Dream and Reality:

Huang-liang meng and Kantan*

Shiao-ling Yi

The Yuan ¢sa-chii ( 37 % 5] ) that flourished during the thirteenth and
fourteenth centuries in China, and the NG drama ( B j ) that was developed
during the fifteenth century in Japan are the two best known “ancient
dramas” of their respective countries, each representing the culmination of
earlier developments in dramatic arts. Tsa-chir was heir to a rich and varied
tradition of song dances, variety shows and oral storytelling;' N& incorpo-
rated into its domain diverse elements such as Gagaku and Bugaku ( fit %% and
# 4% , court music and dance), Sangaku ( #; % ) and Dangaku ()2
In terms of dramatic conventions, it is interesting to note that both tsa-chii
and N use the role system for characterization. In No the principal actor
is called the shite (£f: 5F ); in tsa-chii, it is the cheng-mo ( IE &) or cheng-
tan ( IF. B ). The great emphasis put on the leading character to the neglect
of others makes fsa-chit and NG essentially a “one man show.” Conse-
quently, these plays lack the conflict and confrontation of characters that
distinquish Western drama. The symbolic way of presentation is another
common characteristic. The NG stage is of simple decor, and devoid of the
usual stage paraphernalia. Actions are depicted through stylized gestures
and dances. Although we have no exact knowledge of the tsa-chii stage but,

* This study grew out of a paper I wrote for a course in Japanese literature in transla-
tion, it was subsequently rewritten and -published in a UCLA graduate students’
magazine, Journal of Asian Culture, Vol. II, no. 1 (1978). The present article is a
revised version of the UCLA publication. I would like to thank the editors for
permission to publish it here in revised form. Thanks are also due to Prof. Andrew
Tsubaki of the Dept. of Speech and Drama of the University of Kansas for helping
me with the Japanese text. It goes without saying that I alone am responsible for
the opinions expressed in this paper.
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since it is recorded that these plays could be performed in wine shops and
tea houses and on make-shift stages set up in the countryside,3 their
stage-setting could not have been too elaborate. Acting in Ylan fsa-chu
also conformed to established practices. Staging battles, holding courts,
even getting off and on a carriage and mounting a horse all had their pres-
cribed gestures.* A minimal use of stage-props and stylized acting is one of
the theatrical conventions shared by these two classical theatres. Further-
more, both fsa-chit and NG are musical dramas. Singing and dancing are the
two chief ingredients of NG, for fse-chu, music provided the framework in
which singing, prose-speech, acting and dancing were combined to form an
integrated whole. In N0, the words were written first, then the music joined
to them. Each syllable of the text is sung or declaimed in accordance with
the musical tradition of a school of N. (There are five schools: Kanze
[ 45 4], Kongd [ 4 i) Koparu [ £ %, HoshO [ % 4| and Kita [ 1)
In rs’-chii, the verses were set to pre-existing tunes which were grouped
together according to the key or mode (‘& 3, kung-tiao) to which they
belonged. In terms of structure, the N& and tsa-chii plays follow a similar
pattern. The play usually begins with the entrance of a minor character.
He (or she) chants his opening poem (a couplet in NO; a quatrain in tsa-chiz),
then introduces himself to the audience——giving his name, place of origin,
and other pertinent information for the unfolding to the play. This introduc-
tion prepares for the entry of the principal character. The play then advances
through alternate sung passages and spoken dialogues with dances inter-
spersed in between. (In NO, while the principal actor is doing his dance,
the chanting of his part falls to the chorus.)

