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ABSTRACT

This article examines the Ch’an symbolism found in the
novel, Hsi-yu Pu by Tung Yueh (1260-86). The main argument
presented is that the symbolism in the novel combines to

form a unique Ch’an progression to enlightenment. In this
system, instead of avoiding situations which could arouse
desire, the adherent purposely indulges his desires. By
doing so, he 1is then able to see the emptiness of all

desire, and thereby eliminate it from his mind. The author
of this essay demonstrates this first, by explaining the
three key symbols used throughout the novel; second, by
discussing Sun Wu-k’ung’s spiritual progress through an
analysis of the plot line; and finally, by showing that the
structure of the symbols utilized in the novel creates a

progression to enlightenment according to Ch’anist
principles. The author also provides considerable
information concerning the Tung Yueh's biography; editions

of the novel, and basic Ch’an tenets.
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Traditional critics have noted that the novel Hsi-yu Pu
by Tung Yueh (1620-1686) is a complex novel which can be
read on three different and distinct levels. On the literal
level, the story relates some dream adventures of Monkey,
the main character of the classic novel Hsi-yu Chi by Wu
Ch’eng-en (15067-1582?).1 The novel can also be read as an

allegorical satire on the political situation in
seventeenth-century China, protesting the corruption and
ineptitude of +the Imperial Court, the civil service
examinations, the military, men of "blind attachment,"” and
those Chinese Quislings who aided the invading Manchus in
conguering the native Ming dynasty.? On an even deeper
level, this tale, like its progenitor, Hsi-yu Chi, can be

interpreted as a Buddhist myth alluding to the legendary
enlightenment ¢f the Buddha himself.®

Modern scholars have added anocther reading to the list:
that the novel is a profound elucidation of a complex
psychology of dreams.? Larry Schulz, co-transiator of the
work, contends that Hsi-yu Pu "gces beyond convincing
description to arrive at an intuition of the psychological
functions of dream which anticipates the discoveries of
modern depith psychology."s In the employment of dream
situations as a literary device, the novel eguals if not
surpasses Alice in Wonderiand and Through the Loocking-Glass
by Lewis Carroll (1832-1898).8

However, another aspect of the novel, heretofore
neglected, and perhaps the most basic of all, exists in the
Ch’an Buddhist meaning present in the work. Even those who

would see the novel as a Buddhist allegory have failed to
note the Ch’anist symbolism and the idea of a2 progression to
spiritual awakening. Therefore, in this essay, this
author’s intention is, first, to describe and explain the
three key symbols employed by Tung VYueh in the novel;
second, tc examine Monkey's spiritual progress through an
analysis of the progression of the storyline; and finally,
to demonstrate that the structure of the symbols utilized in
the novel creates a unique progression to enlightenment
according to Ch’anist principles. However, some background
information on Tung Yueh and an interview of pertinent Ch’an
doctrines will provide a foundation upon which to base this
examination.

*

Considering the life experiences of Tung Yieh {tzu, Jo-
yi}, the Ch’an elements found in his novel Hsi-yu Pu are not
startling. He came from a long line of scholars who had
received degrees and employment from the Ming government,
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many of whom eventually chose the eremetic life over
continued government service. His father, Tung Ssu-chang
(1586-1627), received the lowest degree, but he spent most
of his time studying Taoist and Buddhist texts.?” At a young
age, Tung Yieh began his studies by reading Buddhist texts
and "by seven he was studying Sanskrit and was being taught
the abstrue Hsin Ching (Heart Sutra)."8 Between the age of
thirteen and seventeen,® he took the lowest degree in the
civil service examinations, but he failed to ©progress any
further. He married and had six sons, but at the age of
thirty-six he burned many of his writings and took the
Buddhist tonsure at Ling-yen Monastery. At this and others
temples he practiced the Lin-chi variety of Ch’an Buddhism
as well as continuing his studies and writing until June 26,
1686, when he passed away.l® :

Throughout his 1life, Tung Yieh was quite a prolific

writer in both prose as well as poetry.l?l Although he
burned his writings on three different occasions, his
surviving works are remarkably numerous. Tung Yieh's

biographer, Liu Fu (1891-1934), set the total number of
Tung’s works at 111 excluding Hsi-yu Pu, although he admits
that the authorship of many are controversial and that the

actual number is probably much lower.i? In addition to
utilizing a vast array of literary genres, Tung’s areas of
interest were also broad and wide-ranging, covering many
subjects in addition to Buddhism. Yet, perhaps his
strongest interest was dreams. He authored no less than
four prose essays concerning dreams: "Preface to a History
of Dreams of Chao-yang" (Chao-yang meng shih hsii},
"Monograph on Dream Lands" (Meng-hsiang chih), "On Testing
Dreams" (Cheng-meng p’ien), and "Dream Society Contract”

(Meng She yilieh).13

However, the focus of this work is his only novel; Hsi-
yu Pu. Although some scholars argue otherwise, Tung Yieh
probably wrote his novel in 1640 and had it published in
1641.14 There are five editions of the novel in Chinese:
the original 1641 edition, photolithographic reprints
published in Peking (1955) and in Taipei (1958), the Shou-
k’u edition of the early Ch’ing period, and the 1958
punctuated edition published by Hong Kong Commercial Press.
All editions contain a preface by I-ju Chii~shih, chapter

ending comments probably written by Tung Yieh himself, and
the "Hsi-yu Pu ta-wen" {(Answers to Questions on the Hsi-yu
Pu). The first three editions contain sixteen wood-block

illustrations of scenes from the story, while the latter two
editions possess a final section entitled "Hsu Hsi-yu Pu
tsa-chi" (Additional Miscellaneous Notes on Hsi-yu Pu). The
final edition also has Liu Fu’s "Hsi-yu Pu tso-che Tung Jo-
yii chuan" (Biography of Tung Jo-yii [Tung Yiieh], author of
Hsi-yu Pu) as an appendix.!’

