe of grotesque animal 

disciples with thriving libidos, who in their roles as 

quasi-heroes supplement the pallid qualifications of the 

nominal hero. As their outrageous adventures intermingle 

with his in the quest for scriptures, a note of mockery 

intrudes upon this religious work: it is as if a humanistic 

consciousness is asserting itself alongside the Buddhist 

ideology which is the backbone of the play, "to flesh it 

out." Thus the painted face of comedy finds a place among 

the traditionally serious visages of a religious quest, 

To the western, predominantly Christian quest-epic, 

comedy is practically anathema. Literary pieces such as 

Parzival by Wolfram von Aschenmbach, the anonymous Queste 

del Graal and Sir Thoman Malory's Morte d'Arthur present a 

scenario resounding with mournful sounds and populated by 

protagonists waging a running and deadly battle not only 

again the sinister forces of the mortal world, but also for 

the salvation of their immortal souls. In the great 
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allegorical epics, Bunyan's Pilgrim's Progress and Dante's 

Divine Comedy, the path taken is for the most part ghastly, 

in Comedy leading to the very realm of Purgatory. Paradise 

is the final destination, but Hell leaves the lasting 

impression. 

In a compelling article entitled "Myth and Drama," 

Harold Watts observed that human religions describe 

existence in two ways, as being at root cyclic, and again, 

Linear. Man, in relating to nature, develops "myths that, 

whatever their variety, were put to one task, the task of 

asserting cycle; they were man's warrant over and above his 

own observation for the recurrence of season and crop and 

for the persistence...of a given and experienced social 

form." However, when man turns inwards to focus on his 

own existence, "he 'knows' that what myth and cult have, to 

that point, told him either is not true or is very 

incompletely true. Nature and society are eternally dying 

and eternally reborn: let that stand. But man himself--man 

apart from the great processes that very nearly have him at 

their utter mercy--man is eternally dying and he will never 

be reborn..." 

Watts further observes that Eastern religion 

artfully synthesizes the cyclic disposition with the 

linear, "by elaborating theories of reincarnation and 

karma--and then absorbing both the awareness of cycle and 

the 'illusion' of linear existence into a superior 
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awareness: Nirvana... This is the chief heresy that Western 

eyes find in Buddhism: the denial that both recurrence and 

unique event have high significance in man's Life." 

Although Watts is apparently satisfied that both the 

cyclic and the linear are properly addressed in Western 

religions, one could also argue that in fact the Semitic 

religions are predominantly linear, that the cyclic 

assertion is acknowledged but largely ignored. The kernel 

of the Semitic religions bear not on seasons and the 

generations that repeat, but on the individual and his 

immortal soul, and by extension on humzmity as a whole, 

which passes through life but once and ultimately bears the 

burden of deciding its destiny. The cyclic dimension 

asserts that the world will exist forever and that life 

repeats itself without end. The belief in an impending 

Judgement Day, after which the world in its present form 

would cease to exist, is therefore ineluctably a denial of 

the assertion that existence is cyclic. Using Watt's 

terminology, one can argue that Christianity and its sister 

religions have as much of a bias for "the centers of our 

being," which emphasizes the linear, as Buddhism and Taoism 

in China for man "in relation to external forces," which is 

in essence the cyclic assertion. 

The primary significance of Watt's analysis lies here 

in the groundwork it affords the comparison of the Xiyouji 
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with European (Christian) quest-epics. The latter are 

generally associated with a tragic--at least serious--mode 

rather than a comic. If it is allowed that Christianity 

stresses the linear interpretation, with all of its 

fatalistic ramifications, then it follows that a literature 

that upholds the tenets of Christianity would naturally 

favor a "tragic-serious" setting. To quote Watts again: 

",..comedy offers us...a sense of regain. The comic 
'qualm'-~the 'situation,' the misunderstanding, the 
threat of someone's security--threatens the status 
quo in a way that is sometimes playful and sometimes 
serious. But very few comedies leave us with 
anything but a sense that the status quo has been 
essentially reestablished. The happy ending 
reasserts the security of the important characters; 
much more important, their individual security 
amounts to a promise that well-known social forms 
will persist. The effect of cycle, put slightly in 
doubt, has, with the descent of the last .curtain, 
been established more firmly than ever. 

"Were we to pair phrases, we might say that 
tragedy offers us a gift as permanent and pervasive 
as the comic sense of regain; it is a semse of loss, 
an awareness that man, in his more intimate 
activities, follows a line that leads only to 
darkness and an enigma--a line that will never curve 
back upon itself and so in the future confirm what it 
has been. The characteristic human act--that of 
choice--is closely allied with loss, even though we 
seem to choose to win something, to gain something. 
Choice, the specific linear activity, the activity 
that we see brought to sharp focus in Gethsemane and 
in the palace at Elsinore, always has for its ground- 
bass the note of loss." (8) 

The foregoing does not suggest that all Western quest 

literature is bound to be tragic in spirit and all Chinese 

comic; however, to assert that Christian myths belong more 

naturally in a tragic-serious mode is perhaps defensible. 
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There is a certain frivolity about the comic that ill 

combines with faith and devotion in the western tradition-- 

the term "comic" is startling when applied to "the quest." 

Comedy, it appears, belongs in a separate, secular world, 

where it may properly be propagated and enjoyed, but ought 

not to intrude in the "higher" regions reserved for the 

sacred. 

Thus when critics seek the mythological roots of 

Western comedy, they are impelled to reach beyond the 

beginnings of Christianity, back to primal fertility cults 

and rituals of spring and rebirth. Pieces containing the 

cyclic impulse surely enjoy as much popularity in the west 

as "tragic" literature; as Watts conceded, "It is plain 

that there is nothing 'wrong' with a penchant for comedy; 

tragedy is ‘'truer' than comedy (it is a more penetrating 

comment on our lot) but it is less endurable." 

Some however would take the opposite tack, namely 

that comedy rather than tragedy is most homogenous with 

Christian ethics. The following is an excerpt from Peter 

L. Berger, writing in Holy Laughter: 

"A Christian understanding of human existence would 
reverse the common belief that tragedy is more profound 
than comedy. On the contrary, this Christian 
understanding would say it is comedy that gives us the 
more significant insights into the human condition. 
Tragedy can never go beyond immanence (this, 
incidentally, is why a Christian tragedy is a 
contradiction in terms). Comedy can. More than that, 
in a way strangely parallel to that of the Christian 
faith, comedy overcomes the tragic perspective. From 
the Christian point of view one can say that comedy, 
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unlike tragedy, bears within it a great secret. This 
secret is the promise of redemption. For redemption 
promises in eternity what comedy gives us in its few 
moments of precarious liberation--the collapse of the 
walls of our imprisonment." (10) 

Conceded that "Christian tragedy"--a tragedy that 

expounds a Christian myth--does not exist, still, it can be 

argued that tragedy is nevertheless the more nearly 

"natural" wmode for Christian myth-plays, and that the 

"happy ending" typical of such plays is a contrivance of 

sorts, a religious tour de force, an imposition of faith 

over reason. One could argue, namely, that Christianity's 

"promise of redemption" is in reality no promise at all, 

but at best an offer of redemption with a tangle of strings 

attached, and at worst (and this second, unfortunately, is 

the more meaningful), a threat of morbid, eternal 

consequences for the unbelieving. The sweet allure of 

Paradise does not offset the dismal, linear perception of 

human life on Earth--where every action potentially decides 

the fate of the immortal soul--and worse, the prospect of 

damnation in Hell forever for taking the path of ease. 

This is hardly the stuff of comedy. By contrast, the 

cyclic <isposition asserts that rebirth and life cycles 

will continue forever without fail and without condition. 

Unless one protests, as Buddhism does, that in fact 

something must be done to break the endless chain of 

rebirth, the notion of cycle can be a comforting one. if 

life repeats forever, the actions of just one individual in 
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just one lifetime are inconsequential, the result of this 

notion being that the burden of choice is handily removed 

from mortal shoulders. 

The point once again is that Christian myth-epics 

as a whole take as their natural environment one from which 

the comic is consciously and conspicuously absent. Most 

so-called "Christian comedies,” one notes, are "Christian" 

by virtue not of their thematic content, but of cast or of 

setting, or on occasion simply by virtue of the fact that 
11 

the author is Christian. Barry Ulanov for instance 

discusses Midsummer Night's Dream under the rubric of 

Christian comedy, when it is quite clear that the 

underlying motifs of the play are more pagan than 

Christian: love, lovers and Puck frolicking in Bacchanalian 

forests in the moonlight. If Shakespeare had been Jewish, 

then his work presumably would be "Jewish comedy." The 

Merchant of Venice pits Christian heroes against a Jewish 

villain, yet the touchstone of the play is not Christian 

ideology, but the far older ingredients love, pity, greed, 

hatred, prejudice (and the validity of a pound of flesh as 

legal tender). 

What then of such enigmas as the Narrenschiff and Don 

Quixote? M. Conrad Hyers has distinguished two strains of 

humor relating to the sacred. One, which he calls 

prophetic humor, expresses regret for lost innocence and 
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serves '"the...profound purpose of pointing to the play 

element in all matters of human concern...thus of 

restraining the ever-present temptation to confer upon them 

a finality that nothing human enjoys." The other signals 

a promethean rebellion against authority. 

It would not be useful here to follow too closely the 

criteria Hyers describes for distinguishing the two, but 

the basic distinction is a useful one. If we accept that 

the linear position predominates in Judaism and 

Christianity, we will readily see that regret for the path 

not taken--the cyclical with its comforting eternal beat of 

death and rebirth--finds expression in western literature of 

a childhood, innocence or paradise lost. 

Watts writes: "Man created and used mythological 

narrative for these two purposes: he asserted that 

existence, in its root organization, was cyclic; he 

asserted that existence--and this was an unconscious 

criticism of his cyclic assertion--was not what he had at 

first thought it but was, instead, Linear." In other 

words, of the two, the cyclic is the more primal 

conceptualization, and linearity developed along with an 

increasing awareness of self. The Christian myth of Eden, 

where humanity existed in blissful ignorance until it tock 

upon itself the burdensome knowledge of good and evil, is a 

symbolic representation of this same schedule of self- 

awareness succeeding upon a safe, if tedious, state of un- 
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knowing and non-challenge. 

There is an enduring literary tradition in the west 

of liturgy represented in comic garb, and much of it 

contains what Hyers called prophetic humor. Medieval 

phenomena the 1like of the Festum Innocentum (Feast of 

Innocents), "as part of...(which) children were permitted 

to elect a boy-bishop (or abbot) on St. Nicholas Day 

(December 6), who reigned on Holy Innocent's and had the 

prerogative of presiding over church services held that 
14 

day;" the Festum Stultorum (Feast of Fools), when lower, 

"marginally literate” members of the clergy elected a mad 

"bishop" for the day who led them in outrageous parody of 

religious proceedings; numerous examples of "parodic 

sermons” --mocking, mostly anti-marriage and drinking 

sermons composed and preserved by clergy--all of these can 

be said to reflect a longing for an earlier, less 

encumbered, more self-indulgent condition now sacrificed on 

the altar of knowledge, choice and decorum. They 

constitute a sanctioned, momentary regression to innocence, 

and are marked by the exhibition of irresponsibility, 

direspect and derision, The point of these displays, says 

Hyers, is to remind the congregation that "holy ritual..., 

for all of its richness of meaning and symbolism and power, 

and for all the sacredness of its revelatory and redemptive 

significance for the communicant, is nevertheless at the 
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same time a form of human play and game. To forget or to 

deny this is to open up the rite to the possibilities of 

pride and pretension against which the prophet has always 

striven..." One concludes that sharply delineated 

periods (or examples) of sanctioned chaos were prescribed 

as a ritual in their own right, to act as a purgative, so 

to speak, of negative effects from the sustained rigidity 

of conventional attitudes towards religion. 

Literary contributions such as Sebastian Brant's 

Narrenschiff (Ship of Fools), Erasmus Desiderius' Encomium 

Moriae (Praise of Folly) and to some extent Utopia by 

Thomas More, are a variation of a theme shared with the 

medieval festivals and parodic sermons. They address an 

audience they suppose takes some delight in such 

activities, and adopt comic decorum to deliver what is in 

essence orthodox liturgy condemning sin and upholding the 

moral creed. The very freshness, some insist the 

perversity, of the above-mentioned exemplars attest to the 

fact that comedy is not a usual tool for treatments of 

religious matters. The pieces are startling; in the 

extablished literary tradition they are notably distinct in 

approach, if not nearly so in theme. 

0f notably different spirit is the lengthy romance 

Don Quixote by Cervantes, although it too addresses the 

Christian quest from a ludicrous perspective. Cervantes 

satirizes the mores of the conventional quest, and as a 
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result offers the reader an entirely different experience 

than the Encomium, for satire condemns as meaningless the 

very substance of evangelical allegory. Thus comic 

distortion in Quixote is used to express bitterness, to 

devalue precisely that religious adherence which Erasmus 

had sought to quicken when he used the same means. The 

mask of comedy is applied to very different ends in 

prophetic humor and in satire. In neither case, however, 

are the true goals of comedy served. 

For comedy is a medium that lifts the human spirit by 

asserting the ascendancy of the cyclic, namely that fire, 

flood and human failings are but part of life, and 

therefore will with certainty be overcome each in its turn 

by the life-force itself. The comic spirit is above all 

positive, asserting that for every inevitable loss there is 

an inevitable recovery. 

It follows then that Don Quixote is not comic. 

Satire inspires a sense of loss, the realization the things 

which once seemed good are in reality not--an effect 

antitiietical to the intent of comedy. Narrenschiff and 

Encomium, broadly speaking, likewise utilize comic 

distortion to a non-comic end, to chastize malingerers and 

recommend the Christian life in an entertaining fashion. 

In the words of Erasmus, "The ideas in The Praise of Folly 

are exactly the same as those in my other essays, but here 
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they are presented ironically (via diversa). In the 

Enchiridion I gave a straightforward description of the 

Christian way of life...Now in The Praise of Folly, under 

the pretext of a eulogy, I approach obliquely the same 

ideas that I elsewhere have presented directly." The 

objective therefore is not comedy's objective proclaiming 

continuity and recovery, but to propound the linear 

position. 

The ZXiyouji, all things considered, has little in 

common with the works of Brant and Erasmus, except that 

each applies comic devices to religious material, The 

missionary fervor of the western pieces 1s obviously 

lacking in the Chinese. Don Quixote and the Xiyouji are 

both organized around the theme of a quest, but the satire 

of the former is absent from the latter. Indeed, one could 

say that in intent and spirit the Xiyouji zaju is more 

like the comedies of Shakespeare and Moliére than Western 

quest-epics, in spite of its heavily mythic-religious plot. 

Since, as has been argued, Chinese religious 

traditions emphasize the cyclic dispensation, the use of 

the comic mode in Chinese myth-plays is not incongruous. 

Consider the Taoist redemption plays of the Yuan. The 

principal character(s) to be redeemed--transported out of 

mortal life into the world of the immortals--are marked for 

redemption from birth; their "enlightenment" consists in 

realizing that physical manifestations and by extension 
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human feelings are illusory, and that their true destiny 

lies in another, non-earthly sphere. The plays are 

obviously motivated by religious and philosophic 

considerations. 

However, in several of the redemption plays the 

process of enlightenment is a decidedly comic affair. YQX 

63 features the Gold Boy and the Jade Girl who were guilty 

of "thinking lascivious thoughts" ®. A in the course of 

their life in heaven, and are consequently banished to 

suffer on earth as mortal husband and wife. Iron-crutches 

Li Af 1% ¥ , who is responsible for their conversion, 

hounds them relentlessly. At one point (p. 1101) he slips 

past tightly locked doors and pursues them into their 

bedroom, chanting, "Leave home! Leave home! (Give up your 

worldly attachments!)" The courtesan Liu Hangshou b-0 fT 

4 (YQX 76) is on her way to an assignation when she is 

stopped by an aggressive monk, who begs not for her favors 

but for her enlightenment. When in the next scene it 

appears his wish is about to be granted, Liu's indignant 

"mother," the keeper of the whore-house, prepares to drag 

the monk to court! In "Forbearance" (Renzi Ji, YQX 61), 

the harassed principal of the enlightenment process, a 

wealthy but stingy man, queries plaintively, "Can't I 

leave home at home?" Ff HA ra He agrees in 

principle to being enlightened, but proposes to give up his 
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worldly attachments while esconsced within the comforts of 

his own home--a mutually contradictory proposition. All of 

the redemption plays end on a positive note, the subjects 

are redeemed. The cyclical dispensation previously 

discussed is evidently in force: the protagonists fell from 

grace at the outset; they are inexorably, in the face of 

purposive, protracted and strenuous actions to avoid 

redemption, redeemed at play's end. All this of course is 

in sharp contrast to Christian myth-plays, which dwell upon 

and magnify the consequences of personal action. 

Much like the Taoist plays, the Xiyouji has a 

cyclical plot, in which Tang Seng sets out from and returns 

to China, and the success of the quest is preordained. 

Internal cycles of rising tension and resolution of 

conflict move the story along; the primary figures, 

however, are understood to have nirvana as their destiny, 

and they ultimately achieve nirvana without ever showing 

either deterioration from their repeated encounters with 

evil beings, or spiritual growth from the obstacles 

overcome. The Xiyouji is a myth-play that exists in a 

comic/cyclic mode, and therefore is quite compatible with 

even the most raucous forms of humor. 
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I refer here to Buddhism and Taoism to the exclusion 
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of Confucianism, which purposefully sets aside 
questions of the metaphysical to focus on ethics and 
human relations. In this respect it approaches 
Christianity in its alienation from the cyclic, and 
the primary form of Confucian comedy is satire. 
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CHAPTER III 

THE TESTING OF THE PRIEST 

Xuanzang of Tang won a place in history by 

undertaking, in AD 629, a perilous journey through the 

wild, mountain terrain that lay between China and India, 

returning sixteen years later with great numbers of 

Buddhist texts. His journey and adventures are documented 

both by his own account the Da Tang Xiyuji A. B v.74 IK, 

4s , and by contemporary biographies. 

In early fictional accounts he was portrayed as a man 

of extraordinary courage, intelligence, determination, and 

devotion to Buddhism. This is attested by the earliest 

surviving Xiyouji texts, of which there are two editions, 

the Da Tang Sanzang Qujing Shihua %_ y: 1 ER 7, HE Fi 

3&3 and the Xindiao Da Tang Sanzang Fashi Qujing Ji 

# BE XZ =H ok ip NL AE 3 . They are 

commonly called the Kozanji texts, after the Japanese 

temple in which they were discovered in this century. 

In the Kozanji version of the ZXiyouji, Tripitaka 

appears as a three-dimensional man of heroic stature. It 

is his spiritual enlightenment that enables him to overcome 

obstacles. In section 8 of the Shihua, for instance, a 

simple stern admonition from him subjugates the Demon of 
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the Deep Sands, who immediately tranforms himself into a 

golden bridge on which the pilgrims can cross over the 

hazardous Deep Sands. In section 3 his exposition of the 

Lotus Sutra deeply moves an audience of over a thousand 

Buddhist saints. Yet in spite of his spiritual 

enlightenment, Tripitaka is here portrayed as a man who 

feels the normal human ties to homeland and family; in the 

country of Boluo (section 13) the pilgrims encounter 

beautiful women and happy children, and Tripitaka is moved 

to compose the following poem. 

(Appendix 4:5) 

Boluo is yet another fairyland. 
Beautiful women out of nowhere, 
here are older children, 
smaller children-- 
the hardships of the road to India 
only I know in my own heart. 
All living things in China must be 
truly grateful; 
I haven't seen them in three years, 
my tears fall in two streams. (1) 

Although he realizes that the scenes in Boluo are 

illusory ("Boluo is yet another fairyland"), nonetheless 

Tripitaka is moved by the sight of other men's wives and 

children to think of home, and perhaps to miss the family 

he will never have. The capacity for such emotions 

enhances the effect on the reader of the trials Tripitaka 

must undergo before he reaches India. He is after all a 

normal human being with normal human feelings; only his 

stamina, courage, and devotion to a religious ideal make 
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him larger than life. 

Another early portrayal of Tripitaka is preserved in 

a Korean text, the Pak t'ongsa onhae x} WW ES i AZ 

("The Interpreter Pak with vernacular renderings," a P 

dialogue text of colloquial Chinese). There reference is 

made to a Tang Sanzang Xiyouji J:: = A 7% 7% Ze, ; a 

characterization of Tripitaka and a retelling of one of its 

episodes are included. Here too, Tripitaka is conceived as 

an epic hero in the traditional sense, overcoming obstacles 

and accomplishing a grand deed. 

Once upon a time, when Master Tripitaka of 
the Tang fetched the scriptures from the Western 
Paradise--a road of 108,000 li! Truly, even thin 
little birds could not fly so far, and sturdy 
horses would find the going hard. Over such a 
wide expanse of country, how much wind and rain, 
heat and cold he passed through, how much 
scorching and blowing he suffered, how many evil 
mountains, perilous rivers and difficult roads he 
traversed, how many monsters and demons attacked 
him, how much trouble he encountered from fierce 
tigers and venomous snakes, how much ill- 
treatment from evil beings! Truly, a good man 
meets all the more supernatural obstacles. He 
traveled for six years, and what countless 
hardships he suffered, to reach the Western 
Paradise and fetch scriptures for the deliverance 
of all living beings and their elevation to 
Buddhahood. 

(Dudbridge, p. 180; Appendix 4:6) 

In both the Kozanji and the Pak t'ongsa versions of 

the Xiyouji, Tripitaka is treated with respect by his 

disciples, Monkey among them, and by people they encounter. 

The Tripitaka of the novel and the zaju, however, are 

deficient heroes; although nominally they occupy the 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



53 

central role, they do not DO anything heroic. In the novel 

Tripitaka is petulant, easily depressed, and generally 

helpless. Every obstacle must be overcome by Monkey and 

the celestial guardians; on many occasions Tripitaka even 

bungles Monkey's plans and must eventually be rescued by 

the disciple. 

Tripitaka in the zaju is equally helpless. He began 

life as an orphan bobbing down a river, rescued and raised 

by an abbot. Come of age, he is sent by the abbot to find 

his parents; subsequently he finds his mother, only to be 

told to return to the temple in which he was raised, and to 

come again with the abbot. It is eventually the abbot who 

approaches the prefect Yu Shinan to demand justice. This 

trend continues: seldom does Tripitaka take the initiative 

in the course of the drama; usually he is the passive 

follower, and must endure a fair amount of ridicule from 

secondary characters. A prime example is the following 

excerpt. When Tripitaka first sets out from Changan, he is 

accompanied only by a groom, who, presumably, is leading 

his mount. At the time of this incident, Tripitaka is 

riding an ox. 

(7:650; Appendix 4:7) 

(Enter Tang priest with groom) 

Priest: Goodness! Goodness! We've traveled a half- 
year since we left Changan, and all along our 
route we found relay stations. Now the horse 
stations are no more: there are only ox posts. 
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These past few days even ox posts have been 
scarce. We've entered the frontier regions now; 
I wonder what sort of relay stations there are 
ahead? 

Groom: Master, after another month on the road, 
we'll see mule stations. A month past mule 
stations is the land of the Tobas, barbarians of 
the West. There they have dog stations. A month 
past dog stations are catapult statioms. 

Priest: What are catapult stations? 

Groom: There they take six wooden beams and nail them 
together for a frame. One long beam serves as a 
catapult arm. To the tip of this beam they 
attach a great leather sack, and on the other end 
pile up 10,000 catties of iron weights. When the 
courier arrives, he is seized at once, bound 
around with rope and dropped into the sack. One 
whack of an oaken mallet sets the catapult in 
motion and whoosh! Off he is whipped a good ten 
miles. Master, you'd better be looking to that 
neck of yours with the bald head on top! 

Priest: Now you've frightened me. Where can we find 
a horse with great endurance, that isn't too 
expensive? We'll sell our clothes and almsbowls, 
buy it and let it carry our load; that will spare 
this poor priest being shot from a catapult! 

Groom: But how could there possibly be a horse-dealer 
in these parts? 

(Enter the novice Moksha as horse-dealer.) 

This of course is a convenient, entertaining way to 

work into the plot the Tang priest's acquisition of the 

Dragon-horse. It is an inconsequential episode in itself, 

but it typifies a recurrent attitude towards Tripitaka in 

the play: several of the secondary characters talk to or 

about Tripitaka in a slightly negative, decidedly 

disrespectful, but playful and humorous fashion. 
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When Chen Guangrui, Tripitaka's own father, first 

sees his eighteen-year-old son, he demands, "Who's this 

little monk?" (4:644) We know the appellation "little 

monk" to be derogatory, or at least condescending. In YQX 

60 The Bamboo-leaf Boat A¥ ¥ , a spirited young 

novice complains: 

"Pei! Open up your ass-like eyes and take 
a good look. I am a grown monk: why are you 
calling me a EAN monk? You know nothing of 
manners!" (p. 1 

"of | is 2% A 1 85 1 AA. 

3 Hf eh Ae, AA hoa. Ae dy 

wer 

Somewhat later, the same young man protests: 

"Pei! Am I out of luck today. First an 
impoverished scholar calls me a little monk, then 
that Taoist ox-nose calls me a little monk. Well 
this little monk is about to hump your honorable 
mother!" (p. 1043) 

"sk 4h A oik AUAK. SRE - 0B #4 
vd A As Ae dy, Ke AX Es fae wt 
A Ae iy fa ARE Br ARE AR 2! 

More of this same attitude towards the "little monk" 

Tripitaka is evident in Act 10, Tripitaka's first adventure 

in the "journey" portion of the play, when he arrives at 

Flower-fruit Mountain. In the previous act, after Monkey 

was confined under the mountain, Guanyin instructed the god 

of that mountain to guard the prisoner carefully. In this 

act the wmountain-god is the singer, and he receives 
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Tripitaka and the horse when they arrive. 

(10:658; Appendix 4:8) 

(Enter Tang priest with dragon-horse.) 

Priest: Lord dragon! We've traveled many months 
already, you and I. Up ahead is a great 
mountain. A general in gold armor stands over 
there: I'll] make our inquiries of him. 
General! What place is this? I am Tripitaka, 
priest of the great Tang. 

Mountain-god: I am not a mortal. I am the god of 
ower-fruit Mountain. What a fine monk! 

(Sings) (Muyang Guan) 

A round pate gleams golden, 
a square gown glows purple: 
they give him the air 
of a Lohan cast in clay. 
This journey is taken 
partly on behalf of the people, 
partly to repay the country. 
A hundred thousand miles 
is a long road to travel. 
Thousands and hundreds of hardships 
are hard to overcome. 
I suspect that 
your suffering in the noisy marketplace 
has driven you to my lonely mountaintop 
to avoid the distinctions of right and 

wrong? 

Priest: What is this mountain called? 

Mountain-god: Flower-fruit Mountain. 

Priest: Is there a benefactor here who will build us a 
temple? 

Mountain-god: (sings) (Ma Yulang) 

The mountains here are 
craggy and sheer 
with nothing to sustain life. 
Clouds pale and chill, 
fine, driving rain, 
venomous snakes and 
strange beasts abound: 
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one encounters them everywhere. 

Priest: Is there someone who will feed a priest, then? 

Mountain-god: 

This place 
is not a monastery 
and has no 
rich, fragrant kitchen. 
This isn't 
your garden of earthly delights. 

(Gan huangen) 

Ah, you with your bamboo staff in hand, 
thinking to soar like a dragon 
and to return as an immortal. (2) 
To be concerned about glory and shame 
is perilous, 
but to leave behind right and wrong 
is to be free from anxiety. 
To fret over life and death 
is a lingering affliction. 
If you would 
go to the West for scriptures 
leave the East and forget your schemes. 
Pray to the Boddhisattva, 
worship the sages, 
perform the rites to Mani. (3) 

(Caicha ge) 

There is a genie 
in this Flower-fruit Mountain, 
a rare, subtle essence 
in the Cloud-shrouded Cavern. 
Listen 
to the spring wind gentle 
in the peach and plum trees, 
and the lilting cries of the cuckoo. 

Priest: I'll take my leave of the honored god and be 
on my way now, before it gets late. 

Mountain-god: Master, 

(Sings) 

with your eyes of perception 
why fret at the setting sun? 
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The intelligent mind 
need not fear 
being lost in the darkening mists. 

Monkey: Ho, you speaking to the mountain-god. Could Honkey y 
you be my destined master, the Tang priest? I'll 
try it! Master! Rescue your disciple! 

Priest: Goodness! Goodness! Who is that? 

Mountain-god: (Sings) (Ku huangtian) 

The waster, 
hearing cries, 
asks for particulars. 
As long as the disciple 
has spoken up 
I'll tell the monk all. 

(Speaks) 

Master, you could not know, but this is the 
Flower-fruit Mountain. Beneath lies a cavern 
called the Crimson-cloud Cavern. In the cavern 
dwells a demon called the Great Sage Communing 
with Heaven...unless he loses his earthbound 
nature you cannot make use of him, 

Priest: My oath to Buddha is profound as the ocean. 
ow could I not save him? 

Mountain-god: (sings) 

You say you took an oath 
as deep as the sea; 
well, 
that damned Monkey's powers 
rise as high as the heavens... 

Priest: I'll save him. 

(Pantomimes ascending the mountain.) 

Monkey: Do you love me, your disciple? 

Priest: Love is the root of human-kindness. How 
could I not love a fellow creature? 

Monkey: But my love is the slender-waisted beauty at 
the Chenxiang Pavilion. (4) 
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Priest: How do I save you? 

Monkey: Master, just lift off the character seal, and 
your disciple will be right out. 

(Priest pantomimes lifting off the seal.) 

(Monkey pantomimes somersaulting down and making 
grateful obeisance.) 

Monkey: (aside) 
A nice fat monk! I'll just go up and eat at him 
till I'm full, and then return to the Flower- 
fruit Mountain as before. Who's to find me 
there? 

(Enter Guanyin.) 

Note that several of Tripitaka's initial questions to 

the mountain-god meet with negative, taunting answers. 

Specifically, to the question "General, what place is 

this?" the answer was, in essence, "Mind you, I'm no 

mortal, I'm a god, and this is Flower-fruit Mountain." 

Question: "Is there a benefactor to build us a temple?" 

Answer: "In this place?" Question: "Will someone feed a 

priest, then?" Answer: "Where do you think you are?" This 

last response is followed by a set of admonitions that 

leaves the priest looking for a way out. His solution : 

"Well, I have tc be going; it's getting late"; but the 

mountain-god's response is, in essence: "If you are what 

you are supposed to be, why should you be afraid of the 

dark?" 

Monkey too, instantly takes his own shot at 

Tripitaka, slyly taking advantage of the master's statement 
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on altruistic love to quip about the forbidden love of the 

flesh. His threat of cannibalism (of sorts) is likely only 

in jest, since in the novel and by tradition he feeds only 

on fruits and nuts. Still, I believe it demonstrates a 

penchant to slight the priest. 

In the greatest part of the play the trials of 

Tripitaka consist of confronting the seductive power of 

women, either directly by his own experience, or obliquely 

via the affairs his disciples engage in. Monkey's comment 

above is a minor example of this phenomenon. Another 

instance, by way of introduction to the major episodes to 

come, is the following exchange in Changan, when Tripitaka 

addresses a crowd of the faithful who have come out to see 

him off. The retired general Yuchi Gong has been designated 

official host by the emperor, and is the singer in this 

act. 

(5:648; Appendix 4:9) 

Yuchi: Those who have heard the holy words, you may 
leave now! We who are officials, let us ask the 
Master for imstruction. 

Priest: Statesmen, mark my words! 

(in verse) 

In service, be loyal. 
To parents, be filial. 
Once filial and loyal, 
your duties are done. 

Voice from the crowd: Master! I sell grain! Please 
speak to me! 

Priest: Yi! 
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Ten bits in a pint, 
ten pints in a peck. 
Measure out the great granary 
without corruption at heart. 
Do not try to understand 
all things together, 
and surely your years will be long. 

Voice from the crowd: I make scales! I beg you to 
tell me of the Way! 

Priest: 

Twice eight ounces make a balance, (5) 
sixteen ounces make a pound. 
May profit accrue 
at each notch on your scale; (6) 
May every transaction 
bring joy to both sides. 
If your steelyard can find a level 
when the weight is attached, 
you'll surely be blessed 
by Earth and Heaven. 

Woman: I open bedrooms! Give me your holy words! 

Priest: What do you mean, "open bedrooms?" 

(Pantomime general laughter.) 

Priest: 

Yin does not rise without Yang, 
Yang cannot grow without Yin. 
When Yin and Yang are in harmony, 
Heaven and Earth are as one. 
Beans grow in bean patches, 
wheat grows in wheat fields; 
when bean and wheat are crossed, 
what you have is a half-breed. 
Yi! 
Make sure husband and wife have a 
harmonious relationship 
and avoid the stares of passers-by! 

All: We thank you reverently, Master! 

(Exeunt en masse.) 

It is obvious that the woman who spoke is a match- 
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maker. The unusual term "to open bedrooms" left Tripitaka 

at a loss at first and he was momentarily discomfited, but 

the laughter of the crowd indicates that they at least are 

no strangers to the expression and divined immediately what 

the priest did not. His subsequent speech of beans in 

bean-patches, wheat in wheat-fields and the possiblity of a 

hybrid bean-wheat rings oddly: it is too technical, too 

far-fetched to be applied to human marriages, and 

constitutes the same type of "uptight" beating-around-the- 

bush euphemism as the western expression "the birds and the 

bees." Both arouse the same amused, slightly scornful 

response in an average reader, who, supposedly, is of a 

less delicate constitution than a priest in situations 

involving sexual love and marriage. 

Fully half of the play concerns women who are 

abducted to be illicit mistresses, euphemistically called 

"wives." Tripitaka's own mother was one such woman, as were 

the unwilling mates of his principle disciples Monkey and 

Pig. Only Sand-monk is not portrayed as an abductor, but 

his recruitment into the band of pilgrims is related in the 

same act as another abduction episode, that of the Liu girl 

by the Silver-browed General. Furthermore, in the scene in 

Woman-country (p.679), Sand-monk and Pig are described as 

having actively engaged in sexual intercourse, so there is 

inherently no reason why Sand-monk should not have been an 
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abductor to begin with, just as Pig and Monkey. The 

unexpected substitution of the Silver-browed General for 

Sand-monk yields no immediate explanation. 

In the novel the obstacles that Tripitaka must 

overcome are demons hungry for his flesh, which can confer 

immortality on the beings who eat it. The zaju focuses on 

the sexual aspect: Tripitika is a virgin who has not 

spilled his semen (tradition has it) in ten lifetimes. The 

series of "abducted maiden" episodes serves to inject a 

massive dose of ‘"moth-like eyebrows, jade-like 

flesh...willowy waist(s), lotus-petal feet" (Act 9) into 

this account of a monk's passage to India. Monkey and Pig 

are forcibly deprived of their women and induced to 

undertake the journey; they are libidinous creatures with 

demonstrated sexual appetite who contrast sharply with 

Tripitaka. The protracted arias sung by young women would 

be a form of continual testing for Tripitaka, except that 

taken in conjunction with the core plot of the journey they 

are so trivial--Tripitaka himself is not threatened by or 

even actually involved with any of the abducted maidens-- 

that they are less a form of testing the priest than sly, 

light-hearted teasing. 

The first of the three abduction episodes is 

contained in Act 9. Devaraja Li has been sent to recover 

the clothing, hat and ambrosia Monkey has stolen from the 

Queen Mother of the West; he unexpectedly discovers a young 
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woman held captive in Monkey's lair. 

(9:655; Appendix 4:10) 

(Devaraja Li pantomimes combing the hills.) 

(Pantomimes seeing Princess.) 

Devaraja: 

Princess: 

Devaraja: 

Are you human, or are you a demon? 

The lowly one is human. 

Where are you from? 

Princess: (sings) (Shangma jiao) 

From the state of Golden Cauldron 
whence the monster abducted me. 
That autumn night 
the moon-wheel was high. 
Mellow with wine at the third watch, 
alone I went to the garden 
to wander free from care. 
There 
where the wind sweeps across the path 
I met the mountain goblin. 

(Sheng hulu) 

(Yao) 

A collision it was of the 
(ha!) beautiful one with the talented one 
that led me to cast off 
father and mother in that distant village, 
to come to where the 
high-flying geese 
and deep-swimming fishes never come, 
where 
my delicate, moth-like eyebrows faded, 
my tender, jade-like flesh grew thin 
now to end my days leaning sorrowfully 
on the railings of an upper storey. 

In vain 
I stared down the clouds and mountains 
with hatred unending. 
At night my anguish overflowed 
to run with the rivers. 
One day's error is the error 
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of a lifetime. 
Today, I am 
received by the Immortal, 
saved by the Heavenly King. 
Their kindness is greater than Mt. Tai. 

(speaks) 

I beg the Devaraja Li to let me go home. If I can 
just see my parents again, I'll thank the 
Devaraja for his great bounty. 

Li: Well, go home then. It's none of my business. 

Princess: I cannot go home by myself! 

Li: Why not? 

Princess: (sings) (Houting hua) 

My willowy waist sways precariously, 
my lotus-petal feet are bent and crooked. 
How will I travel the slopes, 
scored as they are by twisting mountain 

torrents? 
Stumbling in the wild, wind-swept hills, 
my very life would be endangered. 
Devaraja, 
hear my mournful plea. 

(speaks) 

Under these conditions, how can I go? ... 

Li: I command the generals Wind, Clouds, Lightning 
and Rain to escort this woman home to her own 
country. 

Princess: I thank the Devaraja. 

The first part of the Princess' song describes an 

autumn night with a bright moon shining, and mellow wine 

laid out in the garden: a perfect setting for a romantic 

tryst, actually. Unfortunately Monkey is a grotesque 

caricature of a scholar-lover, and in her distress the 

Princess' "moth-like eyebrows faded," her "jade-like flesh 
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grew thin." She spent her days "leaning sorrowfully on the 

railing of an upper storey." This phraseology conjures up 

the likes of Cui Yingying; indeed, the mood and atmosphere 

of traditional scholar/beauty romances such as the 

Xixiangji are recalled in each of the abduction episodes. 

The devaraja's initial failure to divine the princess’ 

plight allows her to sing further of just those traits 

which made women so appealing to men: her "willowy waist" 

and "lotus-petal feet," which is to say, her carefully 

acquired female frailty. 

On the heels of this episode follows the second 

abduction. In Act 11, Tripitaka and the others arrive at 

the home of an aged homesteader named Liu, where the 

following scene occurs. 

(11:661; Appendix 4:11) 

(Enter Squire Liu.) 

Liu: I am an old man surnamed Liu. My wife and 1 had 
only one daughter. The good woman has passed cn, 
and my girl is not yet engaged; who could know 
she'd be abducted by the demon of the Three 
Cessations Cave? I am so aged, to whom am I to 
look for support now? 

(Sings) (Dashi diao: Liu guo chao) 

A white head dropping 
like the red sun setting in the west; 
when will anguish end 
and the sorrow of parting cease? 
I raised her to her present age 
and her beauty which sets her apart. 
My child 
is Guanyin's likeness on earth. 
She 
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puts flowers to shame, 
and eclipses the moon. 
A dawning sun 
melts the frost on tender peaches. 
An easterly wind 
bends willows and scatters the clouds. 
Where 
can I go to pour out my grief? 
Who 
will be my advocate? 

(Xi qiufeng) 

Tear-drops falling, 
weak intestines knotted, 
twin eyebrows furrowed, 
tender heart splitting. 
Dear children 
are like blossoms which bloom 
and fall. 
We have been parted now a half-month. 

(Enter Priest and followers.) 

Priest: A fine manor compound. Let us rest herc a 
night; we'll set out early tomorrow. 

(Pantomime seeing the weeping Liu.) 

Liu: You cannot rest here. 

Monkey: Ho, old fellow. My master is Tripitaka, 
priest of the great Tang. Let us rest a night. 
We'll be off early tomorrow. 

Liu: (Weeping) 

You cannot rest in this place. 

Monkey: What has happened to you, that you wail to 
Heaven and Earth like that? 

Liu: Brother novice, if only you knew! An old man's 
sorrow can hardly be told. My daughter was 
abducted by a demon. Ah, the pain of it will be 
the death of me! 

(sings) (Gui saibei) 

Listen 
to the words of the aged one. 
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Novice, 
you speak without restraint. 
A daughter 
with eighteen years of life, by 
a monster 
from the cave of Three Cessations 

(Speaks) 

was abducted and taken away, thus 

(Sings) 

abandoning 
an aged, honest father... 

Monkey: Is your daughter pretty? 

Liu: (sings) (Yan guo nanlou) 

The old man is 
a solitary, lonely widower 
whose luck is stubbornly bad. 
My child is 
lovely, elegant, rare. 
She has 
a waist like a willow, 
a face like a peach-flower. 
She is 
a piece of fragrant jade 
to delight even Bian He. (7) 

Monkey: Show me where to search for her! 

This scene conveys the strength of the attachment 

between parent and child, in which regard Tripitaka by 

contrast is seen to be woefully deficient--he is chided 

on precisely this point by the king of "Woman-country--and 

it sets forth a detailed description of another tantalizing 

female. "A dawning sun melts the frost on tender peaches, 

an easterly wind bends willows and scatters the clouds." 

These are metaphors for the youthful, fragile beauty of the 

girl; 1like the tender peaches and the willows she is weak, 
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yielding, and desirable, and like the frost and the 

scattering clouds she is delicate and elusive, and 

therefore all the more desirable. If there is any doubt in 

this regard, Monkey makes certain that they are dispelled. 

"Is your daughter pretty?" he demands. The answer: "My 

child is lovely, elegant, rare. She has a waist like a 

willow, a face like a peach-flower. She is a piece of 

fragrant jade to delight even Bian He." The father's 

description makes her seem so appealing that Monkey 

declares with great enthusiasm: "Show me where to search 

for her!" 

The last of the abductions is a lengthy tale that 

spans Acts 13-16, which begins in a fashion that seems 

suspiciously like the start of the Xixiangji. There are 

the lovers thwarted by the parents of the girl, the 

svmpathetic maid who acts as a go-between, the letters 

smuggled back and forth, the tryst in the moonlight and 

finally, the consummation of love, which is explicit in the 

Xixiang but only implied here. The whole is a burlesque of 

the traditional love-story. Principled Pig (Zhu Bajie 

JE, ) is the lover; he has cunningly assumed the form 

of the human scholar Master Pigue (Zhu sheng x4 ), and 

looks forward to a measure of fun at the young man's 

expense. 

(13:666; Appendix 4:12) 
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(Enter Pei maiden with Meixiang.) 

Pei: I am Squire Pei's daughter, my name is Haitang. 
As a child I was betrothed to the son of Mr. 
Pigue, but his family later became poor, and my 
father regretted the match. Thus our love is 
still unfulfilled. Meixiang! Take this letter 
and tell the young scholar that I burn incense 
for him every night in the garden, waiting to 
meet with him secretly to exchange a few words. 

Meixiang: I'm afraid the master will find out, and 
ame me too. 

Pei: Don't worry about that! 

(Exit Meixiang.) 

Pei: (Sings) (Xianlll: Shang hua shi) 

Into one letter are sealed 
ten thousand cares. 
Days of sorrow 
have touched my temples with autumn. 
Go now in haste, 
don't delay, 
don't hinder the union of 
male and female phoenix. 
Just vault the low wall. 

(Yao) 

Go beneath the shadows 
down the bamboo path, 
along the flowery creek. 
Seek out the dark places 
in the shade of willow and pine. 
Don't have misgivings, 
don't be shy. 
In the dusk 
don't keep me and the moon waiting 
on the southern balcony. 

(Exit.) 

(Enter Meixiang.) 

Meixiang: The young lady wished me to carry a letter 
to Master Pigue; he will arrive tonight for an 
assignation. I've already informed the young 
lady. I'll lay out the altar and when the moon 
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rises, I'll ask her to burn the night incense. 

(Enter Pei maiden.) 

Pei: Master Pigue sent word that he would come tonight 
without fail. I'll burn the night incense and 
wait to have a few words with him. This is late 
autumn: what a beautiful wheel of a moon! 

(Sings) (Xianlll: Dian jiangchun) 

Dew drops from the sparse pines, 
mist shrouds the faded willows. 
The starlight is dim. 
Autumn approaches its end. 
The bright moon is like a mirror 
suspended. 

(Yao) 

The heartless one 
does not come. 
Alone 
I lean against 
the carved garden fence 
and listlessly 
regard my surroundings. 
Crows and magpies flying south 
may have startled him: 
so he has no courage for this 
secret sharing of incense. 