In view of the similarities enumerated above, it seems interesting
to compare a Yian tsa-chit and a No play, both of which share a Chinese
story as their common source. The.tsa-chii play in question is Huang-liang
meng (% @3 Y° by Ma Chih-yiian ( & BE , ca 1260-1325) et al,’
the No play is Kantan (#PER),” generally attributed to Zeami Motokiyo
( HRERITHE 1363-1433), and the Chinese story is Chen-chung chi
( %5, hED , Pillow Tale)® by an eighth century writer Shen Chi-chi (¥ BEE).
«pillow Tale” belongs to a genre known as “Tales of the Marvellous” { {& 35,
ch’uan-ch’) which flourished during the mid-and late T'ang periods, and
many such tales became the source of the later Yuan drama. The gist of the
story is briefly this: a young man by the name of Lu Sheng ( f& £ ), desirous
of seeking his fortune in the world, steps by an inn on the Hantan Road and
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there meets an old Taoist gentleman, Li Weng (‘2% ), who lends him a
pillow. He soon dozes off on the pillow and dreams that he lives through
the vicissitudes of a long public career. When he wakes up from his sleep,
the innkeeper is still cooking the yellow millet for his meal. Thereupon he
suddenly realizes the folly of worldly pursuits, thanks the old man for en-
lightening him and heads back towards the village from which he came.

Both Kantan and Huang-liang meng (hereafter abbreviated HLM)
adopted this basic plot and took up the futility of worldly pursuit as their
central theme, but the philosophical outlook of these two plays is quite
different. This study will try to analyze this difference by comparing the
variations in the plot, the treatment of the theme, the portrayal of the central
character, and the predominant schools of thought of the two plays.

In keeping with the usual practice of dividing a NG play into three
sections: introduction (¥, jo), intensification (%%, 4a), and rapid close
(%, kyin),’ Kantan is divided into three parts. In Part One, Rosei (Japanese
reading of Lu Sheng) appears as a seeker of the Way of Buddha, and when
he stops at the inn at Kantan (Japanese reading of Hantan), the hostess of
the inn lends him the magic pillow. Part Two takes place in the world of
dreams in which Rosei becomes emperor of Central China and lives through
fifty years of kingly splendor. Part Three shows Rosei waking up from his
sleep and being enlightened by what he has experienced in the dream world.

In accordance with the 4-act convention of Yian tsa-chu, HIM
is divided into four acts plus a “wedge” (T, hsieh-tzu). The
“wedge” is a short act which may be placed at the beginning of the play
between acts, thus functioning as a prologue or interlude. In HLM, the wedge
appears between Acts Iand II. Act I introduces the protagonist, Lii Tung-pin
( 2 /A ), and the antagonist, Chungli Chian ( & & # ). The latter’s
attempt to convert the former to Taoism sets the play in motion. At the end
of this act, Lii falls asleep while the innkeeper, who is really a Taoist Immortal
in disguise, cooks the millet. Thus Act I marks the end of the real world and
‘the beginning of the dream world. The wedge serves as a kind of introduction
to the dream sequence to follow. This short act begins with Liv’s father-in-
law giving a brief summary of the first seventeen years of Lii’s dream life,
thus providing background for the next three acts which cover the last and
the most eventful year of Li’s dream existence. The play swings back to the
real world towards the end of Act IV when Li wakes up from his sleep
and he, too, is enlightened by his dream experience.
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Structurally speaking, the plots of “Pillow Tale,” Huang-liang meng
and Kantan may be represented by the following diagrams:

pillow Tale'®

Meeting between Lu Sheng and Lii Weng
(at the Hantan inn)

Lu’s dream life (approx. 50 years)

Marriage Academic achievement Career

Banishment (2 x)

‘Recall to court & new honors
Ilh?ess
&
!
Death

~. Awakening & enlightenment

Huang-liang meng

Meeting between Lii Tung-pin and Chung-li Ch'iian
(at the inn)

Li's dream life (18 years)

Marriage Official position Military campaign Domestig
{narrated by Lii'’s trouble
father-in-law)

Banishment

Deﬁh(killed by an outlaw)

Awakening & enlightenment
(becomes an Immortal)

Kantan

Rosei is given the magic pillow by the hostess
Falls asleep and becomes emperor for 50 years
Wakes up from sleep

Enlightenment
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A comparison of the above diagrams shows that Kantan has simplified the
original story whereas HLM has modified its source material and changed the
identities of the main characters (Lu Sheng is replaced by Lii Tung-pin; Lii
Weng by Chungdi Ch’ian)."! The authors of HLM have also introduced the
concept of the four vices: wine (&, chi), sex (&, seh), money ( &f , ts'ai)
and anger (48, ch’l). These four are of both structural and thematic im-
portance. The events of this play (except the initial encounter between Lii
and Chungdi) are all centered around these four cardinal evils, and Li Tung-
pin becomes enlightened only after he has successfully overcome these four
temptations one by one. In the wedge, he gives up drinking after he spits
blood at the farewell feast given by his fatherdin-aw. In Act I, he learns the
evils of money and sex when his bribe-taking and his wife’s infidelity lead to
his banishment. In the next two acts, his forbearance is tested when he
endures the hardships of his journey, and witnesses the death of his two
children; finally his anger dissolves when he realizes that all this is but a
dream. By structuring the play around the four vices, the authors of HLM
add a didactic aspect to the work not found in the original story. .