In addition to these five Chinese editions, the novel
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has also been translated into English by Larry Schulz and
Shuen-fu Lin. Their rendering is a complete translation of
the sixteen chapter novel with the original chapter ending
notes, as well as the "Answers to Questions on the Hsi-yu
Pu." This is a superb translation and all passages from the
novel follow their translation. In doing my research at the
University of Arizona, I consulted the 1858 punctuated
edition and the Taipei reprint of the 18641 original edition.

3

Before proceeding to the discussion of the plot of Hsi-
yu Pu, a brief overview of traditional Buddhist dogma and
Ch’an doctrines will be given to facilitate understanding of
the arguments which follow. The core of Buddhist theory is
the Four Noble Truths: existence is suffering {(duhkha)},
suffering is caused by craving or selfish desire { tanha),
suffering can be eliminated by the cessation of craving, and
this cessation can be realized by following the Noble
Bightfold Path. The Path {ma&rga) includes proper
understanding, purpose, speech, conduct, vocation, effort,
alertness, and concentration.!® Thus, the traditonal method
for +the destruction of selfish desire invelves three main
praciices: moral precepts {sila), meditation {dhyina)
ieading to a state of super-consciousness {samidhi), and
wisdom or insight {prajfd). This wisdom is said to be the
intuitive insight into the ultimate emptiness { sGinyatid) of
craving and existence. This insight removes 2ll delusicn
and leads one to enlightenment (bodhi}, Throughout the
Buddhist world, this threse-fold system of practices demanded
monasticism so that the adherent could avoid all
distractions and temptations.

To the preceding doctrines which compose Hinayana
Buddhism, the following ideals were added in Mahiyana

Buddhism, The first is the concept of compassion ({karund)
for other suffering sentient beings. Thus, as opposed to
the Hinayana ideal of the "perfected man" {arhat), the

Mah3yana ideal became the bodhisattva, a being who has-
achieved enlightenment but has chosen not to enter Nirvana
and so remains in the mundane realm of death and rebirth
{ samsira) until all other sentient beings have attained

perfection.t? Finally, a bodhisattva undergoces six stages
or "perfections" (pdramitds) while in the nundane realm:

“"the perfections of giving, morality, patience, vigour,
meditation, and wisdom."1&

In the T°ang dynasty (618-907}), a new sinicized form of
Buddhism arose known as Ch’an {Zen) Buddhism. Ch’an tenets
tend to reject traditional dogma, stress meditation and the
tmind-to-mind transmission”" from master to disciple, and to
de-emphasize textual study. One "house” of Ch’an, Lin-chi
{Rinzai), stresses the use of intellect-breaking conundruns
calied Kung-an {K&azn), the prudent application of physical
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beatings, and the suddenness of the enlightenment
experience. Rather than relying on the seclusion - of
monastic life to prevent the seeker from enountering

potentially tempting situations, Ch’an thinkers contended
that one could win enlightment in this world, in this 1life,
and some even went so far as to say that one need not be a
monk. The Ch’an ideal was to live in ‘the "Red Dust”
{(mundane world) and yet remain undefiled by it. The
rationale for this belief is founded on the doctrine that
mundane "reality" is in fact illusory as it is merely a
mental creation. Hence, the basis of Ch’an theory is that
"the state of delusion does not originate in the objective
world, but in our own minds."'% It is on these final two
concepts that Tung Yiieh bases his system for the elimination
of desire leading to enlightenment in his novel Hsi-yu Pu.

%
Thus, in the novel Hsi-yu Pu, Tung Yliieh has created a
set of practices which he believes, if followed, will lead
to enlightenment.  In the "Hsi-yu Pu ta-wen," Tung Yieh

defines the method to which he alludes in the novel:

To become enlightened and open to the Great
empty and destroy the roots of desire. To
empty and destroy the roots of desire one must
first go inside desire. After going inside
desire and seeing the emptiness of the root of
the world’s desire, one can then go outside of
desire and realize the reality of the rocot of
the Way.29

The method to achieve the above involves three primary
concepts which will be explained presently. Then a
discussion of how these concepts interrelate to create a
mental progression to enlightenment will be presented.

The first component of this three-part system is the
mind. The mind is the device used to delve into desire so
that this craving may be eradicated. The allegory for the
intellectual mind in the novel is the hero himself, Monkey

(Sun Wu-k’ung). Monkey’s allegorical function as the
intellect is rooted in the novel’s precursor, the Hsi-yu
Chi.2t Of course, prior to Wu Ch’eng-en’s wusage of the

simian to symbolize the mind, this allegory had become
standard in Buddhist usage. The monkey in its perpetual
activity parallels the incessant flow of thoughts in the
conscious mind. The term is often used in the context of
the "Monkey of the Mind, Horse of the Will" (hsin~ylan i-
ma). This wusage is continued by Tung Yieh as he often
refers to the hero as the "Mind-Monkey" (hsin-yiian). Thus,
Tung has allegorically established the first of the three
key components, the mind, in his hero. Moreover, as will be
explained below, the precise function of Monkey will be to
enter into desire.
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The second main concept is that of selfish c¢raving,
which for Buddhists is the cauge of the world’s suffering.
Rather than utilizing direct metaphors to allude to desire,
Tung employs other literary devices such as puns and
character ciphers to serve as metaphoric representations of
desire. The character cipher involves the title of the
sovereign of the Green, Green World (Ch’ing-ch’ing shih-
chieh), namely, the Little Moon King (Hsiao-yiieh wang). The
three characters comprising his name "combine to form the
character for desire."22 Furthermore, the Little Moon
King’s primary role in the novel is to serve as a tempter to
Tripitaka, Monkey’s master, persuading him te forsake his
pilgrimage, to remain in the Green, Green World, and
eventually +to go to his death on the battlefield--all of
which clearly reinforces his allegorical function as a
symbol ¢f desire.