(Hunjiang long) 

The tips of the bamboo quiver. 
The soughing wind 
gusts through my thin, silken gown. 
Sorrow but no joy; 
bitter and not sweet; 
crickets in the corner 
carry traces of autumn in their songs. 
Geese 
cross the river to the south 
with shadows of clouds on their backs. 
The time for happiness 
has passed for now. 
I fear that 
Meixiang lost my letter, or 
to my chagrin 
let it fall into my mama's hands. 
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(You hulu) 

Alas for the betrothed pair, 
for our union beset by obstacles. 
Each night with lighted incense 
I pray to the Dipper and 
worship Gautama. 
How can the gods 
of the Dipper of the North 
fail me so? 
The Buddha of the West 
has not shown me his power. 
I stare at the four walls; they are 
more difficult to cross than pools 
10,000 rods wide. 
As for my 
handsome, talented one, 
I fear he has no thought of me, 
for his destiny may be too outstanding. 

(Tianxia le) 

When will he 
drive a team of four proud horses, 
sport an Imperial pin in his hair, 
and wear an embroidered gown of brocade? (8) 
Then 
even strangers will crowd around him. 
Papa 
will no longer repeat unkind gossip 
and Mama 
will no longer speak coldly. 
Instead 
they will prepare the painted chambers 
and we will be 
drunk on the feast of spring. 

(Speaks) 

Meixiang, bring the altar over by the mound of 
Lake Tai rocks. 

(Pantomime moving the altar.) 

(Sings) (Chuanchuang yue) 

I walk up to the hill 
of Lake Tai rocks stacked 
one on the other. 
Chrysanthemums, 
swayed by the wind, 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



73 

hold up their faces bravely. 
Cinnabar-red maple leaves, 
aging, bear dark red spots. 
The willow is in shadow, 
the fragrant cedar is illuminated. 
The wheel-of-a-moon is dimmed 
by caging clouds. 

(Enter Principled Pig.) 

Pig: I'm on my way to a tryst. Reflected in the 
water in the mogcnlight is the figure of a 
handsome young fellow. The young lady has good 
taste! 

Pei: (Sings) (Ji sheng cao) 

I see a man in 
a bright gauze hat and 
a gown of black cloth. 
Hawk=-faced, 
sparrow-brained, 
he leans forward tentatively. 
Wolf-hearted, 
dog-gaited, 
he betrays beastly traces. 
Goose-waddling, 
duck-footed, 
the ignorance within him oozes out. 

: I salute the young lady. 

ER
 =
.
 

. 

ei: (Sings) 

I watch you a few moments 
and see your hesitant salutations. 
In amazement 
I gulp gulp 
as if swallowing a jujube whole 
without discerning if it is 
sour or bland. 

(Speaks) 

Who are you, sir? 

I am Squire Pigue's son. I've been too long by 
myself. Longing for you, lady, I have darkened, 
dried out, and grown thin. Think of it: both 
Sima Xiangru of the Han and Cui Hu of the Tang 
suffered from this illness; the epitomes and 
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histories all tell of it. (9) 

Pei: (Sings) (Jin zhaner) 

He's muzzy drunk and 
stutter tongued! 
Graduate! 
Don't tell me of 
the former Tang or later Han 
or any epitomes of history. 
My honored father is sound asleep, 
deep in wine-tempered dreams, 
so 
stop pondering your ancient tomes 
and yearn only for 
liaisons of the flesh. 
Who cares if 
Wang Yang wore a ribbon or 
Gong Yu had no hat pin? (10) 

Pig: Young lady, I'll have them bring wine and 
refreshments to the Four-view Pavilion, and we 
can tell each other of our mutual passions, 

(Pantomime carrying on wine and refreshments.) 

Pig: Young lady, the flowery sedan-chair is here. 
I'll go with you now. 

a)
 ei: (Sings) (Sanfan Houting hua) 

They bear up the flowery sedan-chair, 
pack up the wine and food. 
We'll go to the little pavilion to feast 
and to break into the orange, 
When the jade peak collapses 
you need not hold it up. 
Our meeting with each other 
has been endlessly delayed. 
In a moment 
we'll talk over right and wrong, and 
bystanders must not interrupt 
with icy words. 
We face the mirror 
engraved with water-caltrop blossoms and 

phoenix. 
It is not that I am lewd, 
but one must carefully test the emotions 
of husband and wife. 
When you were rich 
you were worthy of display. 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



75 

When you were poor 
you were driven away 
and we were not united. 
My lord dwelt 
to the north of the earth 
and I 
to the south of the sky. 
How could I 
abandon my young man? 

Pig: Meixiang, if her father and mother ask, tell 
them I've gone away with the young lady. 

Pei: (sings) (Zhuan shawei) 

Melancholy filled the hollow of my breast: 
I was burdened by longing. 
I can no longer repress 
my daring, passionate spirit. 
Who can cut down 
trees with interlocking roots? (11) 
Facing the 
water-caltrop blossom (12) 
I put on the jade hairpin. 
We will 
cross the Southern Mountain (13) 
but we are short of 
a scarf to bind up my hair. (14) 

(Speaks) 

It doesn't matter if my father finds out. 

(Sings) 

A husband and wife betrothed 
cannot be broken apart. 
Our tea is rich and 
our wine sweet. 
We'll take advantage of 
the light breeze, 
the wispy clouds, 
to save me from having to end my days 
gazing after passing horses, 
hoping that one will stop. 

The maiden and the pig in this excerpt are both comic 

characters, the beauty because she is so eager to be 

seduced she will even settle for a pig, and the pig because 
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he is so clearly a bungler. The maiden's opening arias 

already betray her unconventionality. Thinking "thoughts 

of spring," she anticipates her lover's arrival far too 

eagerly for a girl of a good family; she even grows anxious 

and pouts when he does not appear soon enough. Her need 

for love is so urgent that when he does show up, although 

she does a doubletake at his beastly appearance and clumsy 

gait, she is not put off but rather continues in her 

courtship with undiminished ardor. 

Pig's impersonation of a scholar is obviously a badly 

mangled one, to judge by the maiden's astonished remarks. 

One imagines that the actor in Pig's role soon had his 

audience doubled up in laughter. His performance is 

futhermore an obvious spoof of scholars: Pig's ridiculous 

posturings, though odd, evidently resemble scholarly 

affectations enough to allay the young lady's suspicions; 

the note of doubt on that score disappears from her arias 

when she begins to scold Pig for his bookishness! 

Pig strives to impress the lady as a genteel, 

reserved man of learning; to make historical allusions in 

the course of a hot and sweaty lovers' tryst, however, is 

going too far, and the frustrated young woman berates him 

for thinking of "former Tang and later Han" rather than 

making love to her. She prefers to come straight to the 

point: "We'll go to the little pavilion to feast and to 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



77 

break into the orange. When the jade peak collapses, you 

needn't hold it up." These lines and her subsequent verses 

are full of metaphors for sexual union; the orange is the 

virginal female, the jade peak is the engorged male. She 

speaks of a flowery sedan chair, a mirror engraved with 

water-caltrop blossoms and phoenix, a scarf to bind up her 

hair: all symbols of the passage from solitude to wedded 

bliss. 

In view of "Master Pigue's" true identity, the whole 

scene is suffused with comic irony. When the lady 

considers that her "handsome, talented one" may not come to 

her because "his destiny may be too outstanding,” the 

audience must realize that Pig's destiny is outstanding, 

but not in the sense imagined--he is fated to attain 

Nirvana as an austere (and chaste) follower of Buddhism. 

Furthermore, her happy day-dreaming that "Papa will no 

longer repeat unkind gossip and Mama will no longer speak 

coldly" ironically forewarns of the uproar in the next act, 

when the parents discover their daughter has brought home a 

pig-demon to be their son-in-law. 

Unfortunately for the would-be 1lothario however, 

Pig's destiny does catch up with him. He becomes the 

disgruntled disciple of a scripture-chasing monk, and the 

sadly disillusioned Miss Pei is returned to her family. 

This whole sub-plot of Pig's masquerading as Scholar Pigue 

is unique to the zaju; the novel begins at a point in Pig 
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and wife's later life--the meeting and marriage are a fait 

accompli, and the bride's parents are complaining that 

their son-in-law more and more is growing to look and eat 

like a pig. 

These linked abduction/rescue stories in the drama 

are narrated, so to speak, with almost no trace of 

moralizing. The demon-men capture human women and make 

them their wives, the wives are forcibly taken away and 

returned to their homes, the demon~-men are distraught--one 

(the Silver-browed General) is killed and the other two 

become monks. There is no indication that any of them 

regretted having dallied with women, or has any intention 

of eschewing them in the future. To the contrary, Monkey, 

pinned under Flower-fruit Mountain by Guanyin, mourns the 

loss of his young bride, In Woman's-country Pig and Sand- 

monk delight in their love-making, and Monkey is kept out 

of the action only by the plaguey magic fillet around his 

head, Tripitaka is the one scolded for going against the 

grain of human nature. An early indication is the 

following passage from Act 5, where he is being feted prior 

to his departure from Changan. The singer, Yuchi Gong, is 

surveying the general scene in the capital city. 

(5:647; Appendix 4:13) 

Yuchi: (Sings) (Zui zhongtian) 

Gold characters on banners of silk 
proclaim Tripitaka 
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the priest of great Tang. 
Bells, drums, and cymbals 
crash in the streets. 
Those who seek to hear his holy words 
take their places by the roadside. 
Strapping lads they are, all 
in carved saddles 
on prancing stallions. 
They have pored over 
the writings of Confucius. 
Telling them now to worship the Buddha 
is like asking for new growth 
where no node exists. 

The strapping lads on prancing stallions are the very 

image of youth and virility; they are schooled in 

Confucianism, which stress social relationships. Trying to 

make Buddhists of them would be like "asking for new growth 

where no node exists," in other words, a totally unnatural 

and unreasonable affair. 

The height of Tripitaka's troubles, and the most 

mordant protest against his way of life, is registered in 

the scene in Woman=-country, in Act 17. In the opening 

lines the queen (or woman-king, to be more exact, as 

"queen" may imply an inferior position vis-a-vis a "king") 

establishes herself as the honorable regent of a civilized 

country. Its denizens, women to the last man, so to speak, 

are all well-educated in the traditional Confucian fashion, 

in spite of the fact that their homeland is remote from the 

well-spring of all culture: China. In her first aria, the 

woman-king satisfies expectations by singing of the 

dreariness of life without men. This confession arouses 

sympathy, and perhaps titters, since it is quite natural 
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that a woman without a man should be lonely. Conversely, 

there is perversion in the celibacy of a monk; this 

contention is stated clearly in one of the verses sung by 

the woman-king. 

(17:678; contained in Appendix 4:14) 

"It's often said that 
Earth and Heaven, 
Yin and Yang 
are bound by natural ties. 
We mortals, in the scheme of things, 
cannot live alone... 
Your Buddha has laid waste entirely 
the three moral bonds.” 

The bonds mentioned are those between ruler and 

subject, parent and child, husband and wife. Further on 

she elucidates. 

You serve the king of Tang, 
but you do not study the classics. 

This statement implies that Tripitaka's single-minded 

devotion to Buddhism denigrates the quality of This 

relationship with his ruler, the Tang emperor; in this way 

the first moral bond is broken. Of course, his vow of 

celibacy destroy the next two as well, for every man's 

foremost duty to his ancestors is to carry on the family 

line. In self defence, Tripitaka offers: 

"Our Buddha's teaching is a religion to itself." 

The queen however retorts: 

"What's so special about your Buddha? 

(Sings) 
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Confucius' essays 
pervade the world; 
they've spread to all places 
under Heaven." 

The exchange above sums up a basic attitude in this 

play toward the thematic material: Buddhist devotion. 

Confucianism is a creed shared by author and audience, 

despite perhaps a concurrent acceptance of Buddhist 

precepts. In one sense Buddhism, through its saint 

Tripitaka, is being honored by the offering of this play; 

in another, a balance is struck by incorporating into the 

play laughter directed against the celibacy of the Buddhist 

priesthood, and by reaffirming the equal validity of 

Confucian ideals. 

In VWoman-country one almost cheers on the 

transgressor--the queen. When the gods descend to 

extricate Tang Seng, as they ultimately must, there is 

conceivably a sigh of mild disappointment from the 

audience; but any instance of deus ex machina is 

disappointing to modern viewers. 

(17:676; Appendix 4:14) 

(Enter the king of Woman-country.) 

Woman-king: I am the king of Woman-country, In our 
whole nation there is no man. Every month when 
the moon is full, we women gaze at our 
reflections in the water of the well and 
conceive. My ancestor, a former king, dispatched 
an envoy who entered China at the time of the 
Guangwu Emperor of Han, and subsequently made 
ritual obeisance to Lady Cao of the Imperial 
court to take her as our teacher (15). In return 
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she was given a cart-load of the Confucian 
classics, which she brought back to our country. 
As a result, the women of our nation to this day 
are well-versed in the classics and in history. 
Administering a nation has been no easy task. 

(Sings) (Xianll: Dian jiangchun) 

The precious palaces emit fragrance; 
in attendance are rare beauties. 
Upon the steps of jade are arrayed 
banners of seven costly materials 
under which they sit 
proudly upon gilded seats. 

(Hunjiang long) 

Is it not like, I fear, 
the moon goddess Chang E 
in a vast, cold, Moon Palace 
transported to the land beneath the 
colored clouds: 
two separate examples 
of but one realm of loneliness. 
By night Chang E sleeps 
alone 
in her Palace of the Moon; 
by day I defend 

) by myself 
my native land. 
We have no able ministers or statesmen, 
of civil affairs or of war, 
but on either side a row 
of faces powdered and rouged 
stand in attendance. 
Nowhere will you find 
knives, or spears. 
For a thousand years we have 
gazed at our reflections in 
wells and streams 
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and conceived. 
In daily living we know 
no masculine figure. 
A painted male image 
appearing before our eyes 
moves our sentiments. 
A carven male image 
from plaster and mud 
wounds our hearts. 

(Speaks) 

Someone came from the pass yesterday to report 
that the high priest of great Tang, journeying to 
the Western Heaven to fetch scriptures, would be 
passing through our territory. I'll go and 
receive him. 

(Sings) (You hulu) 

He said-- 
for many years the man has been away 
from the land of the great Tang 
before he came here to us. 
Hurriedly, 
I set out incense. 
Today the scripture seeker 
will step squarely on my golden doorstep. 
Drunkenly whipping up his horse perhaps 
he will blunder down my Lane of Smiles. 
I'm a clever woman, 
he's a youthful man. 
No one made him 
unknowingly fight his way 
into my net of flowers. 
Prepare now 
to confine within my golden palace 
a blissful nuptial pair, 

(Tianxia le) 

I must calm myself and be gracious. 
An aura of spring fills the painted halls. 
Slaughter a sleek lamb, 
season it well with five spices so that 
it may swell the viscera of 
my vegetable dumpling friend. 
Let him accompany 
my cosmetics box and perfume bottle 
and be my mate. 
I shall give him my body and 
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be his wife. 
As everyone knows, 
a young man must thus strengthen himself. 

(Enter priest and followers.) 

Priest: This poor priest has come to Woman- 
country. As I lay dreaming on my bed, the holy 
guardian Vairocana came and warned me that a 
devilish obstacle lay ahead. Even noble Heaven 
does not yet know what sort of an obstacle it is. 
Here we are within the borders. Go, report that 
the priest of the great Tang requests an 
audience. 

(Woman-king pantomimes receiving him.) 

Woman=-king: Had I known the master was here, I would 
have gone forth a proper distance to receive you. 
It's too late now: please do not take offence. 

Priest: This must not be allowed! Turn to the 
uddha! Turn to the Way! Turn to the Priesthood! 

Woman-king: What a gorgeous monk! 

(Sings) (Nuocha ling) 

He is 
tall and elegant in stature, 
vigorous as a demon-king; 
pure and virtuous in outlook, 
chaste as a brahmin-king; 
astute and mindful in thought, 
worthy of an emperor-king. 
His hair is blue-black as indigo, 
his voice as strong as spring thunder. 
Truly, this monk is without peer! 

(Speaks) 

Bring wine to welcome the master! 

Priest: This lowly priest neither drinks wine nor 
eats meat. 

Woman-king: (Sings) (Que ta zhi) 

Grasp the square goblet that 
overflows with nectar. 
Receive the jade cup as 
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spring leeks receive dew. 

Priest: Madam, adhere to the Way as soon as you can; 
imit your indulgence in the Impermanent! 

Woman-king: 

If the two of us can rejoice in 
our mutual passions, 
1'11 gladly let Impermanence reign 
the whecle day through! 
When the peerless demon-woman 
puts forth her charms 
would not even your holy Buddha 
suffer palpitations? 

(Woman-king pantomimes embracing the priest tightly.) 

Monkey: Madam! My master is but a virginal boy after 
all, and cannot stomach really scalding water. 
At your convenience, I'll be glad to take his 
place. 

Priest: Goodness! Goodness! I'm a monk! 

Woman-king: (Sings) (Ji shengcao) 

Now there are 
rouge stains on his patch-work cloak, 
and the scent of make-up on his cassock. 
Like Matangi who seized Ananda 
on Lust Mountain, 
like Ghostling Mother who pinned down 

the Maitreya 
on Vulture Mountain, 
like Wuzhiqi who held Monk Chang 
on Turtle Mountain, (16) 
I am not a demon-king to 
bring bitter harm to a chaste 
priest, but soon 
all our fair ladies will seek out the monk. 

Monkey: Let the novices lead your troops or be your 
ministers, my lady, but please spare our master! 

Woman-king: (Sings) (Yao) 

The disciples plead with every art, 
only the master is in panic. 
My woman-warriors won't have 
a monkey for a general. 
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What woman-king would take 
a pig for a minister? 
Now woman-women are all 
in love with Tripitaka. 
Do not be austere in this life 
just for the sake of an afterlife. 
I'11l just let 
the lapping waves of the Yangzi River 
urge each other on. 

(Woman-king pantomimes seizing the priest.) 

Woman-king: The main hall isn't a good place to talk. 
Come, let's go to the back rooms, you and I. 

Priest: Enlightened Monkey! Save me! 

(Exit) 

Monkey: I cannot even take care of myself! 

(The women pantomime grabbing Monkey, Pig and Sandy. 
Pantomime laughing.) 

(Exeunt) 

(Enter Woman-king, dragging the priest.) 

Woman-king: Tang priest, this very day, as soon as 
you and I have consummated our marriage, you can 
become king. How's that? 

Priest: Goodness! All I want is to fetch scriptures! 

(Pantomime struggling.) 

Woman-king: (Sings) (Liu yaoxu) 

Sweet, fragrant incense 
trapped in the golden curtains, 
shining and resplendent is 
the white, ivory couch. 
We two will begin by - 
fondling the jade, 
stealing the scent. 
It is often said that 
Earth and Heaven, 
Yin and Yang 
are bound by natural ties. 
We mortals, in the scheme of things, 
cannot live alone. 
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Here I, by nature a Yin, 
have no ruling Yang. 
Why do you spurn me, 
thereby keeping distant a loving wife? 
Your Buddha has laid waste entirely 
the three moral bonds. 

Priest: Our Buddha's teaching is a religion to 
itself. 

Woman-king: What's so special about your Buddha? 

(Sings) 

Confucius’ essays 
pervade the world; 
they've spread to "all places 
under Heaven. 

Priest: How do you know of Confucius? 

Woman-king: My royal predecessor once sent someone to 
collect the Five Classics and the Three Histories 
from Lady Cao (17). We know all the stories of 
human relationships. 

(Sings) (Yao) 

You serve the king of Tang 
but you don't study the classics. 
Shun married Ehuang 
without telling his parents: (18) 
posterity must judge him his act. 
Mencius reasoned thus: 
Shun's parents were wicked, 
his brother and he 
were as distant as the constellations 

Orion and Lucifer, 
so the basic familial relationships 
were meaningless. 
Knowing this, 
he decided for himself. 
You are a man of no common talent; 
there is no reason for you to live 
locked up, 
alone in an empty room. 
If you won't oblige me, 
your only escape is to fly, 
but even then I'll shoot you down 
with bow and arrow and 
you'll still have to marry me, 
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(Speaks) 

If you won't do as I say, sir, I'll lock you into 
a cold chamber. 

(Sings) 

There, for nothing, 
you'd stew and simmer 
till you saw yourself in the mirror 
with white hair that trails 
three thousand yards behind. 
Consummating one night of 
love and kindness is 
far better than obtaining 
a name to last a hundred generations. 

(Woman-king pantomimes seizing the priest.) 

Priest: Oh, who will save the poor priest? 

(Enter Vairocana.) 

Vairocana: I am the arhat Vairocana. By holy command 
of Guanyin, I've come specially to save the 
priest of Tang. You vile slut, how dare you 
defile my master's dharma body? 

Woman-king: What manner of man are you, who barges so 
into my bedroom? 

(Sings) (Jin zhaner) 

Clad in golden armor 
he is grave and dignified; 
grasping a costly staff, 
how exalted his mien! 
Isn't he the heartless ggd-general who 
flooded Blue Bridge (1 
and burned the Zorastrian temple? (20) 
He's even more exceptional looking 
than the priest of Tang. 

Vairocana: I've lived to the age of thirty, but my 
body is still virginal as a child's. I've come 
especially to protect the Buddha's dharma. 

Woman-king: So it's another virtuous Liuxia Hui, (21) 
nother prudent Yan Shuzi. (22) 
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(Sings) 

Ah, 
that damnable Liuxia house, 
oh 
that insipid Master Yan. 
You have been through thirty years, 
but he has seen only twenty frosts. 

Vairocana: If you don't release the master, one blow 
of my rod will turn you to dust. 

(Woman-king pantomimes releasing the priest.) 

Woman-king: (Sings) (Wei) 

I'm not fated; 
he's intact. 
There's brawling in the honeymoon suite. 
Why fear the long autumn nights 
dark and lonely in the cavernous halls? 
Cast down is the glittering 
bride-groom's cap. 
I hate Vairocana 
who will not speak for me. 
My guts are knotted and broken 
with grief. (23) 

(Speaks) 

If you leave now, 

(Sings) 

I'll tidy up the painted chamber, 
conceal my troops and officers 
in strategic positions 
and 
when I have you in my hands again 
upon your return, 
we'll discuss the matter further. 

(Exit) 

Vairocana: Ho! Where is the novice Monkey? 

(Enter Monkey) 

Monkey: Ho! At Buddha's command, all the gods hurry 
to obey. 
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(Pantomime greeting.) 

Priest: Novice, if the poor priest had not been 
rescued by this honored god, his dharma body 
would have been defiled. 

Vairocana: Novice, guard well the master. Novice 
onkey, hear my instructions. Go quickly on your 

way with the master, and if you should see 
flowers or wine, don't become aroused. Don't 
bungle the quest for scriptures. 

(Exit) 

Priest: Novice, we are entirely indebted to Heaven 
or its protection in delivering us from this 

calamity. Let me ask--while I was held fast by 
the Woman-king, how did the three of you escape? 

Monkey: Master, listen and I'll tell you. There I 
was, pinned down by a woman. My lustful nature 
was about to be aroused, when suddenly the golden 
hoop on my head constricted, and the joints and 
bones up and down my whole body began to ache. 
The throbbing reminded me of a bunch of 
vegetables. My head hurt so my hair stood up 
like radish-tops, my face turned as green as 
smart-weed sprouts, my sweat beaded up like the 
moisture on an egg-plant soaked with sauce, and 
my cock fell as limp as a soft, salted cucumber. 
When she saw me looking for all the world like 
chives sizzling in hot oil, she came around, 
suppressed her itch and set me free. I clambered 
up the spine of the fire-dragon-horse and walked 
him straight to the left corner of the white- 
washed wall. Listen: I'll sing a little song to 
the tune of Ji shengcao. 

(Sings) (Ji shengcao) 

Principled Pig panted 
puff! puff! 
Sand Monk moaned, 
low. 
Urgently, 
he on top thrust forward; 
softly, 
she below moved her hips in response. 
For a while I observed 
in vicarious appreciation; 
those two were busy 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



921 

shoving their dark objects 
into the fiery stoves. 
And 1 
rode the white horse idly, 
kicking the golden stirrups. 

(Speaks) 

Master, now while we are still alert and the 
horse is well-fed, let us be on our way. 

Thus ends the most intense segment of the test by 

seduction of Tripitaka. Monkey's speech and song in the 

last part of this act belong more properly in my next 

chapter, where Monkey, his adventures and deportment are 

discussed. They will be quoted again there. However, his 

description is so intimately bound with what Tang Seng has 

undergone, and seems such a natural culmination of the 

foregoing scene, it could not be severed from the rest. In 

a sense, Monkey's contribution is a consolation offering to 

the audience, which has been deprived of the normal climax 

of this build-up by the somewhat contrived intrusion of 

deus ex machina. His salacious ditty furthermore serves as 

the capping slap-in-the-face to Tripitaka's supercilious 

chastity. 

Some of the comedy in this scene can be discussed 

very effectively in terms of the comic effects of 

exaggeration, repetition, and outlandishness. 

When the peerless demon-woman 
puts forth her charms 
would not even your Holy Buddha 
suffer palpitations? 

This is comic exaggeration, feminist braggadocio at 
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its most engaging. So are the following lines: 

I am not a demon-king to 
bring bitter harm to a chaste 
priest, but soon 
all our ladies will seek out the monk. 

The utterance conjures up delightfully ribald images 

of women in heat running down terrified men of the cloth. 

Incidentally, there is very likely a pun contained in these 

lines. The term "monk" may be expanded into "bald-headed 

monk" (tutou heshang §f Aas), which refers to none 7 ¥# va) 

other than the tumescent male organ itself, in which case 

the woman-king is implying that all women-folk are looking 

for intercourse. 

Repetition is put to good use too. Note the 

recurrences of "woman-x" in the following, and the nonsense 

inherent in the term "woman-women." 

The disciple pleads with every art, 
only the master is in panic. 
My woman-warriors won't have 
a monkey for a general. 
What woman~king would take 
a pig for a minister? 
Now woman-women are all 
in love with Tripitaka. 

Obviously the woman-king's whole deportment regarding 

the monk is outlandish. One may sympathize with her 

impulses, but the fact remains that her chosen paramour is 

an avowed monk, and a very renowned one at that. "Fondling 

the jade, stealing the scent" is appropriate to bedroom 

parlance, and in other circumstances would constitute a 
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communication of tenderness and arousal--certainly not of 

humor. In reference to dealings with a monk, however, the 

queen's words are quite outrageous, and thus comic. 

As mentioned before, the episode in Woman's-country 

may be construed as the highlight of Tripitaka's testing, 

and he successfully resists the temptation, In the style 

of presentation, however, the event seems less to TEST the 

priest than to TEASE him; he is not made to undergo any 

internal struggle or turmoil over the women, he does not 

strike a bold, confident (and thus heroic) stance in 

resisting them, he does not even show a normal masculine 

response to the temptresses--he simply bleats in comic 

consternation until Vairocana extricates him. 

Contrast the zaju scene with the equivalent episode 

in the Kozaniji's Da Tang Sanzang Qujing Shihua. The 

Kozanji Tripitaka is a man of dignity and sensitivity, as 

argued earlier. He deals with the woman-king politely but 

firmly, full of self-confidence, and therefore is a much 

more convincing spiritual model. The scene is short and 

can be quoted in its entirety (Section 10). (Appendix 10:1l4a) 

They journeyed another hundred li and saw a 
nation ahead, where spirals of smoke from a 
multitude of cooking fires rose into the air, and a 
bustle of business was underway. 

Entering the country, they saw above the 
great portals the words "The Country of Women." 
The priest immediately petitioned to see the woman- 
king, who asked him, "Monk, why have you come to 
this country?” The holy teacher replied, "By 
command of the Tang emperor, I am going to India to 
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fetch scriptures so that the people of the East may 
gain prosperity." The woman-king put her palms 
together, and ordered a vegetarian repast in his 

honor. 

The priest went to the table, but he could 
eat nothing. The woman-king asked, "Why do you not 
eat?” The priest stood up and chanted, "The 
gracious ruler gave us food; this worthy meal is 
full of sand, I am not accustomed to eating sand." 
The woman-king replied: "I beg to inform the monk, 
in this nation the five grains do not grow. It is 
only when holy men arrive from the East that grain 
comes forth; we pick kernels up off the ground 
everywhere. This is why they are mingled with 
grit. When the monk returns to the East, he will 
find grain hanging (properly to hand)." The holy 
teacher stood up, and wrote down this poem. 

The woman-king, in earnestness, laid 
out a vegetarian feast. 

The food was full of sand, and could 
not be ingested. 

When we reach home with scriptures 
from India, 

we will set up a platform to preach 
the life-giving truths. 

After reading the poem, the woman-king 
invited the priest and his disciples into her 
palace to rest. When they went in, they saw a hall 
filled with flowers and incense, and layer upon 
layer of costly items. 

On both sides stood women just twice eight 
years in age, beautiful and seductive, with starry 
eyes and willowy eyebrows, scarlet lips and 
pomegranate teeth, peach-like faces and moth-like 
hair, dressed in bright, colorful clothes and 
speaking in harmonious tones--truly unrivalled on 
earth. 

When the women saw the priest and disciples 
enter, they smiled happily, bowed their heads, 
advanced and curtsied in greeting, saying: "We beg 
to inform the monk, in this country of women, we 
are all without husbands. Since today has wit- 
nessed your arrival, we will arrange the building 
of a monastery; the teacher and his six disciples 
are invited to stay and live here and tie your 
destiny with the women of this country. We will 
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rise early and return late, come to the monastery 
to burn incense, hear readings of the scripture and 
explantions of the law, and grow the roots of 
virtue. It is our destiny to have found our 
husbands. What do you think of this suggestion?" 

The holy teacher replied, "I labor on behalf 
of the people of China, how could I stay in a 
monastery here?" 

The woman-king said, "Brother monk, have you 
not heard the saying--humans have but one life to 
live--if you stay here and be my king-consort, 
wouldn't that be an elegant affair!” 

The monk adamantly refused, and immediately 
took his leave. The women on both sides wept tears 
that flowed down both cheeks; their brows were 
knitted together as they asked, "After you leave, 
when will we see your faces again?" 

The woman-king thereupon selected five pearls 
that glowed in the dark and a white horse, and 
bestowed them on the pilgrims for their use on the 
journey. The priest folded his palms and thanked 
her, and wrote this poem: 

I urge the king to do deeds of merit. 
How long will we live this illusory, 

floating life? 
When desires begin, enlightenment 

ceases, 
ten thousand kalpas in the direst hell; 
don't yield to fresh, young tresses and 

peach-red faces-- 
don't hanker after gentle beauty and 

kingfisher brows. 
When the great terminus arrives, there is 

nowhere to hide. 
Where can a barren skull seek a 

covering? 

The woman-king and the crowd of women lit 
incense and brought flowers to see the priest out 
of the city. The woman-king recited: 

This is not yet another fairyland (24) 
that sees you off to India; 
if you would know my true name and title, 
know that it is Manjusri and Samantabhadra, 

25 
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The scene describes a true test of Tripitaka, 

contrived by the Buddha. The meal that was full of sand 

was refused by the monk, one surmises out of self-respect. 

The gorgeous sixteen-year-old seductresses who appeared 

subsequently made him a decent offer--to settle in a 

monastery there and "spread the faith" in attractive 

surroundings. Tripitaka refused in firm, courteous 

fashion. At each juncture he expresses his innermost 

feelings in a poem, and demonstrates that he truly is a man 

of conviction. At the end the woman-king reveals that she 

has been testing him on behalf of the Buddha. 

In the novel Tripitaka and his group also encounter a 

Land of Women, where the ruler, described as a beguiling, 

beautiful woman, asks the monk to marry her. Here the 

party, thanks to Monkey, are fully in control of the 

situation, They decide to resort to deceit to get away: 

Tripitaka is to agree to the match, demand a wedding feast, 

and then allow the disciples to set out for India while he 

stays behind. The trusting queen and her subjects fall in 

with the plan. A lavish feast is laid out after which 

everyone accompanies Monkey and the others to the city gate 

to see them off. Once there, the disciples quickly snatch 

Tripitaka away, and the unhappy, deceived queen is 

frightened into submission by a raging Pig who snaps, 'How 

could we monks marry a powdered skeleton like you? Let my 
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master go on his journey!" (trans. Yu, p. 68) At this 

point a female demon appears suddenly and carries off 

Tripitaka, and the disciples are once again in a turmoil to 

rescue him. 

Only in the zaju is Tripitaka totally at a loss in 

the face of a dominant and persistent woman-king. He 

cannot defend himself (as does the Tripitaka of the Kozanji 

version), and even his disciples (who in the novel contrive 

to protect him very effectively) have here abandoned him 

for fairer pastures~~-they indulge in the clouds and rain 

game themselves! What amounts to a thorough humiliation of 

Tripitaka in Woman's-country is thus the climax of a series 

of events that taunts, rather than tests, his chastity. 
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Footnotes to Chapter III 

1. Da Tang Sanzang Quiing Shihua XX BEB = J 4% 
y (Beijing: Zhongguo Gudian Wenxue Chubanshe, 

11,7 p. 27-28 

2. Literally: as a stork returning to the Huabiao 
memorial, This is a reference to Ding Lingwei of the 
2nd Century A.D., who left his home in Ligodong i 

to study magic on Mt. Lingxu Z a . Af 
a thousand years he transformed hiffself into a stork 
and flew home to Liaodong, perching on the Huabiao 
memorial at the city gates... A boy shot an arrow at 
him but he escaped; after singing a mournful song on 
the vanitas theme, he left forever. 

3. Mani Ji A : A jewel, usually a pearl, which 
symbolizes the Buddha and his teachings. 

4. Chenxiang Pavilion jf, # 2 : The beautiful 
concubine Yang Guifei + Ae, entertained the 
Xuanzong # 7% Emperor of the Tang dynasty in this 
pavilion in the Inner Palace. 

5. Literally: "With an eight-ounce weight on either 
side, the scale is as balanced as Spring and Autumn." 

6. i.e. ounces on the steelyard were marked by stars. 

7. Bien He fF 42 : a man' of the state of Chu in the 
Chunqiu period (8th Century B.C.). Recognizing a rare 
jade in an unpolished stone, he twice attempted to 
present it to successive monarchs, but was disbelieved 
and punished with the amputation of first his left, 
then his right foot. Yet again he offered it to a 
third successive monarch, King Wem X £ , who had it 
polished. The fabulous gem thus obtained was 
thereafter called Bian He zhi Bi -i fv z 4% . 

8. These are emblems of appointment to high official 
position. . 

9. Sima Xiangru &] 5 Aq = fell in love with the widow 
Zhuo Wenjun, and eventually eloped with her to make a 
living running a wine-shop. 

- 

Cui Hu 3 i; 1 » wandering abroad on the Qingming 
festival, met a charming girl and pined for her for a 
year. He was eventually able to obtain her for a 
wife. 
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10. 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

929 

Scholar-officials of the first century B.C. who were 
fast friends: when Wang Yang was appointed to office, 
Gong Yu dusted off his own official hat, anticipating 
that his friend would soon find a post for him as 
well. 

Metaphor for lovers whose feelings for each other 
endure in spite of hardship and separation. 

i.e., the mirror engraved with water-caltrop blossoms. 

Guo nanshan i & «4 : there is a sexual allusion 
here but I cannot determine specifically what it is. 
Nanfeng & (9 ) #. refers to sodomy: possibly the 
terms are related. 

i.e. to indicate a married woman. 

Cao Dagu & * 3 (4%); title of Ban Zhao Hf 53 , 
gifted sister of Ban Gu Hx @ , author of the Han 
dynastic history. She assisted her brother and after 
his death was entrusted with the completion of the 
historical work. Among her own writings is a moral 
text for women, popularly known as the Analects for 
Women —=% 3&4 %& . 

The story of Matangi and Ananda is cited several times 
in the Tripitaka: see Ding Naitong, "The Holy Man and 
the Snake-woman," Fabula vol. 8 no. 3 (1966), p. 157. 
With Buddha's help, Ananda successfully resists the 
advances of Matangi and her daughter. 

Ghostling Mother is Hariti, a goddess of fertility; 
see Dudbridge p. 16 ff. Her confrontation with the 
Buddha, on Vulture Mountain, was over the release of 
her child Ainuer, imprisoned under the Buddha's 
almsbowl; unexpectedly, the zaju indicates an attempt 
at seduction. In 12:664 Gho=t1ing Mother interrupts 
her own angry challenge to battle to coax, to the tune 
Tiaoxiao ling: "Just look at my delicate body, my tiny 
waist that can be encircled in one fist; why install 
fearsome generals and troops outside these women's 
quarters?” 

Finally, Wuzhiqi is an ape-demon, here identified by 
Monkey as his sister (9:654). The episode with the 
monk Zhang has not been traced. See Dudbridge, p. 139 
ff. 

See Note 14 above. 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



18. 

19. 

20. 

21. 

22. 

23. 

24, 

25. 

100 

The legendary sage-king of Chinese antiquity, Shun was 
said to have remained filial to his wicked father and 
stepmother despite their numerous attempts on his 
life. He eventually came to the notice of the Emperor 
Yao and was named his heir, receiving Yao's two 
daughters Nlying and Ehuang in marriage. 

Weisheng Gao XX %£ 5 (or Wei Sheng 4, 4 ) was a 
young man of the Spring and Autumn period, He was to 
meet a young lady under Blue Bridge in Changan, but 
she did not appear. Wei, keeping faith, waited 
although the river was rising; eventually he drowned 
clasping one of the pillars of the bridge. 

A folk-story runs thus: a princess fell in love with 
the son of her nursemaid, and arranged a meeting with 
him in a Zoroastrian temple. The young man arrived 
early and fell asleep. When the princess came she was 
reluctant to wake him, so she left her handkerchief 
beside him to show that she had kept her faith. When 
the young man awoke and realized what had happened, he 
swallowed the handkerchief in atonement, then was 
filled with such a rage that the handkerchief caught 
fire, burning down the temple and the young man with 
it. 

Zhan Huo ya jE of the 7th Century B.C. was governor 
of LiuXia 4 F* in Lu.® , and later canonized as 
Hui #. . e was known as a man of such impeccable 
moral virtue that he could hold a woman on his lap 
without damaging his reputation. 

Yan Shuzi (4th Century B.C.) was a man of the Lu state 
who lived alone. When a neighborhood woman sought 
refuge with him one night after a devastating storm, 
he took her in but sat up himself until dawn, cupping 
a lighted candle in his hands. 

From a poem by Du Mu (803-852). 

i.e. an illusion. 

Manjusri represents Wisdom 49 and Samantabhadra 
Principles 3 , and are respectively the left and 
right hand assistants of the Buddha, 
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CHAPTER IV 

BUFFOONS 

There are two classes of monkeys readily 

distinguishable in Chinese literature, noted by Robert van 

Gulik in his fascinating study The Gibbon in China (1967). 

One was the gibbon, an elusive tree-top dweller, which 

would at dawn and dusk emit piercing, ululating wails in 

prolonged "concerts." The cry of the gibbon is often cited 

in poetry and prose, generally to evoke an aura of chill, 

loneliness and isolation. "The graceful movements of the 

gibbon and his saddening calls are referred to by nearly 

every poet who wrote from the 3d to the 7th century," van 

Gulik observes. In evidence he cites many passages, of 

which the following lines by Li Daoyuan di {3 AJ (d. 527 

AD) are typical: (Appendix 4:15) 

Every time when the sky has cleared on a 
frosty morning, when the woods are cold and the 
freshets quiet, there will always be the drawn-out 
calls of the gibbons among the tree-tops, long and 
utterly lonely. The echo is transmitted through 
the empty vales, in continued, mournful repetition. 
Therefore the fishermen sing about it: 

Long the three gorges of Pa-tung and of the 
Wu pass: 

When the gibbons call thrice, tears wet one's 
dress. (1) 

101 
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In contrast to the gibbon 145 , there were the noisy, 

quarrelsome macaques 1% . Macaques belong to the 

superfamily cercopithecidae, of which the Larousse 

Encyclopedia of Animal Life offers the following: 

Their habits in the wild state are well 
known. They are gregarious, and in bands of 
several dozens, each led by an experienced male, 
they scour their chosen hunting ground, which they 
defend fiercely against other bands intent on 
poaching. The leader is a well-tried, cunning 
chief, which always goes on ahead, sometimes 
climbing to survey the horizon. His cries report 
the results of his inspection and if all is well, 
the band continues, perhaps to a cornfield, where 
they scatter, though remaining under the control of 
the leader. First the cheek pouches are filled 
with corn, then the monkeys wander about, 
inspecting, testing, eating. The damage done by 
these animals is enormous, and they are among the 
most detested of their kind. (3) 

The macaca mulatta, rhesus macaques, were the 

predominant species in China and India; in Chinese, they 

were variously called hou jfz2 , mihou Js@ Xz , muhou§g 

Y#% » housun XZ f14 , wangsun I 1% (Jor husun FEA Ysa «The 

macaques were not retiring or mysterious; they bounded 

about on the forest floor and could easily be captured, 

subsequently to be exhibited in monkey-shows. 

Consequently, the aloof gibbon came to be likened to the 

"noble elite" 7B + and the macaques to "petty people" 

s+ A. + Following is an excerpt from an essay titled 

"Hateful Macaques" £74 . by the Tang poet Liu 

Zongyuan APF 7 (773-819 AD), elucidating vividly just 
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such an opinion of the two breeds. 

(Appendix 4:16) 

Gibbons and macaques dwell on different 
mountains; being of different nature, they cannot 
countenance each other. The disposition of the 
gibbon is quiet and constant, he tends to 
benevolence, humility, filial piety and compassion. 
Gibbons live together in orderly groups, and they 
drink one after the other. If through some mishap 
one should get separated from the others, he will 
wail in sorrow. When confronted with danger the 
gibbons place the weakest in their midst (so as 
better to protect them). They do not trample the 
crops in the field, and they will carefully examine 
the fruits of the trees to ascertain whether they 
are ripe; if so, they will call their comrades and 
start eating only after all have assembled, in 
peaceful enjoyment. They will walk carefully 
around young plants and tree sprouts on their 
mountain, so as to allow them to grow. Therefore 
those mountains where gibbons dwell are always 
luxuriant, 

The macaque, on the contrary, is by nature 
irascible and vociferous, They are always 
wrangling and shouting amongst each other, 
jabbering confusedly, and although they live in 
groups they are by no means well-disposed towards 
each other. While feeding they bite and snap at 
each other, they move about in unruly groups, and 
they don't observe a fixed order while drinking. 
They do not mind getting separated, and when 
confronted whith danger they will always put their 
weakest in front (so as to be able to escape 
themselves). They love to trample the crops, 
destruction and confusion follow in their wake. 
They will gnaw at unripe fruit and throw it away 
after the first bite. They steal people's food and 
gorge on it, stuffing their cheek pouches. Young 
plants and tree shoots on their mountain they will 
trample down or uproot, leaving the ground lying 
waste. Therefore the mountains where the macaques 
live are always bare. (3) 

Liu's sentiments were echoed by the Song painter Wen 

Tong < 18) (1019-1079 AD) in a poem dedicated to a pet 
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gibbon: 

(Appendix 4:17) 

The mountains of Min are unrivalled in 
height: 

From which of their countless ranges have 
you come? 

You never tire of climbing up and down the 
trees, 

You are truly possessed of unsurpassed 
skill! 

When you call at night you think of those 
sheer cliffs, 

Swinging at dawn you remember the creepers 
of old. 

Macaques can never be compared to you: 
Those serve only for being decried 

in writing. (4) 

The distinction between gibbons and macaques should 

be considered in evaluating monkeys in zaju as well. The 

animal in Yuan Ting Jing I {1% £% (WB 157) for example 

is in principle different from the animal Sun Wukong. The 

Xiyouji monkey is clearly of the macaque family, since all 

of his epithets which allude to the monkey denote the 

macaque, i.e. Sun Wukong J4 fz “2% , Sun Xingzhe ih iT 

—#, Hou Xingzhe XH 7% and the slur hu Sun #§ j& , 

vile Sun, where the surname Sun and the derogatory prefix 

hu are obvious puns (phonic and graphic) on hu sun YA 15% 

macaque. Furthermore, the characteristics of the Xiyouji 

monkey parallel Chinese perceptions of a macaque: it leads 

a life of disorder and devotes itself to pursuing passing 

fancies, for the Queen Mother's peaches for instance, with 

little concern for the effect of its actions on the 

environment or on people. 
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The monkey of Yuan Ting Jing is quite unlike a 

macaque, being largely a thoughtful, introspective creature 

with the aspirations of a human religious devotee: it seeks 

enlightenment. Its first appearance in the zaju is in the 

form of a lonely wood-cutter who converses with the abbot 

of a deep-woods monastery. In the third act, it actually 

takes up residence in the monastery, in the shape of a 

scholar with the last name Yuan £ and the given name Sun 

yk 

meditation, When in the fourth act it attains Nirvana, it 

and applies itself single-mindedly to study and 

reveals that in original shape it was a dark gibbon =“ 

JZ. 
The motif of Yuan Ting Jing was recurrent in 

~ traditional fiction and drama. The inborn spirituality of 

the gibbon induces it to assume human shape, usually that 

of a person with some degree of cultivation. It lives its 

life undetected, until some event (in this case, death) 

transforms it back into a gibbon, much to the amazement of 

its erstwhile (human) companions. Inherent in some such 

stories 1s a deep-seated admiration and envy of what is 

perceived to be the elevated, pure and unhampered life 

style of the gibbon. The following poem for instance is 

taken from one of the gibbon tales preserved in the Taiping 

Guangji AF JE ie , compiled in 978 AD. It is a 

written farewell left by an official's beloved wife of many 
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years, who, moved by the cries of the gibbons while on a 

journey with her husband, abandons her human life and 

returns to the forest, The sentiments expressed in the 

poem recall the cliche utterance of the hero/ine of a 

redemption zaju - at enlightenment: "At last I have 

awakened." 