Variations in their plots notwithstanding, both Kanten and HLM
adopt the dream as a framework for their story and as a device to convey
their central theme——the illusory nature of human existence. They both use
the act of cooking the millet to link the beginning and the end of the play
and to bridge the real and the dream worlds. The physical scenes before and
after Rosei’s (and Lii Tung-pin’s) dream are the same: Rosei and Lii on their
couch and the innkeeper cooking the millet. Structurally speaking, both
plays follow a cyclical pattern—they end where they began. Another function
of this millet-cooking act is, of course, to demonstrate the brevity of the
dream life of both protagonists. When Lii Tung-pin wakes up from his sleep,
Chung-li Ch’lian remarks:

You've only dozed off for a little while,
But in a twinkling,

Mountains and rivers have changed.
This is truly—— :

Before the yellow millet is cooked,
Honor and glory have vanished.

The changing fortunes of the world
Compel us to take note of our grey hair
And the futility of human endeavor!

y
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ERESS —H,
PERBET L.
TR IR ER,
AR ST,
FEIASRE.

(Act IV, “Kun hsiu-ch'iu” [ 5% 1,
YCH, p. 792.)

Similarly, upon waking up from his dream, Rosei asks:

The queens and waiting ladies! What I
thought their voices

Were but the whispering of wind in the trees.

The palaces and towers

Were but the baiting house of Kantan.

The time of my glory,

Those fifty years,

Were but the space of a dream,

Dreamed while a bow! of millet cocked!
(Waley, pp. 203-4)

TEERoBIHE LI

BRBcEERY
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BB oR oF

¥EoER

FtaE

ETCEOHBRERD

— oMy
(BHEX#E, I,788.)

Through the use of this ingenious device, the playwrights are able to demons-
trate visually an abstract idea——life is but a dream and a very short dream at
that. ,
Despite the two plays’ agreement on the impermanence of life and their
similar use of the dream device, their treatments of the heroes’ dream
existence are quite different. In Kantan, Rosei’s dream existence is repre-
serited by the performance of two dances (the Dream Dance danced by the
Boy Dancer, and the Court Dance danced by Rosei) and the chanting of
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verses which dscribe the splendors of his dream palace and the joys of court
life; not a single line iz devoted to the description of any specific event during
his 50-year long reiga. The location of this play is vague; the concept of time
is vague; the characters appear like phantoms rather than flesh and blood
people. Kanzzn may be justly called a dream play. Li Tung-pin’s dream, on
the contrary, is full of realistic details. Though the first seventeen years of
his dream existence are only represented by recounted action, his father-in-
law informs us specifically about the passage of time and the important
events of Li’s life up to that moment: Lii’s promotion to a generalship in
the army, his marriage, his fathering of two children, and his forthcoming
campaign to quell a rebellion. The last year of Lii’s dream life is represented
by actual action, and major events such as his domestic trouble and his
banishment are spelled out in great detail. His angry confrontation with
his adulterous wife, his arduous journey through whipping wind and snow
and his fatal encounter with the murderous bandit are vividly presented.

The realistic and action-filled plot of HLM on the one hand, and the
dream-like and unspecific plot of Kantan on the ather, are reenforced by
the: plays’ respective use of language. In his treatise on No drama,"? Zeami
named yigen ( # % ) as the supreme attainment of this art. Yiigen is a
difficult term to define; in Zen literature; it means “what lies beneath the
surface” and hence has the connotation of mystery. The hauntingly beauti- _
ful verses of Kantan do indeed convey a kind of mysterious beauty:

The white chrysanthem-dew,

The dew of the flowers dripping
day by day

In how many thousand thousand years

Will it have grown into a pool?