In addition to this conundrum, the author profits from
the homophonous nature of the Chinese language by utilizing
characters pronounced “ch’ing" to symbolize desire (also

proncunced ‘ch’ing” in Chinese}. The first of these puns
lies in the abundant usage of references to the color green
{alsc pronounced "ch’ing"}). In fact, as Hegel observes,

"Most mentions of coleor in the Tower of Myriad Mirrors are
of a shade of green."?® The novel’s dream setting is called
the Greep, Green World. While in this realm, Hsuan-tsang is
given the appellation "Great Green-Killing General" (sha-
ch’ing ta-chiang-chiin}). MWoreover, many female characters,
especially those which serve as temptress or seductress,
possess a "green" name. Examples of such include the "Green
Lady," "Beautiful Lady Grass," and the T’ang Priest’s newly-
acquired consort in the Green, Green World-~the "Green-Robed
Lady."

In similar fashion, the Mackerel Spirit (Ch’ing-yu
ching), or Ch’ing fish, is linked homophonously to desire.
Throughout the novel, he will serve as Monkey’s nemesis
which mirrors the process of the mind wrestling with desire.
In fact, as the Ch’ing-fish is the progenitor of the
unwitting simian’s dream, his function as desire is
strengthened, for the dream caused by the Mackerel Spirit is
one symbol for the idea of illusiocn.

In addition to the dream, Tung Yiieh wilil allude to the
concept of illusion by two cther means: the disjointedness
of time and Monkey’s constant questioning of the reality of
his perceptual experiences. However, the primary device is
the dream, the most pervasive symbol imn the novel. Both
roots of Ch’an, Tacism and Buddhism, contain numerous
literary precedents for the dream to symbolize delusion.
The most renowned of these in Chinese literature is perhaps
Chuang Tzu’s femous “Butterfly Dream." Yet, the most solid
evidence of the comnection between dream and illusion lies
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in the fact that when the Great Sage awakens from his
slumber, he is not only released from a nightmare, but 1is
also liberated from his delusive thought and enlightened.

The disjointedness of time, a leitmotif thorughout the
novel, is the second symbolic representation of illusion.
Hsi-yu Pu is filled with incidents in which Monkey becomes
aware of the abnormal passage of time in the Green, Green
World. Early in the novel, when Monkey has just fallen into
his dream world, he notices a banner proclaiming the king of
the "Great T’ang" to be the thirty-eighth successor to
Emperor T’ai~tsung (the T’ang emperor when Hsuan-tsang
commenced his pilgrimage); causing the simain to note
mentally, "It has been twenty years since Master left the
realm of the Great T’ang. How could a dynasty have already
passed several hundred years?"2¢

Later, in Chapter Three, the normal passage of time is
again distorted as the Great Sage finds that although he
left his master only a few hours before, the T’ang Priest
has already been in the "Great T'ang" for several days.
Again, when he enters the Tower of Myriad Mirrors {wan-ching
lou-t’ai), he is able to travel through time and visit the
World of the Ancients (ku-jen shih-chieh) and the World of
the Future (wei-lai shibh-chieh). Hence, while the novel is
supposedly set in the T’ang dynasty, he visits the early Han
period (third century B.C.) and witnesses the fall of the
Sung (twelfth century A.D.).

A final example occurs in Chapter Eight: Monkey finds
himself in the World of the Future where he has temporarily
replaced the ill Yen-lo Wang (Yama or King of Hell in India;
in China; he is one of the ten judges who determines one’s
future rebirth). Monkey askes a demon-clerk to bring him an
appointment register and the following ensues:

Monkey opened the calendar and looked it over.
Right at the beginning there was the twelfth
month and the first came at the very end. Each
month began with the thirtieth or the twenty-

ninth and ended with the first. Monkey was
startled and said, "How strange! In the World
of Future the calendar rumns backwards. I

can’t figure it out."25

These examples of the abnormal passage of time all
serve to represent its illusory nature. Moreover, a final
reference to the calendar in the World of Future symbolizes
another Buddhist doctrine--that reality is limited to the
instantaneous present. Normally, time is measured from the
present. Thus, when Tung Ylieh created the World of the
Future 1in his novel, he marked time to also converge with
the present, in a backward fashion.
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The final representation of illusion is Monkey’s
frequent questioning of the exlistence or non-existence of
his experiences in the Greemn, Green World. The Great Sage
constantly debates with himself as to the reality of his
sensory perceptions. For example, on beholding the "Heaven-—
Diggers,” the simian muses whether the sky he faces is real
or not: "Maybe Heaven has been coveredd by & screen, and
they are removing the real one."2% That perceptual reality
is in fact delusory is a basic tenet of Buddhism. However,
Tung adds the supplementary symbol of the screen to the
original allegory to strengthen the allusion. The screen
{distorted perceptions) must be removed sc that the false
Heaven {the false self or ego) may be eliminated, thus
allowing one to ?erceive the real Heaven {real or inner
self}.