Beguiled by love 
I stubbornly constrained my original nature; 
too lightly I transformed myself, 
and I was nearly lost. 
It is better that I now follow my 
companions into the mountains, 
where my calls shall resound 
among mists and clouds. (5) 

Al te IAT HE xb = 
TN SIE YS 
A Ae ff ¥ 8 % 

£ HF - Bo EE 

However, the literary reputation of the gibbon was 

not entirely spotless. The Taiping Guangji also includes 

accounts of beast-gibbons destroying property and injuring 

people, and of a "were-gibbon" who mauled and nearly killed 

her husband before she was uncovered and destroyed (van 

Gulik 67-72). In addition, there is the demon-gibbon of 

the Baiyuan Zhuan cycle, which abducts and ravishes women. 

Van Gulik (p. 67) opines that this is an ogre and not 

really a gibbon at all: its influence on the Xiyouji monkey 

will be treated later. 
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Further, there is in the Yuan Ting Jing zaju an act 

which rather muddles the usually distinct representation of 

gibbon and macaque. In Act 2, a gibbon steals into a 

monastery compound, introduces itself to the audience, and 

proceeds to sing (it is the lead role in this act) in a 

style suspiciously like that of Sun Wukong, the Xiyouji 

monkey, Thereafter it upsets furniture, heaves up the 

incense brazier, balances the lamp on its head, pulls on 

the monks' clothing. In a word, its behavior is suspi- 

ciously macaque-esque, and more precisely Sun Wukong-ish. 

(WB p.952; Appendix 4:17) 

(Enter Principal Male as a gibbon) 

Gibbon: (Sings) (Nanlll: Yizhihua) 

Tralala 
so lightly I clamber 
in the vines of the Underworld; 
Heigh~ho 
quickly I threw into disorder 
the domiciles of Heaven. 
I shoved askew the peak of Mt. Hua, (6) 
I yanked loose Jade Mountain's nidpovtion. 

7 
When I'm angry 
I churn the waves and oceans billow. 
When I'm at leisure 
I stir up the waters of rivers and lakes. 
Presently I'll journey into the forest, 
perform my myriad magic transformations, 
and show off my courage lively, 

my mind nimble, 
and my nature artful. 

(Liangzhou Digi) 

Just now 
I bathed below in the frosty stream 
to cool myself. 
Already 
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I've arrived at the tip of the pinnacle: (8) 
I frolic about and whoop. 
UP the blue pine tree I bound; 
I finger the twigs and fondle the leaves, 
pluck at the trunk and jiggle the branches. 
Dangling my arms and legs, 
I hang my whole body upside down; 
then with one somersault I'm a thousand 

rods high-- 
in a moment I've traveled ten thousand 

miles. 
I, 1,1 
once drank in stealth 
the elixir at the Porphyry Pool; (9) 
I, I, 1 
once plucked in stealth 
the leaves of luck on the Isles 

of the Blest. (10) 
I, I, 1 
once wrought havoc 
over the magic peaches in Heaven. 
These supernatural powers of mine 
are not insignificant, 
for in my belly I've an elixir 
to grant me immortality. 
I call up the wind and rain 
to vaunt my awesome majesty, 
then madly dash hither and thither 
upon the slopes before the forest 
in carefree happiness. 

(Speaks) I am a perspicacious, divine Immortal from 
Longji Mountain. I've lived there for more than 
a hundred, nay a thousand years. Just by 
listening to the scriptures and hearing the 
Buddhist precepts, I've become aware of the 
principles of Buddhism. Now I see that there is 
no-one in the chambers of the monks; I'll go up 
and listen a while. Ah--the door of the 
monastery is but lightly closed; I'll see what 
happens when I enter. 

(Sings) (Sikuaiyll) 

One hand joggles the door, 
two feet bound over the threshhold. 
I poke at the altar, rock the chairs, 
dangle from the rafters, 
rattle the lattices. 
I heave up the censer, 
grab the oil-lamp and place it on my head, 
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and kick over the alms-bowls. 

(Speaks) What fun I'm having in this monastery! 

(Sings) (Gewei) 

Broomstick-- 
I pick it up and sweep, sweep, 
sweep around the steps. 
Then rapidly 
I snatch up and CLANG the cymbals. 
I listen... 
and hear only the rustling 
of the leaves on the trees; 
but I worry that someone might come, 
so I glance left, 

glance right-- 
ah, it was only the wind 
moving the bells on the eaves. 

(Speaks) Up now on the couch for meditation. I'11 
sit here a bit. 

(Enter the Chan master) 

Master: I was just in the hall of contemplation up on 
the mountainside, deep in meditation, when all of 
a sudden I heard noises of someone, I don't know 
who, playing about in the Buddha's own temple. 
1'1i just go up to the front door, and see who it 
is...Ha ha ha! So it's a dark gibbon, fooling 
around in here! 

The inclusion of this scene suggests that at least 

for the purposes of lively drama, distinctions between 

gibbons and macaques were sometimes blurred. Yuan Sun 7 

3 is after all a pun on "monkey" Jf 2A -- both 

gibbons and macaques. This would explain in part why the 

pious gibbon would in such incongruous fashion begin to 

sing lines belonging to the rogue Sun Wukong: there is 

after all no doubt that his speech is incongruous, fer the 

characters of Yuan Sun and Sun Wukong are diametrically 
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opposed. The playwright(s), portraying this particular 

monkey-protagonist (Yuan Sun), could not resist including a 

segment taken from the successful stories of Wukong-- 

apparently a far better-known and beloved monkey-hero. 

In spite of this confusion, the fact remains that 

gibbons were metaphorically linked to the superior, 

philosophical man in Chinese literary tradition, so they, 

rather than the macaques, were adjudged more capable of 

religious feeling. One wonders how it was, then, that the 

developing legends of the great Tang dynasty monk Xuan Zang 

and his heroic mission to India (627-645 AD) should credit 

a macaque as the protector-guide, rather than the nobler 
11 

gibbon. 

Perhaps the stories of Wuzhigqi & (4%) Ah (=, 

2) RK, (Ff #6 Er ) played a role in the matter: by 

all accounts this early river demon was a macaque J7@ 

WS and Dudbridge lists a number of scholars, among them 

Lu Xun and Wolfram Eberhard, who have "lent their support 

to the theory that the figure Sun Wukong and his special 

relationship with the pilgrim Tripitaka owed a significant 

debt, perhaps even their derivation, to the legendary Wu- 

chihech'i." On Wuzhiqi, the demon-monkey, the Taiping 

Guangji (467:3845-6) offers a passage said to be derived 

from an ancient text called the Yuedu Jing % 4a . 

The following is Dudbridge's translation. 

(Ta Yu) captured a god of the rivers Huai and 
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Kuo named Wu-chih-ch'i. It answered readily when 
spoken to, explaining which were the deep and which 
the shallow parts of the Yangtze and the Huai, and 
how far the marshlands extended. In shape it was 
like a monkey, with flattened nose and high brow, 
its body black and head white, eyes metallic and 
teeth like snow. Its neck stretched out to a 
length of a hundred feet, its strength exceeded 
that of nine elephants. In attack it moved nimbly 
and swiftly: it was lithe and impetuous, and one 
could not keep it in sight or hearing for long. 
Yu...put it in the charge of Keng-ch'en, who was 
able to keep it under control...He fastened its 
neck with a great cable, pierced its nose (and hung 
there) a golden bell. He moved it to the foot of 
Kuei-shan in Huai-yin, with the result that the 
Huai thenceforth flowed peacefully into the sea. (14) 

The legend of Wuzhiqi and his confinement at Turtle 

Mountain came to be interwoven with the cult of the monk 

Sangha £2 {92 , "patron saint of all who worked and 
15 

travelled on water." Dudbridge cites the following: "Chu 

Hsi 4 (1130-1200), in a gloss from the T'ien-wen &K_ fi0n 

PE| section of his Ch'u-tz'u pien-cheng % F123 Hf Ko, 

observes: 

These words are no more than a popular 
tradition of the Warring States period, of the same 
type as the popular (tates) current nowadays about 
Sangha defeating Wu-chih-ch'i and Hsu Sun beheading 
the serpent-demon..." (16) 

The obvious parallels between Wuzhiqi chained at 

Turtle Mountain and Sun Wukong at Flower-Fruit Mountain, 

and between the monks Sangha and Tripitaka who alone had 

the power to control the beasts, are part of the evidence 
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by which Lu Xun et al assert that Wuzhiqi is the prototype 

of Sun Wukong. If there is truth in this, it would happily 

explain why Wukong is a macaque and not a gibbon. 

Whatever his background--and origins are not the 

focus of this study--the fact that he IS a macaque has had 

profound effects on the development of his character. We 

have ceen that the macaque was considered the rascally 

counterpart of the dignified gibbon. It would appear, then, 

that the partnership of sainted monk and rascally macaque, 

no matter how reverent or straight-faced the legend was at 

inception must sooner or later metamorphose into a COMIC 

tradition. The macaque, after all, is nature's own 

buffoon, with its apparently crazy and fremetic social 

behavior. The comic personality of Tang Seng's chief 

sidekick evidently proved to be such a popular success that 

by the time of the 16th-century novel, the disciple 

completely overshadowed the master. 

There is some evidence that the relationship of 

Tripitaka and Sun Wukong began as a staid one. Certainly 

Wuzhiqi was not comic; to the contrary, it was a 

threatening river-demon, held responsible for much loss of 

life in frequent, disastrous floods in the Huai region. 

The earliest appearance of Sun Wukong is found in the 

Kozanji versions of the Xiyouji story, dating probably from 
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the 13th century. Here, interestingly, Monkey is first 

introduced as a sober scholar # * dressed in white, who 

makes proper obeisance to the Master and carries on a 

dignified conversation with him--a figure rather different 

from the rowdy Monkey King of later versions. The 

following excerpt is taken from the 1954 edition of the Da 
17 

Tang Sanzang Qujing Shihua (Kozanji). 

(Appendix 4:19) 

(Section 2) They had passed through one nation 
already. One afternoon, they unexpectedly saw a 
scholar dressed in white coming towards them from 
due east. Presently, he bowed to the monk and 
said, "Ten thousand blessings on you! Where are 
you going today? Aren't you on your way to India 
to fetch scriptures?” 

The priest pressed his palms together and 
said, "I do have orders to fetch scriptures, as the 
people of the East do not yet have Buddha's 
teachings." 

The scholar said, "In two previous lives you 
set out to fetch the scriptures, but encountered 
difficulties on the way. This time again, if you 
should try it, you will die a thousand deaths." 

Queried the priest, "How did you come to know 
all of this?" 

The scholar replied, "I am none other than 
the bronze-headed, iron-browed King of eighty-four 
thousand monkeys in Purple-cloud Cavern on Flower- 
fruit Mountain. I have come today to aid you in 
your quest. Your journey will take you over a 
hundred thousand miles, through thirty-six nations, 
and into the thick of a host of disasters." 

The priest responded, "If I am to obtain your 
help, it must be by Heaven's decree. The people of 
the east have today been granted a great bounty!" 

Thereupon they changed his name to Novice 
Monkey jJ{Z 7% % 
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The tenor of the narrative here differs noticeably 

from later versions of the Xiyouji. The Kozanji Monkey is 

a free agent, and more human, less monkey=--that is to say, 

more reasonable and less outlandish--than his later 

counterparts. Even the account of what is in later 

versions the famous disturbance in heaven is comparatively 

sober here. In the Kozanji account of the stolen peaches, 

Tripitaka is so accepting of Monkey's past activities that 

he wishes the disciple would repeat them, so that he, the 

monk, too may have a taste of celestial peaches. In the 

Kozanji version then, Monkey is not the uncontrollable, 

hyperactive creature of later portrayals. Here he is 
18 

actually admirable, as in the following segment. 

(Appendix 4:20) 

(Section 11) They had journeyed several 
hundred miles, when the priest sighed in fatigue. 
The Novice Monkey said, "Journey on, Master. Fifty 
miles ahead we will arrive at the Pool of the Queen 
Mother of the West." 

The priest asked, "Have you been there 
before?" 

Replied the Novice, "When I was eight hundred 
years old, I came once, stole some peaches and ate 
them. Now I've reached the age of twenty-seven 
thousand years, and I haven't been back yet." 

The priest said, "I hope the peaches are ripe 
today; , then we could pilfer three or four of them 
to eat. 

Cried the Novice, "Just because I ate ten 
peaches in stealth when I was eight hundred years 
old, the Queen Mother had me arrested and beaten, 
eight hundred blows on my left side and three 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



115 

hundred on my right with an iron cudgel, and 
banished me to Purple-cloud Cavern on Flower-fruit 
Mountain. Even now my sides still hurt, I 
certainly will not dare to steal any more today!" 

At this the priest marveled, "Our Novice is 
truly a deity of the highest order. When first he 
told me he'd seen the Yellow River run clear nine 
times, I suspected he was telling me a lie. Now he 
informs us he came in his youth to steal peaches; 
what he said before must have been true, then." 

The mood of the Kozanji narrative is kin to a 

literary chuanqgi story of the supernatural: it imparts 

wonder and a sense of dread. The Monkey Novice here is a 

solicitous companion who defends his Master from demons 

that are shudderingly three-dimensional. His art of battle 

too is earnest and deadly, in contrast to the waggish 

tactics of the later Monkey who delights in toying with his 

opponents. This is attested in the following excerpt. 

(Appendix 4:21) 

(Section 6) Halfway through the cleft, the Monkey 
Novice said, "My Master, did you know there is a 
White Tiger Spirit on this range? It often deals 
in sorcery and black magic, and even goes as far as 
to eat humans." The Master said, "No, I didn't." 

After a long while, before their eyes the 
clouds behind the range grew dark and the mists 
threatening, and a fine, driving sleet pelted down. 
Within the rain and mists, there appeared a woman 
dressed in white: a white gauze shirt on her 
shoulders, a white gauze skirt wrapped around her 
waist, a white peony in her hand, her face like a 
white lotus, and ten fingers like white jade. 
Gazing at this bewitching apparition, a gleam of 
cold perception lit Monkey's eyes, and he said, "My 
Master, don't go any further. This is surely a 
demon. Wait till I go up and ask its name." 

Monkey Novice glared and shouted, "What 
manner of apparition are you? Where do you hail 
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from, supernatural being? If you've been for ages 
a demon, why not return quickly to your own cave? 
If you are a phantom, change your shape most 

urgently and conceal yourself. If you are a young 

woman of the human race, inform us of your name 

immediately. Should you hold back or keep silent, 
I'll smash you into powder and dust!" 

The woman in white, hearing the harshness of 
the Novice's words, now took a few steps forward, a 
smile flickering on her lips. She asked the Master 
and his companions where they were going. The 
Novice said, "Don't ask our route, we journey for 
the good of the people in the East. I suspect you 
are the White Tiger Spirit from the Cleft of Fire; 
yes, this must be so!" 

Upon hearing his words, the woman spread her 
jaws and let out a great yell; suddenly the skin on 
her face crinkled, she sprouted fangs and claws, 
waved her tail and shook her head: the creature was 
five zhang in length. Before the travelers could 
recover from their shock, the mountainside seemed 
to be full of White Tiger. 

Then the Monkey Novice took his gold-ringed 
staff and turned it into a raksha, its head 
touching the sky as its feet stood on the ground, 
brandishing in its hands a demon-felling cudgel. 
Its body was as blue as indigo, its hair a blazing 
cinnabar red, and flames leapt a hundred feet from 
its mouth. 

In a moment the White Tiger Spirit, roaring, 

had advanced to engage with the ‘enemy, but was 

beaten back by the Monkey Novice. Shortly, he 

asked if the Tiger Spirit was willing to surrender. 
Responded the Spirit, "I won't surrender!" The 
Monkey Novice cried, "If you don't surrender, watch 
out for an old Monkey in your belly!" The Tiger 
Spirit heard him, but wouldn't surrender. 

Thereupon the Novice called out "Monkey!" and 
Monkey answered from within the belly of the White 
Tiger Spirit. Then the Tiger Spirit dropped its 
jaw and disgorged a monkey, which crouched on the 
ground by its face, some two zhang in height, with 
two blazing eyes. Again the White Tiger Spirit 
cried, "I won't surrender!" and Monkey Novice 
siad, "Then there's another in your belly!" Again 
the Tiger dropped its jaw and disgorged a monkey, 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



117 

which crouched on the ground by its face. The 
White Tiger Spirit cried yet again, "Won't 
surrender!” and Monkey responded, ''There will be 
thousands upon millions of old Monkey in your 
belly; if you throw up from today till tomorrow, 
from this year till next year, from this life till 
your next life, you'll never be rid of them!" 

When the White Tiger Spirit heard these 
words, fury flared up in its heart. Thereupon the 
Monkey Novice changed himself into a great rock, 
which began to expand slowly within the belly of 
the Tiger Spirit. He then ordered the demon to 
disgorge it. Dropping its jaw, the Tiger Spirit 
made a desperate attempt but could not manage; it 
saw instead its own belly splitting apart, and 
blood streaming from its seven apertures. Monkey 
then commanded the =raksha to complete the 
slaughter. The Tiger Spirit was smashed to bits, 
its very bones ground into powder; thus was it 
utterly destroyed. 

This gruesome account contains little of the playful 

roguishness that came to characterize Monkey in later 

versions. Even the attack from within the belly of the 

enemy, a typically impudent Monkey trick that is described 
20 

with great comic aplomb in the 100-chapter novel, is here 

related with such dispatch that the comic potential of the 

scene is totally obscured. 

Still, the seeds of comedy were sown the moment 

Tripitaka and Monkey joined company. The basic incongruity 

contained in the matching of a Buddhist priest with a 

monkey (macaque) for a principal disciple could not have 

been lost on the medieval Chinese: this is attested to by 

the following evidence from Dudbridge. 

There are two slight but interesting traces 
of literary evidence (on Monkey) to be found in the 
work of ‘the prolific poet Liu K'o-chuang (1187- 
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1269). Both occur in groups of epigrammatic six- 
syllable verse. The first, under the general 
heading of 'Buddhist and Taoist themes,' forms one 
line of the stanza: 

From one stroke of the brush it was possible 
to learn the sense of the Surangama (sutra), 
Yet three letters accompanied tha 
presentation of a robe to Ta~-tien. 
To fetch scriptures (it was necessary to) 
trouble the Monkey Novice-Monk (Hou Hsing-che). 
In composing verse (the Buddhists?) do not 
rival Ho A-shih. 

My translation of this allusive and cryptic 
verse is both free and tentative, but it seems 
clear from this and the other nine quatrains of the 
group that a vigorous anti-Buddhist (and elsewhere 
anti-Taoist) lampoon is intended: the allusion to 
Ta-tien alone carries this implication, and it is 
possible to take all the other allusions in a 
similar sense. Fortunately the line concerning Hou 
Hsing-che is the least problematical of all: Liu 
K'o-chuang ridicules the degrading of Hsuan-tsang's 
great mission to the west into a story in which the 
traveller depends on the support of a fantastic 
monkey. (21) 

Thus whether or not comic versions of the Xiyouji 

existed at the time of the Kozanji pinghua, the basic 

incongruity of the thematic material, essential for the 

generation of comedy, had definitely been established. By 

the middles sources--the Xiyouji fragment in the Pak Tongsa 

Onhae and the 2zaju Xiyouji--the monkey figure is a 

decidedly comic one. Pak Tongsa preserves an excerpt from 

a 14th or early 15th century vernacular popular story which 

relates the pilgrims' adventures in Cart-slow Kingdom. 

These same adventures are recounted in elaborate detail in 

the léth-century novel Xiyouji. The passage included below 
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is taken from Dudbridge's translation of the Pak Tongsa 

Onhae fragment, dealing with Monkey's pranks that 

eventually precipitate an angry challenge to an occult 

duel, issued by the rival Taoists. 

(Appendix 4:22) 

One day the Taoists were holding a grand 
service to the Taoist Heaven. Tripitaka and his 
disciple had just come to the Chih-hai Ch'an 
Monastery in that city to spend the night. They 
heard the Taoists sacrificing to the stars. Sun 
Hsing-che explained to his Master (what he was 
going to do), and went to hide on the altar-site of 
the Grand Service to Heaven. He stole and ate the 
tea and fruit offered in sacrifice to the stars, 
and also gave Po-yen a blow with his iron cudgel. 
A junior Taoist came forward to have the lamps lit, 
and he too received a blow from the iron cudgel. 
Po~yen said: "This bald fool is ill-mannered!" And 
then he lost his temper and went to report it to 
the king. 

As the king of Cart-slow Kingdom was allowing local 

Taoists to terrorize Buddhists, Monkey's objective was to 

relieve the Buddhists of their oppression. Rather than 

tackle the task head-on, however, the rogue-disciple chose 

an oblique, comical route by first riling his opponents so 

badly that they must seek revenge. As he expected, they 

challenged him to a duel which Monkey is quite confident of 

winning. This circuitous, heckling mode of dealing with 

his enemies contrasts with the Kozanji Monkey's direct 

approach, and has more comic potential. 

The monkey~-disciple as he appears in the Pak Tongsa 

Onhae fragment, the Xiyouji zaju and the novel is without 

doubt a figure of comedy. This development was inevitable, 
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given that the simian-companion was a macaque: comic 

passages about macaques appear as early as the Zhou 

dynasty. Consider the following well-known passage from the 

Zhuangzi (Chapter 2): 

A keeper of monkeys addressed them regarding 
their daily ration of chestnuts: "At dawn you 
shall have three each and at dusk four." Hearing 
this, the monkeys were all enraged. "Alright," the 
keeper cried, "Then you shall have four each at 
dawn, and at dusk three." At this the monkeys were 
overjoyed. 

JN Fe Bl = HE wf nhA4R 

=I EEN STR RF 
This, speculates van Gulik, "is a story about captive 

macaques, presumably kept by a travelling showman. Here 

the macaque stands for man, extremely greedy but easily 

deceived by a specious argument." There is no external 

evidence that the monkeys belonged in a show, but based on 

the passage itself, it is the most reasonable conclusions. 

That is to say, whereas a man who could afford to keep a 

horde of monkeys just for amusement would not likely have 

to quibble about the number of chestnuts they consumed a 

day, a poor showman who made his living off the animals 

might very well be frugal with their rations. 
24 

The following account from the Taiping Guangji 

describes a monkey show which took place more than a 

millenium later, but which may have been similar to the 
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hypothetical show by Zhuangzi's monkeys. 

(Taiping guangji 446/7; Appendix 4:23) 

In Shu (Sichuan) was a man named Yang Yudu 
who was expert at handling macaques. In the 
marketplace he set them to begging for alms, as a 
result of which he could at times keep and feed 
more than ten monkeys. 

These animals could understand human speech. 
Sometimes their master made one mount a dog and 
ride like a cavalryman. Panting, its tail tightly 
curled in, it rode with a whip in its hand to urge 
on the dog, a cap on its head and boots on its 
feet. Its antics moved all (the spectators) to 
laughter. If told to imitate a drunkard, it 
collapsed and lay on the ground, and even continued 
prodding could not make it rise up again. 

Then Yudu would shout out, "The watchman is 
coming!" but the creature lay there uncaring, 
refusing to budge. "The executive censor 1s 
coming!" he'd shout, again to no avail. But when 
he merely whispered, "The councilor is coming," the 
beast would leap up and dash -away, its eyes 
flashing in alarm, feigning mortal terror, and 
causing thereby the audience to break out in peals 
of laughter. 

Note: The councilor was a ubiquitous figure 
charged with inspecting matters within and withou 
the Imperial court. Since he was very severe, 
everyone was afraid of him; hence this Soke. 

Here is evidence of monkeys trained for popular 

entertainment in medieval China; in all probability, ever 

since China had marketplaces, showmen made a living by 

exhibiting them, as they still do in many parts of the 

world. Monkeys are remarkably human in some respects and 

quite wun-human in others: a curious paradox. They are 

neither life-threatening (as are beasts of prey), nor are 

they usually beneficial (as are domesticated animals). 
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They may be captured and tethered but they never wholly 

capitulate, often remaining willful and thoroughly perverse 

to the last. Furthermore, they are notoriously restless. 

Much of their activity in the wild seems to be pointless, 

their curiosity often driving them to destroy as much food 

as they consume. In captivity this restlessness wreaks 

havoc with the human ideals of orderliness and precision. 

The monkey Sun Wukong, as he appears in the zaju, is 

in like manner a paradox. To Tripitaka he is not truly a- 

friend; for his first impulse was apparently to devour the 

monk; if the Buddhist pantheon were to relax its head-lock 

on him even for a moment he would be a disciple no more. 

Yet he is not a foe, for he does in fact assist Tripitaka 

through the many perils which beset him. 

To this point it has been argued that the association 

between Sun Wukong and Tripitaka conjoined with the further 

fact that Wukong is a macaque, was probably the most potent 

force for generating comedy in the Xiyouji tradition. The 

following section discusses the extent to which Wukong's 

antics derive from the observable behavior of the macaque, 

specifics of Monkey's behavior and the possible contribu- 

tion of this behavior to the comedy of the zaju. 

Let us here recall the Larousse Encyclopedia of 

Animal Life. "The leader (of the macaques) is a well- 

tried, cunning chief, which always goes on ahead, sometimes 

climbing to survey the horizon." Popular depictions of Sun 
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Wukong, which show him scanning the landscape with one hand 

shielding his fiery eyes, are congruent with factual 

"monkey-king" behavior. Mythology elevates his position 

from tree and rock to the clouds, while Tripitaka and the 

others stand in the stead of the macaque troop. 

Furthermore, Wukong in the 3zaju is predisposed to be 

restless, meddlesome and boastful. One is reminded of Liu 

Zongyuan's "Essay on the Hateful Macaques," part of which 

has already been cited above. 

(Appendix 4:24) 

The macaques are hateful, alas, these goblins 
of the mountains, are not they like bandits and 
robbers? They jump about shouting, baring their 
teeth at everything they see. Their attitude to 
their surroundings is marked by destruction, and 
they fight amongst themselves. They oppose and 
fight everything that is good, then go about 
boasting confusedly. They steal the food of the 
country folk, ignorant of mine and thine. They 
stuff their cheek pouches and fill their bellies, 
then go about loud and boastful. They will fall 
upon the finest trees in the forest and leave them 
bare skeletons, they destroy the fruit and then 
start to wrangle angrily. The country people are 
full of distress and wail to high heaven. Hateful 
indeed are the macaques, everyone knows those 
mountain goblins! (25) 

On a number of occasions, Sun enters and instructs 

his companions to wait, while he scouts the countryside. 

In Scene 14, he departs the village while the others sleep, 

because, he grumbles, he is "bored." Prowling on the 

mountainside, he chances on the pig-demon with a young 

lady, and initiates a chain of events that results in the 
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eventual capture of the pig; in the meantime however, 

Tripitaka has scolded him for "making trouble again." 

(14:669; Appendix 4:25) 

Monkey: Master, stay here in this village and rest. 
I'm feeling restless at heart. I wonder how high 
this mountain is? I'll go measure it and see. 

(Pantomimes climbing the mountain.) 

What a high mountain! What a bright moon! I'll 
leak a pile of piss...wuh! That black fellow, 
halfway up the slope, accompany someone...it's 
another demon, too. I'll listen to what he's 
saying. 

Pig: Sister, sing for me while I drink. 

Monkey: That whoreson likes things as I do. 

Pei Girl: What would you have me sing, venerable 
spirit? 

Pig: Sing "Remembering Nu Jiao." 

Monkey: "Remembering Nu Jiao!" I'll have you swallow 
this rock, first! 

(Pantomimes hitting Pig, who falls.) 

Monkey subsequently loses the Pig in the hills, but 

manages to speak to the captive lady, who inexplicably 

(except, of course, to prolong the act) does not flee home 

at once with him, but simply asks him to take a message to 

her father. Monkey returns to the village where Tripitaka 

is waiting, and without a word said about the night's 

adventures, they journey on to the girl's hamlet, where her 

father (Squire Pei) and father-in-law (Squire Pigue) are 

about to come to blows. 

(15:671; Appendix 4:26) 
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(Enter Priest of Tang and followers.) 

Priest: Here we are at the Black Wind Mountain. I 

see a crowd of people in an uproar. Why are you 

quarreling? 

Squire Pigue: Master! My name is Pigue and I only have 

this one son. Early in childhood he and Squire 

Pei's daughter cut shirt and gown and were 

betrothed. But who can tell the fates: Heavenly 

fire consumed our family fortune and we were 

impoverished. That fellow Pei thereupon had 

second thoughts, but my wife and I were adamant-- 

we refused to renege on the contract. The day 

before yesterday he came over, claiming that my 

son had abducted his daughter. The old fox must 

have married our daughter-in-law off to some 

other family! I'll drag him off to see the 

judge! 

Priest: Goodness! Goodness! Who ever heard of such 

a thing! 

Monkey: Hey, old man! So your last name is Pei? 

Squire Pei: My last name is Pei. 

Monkey: Stop fussing! Stop fussing! If you wanted 

your daughter back, you should have come 

straight to me. Your daughter is neither tall 

nor short, has a good deal of charm, and is 

familiarly called Haitang. Is this so? 

Priest: You wretched Monkey, you are making trouble 

again. How could you know all this? 

Monkey: Don't ask me how I know or don't know. 

Here's a little tune called Chao Tianzi. 

(Sings) (Zhonglll: Chao Tianzi) 

01d Pei, hear me. 

I'll tell you, oh, so clearly. 
The son of the Pigues was your groom-to-be. 

The good match however is still not made : 

for one of the households lives in wealth, 

while the other is in poverty. 

The girl meanwhile is captive in a cave, 

guarded by a black monstrosity. 

Squire Pei: Dear brother, how do you know this? 
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Monkey: (Sings) 

You ask me 
how I know? 
Why, quite naaa-turally. 

(Speaks) 

Just tell me, 

(Sings) 

to whom does this 
handkerchief belong? 

(Squire Pei pantomimes weeping.) 

Squire Pei: That is my child's. Brother, where did 
you see her? 

Priest: Novice, how did you come to know this? 

Honkey: Listen, and your disciple will tell you all. 
quire Pei, my master is journeying to India to 

fetch scriptures. In the night we stopped at a 
rural compound and asked for lodging. My master 
fell asleep but I couldn't, so I went up on the 
mountain to look around. 

Halfway down the mountainside I saw a man 
with a bright gauze hat and a black face, 
drinking wine with his arms around a woman. He 
asked to woman to sing "Remembering Nu Jiao." 
Seeing this, I heaved up a great rock and hurled 
it down at him. There was a clap of thunder-- 
then the whoreson had gone, disappeared, and only 
the woman remained. 

She told me, "I am the daughter of Squire 
Pei, and my given name is Haitang. I was to be 
the wife of Squire Pigue's son, but my father and 
mother would not allow it. So every night I 
burned incense and prayed to Heaven. Suddenly 
Master Hogg appeared before me, saying "My family 
is impoverished; I've come to fetch you home." 
But it was this monster in the form of Master 
Pigue--he abducted me and is holding me captive 
here. Carry a message home for me!" When I 
asked her what I could use for proof, she gave me 
this handkerchief. 
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There, I've told you all, so now you know 
where your daughter has gotten to. She is being 
ravished by a monster, and you two are squabbling 
here at home! 

What is of particular interest in this sequence is 

the pivotal position assigned to Monkey's restlessness, 

which, as noted before, sets off a chain of events leading 

to the recruitment of the second disciple. It is entirely 

by Monkey's whims and antics, described with much glee by 

the hero himself over Tripitaka's fretful rumblings, that 

the party is involved in the dispute between the humans and 

the pig-demon. Monkey's penchant for meddling is thus 

highlighted; his speech prior to the revelation to the 

parents, which begins with "Stop fussing! Stop fussing!" 

and includes the playful verse, is an illustrative gem of 

his teasing, impudent nature. While he chortles, the 

humans look on perplexed--a characteristic human response 

in face of macaque frenzies. The novel's version of the 

episode depicts a somewhat more restrained Monkey. There, 

the entourage is approaching a village, and Monkey has gone 

ahead to look over the inhabitants and secure lodging for 

the night. He encounters a young man from a family which 

is being plagued by a pig-demon; the boy is out on a hasty 

errand to locate an exorcist, and although he has no desire 

to confide in Monkey, he is quite brutally forced to give 

an account of the havoc caused by the pig. The monkey=- 

hero of the novel is in this instance not as capricious 
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as his counterpart in the zaju; the novel Monkey is after 

all on a scouting mission at the behest of Tripitaka, 

whereas Sun of the zaju for no defensible reason roams 

abroad to "measure the height of the mountain." 

The Monkey of the novel furthermore has spiritual 

aspirations. He obtained insight as well as magical powers 

in the course of his apprenticeship to the Chan master 

Subodhi, and can intelligently discuss the Heart Sutra with 

Tripitaka. C.T. Hsia points out, "During pauses between 

adventures, ...it is Monkey with his far superior spiritual 

understanding that repeatedly asks his master to heed the 

sutra. The zaju Monkey can boast no such understanding; 

specifically, there is an episode in Act 21 which pointedly 

ridicules his lack of insight. In the following excerpt, 

Wukong apes his master's recitation, but subsequent 

questioning. reveals that he has not the feggiest notion of 

its meaning. The singer is a poor woman with vast 

religious knowledge, living on the outskirts of Buddha's 

paradise in India. 

(21:687; Appendix 4:27) 

(Enter Monkey.) 

Monkey: Obeying my master's holy command I've come 
ahead of the rest. Where am I? ’ 

Poor Woman: (Sings) 

I see a man 
speaking loudly, 
walking with hurried steps, 
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a black band on his head, 
a plain cassock on his back, 
hurrying towards me... 

Monkey: (Shouts) Mother! Mother! 

Poor Woman: (Sings) 

And unremitting cries of "Mother!" 
tumble from his throat. 

(Tianxiale) 

Whence have I the fortune 
to have found an ape friend 
deep in these hills? 

Monkey: Mother, I'm a traveller passing through 
these parts. 

Poor Woman: (Sings) 

Let me ask you, 
where have you come from? 

Monkey: I am the first disciple of Tripitaka of Tang. 

Poor Woman: (Sings) 

The Priest of Tang 
is surnamed Chen. 

Monkey: I've been with the master for so long, yet I 
never knew his name. You, who live hundreds of 
thousands of miles away, how did you come to know 
it? 

Poor Woman: (Sings) 

Without leaving my door 
I know the origins of all under Heaven. 
You, 
though you follow your principles 
and suffer bitter tribulations, 
you cannot even tell me 
the real meaning of a single chapter 
of the Diamond Sutra. 

Monkey: Do you really think I don't understand the 
Diamond Sutra? Many times have I listened to the 
master reciting it. "The mind past is 
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unattainable. The mind to come is unattainable. 
The mind of the here and now is unattainable.” 
How can you say I don't understand it! Just you 
mind me, woman. Keep your mind on your own 
business, and never mind the rest. Sell me a 
hundred strings of those wheat cakes; after I've 
had a snack, I'll expound the scriptures for you. 

Poor Woman: Wretched Monkey! Playing with your iron 
tongue in my presence. So you wish me to mind 
you? Tell me, just which mind would you have me 
mind, the mind of the past, the mind to come, or 
the mind of the here and now? 

Monkey: What a tough old lady! 

Poor Woman: (Recites) 

The mind embodies nature, 
nature displays the mind. 
Whether either or both exist, 
one can only tell when they stir. 

Now answer me this: have you a mind or not? 

Monkey: Of course I had a mind, but my asshole got too 
wide and it fell out! 

Poor Woman: Wretched, ill-mannered monkey! 

(Sings) (Nachaling) 

Since you have a mind, 
you cannot survive. 
Since you have a mind, 
you cannot see or hear. 
Since you have a mind, 
you can have no peace. 
What is past, 
you'll never know. 
How can you believe 
what is yet to be? 
Go-- 
discuss it at length with your master. 

Monkey : I've come a hundred thousand miles, only to be 
umiliated by the questions of an old hag! 

This exchange echoes human complaints against macaques. 

Unlike the gibbons, whose distant, other-worldly wails fill 
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the heart with melancholy, the clamor of a macaque is merely 

a nuisance. Thus, the zaju Sun Wukong's dialogue is baseless 

gobbledygook which he serves up in a fast-flowing stream. 

The god Erlang in Act 16 comments drily on this 

characteristic: 

(16:674) 

"This Monkey Novice's words 
run well ahead of a team of four swift hotrSés." 

hor AE EER TT 
It is a put-down; gods and superior men are never 

garrulous, particularly when as in this case they cannot back 

up their words with proof of understanding. 

To this point, the excerpts from the 2zaju have 

illustrated aspects of the personality of the zaju Sun Wukong 

that might be directly attributable to the observable 

behavior of macaques. However, there are further traits 

which, if not attributable to the behavior of the macaque, 

are also not incompatible with it. Namely the zaju monkey 

swaggers, is boastful, and uses bad language. By 

interpolation, macaques as xiao ren (petty persons) could 

easily be imagined to brag during their noisy, screeching 

quarrels. In this respect there is conceivably an overlap 

between the buffoons of the animal world and those of the 

theater. The traditional roles of jing S¥ 

(comic/villain) and chou FZ (clown) in drama entail much 

waggish tomfoolery: actions in careless defiance of 
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convention, speech peppered with scatalogical references, 

leering lust, slapstick. A good deal of Monkey's behavior 

in the Xiyouji zaju is no more than that which is typical 

of the jing or chou role. To quote Shih Chung-wen: 

In the Yuan plays, the ching, the painted 
female role (ch'a San) and the ch'ou, are all 
comic roles, and they lend comedy to all the scenes 
in which they appear. Coarse humor, slapstick 
comedy, extravagant fantasies and villainy are 
their trademarks. (27) 

The Xiyouji =zaju is unique among the Yuan plays in 

that no role-titles are provided for the characters. 

Tripitaka for one would have been difficult to cast: 

although he is the nominal hero, he is not a singing hero 

(see discussion in Chapter II), and to cast him in any of 

the supporting male roles, fumo &l * zhongmo pr 4 4 

or wai 4h , would not do justice to his status as the 

leader of the pilgrimage to the west. Monkey on the other 

hand would have been an admirable jing, a comic/villain-- 

not a chou because that role lacks the depth and resonance 

of a jing. A chou is quite simply a clown. At times a 

jing is also no more than a clown, in which case the jing 

is interchangeable with the chou, as in YQX 65 (p. 1135 

ff), Debtors and Creditors % ® fz , where the two 

minor characters Liu Longching #4§ % yep and Hu Zizhuan 

#A J 4% are first introduced as the jing and chou 

respectively, but a page later appear to have reversed 

their roles, with Liu now the chou and Hu the jing. 
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Doubtless this was merely a copying error in the 

transmission of the script; still, it shows how indistinct 

the two roles can be. 

The jing however is further identified as the 

villain, and in this role he is often not merely a comic 

extra but an essential character in the play. Guan 

Hanqing's historical tragedy Mourning for Cunxiao 

3 4 # , WB 104, for instance, features the evil 

minister Kang Junli as a jing, who by his ruthless plotting 

against Cunxiao, the principal male, ultimately causes the 

death of the loyal general. It is in this capacity as a 

"mover and shaker" in drama that Monkey suits the jing 

role, and a portion of his portrayal in the 2zaju is 

characteristic of jing behavior. 

Sun's encounter with the Poor Woman in India, for 

instance, illuminates one aspect of his comic incompetence, 

a favorite jing (and chou) theme in zaju. There is no 

doctor, for example, who does NOT tread the boards as a 

bumbling incompetent; a typical self-introductory verse for 

a physician is as follows: 

(Dou E yuan, Act I) 

I diagnose disease with care, 
and prescribe according to the medicine book. 
I cannot bring dead men back to life, 
but the live ones by my doctoring often die. 

(Tranlated by Shih Chung-wen) 

(cf. Jiang Sangshen, Bi Taohua) 
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JE #9 p) 

Many a judge and bailiff too, are famous 

incompetents. The following entrance verse appears 

verbatim in no less than four zajus of courtroom drama: 

YQX 33 The Boy Shennuer AF 4 Hs , YOX 39 The Kerchief 

Hy Eg & ; YOX 44 Rescue of a Filial Son #£% #4 F 

and YQX 79 The Moholo Doll Ji 4A #& 

His Honor is as pure as water, 
the bailiff as white as flour. 
Just you add the one to the other, and 
Behold! Verdicts as clear as paste. (28) 

TNE RAK 
sh ip 2 He Fi 
A F147 — A= 
BE WR - KF 

Finally, clergy who are ridiculed were discussed in the 

previous chapter. 

There appears too to have been a minor traditiom in 

Yuan zaju of saucy novices ITH who pilloried their 

: : JE WZ masters. WB 103 Peidu Returns a Girdle # id 5 & 

features a cheeky young novice who quips disparagingly 

both about his religion and his master: 

(WB:21; Appendix 4:28) 

(Enter Buddhist elder with a jing as a novice.) 
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Elder: There is nothing to do today. I'll go to the 
abbot's chambers and visit a while. Novice, 
guard the gates; let us see who will come calling 
today! 

Novice: (Chants) 

Amida Buddha, Amida Buddha, 
Nama muttonhead stewed in herbs--ah, 
Amen, amen, ah-women, women, 
Oh Godhead, oh soft breasts. 

(Speaks) 

I will, master! 

(Enter the Secretary Wang.) 

Wang: I am Wang Yenshi. Here I am now at the White 
Horse Monastery. Novice! Where is your master? 

Novice: My master's not at home! 

Wang: Where did he go? 

Novice: He went to the nun's cloisters to celebrate 
the birth of a brand new baby! 

Jing or chou novices also appear in YQX 71 Dongpo's 

Dream ® E74 % » YOX 77 Converting Liucui JE op 2 , 

WB 156 Yellow Flower Gully J J, +A and WB 157 The 

Pious Gibbon JE §% 4% . In YQX 60 The Bamboo Leaf Boat 

ss ¥ 5 a boy-novice AT # on numerous occasions 

expresses his utter contempt for monastic life. He objects 

to being called a "little monk" Jv fe 3) » and sneers 

that his master "stealthily looks at other people's wives 

while he pretends to read the scriptures.” #4 gg J fa 

SR AE ASR AK, 
On occasion he pretends to address his "master's wife" 

? IA) - 2 B# KX A4E ; of course, no such person exists. 
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Thus if Monkey is irreverent towards Tripitaka, it 

falls within jing traditions. Actually, Monkey is rather 

mild in his dealings with the monk, all things considered. 

He is cheeky at times, as the following passages show, but 

he could be worse--he seldom ridicules Tripitaka directly, 

as others have (see previous chapter) and as Monkey does 

with others. In the first excerpt below, the party is 

approaching Iron-cash Peak and they encounter an Immortal, 

who dispenses some advice. 

(18:681; Appendix 4:29) 

Immortal: Not five hundred miles from here is a 
mountain called the Fiery Mountain. To the east 
of it lives a woman called the Iron-fan Princess, 
on Iron~-cash Peak. She wields an iron fan that 
is over a thousand catties in weight. It has 
twenty-four ribs and regulates the year's twenty- 
four periods. Sweep it once and the wind picks 
up, twice and the rains fall, three times and the 
flames die out. Only then will you be able to 
pass over the mountain. 

To this, Monkey responds, "I have a bladderful of piss to 

unload, that will put the flames out;" which causes 

Tripitaka to snap, "Novice, stop mouthing such rubbish!" 

Later, on the party's approach to Woman's Country, Monkey 

takes a rare direct poke at Tripitaka. The monk has 

timidly queried, 

"Black-wind Mountain is behind us, and we've come to 
Woman's Country. Novice Monkey, what ever are we to 
do now, here in Woman's Country?" 

This time it is the disciple who snaps: 

"Master. I have muscles of brass, bones of iron, eyes 
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of fire, pupils of gold, a leaden asshole and a prick 
of pewter. If you are afraid of an encounter here, 
master, I'd rather not be your disciple!" 

In dealing with his opponents, however, Monkey is 

hardly so circumspect. Witness the derisive sparring that 

is the prelude to the battle between Monkey and the god 

Nacha. 