(Waley, p. 201.)
bRED
bAEFD, FouELsHS.

BREOTEEas 54,
(EH#KE, 1, 785.)n

Al;chough there are many lyrical passages in HLM, and Ma Chih-yiian (one of
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the four authors of this play) is noted for his lyricism, the authors of HLM
did not hesitate to use vulgar language when the occasion so demands. When
the old servant is chastising Lii’s wife for making her husband lose face by her
adultery, he says, “You are making him put a night pot on hishead!” ( #x %
@ﬁﬁA%EQMW&pRM&mMWWMMMMWHMm
sible to Zeami who considered elegance and refinement of utmost import-
ance. The following exchanges between the various characters after Li Tung-
pin catches his wife dallying with her paramour will serve as an example of
HLM’s use of colloquial langiage:

Lii's Wife: L8 Yen, you want to kill me? But who told you to sell out to
the enemy, tc accept bribes and then sneak back? Lock what
you've done yourself! (Yells to the neighborhood.)

Tung-pin: ....

All right, all right, all righi! Bringme a piece of paper and a

brush and I'll write you a divorce paper.You can marry anyone

you wish; I heve no quatrel with that. Write the divorce paper!

Write the divorce paper! Today, I have also cut myself off

from womer.

Lit's Wife: Aiyo! You want to divorce me today? You really don't have a
chance to meddle with my business. You're a dead man right
now.

(The Envoy again enters): Lii Yen was scheduled to be beheaded. But the
Sage One's order says to abide with Heaven'’s love for life; so
you are spared the knife. You're to be exiled to a distant and
hostile place. Where is the guard? '

(Enter ch'ou [ 1. ] dressed! as Guard): Are you calling me for something?

Eavoy: I want you to transport Lt Yer to Shamen Island to serve his
sentence. (Exit.)

Li's Wife: Brother Guard, Lii Yen is. a criminal. How come you let him
have it so easy and not put cangue on him?

Cuard: I guess you are right. Bring the cangue. (Puts cangue on Li.)
Li's Wife: Lii Yen, can you kill me now? This is really tickling me to
death!
Q=) B RESR? RETE, 2746, LEERBOERE.
C CEaMEED '

CBDY  eeeeaaees
BEE, SEERERRE, RN, XTFRE. IR
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(2) BTHT, BEREROA, REERMBEER LM ?

(BF) ERALRHE. BT

(E) LR F. BRETERERRE.

(YCH, pp. 784-5)

These colloquial and earthy dialogues are in marked contrast to the elegant
poetry of Kantan. HLM depicts a realistic world while Kantan projects a
beautified and detached view of reality.

The feeling of remote time and space in Kantan is further accentuated
by the use of masks. The mask is a distinctive feature of the NG drama;
in Kantan, Rosei wears a “Man of Kantan’” mask. The effect of the mask, is,
among other things, to create a distance between the audience and the
character. Rosei’s mask fixes him in the realm of some far away fantasy land.
The audience of HLM, on the other hand, could readily identify Li Tung-
pin’s trials and tribulations with their own. :

Besides the dream world versus the real world, another sphere of human
existence—the mundane world versus the spiritual world—is also explored in
these two plays. In Kantan, the conflicting pull of these two opposite worids
on the protagonist is presented in a symbolic manner. When Rosei first
appears on stage, he carries a Chinese fan in his right hand and prayer beads
in his left. These two articles symbolize his wavering between the two
worlds. In HLM, this conflict is dramatized by Chungli Ch’ian’s persistent

~efforts to convert Li Tungpin to Taoist priesthood and Li’s steadfast
adherence to his goal of becoming an official. The entire Act I may be
viewed as a philosophical debate on the relative merits of the two worlds.
According to Chungli, to live in a thatched hut, and to have the cool breeze
and the bright moon as one’s companions represent the carefree life of the
Taoists to whom fortune and fame are like floating clouds. Furthermore,
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Chungli maintains that worldly pursuits are as dangerous as tumning somer-
saults on a hundred-foot pole and one may lose one’s life in the process.
Lii Tung-pin, who has spent much time and energy preparing for an official
career, is not to be deterred by these warnings. He tells Chungi, “T've
acquired a bellyful of learning and am going to the capital to take the exami-
nation and get myself an official position. How can I follow you to become
a priest? What’s so great about being a priest?” (YCH, P. 778) The conflict
resolves for both Rosei and Lii through their respective dreams. The sudden
disappearance of their dream world makes them realize the illusory nature of
worldly success. In the end, they both choose the spiritual world over
the mundane world.