To recapitulate, Tung Yieh, through the use of various
symbols, has delineated a means to enlightenment involving
three basic concepts--the mind, desire, and illusion. The
main character, Monkey, symbolizes the mind in the novel.
Desire is alluded to by using the character cipher of the
Little Mcon King and puns on words which in Chinese are
homophones of the word desire {("ch’ing"), such as the
Mackerel Spirit and references to the color green. The
final concept, illusion, is represented by the dream, the
disjointedness of time, and Monkey’s <gquestioning of his
perceptual experiences in the novel. The interplay of these
three concepts and their symbols in the novel basically
forms a c¢ycle. Han-shan Te-ch’ing (1546-1623) expressed
similar ideas when he stated that desire "will give rise to
all kinds of wrong thinking which are precisely the causes
of the five desires."2? Thus, the situation arises where
illusion generates desire which in turn produces illusion.
This mutually generating cycle of craving and delusion
becomes the thecretical impetus behind karma, which thereby
drives the "Wheel of Endless Deaths and Rebirths" in the
realm of samsdra. Tung’s method of contemplating desire,
realizing that its nature is illusory, and then extricating
oneself from this desire is & method of Dbreaking the
incessant cycle,

*

The novel opens with the four pilgrims from Hsi-yu Chi,
Monkey, Pigsy, Sandy, and Hsuan-tsang,?® leaving Flaming
Mountain?? (Chapters 59-61) and proceeding on their journey.
The first chapter contains two scenes: a debate between the
Great Sage and the T’ang Priest concerning the redness, or
rather, non-redness of some peony Tflowers; and second,
Monkey’'s massacre of a small group of children who block the
pilgrims’ path. This section introduces the first
additional concept, passion or sexual desire.



CH’AN SYMBOLISM IN HSI-YU PU 31

The first of these metaphorical devices, the red peony,
connotates sexual passion, both because of its color  and
because it is a flower. In both the Orient and the
Occident, the color red has been linked to two of the most
passionate emotions, sexual love and anger. In the debate
between Monkey and his master, the former insists that the
peonies are red. Hsuan-tsang, however, counters the
simian’s argument by putting his rebuttal in g&thd form:

The peonies are not red;

The disciple’s heart is red.

When all the peony blossoms are fallen,
It's just as if they had’t yet bloomed.3®

Although ostensibly the T’ang Priest is merely stating
a well-known Buddhist tenet that perceptual reality is
limited to the mind, by referring to Monkey'’s heart as being
red,%! the author is informing the reader that Monkey is
still entangled by his passions.

The peonies also symbolize passion simply by virtue of
being flowers. In the culture of East Asia, the flower is a
common metaphor for sexual desire or even a convenient
euphemism for prostitution. Some well known examples of
Chinese compounds employing the character hua (flower) to

allude to sexual passion are hua-niang (a prostitute), hua-
liu-ping (venereal disease),  hua-chieh {world of
prostitution), and hua-hua Kung-tzu ("flowery prince,” a
playboy or Casanova). However, in his poem, the T’ang

Priest insinuates +that the peonies themselves posSsess no
passionate quality (are not red). Rather, his attack is
directed at the nature of his chief disciple, Monkey,; whose
mind is still replete with passion.

While the peonies reflect sexual desire lurking in the
heart of Monkey, the young children, on the other hand,
symbolize those tempting, passionate thoughts which may
arise in response to physical beauty. In setting the
opening scene, the author writes, "They [the childrenl]
frolicked, picking flowers, weaving grass mats, carrying
baby boys and girls, and showing off their beauty."32
Hsuan-tsang, concerned by the presence of such passionate
creatures and in accordance with traditional Buddhist
practices (i.e., the avoidance of any potentially tempting
situation), much to the chagrin of the wily simian, warns
his disciples, "Let’s go by way of some other less traveled
route. I’m afraid that in such a green, green spring meadow
this group of beautiful young boys and girls will lead
straight to trouble and entanglement."33 However, this
caveat passes unheeded as Monkey rushed headlong among the
children when they block his path and extinguishes their
young lives with a flash of his cudgel. This provides
further evidence of their allegorical function as passion.
Their obstruction of the pilgrims’ way is analogous to the
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manner in which passion impedes progress on the Holy Path.
Finally, Tung adds the "green" image to the scene’s
description, thus reinforcing the link between desire and
sexual passsion.

At this point,.Monkey appears to have scored a great

victory by conquering his passions (the children). However,
as he looks at their little corpses scattered about him, he
is overcome with remorse. By succumbing to this fit of

sorrow, the simian regresses to the point that the novelist
himself comments, "Monkey’s breaking the wall of boys and
girls is a method of cutting the root of desire.
Unfortunately, one thought of pity gives rise to many false
thoughts."3¢ This foreshadows the story action which is to
follow. Because Monkey possesses emotional attachment to
{craving for) sexual passion, expressed specifically through
his remorse for having slaughtered the young children, he
will soon become mesmerized by the Mackerel Spirit (an
ililusion caused by desire).

aAfter exterminating the <children, the Great Sage,
having fallen asleep, sinks into a dream which will not

terminate until the conclusion of Chapter Fifteen. The
setting of his dream is the Green, Green Werld which
contains the kingdom of the "Great T’ang.” This realm is
governed by the Little Moon King and has as its main
attraction, the Tower of Myriad Mirrors. This tower
provides a portal for Monkey to enter into the World of the
Ancients and the World of the Future. In addition to

encountering various historical figures, in these realms
Monkey will alsc discover that his master, Hsuan-tsang, also
inhabits the Green, Green World. Having dismissed his
disciples and aborted his guest, he now serves the Little
Moon XKing under the sobriguet "Great Green-Killing General."”