(9:657; Appendix 4:30) 

Monkey: With one somersault I can cover one hundred 
and eight thousand miles, so who is to catch me! 
I climbed this tree, changed into a moth, and 
watched those pizzles hustling for nothing. 
Sending my wife back to her native land, indeed! 
I'll go back into my cave now and block up the 
entrance. Then no matter who comes calling, I 
won't open up. 

(Enter Nacha.) 

Nacha: Where can that wretched monkey have gotten to? 
As far as I can tell, he can only be inside that 
cave. 

(Pantomimes calling.) 

Monkey: Now that's a pity. So the little boy has 
come to worry at me too. Well, I'll just go out 
and see what he does. Hey, you little whoreson! 
Was it your mama who sent you to pay your 
respects to me? 

Nacha: You damnable monkey! Your grandfather has 
been waiting for you a long time! 

Monkey: Ha! What could YOU do? 

Nacha: You can make fun of me now, but just remember, 
I'm the leader of eight million heavenly 
soldiers. Have a taste of my three-headed, six- 
armed powers! 

(Pantomime battling. Monkey pantomimes fleeing.) 

In the Chinese scheme of things, a generational elder 
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is one's superior; so when Monkey insults Nacha by calling 

him a "little boy," Nacha returns the insult with double- 

potency by claiming that he, Nacha, is TWO generations 

above Monkey. 

Monkey's recurrent use of foul language is but 

another aspect of typical jing rowdyism. As buffoon, he 

appropriates to himself the universally recognized license 

of the comically insane, to desecrate with impunity the 

temple of social mores. Invectives fly freely in the 

course of any confrontation--obscene, scatalogical or just 

plainly insulting. Note the frequent references to his 

nether orifices, In an often repeated chant of self- 

introduction, Monkey concludes with the statement "(and I 

have) an asshole of lead and a prick of pewter." At the 

Iron-fan Princess he scoffs, "Why should I fear some steel 

knife slicing off my pizzle?" And to the Poor Woman in 

India he retorts, "Sure I had a mind, but my asshole grew 

too big and it fell out!" Even the holy ears of Tripitaka 

are not spared. Asked for an account of his adventures in 

Woman's Country, the saucy Monkey replies first playfully, 

then with embarrassing explicitness: 

(17:679; Appendix 4:31) 

Master, listen and I'll tell you. There I was 
pinned down by a woman. My lustful nature was 
about to come forth, when suddenly the iron hoop 
on my head tightened, and the joints and bones up 
and down my whole body began to ache. The 
throbbing conjured up a bunch of vegetable names 
in my brain. 
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My head hurt so my hair stood up like 
radish-tops, my face turned as green as smart- 
weed sprouts, my sweat beaded up like the 
moisture on an eggplant soaked in sauce, and my 
cock fell as limp as a salted cucumber. When she 
saw me looking for all the world like chives 
sizzling in hot oil, she came around, suppressed 
her itch and set me free. 

I clambered up the spine of the fire- 
dragon-horse and walked him straight to the left 
corner of the white-washed wall. Listen, I'll 
sing a little song to the tune of Jisheng Cao. 

Principled Pig panted, 
puff! puff! 

Sand Monk moaned, 
low. 

Urgently, 
he on top thrust forward; 
softly, 
she below moved her hips in response. 
For a while I observed, 
moping to no avail: 
they two were busy shoving 
their dark objects into the fiery stoves. 
So I 
rode the white horse idly, 
kicking the golden stirrups. 

When his opponent is a woman, Monkey has additional 

weapons in his arsenal. First he thinks of seduction, and 

when that fails, he threatens rape! Note the familiar 

bullying banter in the following exchange. The party has 

arrived at the Fiery Mountain; in order to cross, they 

must first put out the flames, and to this end Monkey 

approaches the Iron-fan Princess, of nearby Iron-cash Peak, 

to borrow her magic Iron Fan. 

(18:681; Appendix 4:32) 

Monkey: I've come to the Iron-cash Peak. They speak 
of an Iron-fan Princess; I wonder if she has a 
husband, and if she's pretty. I'll ask the 
mountain spirit, the local deity, and find out. 
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Om! Where are you, mountain spirit or local 
deity? 

(Enter Mountain Spirit.) 

Mountain Spirit: I'm the lowly mountain deity here. 
"Om" is the call of the Buddha, that all spirits 
are bound to answer. I wonder what venerable god 
has summoned me. I'll go up and greet him. I 
bow before you, venerable god. 

Monkey: I'm the disciple of Tripitaka, High Priest of 
Great Tang, the Great Sage who is Heaven's Peer, 
the Novice Monkey. I want to know where the 
Iron-fan Princess lives. 

Mountain Spirit: She lives beneath the principal 
pinnacle. 

Monkey: Has she a husband or not? 

Mountain Spirit: She has no husband. 

Monkey: Will she take me for a mate? 

Mountain Spirit: She will. 

Monkey: How do you know she will? 

Mountain Spirit: In choosing, one picks the worthy. 

Monkey: I'll go and ask her to lend me the fan. 

Mountain Spirit: (recites) 

Novice, I dare not speculate. You 
must look deep into your own heart. 
One sweep of the fan of the Princess 
will blow away those stinking Monkey farts. 

Monkey: I don't believe I could be done in by a woman. 
Ti go right up to the entrance of her cave and 
see. 

(Exeunt).... 

(19:682; Appendix 4:33) 

(Enter Monkey. Pantomimes calling.) 

(A little demon pantomimes coming out of the cave.) 
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Monkey: Little demon, tell your princess the Moholo, 
the Enlightened Monkey, the honored disciple of 
Tripitaka, high priest of the great Tang empire, 
has come. I beg an audience to borrow her fan, 
so that we may cross the Fiery Mountain. 

(Little demon pantomimes going in and reporting.) 

Princess: I know. This wretched Monkey is the Great 
Sage who is Heaven's Peer, the Novice Monkey. 
Bring him to me. 

(Monkey pantomimes entering and greeting Ther 
familiarly.) 

Monkey: (recites) 

The disciple's not too shallow, 
the woman's not too deep. 
You and I, let's each put forth an item, 
and make a little demon. 

I've come to you to borrow your magic treasure, 
to see us safely over the Fiery Mountain. 

Princess: This wretched monkey has no manners! I will 
not lend it you. 

(Sings) (Daodaoling) 

My will to kill soars 
right up to Heaven! 
My will to save is 
considerably less. 

Monkey: My master cannot cross the Fiery Mountain, so 
I've come to seek your help. 

Princess: (Sings) 

You say 
your master has great trouble 
crossing the Fiery Mountain, 
but the demon-woman of the Iron-cash Peak 
can give you trouble too, 
so you'd better 
stop making trouble now, don't you see, 
stop making trouble now, don't you see, 
or else I'll trouble that bald pate of yours 
with a taste of my blade of steel. 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



142 

Novice: Why this lowdown wench has no manners at all! 
T am the Lord of the Crimson Cloud Cavern, the 
Great Sage who is Heaven's Peer! I plundered 
Laozi's gold Pill of Immortality, and have 
endured so many alchemical transformations that 

my muscles are brass, my bones iron, my eyes 

fire, my pupils gold, my asshole lead and my 

prick is pewter. Why should I fear a steel knife 
slicing off my pizzle? 

Princess: This wretched monkey is really too vulgar. 
m not someone you ought to provoke! 

(Sings) (Baihezi) 

You say 
Flower Fruit Mountain is 
your ancestral home, but 
this Iron-cash Peak is 
my lair. 
There 
I'd not challenge you, 
but here, 
you'll submit to me, for you're the weaker! 

Monkey: You hussy! If I should lay my hands on you, I 
won't beat you or scold you, just guess what I'll 
do! 

Prircess: (Sings) (Zhonglll: Kuaihuosan) 

I'm so angry I'm at a loss 
to contain my flaming temper. 
You lump of fur, how dare you 
seek your pretexts, flexing your 
brass muscles and iron bones? 
One sweep of this iron fan 
will brush you away, 
somersaulting over three thousand times 
and more. 

(Monkey pantomimes running out.) 

Monkey: Woman! Come out! Come out! I'11l fight you 
till one of us goes down! 

Only in the zaju does Monkey appear to be so brashly 

aggressive about his masculinity. Not only does he 
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threaten rape ("I won't beat you or scold you, just guess 

what I'll do"), he is actually an abductor. Upon his first 

appearance in the play, he informs the audience he has 

taken by force the Princess of the State of Gold Cauldron, 

and is keeping her for his wife. The Kozanji monkey is a 

far more restrained and chaste creature, as mentioned 

before, and Sun Wuakong in the 100-chapter novel appears 

proof against the charms of women--he never betrays any 

sexual appetite. Ota Tatsuo (1959) has attempted to 

establish that the Wukong of the zaju is closely associated 

with the abductor the White Ape, as featured in early 

fiction and in the Tang literary story The Tale of the 

White Ape tw 1% 1% 7 A key piece of evidence is a 

vernacular short story entitled "The Story of Inspector 

Chen who lost his wife at Meiling" ff i fo Ad 45 4 

2 3e , which was preserved in a fragment from the 

LL bos Fy 
Qinping Shantang Huaben # Er STE it A 10 

collection in the Naikaku Bunko pl) 23 Fa Pic , 

which reproduces the motif, familiar from the Tale of the 

White Ape materials, of a white ape who "steals" woman and 

forces them to bear him children. The white ape of the 

Inspector Chen story further bears the name Qitian 

Dasheng pi % KJ  --a title that Monkey of the zaju 

claims for his elder brother, while he himself is Tongtian 

Dasheng xl Re xX cE . A plethora of scholars have 

written in support of a Song date for the Inspector Chen 
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story; if correct, it would provide a strong case for an 

established connection between the White Ape and Sun 

Wukong. Dudbridge however argues persuasively against a 

Song or Yuan dating, and places it no earlier than the 

Ming. He continues: 

We must provisionally conclude that in terms 
of origins and basic preoccupations the "Tripitaka" 
cycle and the legend of the White Ape remain 
distinct. The monkey-hero in each case has its own 
identity-~Tripitaka's disciple commits crimes which 
are mischievous and irreverent, but the white ape 
is from first to last a monstrous creature which 
has to be eliminated. (33) 

Lacking any convincing evidence, Dudbridge in his 

focus on antecedents cannot claim a solid link between 

Wukong and the White Ape. However, the tradition of the 

woman-abducting ape is still relevant to our consideration 

of the various aspects of the comic personality of Monkey 

as it appears in the zaju. If nothing else, it establishes 

that there was in existence in China (as elsewhere in the 

bestiary world), at the time the zaju appeared, a body of 

folk-lore which depicts monkeys as the ravishers of women, 

Nor were all stories on the theme as grim as the tales of 

the White Ape: there is in the Taiping Guangji the 

following delightful account of a philandering monkey: 

(TPGJ 446/1; Appendix 4:34) 

In the Taiyuan period of the Jin dynasty (AD 
251), there was a ruler of the district of Dingling 
[in the Turfan region of modern Sinkiang] named Di 
Zhao. This man kept a macaque in his residence, 
before the apartments of his concubines, 
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Then it came about that all of the concubines 
found themselves pregnant at the same time, and 
each gave birth to three offspring. The babes 
sprang up and leapt about immediately upon their 
appearance, which led Zhao to speculate that the 
monkey was the root of this affair. Thereupon he 
had the monkey and ten of his spawn slaughtered. 

The six concubines began to sob and wail in 
unison; when questioned, they cried that they had 
met a young man in a simple brown robe and a white 
gauze hat. He was extremely charming, quite like a 
human being in his speech and laughter. 
(From the supplement to the Sou Shen Ji) 

The animal that paid for his misdeeds with his life 

in this story is from quite a different mold than the White 

ape. This monkey is a sympathetic figure; after all, one 

can hardly censure him for tasting unguarded fruit in the 

back-courtyard paradise. Furthermore, unlike the noxious 

White Ape, the monkey is a darling of the ladies. 

Wukong has a place somewhere between the monstrous 

White Ape and the ill-fated monkey-Casanova. Like the Ape, 

he abducts a wife, but his subsequent treatment of her is 

as gentle as that of the most refined lover, as evident in 

the following scene in which he lays offerings at her feet. 

(9:655; Appendix 4:35) 

(Enter the Novice Monkey.) 

Monkey: I managed to steal a magic suit, magic cap, 
magic peaches and magic wine from the Heavenly 
Palace. Accept and use them with good cheer, my 
lady! 

Princess: (sings) (Yuhulu) 

The Queen Mother and her magic suit 
are never parted. 
It gleams with a golden, 
dazzling light. 
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What do I care for this article, 
that was woven, most likely, 
by a Magic Monkey 
from Crimson Cloud silk? 

Monkey: See this silver-threaded cap! Even an ugly 
person would, if he wore it, be pleasing to the 
eye, 

Princess: Then, Great Sage, would you kindly put it 
on! 

(Sings) So you went to the Heavenly Palace 
to steal the silver-threaded cap. 
I'd rather have the headpiece of gold 
given to officials’ wives 
at the banquet in the Imperial gardens. 

By this account, it was not as a swashbuckling hero 

with a taste for high adventure that poor Monkey robbed the 

Queen Mother of the West, but as a smitten swain trying to 

win over his sweetheart. Even rejection does not cool his 

ardor. After his capture and imprisonment under Flower- 

Fruit Mountain, his thoughts are still of his "lady": 

(9:657; Appendix 4:36) 

Monkey: Oh Lord Buddha, how heavy the mountain is! 
There is a song, I'll sing it now. 

(Sings) (Desheng Ling) 

The woman of the State of Golden Cauldron 
was graceful and elegant. 
When she's gone to her own country, 
when she reaches home, surely 
she'll grieve a moment 
that, because of her, 
I have been hounded near unto death. 
The letter that she left 
was no more than three lines 
of scribbled characters. 
I ache with longing for her. 

(Speaks) How heavy this mountain is! 
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(Sings) I cannot bear it, this 
heavy, heavy burden. 

Monkey's love-making, and the very virility he 

symbolizes, is a counterpoint to Tripitaka's effeminate 

chastity. This aspect of the drama gives it vigor and 

possibly endears it to a general audience. It is absent 

from the more sophisticated Ming novel. 

Understandably, some have suggested that dramatic 

form is not as suited to Monkey's agility and freedom of 

motion as is fiction, with its direct link to the reader's 

imagination, While it is true that even zaju drama does 

attempt a modicum of real-life representation, however, one 

must bear in mind that this genre relies very heavily on 

the power of SUGGESTION. Thus in two instances, Monkey is 

instructed to turn a somersault to enter or exit, and the 

audience is to understand thereby that a great distance has 

been covered. The first occurs in Act 10, when Tripitaka 

first releases the captive Sun from Flower-Fruit Mountain; 

the stage directions state: 

(9:659) 

(Monkey somersaults [off the mountain] and makes 
obeisance in thanks.) 

ATA gow RA HAL 
The second is the conclusion to the battle between 

the Iron-fan Princess and Monkey, just beyond the Fiery 

Mountain. Note that in the latter the suggestive force of 

the somersault is reinforced by descriptive arias sung by 
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the Princess, and by subsequent comments of Monkey himself. 

(19:684; Appendix 4:37) 

Princess: (Sings) 

Look at him, 
he is enormous in size; 
look again, 
now he is miniscule. 
Look, 
he flashes past to the east, 
and yet in a moment 
he touches down in the west. 
What matter that he has 
iron bones, 
brass muscles 
and pupils of fire=-- 
I need not cross weapons with him. 
One sweep of my magic fan 
will generate a wind 
to send him tumbling, 
tumbling across the river. 

(Pantomimes fanning.) 

(Novice somersaults off-stage.) 

Princess: Now we'll see your worth, you wretched 
monkey; wherever you go this fan can reach you. 

(Sings) (Wei) 
Be he on a distant ridge 
or in shallow breakers, 
swish-swoosh 
he will flutter 
like a leaf from the wu-tong tree. 
Even if Heaven commands his destiny now 
he'll suffer the powers of the wind-demons 
today. 

(Enter Monkey.) 

Monkey: One sweep of the woman's fan and swish, 
swoosh, I was fluttering about in midair. But 
I'm no infant with a belly full of grass and a 
gut full of shit; I have four lines to curse the 
bitch. 
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(Sings) Woman, you have wondrous power, 
and a singular magical treasure. 
If you won't lend it to me, so be it, 
but soon you'll find me cool, and yourself 

in a lather. 

(Speaks) So much for that. I'll cast myself at the 
feet of Guan Yin. One way or another, I'll find 
a way to get by. 

Therefore the same technique which was effective in 

the novel could be (and has been) used in the drama, 

namely, that of narrative and verse description. Sun 

himself informs us in Act 9, "With one somersault I cover a 

distance of 18,000 miles.” A mountain-god, the singer in 

the next immediate act, confirms this: "(He travels) 

thousands of miles through the air/ on one spinning 

somersault."” The most extensive account of air-travel with 

Monkey is provided by the Pei girl, rescued from Pig and 

now flying homeward: 

(15:672; Appendix 4:38) 

(Monkey and Pei girl pantomime descending the mountain) 

Pei: (Sings) (Ban Shusheng) 

Daily in the past 
I sat by the green window, 
too lazy even to do needlework. 
Behind the embroidered hangings 
I lay listless. 
Now here I am 
travelling through the sky 
on a puff of moving cloud. 
It is more fantastic than 
Liezi who rode on the wind! (35) 
Who can get used to 
bringing clouds, 
delivering rain? 
Which way, I wonder, 
is Witch's Mountain? (36) 
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(Xiao Heshang) 

The hazy clouds blur my staring eyes. 
Thick mists obscure the azure Han river. 
Panting, puffing, 
I am covered with flowing, 
fragrant sweat. 
It is like, like, like 
passing over Hangu Pass at cock-crow. (37) 
It seems, seems, seems 
like a horse leaping over 
Meiliang Rapids. (38) 
I have nothing 
to help us on our journey 
nor any way decorate your carved saddle. 
But come, come, come 
and let me personally 
make thirty million obeisances to you! 

Monkey: Go ahead, bow away to your heart's content. 

(Exeunt) 

This is as near a description of the world seen from 

the air as appears anywhere in the Xiyouji materials. It 

would have been hard for playwright or novelist to compose 

a more vivid or detailed account without actually having 

moved over the landscape. The lines "The hazy clouds blur 

my vision,/ Thick mists obscure the azure Han river" 

represent their best efforts; one is reminded of the view 

from a mountain-top, probably the best available 

approximation of the flying experience! 

Finally, although there is no express indication of 

elaborate pantomime routines in the stage directions, such 

routines are well known from current forms of Chinese 

theater, and should not be ruled out for zaju. Certainly 

the monstrous combats and magical transformations of the 
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novel could be handled in zaju by acrobatics, tumbling, 

trick costuming, perhaps combined with strategically placed 

symbolic props, much as action scenes are managed in 

Beijing opera. 

Just as Monkey is clearly a jing, the Pig in the zaju 

is just as clearly a chou. His introduction to the overall 

story spans four acts, or the full length of a regular 

zaju, in a brilliant spoof of a traditional love play. Ome 

category of romantic zaju (cf. WB 117 Xixiang Ji )3g 

1¢s, YOK 83 Zhuwu Tinggin #fy if f& 3 , YOX 4 Yuanyang 
[2 

Bei % % A} ) features lovers who illicitly consummate 

their union, then are separated when the young man, a 

scholar, must go to the capital to take the metropolitan 

examinations. The body of such dramas then deals with 

their struggles for reunion and acceptance. With Pig as 

the lover however, after consummation the struggle is to 

DISSOLVE the match--since the lady conceives a violent 

dislike for this "scholar," who after marriage is not 

transformed into a high official, but into a pig. 

Like Monkey, Pig introduces himself with swagger and 

flair. 

(13:665; Appendix 4:39) 

Pig: (recites) 

Since I left Heaven's door 
and descended here to Earth 
I've lived in lonely solitude: 
no-one shares my poverty. 
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But were I to show my powers, 
Heaven, Earth and Hell would see 
that neither god nor spirit 
could manage me. 

(Speaks)... 

I dwell deep in the hidden depths of Black 
Wind Cavern, I appear and disappear on its mist- 
shrouded slopes. My snout is Tons, my forehead 
broad, my hooves hard, my whiskers like steel. I 
am endowed with the essences of Heaven and Earth, 
and fill myself with the elegance of mountains 
and rivers. I have lived here a great many years 
already and call myself the Mighty King of the 
Black Wind. To the left, to the right, before or 
behind, none dares challenge me! 

Unlike Monkey, however, Pig does not accomplish great 

things. His primary adventure in the zaju is the fiasco of 

his courtship, which ends abruptly when he tries to take 

Monkey to bed in the following scene. 

(15:673; Appendix 4:40) 

(Enter Monkey.) 

Monkey: I went to apprehend that pig, but little did 
T think he would not be in his cave! Well, I'll 
go to 0ld Pei's house and wait for him, and think 
up a good plan. Who knows, he may just come 
along by himself. 

(Pantomimes greeting Old Pei.) 

Take your daughter elsewhere and keep her safe. 
I'll don her clothes and go and sit in her room. 
When the demon-lord arrives, just you send him 
in--I'll take care of him. 

(Pantomimes entering the room.) 

Squire Pei: I see a black fellow in the distance. 
Could it be that the pig has come? 

(Enter Pig. Pantomime greeting.) 

Who are you? 
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Pig: I am your son-in-law. Why don't you know me? 

EE Ce wedding Foner: ‘Thable why I dontt know 
you. 

Pig: Father-in-law, which way is my wife's bedroom? 

Squire Pei: This is the young lady's room. Do go in. 

(Pei exits.) 

(Pig pantomimes entering and seeing wine, fruits and 
lighted candles.) 

Pig: Sister, you should have waited for me to 
accompany you home, instead of running off by 
yourself. 

(Pantomimes fondling her.) 

Ya! What a thick dick! 

Monkey: I'll sing a little song for you. 

(Sings) (Shuangdiao: Yanerluo) 

You imagine yourself 
in a dream-tryst at Gao Tang 
and I, why then I must be Prince Xiang, 
the dreamer in the clouds and rain. (39) 
In fact we are 
a thin cudgel meeting a thick cudgel, 
a long spear pointed at a short spear. 

(Yao) 

Don't be so fanciful! 
I am the same species as you. 
Here I am--a fragile beauty-- 
but Pig, you are actually offending against 
Lord Monkey! (40) 

(Pantomime battling. Pig pantomimes escaping. Monkey 
pantomimes giving Shase.) 

Shortly thereafter he is captured and recruited into 

Tripitaka's service. This is in Act 16; only four remain 
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before the end of the journey and the beginning of the 

final scenes of summation. For the duration of acts 17-20, 

Pig is not heard from again; neither is he assigned any 

active role on stage. He and Sand Monk appear a total of 

only five times, and each time briefly, keeping Tripitaka 

mute company. One imagines that Pig is nonetheless a comic 

presence, presumably in suitably porcine mask and walking 

with exaggerated porcine gait. Only once does the audience 

learn, and they only by the testimony of Monkey, of some 

activity on the part of Pig and Sand Monk. It takes place 

in Woman's Country, and is described in the lewd poem cited 

above by Monkey (cf. p.90 & 138). 

The zaju's portrait of Pig is one of a singleminded, 

libidinous beast of prey; this is in keeping with the 

overall tenor of rapine, seduction and supernaturalism that 

infiltrates the drama. In the novel the portrayal is 

refined considerably. The Pigsy of the novel is, in the 

words of C.T. Hsia: 

Wu Ch'eng-en's supreme comic creation...who 
symbolizes the gross sensual life in the absence of 
religious striving and mythical ambition. He is 
doubly comic because as a reluctant pilgrim he has 
no calling whatever for the monastic 1life and 
because with all his monstrous size and strength he 
entertains no ambition beyond a huge meal and a 
good sleep with a woman in his arms... (41) 

The particulars that wight warrant such a 

characterization are not available in the zaju; beyond the 

statement that he is huge in stature ("from hoof to rump it 
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was eight feet high, with a body ten feet in length; on 

closer look, it seemed to be a gigantic pig!" 15:671 

EDS . 

13 4a 4 4%, 25 Ae H )s 
there is no reference to gluttony, and only the crudest 

indication of a zest for the domestic lifestyle: 

(15:673; Appendix 4:41) 

Pig: What can I do about Grandsire Pei's 
impertinence, carrying off my woman back to her 
home? He has sent orders that I am to go to his 
house and live as their son-in-law there. I've 
given it some thought --perhaps that would be 
best, after all. It'd at least be better than 
living in a cave, where eating and drinking are 
not at all convenient. This very day I will make 
the trip to their house. 

The author of the novel Xiyouji, in Hsia's estimation, 

"good-humoredly indulges (Pig's) appetite for food 
since, in Chinese eyes, gluttony calls for far less 
moral disapprobation than lechery and is properly a 
matter for comic attention, ...(but) he never once 
gives free rein to Pigsy's equally strong desire for 
sex. Instead, he tortures him for his easily aroused 
concupiscense.” (42) 

By contrast, the Pig of the zaju has a much easier 

time of it. Here he is still very much a tertiary 

character and above all a chou, a role which is by 

convention exempt from considerations of morality and 

spiritual striving. His lack of restraint in Woman's 

Country heightens the tension between the conflicting 

forces of will and desire implicit in Tripitaka's self- 

imposed chastity. Monkey as a jing is also unhampered by 

self-restraint; he freely admits that, had the band around 

his head not inflicted excruciating pain on him, he would 
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have gladly joined the orgy along with his fellow 

disciples. As it was, he had to content himself with a 

lewd song of vicarious enjoyment. 

By Monkey's account, then, both Pig and Sand Monk 

satiated their sexual appetites in Woman's Country. 

Neither expects, nor suffers, any penalty for his 

indulgence~-hardly a surprising development in view of the 

drama's consistent inattention to religious considerations. 

In fact, when next we hear from tne two secondary 

disciples, they are anticipating their imminent attainment 

of nirvana, although spiritually they have accomplished 

nothing to deserve such a reward. Not even in the field of 

battle have they proven themselves: Monkey has dome it all 

for them. Pig's final words reassert the one-dimensional 

ludicrcus mentality of a chou. Participating in the quest 

has not affected him at all, for he is the comic eternal. 

This is the scene of the final leave-taking: 

(22:691; Appendix 4:42) 

(In Buddha's abode in India.) 

Sand-monk: The disciple has served his master for 
years; today I am to obtain my final reward. 

(Recites) 

The early days passed in the halls of the Jade 
Emperor, 
for an error banished to the Flowing Sands to 
feed on human flesh; 
today I've arrived in the East and heard the 
wondrous teachings=-- 
mountains and waters all around me are now 
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renewed afresh, 

(Exit) 

Monkey: Your attendant's service has come to an end; 
today I take leave of my master, and yield up my 
mortal life, 

(Recites) 

I lived through ten million springtimes on 
Flower-fruit Mountain 
and hardship upon hardship on the weary path to 
India. 
Now I put away the cares of earthly existence 
and attain Nirvana under 
the Dragon-flower Tree. (43) 

(Exit) 

Pig: I too take my leave of the Master and depart for 
Heaven.’ 

(Recites) 

The Principled Pig was fated at birth 
to be the master's traveling companion. 
After I've departed, chop off my head, 
and sell it with my tail for five strings of cash. 

(Exit) Co 

Pig's speech is given as the last farewell to serve 

as a feeble punch-line of sorts. It is the only 

discernible bit of humor in the four scenes of summation, 

but that it intrudes at all in this final "glory and 

hallelujah" is a reminder of the author's obvious 

irreverence towards the whole theme of the quest, his 

insistence that humanity is after all encased in the flesh, 

however much it may strive for the purely spiritual. 
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Footnotes to Chapter IV 

1. Robert van Gulik, The Gibbon in China, (Leiden: E.J. 
Brill, 1967), p. 47. A Zu A 42 
s£ in Sibu Congcan ww Ts . (Shanghai: 

Press, 1 g Commercial 920-23 

2. Larousse Encyclopedia of Animal Life, (London: Hamlyn, 
y Po 207 

3. Translation provided in Gulik, p. 58. Original text 
in Liu Wen Hp # » Sibu Congkan 

4. From Gulik, p. 78. Original text in the Dan Yuan Ji 
# H & (Wen Tong's Collected Literary Works), in 

Sibu Congkan, Ch. 17. 

5. From Gulik, p. 71. Original text in Taiping Guangiji 
Ch. 446. : 

6. Mt. Hua E2 2% : in modern Shenxi. Its peak was said 
to have been split by an axe wielded by the legendary 
Juling Shen E& 4 AZ¥ . (See Dudbridge, p. 149 ff.) 

7. Jade Mountain 7, * : mythical abode of the Queen 
Mother of the West, in the Kun Lun Mountains. 

8. Jiu gao shan 2 Jv ¢ the pinnacle of the 
mountain. Literally, the ninth (top) level of the 
mountain. 

9. Legendary abode of the Queen Mother of the West. 

10. Penglai Shan * 3 lh: Mt. Penglai. 

11. I will not address the prior question of how Xuanzang 
came to have a Monkey companion at all; Glen 
Dudbridge, in his exhaustive study (1970) of 
antecedents to the 16th-century novel Xiyouji, has 
painstakingly discussed and evaluated tafarmation 
gleaned from available sources, and prudently 
refrained from making any definitive statement on 
origins. 

12. See discussion in Dudbridge, p. 139 ff. 

13. Dudbridge, p. 139. 
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15. 

16. 

17. 

18. 

19. 

20. 

21. 

22. 

23. 

24. 
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Dudbridge, p. 141. 

Dudbridge, p. 142. 

Dudbridge, p. 143. 

Da Tang Sanzang Qujing Shihua, pp. 1-2. 

Da Tang Sanzang Qujing Shihua, pp. 24-25. 

Da Tang Sanzang Qujing Shihua, pp. 11-13. 

Dudbridge lists numerous examples of the "attack from 
within the belly” in the novel Xiyouli; also: Fengsiien 
Yanyi, Beiyouji, Nanyouji, Valmiki's Rama ana and the 
Tibetan epic of Gesar. See Dudbridge, p. 5s. 

The references to the Suranama sutra and to Ho A-Shih 
are obscure; however, ~Dudbridge explains the Ta-tien 
episode as follows: 

In his letter to Meng Chien FA 2 , Han Yu GZ 
#£~, the famous leader of the T'ang Confucian 
fevival, describes the circumstances under which 
he met and became friendly with the Buddhist monk 
Ta-tien, in the region of Ch'ao-chou ff #{ in 
A.D. 819. He admits to having presented him with 
a garment 2s a parting gift, but protests that 
this was a personal gesture, not a sign of assent 
to Buddhist doctrine. Apart from this, there 
remain three letters, not usually included in Han 
YU's collected works, which were claimed by some 
to have been addressed by him to Ta-tien. The 
authenticity of the letters became a cause 
celebre in the intellectual world of the Sung, 
with its jealous insistence on Confucian 
orthodoxy, because here the probity of its most 
highly regarded proponent was at stake. 

See Dudbridge, p. 45. 

Dudbridge, p. 181. Original text in Pak T'ongsa 
Onhae A ¥ ¥ er A , reprinted in Keishokaku 
Sosho #4 + 4) £3 , (Seoul: 1943) 

Gulik, p. 37. 

Taiping Guangiji fo JE =p (Beijing: Zhonghua folpioe cuangji FE (I jing g 
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26. 

27. 

28. 

29. 

30. 

31. 

32. 

33. 

34. 

33. 

36. 

37. 
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Gulik, p. 58. Original text in Liuwen. 

C.T. Hsia, The Classic Chinese Novel, (N.Y.: Columbia 
U. Press, 1968), p. 128. 

Chung-wen Shih, The Golden Age of Chinese Drama (N.J.: 
Princeton U. Press, 1976), p. 171. 

This is my attempt at approximating the rhythm and 
simplicity of this surprisingly difficult verse. See 
also Crump 1980 and Perng Ching-hsi, Double Jeopardy 
(Ann Arbor: Center for Chinese Studies; 1978). 

I rely heavily here as elsewhere on the published 
research of Glen Dudbridge. See Dudbridge, p. 114. 
The reference to Ota is to his article "Boku-to-ji 
enkai shoin Saiyuki ko" At «dy ¥ 3 #4 sf 3] & 

\ Zp, =* in Kobegaidai ronso Ae FETS 
% ¥ - 10, 2 (1959); pp. 1-22. 

See Dudbridge, p. 118. 

Dudbridge, p. 121, note 1. 

Dudbridge, p. 121 ff. 

Dudbridge, p. 128. 

J.I. Crump, in private correspondence. 

The philosopher Zhuangzi (3rd-4th Century B.C.) wrote 
allegorically of a sage Liezi ¥) F , who could ride 
the wind wherever he wished. 

Clouds and rain on Witch's Mountain: Prince Xiang J 
of the state of Chu travelled to Witch's Mountain 
in Gaotang & /¥ district; falling asleep, he 
dreamed he was visited by the oddess of the mountain, 
who made love to him. As she left, she said, "At dawn 
I am the morning clouds, at dusk I am the driving 
rain." Hence "clouds and rain," "Witch's Mountain, 
"Gaotang" etc. all refer to sexual union. 

In the Warring States period (3rd C B.C.), Meng 
Changjun & “4% #£& of the state of Qi 7 fled for 
his life from King Zhao fZ of Qin.A He reached Hangu 
Pass before dawn, but the gates could not be opened 
before cock-crow. One of Zheng's retainers imitated a 
rooster crowing, the pass was opened, and the company 
escaped. 
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39. 

40. 

41. 

42, 

43. 
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During the Three Kingdoms period, Liu Bei 4) 1 was 
trapped at river's edge, with assassins sent by his 
enemy Liu Biao in hot pursuit. However his charger, 
the famous Dilu g7 ) , reared up and cleared the 
river in one leap, théreby saving his master's life. 

Gao Tang 8 . District in which Witch's Mountain 
is located.” See note 36 above. 

An obscure sentence. Lo suggests that fan i? = fan 
#3 thus: Pig is transgressing against the hegemon, 
onkey. 

Hsia, p. 149. 

Hsia, p. 154. 

Longhua Hui At ¥ 4 : the assembly of the 
Maitreya, held nder the Dragon-flower tree 
(Nagapuspa), at which the enlightened attain Nirvana. 
The eighth day of the fourth lunar month is the annual 
Dragon-flower festival in honor of the Maitreya. 
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CHAPTER V 

THE BRAGGART AND THE BUMPKIN 

Act 5 (A Feast of Departure for the Journey West) and 

Act 6 (A Country Lass' Tale) together comprise a unit which 

is a fanciful account of an official sendoff to India in 

Tripitaka's honor, They provide two perspectives of what 

is essentially one affair--a farewell gala at the Ba River 

bridge, ordered by the Emperor, hosted by the retired 

commander Yuchi Gong. and attended by a multitude of court 

officials. The event is evidently envisioned as occasion 

for a Buddhist celebration. Act 6 describes milling 

throngs from the countryside congregating not only to gawk 

at pomp and ceremony but also to enjoy the carnival-like 

atmosphere and the myriad shows in progress. The first 

perspective is from the social pinnacle, provided by the 

official host Yuchi Gong in conversation with Tripitaka, 

the guest of honor. The second tumbles us into the dust 

created by a thousand plebian feet, and is partially a 

vulgar distortion of the elegant perspective. Together the 

two perspectives comprise a double-tiered account of an 

important event, an account we shall see is shot through 

with humor, wry, sardonic or belly-shaking, at every level. 

162 
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The first of the two acts is obviously what in modern 

parlance would be a "high-budget" production. Welcoming 

Tripitaka to the splendid Tang capital are a ranking 

official and three generals, all of whom have speaking 

roles and one of whom is the principal singer in this act. 

We imagine a prodigious display of silk, brocade and 

gleaming hardware attendant on their appearance on stage: 

very likely they were accompanied by a host of lesser 

officials, soldiers and servants as well. Tang Seng's own 

grand entrance is heralded by "musicians on wind, string 

and percussion instruments,” and a "horde of elders who 

follow him onstage (WB p. 646). There were probably actors 

representing common people in view too, since at the end of 

the scene when Tripitaka turns to the crowd to answer 

questions, a grain dealer, a metalsmith and a matchmaker 

shout questions at him. The act provides as grand a 

pageant as any we find in the Yuan repertoire, given the 

physical limitations of the stage (and a performing 

troupe's budget). 

The mode of comedy corresponding to this splendid 

spectacle is by and large appropriately upscale. The 

officials who speak deliver monologues at a level with if 

not from above the social status of the audience. Their 

remarks are never crude; yet they contain telling (and 

humorous) critiques of social mores and human foibles. 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



164 

Act 5 is introduced by three officials, one civil 

and two military, who appear in succession and set the 

stage for what should be the triumphant entry of the 

principal players, the singer-host Yuchi Gong and the guest 

Tripitaka. Until the time of such an entry, the civil 

official Yu Shinan is the master of ceremonies; he 

fulfills his role first by paying tribute to the 

magnificence of the Imperial regime in the opening lines of 

his introductory poem: | 

(5:645) 

When life proceeds in the ancient rhythm, 
smoke from cooking fires 
rise across ten thousand miles. 

When the Imperial aura is pure and awesome, 
the Nine States are as one. 

Hn At A AE % B 3g 
2 BAAS A A 

Then he swiftly recounts the events which 

supposedly took place between the ending of the previous 

act and the time he speaks: the reunion of River Drifter 

with his parents, and the young man's subsequent 

canonization as Tripitaka. River Drifter had arrived at 

the capitol as it lay parched for lack of rain; his prayers 

to Heaven bringing down torrents, he was hailed a savior. 

The story is recapitulated later, in greater detail, by 

Tripitaka: 

(5:646; Appendix 4:43) 

I, poor monk, avenged the wrong done my 
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parents and they returned home in glory. My master 
went back to Gold Mountain and passed away, and I, 
poor monk, was cast off. I sorrowed in mourning for 
three years, for I hadn't yet repaid my debt to him. 

Then I came to the capital to pray for rain, and 
thanks to the Heavenly Deities, a great rain fell for 
three days. The Emperor, overjoyed, presented me with 
a cassock worked in gold and a nine-ringed pewter staff, 
and invested me with the title Tripitaka, Priest of 
the Dharma. He wishes me now to go to the Western 
Heaven for Buddhist scriptures. 

When I think of it, how true that the life of 
this poor monk lies in the hands of Lord Buddha alone. 
I have avenged my father and brought honor to my 
parents, and I have repaid my teacher for his care. 
If I were to die on this mission to fetch the 
Scriptures from the Western Heaven, why, I'd go a 
happy man! 

The last part of the introduction is a brief sketch of 

the physical setting by Yuchi Gong: 

(5:646; Appendix 4:44) 

Yuchi: (Speaks) 

Just look at the monks, nuns and Taoists, the 
hundred officials and all the elders. All the sundry 
temple societies have come. It's springtime weather 
on top of that. What a fine spectacle, here outside 
the city! 

(Sings) (Xianlu: Dianjiangchun) 

Petals of the plum flower 
adorn a sunlit twig. 
Spring is come 
and two-thirds through; 
plum and apricot bloom 
thick and thin. 
Fragrance-laden breezes blow and 
dissipate the old, stale air. 

(Hunjianglong) 

At the morning court the different ranks, 
lords, dukes and ministers, 
came together in droves. 
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The Emperor himself commanded, and 
each office received the command: 
let red plumes summon forth 
the brilliant blue phoenix! 
Incense from Imperial censers 
spew from the lions of gold and purple. 
There-- 
the Emperor's sons and sons-in-law, 
his relatives, the royal clan, 
and merchants, tradespeople, 
farmers, artisans, soldiery. 
Horses were held on bridles of jade; 
wine streamed into golden goblets. 

In the period between the introduction and the 

arrival of Yuchi Gong and Tripitaka, two generals strut on 

stage in what is probably a "military interlude,” or a 

maneuver to highlight banners and brocade. Qin Shubao and 

Fang Xuanling recite introductory "boasting poems,” then 

take their places among the attendants gathered to host 

Tripitaka. 

(5:645; Appendix 4:45) 

(Enter Qin Shubao) 

Qin: (Recites) 

I battled for our country 
for twenty years. 

With the sword at my waist 
I sought to win a title. 

Then in the Hall of Laozi 
I met my true liege lord. 

Now one drum-roll has called home 
all within the four seas. 

(Speaks) I am Qin Shubao, 

(Enter Fang Xuanling) 

Fang: (Recites) 

I discard my fighting garb 
and don a courtly robe. 
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Deathless honors repay a lifetime 
of service. 

Now I'm one of the select 
of the Imperial city-- 

I only fear seeing swords gleam again 
on the frontiers. 

(Speaks) I am Fang Xuanling. 

The body of the act is a dialogue between the 

principals, Tripitaka and his host. Yuchi Gong is a war- 

weary general; a portion of his introductory suite is in 

the vanitas tradition. 

(5:646; Appendix 4:46) 

Yuchi: (Speaks) 

If it weren't for me, the hills and rivers of 
the empire of Tang would not be at peace 
today, but all I've won for myself is a body 
ravaged by the wounds of war. What do you 
gain by serving your country? 

(Sings) (Yuhulu) 

I think of the times when we 
thundered into battle 
to fight for the glory of great Tang. 
Who knows how many fell dead each day? 
Now I'm aged and weary, 
the hair at my temples is thin. 
The bygone drive to do battle for the 
nation's peace 
is now simply 
a desire to stay in health. 
Of old, I led great armies. 
Now I have been made State Elder. 
The hero is transformed-- 
they call me a recluse. 
How can I properly accept 
such generosity from the Emperor? (4) 

Partly from such disillusion and partly as a natural 

effect of yin influences in his autumnal years, he harbors 

a yearning for religious faith, as proved by his subsequent 
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conversion to Buddhism and in these extemporaneous comments 

on Tripitaka's (enviable) faith. 

(5:646; Appendix 4:47) 

Yuchi : (Sings) (Tianxiale) 

The monk has faith that could 
bring low a tiger, 
subdue a dragon. 

On the other hand, there lingers in his heart the 

conflicting disdain for religion, common, in a fashion, 

among those who are still imbued with the yang spirit of 

youth and good health. Witness the following aria. 

(5:647; Appendix 4:48) 

Yuchi: (Sings) (Zuizhongtian) 

Gold characters on banners of silk 
proclaim Tripitaka 
Priest of the great Tang. 
Bells, drums and cymbals 
line the streets. 
Those who seek to hear his holy words 
jostle to find places 
by the roadside. 
Strapping lads they are all, 
in carved saddles, 
on strutting stallions. 
They who have pored over the writings of 
Confucius, 
telling them now to worship the Buddha 
is like asking for new growth where 
no node exists. 

It is a man ambivalent in his feelings about 

religion, then, who advances to meet Tripitaka. Yuchi Gong 

initiates the sendoff by offering a poem of farewell, in 

which he hints at the futility of Tripitaka's proposed 

journey. He doubts that the monk has the means to 
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withstand the perilous wilderness, which he contrasts with 

the secure tranquillity of Changan. 

(5:647; Appendix 4:49) 

Yuchi: (Speaks) 

A farewell poem is on my lips. I pray you'll 
correct it as you see fit. 

(Recites) 

There is 
hardship upon hardship on the journey west. 
Amidst desert sands he can 
rely only on his tongue to subdue dragons. 
By dawn of the fifth day 
his hair will have turned white, 
but as the moon drops in Changan 
the watch-bell sounds midnight. (5) 

Tripitaka however rebuts this with his own 

composition, speaking confidently of the powers of the 

meditative mind and pointing out that Changan's security 

is, after all, inconstant and in Buddhist terms, illusory. 

(5:647; Appendix 4:50) 

Priest: A fine poem! A fine poem! TI have to struggle 
to complement it. 

(Recites) 

A heart of Chan 
can subdue the mountain's tiger. 
An alert mind 
can conquer the ocean's dragon. 
A sudden, precipitous awakening 
is like rousing from a dream 
at bell of the fifth watch, 

Yuchi is impressed by this poem. He professes 

himself much moved, and sings of a feeling of new-found 

intimacy with Tripitaka. Of course, a sense of intimacy is 
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more or less a standard consequence of exchanging poems; 

after all, each of the "poets" has revealed his innermost 

feelings, his "lyric self,” to the other. Yuchi Gong goes 

a step further; asked to sing of his deeds of valor, he 

does so, then caps his song with a request for a Buddhist 

name. What follows is essentially a scene of conversion, 

in which Tripitaka "ancints" a mew disciple. 

(5:647; Appendix 4:51) 

Yuchi: (Sings) 

Master, I pray you, 
give me a Buddhist name! 

Priest: Hearing you speak thus, general, I know the 
Buddha's seed is in you. I'll count on you to 

spread my principles for many years to come. You 
are truly a treasure in the forest of Chan, you 
deserve to be named the Forest Treasure, I'11 
lay my hand on your head to make it official. 

Yuchi: I thank you greatly, Master. 