In addition to the symbolic versus the actual presentation of Rosei’s and
Lii Tung-pin’s wavering between the two worlds, there are other differences
in the portrayal of these two characters. In Kontan, Rosei is given center
stage, he is the shite who sings the main passages and dances the principal
dance. The minor characters in this play, the Envoy (in the role of waki
[ B3]) and the Hostess (in the role of kyogen [3EE 1), only serve the
function of rounding off the plot. The whole play centers on Rosei’s spiritual
journey: his departure on the joumney, his quest via the dream, and his
awakening. In HLM, though Li Tung-pin also goes through a dream journey
and also gains enlightenment at the end, tie remains a passive convert, and a
reluctant one at first. His passive role is seen in the authors’ unusual depar-
ture from convention in their treatment of this character. Instead of being
cast in the leading role which is customarily reserved for the protagonist,
Lii is cast in the minor role of wai ( #}). Since in Yiian drama only the
leading character can sing, and a character usually reveals his inner feelings
in the sung passages, there is no direct probing of Lii’s psychology. His
thoughts are revealed, if at all, through the eyes of the various observers and
through occasional dialogues. Various other characters share the limelight:
the Leading Actor in Act I is the Taoist Immortal Chungli Ch’ian; in the
wedge, Li’s father-in-law;in Act I, the old servant; in Act III, the woodsman;
in Act IV, the outlaw. At the end of the play, we are told that all these
characters are but Chungli’s various impersonations. With the agent of
conversion playing center stage, the emphasis is on the act of conversion
rather than the inner workings of the protagonist. Consequently, Li Tung-
pin emerges as a passive figure——things happen to him. His enlightenment
does not come through his active quest but through the grace of another
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party.

The different views of how to achieve enlightenment reveal the two
plays® different religious outlook. In Kantan, Rosei’s quest is given an expli-
cit Buddhist overtone. At the beginning of his journey, Rosei confesses that
he has not sought Buddha’s Way; after his enlightenment, he gives thanks
to Buddha, “Glory to the Trinity! Glory to the Trinity!” (Waley, p. 204)**
Throughout the play, the Buddhist view of life as something insubstantial
and fleeting is stressed again and again as in the following passage:

We thought the morning young, and lo, the moon
Again is bright.
Spring scarce has opened her fresh flowers,
When leaves are crimson-dyed.
Summer is with us yet;
Nay, the snow falls.
(Waley, p. 202.)

Ern B~
BxraeagL
FofBg o
AL B <
BB~
EiEo<c
(R KE, O, 786-7.)

The melancholic tone of these lines is unmistakable. From the quick succes-
sion of day and night, from spring flowers to autumn leaves to winter snow,
we are made keenly aware of the transciency of life.

In HLM, salvation is gained in a typical Taoist manner—through conver-
sion. The conversion story itself, the cult of immortality, and the pantheon
of Taoist gods who appear at the end of the play represent religious Taoism
which enjoyed a great following among the masses during the Yiian Dynasty.
Under the harsh Mongol rule, the Chinese were a subjugated people who
naturally yeamed for some supematural agents to deliver them from their
sufferings; this may account for the great popularity of Taoist Immortals
and Taoist conversion stories. Of the twelve categories of Yiian drama
according to traditional classification, “Becoming Taoist Immortals” heads
the list." Among Ma Chih-ytian’s seven extant plays, two others also have
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Taoist conversion as their theme.*® Another branch of Taoism, philosophical
Taoism, is also represented in this play by Li Tung-pin’s abandoning his
original plan to become an official. A life devoted to personal cultivation
instead of public service is the ideal way of life envisioned by Taoist philo-
sophers, and during the Yiian period, this kind of life had great appeal to the
educated. The suspension of the civil service examination and the official
discrimination against native Chinese in government service virtually denied
the scholars any chance of success in the official world. So, whatever their
personal inclinations, they all found solace in the Taoist philosophy of
withdrawal. However, contrary to the criticism that Ma Chih-yuan’s “Taoist
conversion” plays only reflect the pessimistic sentiment of the scholar-
official, they may also be shown to reflect the religious beliefs of the people
and are a true testimony of the socio-political conditions of their time."”