Thus, the process of "delving into desire” has already
begun. Monkey has encountered the passions and these
temptations have led him into desire and also into illusion.
How is this so? First, the nightmare that the Great Sage is
now experiencing has been induced by the Ch'ing~fish
{desire). The method employed by the fish in casting his
spell is merely to swallow the slumbering simian.
Therefore, Monkey (the mind) has now physically entered into
the Mackerel Spirit (desire). Furthermore, when asked what
kind of dream it is that Monkey experiences, the author
answers that his novel "is a dream of desire."35 Thus, what
remains for the Great Sage to accomplish is to realize that
the world of desire in which he is entrapped is in fact
illuscry (dream).

To put this into the context of an adherent of Ch’an
attempting to actually practice this mental exercise, he/she
would have encountered some situation in which temptations
or passions would have been aroused. The seeker would then
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retain these feelings of desire and comtemplate them while
seated in meditation. The meditator may be convicned that
these cravings are real and that they have originated
outside of the mind. However, in Ch’an, this is illusion
and when the adept realizes this, then the desires will
dissipate of themselves.

To return +to the novel, after exploring the Green,
Green World and meeting the "Heaven-Diggers" mentioned
above, the Great Sage stumbles upon the Tower of Myriad
Mirrors. Once inside, he gazes about, bewildered, until he
hears the voice of his previous benefactor from Hsi~-yu Chi,
Liu Po-ch’in, explain to him: "Every mirror takes care of
one world, each blade of grass, each tree, everything moving
and still, is contained in these mirrors."36 The two
important symbols here are the individual mirrors and the
tower which houses them.

The manufacture of mirrors in China can be traced back
well into the Bronze Age, or pre-Chou times.37 They were
used for a variety of purposes including divination,
protection from evil spirits, and as charms to be buried

with the dead.38 These bronze mirrors were usually
inscribed with drawing and diagrams (often with patterns
resembling the letters "T", "L", and "V" leading them to be
called "TLV mirrors" in the West) and many carried

inscriptions of fortuitous sayings. With the arrival of
Buddhism, the mirror began to be used symbolically in other
ways. Indian Buddhism used the mirror as the clear
reflector of undistorted reality. Thus, the Jjudges of the
dead such as Yama (Yen-lo Wang) often employed mirrors to
Judge the innocence or guilt of those brought before them.
Gradually, especially in Ch’an usage, the mirror came to
represent the perceptual mind, which, if clouded by the ego,
requires daily polishing so that one may view reality
clearly.

This final representation of the mirror is the one
found in Hsi-yu Pu. Whereas Monkey portrays the conscious
mind in its incessant activity, the mirror symbolizes the
perceptions of the individual mind. Thus, the tower comes
to represent the phenomenal world in which each individual
being lives. As Liu Po-ch’in explains to Monkey, "You're in
somebody else’s world and I'm in your world."3? Hence, in
the tower, not only can Monkey perceive a small world in
each mirror (rather than his own reflection), those in each
mirror can also see Monkey. This exemplifies the
interrelational and interdependent nature of the phenomenal
realm in which all sentient beings live.

After having the nature of the tower thus explained,
Monkey makes a Carrollian entrance into a mirror captioned
"The World of the Ancients," reminiscent of through the
Looking-Glass. In this sphere, the Great Sage immediately
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assumes the form of Beautiful Lady Vit (Y& Mei-jen), the wife
of Hsiang Y& (4. 202 B.C),4® by means of a magic

transformation. In this roley Monkey finds himself in the
company of several women who, like Beautiful Lady Yii, have
come together under the auspices of lamenting their
separation from their respective husbands. Plying the poor

simian with wine and telling him their secret sexual
fantasies, the women force Monkey to feign illness in order
to escape from them. Later, he meets up with Hsiang Yii who
is eager to Dbring his wife, that is Monkey, to Dbed.
Employing various stratagems, Monkey succeeds ir evading the
advances of Hsiang Y. Finally, Monkey comes face to face
with the "real”™ Beautiful Lady Yii. Tricking Hsiang Yi into
killing the ‘"real” Beautiful Lady Y{i, Monkey manages %o
escape unscathed into the World of the Future.

This incident serves to transpose two important
concepts: desire and SOrrow. When Monkey first encounters
the group of women, it is ostensibly because they are all
saddened at their separation from their husbands. They

relste melancholy stories and the mood is very somber.
Eventually, these sad tales develop into confessions of
erotic fantasies. Hence, this segment of the story
reiterates the causal relationship between sorrow and desire
which was first suggested when Monkey fell into the “dream

of desire” because of his remorse for slaughtering the
children in the "Hsi-yu Pu ta-wen," Tung specifically
sdentifies the nature of this relationship: "The roots of

desire in this world can be summed up in the one word
‘sorrow. ' "4%

After escaping from Heiamng Y, Monkey enters the World
of +the Future, but still in the form of Beautiful Lady Y.
Monkey fiprst encounters the 8ix Thieves which "are
allegorical representations of delusion resulting from
attachment to the six forms of consciousness recognized by
Buddhism,"42 Seeing Monkey in the guise of Beautiful Lady
Vi, they spring to the offensive, but with a shake, Monkey
resumes his original form. Whereas earlier Monkey had
slaughtered the young children spontaneously, but later felt
remorse, in this case, even though the thieves rlead for
mercy, he cuts them down with his cudgel as Mafijusri might
have done with his Sword of Wisdom.