(Sings) (Weisheng) 

From this day on 
I'11 extol the law of Buddha, 
accept the Three Schools, 
observe the Principles, 
revive all Buddhist temples. 
I'11l follow only 
the teachings of my Master. 
Once you leave, you are to journey 
a hundred thousand miles. 
Anxiously I'll await your return, 
the hair on my temples 
growing thin and srraggly. 
I used to be a knigut-errant (6) 
but he tells me I have the Buddha nature. 

The highlight of the act is the planting of the pine- 

twig. Concerning this episode, Glen Dudbridge writes: 
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"Preserved in the ninth-century Tu-i chih 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 in two known versions of the 
popular, but both comparatively late and sophisticated 
productions. In the earliest popular sources it does 
not appear." (7 

This Xiyouji Zaju scene is of course one of the two 

"sophisticated productions” mentioned, the other being the 

Ming novel Xiyouji. The pine-twig episode is a miracle 

play" within a play; part I takes place in this act, and 

part II, the conclusion, at Tripitaka's triumphant return 

to China in Act 23. 

(23:692; Appendix 4:52) 

(Enter a crowd of elders) 

Elder: Tripitaka, the Nation's Teacher, has been 
seventeen years away in India. Today the pine 
twig points to the east. I'll report to the 
Imperial court, so that all may go outside the 
city to give welcome. 

(Exit) 

(Enter elders, leading a crowd of court officials) 

Officials: How strange! How strange! The pine twig 
has indeed turned eastward; our Nation's Teacher 
must be on his way home. Look up ahead--the 
clouds are dense, an auspicious aura fills the 
air. It must be that the Nation's Teacher's holy 
chariot is approaching. Go, fetch Yuchi Jingde. 
Together we will advance to greet him. 

(Enter Tang Priest and Chengji) 

It would seem by my emphasis up to this point that Act 5 
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is a solemn treatment of a purely religious issue--an 

exhibition of Tang Seng's spiritual charisma, gaining a 

convert and setting the stage for a future miracle. Not 

so. The foundation of the act is constituted by the events 

described, but additionally there is a succession of comic 

grotesqueries that significantly modify the tenor of the 

act. Zaju is, after all, POPULAR entertainment: comedy is 

necessary to make the act a palatable one to what was 

commonly a paying audience. 

Comedy begins with the very first lines spoken in the 

act. The speaker is Yu Shinan, and part of his 

introductory poem is as follows: 

(5:645) 

Yu: (Recites) 

Tripitaka of Tang has not yet inspired 
onor:: a Gan Tang Fu in his 

this deed FIs First, was to summon 
a downpour of rain. 

fu A 2 FO 
LRH EF 

The Gan Tang Fu 4 % A, , or Sweet Pear Song, 

was a posthumous popular tribute to Shao Gong 2 un of 

the Zhou dynasty, brother of Wu Wang and the Duke of Zhou. 

Shao's governance was said to be so enlightened that after 

his death, people could not bear to cut down the pear tree 

in his courtyard. Tripitaka, by contrast, is a newcomer 

whose sole contribution to date cannot compare with the 
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lifetime of superior service rendered by Shao Gong. 

The most compelling character depiction in this 

act is of the principal singer Yuchi Gong, and in the 

development of his character rests the bulk of the comedy 

here. Yuchi Gong is an endearingly befuddled man, whose 

emotions veer from martial macho to cantankerous 

psychosomia to inspired spiritual devotion in the course of 

a few short arias, His opening recitation is bold, worthy 

indeed of a stalwart, arrogant general, but the lines which 

follow quickly deflate that image. 

(5:646; Appendix 4:53) 

(Enter Yuchi Gong) 

Yuchi: (recites) 

Whips and banners 
gleaming like tigers' eyes 
from amidst boiling clouds of dust. 

Silvery swords 
like dragons' scales 
thrusting to the sky. 

From the back of a seasoned horse 
I've cut down haughty souls. 

May the foundations of Tang endure 
ten thousand years and more! 

(Speaks) 

I am the sixteenth Superior Regional Commander, 
Yuchi Gong. When I heard that Master Tripitaka 
was journeying to the Western Heavens for the 
scriptures, I should have come immediately to see 
him off. Just then my old battle wounds began to 
throb, however, and I could NOT move at all. But 
when I received the Emperor's own orders to head 
up the hundred officials, I just had to set out. 

Thus Yuchi is revealed to be an old man suffering the aches 

of age. Prior to his arrival, the stage had been set for a 
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robust general, witness the two stalwarts, Qin Shubao and 

Fang Xuanling, who preceded him, and Yuchi's own fiery 

introductory poem. His vulnerability is revealed in the 

quote above, and constitutes the "comic flaw" which, 

unlike its counterpart in tragedy, is of no consequence to 

the plot. It exists rather just to establish that air of 

vulnerability so beloved in comedy, that disavows the 

existence of one who is truly better than his fellows. 

Yuchi Gong makes his slow way painfully across 

the stage, pausing to strike a sequence of (melo)dramatic 

poses, one presumes. All the while he sings, first of the 

beauty of the scene before his eyes, in bright Changan, 

then of the vicissitudes of his long career, and finally of 

those who have assembled to see off the priest Tripitaka. 

It is at this point he makes the remark previously quoted, 

that expecting lads trained in Confucian ethics to convert 

to Buddhism is like "asking for new growth where no node 

exists." Throughout this long discourse Tripitaka has been 

waiting on the sidelines, along with the rest of the 

"menials'. If the scene had occured in a Western play, one 

might have seen the priest twiddle his thumbs, gaze off 

into space, perhaps whistle a little tune. Of course it is 

unlikely any of these actions took place on the Chinese 

stage; still, the comic implications of the scene could 

hardly have been missed by a Chinese audience. The fact 
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is that Tripitaka arrived in all his splendor, to be 

received more or less by underlings. The official host 

(when he finally put in an appearance) moaned a bit, 

boasted a bit, cast some aspersions on Buddhism and 

otherwise kept the guest of honor on the sidelines a good 

third of the act. 

The subject matter of Yuchi's arias, as previously 

noted, ranges widely. When he pauses to "take in the 

glorious scene" in aria, he is adhering to a zaju tradition 

for principal singers, particularly in a COMIC act or play. 

(Apparently, in "comic" plays--YQX 59 Tachua NU 3 x 

+4, YOX 80 Pener Gui £& JL, , YQX 98 Zhangsheng Zhu 

Hai 24 AA 35  , within the Xiyouji zaju this act and 

the one following [on the country bumpkin]--principal 

players declaim expansively on the beauty of the scene 

before their eyes, or on the goodness of life in general, 

in addition to the customary and perfunctory tribute to 

peace in the empire under the current ruling house. Such 

"happy arias" seem to be lacking in the less frolicsome 

plays--the dolorous YQX 1 Han Gong Qiu ;¥ ‘Z4L , ¥QX 21 

Wutong Yu 1& 8) dy , courtroom dramas of cruelty and 

injustice such as YQX 86 Dou E Yuan £3 +4, ry » YQX 15 

Xiao Xiang Yu A 48 of or the first sequence of four 

acts in the Xiyouji Zaju. Conceivably, arias of content- 

ment are one criterion by which to distinguish comedies 

from non-comedies among zaju.) At times Yuchi boasts of 
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remembered military feats in kindred spirit to the miles 

gloriosus of Rome in its heyday. Other passages recall the 

vanitas theme of Yuan woodsmen and fishers; however, here 

the pitch is not transcendant, as it is in the nondramatic 

gu on the same subject quoted in Crump, 1983, but rather 

nearer a self-pitying whine. Yuchi now overpraises, now 

derogates Buddhist faith, but ultimately welcomes 

Buddhism's embrace. His conversion to Buddhism therefore 

is hardly the poignant event conversions tend to be in 

Western religious literature. 

Contrast also the treatment of the separation motif 

contained in the arias translated below with the truly 

poignant lyrics in Act II, where a mother is forced to cast 

her infant son into a turbulent river. Here, given the 

general air of festivity and the brevity of Tang Seng's and 

Yuchi Gong's mutual acquaintance, any aria on separation 

intended to introduce real pathos, which these undoubtedly 

are not, must appear inexcusably trite. 

(5:647; Appendix 4:54) 

Yuchi: (Sings) (Jin zhaner) 

We've just finished intoning 
the poems of farewell. 
It was like singing 
bitter songs of parting sorrow. 
Separation in life is truly like 
the final parting at death. 

(Speaks) 

For the dead, 
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(Sings) 

life's breath is broken in youth; 
all thought is ceased. 

(Speaks) 

For the living, 

(Sings) 

the heart is filled with anguish 
for the distance that separates us. 
Lingering threads cling and 
draw out even a thousand miles. 

(Speaks) 

For the dead, 

(Sings) 

the empty dream, a bubble's shadow, 
when will it ever come again. 

It can be argued that the passage was intended as 

a parody of tragic arias: a frequent enough phenomenon in 

comic zaju. Yuchi's normal ariatic exaggeration of 

whatever sadness he feels at parting from the nionk he has 

just met is progressively intensified: first, the formal 

poems of farewell are likened to "bitter songs of parting 

sorrow;" then separation in life is likened to the agony 

of the parting of living and dead. His final tail-spin 

into the repetitive lyrics on experiences “for the dead..," 

' is so inappropriate to "for the living..," "for the dead..' 

the occasion and so INAUSPICIOUS for poor Tang Seng who is 

about to embark on a perilous journey, that the priest 

hastily interrupts the general with a classic diversion. 
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(5:647; Appendix 4:55) 

Priest: I've heard so much about the venerable 
general's heroic deeds. Won't you speak of them to 
the lowly monk? 

Tang Seng, just as the play's audience, is well aware 

of the surest bait for the prototypic miles gloriosus. A 

quick rerouting and Yuchi is off with a full head of steam 

down a new track. 

(5:647; Appendix 4:55 contd.) 

Yuchi: (Sings) (Shanghuashi) 

It was only my 
desire to establish the country 
and secure peace 
manifesting itself. 
I spurred on my forces 
with never a thought of compassion. 
When the two armies came face to face, 
one mention of the name Yuchi Gong 
would drive men's souls from their bodies. 

(Speaks) 

There where the banners are unfurled, two armies faced 
each other. 

(Sings) (Yao) 

With a crash 
steeds of war went riderless 
as enemy generals died. 
But now, 
the embattled tiger must retract his teeth 
and retreat to guard his lair. 
01d injuries kept me at home, 
but when 
I received the Emperor's orders, 
I forced myself to set out. 
Master, I pray you 
give me a Buddhist name! 

This is conversion in the comic tradition. (Contrast 
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with some of the harrowing forced conversions in the Taoist 

and Buddhist redemption cycles--Du Liu Cui, Ren 2i Ji, 

Zhuye Zhou). It imparts a sense of irony to Tang Seng's 

subsequent lines, "Hearing you speak thus, general, TI know 

the Buddha's seed is in you. I'll count on you to spread 

my principles for many years to come!" Implication: 

whatever Yuchi is inspired with will predictably be 

preached to all unfortunates at random and ad nauseum. 

At this point comic hyperbole dovetails neatly with 

(quasi)religious fervor. With charasteristic zeal, Yuchi 

declares his newfound love for Buddhism in the passage 

already quoted, beginning "From this day on..." (page 170). 

Riding the high tide of Yuchi's enthusiasm, the pine-twig 

episode sweeps through the scene, and then Yuchi takes his 

leave. The final event of the act is Tripitaka's address 

to the masses, and the gentle teasing about his celibacy 

already discussed in Chapter 3. 

For Act 6 we descend into the countryside, to a 

spot that is a veritable vision of Arcadia. 

(6:648; Appendix 4:56) 

(Enter 01d Zhang, [a peasant]) 

Zhang: (Recites) 

The Magistrate directs with wisdom, 
his judgements are fair as well; 
not one of his orderlies will swindle 
the villagers in his domain. 
Successive rich harvests of hemp and wheat 
have left us a surplus. 
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One stick of pure incense 
gives thanks to the blue heaven above. 

Thus quoth Squire Zhang, an "honest suburban 

villager" with a measure of understanding, but no envy, of 

metropolitan lifestyles. His fellow villager is a roly- 

poly rustic maiden named Fat Lass, the principal singer, 

who enthuses towards the end of the act: 

(6:650) 

A surfeit of rain has drenched 
our sesame fields; 

I'm off to bathe in the 
hemp-washing pools. 

BE 4 Be Xk Au, 
ik AE kA A, 

Rainwashed fresh air, an abundance of crops, 

festivities in the nearby city of Changan--these are the 

mood-setters for this scene. The players are the two 

already mentioned, plus a "hick" who rushes on stage and 

probably bustles around, but never speaks. 

In my estimation Fat Lass is a girl just under 

marriageable age, perhaps in her early teens. As such she 

would likely be less constrained by household and family 

chores, once the harvest was in, and old enough to be 

taking in the sights by herself. The energy and exuberance 

she exhibits hint at childishness: in her first appearance 

she bursts upon the scene, shouting "Fat Brother Wang Liu! 

Wait for mee-ee!"™ Hallmarks of her youth and restlessness 

pepper the act: Old Zhang the Patriarch had started to go 
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off with her and the boy Wang Liu to "see the sights," but 

"the old bones couldn't keep up." In part of her aria, 

Lass recounts, 

(6:649; Appendix 4:57) 

(Qi dixiong) 

I scurried 
from here 
to there. 
My wretched body 
had not a moment's peace. 
It was as if there was 
a stone roller under me; 
I had to keep moving 
to stay on my feet 
to see what there was to see: 
all the hundreds of costumes, 
thousands of acts! 

Her '"never-walk-when-you-can-run" outlook is suited 

to zestful, tender years, and at the same time intensifies 

the already almost palpable air of fresh young innocence 

that permeates the vernal setting. Clearly, the scene and 

the personalities described are another instance of a 

poet/playwright indulging in verse "childhood village 
8 

connections and nostalgia," (Crump 1983, p.88) a practice 

common enough in gu. 

Tandem with bucolic idealization, however, is bucolic 

"comedization," since the human impulse is to lower to 

tolerable levels that which has been raised in 

idealization. Enter Thomasina Hoyden, or the bumpkiness 

abroad. Fat Lass' account of the VIP festivities in 

Changan, presented in VIP-eye's view in the previous act, 
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is the country-hick interpretation of an event already 

told. 

(6:648; Appendix 4:58) 

Zhang: You're back, missy. What were the lights Zhang 
like? Describe the scene to me, in detail. 

Lass: Wang Liu, you tell Grandpa. 

Zhang: Fat Lass, you're the more perceptive one. 
Speak! 

Lass: (Sings) (Yiguoer Ma) 

I'm not really perceptive, 
but 
each group of ministers held up 
a great pestle, reaching to the sky. 
At the top of the pestle grew a pair of eyes 
with eyebrows above. 
Then I say 
came an apparition: 
a great gourd for a head 
sitting upon a bottle gourd. 
This man was really, truly strange. 

(Speaks) 

Something about a preestuvtang, preestuvtang. It 
really wasn't worth your going to see, Grandpa. What 
a waste of time! 

(Sings) 

It was such an unspeakable thing, 
all the people watching 
hooted and scoffed. 

Zhang: What were the officials wearing to see him 
off? 

Lass: Something really funny! I don't know why those 
officials were dressed like that. 

(Sings) (Jiaopaier) 

Every one of them had 
in his hand a naked twig, 
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Figure 2. Figure 3. 

Reclining melon Double 
and reclining melon 

standing melon. with fringe? 

(Sancai tuhui) (Imaginative construction) 
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Figure 4. 

"A great gourd... 
upon a bottle gourd..." 
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on his back a purple vest. 
White stones and yellow discs of brass 
were tied to their waists. 

Their two feet, it seems, 
were stuck in two black jugs. 

Zhang: Ah--those were black boots. 

Lass: (Xinshuiling) 

Those officials were standing 
doubled up at the waist, 
with their heads hung low. 
Then, sopping drunk, 
they bashed their brains on the ground. 

Zhang: They were paying their respects to him! Zhang g 

The passage begs for comparison with Kao-tsu Comes Home, 
9 

treated by Crump in Songs from Xanadu. The "pestles 

' on which grew "eyes with eyebrows reaching to the sky,’ 

above," are of course some sort of processional 

paraphenalia. These are perhaps double units of the 

"punkins and squashes cum orbs and scepters' featured in 

Kao-tsu Comes Home, topped off with a canopy and fringe. 

(See Figures 2 & 3.) Lass' bug-eyed description of 

Tripitaka in his saffron robes (the bottle gourd) and 

yellow, bald pate (the great gourd) is a conceivable hill- 

billy perception of a rotund monk (See Figure 4). 

The crowds' rhythmic chants of "Tang Seng! Tang 

Seng!" and their subsequent cheers at his appearance are 

understood by Lass to be loud hoots and scoffs, reflecting 

her own disdain of the physical appearance and equipment of 

Tripitaka, and her ignorance of his reputation. To her, 

official trappings are just so much garbage attached to the 
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body--twigs, stones, brass discs, black jugs. Bumpkins 

traditionally respect neither high fashion nor protocol, 

particularly such "bowings and scrapings" (Crump) as are 

part of normal imperial rituals. One can almost visualize 

the snicker her summation arouses in the urban audience: 

"It really wasn't worth your going to see, Grandpa! 
What a waste of time!" 

The conceptualization of rural inhabitant as country 

hick is tempered by the presence of the grandfather, the 

Patriarch Zhang. For this man is no bumpkin; rather, he is 

an extension of the bucolic ideal. He is knowledgeable of 

urban mores, but wisely adheres to his own village-garden, 

satisfying his idle curiosity by bribing his neighbors’ 

children with leek and green onion heluor for news of the 

metropolis. 

Fat Lass' own display of hick non-comprehension is 

substantially mitigated at the conclusion of her remarks on 

the ceremonial aspects of Tripitaka's send-off. When she 

turns to the carnival stalls around her, it is as one who 

is initially critical, but who is rapidly won over to the 

delights of the varied entertainments. 

(6:649; Appendix 4:59) 

Lass: (Sings) 

Yi! Yi! Wu! Wu! sang the flutes, 
Pu! Pu! Tong! Tong! beat the cowhide. 
I saw some ninnies who 
howled a bit, 
fussed a bit. 
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(Yenerluo) 

I saw someone 
with his face painted white, 
red gauze wrapped around a 
topknot 
of slicked down hair. 
He laughed out loud and 
he smashed his cudgel down; 
then with a leap he sprang 
way up over the ground. 

Zhang: That was a yuanben actor. 

Lass: It gets even funnier! 

(Sings) 

It had me laughing merrily. 
There was this fellow 
on legs carved out of wood, (11) 
and then there were 
some Muslim feliows 
who swished a great banner, 
muttered something like a-la-la 
and then carried on with 
I don't know WHAT sort of nonsense 
about spirits. (12) 
There was such a crowd 
I could hardly see. 

(Qidixiong) 

I scurried from here 
to there. 
My wretched body 
had not a moment's peace. 
It was as if there was 
a stone roller under me; 
I had to keep moving 
to stay on my feet 
to see what there was to see: 
all the hundreds of costumes, 
thousands of acts! 

(speaks) Grandpa, this is really funny. A man took a 
few door panels and made a little house. Then he 
took a piece of fine silk and dressed up a little 
person--a tiny man carved from wood and dangling 
on a string! 
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Figure 5. A puppet booth. (Sancai tuhui) 
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(Sings) (Meihuajiu) 

That he called a 
pup-pet, something like that. 
Inky black string 
for dangling 
a powdery red and white 
thing that looked like a man. 
Sou! Sou! 
the barbarian whistle began. 
Dong! Dong! 
urged the beat of a drum. 
One spread out a huge banner, 
then he sat and ate tid-bits, 
while I 
stood and watched the feast 
with both legs stiff as a corpse 
and my belly rumbling like spring thunder. 

(Shoujiangnan) 

Truly, 
if you sit you feel mo hunger; 
if you have to stand you starve. 
When going you are eager, 
coming home your feet drag. 

Clowns, yuanben actor (cf. Country Cousin), 

stiltwalker, puppet~show--exhibitions not unlike the 

mummers, jesters, jugglers, Punch & Judy of European 

tradition. Lass' exhilaration is evident in her 

exclamations, "Grandpa, this was really funny...It gets 

even funnier...It had me laughing merrily...There was this 

fellow who..." Her unrestrained enthusiasm is undoubtedly 

part of the "bucolic mystique"--an extension of the vision 

of the pastoral, in which youthful innocence is expressed 

by mirth at the first encounter with urban rituals. 

Certainly her response to the extravaganza contrasts with 

that of the relatively nonchalant city sophisticates. 
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While he "sat and ate tid-bits," she "stood and watched the 

feast/ with both legs stiff as a corpse,” her "belly 

rumbling like spring thunder." 

Fat Lass' animation, appetite and fleshiness (judging 

from her name)--her bumptious good health--are portion of 

the poetic conception of rural life. Fat Lass is a 

prepubescent figure, a primitive in the pre-urban state. 

Her robust simplicity is contrapuntal to the fragile but 

complex upper-class female, several specimens of which 

tread the boards in this play. Where the one is 

characterized by the belly laugh, the other is most often 

viewed in love-sick languor. 

As this act opened with a eulogy of village life, so 

does it end. Dusty, footsore and hungry, Fat Lass turns 

her back on the city and heads home, anticipating the good 

things that await her there--"powdered heluor with onions 

and leeks.., a bath in the cool hemp-washing pool." It is 

day's end; the passage of light recalls poignantly the 

passage of life. 

(6:649) 

Lass: (Sings) (Shou Jiangnan) 

In an instant 
the sun has reached the western horizon. 
How true it is, 
shadows the flowers cast as we rest 
have moved by the time we sit up. 
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sor 5 AF 1] g fF 4, 

TOE A BH] BE HE] AS 

The day, the act and a chapter in Tang Seng's life 

(and in this study) all come to a close together, as Fat 

Lass sings: 

(6:650) 

(Sui Sha) 

Tripitaka of Tang 
set off today, 
and Fat Lass has told her story 
from head to tail. 

coe Bo Eh gy A 4, 

fo HEHE HA HER % BF J IR. 
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Footnotes to Chapter V 

1. The bridge over the Ba river +3 # in Changan was 
popularly the point at which sénders-off parter from 
those who were leaving the city. Also known as the 
Sohun (Detained Souls) Bridge 4% xf 45 . 

2. Yuchi Gong: a general under Li Shimin Ak, , the 
future Taizong K 42 emperor of the Tang. He is 
credited with having saved Li's life. 

3. i.e, the official who brought Liu Hong to justice in 
Act 4, The historical Yu Shinan (558-638) was a man 
of Zhejiang province. He served under the Taizong 
emperor of Tang, who praised him for five outstanding 
points: virtuous conduct, loyalty and directness, 
erudition, polished style of composition, and elegant 
handwriting ir, BA HE, 13 F 

4. This is courteous banter. Literally, "How can I keep 
the emperor from being so polité (kind) to me?" 

5. For more on "moon-set" and "night-bell" imagery, see 
the Tang poem "Anchoring at pr Bridge at night" 
AE 1% 72h ,bY Zhang Ji Z¢ 4 

6. Knight-ercant 2% Px %s : in Changan the royal tombs 
of five Han emperors were called the:Wuling 2 5 ’ 
and young knights-errant gathered in their vicinity, 
following their custom. 

7. Dudbridge, p. 22. 

8. Songs from Xanadu, (Ann Arbor: Center for Chinese 
Studres, 1983. 

9. pp. 117-124. 

10. Heluor A 2 (R4&) %, : two thin wheat pancakes 
sealed at the rim to enclose a stuffing of leeks and 
green onions; baked. 

11. i.e. a stilt-walker. 

12. i.e. Muslims who spread out a mat to say their daily 
prayers that involved standing, kneeling and lowering 
the head to the ground. The Kalimah, the Muslim 
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creed, occurs frequently in these prayers, often 
recited aloud: "La Ilaha illa ‘'llahu, Muhammadun 
Rasulu 'llah" (There is no deity but God: Muhammad is 
the Apostle of God). See Thomas Hughes, A Dictionar 
of Islam, (Lahore: Premier Book House, 1965), p. 261. 
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CHAPTER VI 

TROUBLES WITH WOMEN 

Another comic theme of the drama is the misery of the 

hen-pecked husband. On three occasions, it is revealed 

that even masterful men, in the seclusion of their own 

homes, may be quite helpless in the face of verbal 

onslaughts from their spouses. These episodes are domestic 

comedy, which in the Chinese case almost always arises from 

the topsy-turvy pecking order between spouses--not a 

surprising phenomenon for a society in which the male is 

expected to be dominant and vocal, and the female mute and 

submissive. 

In the Xiyouiji Zaju it is Chen Guangrui, newly 

appointed Prefect of Hungzhou, Sun Wukong, supernatural 

Monkey~king, and Zhu Bajie, pig-demon with magical powers, 

who are victimized each to some degree by three nags: Chen 

by a paragon, Sun by a nay-sayer and Zhu by a chronic 

complainer. The three are literary sisters to 

Shakespeare's Catherine the Shrew, but European literature 

seems not to have had as well-defined a niche for harried 

husbands as Chinese. 

By Chinese mores, an exemplary woman of virtue was 
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one who lived by the rules for female behavior set by 

Confucius, as exemplified for instance in the Lie NU Zhuan,. 

Act 1 of the Xiyouji Zaju shows the virtuous wife of Chen 

Guangrui diligently exhorting her husband to adhere to the 

way of the sages. She is justified in her remarks and in 

her judgement: much of her effort is devoted to warning her 

husband against a murderous boatman HE wishes to employ. 

However, her method of persuasion is so diffuse and 

dilatory that her husband (one assumes out of habit) turns 

a deaf ear to her admonitions and as a result, ends up 

thrashing about in the river while the villain makes off 

with the lady. 

All the commotion leading up to the fateful abduction 

constitute a particularly black sort of domestic comedy. 

The tenor of the scene is aptly captured in the ironic 

introductory song of Liu Hong, the boatman. Each 

successive line adds new, and more fearsome, meaning to his 

disclaimer, "I'm not really bad," until finally one 

realizes that this man is as bad as bad can be. The song 

signifies the direction the plot (in this act) is to take 

as well: spiraling ineluctably downward to disaster. 

(1:633; Appendix 4:60) 

(Enter Liu Hong, a boatman) 

Liu: Liu is my last name, Hong my first. I make my 
living solely by plundering on the river. 

(chants) 
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That's what I'm like, but 
I'm not really bad. 
I stay clear of the highways, 
I slink by the byways, and 
I'm afraid of the courtroom, so 
I'm not really bad. 
I sell smuggled salt 
in front of my front door; 
I mix secret sauces 
behind my back door; 
there's profits to be had 
in dealings such as these, and so 
I'm not really bad. 
I pole my boat for traders 
up this vast, bountiful river! 
At the sight of bounty 
my eyes grow larger 
and silently, softly, 
there's death on the river. 
But that's as far as I'll go, so 
I'm not really bad. 

(Speaks) Whenever I had my fortune told I heard of a 
store of wealth and a fine spouse in store for 
me; I wonder where I'll meet up with this 
destiny. I might as well get into my boat; I 
wonder who will come by. 

(Enter Wang An.) 

In our first introduction to Lady Yin, she appears a 

sensible woman, with a sense of humor. Her husband 

purchased a good carp, but the fish blinked at him, so in 

alarm he tossed it into the river. Yin's reaction is a 

mild one of surprise and amusement. 

(1:633; Appendix 4:61) 

Wife: (Sings) (Xianlll: Shang Hua Shi) 

Those who release fish speak of 
Zi Chan's virtue; (1) 
those who shoot at ti ors praise 
Zhou Chu's strength. 
You, journeying to Setice in a distant town, 

(Speaks) 
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buy a live fish and can't bear to harm it! Do 
you have such a surplus of virtue that it 
overflows onto birds and beasts? 

(Sings) 

Regarding human matters then, 
you'll surely be a fair judge. 
Let us now link hands 
and cross the river-bridge. (3) 

Subsequently, we see the initial harmony between 

spouses gradually deteriorating, giving way to a dispute 

over inconsequential matters, but climaxing in the 

altercation over the hiring of the crooked boatman. Over 

Lady Yin's objections, a deal is struck, and the ill-fated 

journey begun, which will end in the murder of Chen 

Guangrui and the abduction of Lady Yin. 

(1:634; Appendix 4:62) 

(Enter Chen Guangrui and Wife) 

Chen: Let us wait at this wine-shop. Wang An went to 
look for a boat. I wonder what's keeping him? 

Wife: I'm eight months pregnant as we make this trip. 
I only hope there'll be no complications along 
the way. 

Chen: Have no fear, lady. The fortunate are 
protected by their destiny. 

Wife: Well, now we've come so far, there isn't much 
else we can do anyway. 

(Sings) (Xianll: Dian Jiang Chun) 

From the time we left our village 
to our arrival here, 
we've walked a thousand pathways. 
Waters surge and mountains stretch out, 
half-hidden is the ford, overgrown 

with white duckweed. 
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(Hun Jiang Long) 

But here our walking has ended, 
only a boat may proceed. 
The fastest steed knows nothing 
of West Lake. 
Where is my home village? 
The landscape is misty, 

beclouded-- 
there a brocaded sail 
sinks beyond the clouds. 
Layers upon layers of painted mountains 
stretch away to the interior. 
Listen: 
the rapid river tumbles, surging, 
as a strong wind moans and whistles, 
The fury of long-dead heroes still 
resound abroad. 
How many generations 
of white-haired ancients 
have passed into these hills? 
How many times have imperial cities 
crumbled into these waters? 

Chen: Bring us wine! 

Wife: You shouldn't drink too much on the road. 

Chen: Only wine can dissipate the woes of the world. 

Wife: (Sings) (You Hu Lu) 
Only wine, you say, 
will dispel your countless woes. 
It seems you've never studied 
the Counsels of the Great Yu. (4) 

(Speaks) 

Yu hated fine wine and loved only fine words. 

(Sings) 

The wine you bought today 
is forbidden in the capitol. 
You are not a commoner 

any more, 
so you must 

elevate your thoughts and step high. 
You are 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



199 

an oriole leaving a dark glen 
to move to a lofty tree. #5) 
You are now an official of the third grade 
only because 
you have a belly full of learning. 
You've leapt from the cloth of commoners 
onto the road to Hong Zhou. 
Don't think to tarry in a 
wine-dispensing, foot-soldier's kitchens 

6 

(Tianxia Le) 

Don't even think - 
of unbuckling and discarding 
your jade belt and your zither. 
Don't be like the great Minister, (7) 
Qu Yuan of Chu, (a§ 
who filled his courtyard with drunkards 
because he hated to wake up and 
find himself alone. 
Li Lun collapsed in a heap by Xi Pond, (9) 
Yi Fu lost his way in a bamboo grove. (10) 

(Speaks) 

Those two gentlemen who loved wine 

(Sings) 

have been swept away by the clear wind 
that blows to eternity. 

(Enter Wang An with Liu Hong. Pantomime greeting) 

Wang An: This boatman is a native of Hong Zhou, a 
responsible man. I've hired him and his boat. 

Chen: A fine looking boatman! 

Wife: He might be dishonest. 

Wang An: Rest easy, my lady. I see people for what 
they are! 

Wife: (Sings) (Cunli Yagu) 

I find 
his speech distasteful 
and his countenance disgusting. 
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Chen: Lady, you're making too much of this! Who do 
you think you are, Xu Fu of the Han period? (11) 

Wife: (sings) 

I'm not Xu Fu of Han, but 
I can tell he's not a well-disposed man. 
Just look at his 
stooping shoulders and flattering smile. 
See how he 
scurries up and down 
acting as if he were scared witless. 

Wang An: My lady, I tell you I see people for what 
they are! 

Wife: (sings) 

Why, 
aren't you wang clever bustard. (12) 

Chen: What does it matter! 

Wife: (sings) 

You've confused Pei Wenxi, (13) 
don't do in hapless Lu Yigu! (14) 
Mind you don't let the boat 
proceed to mid-river, 
there to spring a leak of misfortune. 

(Yuanho Ling) 

His crooked heart is as vile 
as the scorpion's venom, 
the look in his eyes as hateful 

-as-a wolf's glare. 

Chen: My dear little wife. Look at you: your hair 
is as dry as cinders, your face as messy as 
straw. You're ungroomed and unkempt! If we were 
to run into friends or acquaintances on the 

river, how the hell could you show yourself! 

Wife: (Sings) 

What's the use of artful make-up 
in the middle of a journey? 
Golden phoenix-pins and fancy pearls 
are nothing more than clutter. 
Remember the decline of Zhou, 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



201 

the destruction of Yin 
and the defeat of Wu by Yue: 
all by the guile of beautiful women. (15) 

(Shang Ma Jiao) 

Remember, 
Da Ji was vulgar, (16) 
Bao Si simple-minded, (17) 
Xi Shi skilled in sorcery, (18) 
and dynasty after dynasty 
was deceived and lost. 
Truly-- 
beauty bodes ill for the husband! 

(Yao) 

Each one of them cost 
hundreds of miles of rivers and hills 
and strong imperial palaces. 
As for me=~- 
I hope to get to Hong Zhou as 

soon as we can, 
we three with no other kin, 
no gold or jade, 
just a rank and office, 
we who were 
granted a future by the emperor. 

This segment constitutes a particularly skillfully 

contrived piece of black comedy; what is especially 

noteworthy is that the very form of zaju aria has been 

recruited to serve comedy--namely, operatic aria is by 

nature dilatory, and its intrusion into whatever realism 

exists in zaju must by convention be accepted. In this 

case, however, it is quite evident that the husband (and 

non-singer) Chen is exasperated, not only by the sentiments 

expressed in his wife's arias, but also by the sheer 

length, richness and verbosity of her song, compared to his 

own meager lines. 
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Chen merely desired to indulge in a cup or two to 

relieve the stress of travel; his wife reprimanded him, as 

housebound wives whose professional responsibility consists 

solely in managing a husband are apt to do even today. In 

return for his two brief statements, "Bring us wine!" and 

"Only wine can dissipate the woes of the world," Lady Yin 

delivers a lengthy aria (accompanied by the full zaju 

orchestra!), chiding him for his lack of ambition, and 

forbidding him indulgence for the rest of his days. 

Hyperbole is inseparable from zaju aria, and generally is 

not used for comic effect. From Chen's remarks, however, 

("Lady, you are making too much of this!") and his response 

so typical of nagged husbands--namely, turning a deaf ear 

in exasperation--I believe there IS comic intent in this 

passage. Chen's irritation is expressed in the speech 

which begins: "My dear little wife. Look at you: your hair 

is as dry as cinders, your face as messy as straw." It is 

a typical masculine put-down of an interfering wife, to 

wit: "Little woman, YOUR job is to look pretty. Leave all 

decisions to men to make!" His feisty wife, of course, is 

not to be put down, and so responds with another lengthy 

aria, this time on the dangers of looking pretty! 

In the end, however, her protests come inevitably to 

naught, and Chen has his way. Thence arises the blackness 

of this piece of comedy: only men can effect the destiny 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



203 

of the group, but of the three available men, one is evil 

and the other two muddleheaded. Woman (Lady Yin) rendered 

helpless by social convention is perversely cursed with 

clear vision. As a result it is she who suffers most 

intensely from the consequence of the group's decision. 

This conflict is symbolically expressed in the 

interaction between Lady Yin and the servant Wang An. When 

Wang An first introduces the villainous boatman, Lady Yin 

warns, "He might be dishonest.” Wang An however was not to 

be dissuaded from his choice: "Rest easy, my lady. I see 

people for what they are." Watching Liu Hong increased her 

suspicions, so Lady Yin insists, "I can tell he is not a 

well-disposed man," but Wang An reasserts himself, "My 

lady, I tell you I see people for what they are." 

Apprehensive and frustrated, Lady Yin vents a thinly 

disguised curse: "Aren't you wang clever bustard!" 

(assonant pun in the original), but her outburst is 

shrugged off by her husband. The third and last time Wang 

An says his line, it is under desperately different 

conditions. Shoved by the villain into river, the drowning 

servant's dying words are, "I see him now for what he is. 

My lady. . .!" 

Wang An's first two repetitions of essentially the 

same line denote (his conviction that) the boatman is GOOD. 

The final repetition denotes (his realization) that the man 

is BAD. Irony consists in one event carrying radically 
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different meanings--generally the latent meaning is the 

more vicious one, 

The first case of the hen-pecked husband then is one 

that is concurrently an example of macabre comedy, a genre 

not uncommon in Yuan zaju. (See YQX 80 Pener Gui and YQX 

86 Dou E Yuan.) The following two episodes will feature 

male protagonists who are themselves clowns, and are 

therefore substantially more comical in nature. 

In Act 9, Sun Wukong, Lord Monkey, purloined himself 

a wife, the Princess of the State of Golden Cauldron. He 

quickly discovers, however, the truth of the adage "you can 

lead a horse to water..."--in this case "you can abduct a 

woman and bring her into your home but you cannot make her 

into an ideal wife." Curiously, Monkey, for all his 

muscles and macho, does seem to crave genuine love from the 

princess. He could simply have raped her whenever the urge 

arose, and obviously his general estimation of women does 

not preclude that alternative, witness his readiness to 

join in the orgy in Woman's Country (it was the hoop on his 

head which prevented him), and his threat when nettled by 

the Iron Fan Princess: 

(19:683) 

"Wanton hussy! If I should lay my hands on you, 
I won't beat or scold you. Guess what I'll do!" 

Monkey's dialogue is liberally sprinkled with y 

references to prick and asshole (see Chapter 4), and one 
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infers he could use some satisfaction. However, he never 

seems to get any. Tradition in the Xiyouji cycle is that 

Monkey is by nature celibate; only in the zaju does he even 

go as far as to abduct a woman. There is subsequently no 

evidence that the (mis)match between Monkey and Princess 

was ever consummated, and some evidence actually indicates 

that it was not: in the scene quoted once in Chapter 4, 

the Princess sings: 

(9:655) 

I, 
seeing the fire in his eyes, 
the fur on his face, 
cling to my embroidered ball, 
being of no mind to toss it. 

LIE AA 
EAL TA fl Al 
104 fF AF £5 HA A 

The embroidered ball being the emblem passed from maiden to 

suitor to signify her readiness to receive him as husband, 

the Princess' words suggest that she has not, and will not, 

surrender her virginity. 

Not only is the Princess granted freedom to protect 

her maidenhood, she even heaps abuse upon him with 

impunity. The following scene depicts her response to his 

advances. 

(9:655; Appendix 4:63) 

Monkey: I managed to steal a magic suit, magic cap, 
magic peaches and magic wine from the Heavenly 
Palace. Accept and use them with good cheer, my 
lady! 
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Princess: (Sings) (Yu Hu Lu) 

The Queen Mother and her magic suit 
are never parted. 
It shines with a golden, 
dazzling light. 
What do I care for this item, 
that was most likely 
woven by a Magic Monkey 
from Crimson Cloud silk? 

Monkey: See this silver-threaded cap. Even an ugly 
person if he wore it would be pleasing to the 
eye. 

Princess: Then, Great Sage, kindly put it on! 

(Sings) 

So you went to the Heavenly Palace 
to steal the silver-threaded cap. 
I'd rather have the headpiece of gold 
given to officials’ wives 
at banquets in the Imperial gardens. 

The Princess is truly a cherished mistress, that 

Monkey would not retaliate at being insulted in this 

fashion. One speculates that under the traditional system 

of arranged marriages, more than one tender young 

bridegroom encountered rejection in his efforts to embrace 

the bride; all the more material for comedy! 

The last picture of the troubled husband is of 

Principled Pig, who abducted Ms. Pei. The following scene 

describes their subsequent life together: 

(14:668; Appendix 4:64) 

(Enter Pei girl) 

Pei: Ever since the day I sent a note suggesting an 
assignation with the student Pigue, who could 
have told I'd be held captive here by a demon in 
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the shape of young Pigue. The thousand hills, 
ten thousand gullies--wherever am I? That 
bastard goes out at the fifth watch and does not 
return until night. Every day a neighbor woman 
watches over me; I'm sure she's a hob-goblin too. 
But what have I to be afraid of! It's just that 
I cannot know when I'll see my parents and my 
husband again. And oh, I long to know how they 
are, at this moment, my parents and my husband! 

(Sings) (Zhonglll: Fen Dier) 

Drowned in the dark night 
deep in the wild hills where 
not a bell breaks the forbidding silence. 
Not to my ears come the clear 
notes of my Sima's lute. (19) 
As for this vulgar Xiangru-- 
this filthy article-~ 
how incredible to think 
he could keep me company. 
Covered by the shadows of the trees 
and the shaded hills 
I am as damp and chill as if I'd been 
drenched in a pond full of water. 

(Zheng Gong: Liu Yaobian) 

Don't you think to love me, 
dressed as you are in your 
delicate silk brocades. 
Had you been a worthy match 
I, naturally, 
would have sought you out. 
What use then to me are your 
gift of gold, yellow, 
gift of jade, white? 
Only gifted groom and comely maid 
lie happily together on one bed. 
Who is there to bear for me 
my dark burden of grief? 
To find a good match is like searching for 
a needle on the ocean floor. 
It is destiny that effects marriage. 
Without the kiss of fate, my hopes 
will never be fulfilled-- 
I've only been frustrated in all my efforts 
till now. 

(Speaks) 
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Lay out the wine and fruits! I still don't see 
Mister Pigue returning. 

(Enter Pig) 

Pig: 

Pei: 

Ever since I abducted this young woman, the two 
families have been battling it out in court. 
Battle or not, it's no business of mine! Each 
night I gratify myself joyfully. Today I'm late 
coming home; I'm afraid the little mistress will 
scold. Elder sister! I am home! 

The night is so far gone. How could you keep me 
waiting this long! 

(Sings) (Zhong LU: Shang Xiao Lou) 

Pig: 

Pei: 

And with whom have you wined and feasted 
while I am alone 
with naught but dark thoughts in my breast. 
Your drunken eyes glitter cross-wise, 
your grinning face bespeaks your 

thoughts of spring. 
Wine drips from your clothing. 
Are we now to 
lift up a brimming cup of fragrant lees, 
gently light the precious incense burner 
and leisurely, 
ascend the pillow? 
I'll have you sample my FIST 
before you scratch THAT itch! 

Why aren't the serving maids waiting on their 
mistress! 

They too have waited a long time for you! 

(Sings) (Yao) 

They 
lit up the scarlet candles, 
spread out the embroidered coverlet, 
prepared for our coming, then 
poured and offered me wine 
in hopes of the lord's return. 

Such a little cave, it must bother the mistress 
to be confined here. 

(Sings) 
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I have NEVER been 
instructed in stitchery, 
attentive to my toilet, 
mindful of sewing and weaving. 

Pig: People have told me they don't wait on you. 
Just wait till I shout at the bastards. 

Pei: (Sings) 

And YOU should just stop 
heeding others who would slander us thus. 

Pig: Bring us wine! I'll drink a few cups with my 

elder sister. Your husband was named Pigue, and 
I too am called Pigue. And you are a lovely 
flower keeping me company, I who am but two 
withered sticks of wood. 

(Pantomimes smiling) 

Do you miss your parents? 

Pei: How could I not miss my papa and mama? 

(Sings) -(Qiao Zhuo She) 

My eyes widen at the glimmer of hope; 
my constricted heart relaxes and 
I" take a drink. 
Members of one family 
with one purpose 
naturally seek each other. 

Pig: Now I'll arrange for clothing, ornaments and 
gifts for you, so that you can pay a visit home. 

Pei: (Sings) 
Scarves for my head, 
gold to buy my smiles, 

want none of those! 
But if you'll allow me 
to see my parents once, 
I'll be grateful for your munificence. 

Note the distinct personalities of Pig, Monkey, 

Pei and Princess. Pig is not constrained by Monkey's 

surprising chastity and apparent tenderness, and would seem 
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to have engaged in some "cloud and rain" activities with 

his captive lady. For such privileges, he is resigned to 

paying the customary price, namely, to suffer a loss of the 

tranquillity of his bachelor days. Pei is a worthy foil 

for him. She is by Chinese standards reprehensibly bold, 

having brought calamity on her own head by setting up the 

illicit rendezvous with her lover Pigue. After her 

"degredation," she is not in the least rueful over her 

vanished virtue, but bewails the fact that the WRONG lover 

has ravished her: 

(14:668) 

Not to my ears come the clear 
notes of my Sima's lute. 
As for this vulgar Xiangru-- 
this filthy article=-=- 
how incredible to think 
he could keep me company. 

The story of Wang Zhaojun and Sima Xiangru inspires this 

young woman. Elopement by Chinese mores is a serious 

offense; Wang and Sima spent long years in exile before 

they were "rehabilitated." Clearly Miss Pei is more 

romantic than sensible: even as she is held captive she 

yearns to flee with her real Sima Xiangru--her attractive, 

but forbidden, lover. 