This passing of another spiritual milestone on the Holy
path invests the simian with an aura of authority, and he is
immediatlely led to the Yellow Springs where Yen-lo Wang,
Judge of the Fifth Court, has taken 111 and Monkey is
compelled to take his place. Although this episocde
{covering Chapters Eight and Nine) is primarily a satire on
those traitors who aided the invading Manchu armies, several
important metaphors are introduced in addition to the
aforementioned appcintment calendar.
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The first of these is a mirror, but in this case its
function is somewhat different from the mirrors in the
tower. Monkey’s first case as acting-judge is the trial of
Ch'in Kuei (1086-1151),%43 the Sung traitor who aides the
invading barbarian Chin armies and had the hero, Yieh Fei
(1103-1141), executed. Throughout the trial, in order to
discern the truth, the Great Sage will use a "treachery-
reflecting water-mirror" (chien-chien shui-chien), which has
its origins in Indian conceptions of the tribunals of Hell.
The mirrors in the tower illustrated the interdependence of
the perceptual minds of all beings. This mirror, however,
can discern truth (reality) from falsehood (illusion).
Hence, after eliminating the Six Thieves, Monkey (the mind)
has now progressed to the point where reality and delusion
can be distinguished. By the aid of the mirror, Monkey is
now beginning to perceive reality.

During the trial, Ch’in Kuei comes before Monkey on a
charge of treason, which he vehemently denies. With the aid
of the water-mirror and Promethean tortures, the Great Sage
finally extracts the truth from him and sentences Ch’in Kuei
to be brewed into a concoction for Yiieh Fei to drink. In
addition to its biting satire, its realistic description of
one of +the tribunals of Hell, and its recognition of the
deification of Yieh Fei as the epitome of loyalty during the
Ming dynasty,%% this incident involves another symbol--the
accused, Ch’in Kuei.

In this novel, this Chinese Quisling represents the
phenomenal realm which is purported to be real, but,
according to Buddhists, is actually illusory. The reason
that Ch’'in Kuei symbolizes this concept is that during his
trial he claims his innocence for many crimes committed
against Yueh Fei. During his actual 1lifetime, no one
stepped forward to blame Ch’in Kuei for Yieh Fei’s death.%5
Therefore, the innocence which he claims was generally
accepted as reality. However, the mirror reflects only true
reality and proves that Ch’in Kuei is in fact guilty. Thus,
just as Ch’in Kuei was assumed to be innocent (real), but
was in fact guilty (illusory), so too do most people accept
their mundane perceptions as reality, when in Buddhist
theory, they are actually illusory.

With the commencement of the tenth chapter, Monkey
leaves the World of the Future but still finds himself in
the multi-mirrored tower. In the two realms he has already
visited, he first penetrated desire and sSOrrow and
eliminated the Six Thiaves, and second, initiated the
differentiation of reality and illusion. However, one stage

still remains before his desire may be extinguished: his
desire must peak. Tung quotes the Purity Sutra (Ch’ing-
ching ching) in his "Hsi-yu Pu ta-wen," stating, “When

desire reaches its extremity, you see your own nature."?8

Here one's "own nature" refers to eliminate desire and



38 TAMKANG REVIEW, Vol. XX, No. 1

perceive one’s True Nature, one’s desire must reach a
climax. This is exactly what occurs next in the story.

While searching for an exit from the Tower of Myriad
Mirrors, the simian suddenly find himself entangled in
hundreds of red threads. The red color and "entangling"
characteristic of +the +threads are clues as to their
allegorical function as sexual desire. This, however, is
the requisite peaking of desire necessary for the spiritual
breakthrough. In fact, one Ch’an aphorism states that one
can even find enlightenment within the very passions
themselves.47 Monkey’s opportunity presents itself,
literally, right under his nose.

Aware of his sudden entrapment, the Great Sage attemptis
to free himself with his cudgel. When this fails, he next
resorts to magic transformations, also in vain. Of course,
the ineffectiveness of Monkey’s magic is in accordance with
the Ch’an tenet that such sorcery is of no use on the Holy
Path. In fact, while Monkey constantly relies omn his magic
to vanquish his foes in Hsi-yu Chi. In Hsi-yu Pu, his magic

is for the most part useless. With all his vain struggling,
Monkey misses his opportunity. For Jjust when he is
hopelessly entwined, symbolizing the climaxing of his
desire, he suddenly perceives an old man drawing near. The
elder approaches the ensnared simian, snips the threads
effortiessly, and releases the Great Sage from his

prredicament.

After a brief expression of gratitude, Monkey questions

the ancient regarding his name. When the elder replies,
"Sun Wu-k’ung,” Monkey assumes that the o0ld man is an
apparition of his old fce the Six~-Eared Monkey Demon and
begins to strike out blindly with his cudgel. At this
Juncture,
The old man drew in his sleeves and left. He
shouted, "This is what'’s called saving
oneself! Too bad your’re not real! Not real!
Not real!"™ A beam of gold light struck into
Monkey’s eyes, and the old man’s form

vanished. Only then did Monkey realize that
the apparition had been his own true spirit.%8

The long-awaited flash of insight has occurred for the
Monkey-Mind. However, he does not realize that he has seen
his own True nature until it is too late. However, he is
well on the way to illumination and all he must do now is to
consolidate his newly-born awareness. Tung Yieh comments at
the end of Chapter Ten,

The mind that saves the mind is the mind
outside the mind. Outside the mind there is a
mind that is actually the false mind. How,
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then, can it save the true mind? When Monkey
was enchanted by the Demon of Desire his mind
was false. His true mind understood of its
own. What saved the false mind was in fact
the true mind.%?9

Thus, the figure of the elderly man clearly represents
the True Mind or Buddha-nature. This symbol will recur in
several other places in the novel and each time it will
allude to the concept of the Buddha-nature within all
sentient beings. Monkey will search for another occasion
for his desire to climax so that he can again be reunited
with his True Nature. Until this takes place, he will
practice the final step in the Ch’an practice alluded to in
the novel. In the words of Tung Yiieh, "Gathering in the
strayed heart is the main idea of this book."59. This is
precisely the process employed by the simian .in Chapters
Eleven through Fifteen.