In a sense, this whole burlesque is symbolic of "any- 

girl's" complaint: the winsome, refined suitor of 

courtship days metamorphoses after marriage into a 

lecherous beast. While mourning the "lost lover" in her 
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private thoughts, she must nonetheless in day-to-day life 

tolerate her real, brutal husband, her resentment driving 

her to complain relentlessly over trivia. Detesting his 

company, she nevertheless demands it, so that she may have 

the satisfaction of seeing him as miserable as she is. Try 

as he might to blunt the piquancy of her attack, the 

husband (Pig) cannot extricate himself: she insists that 

the total blame for her unhappiness rest squarely on him-- 

not the servants, not the living conditions. Possibly to 

divert her wrath, perhaps in search of respite, he does 

what any other Chinese husband might in his stead: he 

offers to send wifey home. 

As successful as Chinese male-dominated society was 

in repressing its females, it failed to obtain lasting 

harmony between the sexes. Women always managed to make 

their presence felt and their opinions known--most often 

and to the dismay of most men, they nagged, nagged, nagged. 

The theme of the hen-pecked husband is a prominent one in 

Chinese humor. 
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Footnotes to Chapter VI 

1. Zi Chan x epithet of Gongsun Qiao 2% 3% 
er 5%, prime minister of the state Fok, 

. His regime was so enlightened and benevolent 
that after three years, there was no longer any theft 
or dishonesty among the people. 

2. Zhou Chu ff] #& , of the Jin Z~ dynasty (3rd & 4th C 
B.C.), was orphaned as a child and grew up to be a 
young man of such gigantic strength and lawlessness 
that he was classified as one of "three scourges" =. 
£ of the countryside, together with the Tiger of the 
{oughern Hills and the Serpent beneath the Long Bridge 

+ 5 AS #% ). Upon hearing of this 
classification’ ou was so distressed that he 
determined to eliminate all three scourges: he slew 
the tiger and serpent and gave up his reckless ways. 

3. Xishou shang helian 4 £ iT : 
figuratively, "(Let us) pa n £. way" a a poem 
by Li Ling ¥ f% to Su Wu #4, (1st-2nd C B.C.) 
while both were held captive by the Xiongnu & 42 
tribes. 

4. "Da Yu Mu" XxX 5 rs from the Book of History 3d 
4% . Yu, founder of the Xia dynasty, was by one 
tradition the first taster of wine. He found it good, 
but eschewed it for fear that wine would effect his 
judgement. 

5. Huang li E the yellow oriole, also referred to 
Huang 11 ¥ RA, fil d uan ‘ or oloply huang niao, recurs in 
the Book i ts Tlitting about 
symbolizes human action 5 emotion. See Odes 2, 32, 
131, 230. 

6. Bubing chu Jit . Ruan Ji fA, 45 (210-263) was 
= gi a gifted boet Fe dius for his constant inebriation. 
Learning that the kitchens of the infantry served up 
good wine in large quantities, he passed over higher 
office and sought out his subsequent appointment as 
infantry commandant. He later came to be called Ruan 
Bubing. 

7. Sanlll =: ff] +: Director of the Affairs of the Three 
Clans; an office held by. Qu Yuan jf yA (332-295 B.C.) 
under Prince Huai of Chu 
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8. Chu Tafu ¥ 4 : Qu Yuan. He is famous for his non- 
conforming idealism, which led eventually to the most 
extreme form of protest: his suicide. 

9. Ji Lun A 44% : epithet of Shi Chung %& -&  (249- 
300). e attached himself to a man who lived a rich 
and ostentatious lifestyle, and shared his patron's 
downfall. He was executed and his family terminated 
when he refused to surrender up a beautiful concubine 
to a more powerful man. 
Xichi 23 54, : refers to a pond into which, for 
conveniedce, a great amount of wine was poured, so 
that even in a drunken stupor ome could continue to 
enjoy drinking, simply by dipping one's face into the 
water. 

10. Yifu £ H# : epithet of Wang Yan Z #5} (854-925), 
a talented man but a profligate. 
Zhulin 4% : the bamboo grove of the Seven Sages, 
famous poets, drunkards and drug-users. 

11. Xu Fu 3% : a skilled physiognomist of the Han 
dynasty. When Zhou Yafu ok became governor 
of Henei ff @&) , Xu predicted: "In three years you'll 
become a marquis, in eight years a general, and in 
nine you'll die of starvation." Zhou laughed in 
derision, but the prediction came true. 

12. Wang bo dang 3 ¢y 4 , meaningless of itself, is 
owever consonant with wangba dan ¥ \ 4 : 

bastard. Wang of course is also the servant's 
surname. The "wang" in the translation is intended to 
be an approximation of "one" pronounced with a Chinese 
accent: thus, "one clever bastard." 

13, Pei Wenxi 2% 3 5 and Lu Yigu & > or 
according to folk Legend were husband and wife. Pei 
naively entrusted his wife to the care of his best 
friend, who raped her. 

14. That is to say: fix the boat before we are in real 
danger--send away this man before he has done us harm. 

15. Zhou was plagued by Bao Si, Yin (Shang) by Da Ji, and 
Wu by Xi Shi. See notes 16-18 below. 

16. Da Ji (12th C B.C.), the bewitching and sadistic 
concubine of the last king of the Shang dynasty, who 
led the king into such debauchery that his regime was 
shortly overthrown. 
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17. Bao Si (8th C B.C.). Concubine of the king of YouZ¥ . 
Being melancholy by nature, she seldom smiled. However 
she laughed aloud when, to amuse her, beacon fires 
were falsely lit, summoning feudal armies to the 
defense of the royal house. Thereafter a real attack 
occurred, and the beacon fires were lit. They brought 
no response. The king was killed and Bao Si 
eventually strangled herself. 

18. Xi Shi (5th C B.C.). Taking advantage of her 
incomparable beauty and grace, the state of Yue sent 
her to amuse and distract the king of rival Wu. The 
strategem worked, and Yue defeated its neighbor. 

19. Refers to Sima Xiangru. See Chap. 2 note 9. 
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CONCLUDING REMARKS 

There has always been some uneasiness in the academic 

field over the final evaluation of the Xiyouji zaju. Its 

length distinguishes it, and the lyric quality of its arias 

has never been disputed. However, there is a certain 

unorthodoxy in the way this drama has handled elements of 

the traditional Xiyouji cycle. Episodes occur here that 

are found nowhere else in fiction or drama (Monkey's 

abduction of the Princess of Gold Cauldron in Acts 9-10, 

the battle with the Silver-browed General in Act 11, Pig's 

early courtship of Miss Pei), and some outstanding episodes 

occuring in the early sources have been skipped or glossed 

over (e.g. Monkey's adventures at the palace of the Queen 

Mother of the West, treated in somewhat greater detail in 

the Kozanji version and so tremendously successful in later 

drama, and the famous duel with the Taoists in Cart-slow 

kingdom, cited in the Pak t'ongsa onhae). It has been 

baffling to scholars that so much of the zaju is more or 

less irrelevant to the Xiyouji tradition, fully half (12 

acts) being taken up by prepatory and concluding 

activities; clearly the drama's treatment of the journey 

itself has been less than satisfying to later critics. 

Thus Yan Dunyi (1954) suggests that the drama's problems 
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result from that fact that one conventional four-act play 

has been expanded into twenty-four acts with materials 

taken from sundry sources, and Dudbridge excuses the 

playwright his failings by blaming them on the strictness 

of zaju conventions. 

I have attempted to demonstrate in this dissertation 

that a considerable amount of the slack in the plot is 

taken up by the attention given over to comic elements-- 

that in light of the focus on comedy at least some of what 

was puzzling about the drama can be explained. Comedy in 

the zaju is decidedly an understudied area; partly because 

comedy is difficult to interpret between cultures. It is 

commonly noticed that an item labeled "funny" in Chinese 

will not amuse an American audience, and vice versa. To 

this end I have appended an essay describing a model for 

humor analysis that is useful for inter-cultural 

application and eventually comparison; see Appendix 1. 

Furthermore, to defend against the possibility that some 

readers will not concur with my assessment of the comic 

content of the selections from the zaju given in Chapters 

2-5, Appendix 2 offers analyses of most of those 

selections, based on the model in Appendix 1. Not every 

comic episode has been included; those that are may not 

have been treated exhaustively for their comic content-- 

nonetheless, it is hoped that the analyses provided will be 

helpful in the appreciation of zaju's comedy. 
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APPENDIX 1 

A DEFINITION OF THE COMIC 

AND A MODEL FOR THE ANALYSIS OF COMEDY 

The term COMEDY is used here to denote those elements 

in a literary work which serve to induce laughter, to be 

differentiated from the genre comedy, a light-hearted 

drama, the counterpart of tragedy. Comedy is a combination 

of witticism, humorous byplays, buffoonery, jokes: in 

short, whatever means an author customarily employs to 

amuse an audience. 

To analyze comedy, one must first determine precisely 

what it is that gives rise to LAUGHTER, the human reflex 

which is at once both the seed and the fruit of comedy. 

The pleasure it imparts is surely the stimulus behind the 

creation of all laughter-producing forms, for which the 

harvest, laughter itself, is as variegated in form as any 

harvest in the green world. There is merry laughter, 

uproarious laughter, thoughtful laughter, laughter that 

pains, laughter that affords momentary relief from pain. 

Of course, not all that produces laughter is comedy. 

Some laugh under the influence of intoxicants and "uppers," 

others will laugh when tickled. Chemical stimulants are 

easily dismissed from discussion on humor, but writers on 
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comic theory find it harder to dispense with an 

explanation, however brief, of the hows and whys of 

tickling. There seems to exist a connection between the 

cause and effect of tickling and of comedy: for example, 

the marquee of a theatre featuring a comic number will 

proclaim "a rib-tickler!" 

It is assumed that the experience of being tickled is 

necessarily a pleasant one, and that after being tickled 

one enjoys a feeling of well-being, expansiveness and 

relief very like the feelings obtained by one who has just 

LY
 

laughed heartily at a joke or funny scene. Thus J.C. 

Gregory called comedy a "mental tickle." 

There has been debate as to why tickling gives rise to 

laughter, One theory is that the unlikely combination of 

both pleasure and pain experienced at once induces a "rapid 

oscillation back and forth" of the feelings, and the energy 

thus generated is released in laughter. However, C.R. 

Darwin noted that the initial response of a very young 

child to tickling is of self-defence ~-dascribed by Arthur 

Koestler as "squirming, wriggling, and straining to 

withdraw the tickled part"--reactions to feelings entirely 

of pain, not of pleasure. In light of this, Koestler felt 

it necessary to impose a condition under which laughter 

might be part of the response to tickling, namely that the 

"victim" must view the action as harmless and playful--"a 
4 

mock attack, a caress in a mildly aggressive disguise." 
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This explains why people cannot tickle themselves, and why 

babies laugh fifteen times more often when tickled by their 

mothers than by strangers, as research indicates they do. 

Naturally an attack by a trusted figure is more likely to 

be interpreted as playful. 

For adolescents and adults, tickling becomes a mock 

sexual attack. The delicate balance between pleasure and 

pain is discussed at some length by J.Y.T. Greig in his 

chapter on "Love and Laughter," where he suggests that the 

adult version of tickling is no more than a variation of a 

tradition that began in childhood, where the discomfort 

caused by tickling is offset by the pleasure of physical 

contact with a person for whom the "victim" harbors some 

affection. 

Thus while tickling is a purely physical stimulus, it 

requires mental mediation, the existence of a particular 

set of psycho-emotional circumstances, in order for the 

laugh response to ensue. In this respect, as we shall see, 

it is related to the workings of comedy. 

It is widely held that humor-related laughter involves 

a sense of play, a feeling of general well-being, relief 

from tension, as well as some sort of a conflict between 

competing emotions that finds a resolution. All of these 

are relected in the tickling ritual: the playfulness, the 

initial tension of the mock-attack and its subsequent 
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relief, the conflict between pain and pleasure that 

dissolves in a flood of warmth and well-being when the 

tickling ceases. 

In other words, there is an overlap in the attendant 

circumstances necessary for laughter to result from 

tickling and comedy. Analysis of "tickle-laughter" 

provides insight into the dynamics of comedy. However, as 

tickling requires physical contact and comedy is a mental 

process, one concludes that while tickling does shed light 

on comedy and is thus often included in a discussion of 

comedy, it does not itself belong under the rubric comedy. 

Another form of laughter is that of joy and pleasure, 

of people at play. It may be sustained, as in the course 

of wmerry-making, or it may be brief, bubbling up from 

sudden happiness, as in an unexpected meeting with a 

friend. However, though joy and well-being are fundamental 

to comedy, happiness alone does not constitute comedy. An 

author may use happy images to produce a pleasant state of 

mind in his audience, but happiness itself is not the comic 

element. 

As with pleasure in general, so it is with that 

particular form of pleasure labeled “sudden glory" by 

Thomas Hobbes, which he uses to explain the riddle of 

laughter overall. It is, he said, a feeling of joy 

"arising from a sudden conception of some eminency in 

ourselves, by comparison with the infirmity of others, or 
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with our own formerly." 

Superiority may partially explain comedy, but 

superiority itself does not produce laughter. Poverty is 

not funny--an aristocrat slipping on a banana peel is. 

What is most striking about the latter event is the 

INCONGRUITY in the matching of actor and act: extraordinary 

people are supposedly exempt from the indignities lesser 

mortals suffer. If the aristocrat is replaced with a 

cripple, a child, or a very old person, the incongruity is 

absent: cripples etc. are expected to be susceptible to 

falls, and therefore an accident involving them is 

regrettable, not comic. 

Even aristocrat and banana-peel do not constitute 

fool-proof comedy. A popular anecdote places the man, in 

coat and tails, at the top of a broad marble staircase, 

about to make his descent into a hushed and reverent crowd 

of on-lookers. On one of the top steps lay the fateful 

banana peel. The aristocrat approached, nose in the air, 

and trod squarely on the slippery mass. Up swept the well- 

heeled feet, down came the tailored rump and bounce, 

bounce, bounce...step by step he tumbled down the 

staircase. By the time he reached the bottom he was dead. 

The point to the story was this: somewhere between the top 

step and the bottom lay the dividing line between comedy 

and tragedy. When playfulness ended, laughter stopped. 
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An audience cued to a joke apprehends the narrative 

with a spirit of playfulness. Aristocrats and banana peels 

are well-known ingredients of comic stories; the audience 

is prepared to see the pompous figure "cut down to size" 

in some delightfully ignominous fashion. When it becomes 

clear the fall was not harmless, the tumbling man is 

"fleshed out": he is no longer merely an actor in a comic 

play but a human being, mortal as anyone else. Evidently a 

second factor is vital to the success of comedy, a factor 

we shall call COMIC DISTANCE. 

The laughter of comedy, then, arises from an apt 

coincidence of INCONGRUITY and COMIC DISTANCE. 

Comic laughter is a human response that is 

particularly ephemeral. It arises suddenly when a 

particular type of stimulus, coming from an acceptable 

source, is received and interpreted by a ready and able 

intellect, then just as suddenly it dies away. The 

stimulus we shall speak of as "comic material." Both 

source and receiver (the audience) are by definition human, 

anad the meeting of these three factors must occur under 

optimum conditions to bring forth laughter that is truly 

assuasive. 

Consider for example the telling of a joke. If the 

stimulus, i.e. the joke itself, is poorly conceived, it is 

unfunny. If the narrator (source) is unsympathetic to the 
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audience, the joke is likely to fizzle as well. If the 

audience (receiver) for its part is distracted or 

incapacitated, it is neither "ready" nor "able" to perceive 

the point of the joke. A concurrence of optimum conditions 

is when two brain-weary students of Eastern mysticism meet 

at the happy-hour and share the following: 

A: Say, how many Zen Buddhists does it take to 
screw in a light-bulb? 

: I don't know; how many? 
A: Two. One to screw it in, the other not to 

screw it in. 
B: Ho ho ho! 

Here we will deal with comedy as it appears in written 

material: in jokes and anecdotes strictly because their 

brevity makes possible their inclusion, although the 

principles we will develop may also be applied to comedy in 

longer forms. Since the goal is to identify comic elements 

in the zaju, it behooves us to concentrate upon analysis of 

comic material, if only for the reason that we have the 

text of the zaju at hand, while details of its performers 

(source) and audience (receivers) are sketchy at best. 

Thus while we are in a position to dissect the text and to 

draw conclusions on the nature of the comic material it 

contains, anything said about the performers of the zaju or 

its audience is speculative. 

In reflections upon what it is that makes comic 

material funny, I am in general agreement with the so- 

called "incongruity" school of comic theory, which state 
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that something is risible when it unites, under an 

ingenious pretext, two or more ideas, personalities, 

situations, or meanings, which by normal convention would 

be non-harmonious or incongruous one with the other(s). 

Bergson in his celebrated tract on comic theory 

entitled Le Rire wrote at length on what I take to be the 

metaphysical underpinnings of the "incongruity" position. 

He juxtaposes body and soul of a human being and finds them 

ill-suited to each other. The spirit is fluid, flexible, 

free, capable of infinite shades of differentiation in 

perception and response. The body in contrast is earth- 

bound and limited in capacity. That body and soul should 

be united is life's basic incongruity. When intelligence 

learns to accept this incongruity with grace, the comic 

spirit is born, 

The comic then, Bergson sees as the limitations of the 

body imposed upon the soul, or "something mechanical 

encrusted upon the living." The spirit is thought to be 

eternal; minds can summon up ideas reaching beyond the 

bounds of time and place. It is natural that humans are 

reluctant to conceive of the demise of such a capacity, of 

the death of the soul. Bodies however are ineluctably 

mortal. The power that mortal and thus limited bodies 

possess over immortal and infinite spirits seems unfitting, 

and consequently the bond is often denied. One who aspires 
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to immortality by claiming a place in history must suppress 

the link to mortality and the human body, denying the 

normal subjection to corporeal demands. 

Washington who led his troops across the Delaware 

cannot be imagined squatting to move his bowels without at 

least a momentary dissipation of his heroic image. The 

aspirations of spirit are incongruous with the material 

requirements of the body. 

An extension of Bergson's basic opposition of body and 

spirit is the mismatching of human intentions, expectations 

and ambitions with the realities of the material world. 

Human thought, for example, may be said to lie in the realm 

of the spirit, while human language, the articulation of 

thought, is part of the material world. 

It may be argued that there is a certain degree of 

"inelasticity,"” "rigidity" in language: spoken and written 

forms are mechanical constructs to which intuition must 

conform--often one ‘'gropes for words" to adequately 

represent an idea which, yet unuttered, nevertheless 

already exists in the mind. One supposes that impatience 

with the limitations of language was at the root of the 

Taoist metaphoric adage, "When the fish are caught, the net 

may be discarded;" words are but a mechanical device to 

trap living ideas. 

Verbal comedy--puns, witticisms, double entendres and 

jokes which turn on misapprehensions~--point out the 
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incongruity of intuition matched with language. A limited 

lexicon of terms must serve to "catch" nebulous ideas, 

intentions, feelings, contexts. Many words and expression 

have multiple and ultimately contrastive meanings--this is 

the inadequacy of the mechanical encrusted upon the living. 

The act of consciously creating incongruity in literary 

(comic) works will be here called DISTORTION. 

However, incongruity alone could just as easily give 

rise to non-comic genres. Tragedy for instance is often a 

result of a mismatching of an individual with his 

environment. Whereas traditionally tragedy is cued to 

arousing the sympathy of the viewer, comedy takes pains to 

circumvent the emotions of its audience. This is what I 

have referred to earlier as the act of DISTANCING so 

crucial to comedy. 

A third factor that influences the ready perception 

of humor is the freshness of the material--namely, its 

capacity to surprise the audience. A comic line or 

technique that is repeated too often loses its vitality, 

The intended incongruous content ceases to strike one as 

being incongruous, and the laugh response is not triggered. 

As Bergson commented, ".. many things are comic de jure 

without becoming comic de facto, the continuity of custom 

having deadened within them the comic quality. A sudden 

disolution of continuity is needed...hence the explanation 
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of laughter by SURPRISE," 

The SURPRISE factor is straight-forward and does not 

warrant elaboration; the concepts of DISTORTION and 

DISTANCING will be discussed below. 

Distortion 

Koestler termed this bisociating--"the perceiving of 

a situation or idea, L, in two self-consistent but 

habitually incompatible frames of reference, " and M, 

EH RR 

The event L, in which the two intersect, is made to 

vibrate simultaneously on two different wavelengths, as it 

were. While this unusual situation lasts, L is not merely 

linked to one associative context, but bisociated with 

two." 

Consider the following joke. 

(1) Chamfort tells a story of a Marquis at 
the court of Louis XIV who, on entering his 
wife's boudoir and finding her in the arms of 
a Bishop, walked calmly to the window and went 
through the motions of blessing the people in 
the street. 

; "What are you doing?" cried the anguished 
wife. 

"Monseigneur is performing my functions," 
replied the Marquis, "so I am performing 
his." (11) 
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In Koestler's terminology, the humor in the story 

arises from the "clash of two mutually incompatible codes, 

or associative contexts,” one which prohibits adultery and 

the other asserting quid pro quo. The event in the joke is 

"not merely linked to one associative context, but 
12 

bisociated with two." 

Again: 

(2) A car dealer is boosting a new sports 
model to a prospective client: "You get into 
this car at midnight and at four a.m. you are 
in Grimsby." 

The customer is indignant: "And what am 
I to do in the middle of the night in 
GRIMSBY?" (13) 

Focus on an irrelevant detail--Grimsby at four a.m.-- 

is bisociated with the meaning of the whole, which of 

course has to do with the speed of the car. 

Let me present another model of humor, a mechanical 

one which is parallel to Koestler's but perhaps not as 

inspired as his, although it does have the advantage of 

laying out the "nuts and bolts" of examples of humor. 

Comic episodes, jokes in particular, generally take 

one of three forms: 1) a statement, possibly followed by a 

rebuff, which in turn may be followed by a response to the 

rebuff; 2) a question with an answer; and 3) a statement 

followed by a comment. Each category of these forms-- 

statement, rebuff, response; question, answer; statement, 
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comment--will be called a MAJOR ELEMENT. 

In every comic story the major elements may be said 

to consist of one or more of the following MINOR ELEMENTS. 

1) The act: the pivotal event of the story. It can 

take the form of an action, a statement, a gesture, or a 

pose. In the light of subsequent developments (or of 

concurrent conditions subsequently perceived by the 

audience), the act is the kernel that is made subject to 

multiple and mutually exclusive interpretations. 

2) The agent: the perpetrator of the act. The agent 

is often omitted from joking stories. 

3) The vehicle: the means (or instrument) by which 

the agent performs the act. This element is particularly 

useful in discussion of some uses of irony, where the 

author is the concealed agent and the figures in the story 

are manipulated to express the author's intentions. 

4) The context: a label which covers a variety of 

conditions under which an act occurs. Depending on the 

story, the relevant context may be a physical setting, a 

metaphysical setting, social convention, logical 

underpinnings of the act, or even details of portions of 

the act itself. 

5) The mode: the style or level of presentation. 

Prior to describing an act, the level of presentation is 

determined; thereafter decorum is maintained in language 
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and imagery. In some cases decorum is deliberately 

violated for comic effect; then it is the mode which 

conveys the comic content. 

6) The complement: a secondary portion of the act or 

a subsequent action (or statement, gesture, or pose) which 

reflects the ambiguity inherent in the act. 

7) The interpretation: the meaning of the act as 

perceived in light of the factors listed in items 4-6 

above. 

8) Attributes: any element may be assigned 

attributes, which are traits relevant to the story. 

The minor elements when they appear will follow this 

order; the entire sequence or parts of it may be repeated 

in longer narratives. 

Agent? Attribute> Vehicle» Attribute> Act> Attribute> 

Context> Attribute> Mode> Attribute> Complement> Attribute 

Interpretation. 

Analysis based on this model will utilize diagrams 

constructed in accordance with the following principles. 

1. Major elements will be marked by double vertical lines, 

and labeled. 

2. Minor elements will be marked by single vertical lines, 

and labeled. 

3. Specifics of a minor element will be contained in a 

box within a labeled column. 
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4, Broken lines will link boxes that form part of a 

logical sequence. 

5. A single-line arrow will indicate the logical sequence 

implied in the "build-up" of a comic story. 

6. A double-line arrow will represent the "comic leap" 

that constitutes the punch-line, the comic mismatching 

of terms which normally do not go together, or the 

linkage of irony, all of which constitute the 

distortion contained within the comic episode. 

By this model then, Koestler's jokes can be 

diagrammed thus: 

ACT CONTEXT COMPLEMENT 

wife and jealous 

A bishop are R~"""F"""""7 rage 

al lovers 

husband ry 

discovers 74 
wife with ['s wife is ob- 

bishop RN serving the return of 

*+.] bishop do a the 
favor for the 

husband 

Figure 1. Joke 1. 
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ACT CONTEXT COMPLEMENT 

illustrating | _.--deee-n customer's 
. ps ' d delight “Grimsby |. car's spee g 

at 4:00 
a.m." Ta ‘a 
= (~~.] detailing an customer's 

indignation itinerary 

Figure 2. Joke 2. 

The pivotal event in each story is given in the 

column labeled "act"--in the first the discovery of the 

clandestine pair by the husband, and in the second the 

statement by the salesman that "at midnight you'll be in 

Grimsby." The success of the jokes turns on the fact that 

each act may be seen to occur in two contexts, as 

demonstrated in the second column. Corresponding to each 

context is a response one might reasonably expect: broken 

lines link the logical sequences consisting of act, 

context, and the expected response. 

The introduction of each joke is so designed as to 

urge one or the other of the possible contexts on the 

audience, and the "path" thus chosen is indicated by a 

single-line arrow. Comic distortion is contained in a 

"leap," marked by the double-line arrow, beginning on the 

path the audience has been following to the other, hitherto 

obscured but equally "legitimate" path. 
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The first joke opens with the husband's discovery of 

his wife in the arms of her lover. The audience is thus 

guided along the upper path shown in Figure 1, and expect a 

fit of jealous rage from the husband. Instead the story 

offers a response following the diagram's second path-- 

namely, a quid pro quo answer to a kind benefactor, and the 

comic leap is made. 

Similarly, the context of the second story implies 

the first path in Figure 2: a salesman praising a sports- 

car will speak of its speed. The customer's response 

however follows the second path, and again the receiver 

(audience) is caught off guard. 

For a comic story to be successful then, it is 

necessary that the receiver be sent down one path without 

conscious awareness of the second path, so that when the 

comic leap occurs, he is surprised. If he is then able to 

visualize the second path (or, as in the case of the first 

joke, if it is explained to him,) he will be able to 

appreciate the comic distortion involved. 

It would be possible for these jokes to be reversed, 

for the receiver to be nudged down the second path 

initially and then jolted to the first. The jokes might 

read as follows: 

(3) A: The Marquis at the court of Louis XIV had an 
unusual sense of justice. He came home one 
day and found that the Lord Bishop had 
completed a task for him. So in return he 
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helped the Bishop by blessing passersby on the 
street. 

B: What was so unusual about that? 

A: The task the Bishop had completed was to have 
sexual intercourse with the Marquis' wife. 

(4) Travel agent: You'll set out at 8 a.m., lunch 
at noon in Harwich, have tea in Newport, dine 
at 7:30 in Addington, and at 4 p.m. you'll 
arrive in Grimsby. 

Irate customer: And what will I do in the middle 
of the night in Grimsby? 

Travel agent: I don't know, but isn't it grand how 
you can get around these days? 

The first versions of the jokes are perhaps somewhat 

funnier than the second, because the "punch" in each of the 

first versions was less readily anticipated, and thus come 

as more of a surprise. The mention of a "task" completed 

by the bishop and the customer's indignation mid-joke in 

the second versions alert the receivers to comic 

distortion, and the impact of the comic leap when it occurs 

is thereby weakened. Another example: 

(5) Fat Bernie sat down at the lunch counter and 
ordered a whole fruit pie. 

"Shall I cut it into four or eight pieces?" 
asked the waiter. 

"Four," answered Bernie. "I'm on a diet." 

Comic leaps exercise only the spirit and not the 

body: Bernie will remain fat. His leap is diagrammed in 

Figure 3. The crux of the joke is the ambiguity inherent 
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in the term "piece." If the pie were previously cut into 

pieces that were more or less standard in size, then it 

would be true that four pieces consist of less pie than 

eight. The joke states, however, that the total amount of 

pie is constant, and that the pieces may vary in size from 

a fourth to an eighth of the pie. The receiver starts out 

on the second path in Figure 3, and is whisked in a comic 

leap to the first path. 

This sort of ambiguity in language gives rise to many 

comic situations. It wreaks havoc for instance on logical 

statements, which conventionally follow mathematical 

precision. Given the truth of the statement "If A=B and 

A=C, then B=C," it follows that this narrative is true: 

American Indians (A) are native Americans (B). 
That man (C) is an American Indian (A). 
Therefore that man (C) is a native American (B). 

The terms labeled A, B, and C here denote unambiguous 

concepts, and therefore the logic is faultless. When 

linguistic imprecision is a factor, however, mathematical 

"truths" may degenerate into jokes, as below: 

(6) American Indians (A) are disappearing (B). 
That man (C) is an American Indian (A). 
Therefore that man (C) is disappearing (B). (14) 

Whereas in mathematics the factors A, B, and C 

represent constant values, the label "disappearing" in 

language changes its value according to context. When it 

occurs with a collective noun (such as "condors," "hump- 
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backed whales," "single-family homes" and "American 

Indians"), the term "disappearing" means "growing fewer in 

number" because the number of births (or new units coming 

into existence) for the species cannot compensate for the 

loss incurred by death and deterioration. With unit nouns 

of a particular propensity-~-the capability to fade away or 

" "the image on the disappear (such as "the setting sun, 

screen,” "ink on the paper,” or "the British Empire")--it 

refers to a gradual fading from view. In general only a 

limited number of items marked by unit nouns can be said to 

fade from view" without invoking humor; the 

that a flesh-clad living creature can begin to fade 

"disappear, 

notion 

from view, as the Cheshire Cat, is incongruous with normal 

experience and therefore funny. 

"disappearing" [i 

unit noun: 

that man 

ACT CONTEXT INTERPRETATION 

collective "dying out, 

noun: Amer-~ | ____|____| growing fewer 

ican Indians in number" 

i 
"fading from 

view" 

Figure 4. Joke 6. 

In the equation in Figure 4 two different meanings of 

"disappearing" are forcibly matched and made to stand 
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the position of the single item B, when they would much 

better be represented by the labels B and C. Distorted 

matching is the source of humor here. Similarly, the 

following narrative relies on distorted matching, but takes 

greater liberty with linguistic (and logical) conventions> 

(7) Some dogs (A) have floppy ears (B). 
My dog © has floppy ears (B). 
Therefore my dog ( 5 is some dog (A)! (15) 

Here the disparate terms masquerading as the single 

item A are not even equal in surface appearance; "some 

dogs" is given as the equivalent of "some dog.." Used in a 

statement, "some dogs" refers to "a small number of dogs," 

whereas "some dog" occurs in exclamations in praise of a 

dog. 

ACT CONTEXT INTERPRETATION 

statement foaodeooa-- a small number 

-” of dogs 
|e” 

"some dog(s)" Rh, ¥ v 

“| exclamation a noteworthy 

BE ~""" dog 

Figure 5. Joke 7. 

A third story is similar in nature to the two just 

given, but focuses on such a subtle discrepancy between the 
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terms employed that the whole is almost an enigma, rather 

than a joke. 

(8) Swiss cheese is full of holes. 
The more cheese there is, the more holes 

there are, 
The more holes there are, the less cheese 

there is. 
Therefore, the more cheese there is, the 

less cheese there is. 

On first reading, it is difficult to pinpoint the 

"mismatching" in this narrative. Each individual statement 

leading up to the last one is true; at least each is 

internally consistent, and the fallacy in the last 

statement is difficult to account for. 

The trick is a change in meaning in the word "hole," 

as represented in Figure 6. 

ACT CONTEXT INTERPRETATION 

| swiss weclo___] holes displace 
"| cheese the cheese 

hole << 1 

~L. most other holes replace 
S~(| items: I a portion of 

e.g. cloth the item 

Figure 6. Joke 8, 

A hole to Swiss cheese is namely something which 
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displaces the cheese but does not reduce its quantity. In 

most other items, cloth for example, holes are created by 

removing a part of that item; thus the hole replaces the 

item or a part of it, and the total quantity of the item is 

indeed reduced. Had there been different terms for these 

two kinds of holes--those which displace (D-holes) and 

those which replace (R-holes), this bit of humor would not 

have been possible. 

As imprecise denotation can be made funny, so too the 

great numbers of perfect and near homonyms which exist in 

any language make possible humor in the form of puns and 

double-entendres. 

&)) Q: Why did the father call his cattle ranch 
"Focus?" 

A: Because there the sons raise meat. (16) 

ACT CONTEXT COMPLEMENT INTERPRETATION 

F-r-| ranching fr. _|--{ "sons raise meat" 
4 ~~{ senz ~~ 

Je=1 raz [~< T ¥ 
"Focus"'*I'~| physics [| met *~] "sun's rays meet" 

Figure 7. Joke 9. 

This is a perfect pun in that the phrases "sons raise 

meat" and "sun's rays meet" are exact homonyms. The 

following is an example of a "consonant" pun, which depends 

on a words or phrases sounding nearly but not exactly 
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alike. 

(10) "Mexican weather forecast: chili today 
and hot tamale." (17) 

ACT CONTEXT INTERPRETATION 

— . weather | | chilly today and 

chile ..d-="" | forecast hot tomorrow 
teda an|” 
hdt _ ii _¥ 

tomdro | T~-4-.__ Mexican chile (today) 
[toma1a! 1 food [7777177777 and hot tamale 

Figure 8. Joke 10. 

Although most puns consist of a build-up (often 

painfully contrived) followed by a "punch" containing the 

comic bisociation, there are some which are what C.F. 

Hockett calls the "garden-path pun," in which the 

bisociation is concealed within the build-up and "revealed" 

by a comment at joke's end. Two examples of this genre: 

(11) Confucius say: Woman who cooks carrots 
and peas in same pot very unsanitary. (19) 

(12) Irate movie-goer: Young lady, are you 
feeling hysterical? 

. Giggling teenager: No, but he's feeling 
mine. 

The first of course plays on the verb "to pee" and 
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ACT CONTEXT INTERPRETATION 

"cooks two 

vegetables in 

one pot" 

pez |: 

"urinates in 

the cooking 
pot" 

Figure 9. Joke 11. 

ACT CONTEXT INTERPRETATION 

verb = leoo..___ having 

+ hysterics 

= adjective 

felin 

hi[S]ter- 
z verb ? 

iksl Te. + (but there's 

hE . possessive hanky-panky 

RIS + ee] going on) 

noun 

Figure 10. Joke 12, 
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the noun "pea," which are homophones. The second turns the 

phrase "to feel hysterical" into the nonsensical "to feel 

his tericle." Although "tericle" is not part of the 

English lexicon, it hints at a portion of the male anatomy; 

similarly, "her tericle" is meaningless, but anyone 

familiar with teenage hysteria will realize that a boy 

feeling a girl's ANYTHING is embarrassingly risque. 

The next joke turns on a distortion of speech 

conventions. 

(13) Said one prostitute to another: Can you 

lend me twenty dollars until I get back on my 

back? 

The phrase is "get back on my feet"--a prostitute 

works on her back; comedy thrives on such niceties. 

ACT CONTEXT MODE INTERPRETATION 

"till I 

get back general figure 

on my a a -=1---| of 

feet" ’ speech |™~.| 

“> "ti11 I get back 
ow 

"till T to woz! 
get back specific: de! . 
on my a prostitu- literal 

back" tion 

Figure 11. Joke 13. 
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Distortion of mode, £or example substituting a very 

literal statement for a generalized figure of speech, is 

also a favorite technique of the comic. A statement solemn 

in one mode can be rendered comic by recasting it in 

another mode, as illustrated by the following story. 

(14) The gospel preacher raised both arms heaven- 
ward and thundered: "There will be weeping, 
wailing, and gnashing of teeth among the wicked of 
you who pass on to the next world." 

Queried a tremulous voice from the back: 
"What about those of us who haven't any teeth?" 

Snapped the preacher: "Teeth will be provided." 

Obviously "gnashing of teeth" was used figuratively 

by the preacher; the reminder from the congregation that 

some have no teeth is a deliberate departure from the 

metaphoric to the literal for comic effect. Furthermore, 

given the portentous setting, the preacher could have 

responded by firmly returning to the level of the sacred, 

but to do so would have ended the joke. His answer is in 

keeping with his (supposed) intimate knowledge of the power 

and intentions of the deity, and furthers comedy by 

unexpectedly remaining on the level of the secular. There 

is also ironic content in the preacher's response: God can 

exact vengeance while he makes loving provision. The 

sequence of descending comic leaps marked in Figure 13 

constitute the links of a chain of irony, so to speak. 
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The jokes presented to this point will strike most 

readers as funny, more or less~--the humor they contain is 

self-evident and does not have to be explained. If however 

an element in the constitution of the joke is not 

comprehended, it is possible that the receiver may be 

COACHED into comprehension, and thereafter be able to enjoy 

its humor as if he'd "gotten" it from the start. Consider 

the following. 

(15) The prince traveling through his domains 
noticed a man in the cheering crowd who bore a 
striking resemblance to himself. He beckoned him 
over and asked: "Was your mother ever employed in 
my palace?" "No, sire," the man replied. "But my 
father was." (20) 

This is a moderately complex joke, as it requires the 

receiver to deduce first the motive behind the prince's 

question (to discover if the man was one of the king's 

bastards), and second the implication of the man's response 

(that the queen had slept with one of the man-servants). 

It further requires the receiver to know that by feudal 

mores ladies were to be chaste, but lords were not 

chastised for siring external spawn. (See Figure 14.) 

On the basis of the jokes discussed here, we can 

distinguish four types of comic construction. By far the 

most common type is the cross-over, as seen in Figures 
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1,2,3,9,10,12, and 14. Here the distortion consists of a 

comic leap from one logical sequence to another. Repellent 

matching marks jokes analyzed in Figures 4,53,6,7, and 8, 

and consists of an artificial and ingenious matching of 

normally disparate items. Figure 11 shows mock paralle- 

lism, where a sequence in the unreal world of comedy 

imitates step-by-step a corresponding logical sequence in 

the real world--the device of parody. The fourth type is 

ironic linkage, as seen in Figure 13. Here an occurrence 

(or statement, pose, etc.) is shown to have two or more 

usually contrastive meanings. 

The final note about comic distortion is that comedy 

must show a link of some sort between the logical sequences 

that are its constituents. In cases of cross-over, 

repellent matching, and ironic linkage, the logical 

sequences given must ultimately be traceable to a single 

source or a single destination. In mock parallelism, the 

comic sequence branches off from one box of the logical 

sequence. An apt explanation is given by Neil Schaeffer in 
21 

The Art of Laughter: 

"We accept a minor principle of congruity at the 
precise moment that we recognize incongruity, for 
the latter would not have been characterized as 
incongruity in the first place without our imme- 
diate, simultaneous sense of a potential and hidden 
congruity... For events, objects, and ideas which 
have absolutely no significant meaning whatsoever 
when juxtaposed we do not call incongruities. 
Rather, we treat them as irrelevancies." 
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Comic leaps, links, and mismatching must be made 

between logical sequences that are somehow connected--in 

Schaeffer's words the incongruity must be in a sense 

congruous--otherwise the constituent parts of the story 

will be irrelevant to each other, as demonstrated by the 

following non-joke. 

Why did the father call his cattle-ranch 
"Focus?" 

A: Because he had two sons. 

DISTANCING 

It has previously been stated that DISTORTION is a 

characteristic of tragedy as well as of comedy, and that 

what distinguishes comedy is the added factor of 

DISTANCING. 

Feelings exist in the real world. The unreal comic 

world was called a "ludicrous context" by Schaeffer. By 

his definition, "Laughter results from an incongruity 

presented in a ludicrous context." 

Distortion, or in his words "an incongruity, if it is 

to cause laughter, must be accompanied or preceded by a 

sufficient number of cues that indicate to an audience the 

risible intention of the incongruity and prepare them for 

the appropriate response of laughter." The act of 

preparing for laughter entails "willfully to distance 
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24 
ourselves from reality," --willfully to suppress emotion 

and to give intellect a free rein. 

Cues that alert an audience to comedy can be said to 
25 

be of three types. Metacues are outright warnings that 

what is to follow is risible matter. A lead question such 

” as "Have you heard the one about..." is a metacue to a 

joke. A review of a comic play or story that identifies it 

as such is a metacue; the title itself may contain a 

metacue, such as Shakespeare's "A Comedy of Errors” or "The 

Phoenix Returns to Its Nest: a romantic comedy" by Mei 

Lanfang. 

Other cues may emanate from the source or be 

contained within the material itself. In either case, 

evidence of gross exaggeration, outlandishness and machine- 

like repetition are likely cues--any of these will generate 

disbelief and distance the audience from the real world 

with its burden of logic, feelings, morality and WORK and 

propel it towards the play world of comedy. 

Greatly exaggerated motions and flamboyant, garish, 

or bizarre attire will identify a comic source, as will the 

jerky, wind-up movements of a mime. These are cues of 

presentation, which in themselves have the power to evoke 

laughter (unlike the metacue). More often however, cues of 

this type accompany the delivery of other comic material. 

Presentational cues have to do with a source's appearance 

and style of delivery; artificially modulated tones, and 
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conversely, a voice booming out of control, speech that is 

either too fast or too slow, an unnaturally high or low 

pitch--the incorporation of anything beyond the range of 

ordinary experience in a routine can cue a laugh response. 

Charlie Chaplin's appearance and gait and Jack Benny's 

effete stance are trademark cues of presentation. 

Setting too is a potential presentation cue, usually 

by virtue of some marked incongruity with the image of the 

source. Picture St. Nicholas at the beach, for example. 

In some instances, exaggeration, outlandishness, and 

repetition can also render a setting comic independently of 

the source, provided however that the result bears no 

resemblance to anything that exists in reality of that 

strikes us as being likely to exist in any time or place of 

which we are aware. The dully repetitious row-houses of 

the industrial suburbs in England's coal-country are not 

funny, for example, since they are real; if there appeared 

similarly repetitious rows of apple trees however, all 

exactly alike in every detail, even down to a worm 

protruding from a fruit on a branch on the bottom right, 

these would undoubtedly appear highly ludicrous and comic. 

Generally stated then, presentational cues have to do 

with the packaging of discourse and action; they lend 

sparkle to comic content, and help to ensure that comic 

incongruity will be perceived as such. 
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The third and most critical type of cue is that of 

content. Content cues are specifics of comic material 

which alert the receiver to ludicrous incongruity. Both 

metacues and presentational cues act as supports for 

content cues, (metacues always and presentational cues 

usually): they prepare the mind for distancing, but the act 

of distancing does not occur until content cues are 

encountered and absorbed. 

Here too, exaggeration, outlandishness, and 

repetition are guiding principles. Tall tales, such as the 

one following, are a simple-minded sort of comedy which 

exploit exaggeration. 

(16) A New Yorker was handing it out to a country 

man. "Look at that sky-scraper going up! The 

workmen who are putting the finishing touches on 

the upper 20 stories have gone down to the 50th 
floor for lunch, while the tenants on the first 40 
floors are moving out because the building is old- 
fashioned!" (26) 

OQutlandishness in content cues is a catch-all term 

for any situation or behavior which defies belief, thereby 

urging the receiver to indulge in a comic flight of fancy. 

(17) "Mother, mother!" cried the child. "How 

far is it to China?" "Shut up," replied the 
mother, "and keep on swimming!" 

(18) Q: Why would a Pole never kill a fly? 
A: Would you kill your national bird? 

The propositions in these anecdotes are absurd--first 
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that a woman and child would be swimming the ocean to 

China, and second anyone would honor a pest with an 

official title. The stories are clearly jokes. 

Comic repetition is used for similar effect. In this 

case distancing is achieved not by a departure from 

reality, but by virtue of the dulling effect that 

monotonous repetition has on both thought and emotion, so 

that the comic twist catches the emotions in a still 

comatose state and allows the more agile intellect to 

distance itself. 

(19) Father: So my daughter has agreed to marry 
you. Have you fixed the date of the 
wedding? 

Suitor: I will leave that = entirely to my 
fiancee, sir. 

Father: Will you have a church or private 
wedding? 

Suitor: I will leave that entirely to her 
mother, sir. 

Father: And what will the two of you live on? 
Suitor: I will leave that entirely to you, sir. 

Of course, in jokes, the easiest way to facilitate 

distancing is simply not to allow the emotions to come into 

play in the first place, by not providing the build-up 

necessary to serious works to "engage" the audience. This 

1s one reason why jokes are so short, in comparison to 

other types of composition. 

One can say of the content of comedy that some pieces 

are clearly intellectual, others clearly sentimental, and 
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the rest fall somewhere between the two. A clearly 

intellectual joke is an exercise committed just for the fun 

of it, with no subliminal connections to any of the 

emotions. In sentimental jokes on the other hand, the act 

of distancing has displaced an otherwise emotional 

reaction; that is to say, material which in normal 

circumstances would carry an emotional charge is, in 

comedy, presented in such distorted fashion (with 

appropriate cues) as to cause distancing, as a result of 

which the emotional charges are neutralized, and feelings 

are displaced. 

Puns and verbal jokes are on the whole intellectual, 

although sometimes barbed remarks stemming from unpleasant 

emotions such as envy and distaste may contain humor which 

distort verbal and grammatical conventions. Nevertheless, 

much of verbal jests is guileless play, owing existence to 

chance quirks in the linguistic system, as in the 

following. 

(20) St. Peter: How did you get here? 
Newest arrival: Flu! 

(21) The Pharoah's daughter was the world's first 
financier, since she took a prophet from the 
rushes on the bank. 

(22) "If a man smashed a clock, could he be accused of 
killing time?" 
"Not if he proved the clock struck first." 

(23) Are the Michi-ganders related to the Portu-guese? 
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Emotions which are displaced in sentimental jokes run 

the gamut of human feelings. Displaced HOSTILITY leads to 

the type of barbed humor known as the "insult." 

(24) "Keep talking," she snarled. "You'll think 
of something to say." "Can't you act human," 
snapped he, "or don't you do impersonations?" (27) 

Displaced FEAR produces "gallows humor": 

(25) "What a way to begin the week," groaned the 
condemned man on the long walk to the gas 
chamber. 

In so-called "sick jokes," HORROR and REPULSION are 

just barely displaced: 

(26) The man's wife had just had a baby. The 
doctor came to him, cradling a bundle wrapped in 
blankets. 

"I have bad news for you, Jones." 
Squaring his shoulders bravely, Jones replied, 

“That's all right, I ‘can take it." 
"Your baby has no legs." 
"Oh!" cried Jones, then: “That's all 

right." 
"There's more,” said the doctor. "Your baby 

has no arms.” 
"That's all right!" cried Jones. 
"And no body." 
“That's all right!" wept Jones. 
"And no head." 
"That's all right!" screamed Jones, 
"Here's your baby, then," said the doctor, 
unwrapping it to reveal a huge eyeball. 

Jones accepted it lovingly and waggled a finger 
at it. 

"Oh Jones," said the doctor. "One last 
thing--it's blind." 
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ENVY finds outlet in what Lin Yutang calls "pricking the 

bubbles of the great of the world" --designed to deflate 

overblown egos, as in the famous banana-peel episode. In 

this regard, humor is the great equalizer. Conversely, the 

"lesser" people are targets of jokes which displace 

DISDAIN, as in the following country-bumpkin story. 

(27) When an automobile was seen in the hills, 
the farmer and his son were in the corn patch. 
They heard it coming up the road. 

"Gee whilakers, Paw, what is it?" 
"Don't rightly know, som,” said the father, 

"but I better git my gun." 
He ran into the cabin and came out with a 

shot-gun. When he saw "the thing" was still 
moving at him, he fired at it. The driver 
stopped the car and ran down the hill. 

"Did you kill the varmint?" the son called 
from the field. 

"Nope," said the farmer, "but I made him 
turn loose the man he had." (29 

LUST of course is displaced in the ubiquitous "dirty joke": 

(28) The professor continued, "And I can also 
speak six languages." 

"Oh?" murmured his young colleague, eyeing 
the older man's stunningly beautiful wife. "Then 
you must be a cunning linguist." 

And cynicism displaces the DISILLUSION and BITTERNESS of 

the world-wise: 

(29) Life is a protracted disease contracted at 
birth. 

(30) To be positive of something is to be 
mistaken at the top of one's voice. 

(31) A jury is a group of twelve selected to 
decide who has the better lawyer. 
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(32) An executive conference is a meeting where 
minutes are kept and hours are wasted. 

Race and ethnic jokes displace PREJUDICE; these are kin 

to the country-bumpkin stories--one attacks ignorance and 

the other a wide range of perceived shortcomings in 

national groups. 

(33) Q: How can you tell the house of an Anglo- 
saxon? 

A: By the toilet-paper hanging out to dry. 
(target: stinginess) 

(34) Q: Why do Chinese have big noses? 
A: Because air is free. 

(target: greed) 

Why do Mormons make the best astronauts? 
Because in school they only take up space. 
(target: uneducability) 

(35) 

>
0
 

"
o
e
 

More positive feelings too are subject to 

displacement. Writers of parody by their very attention 

and effort display a measure of ADMIRATION for the pieces 

they spoof: the following piece is a tribute to 

Longfellow. 

(36) The Modern Hiawatha 

He killed the noble Mudjokivis. 
Of the skin he made him mittens; 
Made them with the fur side inside, 
Made them with the skin side outside. 
He, to get the warm side inside, 
Put the inside skin side outside. 
He, to get the cold side outside, 
Put the warm side fur side inside. 
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That's why he put the fur side inside, 
Why he put the skin side outside, 
Why he turned them inside outside. (30) 

The parodist has faithfully copied Longfellow's style 

and meter, set to a content that becomes increasingly 

absurd wiwth each successive repetition of "X-side," "Y- 

side," and "Z-side." 

Finally, AFFECTION is displaced in the gentle teasing 

between lovers, and WONDER in comic form is the tall tale. 
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APPENDIX 2 

SELECTIONS FROM THE XIYOQUJI ZAJU: 

THEIR COMIC CONTENT 

Listed in this section are representative selections 

taken from Chapters 2-5 of the dissertation. Much of the 

comedy diagrammed here is repeated in other, similar 

episodes: recurrent themes for example are Tripitaka and 

sex (selections 2 & 4), disrespect towards Tripitaka (1 & 

11), Monkey's irreverence (6 & 7) and unbecoming conduct on 

the part of women (3, 4, 8 & 14). 

The first set of numbers given below for "Source" 

refers to the location (act and page number) of the 

original text in the Waibian; the second set refers to the 

location (chapter and page number) of the translation in 

the body of the dissertation. The selections are arranged 

in the order in which they appear in the dissertation. 

1. Source: 7:650; 2:53. 

Summary: Tripitaka is travelling in the desert 

accompanied only by a groom. He is riding an ox; the groom 

threatens that ahead he will have to make do with riding 

mules, dogs and catapults. Obviously the groom is having 
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some fun at the priest's expense: a characteristic example 

of "pricking the bubbles of the great of the world" (Hsia, 

in Introduction to Chinese Wit and Humor). 
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Narrative anaylysis: Where in a non-comic situation 

the groom would speak respectfully and truthfully to 

Tripitaka, in a ludicrous context he does not. 

2. Source: 5:648; 2:60. 

Summary: In Changan the Emperor has arranged a send- 

off for Tripitaka, and a crowd has gathered te hear him 

speak. An old match-maker challenges Tripitaka to speak to 

her, an "opener of bedrooms," a phrase which confuses him 

momentarily and draws titters from the crowd. 

ACT CONTEXT COMPLEMENT 

respond- question 

_.-|ent is —= r---should not 

woman [celibate \\ concern 

asking a sex 

question |, 

~~Jrespond~ |-—--}-—=~ question 

ent is may con- 

not cern sex 
celibate 
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AGENT ATTRIBUTE ACT COMPLEMENT 

sage: knows demonstrates 

more than respond— knowledge 

most ing to a while others 

7 people | _{_ question] _|_Jare 

Tri- (1 \ ignorant 
pita- A\ 

ka | \ 
Tlfool: knows|__| _ __|.Ndemonstrates 

less than respond— ignorance 

most ing to a while others 

people question are know- 
ledgable 

AGENT ATTRIBUTE COMPLEMENT 

has no 

4 celibate {~~~ =~ ~1 sexual 

1 Pad encounters 

Tripi- |; 

taka K So has 
Ss. | not sexual 

*y celibate [~~~|~~~"| encounters 
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Narrative analysis: It is ludicrous that the woman 

should ask Tripitaka about match-making and that Tripitaka 

should dispense advice about match-making (in essence a 

sexual encounter for him). That the woman's question 

initially stopped him in his tracks is also comic. 

3. Source: 13:666; 2:69 & 14:668; 5:206. 

Summary: The Pei girl was betrothed in childhood to 

young Pigue, but since the Pigues were later impoverished 

the marriage did not take place. Miss Pei burns incense to 

pray that she will soon be united with young Pigue, and 

invites him to an assignation. Pig transforms himself into 

young Master Pigue's shape and keeps the assignation, in 

the course of which Miss Pei proves to be more amorous than 

the Pig. 

Subsequently Pei accompanies Pig to his cave and 

discovers his true identity. She nags him into sending her 

home, where eventually the match is dissolved. 

Narrative analysis: Comedy lies in the dual identity 

of Pig, in the pairing of Pei with a pig, and in Pigue's 

reversion after mating to his beastly status. More subtly, 

the fact that the female Pei courted the male Pig aggres- 

sively, and afterwards managed through her discontent to 

break up the marriage, is ludicrous in the Chinese context. 
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ACT CONTEXT COMPLEMENT 

human: human 
_-| Peli & [---—--% rituals 

wal Pigue 
courtship 

4 animal: E-—----| animal 

Pig rituals 

ACT CONTEXT COMPLEMENT 

human _| human 
=== female male 

sexual 

union - 

“~~ animal fo ____7 animal 
female male a 

ACT CONTEXT COMPLEMENT 

union humans 
between | stay 

oF humans human 

aftermath |; 
of sexual 

union Fs union 

~“<] between | ______] are 

animals beastly 
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4. Source: 17:676; 2:81. 

Summary: In Woman-country the Woman-king attempts to 

force herself on Tripitaka. She succeeds in embracing him 

and is busily dragging him to the bedroom when Vairocana 

intercedes. 

ACT CONTEXT MODE 1 MODE 5 

4 woman k--}-4 accomodating |-} chaste 
human == NG 

behavior |< _ N 
~4 man |-—-4-- assertive {-{- amorous 

ACT CONTEXT MODE, MODE 5 

male- 

_J dominant |" || forceful | 7777] confident 
7 society 

man's |] 
behavior |, 

“|. | female- | cringing, 
“| dominant | | | weak ___| | fearful 

society 
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ACT CONTEXT COMPLEMENT 

celibate |--J--| no sexual 

.-l» clergy \\ encounters 
human dd 
experience | = 

TH 1ay- __ |] sexual 
person ancounter 

Narrative analysis: The woman-king's aggressiveness and 

Tripitaka's timidity are comic, as is the fact that once 

again the celibate Tripitaka has a sexual encounter. 

5. Source: 14:669; 3:124. 

Summary: The pilgrims are settled down for the night. 

Monkey is restless; he goes exploring, chances on the Pig 

and drives it away, and speaks to the Pei girl. 

ACT CONTEXT COMPLEMENT 

travelling in apprehensive, 

unknown ter- guarded beha- 
J rain: lurking |..--4 vior: res- 

Monkey's  --A| dangers traint 

excursion, 

dlscovery exploring fa- great deal of 
§ ~. | miliar terrain: interaction: 

Y safe surround- [~~~ lack of 

ings restraint 
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Narrative analysis: Monkey's meddlesome behavior is 

comic, 

6. Source: 15:671; 3:124. 

Summary: Subsequent to his encounter with the Pei 

girl, Monkey returns to the group and reveals nothing of 

his adventures. When the party later arrives at the 

Pei/Pigue village, Monkey, with a flourish, reveals the 

whereabouts of the lost maiden, to the astonishment of Mr. 

Pei and Mr. Pigue and the annoyance of Tripitaka. 

ACT CONTEXT MODE COMPLEMENT 

abduction Monkey reports 

is a Monkey at once to 

,Jmatter of --4--1is ---|---]Tripitaka; 
7. vol v] | ¥|grave con~ group sets out 

honkey's /] |concern cerned to inform par- 
: ties concerned 

ery of 

abducted \ 

- maiden [abduction | Sivonkey makes nol 
) {is a _-4-~|Monkey [--{--{report; group 

frivolous is non- proceeds on 
atter chalant] their way as 

before 
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ACT CONTEXT INTERPRETATION 

Monkey Monkey's exper- 

travels iences are 

with  |f-e-p---] shared with the 
others; what one 

knows all know 

ya
 K ‘4 Tripitaka 

oY | et al. 
Monkey" nq 
report 
to Pei Monkey's exper- 

| | Monkey iences are his 
MN travels | __.l._.] own; he knows 

alone what others do 

not 

Narrative analysis: A non-comic response to the 

” discovery of the kidnapped Pei maiden would be to "go to 

the authorities," in this case the families, immediately; 

certainly Tripitaka should have been informed directly upon 

Monkey's return. 

7. Source: 21:687; 3:128. 

Summary: On the outskirts of India, Monkey encounters 

an old woman selling cakes. Taking her for a common soul, 

he attempts to impress her with talk of spiritual knowledge 

he doesn't have, but the Poor Woman cross-examines and 

exposes him. 
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ACT CONTEXT 

Monkey is 

_-lknowledg- [~~~ 

Monkey's |.-~ able 

meeting re 
w/ Poor Ny 4 
Woman “~J_ ™|Monkey is Monkey is 

“lignorant |” Tlsilent 

Narrative analysis: Monkey's banter is full of "hot 

air," therefore ludicrous. 

8. Source: 18:681; 3:139. 

Summary: In order to pass over the Fiery Mountain, the 

pilgrims must have the Iron Fan of the Iron-fan Princess. 

Monkey attempts to become her lover and coax the fan from 

her that way. Princess will have none of this, and engages 

him in a duel in which he is defeated. 

Narrative analysis: Monkey's approach is not 
y y P 

unreasonable, given the standards of male-female relations 

in traditional China. It is the Princess's response and 

the outcome of their battle that is comic. 
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STATEMENT RESPONSE 

ACT CONTEXT COMPLEMENT ACT COMPLEMENT 

late _| woman _J-|Monkey 
dominant .-{f" | submits is 
society: to Monkey victorious 

women are |. ly] seduce the 

1sexual woman 
pawns woman | | [Monkey 

rejects is 

Monkey defeated 

[society of Monkey woman | |.|Monkey is 

equals: L_1.| attempts to}-| -{ repays the| | [victorious 

women are seduce the insult w/a 
rivals woman challenge [» 

to battle N\JMonkey is 
defeated 

|| 

9. Source: 15:673; 3:152. 

Summary: After the Pei girl has been returned to her 

home, Monkey takes her shape and hides in the bedroom to 

await Pig. When the latter returns, he begins to fondle 

Monkey-as-Pei, is startled, then routed by Monkey. 

acT CONTEXT COMPLEMENT 

Pig is a lover is 

| heterosexual™~ ~~ ~"|female 
1] male 

Pig mak-}"] : 
ing love 

«| | Pig is a 

*| heterosexual 
female 
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Narrative analysis: Pig making love to Monkey is 

absurd; homosexuality does not enter the picture. 

10. Source: 22:691; 3:156. 

Summary: Prior to ascending to Nirvana, the disciples 

recite parting poems. Pig's includes an instruction to the 

Buddha to "cut off his head and tail (when he has 

departed), and sell it for five strings of cash.” 

ACT ; CONTENT COMPLEMENT 

_|spiritual, _| dignified, 

_-l.w|divine spiritual 

Pig's [~] AN 
passage 

to heaven | ~_ jcorporeal, 

“jpundane 

crass, 

corporeal 

Narrative analysis: This is en impudent comment in the 

midst of spiritual, inspirational proceedings. 

11. Source: 5:646; 4:167. 

Summary: Yuchi Gong is late to welcome Tripitaka into 

Changan because his old battle-wounds ached; he boasts of 

his past deeds of valor, and questions the appropriateness 

of Buddhism as well as Tripitaka's ability to withstand the 

hardship of his quest: a perfectly pestilential host. 
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ACT CONTEXT ATTRIBUTE 

host to 

an out- vigorous 

standing host: 

guest~of- } ~~] heroic, 

honor impressive 

host to second-rate 

a guest L- 1 -] host: worn- 

of no out, long- 

importance winded 

Narrative analysis: An ideal host is suave, urbane, 

complimentary, respectful; Yuchi Gong is none of these. 

12. Source: 6:648; 4:182. 

Summary: Fat Lass is a village bumpkin who went into 

Changan to see Trivitaka's send-off. Her report of the 

proceedings is distorted to a hick perspective. 

AGENT ACT CONTEXT COMPLEMENT 

evaluate 

urban proceedings 

19 setting using urban 

observing} AN standards 
ceremon~ | : 

Fat [__17] . 
ial 1 

Lass 
proceed- evaluate 
ings ~~. rural |__| _ | proceedings 

setting using rural 

standards 

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



278 

ACT CONTENT COMPLEMENT 

observer is observer looks down 

J "outsider" of | | _ {| upon participants & 

| higher rank their rituals; is 
‘ scornful 

Fat Lass . : 
cbservin observer is observer empathizes 

partici ge F=~«e== "insider" of with participants & 

= Pp equal rank rituals 
in ceremonial p 

proceedings NY 
N 

~ 
~ | observer is observer looks up at 

"outsider" of |” participants & rituals; 
lower rank is awed, reverent 

Narrative analysis: Fat Lass's distortion is in itself 

laughable, as is her presumption to look down upon the 

rituals of the highest classes. 

13, Source: 1:633; 5:195. 

Summary: The crooked boatman Liu Hong introduces 

himself in verse, using the refrain "I'm not really bad;" 

however, the activities he admits to go from bad enough to 

downright evil. 

Narrative analysis: "I'm not really bad" of course is 

a subjective estimation. The irony in the scene is that 

while Liu is explaining that he may be criminal but he is 

not REALLY BAD, the audience understands that he is as bad 
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as bad can be. 

AGENT ACT COMPLEMENT INTERPRETATION 

no "not really bad" 
criminal means 

activi- not bad at all 

ties 1 K 1 

\ / [i 
\ 

stealing \ / "not really bad" 
: ARAN /] : J only 2 | \ J) - means quite bad, 

3 ’ 

4 BR i ¥ 
,/ stealing “I'm not | "not really bad" 

Liu |[-=3--land deal- [~—3~ really “~7"3" "| means very bad 3 
Hong |. ing in pad” My 

AN contrabagd] ’ “\ 

2, A k 
NTT ’ AY 

stealing, |, *J "not really bag" 
dealing in means totally 

contraband viscious 4 
and murder 

14. Source: 1:633; 5:196. 

Summary: Chen Guangrui has bought himself some wine. 

His wife, Lady Yin, disapproves of the wine and chastizes 

him roundly. 
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ACT CONTEXT COMPLEMENT 

| male-dominant|._| _ wife receives 

Lady Yin's we society \N instructions 
interaction Ny 
with her NC 
husband "~k| female-domi- |__|} wife gives 

nant society instructions 

Narrative analysis: The hen-pecked husband is commonly 

a foil for Chinese jokes. In the rigid traditional 

hierarchy, a husband who could not control his wife was 

subject to ridicule at the hands of his fellows. Lady 

Yin's conduct may be highly moral, but it is comic when one 

considers her husband's discomfiture. 
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APPENDIX 3 

EXTENDED SYNOPSIS: YQX 140 

UNIT 1 (Acts 1-4) 

Act 1. Encounter with a bandit enroute to office. 

Length: 4 pages 

Characters: Guan Yin $+ sevese.. goddess 
Chen Guangrui pg A Hs ..official 
Lady Yin 8 & .........wife of Chen 
Liu Hong 4J s# .........bandit 
Wang An £ # ..........servant 

Singer: Lady Yin (prologue & suite) 

Arias: Prologue 

Mode: Xianll 
Song title: Shang hua shi 
Rhyme : (2) Jiang-yang 

Suite 

Mode: Xianll 
Song titles: Dian jiangchun 

Hunjiang long 
You hulu 
Tianxia le 
Cunli yagu 
Yuanhe ling 
Shangma jiao 
Yao 
You simen 
Sheng hulu 
Houting hua 
Qingger 
Weisheng 

Rhyme: (5) Yu-mu 

Plot: Guanyin delivers a monologue: There is a 
hoard of 5,048 scrolls of scripture in India that 
must be brought to China. To this end the arhat 
Vairocana is to be incarnated as the son of Chen 
Guangrui of Hongnong prefecture, Haizhou, so that 
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grown, he can undertake the task. Chen himself 

is fated to undergo 18 years of a "water-related 

disaster;" the dragon-king has been ordered to 

protect him. 

Enter Chen Guangrui and his wife. Chen has 

"leapt the dragon gate" and is traveling to 

Hongzhou to take up office as prefect. The 

couple is sojourning at the Hundred Flowers Inn, 

but as the wife is already eight months pregnant, 

they dare not linger much longer. Chen tells his 

wife he had bought a golden carp, but 

seeing it blink, he sensed that the fish was 

really a transformed dragon, and so released it. 

The servant Wang An is sent to hire a boat 

so that the journey may continue downriver. 

Enter the boatman Liu Hong, singing boldly 

of crimes he has committed for profit. Wang and 

Liu meet, Wang explains his errand, and Liu 

realizes a victim is at hand. The two return 

together to the inn. Meanwhile, Lady Yin has been 

scolding her husband for indulging in wine. Upon 

the entry of Wang and Liu, she professes a 

distaste for Liu's appearance, but the peeved 

Chen engages him on the spot. 

Mid-river Liu shoves first Wang, then Chen 

overboard. Yin attempts to leap into the water as 

well, but is restrained by the bandit. 

Liu announces his intent to masquerade as 

the unfortunate Chen and proceed to office in 

Hongzhou; Yin may either agree to be his wife or 

be slain on the spot. Out of consideration for 

her wronged husband and unborn child, Yin 

acquiesces, but states two conditions: that she 

be allowed to give birth to the child, and that 

she rear it to its third birthday--thereafter she 

will become his wife. Liu quickly agrees. 

Act 2. Forcing the mother to abandon the child. 

Length: 2 pages 

Characters: Dragon-king ff 1 
Liu Hong 
Lady Yin 
infant J% %, 
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Singer: Lady Yin 

Arias: Mode: Zhonglll 
Song titles: Fen dier 

Zui chunfeng 
Ying xianke 
Shiliu hua 
Dou anchun 
Shang xiaolou 
Yao 
Shier yue 
Yao min ge 
Banshe diao shua haier 
Yao 
Weisheng 

Rhyme: (16) You-hou 

Plot: Enter the dragon-king of the South Sea to 
deliver a monologue. Drunk on the previous 

evening, he metamorphosed into a golden carp 

panting on the sand. A fisherman took him to the 

Hundred Flower Inn, where Chen Guangrui bought 
and eventually released him. 

Now Chen was in the water, and since Guan 
Yin had instructed all water spirits to protect 

him, the dragon would fetch him into the Crystal 
Palace to live out his 18 years of bad luck. 

Liu Hong makes a brief appearance, 
announcing that he will have the boy Lady Yin has 
borne destroyed, to cover his own tracks. 

The dragon-king reappears to announce that 
Guan Yin has warned that the arhat Vairocana will 
shortly be in danger: all yakshas and water 
spirits were to be on their guard to protect him. 

Enter the Lady Yin, carrying her infant. 
The bandit has ordered her on pain of death to 
throw the month-old child into the river. As she 
still thinks to avenge her husband, Yin feels 
compelled to obey. Bitter arias accompany secret 
preparations: two gold hairpins tucked in the 
child's bosom, along with a letter written in 
blood from her fingertip on a shred of her gown, 
telling of the child's history and parentage, and 
the child placed in a lacquer make-up box to 
float downriver. Liu's voice offstage presses 
her, and the child is tossed into the water. Yin 
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exits heartbroken. 

Act 3. River Drifter finds his kin. 

Length: 4 pages 

Characters: Dragon-king 
Fisherman if AC 
Danxia 4% «.......Chan Master 
Liu Hong . 
Tang Priest Z& {¥ ...Tripitaka 
Lady Yin 

Singer: Lady Yin 

Arias: Mode: Shangdiao 
Tune titles: Ji xianbin 

Xiaoyaole 
Jinju xiang 
Wuyer 
Cu hulu 
Yao 
Yao 
Yao 
Houting hua 
Liuyer 
Langli lai 

Rhyme: (8) Han-shan 

Plot: The Dragon-king announces that the Lohan 

Tripitaka has fallen in the water, and instructs 

his underlings to transport him to the Gold 

Mountain Monastery. 

Enter a fisherman, who discovers a casket 

by water's edge. He carries it to the abbot 

Danxia. 

Danxia enters and announces he has had a 

dream in the night, in which he learned the arhat 

Vairocana was to arrive that day. Upon the entry 

of the fisherman with the child, Danxia 

recognizes it as the arhat. He reads the blood- 

letter and determines to preserve it, so that the 

child may one day avenge his parents. He sends 

the baby to be nursed by a woman in a nearby 

family who has just lost her own child. 

Liu Hong tells that a year has passed since 

he took Chen Guangrui's position; his life is 
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peaceful, and his "wife" seems resigned to the 

situation. 

Upon his second entry, Dan Xia states that 

eighteen years have gone by; the boy River 

Drifter, a prodigious student, is now grown and 

has received the name Xuanzang. He will tell the 

boy of his past. 

Xuanzang collapses in anger at the abbot's 

revelation and must be revived. He sets off 

jmmediately to find his mother and false father. 

In bitter arias Lady Yin sings of her years 

of anguish. Xuanzang arrives, disguised as a 

mendicant monk, and begs her for alms. After a 

protracted period of mutual probing, mother and 

son discover each other and are joyfully 

reunited, but Yin instructs the boy to return to 

his monastery and fetch the abbot, to help with 

their plans for revenge. 

Act 4. The villain is arrested and justice is done, 

Length: 2.5 pages 

Characters: Yu Shinan Eo ....an official 
Danxia 
Tang priest 
Liu Hong 
Lady Yin 
guards “A A 
Chen Guangrui 
Dragon-king 
Guanyin 

Arias: Mode: Shuangdiao 
Tune titles: Xinshui ling 

Zhu ma ting 
Yaner luo 
Desheng ling 
Chuan bo zhao 
Qi xiongdi 
Meihua jiu 
Shou jiangnan 

Rhyme: (3) Zhi-si 

Plot: The official Yu Shinan is the first on stage, 

announcing that now, in the year 648, he has been 

appointed Prefect of Hongzhou prefecture. When 
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he opens the yamen the abbot Danxia and the Tang 

priest enter; Danxia relates the tale that began 

in 630, with the appointment of Chen Guangrui as 

magistrate (here erroneously given as prefect) in 

Hongzhou. He begs for justice. Yu gives orders 

that his soldiers are to go secretly to the 

residence of the magistrate to apprehend Liu 

Hong. 

Enter Liu and Yin. Liu was drunk the night 

before and is hung over today; Yin notes that 

two months have passed since her son left her 

side, and that today would be an excellent time 
for him to return. 

As Xuanzang and soldiers rush onstage, Liu 

turns to Yin for help, but she refuses him. Liu 

is taken captive, and the whole group does an 

"empty exit." 

Yu Shinan and Danxia enter. Xuanzang 

reappears with the others, Liu makes a full 

confession, and Yu sentences him to death by 

having his bowels split open at the riverside, in 
memorial tribute to Chen Guangrui. 

On the banks of the river an altar is set 

up, offerings are prepared, and Yu reads a 

memorial. Suddenly the Dragon-king appears out 

of the waves, with a yaksha carrying Chen 

Guangrui on his back. After the initial shock 

there is a recognition; Yin observes that while 

she herself has aged, her husband is as youthful 

as the day he disappeared eighteen years earlier. 

Guanyin enters and ascends a high 

contraption. From there she speaks to the group 

below: the Tang priest is to go to Changan to 

chant down rain on the parched countryside, and 

thereafter he is to set out for India to fetch 

5,048 scrolls of Mahayana scriptures. Yu is to 

continue to do good, and Chen and Yin will be 
invested as Lord and Lady. 
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UNIT 2 (Acts 5-8) 

Act 5. A feast of departure for the journey west. 

Length: 3 pages 

Characters: Yu Shinan....eosvso-ss.0.0..0fficial 

Qin Shubao ZA 41° .....official 
Fang Xuanling 4 & gb. ..official 
Tang priest 
elders « 
musicians 

Yuchi Gong At 7% .....general 
crowd of citizens 

Singer: Yuchi Gong 

Arias: Mode: Xianlll 
Song titles: Dian jiangchun 

Hunjiang long 
You hulu 
Tianxia le 
Zui zhong tian 
Jin zhaner 
Shanghua shi 
Yao 
Wei sheng 

Rhyme: (3) Zhi-si 

Plot: Yu Shinan, following Guanyin's orders, has 
presented the Tang priest to the Emperor in 

Changan. He relates how the priest's prayers 

brought down a three-day deluge, and in gratitude 

the emperor gave him the title Tripitaka, keeper 

of the Three Hoards, as well as a golden cassock 

and a nine-ringed pewter staff. Soon he is to 
set out for scriptures. 

Chen and Yin have been enfeoffed with the 

equivalent of about 600 acres of land, and are 
retiring to become gentry farmers. 

A great crowd of officials have been 

gathered by Imperial decree at the bridge on the 

Ba river to see the Tang priest off. 

Qin Shubao and Fang Xuanling enter, 

representing civil and military officials, 

followed immediately by Tripitaka and an escort 

of elders and musicians. In charge of the 
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ceremonials is to be the retired general Yuchi 

Gong. 

When Yuchi Gong arrives, he sings of the 

scene in Changan, of his past career, and of some 

doubts he harbors about Tripitaka's mission. 

These he expresses in a farewell poem to 

Tripitaka, who replies with a verse proclaiming 

his faith in the Buddhist way. Yuchi is 

impressed; he begs and receives a Buddhist name. 

Tripitaka then breaks off a branch of a 

pine tree and plants it in the ground by the 

road, commanding it to grow roots. He explains 

that as long as the branch points to the west, he 

is still journeying outward; when the branch 

purns to the east, Tripitaka will be on the way 

ome, 

Some voices from the crowd engage the 

priest in comic banter. Then a horse is loaded up 

and Tripitaka sets out in the company of one 

servant. 

Act 6. A country lass's account. 

Length: 1.5 pages 

Characters: Old Zhang # $e v.e...a village elder 

Wang Liu £ ¥ .......country bumpkin 

Fat Lass Rf+& eesse..country bumpkin 

Singer: Fat Lass 

Arias: Mode: Shuangdiao 

Song titles: Douye huang 
Yi guor ma 
Qiao pair 
Xin shuiling 
Yaner luo 
Chuan bo zhao 
Qi dixiong 
Meihua jiu 
Shou jiangnan 
Sui sha 

Rhyme: (4) Qi-wei 

Plot: 0ld Zhang introduces himself as a farmer 

who lives in the suburbs of Changan. There are 
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festivities in the city today on the occasion of 

Tripitaka's departure for India; two young people 

of the village have gone to see them, and are due 

back soon. 

Enter Fat Lass hot on the heels of Wang 
Liu. She is persuaded to give an account of the 

day's events, and so describes imperial regalia, 
courtly formal etiquette, the priest himself, as 
well as the various sideshows and festival goers 
she has seen, in distorted bumpkin perspective. 
She concludes by expressing her satisfaction at 
being home again, away from the insanity in the 
city. 

Act 7. Moksha sells a horse. 

Length: 3.5 pages 

Characters: God-general A¢ 7% 
Dragon-horse 
Guanyin 
Tang priest 
A groom IF * 
Moksha 4 ¥ +eve-....a god 

Singer: Moksha 

Arias: Mode: Nanll 
Song titles: Yizhi hua 

Liangzhou digi 
Muyang guan 
Gewel 
Muyang guan 
Dou hama 
Wei 

Rhyme: (1) Dong-zhong 

Plot: Enter a God-general leading a dragon in 
distress. The dragon introduces himself as the 
Fire-dragon of the South Sea, who, having erred 
in sending down rain, has been sentenced to death 

on the dragon-beheading platform. In response to 

his cries, the goddess Guanyin appears, and 

persuades the God-general to go with her to see 
the Jade Emperor. 

When she appears again, Guanyin tells of 
the success of her mission. The Jade Emperor has 
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given permission for the Fire-dragon to be 

transformed into a white horse to carry Tripitaka 

to India, and Guanyin has ordered Moksha to 

change into a seller of horses. 

Tripitaka in the meantime has been on the 

road a half year. Having set out on a horse, he 

is now riding a cow, and his saucy groom warns 

him that in the future he may have to settle for 

mules, dogs, and even being dispatched by 

catapult. 

In the midst of his distress, Moksha enters 

with the dragon, in the guise of a horse~seller 

and horse. He offers to sell Tripitaka the 

animal, and sings a few arias of its virtues. 

When Moksha says the horse is truly priceless, 

Tripitaka prepares to move on, since he hasn't 

the funds to purchase such a valuable beast. So 

Moksha offers to make him a present of the horse, 

and to convince him to accept, tells him of its 

true identity. 

Since Tripitaka is incredulous, the horse 

exits and reappears as a dragon. In his closing 

lines, Moksha warns of the disciple Monkey 

waiting at Flower-fruit Mountain. 

Act 8. Huaguang is appointed a guardian. 

Length: 1 page 

Characters: Guanyin 
A guardian spirit 8 F 
Huaguang 3 ereess.a god 

Singer: Huaguang 

Arias: Mode: Zhenggong 
Song titles: Duan zhenghao 

Gun xiugqiu 
Tang xiucai 
Gun xiuqiu 
Dai gu duo 
Xiao heshang 
Ban dushu 
Wei 

Rhyme: (2) Jiang-yang 
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Plot: Guanyin enters with a guardian spirit, and 

announces that she has arranged with the Jade 

Emperor to appoint ten heavenly guardians for 

Tripitaka in his enterprise: herself, the 

Devaraja Li, Nacha, Erlang, Jiuyao Xingchen, 

Huaguang, Moksha, the arhat Vairocana, the Fire- 

dragon, and Huilai Daquan Xiuli. She has drawn 

up a formal written agreement and all the 

guardians are to sign; the rest have signed, but 

Huaguang is late. 

The rest of the act is sung by Huaguang 

upon his arrival. His arias touch on the duties 

of the guardians, his own virtues, and the perils 

of the journey. In his final line he promises 

the next meeting will be at Flower-fruit 

Mountain. 
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UNIT 3 (Acts 9-12) 

Act 9. The Holy Buddha defeats Monkey. 

Length: 3.5 pages 

Characters: Novice Monkey #% ir A 
Devaraja Li fF SF ++..8 god 
Nacha Ay Bk, Ceeeresseans..a god 

soldiers & 3 
Princess of Gold Cauldron# J & z & 
Guanyin 

Arias: Mode: Xianll 
Song titles: Basheng ganzhou 

Hunjiang long 
You hulu 
Tianxia le 
Cunli yagu 
Yuanhe ling 
Shangma jiao 
Sheng hulu 
Yao 
Houting hua 
Qing ger 
Wei 

Rhyme: (11) Xiao-hao 

Intrusive song: Desheng ling 

Plot: Monkey opens the scene boasting of 
birth and powers. He identifies himself as 
third of five siblings: his elder sister 
Lishan Laomu, his younger sister Wuzhiqij; 
elder brother is Qitian Dasheng, his youn 
brother Shuashua Sanlang, and he himself 
Toungtian Dasheng. 
Gold Cauldron is his mistress. 

his 
the 
is 

his 
ger 
is 

The Princess of the Kingdom of 

He tells of his misdeeds in heaven, and 
since he has recently acquired a hundred of the 
Queen Mother's peaches and a suit of her 
celestial clothes, exits to share them with his 
mistress. 

The Devaraja Li appears. He has orders 
from the Jade Emperor to recover the suit, a 
magic hat, and the peaches stolen from the Queen 
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Mother, and is approaching Flower-Fruit Mountain 

with 8,000,000 soldiers and several thousand 

generals. He instructs the god Nacha to capture 

the renegade monkey. Nacha then leads the 

8,000,000 heavenly troops to the Purple-Cloud 

Cavern, abode of Monkey. 

At this point the Princess-mistress enters 

and sings of the misery of her abduction and 

captivity in the cave. Monkey approaches her 

with his gifts, but she refuses them and him as 

we » 

When the cave is surrounded by the Devaraja 

Li's troops, Monkey escapes, and Li orders the 
mountains searched. He himself stops to ask the 

Princess for her identity, and after hearing her 

lengthy pleas, assigns the generals Wind, Clouds, 

Lightning, and Rain to escort her home. They all 

exit together. 

Monkey reappears, bemoaning the loss of his 

"wife." He reveals he has been hiding on a tree 
in the form of a fly; now he enters the cave and 

closes it up. 

Nacha arrives and taunts Monkey until he 

comes out in a rage. They battle and Monkey 
flees again. 

Seeing this, the Devaraja Li gives orders 

for the celestial troops to hunt down and destroy 

the ape, but is interrupted by the arrival of 

Guanyin. The goddess warns that Monkey is to be 

converted in order that he might accompany 

Tripitaka: he must not be killed. Her plan is to 

imprison him under Flower-fruit Mountain to await 

the coming of the priest. Monkey is quickly 

caught, bound, and imprisoned, and a mountain god 
is set to guard him. 

The scene closes with a song sung by 

Monkey, expressing his longing for the lost lady. 

Act 10. Recruiting the Monkey and casting a spell. 

Length: 3 pages 

Characters: Mountain god  A¥ 
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Novice Monkey 
Tang priest 
Dragon-horse 

Singer: Mountain god 

Arias: Mode: Nanll 
Song titles: Yizhi hua 

Liangzhou digi 
Gewei 
Muyang guan 
Ma yulang 
Gan huangen 
Caicha ge 
Ku huang tian 
Wu ye ti 
Yao 
Hong shao yao 
Pusa Liangzhou 
Wei 

Rhyme: (4) Qi-wei 

Plot: The god of Flower-fruit Mountain, appointed 
by Guanyin to keep watch over the novice Monkey, 
enters and sings philosophically about the 
creation of the world and the history of the 
nation. Monkey interrupts him to beg for 
release, but is told that only the Tang priest, 
will come soon, can release him. 

When Tripitaka and the horse arrive, they 
ask the mountain god for directions and food, 
but, receiving curt replies followed by a rebuke 
in aria for their presumption, are hastily 
preparing to set out again when their presence is 
noted by Monkey. 

The mountain-god perversely counsels 
Tripitaka to ignore Monkey's cries for help, but 
the priest steadfastly ascends the mountain and 
removes the magic seal holding down the mountain. 

Monkey quickly thanks the priest, then 
prepares to "make a meal of him" before returning 
to his home in the cave. Guanyin arrives in the 
nick of time; she bestows on Monkey the name 
Enlightened Monkey, an iron fillet for his brow, 
a black cassock, and an iron knife. To Tripitaka 
she whispers the spell to activate the fillet. 
When the priest repeats it, Monkey collapses on 
the ground and begs for mercy. As soon as he 
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can, he tries to rip the fillet off, but finds he 

cannot, and so reluctantly sets off with 

Tripitaka. To close the act he reports that the 

Mountain god has told him about the monster in 

the Flowing Sands River; he goes ahead to check 
it out. 

Act 11. The Novice expels a demon. 

Length: 2.5 pages 

Characters: Sand Monk 7a Fe 2) 
Novice Monkey 
Tang Priest 
Dragon-horse 
Silver-brow General #4& 4] A 2 
Squire Liu 4) FN ...villager 
Miss Liu Bl Ac cree .his daughter 

Singer: Old Liu 

Arias: Mode: Dashidiao 
Song titles: Liuguo chao 

Xi qiufeng 
Gui saibeil 
Liuguo chao 
Yan guo nanlou 
Leigu ti 
Gui saibei 
Hao Guanyin 
Guanyin sha 

Rhyme: (14) Che-zhe 

Plot: Enter the Sand Monk, who declares he has 

eaten nine incarnations of the Tang priest, and 

nine skulls hang around his neck. His goal is to 

eat a hundred men of the "Way," after which he 

will be invincible. When Monkey arrives, the two 

taunt each other, till in a rage Sand attempts to 

devour Monkey but is defeated. 

Given a choice between death and 

capitulation, Sand capitulates and agrees to 

become the second disciple. The group continues 

on its way. 

At the Yellow Wind Mountain there appears a 

Silver-brow General, who declares he has abducted 
the daughter of the nearby villager Old Liu to be 
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his mistress; he was on his way to drink some 
wine with her. 

01d Liu enters and tells of his only 
child's abduction. Sadly he extols her beauty in 
an aria. When the Tang priest and his disciples 
arrive and ask for lodging, Liu denies it in a 
fit of depression. Monkey manages to extract 
details of the daughter's charms and the strength 
of the abductor from Liu, then departs to set 
matters right. 

The Silver-browed General is shown passing 
time with Maid Liu, when Monkey and his 
companions show up and surround the cave. They 
fight and the General is killed, 

In the meantime Tripitaka is keeping 
company with 01d Liu, who is still singing 
unhappy verses. The disciples show up with the 
girl and there is a reunion. Liu in great delight 
sings hopefully of their return from the west. 

Act 12. Ghostling Mother is converted. 

Length: 2.5 pages 

Characters: Tang priest 
Disciples 
The Red Child f= Fd XX. ...... .monster 
Guanyin 
Buddha /& 
Manjusri # #% seesseesss.boddhisattva 
Samantabhadra # «.....boddhisattva 
Four guardian spirits w iF 
Ghostling Mother 8 3-4 ....monster 
Demon soldiers £ x . 
Nacha 

Singer: Ghostling Mother 

Arias: Mode: Dou anchun 
Zi huar xu 
Xiaotao hong 
Tiaoxiao ling 
Gui san tai 
Tu sier 
Ma langer 
Yao 
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Luosiniang 
Zhuo Lu Su 
Wei 

Rhyme: (4) Qi-wei 

Plot: A tired Tripitaka instructs Monkey to find 

a resting-place. Enter the Red Child, weeping. 

Tripitaka, concerned, demands that Monkey bring 

it over for questioning. Monkey is suspicious 

and hesitates, but the priest insists. Monkey 

attempts to carry the child on his back, but 

finds it overwhelmingly heavy. Alarmed, he 

tosses it into a gorge, whereupon the Sand Monk 

runs up to report that the child has carried 

Tripitaka with it. Monkey leads the disciples to 
audience with Guanyin. 

The goddess appears to announce that Monkey 

and the others are on their way, and that she 
will take them to the Buddha for help. 

The Buddha is seen in the company of the 

boddhisattvas Manjusri and Samantabhadra; he 

announces that when Guanyin arrives, he will send 

with her four guardian spirits to capture the 
demon plaguing Tripitaka. 

When Guanyin and the others appear, Buddha 
reveals that the Red Child is the offspring of a 

delinquent woman in his palace named Ghostling 
Mother. The child's name is Ainuer. Fearing 
that the guardian spirits cannot subdue him, 

Buddha sends along his own almsbowl to contain 

him. 

The four guardian spirits return, carrying 

the almsbowl. Seeing them, Buddha ordered Monkey 

and the others to go back, since Tripitaka had 

been freed and were waiting for them. They exit. 

In great anger, Buddha commands that the 

child be kept under the almsbowl for seven days, 

until it turned into pus. Ghostling Mother was 

sure to try to save it, and when she arrived she 

could be converted. 

Sure enough, Ghostling Mother enters, 

singing of her outrage and indignation. She 

sends a wolf's-tooth arrow whistling at the 

Buddha, but he protects himself with a spell. 
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The demon soldiers of Ghostling Mother 

attempt first to lift the bowl, then to break it, 

but are unsuccessful. 

Nacha is ordered to subdue Ghostling 

Mother. They battle furiously, Ghostling Mother 

is defeated, and Tripitaka arrives on the scene 

in time to persuade her to convert to Buddhism in 
exchange for her son's life. She agrees. 
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UNIT 4 (Acts 13-16) 

Act 13. A pig-demon deludes with magic. 

Length: 2.5 pages 

Characters: Principled Pig }¥ /\ A 
Pei maiden #% x 
Meixiang #5 # «ees..Pei's maid 
Tang priest 
Disciples 

Singer: Pei maiden 

Arias: Prologue: 

Mode: Xianlll 
Song titles: Shanghua shi 

Yao 

Suite: 

Mode: Xianll 
Song titles: Dian jiangchun 

Yao 
Hunjiang long 
You hulu 
Tianxia le 
Chuanchuang yue 
Ji shengcao 
Jin zhamner 
Houting hua 
Zhuan sha wei 

Rhyme: (16) You-hou 

Plot: Pig enters, introduces himself as the king 
of the Black Wind Cave, and outlines a plan. In a 
nearby hamlet there is a maiden surnamed Pei who 
burns incense nightly to pray for union with her 
fiance, the scholar Pigue. By transforming 
himself into the form of the scholar, Principled 
Pig hopes to obtain Pei for his mistress. 