Chapter Eleven opens with the Great Sage leaving the
Tower of Myriad Mirrors and seeking out his master,. To
facilitate his search, he magically transforms some of his
body hairs into "hair-Monkeys" so that each one may look for
Hsiian-tsang in a different direction. Although none of
these '"hair-Monkeys" meets with success, one does stagger
back to the Great Sage thoroughly inebriated to relate this
tale:

I was walking close to a tower where there was
a girl of just sixteen with a face like peach
blossoms. When she saw me outside her window
she grabbed me and pulled me in. We sat
shoulder-to-shoulder and she poured wine my
mouth till I was drunk as mud.5?

The young, nubile girl and the wine obviously denote desire.
This "hair-Monkey" is an extension of the mind. Thus, the
"hair-Monkey" (mind) had strayed into the clutches of a
young beauty (desire), but the prodigal son returns to
Monkey. This scene is clearly symbolic of the "gathering in
of the strayed heart" to which the author himself referred
at the end of Chapter Eleven.

Moreover, this scene is a mirror-image of the episode
in which Monkey is embodied as Beautiful Lady Yi. First,
just as the "hair-Monkey" is merely a counterfeit clone of
the Great Sage, likewise does Monkey falsely assume the
guise of Beautiful Lady Yi. Second, in both cases, a bout
of wine-bibbing is followed by an attempted seduction.
Lastly, on both occasions, the "victims" escape proving
their prowess in combating the temptations of desire.
However, the "hair-Monkey’'s" encounter is only a parallel of
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the Beautiful Lady Yi incident in microcosm. The former is
described in only the most cursory feshion, showing that
Monkey is progressing raspidly toward his enventual success.

Upon returning his hairs to their original state, the
simian arrives at the Green Bamboo Cave where an elderly
Taoist dwells. Hence, immediately following his success in
repelling temptation as related in the preceding chapter,
Monkey again encounters his True nature, this time in the

form of a Taoist. To gein respite from the bombardment of
questions thrown at him by the inguisitive simain, the elder
bids Monkey gaze into a pool of water. "Monkey Dbent his
head to look carefully at the water and saw therein a
hundred upside-down encircling green peaks. The ripples on
the water’s surface were paintings of mountains and
forests, 52 In the above passage, the aging Taoist

attempts to illustrate the Ch’an concept that doubts are
dispersed in a calm mind. In the gently rippling pond,
Monkey views & clear reflection of his surroundings. In
this final usage of the mirror metaphor, the mind in the
form of the mirror is portrayed as a clear vreflector of
reality when it is still. A corresponding Ch’an maxim runs,
"A  mirror not covered with dust is clear and Dbright. The
mind should be like this."53

The pond here exemplifies the mind of the adherent, in
this case, Monkey. His mind is nearly still, only a few
ripples remain to disturb it. He is beginning to perceive

reality more clearly and this is represented by a clear
reflection in the pond. However, the image he spies is one
of '"green peaks" surrounding him. This means that the
latent desire within him is mounting for one final all-out
assault. Only when his desire climaxes again will the Great

Sage be able to shed his ego and gain enlightenment. The
sagely elder foretells Monkey’s fate: "I'm afraid, Little
Priest, you must die once in order to live again."5¢ The
ego-mind and the true mind cannot exist side by side; o©one

must be destroyed. This leads to the ultimate climax of
Hsi-yu Pu.

Next, Monkey returns to the Green, Green World in
search of Hsllan-tsang. However, the T’ang Priest has
abandoned his quest and is now preparing for combat with the
troops of King Paramitd as a general in the army of the
Little Moon King. The Great Sage enlists as a minor general
under his former master and soon is engaged with others in

battle. "King Paramitd’'s troops were fierce. They charged
headlong into the T’ang Priest’s lines and killed the Little
Moon King. Then, turning, they cut off the head of the

T'ang Priest."5%

King Paramitid is a loosely disguised symbol for the
péramitds, or the "perfections” of a boedhisattva. In Ch’an
theory, the aspirant must conquer all desires, even these
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so-called "higher desires”" for mystical perfections. A
desire for the pdramitds poses as great a threat to success
on the Holy Path as any other and, as Monkey soon learns,
these desires can be extremely powerful. They devastate
the Little Moon King (the "lower desires"™) and even overrun
Hslian-tsang.

This leads to the crucial moment in the simian’s search

for higher wunderstanding. If he can shed this ultimate
attachment which gives the ego life, he will then be
transported to the realm of Pure Awareness. However,

In a short while confusion reigned. There was

much killing amongst the four armies. Monkey
didn’t know what to do. He could only watch,
spellbound. He saw dark banners fall in
amongst the ranks of purple banners. Purple
banners lay across green banners., One green
banner flew into the purple banners. Purple

banners marched into the ranks of the yellow
banners. Yellow banners angled into the dark
banners.56

The story goes on in this manner describing a scene in which
various colored banners lie intermingled in the chaos. The
Great Sage can only stand by dumbfounded, and yet, this is
the genesis of his release from his nightmare. Tung writes,
"The five banners, the chacs of colors, is the root of the
Mind~-Monkey’s emergence from the monster."57

In Buddhist philosophy, the illusion in which the
mundane world of sentient beings is ensnared is that all
beings are separate and can exist independently. In
reality, say Buddhists, all things are interdependent and
ultimately a single wunity. One Ch’an master said, "We
think: 'I am here; what is not me is out there.’ This is an
illusion; inherently there is no such dichotomy."538 Thus,
the intermixing of the banners represents the amalgamation
of the internal and the external in the mind of the
adherent.