That night, Pei enters her garden with her 
maid Meixiang as usual; she explains that since 
the fortunes of her fiance's family have waned, 
her parents are reluctant to conclude the match. 
She then instructs her maid to carry a secret 
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missive to young Pigue, inviting him to the 

garden for a clandestine meeting. 

On a subsequent evening, Meixiang makes 

preparations for Pigue's expected arrival: he has 

accepted the invitation. The Pei girl sings 

lovesick songs in anticipation. When Pig 

appears, she is taken aback, but nonetheless 

proceeds with the rendez-vous, and the couple 

exits together. 

Tripitaka and the others arrive; they have 

traveled a month since the adventure of the Red 

Child, and Monkey announces the party has reached 

the state of Gold Cauldron, home of his former 

mistress. He warns all to be on their guard. 

They decide to seek refuge in a hamlet. 

Act 14. Haitang sends a message. 

Length: 2.5 pages 

Characters: Pei maiden 
Pig 
Monkey 

Singer: Pei maiden 

Arias: Mode: Zhongll 
Song titles: Fen dier 

Liu yaopian 
Shang xiaolou 
Yao 
Qiao zhuo she 
Shier yue 
Yao min ge 
Shua hair 
Sha 
Wei sheng 

Rhyme: (17) Qin-xun 

Plot: A dejected and homesick Pei opens the act 

with songs describing her plight and fearsome 

surroundings: she has been kidnapped by a pig- 

monster and is being held captive in a cave. 

When Pig appears, she scolds him vehemently 

for her unhappiness. He offers to send her home 
for a visit. 
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Just then Monkey, having left his 
companions to rest in the hamlet, arrives on the 
mountain to relieve both his boredom and his 
bladder. Catching sight of the monster and the 
lady, he jumps to battle and chases the pig away. 

Questioning Pei, Monkey is told the pig- 
demon has only one nemesis: the hunting dogs of 
the god Erlang. Pei then gives Monkey a verbal 
message to deliver to her parents, and a 
handkerchief as proof of its authenticity. 

Act 15. Leading the daughter home to Pei. 

Length: 4 pages 

Characters: Squire Pei 2 A 
Squire Pigue # K 4% 
Scholar Pigue #_ 4 
Tang priest 
disciples 
local god = yu 
Miss Pei 

Singer: Miss Pei 

Arias: Intrusive song: 

Mode: Zhongll 
Song title: Chao tianzi 
Rhyme: (4) Qi-wei 

Suite: 

Mode: Zhenggong 
Song titles: Duan zheng hao 

Man guer 
Gun xiuziu 
Daodao ling 
Ban dushu 
Xiao heshang 
Tang xiucai 
Gun xiuqiu 
Wei 

Rhyme: (8) Han-shan 

Intrusive song: 
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Mode: Shuangdiao 
Song titles: Yaner luo 

Yao 
Rhyme: (2) Jiang-yang 

Plot: The families of Pigue and Pei are 
squabbling over the lost daughter. Squire Pei 
believes the young man has abducted her; Squire 
Pigue maintains the Pei's have married her off to 
someone else and are faking a protest. They are 
about to go to court when Tripitaka and his 
companions arrive; Monkey brings out the 
handkerchief and reveals the true whereabouts of 
the girl, 

The party returns to the Pei home, and the 
local god is summoned to be questioned about the 
identity of the pig monster. The god can provide 
no information beyond a vague description of its 
appearance. Monkey determines to capture it. 

At the cave the girl is waiting sadly. 
When Monkey arrives and carries her down the 
mountain, she sings an exhilarated aria about the 
ride, at the end of which she is reunited with 
her family. She again tells that the pig fears 
the hunting hounds of Erlang. Monkey returns to 
the cave to capture the pig if he can: if he 
cannot he intends to enlist the help of Erlanmg's 
hunting dogs. In the meantime, Tripitaka advises 
that the young couple marry, and Squire Pei 
promises to make the arrangements. 

Pig enters and complains that his "wife" 
has been taken home, and that since Squire Pei 
has asked him to move into the Pei house as a 
proper son-in-law, he is making preparations to 
go. 

Monkey returns and announces that the pig 
was not in the cave. He then instructs Squire 
Pei to hide the girl somewhere else in the house; 
Monkey will change into her form and take her 
place in the bedroom. 

When pig arrives he is shown into the 
maiden's bedchamber. Getting into bed, he begins 
to fondle the transformed Monkey, but soon 
receives a rude shock: Monkey attacks him, and he 
runs off the stage with Monkey in pursuit. 

> 
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At this point the Dragon-horse rushes up to 

report that the pig-demon has carried off the 

Tang priest. The two disciples leave together to 

ask Guanyin for help from Erlang and his dogs. 

Act 16. Hunting hounds capture the pig. 

Length: 2 pages 

Characters: Erlang = Bp 
Monkey 
Pig 
Heavenly troops A fg 
Hunting dogs sox” #- 
Tang priest 

Singer: Erlang 

Arias: Mode: Yuediao 
Song titles: Dou anchun 

Zihuar xu 
Jin jiaoye 
Tiaoxiao ling 
Tu sier 
Shengyue wang 
Ma langer 
Yao 
Zhuo Lu Su 
Yao 
Wel 

Rhyme: (10) Xian-tian 

Plot: Erlang enters with Monkey; he sings with 
military vigor of himself, his dogs, and their 
mission. His celestial soldiers surround the 
cave of the pig demon. The pig is alarmed, but 
refuses to worship Buddha. A battle begins and 
the hounds are loosed. They bring the pig down 
in short order; Tripitaka regains his liberty, 
and soon convinces Pig to become the third 
disciple. 
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UNIT 5 (Acts 17-20) 

Act 17. The woman-king forces a match. 

Length: 3 pages 

Characters: Tang priest 
Monkey 
Pig 
Sand monk 
Dragon-horse 
King of Woman's Country = A lL 
Women courtiers JH 
Vairocana FRE x 

Singer: Woman-king 

Arias: Suite: 

Mode: Xianlll 
Song titles: Dian jiangchun 

Hunjiang long 
You hulu 
Tianxia le 
Nacha ling 
Que ta zhi 
Ji sheng cao 
Yao 
Liu yao xu 
Yao 
Jin zhaner 
Wei 

Rhyme: (2) Jiang-yang 

Intrusive song: Ji sheng cao 

Rhyme: (15) Geng-qing 

Plot: On the outskirts of Woman's Country Tripi- 
taka is nervous, but Monkey scoffs at his fears. 

Soon they are welcomed by the woman-king. They 

learn that here there are no men: the women 

conceive by gazing at their reflections in water. 

The woman-king sings of the loneliness and 

hardship of her life, and of her longing for a 
man by her side. 

Soon she is attracted to the priest. She 
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invites him to remain as her royal consort, and 
Tripitaka in alarm looks to Monkey. The disciple 
gallantly offers himself as a stand-in for the 
master, but the woman-king refuses. She forcibly 
drags the Tang priest into her chambers. 

In the meantime the women courtiers grab 
the disciples, and they exit. 

The woman-king re-enters, still dragging 
Tripitaka. She accuses him of ignoring the 
teachings of Confucius by becoming a monk. As 
she tries to force herself on him, Tripitaka 
cries out for help. 

The arhat Vairocana appears and rescues 
him. The disappointed woman-king releases her 
prey, but warns that on the return journey she 
will await him again. She exits. After seeing 
the pilgrims on their way, Vairocana too departs. 

Tripitaka asks what became of the disciples 
while he was held by the woman-king. In song, 
Monkey describes how Sand and Pig made love with 
the women, but the fillet on his head restrained 
him from joining them. He and the dragon-horse 
had stood idly by and watched. Refreshed, they 
resume their journey. 

Act 18. They lose their way and ask it of an Immortal 

Length: 2.5 pages 

Characters: Tang priest 
Disciples 
Immortal ALA 
Mountain-god + AY 

Singer: Immortal 

Arias: Mode: Nanll 
Song titles: Yu jiao zhi 

Yao 
Yao 
Yao 
Zui xiangchun 
Xiao jiangjun 
Qing jiang yin 
Biyu xiao 
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Suiwei 

Rhyme: (19) Lian-xian 

Plot: A month after Woman's Country, the 

travellers are lost. They happen upon an immortal 

gathering medicinal plants, who is singing 

cautionary verses warning against craving wine, 

lusting after women, coveting wealth, and being 

hot-tempered. 

Asked for directions, the immortal warns 

that less than 500 miles away is the Tiery 

Mountain, East of the mountain at Iron-cash Peak, 

he says, lives a woman named the Iron-fan 

Princess, the owner of a 24-ribbed fan over 1,000 

catties in weight, which could rouse winds and 

rain to douse the flames on the Fiery Mountain. 

The pilgrims therefore have to obtain the fan. 

Monkey then settles Tripitaka and the 

others in the nearby hamlet to rest, while he 

goes ahead to reconnoitre the Iron-cash Peak. 

Upon arrival, Monkey summons the local mountain 

god to inquire about the Princess. His plan is 

to charm her into loaning him her fan, and to 

that end is pleased to learn she has no husband. 

The mountain-god leaves after making disparaging 

remarks about Monkey behind his back, and Monkey, 

full of confidence, sets off to see the Princess. 

Act 19. The iron fan's evil power. 

Length: 2 pages 

Characters: Iron-fan Princess 8 4 AE 1 

Monkey 
A little demon sf 
Demon soldiers 2 F 

Singer: Iron-fan Princess 

Arias: Mode: Zhenggong 

Song titles: Duan zhenghao 
Gun xiuqiu 
Tang xiucai 
Gun xiuqiu 
Daodao ling 
Bai hezi 
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Kuaihuo san 
Bao laor 
Gu baoclao 
Dac he 
Liu gingniang 
Wei 

Rhyme: (12) Ge-ge 

Plot: The Iron-fan Princess enters and sings of 
her background and her relationship to various 
deities. She mentions the turmoil in heaven when 
the Queen Mother's peaches were stolen. 

Monkey introduces himself by making an 
improper advance to her, followed by a request 
for the fan. Outraged, the Princess refuses his 
request, and orders him out. The two exchange 
heated words and tempers rise. After the first 
exchange of blows, the princess withdraws in 
defeat, but returns with her iron fan. A few 
waves of the fan sends Monkey tumbling off the 
mountain; in fury he curses the princess in a 
vulgar verse, and then hurries off to see 
Guanyin. 

Act 20. The water department puts out the fire. 

Length: 1.5 pages 

Characters: Guanyin 
Mother Lightning € 4 
Uncle Wind M4 46 
Teacher Rain uf 8% 
Lord Thunder 4 0 
Tang priest 

Singer: Mother Lightning 

Arias: Mode: Huangzhong 
Song titles: Zui hua yin 

Xi qian ying 
Chu duizi 
Si menzi 
Saier ling 
Shen zhaner 
Wei 

Rhyme: (9) Huan-huan 

Plot: Guanyin announces that the deities of 
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Lightning, Wind, Rain, Thunder, and a host of 

water-department functionaries have been deputed 

to permanently put out the flames on the Fiery 

Mountain. 

Mother Lightning describes the resultant 

activity in her arias. When the fire is out, 

Tripitaka arrives to express his gratitude, and 

is escorted across the mountain. In her final 

song, Lightning informs the pilgrims that the 

abode of Buddha is not far off. 
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UNIT 6 (Acts 21-24) 

Act 21. The intuitive knowledge of the poor woman 

Length: 3 pages 

Characters: Tang priest 

Setar od BE ....a native of India 

Singer: Poor woman 

Arias: Mode: Xianlll 
Song titles: Dian jiangchun 

Hunjiang long 
You hulu 
Tianxia le 
Nacha ling 
Que ta zhi 
Zui zhong tian 
Jin zhaner 
Shawei 

Rhyme: (7) Zhen-wen 

Plot: Upon their arrival in India, Tripitaka 
instructs Monkey to go ahead to find lodging, 
with the warning that here in the land of sages 
and saints he must watch his deportment. 

Monkey proceeds and meets an old woman 
selling cakes. Her initial arias tell of her 
spiritual accomplishments, and then she reveals 
to Monkey that his master Tripitaka has the 
surname Chen. Monkey, surprised, asks how she 
knew. She replies that although she has not 
traveled the distance Monkey has, she knows far 
more than he--Monkey, for instance, probably did 
not know the Diamond Sutra. 

Stung, Monkey rebuts by reciting a few 
lines he has heard the master say, then telling 
the woman he will expound the sutras to her after 
he has eaten some of her cakes. 

The old woman is irritated and begins a 
sophistical monologue that puns on Monkey's 
request for cakes, overwhelming Monkey. His 
defense is to resort to vulgarisms. 
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When Tripitaka is fetched he engages in a 

competent dialogue with the old woman, after 

which he asks about life in such proximity to the 

Buddha. That evening is the occasion of one of 

two monthly audiences with the Buddha; the old 

woman urges them to attend it. 

Act 22. An audience with Buddha to receive the 
Scriptures 

Length: 2.5 pages 
EA NE 

Characters: God of the Holy Vulture Peak ¥ up 
Mohouluo B48 FE ..ccccceecesesengod 
Jinmoluo 3 eressssessesensogod 
Jiaren Feiren ms AEA ..god 
Other deities 
Jigudu #-& A ++... householder 
Tang priest 
Disciples 
Buddha 
Huilai Daquan ly d 3 H vesse.ogod 

Singer: Jigudu 

Arias: Mode: Shangdiao 
Song titles: Ji xiambin 

Xiaoyao le 
Wu yer 
Cu hulu 
Yao 
Yao 
Yao 
Yao 
Houting hua 
Qing ger 
Langlilai sha 

Rhyme: (10) Xian-tian 

Plot: The god of the Holy Vulture Peak announces 

that Buddha has ordered that Tripitaka be 

welcomed by a group of deities waiting ten 1i 

from the outskirts of India, and that the 

householder Jigudu is to present the pilgrims to 

the celestial dignitaries. 

Jigudu enters; he describes the scene in 

Heaven, the preparations for the evening 
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audience, and the deities gathered to welcome 
Tripitaka. The Tang priest is ecstatic. Jigudu 
introduces him to the assembled gods, mentioning 
others who live in Heaven as well. Tripitaka 
asks where Buddha is. Jigudu puts him off a 
while, telling him that if he were to drink the 
Buddha's tea he would attain Nirvana--then 
announces the arrival of Buddha. 

The monks Hanshan and Shide enter, made up 
to represent the image of "Buddha leaving the 
mountains." He orders that the scriptures be 
handed over to Tripitaka; further, since the Tang 
priest's disciples are not human and therefore 
cannot return to China, that they should obtain 
their final reward immediately. Four of his own 
disciples--Chengji, Huiguang, Enfang and Jingce-- 
will accompany Tripitaka east. Tripitaka is to 
make the divine laws known in China, then return 
to the west to his reward. Jigudu escorts 
Tripitaka off to fetch the scriptures. The god 
Huilai Daquan has been awaiting him. 

Monkey, Pig and Sand help to load the 
scriptures onto the dragon-horse, Monkey quipping 
irreverently at the task. Jigudu sings 
descriptive verses about the scene and the 
process, after which he exits. Huilai Daquan 
has been appointed celestial guardian of the 
texts by the Buddha; he declares that on the way 
back to China, and at every shrine and temple 
that stores Buddhist texts, he will be present to 
protect them. Then he too exits. 

Sand and Monkey make final remarks and 
exit, signifying that they have surrendered their 
mortal souls. Pig does the same, but his remarks 
are humorous. Tripitaka strikes a light and 
remembers each of them in a tributory verse, then 
turns homeward where, he notes, the pine branch 
must now be pointing east. 

Act 23. Escorted back to the East 

Length: 1.5 pages 

Characters: Chengji AK {and others) 
Tang priest 
A crowd of elders 
Assorted officials 
Yuchi Gong 
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Singer: Chengji 

Arias: Mode: Yuediao 
Song titles: Dou anchun 

Zihua xu 
Xiao tao hong 
Jinjiao ye 
Tiaoxiao ling 
Sheng yue wang 
Gui san tai 
Zhuo Lu Su 
Yao 
Wei 

Rhyme: (2) Jiang-yang 

Plot: Chengji opens the scene with a description 
of the setting and of their preparations for 
departure. He instructs Tripitaka to close his 
eyes, then describes the clouds falling away 
under their feet. 

A nervous Tripitaka inquires how they are 
to overcome the obstacles encountered on the way 
to India, now that Monkey and the others are no 
longer with them. Chengji informs him the 
obstacles were all contrived by Buddha to test 
his fortitude; there will be none on the journey 
home. 

In Changan a crowd of elders has gathered 
by the pine branch. It has been 17 years since 
Tripitaka departed; now that the branch has 
turned east, the officials will be summoned to 
welcome Tripitaka home. 

The officials arrive, escorted by the 
elders. They remark on the appearance of clouds 
of luck on the horizon. Yuchi Gong has been sent 
for and will arrive momentarily. 

Tripitaka and Chengji enter. Chengji sings 
about the crush of people gathered, officials, 
clergy and ordinary folks, to welcome them. 

Yuchi Gong arrives. Chengji sings 
admiringly about his appearance. Yuchi issues 
Tripitaka an invitation to his home for the 
night; they will have audience with the Emperor 
the next day. The closing aria predicts the 
triumphant presentation of the scriptures. 
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Act 24. Tripitaka ascends to Heaven 

Length: 1 page 

Characters: Buddha 
Four Vajra guardians 
Assorted flag-bearers and musicians 
Flying Immortal ff f~ 
Tang Priest 

Singer: Flying Immortal 

Arias: Mode: Shuangdiao 
Song titles: Xin shui ling 

Zhu ma ting 
Yaner luo 
Jinzi jing 
Yao 
Gu meijiu 
Taiping ling 

Rhyme: (15 Geng-gqing 

Plot: The Buddha enters upon a high structure, 
attended by four guardians. He identifies 
himself as Shakyamuni, and reveals that at that 
moment, Tripitaka is holding a grand assembly in 
China to display and expound the scriptures. 
That same day he will be brought back to India to 
be sent to his final reward, Nirvana. The Flying 
Immortal will escort him into the Buddha's 
presence. 

There is a noisy, colorful gathering at the 
Holy Vulture Peak to greet Tripitaka. It is 
briefly described by the Flying Immortal in his 
opening arias, followed by a song about 
Tripitaka's compassionate nature. 

Tripitaka enters and bows to the Buddha, 
who commends him on his service. The final arias 
are sung by the Buddha, invoking benedictions 
upon the ruling house. 
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APPENDIX 4 

ORIGINAL TEXTS 

The source of the excerpt is indicated by the first 

citation and the location of the translation in the 

dissertation by the second. 

1. WB 694; Intro:2. 

ENR NE FREER EC re Semis EE a wee Eg HIR<K 
SETHE RAEI ERY CHEER < EHR FER < FER VRC ER 
AEE REN IRB NE EIGEN) | ma VRE RE RVI rE Sa 
FE HORS BRA TE SER VEE IE SEAR BMC SHC 0 de ANS 
RE a ARATE ER | EE RENEE EN HIER oe 
EE EAN EE ER HAN 

2. Supplement; Intro:é. 

Wa WES WEEE BE FRM FESRESEE JNSHEN SRE § 
SE RRELEE"L SzSyn LEE. EERE BERIERW | Belge 

FERC 

Wai) HERA HERR BEYEeEE FEAR 

de Ee EERE GREK LRN 
wane = I Yd 

raisin TEeEERESIE =a 
EE REET pea | ECR REE 

HRERSHRT Fe RCAC 

BIEN EET 

3. 13:666; Intro:13, 

[eR 53) ATER EER RATE NS ovr REE RSI Ee 
NEE SER HE 
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4. Wanhuo Qingyin in Sun Kaidi p. 369; Intro:l4. 

[HEREAOTE-TI8 RrOreates” SINFEKIS-98 | & FunE<ers 

BUR REdRsrndy SHEE -RERE SHER HE (CREE ERXEED) 

[EROFFEREFRDE SHETRA REGRCETRET ERROTTHCE RESER 

FEY FREE 

5. Tang Sanzang Qujing Shihua sec. 13; 2:51. 

Pima | SERRE 
KEE CNR SHIEK STE 
RHEE [RE Se 

6. Pak Tongsa Onhae in Dudbridge, p. 180; 2:52 

o HEM=MATE 0 HRI / BER o + MATE 

#0 ERER URE o HE HISH o BRAE LE - ES) AERA RS 

VB /RERK 0 BSH BUNKER 0 RS) BHKMRM - BSP ERBIES 

o BBY EHH c ERFAMES 0 FRERSP/ THERE © AFKIUHER 

o ERRESGRM 

7. 7:650; 2:53. 

(HETER) Ssaln CR ae a oi 
cl SR Re ER st (BI ERNE | simmer 
SEY | SRE FREY EEE | SHEAR (RE) SES ERE (BO ER 
Ki | EE | RE REEy | TEE ft | BCR | eng 
PER | REREERY | ORRIN SUL CE Ss 
EERE a EE RL 8 (ON) IRR ERE (mie 
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8. 10:658; 2:56. 

ETRE ENR ELE EE | 9K | Serr pdRimdedueyd 
RH AE (EH) © Bh SIRE TEM | EEE 

[EEE] EE RRR Ta SRR RITE Il 2 \ Aes 
HGR BIER ERE BRET AA a ER EO TEE SH As Re 
a 
Cer) B33 (SRI 40 le) BEER Hr SE (38) 

(BSE) Ae dt ah ME RK sma al a li 8 (1 
S10) rie (SRI) EER AR ER WR HEHE bo mi RC RRR BE 
Eo) 
(4mm) sk a RR ES Es em 
HAR RR ARR BAR Hi Ha i 

[263459] TT EE 
1) eo Em et (Sa) SEC EE se bd mrad Em ee Wi] 
(eg) RRR SRST Ee El | SERRE Cll) Saeed 
=m) 

CESS] SEER BEER ET RM IRAER = SEER EC Km a 
WS Tice | Fete E ET | RasmEKKel EROCEIRES (£2 
Ey tela EcRs (ERD) Fos, Ne NLS 
a 
CEST RRS (E43) (emily) dai A Caen) Bien EER ERMEE [Sagi 
TH) 2 eC) RR ERE (ell) BER ie WHE (ee 
SUR) [Clr RE) Cr) WEAR EREE ER | IY Sh 

€ 

9. 5:648; 2:60. 

(E124 PAE AE AR EE EE JE CK ssn) REE te | Fi Sai 

BRS HE EER 0) EXE ES ER BREE (EF | 
ik | AK EE SRR RHC | BE mE ERE EN) LEE ERE 
Erde: ERE | SK Em SpE | SER BATH Rue (12 
1M) S<UEEEE A () WS EE (8) (ES Serge ore 
AERP ie fli Inf SR inte Sent EC ERR I BN (RY 
BEER E=1] 
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10. 9:655; 2:64. 

LKR) CREYEE (KAI) Eo-La Ke (OR) SEs ORR) 32 
WEEKS (dR) 
[8] Cm ARR A SATE EI ET ~ 
1 | BRR AB EE I SR a Ee He 
EJ a) 
ma HY ETS TARE . 
[9] Rrsess im iS BOG ree ad tuelind | smdieseds | ad 
FEE pe HK FRE ASAD ALE 
RHR EEE RR RE REE HN KEE COIN em EAR SR LORIE 2 4 
(Risse 
TT] SpE emia Sal ER rl ENR I 
EE im RE A RE RR 

OKI) Fe Em RE DR EE (4 tom 

11. 11:661; 2:66. 

(wm NREL = 

HEN SHEE oS NR I BR TO ER SDE RR RE RR KE 
fot bona! ye agE’ (mm) 

[REECE ER) gil iE ER gE ir fe rade 
AA RR GHEE IRE AE IE HAIRS ET BTW SERS 
ER SE EA EE RR CE ERNE 
[rag] SOK hE EE BI po RR Mi IR RSE I SE aed 
(Ege | <1) | HENRI | ATE AC (REGEN) IBC F(R) 
ERA Eu CR BEE | RE mp (EKITS dea 
AEE ERI DRE RE NR SHR RR | ERE RE EEE RE ER 
HE 
Lm) EEE Ee EEE | SEE | TEE 
RNR EL WAAR TE 
eo EH HEIN (FE) . 
[SEEK] AOR HS IE I ERIE SER SE vi ns and 
Heda | SSH 
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SHEE STRANGE TR IR SH IRER SIE DER Te 
ER ER SOE HARES SERN RENE TA SN [REESR) 

CRE) BES 0 7 EERE CLR) 
FE Em SLA A Tin Si RAR SURE 

RR A Gt EU HA AA EA ENN os SIN 
AAT Be Ar pS SRERR TY | WAS State i HAE 
EE WE RAE Dl NER SR [SARE 11) 

(ER) EE A Sn ey 
SRS GU) (RH REGRET POR - Nl RENEE LN 

Ed eh A EE HE SANE SOS CEE SE SUT ER A SRY 
SRR RA RTE ESE SA a AE ARCT. [Shi] 

(EAR ER SERRE RAE 
ro rR SA SERB | FOREHAND (a gn A 

SEE OER EY 5 
EEA RS PRIA a UE Ee (FA) Ses (NS) ERR Sea a 
TE EER CE SERRE BRERA ARE EN ~ | a [ar] 

(GARE AEE EEE | ee pnd Rm (HI >) 
Co FRIESE | SETAE Er 

BE NOR RR EN FC SR - TER NS My [hi] 
: (BER A BONED RN RA 

= 
Sg EE SRI AS SSA FEE OS ERAS RR SE SR 
Sim pA ESE SE RS aR EA ERRE Dif] 
Se Sir 2 Sr Br TB EEN SR Ji 4h L-2 

Tet AER RNSOH RA TES Me FA BERR RE (r) 

EE RE SEE ER FR ERE 
5 pen FR RT INS 230 ST PRI Se (Salo) 

SE AEE IER RRS ER ER SUR [0] 

Ear EE | SCR SFM BRIAR TY (RR RR] 

Sperm | MEHEHED | AS ARIMPERSAD AREER (Bye) hares 

SE Fm eh RE Ge Ard EERE RARE (ha) 
(oD gr os 2 SY ASP 

SE ETE SR SE AE Fh PTR RSNA TR Sar [be] 

© | I Cy ae 

SEES ER TTR SME TH NE ERR ee BEE | Sveping 
mA 

&) SENG BEER FCI SRD | 2 RS YRAMEANNERAR 

SE EE | EER A INFERS EASTON RMR HRNA 

SR BEE TRS ED He (Ur Bh Re) coi7 f990ict T1 

81¢
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HERERO EERE SOR SR IM SO SE EE RRR (3) 
(EH SOB RBS IEEE (aka) 

re SR ME ERR Fi TE pe TH 
Be Em RT TE co 
Lr ERT ERE or SERED TH REE NR SERRE (hat) 

(GHA) >~HiEEpe 
<2 (ERI) SESAME FORA HTH BAI (IH) (Rima HA) 

FEZ FROUNRE 
Re ESTEE AOC EU SOR TT | ENE BY Eh 
BA) SERA THINGRS (ISH) TES RFI Bale [rest] 

GEA) BRN Gl) EO TM 
FEN STREER R AEESR R E Ee mH ISEB. 

ERR ER HR I STS OR LH RES Mb ML o [oe] 
SETAE | TI) BRBFRBRTERE 

aa a A ir GE rs RA se SeRER RE EY 
HERRIEIOEERERE | RAST SEERA NESE (ikea | Seo) 

FRIES AE 
Si SEE A FREE SE RE TE RE 
Sr RA SER SE SE EE A Re ne eRe Cn ery) 

SH ET AER OR BREE RTI a Sa Br St 
| EEE | ReSbo  >- EAVE\R S  SE Rm 3 

TEESE SRN RR BON BR SEE Es (Sear) 
shi Ss Ee ea 
RECT || SwySaTa TOR ha | 

STEREO RS SE EDR ER a TR 2k 
i LE > SES HH AE Se SR SRE SR TRY 
| Be TEE IL EE | SRR Sh (rae) 
TE To A ESR SEA TE [SBA] 

(Aki 
| ELE TRS EE EERE | HERS REE Baan SE 
SBR FREER E | BME EH HE) 

“18:7 £9491 “wT 

PIES 
PEER EE ho TR TSE REN OI REE 
Sie 2 ESE RE oH 1 EE Hp St SE (HR) 

‘LT L¥9:C ET 

(53 

THEE TEER A NERS SE TE ESE TE EEO SE 

61¢E
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FH RR WAOD 
© ERE EE TAR 

SEER EC > SEE TT ER HERR ER AT SNINAausitie 
Sf TEENA SERN I EEE SE me NSE TR Be (bean) 

SE EEE 
Ry ENERO RL RES ERS Rat PARR 

| El HRA | SIME SENT RRR AN AA 
ESET hr SSR TB AR | ANS | Sree ACT (IA) 
i | RABE NREL Cli (A) 
A RCH dn Se RE Ue i 
BRE ESA HR) (32m) TH BRE OH Fra BR SE (i) 

CEE SrA EAR as agi 
oy ws SEE REE SURO A SEE Od EER Ne RARE 
se Thy sh SR EER TE RA RRS Re Raa (5) 

Cer ERMC ES BE | BEESERREGI) 

FR 
| AZ HER (eas Tm ET Ne TE d-RrS SpOeR Sr 
err smb (PHA) DE aR ee ERB a me Fe 

Bre PN ne SA LANA A Ae BR DS SARS 
SEs bpm het OY Hb JES SER TEE | 

Eker MEE RE (Hi HE SPIES SNE) (EERE) 
SSI 

EEERMINEIES | ASFA WE Seat METH FR 
rE BSR Se yl HT SRR SE Sd SO SE SS 

; NER ia SER NE BE ET EW 
= A A An I pt RL ONEL BSE SE OS 

55 FRR ERE ME ER OTA JR ER TR ES (2) 
SETH EER Arad 

PEESBOIHAA | mas (IEE) HE Sree IRE SS SRS 
4 SE FEL SH REE HSE SET SER EHS 

: HOE ES ER ES ST BRE Ram [ZmbeSb] 
estes (WIDE) BE HERE aE (SHIA) 5 

SEIWAR ENR CISEERE) ( 2) Che Rp RAE JENN Em Gh 
seb FER CARRERA) 3) (2) par RHA PRT HEEARNR Shek 

Fi 

TREE AREY HER EE oR RR EEO INTRA FASTEST Rs Sha OV TEE RTM 

0ce
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14a. Tang Sanzang Qujing Shihua Sec. 10; 2:93. 

RpmsNE mie |B <BR minh <gEQ mE EN 

F¥<NE] ° EERRREH KHED [REIERIE™ JPET 

[ieee ER RHEE SRE ERS | MHC WEES 8k 

AE RREE SHI TENRE™ J ERRRDIREOT TRHER HED 

REFEREE) KHEOTHRERY ENE HRIAR® KHRHEHL 

HK RECHENE IH HELD HERIE ETRY REEERHNTH 

BRE J HERS SER” ) 

F KHER HER CRER 

HRXMRT om HeRHi HEE 

KHREWRHE | <td” Eh<K&” RRR Pre i= 

HRN < EIR] IMR ERE RI KEE BEER KER 

ERE HERE | REDE EEK QIN HEE FREE 

HH K<LNE BRAK $TEBEE | KHER RAFEEEISE 

Bige mERX< RISK <HEE ERE RR Home 

KR BERS CREREEIERES I HED" [REX-HEH" KEEded 

Be] KHIOTREER" PKER<E[ <® | §" KEE | EKER 

FER CERH IHR | feiSE J 

SEEK NREL BEX EERE" MESH [ERNIE 

HELRBRENES | KHESRBEHEE D8 | RN EREENHE 

Eiri REED” 

[EH int 8" ROSbHEE RE 

| EDRICH" HERES" 

KHIR HE EHR Re RIT 

KER ERAN BREERERK™ J 
KHER RENE LER" EDT" 

FEE=m | KE HRIZWEEHIK® 

BREE RHEE "Ea RE 
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15. Li Daoyuan in Gulik, p. 47; 3:101 

Boom BEHEREE RAR KARI EEE 
AER IN BIRT Toe RekB EERE 
ZBRBE. 

16. Liu Zongyuan, in Gulik p. 58; 3:103. 

MRE Reda Z RE AH 
ZZ gel Vv B40 A HVE 4 
ANT STUN SC 
7 Baar die ZHAO 17H 
RENE LEE ACK LE 
MPR S&L 5:01F 3H 
0 BABB IAREANT 
0 RTF How BURA A 48, 1: 
FABRE 2% HERE 
ARNEL EH HF REE 
aT RR TE A Ri) 
Lap A AE BARR FAL 
BO sia BERT HAE 
RE xB GEG A 0A 
ht REE FREE HM 
27h 43547 hte £ BF 4h 

17. Wen Tong in Gulik, p. 78; 3:104 

Hoh J do BEALS YAS rk AAA HE 0, 
Ly 

BLABY BERET LH 
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f= doh 

PREADRCHRWD BSHNES Enea 2m 

ASRDE J MBH [ SRDHNEHDH SDD EEE 

RELEE-A RF. o> SER, AEH BLES RET Ee | I 

HOH [REND BHFETDE] ORHT SBN B-HiE 

Pil EXD IER FHT J ONT DE] DER Td 

HERS SETHE. IDER IHS BER. Emer 
*#TT:¢ {IT 'o9g ®BAUIYg Juilnp Juezueg Juel *0Z 

NH P REE [HIRE Hy 

AE BRMEILETENE] OSBH I BNEEAWN EH E55 

REDE ASTAERPE MHEEABER-UEE ESE ER 

B= DNS [TREN] HEH TSM 
we. BMEMETEEIR] DN TERE SRE. 2 

DER T -DESAERERNG SIAR BH 2 JE 

“i EH ss AEEABSIRD | mw FHT | BE BOE | ED 
*€IT:E ‘z *o9g ®ONYIYg BFuiLny Juezueg Juey ° 

A 
A pe PERE RA I | Sh (8) 
SO To TR MS PRR ST SENS NT a APNE ey ve 
SEER IR RAN SRN Bi SET TEER ER (MEE) 

EGER E ASR) ESE 
te SR NE hl A PR LR 
Ere ESE TE RE RAE ZH ER EAR | (BRST) 

(68) SE FEB SES Ea SS IE > SE HS 
EE mE ERE RE NR Rh EE ER EER |B EEN ES (1) 

[BR BNE Ar Re 
FES SET EE RO DO IE Ir 
EE AEE AHRENS E MART a BS 
a A il = Lore SHEEN ERR TEE RA ey | 5® 
CDi ER a ms Fe EE RE mR 
ERSTE EE heme SR EE ESTERS [FRE] 

° SETS EEE RE NEY 
RERISYEERR | CONIFER ER = SE SR ES NEN 
ey Sra SUE NBER Du ee Lo SS (aa | TEER) 

(EE RHEHRF *L0TE 266 AM "ST 

£ze
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B= 

HAE BME SAT ANTE RARER SEH SRRTmD.EA 

NEOE ETAT SADPHEIFN OE | SHIT LRH IH 

ERDD [He HEHES aulF RP otiFob oss 

5 SEEM -ANEES J) L ONDR TT FH) ORESDT SERS 

I EER OBESE > | EIFE]  INHIFWI SHB] HIRE 

BD LAFEE REL SENS SE | 2 OERIN FEES 

SONS SWE | Shs BERD [ DWH | BEER 

HWE) THINT SH] IRB SHSCASES F5 HIRI 
A EBATHERABOEN SOPH TE CO CHEE GREE ET 

HEIEE HEE RA | ETHERS (EIR. SNE 
HHP ERR HSB EMRE | EX OR. EE 

[.-&he 

FR GEISER JHE ET AR ER] IE 

ANG | ATT RH RD ESTED SF 0IERDC ZN [REE 

WEY SERENE NEED BEE. SRST IS 

~SEEENA BIEN BARE SESE FERRE | 3) 

[AER EEHTRD SSE STENTS | IRIS SEEN SEE 

SR EST GUIEE OY | REI RETR Te 

| 2 CEN WEE SSRN NE TEN LOE fo 
FHS FERSSH DRE IARETITH | THIS 5 | 5D 

*CIT:E f9 'o9g enytys Iuilnd Fuwzuews Jue] '[g 

Hee
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22. Pak Tongsa Onhae in Dudbridge, p. 186; 3:119. 

—H 

S411 o HE KARE o BMETETA o EFIRI GHW FIRE o MISAATIRE © 

W/o MLR MERAMMB ERS oc ¥FWT HERR « HEARTY 

—5 NE o EE BRIE HOER o RIT THE o MARIE o SERIF HE o Eikik 

Bo BEE FEG RE 

23. Taiping Guangji 446/7; 3:121. 

RE RE HREIRES HEREC Wibh<® SEREEROHEE° #8 HeHY° £6 
RES REMES KEERS GERD KEE) 2° REEL RAEN £20 ® 
NSEKR® IHREN BXK° BER® SRFRE° BRR SROCETE DESHI 
Demo #MLEme LRRN° SEER" BEIRCHEE <EBEN" HHREC 

24, Liu Zongyuan in Gulik, p. 58; 3:123. 

wl 8 BE Wy) 7 Ea 3 aN Ea 

Wy 4 

PELE FR ETE pEos Fs 2 
SR FL AWEE ECE EE 
18 2 Gin £0 1 RAE 8 
Sear FOS RE REE 2 
3 ERIE EB 150 BONG 0 a oo 8 
Poa WEE PEE EAE 3 Nee TES 

= 

25. 14:669; 3:124. 

THE) ECR RR EET AK REE Eis |e 
Een | Edm SE ERR EO SEC | 
m8 (Le) AEE ER EE A CE a) Er ER PS (HE EER (Ae 4 
Fp | ERE ESE X-E) 
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ABER | SEE E-- lae) 
a 

BYTROOE REE HE TIEN SEO Re ER SE TR Od FS 2 
SEER Dd Zr RS SRT SR | SF Sr SE [A ) 

STR (Hk) 
SETAE HAE CIDE AR ENRON cio 
SERENA CHE) NE: Not Ci) RINE SE a > Hr BRET BEE ES 
SAEED Ye RE AER (oR) BES HERE Sor MR sd | mga 
BE; ARAN ER EAS FABIAN SHER RACH EES DR HEER Ola 

St DR BES TEE Re fi OTS BEY 
SATIRE IRA Se TE EE S42 (hi) BERR EH ashy 
SEeRORIL THE) TERRE DE (RA) J Rehr Rn (Hue) = 

Rey EESy (Eig) reba (ok) Semiot BSH ER Bis—>H] 
FET HS 

FES (hom) fick Sak LE a) ENTRY ATE ER th RT > | ou 

(Ze) FE _- ral SEES (2k) 

*QZT!E [89:17 °LT 

EERSTE ERR 
AFATRLAEY | | SAF ISR FRSRATE ESM RDS ER EE 
RESERARIS REST EESIATIAE RUN BR BARA ARS Li 
STORES PSR SER HES I HS a HO BY | EE am SHER | AY 
=A | Are Ea HO MRR ERM AE HERE >~ | AFE- Helm 
EH rE#NER AB SARTRE | BREE AERRD EE VEE RENT EA | 35 
Ee ey = I SHATTER IDA) 

SERRE NER | Ji Son RS Eh SY REN 
EERE) Net THERESE NR THER | SENNA | THER 
BUD FERS RE | | SpSuiEia PITS Aro 

iced | AEE NET R ERO) 
HEE AERNETAR SE) TERE ERE RIE Spm Ra 
ExdenAES SHEERS ER (id DIE Ef FRIAS (la) Hwa 
“ei Ol ish Sr BRE RR AM RR 
i ERR TER HR ASA CR RE RRR El 5 
iE MRR ER J (SoS) ER E-5 | iE EIS (ib 
S23 | BE 

"HTTIE fTL9:GT °9Z 

9zt
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28.WB p. 21; 3:134. 

(pre) SREY EEE 

ARE) <n EEE Er amis ERAT RS eRe 

erm STR HATTA BE EB AEE (EET) EAVES 

(IH) REA (rE op) HER EE Hi 

29. 18:681; 3:136. 

Ew Eman | Swnxes annie | oben FAA 

wg Swmge | | EEE | Le [ER | 1 med | he 
EEE RE 

ARIE | SEER Ee ERs EE 

30. 9:657; 3:137. 

(ei) SoM | BRA 

gfemaln ey LepdpdedeEoreen- tlre <SE gE wre SF 2 
: WANE (RE FLEE RA ER RE ( Sie) Siralin WR 
Kes Rel Hie DWE RR HRC pe ras RPV Eee 

Ariel) Berm (RP) Er RR a RRB RRR EEE 
Ho (ERR) 

31. 17:679; 3:138. 

(EHH) EER e qu | HOCH | ERECER ORE lien BEER iE 
HJ Br ER RENO A EE 2 SIE EAE RE ! TERE) | 
SER ER ER BRR SEE FE A XE EE 
EERE 

Uie-Ariint) ERs Sse IRE Es hi 3g 
STE AT AIAN SJE RH EK SDN A SE RS BRR 
SEITE 

32. 18:681; 3:139. [Emi 4 KE 

Bde HRS RE RE PE TEE SVS Sut EEE 
Er RARER AR ERE RR RL BE ERE = 
SRK ER ERIE KK DER ERS CH RR ES SEO asa Sor 
S01) SHERRI (SEHR CERI) Ere BE (2 BE (TH) 2 
SE (SRI) < FRB 4 i) REBEL (TRI -SacRE Cems Eng | mh 
ERE (1) (ER RC EER | EYER RITTER | 8) 
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33. 19:682; 3:140. 

(EA HR) (ERS SEER) (C400) 2 ER HE Ka EE BOR ERR 

RE NEUE CEA EL SNE] (SHO RAE ESE KE Ola (3 
EmREZRE) RII BERR Kap | | ue | ie ARPA 
(HD BES EERE 

(RS) TAI HE A ERAT RI EAE OR HAE (Moe) EE BE 
KEE (HE) LORRY SRR ER ER A 
EN Be BE FR BE AH Ae BCE Be HE SA ER RR WEI 
BERAGCRERNRE 

(Cel) EEE REE Cet CRS REE EEE 
EERE EER FR (CH 1) EE SEER EE . 

(SITREV) Sor Rome Sn FE i Am AR (rE pr ma apd 
ATHANAR BE 
Ee) ssa remem orm 

[Enodis] SE SER a am Sn ORR Ars wm SD ERAN 
He EEE EAE | MRM EHEC RE RA Wt 
ten) Eat ngdae 

34. Taiping Guangiji 446/3; 3:144. 

HIXIRE" PEERS Ed | BEC GENRE BiH EERE SHRINE DEE 
BH ERFWEEE cas re KEBEHK® BENE R=) $20 WKEER® O48 
SE HFRS MK E<C SEER 

35. 9:655; 3:145. 

Emi) RIKER EE SKE SESE HES (Gem) 

[E353] HE EBERRON EE SIE Redinmy H RE Hos Sy ELE 
A) BERR EE BOT BCI Kamar | Sein ams 
NSE Naeuritfest arte 

36. 9:657; 3:146. 

Cote) sah E SNE Re SE 
Liens dr) RSE AEA BE IR Ar SRA I SHS EE RE 
SR TE A A A | AT ARE BE SRE SpG RIL | gd 
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ARE) Eh 

ERS eR SRR NS SE Aa ar | SR AENEIRSHEY [1] 
Samy 

ER EE A a BE HH EH A REN SS SR EMER SY (Fm Ea] 
SHEER | Go (AY ETE CE) oR ES (3 

Ze REE) (A) J SEES Hub OR ER > H (HB 
NEEDS HIE) BREN Desh O50 Fs (1) Climb) pei 
ar SA0EaER | mie CA) (EN) RATER ES I MA MR 
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41, 15:673; 3:155. 

[EH] Inkl SER i RE SS 
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42, 22:691; 3:156. 

ARENREYE 
wa HES EERE ABEL EmERER RI | BOE (1) (bse 
1H) BH REIRE mE EXE EAE SR HC ERE HE gs 
& <0) =i FH-EEKER Hale atm | SEER AR RCE 

EERE (14) 

43. 5:646; 4:164. 

Some SETH REIKI SE RE HE IEE LEER EKER eT 
PRR TSK i HK RR ESA es AE HEE 
EE EE dS 

44, 5:646; 4:165. 
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2S) | A ETER ER RSL SARE Gn ET PERE EE HET w= 
pe EE oT ee aa 16m 2 FATE 
el HERE a dpiaed 

45. 5:645; 4:166. 

REE 
PIRES |S Sm vs Ee | ea Cl NN & 
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46. 5:646; 4:167. 
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47. 5:646; 4:168, 

48. 5:647; 4:168. 
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Fa 

49. 5:647; 4:169. 

mp | REE pa as a i Be iE mE Eee 

50. 5:647; 4:169. 
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51. 5:647; 4:170. 
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52. 23:692; 4:171. 
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53. 5:646; 4:173. 
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56. 6:648; 4:179. 
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57. 6:649; 4:181. 
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63. 9:655; 5:205. 
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