With the opening of the final chapter, Monkey regains
his wits and begins to flail about wildly with his cudgel.
At this point, he is awakened by the "Elder of the Void"
{ hsu-k’ung tsun-che), the final emanation of his true self.
Hegel identifies this elder as the Buddha;5? however, the
term Buddha-nature is perhaps more consistent with the
symbolism employed here and with Ch’an tenets. For the
final time, Monkey’s true nature has come to his rescue; not
only to rouse him from his dream, but also to lead him to
Buddhist illumination. The elder enlightens Monkey to the
fact that he has been under the spell of the Mackerel
Spirit, so that he now understands the illusory nature of
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desire. Thus, the goal has been attained; his desire has
peaked, he has realized that his desire is ultimately
illusion, and he has finally awakened to the Truth.

Newly-enlightened, Monkey returns to the pilgrimage to
continue to serve his master, Hslian-tsang. Flying back to
the pilgrims, he espies the Ch’ing-fish, transformed intc a
Buddhist deity, sattempting to devour the T’ang Priest.

However, armed with his fresh insight into the true nature
of the Ch'ing-fish, "he took his cudgel from his ear and
struck down without a second thought."8? Tung Yiieh
comments, "in killing the Demon of Desire, one must be

prepared to cut it in half with one stroke."§! As if these
very words were ringing in his ear, Monkey cuts down the
Mackerel Spirit, thereby extinguishing craving once and for
all and attaining complete and unexcelled enlightenment.

The story concludes with the four pilgrims resuming
their journey and the simian seeking food for his peevishly
hungry master. This may raise a question in the reader’s
mind: Why does Monkey continue to serve Hsllan-tsang when he
is now enlightened and spiritually superior to his master?
In Ch’an thought, however, ther is no dichotomy of means
versus end; means and end are identical. Thus, the path
itself is its own destination and enlightenment 1lies in
their mere practice of Ch'an. Upon awakening, the seeker
now realizes that he has always been enlightened, but Jjust
was not aware of this. Enlightenment is comparable to
searching frantically for your lost car keys and suddenly
finding them in your hand.

Therefore, Monkey sees no reason to usurp power from
his master: he humbly continues to serve him as before. The
famous Ch’an adept known as Layman P’ang was asked,
following his illumination, "'Will you put on black robes or
will you continue wearing white?’ ’I do what I like,’
replied the layman. So he did not shave his head or dye his
clothing."62 Just as Layman P’ang found no reason to become
a monk after his enlightenment, so does the simian continue
to serve Hsiian-tsang so that they may be successful in
obtaining the Holy Scriptures from India.

*

That Hsi-yu Pu is a complex novel 1is clear. The
abundant use of Ch'an Buddhist symbolism is equally evident.
The author adopts a system of symbols which metaphorically
represent a uniquely Ch’anist progression %o enlighenment
through the "method of delving into desire"” in order to
eliminate it. The three key concepts in this system are the
mind, symboized by Monkey; desire, represented by various
puns and ciphers; and illusion, primarily signified by the
dream. Following Ch’an tenets, Tung contends that craving
and delusion are mutually causal. Therefore, by
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experiencing desire and realizing that it is illusory; one
may thereby eliminate this craving.

In the novel, Monkey takes the steps to achieve
enlighenment oulined by Tung Yieh in his comments on his own
novel. First, after succumbing to a fit sorrow ({linked
later to desire), he physically enters the body of the
Ch’ing-fish (desire) and is thereby mesmerized into a dream
(illusion). The setting for this dream is the Green, Green
World ruled by the Little Moon King (both also symbolizing
desire). In the World of the Ancients, Monkey Learns that
sorrow leads to desire. 1In the World of the Future, he
extinguished the Six Thieves (one form of delusion) and
begins to discern reality from illusion. After a brief
glimpse at his inner self, he practices the technique of
"gathering in the strayed heart" as a means of again seeing
his true nature. After a climactic battle with his desire
for the paramitds, he is awakened by his own Buddha-nature
and 1is enlightened. Following this, he seeks out and
destroys the Mackerel Spirit.

Therefore, in addition to the numerous readings of the
novel mentioned earlier, the novel Hsi-yu Pu can also be
read as a kind of Ch’anist parable expounding a method to
attain satori. A metaphor used by Japanese Zen Master
Bassui mirrors the novel written by Tung Yiieh: "Consider a
person suffering intensely in a dream where, having fallen

into hell, he 1is being tortured. Once he awakens, his
suffering ceases, for he is now liberated from his
delusion."83 Of course, Tung Yiieh relates a much more

complex and intricate story, but one no less profound.

Whether Tung was twenty when he wrote his masterpiece
or closer to thirty, he was most certainly a man of
tremendous insight into both dream psychology as well as
Ch’an philosophy. The novel’s relative lack of critical
attention and its categorization as a "lesser novel" are
unwarranted and should be rectified. Hsi-yu Pu is no less
complex than Dante’s Divine Comedy, and its author shares
many interesting similiarities with the author of the Alice
in Wonderland books, Lewis Carroll. Some critics, Liu Fu
among them, have labeled mental illness as a component in
Tung’s writings. However, the possession of neurosis cannot
diminish literary genius, as is the case with Edgar allan
Poe, another literary genius who has been dismissed as mad.
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