Besides its Taoist religious and philosophical attitudes, HLM also shows
an eclectic tendency. When the King of Tung-hua ( 3 # 7 & ) first decides
to send Chungli Ch’ian to convert Lii Tung-pin, it is because Li is pre-
destined to become an Immortal. And to become an Immortal means “to
have the matter of one’s life and death removed from the register of Yen-
wang ( [& £ )" (YCH, p. 777). The concept of predestination is clearly
borrowed from Buddhism, and Yen-wang is tl.e Buddhist King of Hell. The
fusion of Buddhist and Taoist beliefs is characteristic of the development of
these two schools of thought in China. A third major schoo! of thought,
Confucianism, can also be discerned in this play. Li Tung-pin’s initial
ambition to become an official represents the Confucian idea of service in
government as the highest form of human achievement. During the course
of Lii’s spiritual journey, the Confucian dictum of service to society is pitted
against the Buddho-Taoist philosophy of withdrawal.

Though both Buddhism and Taoism advocate withdrawal from the
mundane woild, and both Kantan and HLM concur on the impermanence
of human existence, there is a significant difference in the twa plays’ outlook
on life. Instead of the pessimistic resignation of Kantan, HLM offers a posi-
tive solution—to return to nature. The life of Taoist Immortals actually
amounts to a life lived in close -communion with nature. The following is
how Chungli Ch’ian describes how the Immortals live for Lu Tung-pin:

In owr place we pour the newly brewed wine,
We cut the fresh flowers growing wiid.
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With a pot of wine, one gazes in solitude at
the blue hilis.
Leisurely one walks with the red-crowned cranes,
Flashed with wine, one returns,
With the pine shadow all over one’s gown
And a gentle breeze blowing.
The music from an iron flute
Breaks the roots of distant clounds.

BREL BB,

BTSN,

BHRLUE—8.

PG B R TR 51,

BEEnBwy,

B RER,

BEREER.
(Act I, “Tsui chung-t'ien” [ g ],
YCH, pp. 778-9.)

Our ground is without dust,
Our grass is forever green,
The flowers through the seasons remain lovely and
young,
A jade screen of a mountain faces the wicket gate.
The rain moistens the verdant palm leaves,
And the dew nourishes the fresh herbs.
Listen to the gibbons wailing from an ancient tree,
Gaze upon the stream flowing around the solitary
village.18
EREREE,
BEE,
TR TREE B -
ERNERR LaEE.
WHARER,
BRAEH.
BEF N i,
BAKBIA o
(Act I, “Chin chan-erh” [&£%8 1.
YCH, p. 779.)
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The benign view of nature and the obvious delight in the simple pleasures of
life expressed in these two verses attest to HLM’s affirmation of life.

To support this view, the authors of HIM spared no effort to depict
the natural world as hospitable to life. Not only is the Immortals® dwelling
place endowed with natural beauty and abundance of life (the luxuriant
growth of vegetation, the presence of animals and humans), the snowy
country Lii Tung-pin journeys through on his way to exile is equally beauti-
ful and life-sustaining. (See the first six verses of Act [11) The authors
describe Heaven and earth as “having frozen together in a giant pot,” yet on
this frozen landscape we find abundant manifestations of life. There are the
bamboos that rustle in the cold wind, the plum trees that are crushed under
the heavy snow, the misty trees that dot the river banks. The flying sparrows,
cawing crows and wailing monkeys break the stillness of the vast frozen land.
The fisherman and the woodsman add the human presence. Even inanimate
objects such as the snow flakes are endowed with life through the use of
metaphor——they are likened to “putterfly’s wings,” “plum pollen,” “willow

catkins,” and “pear blossoms.” We also find the same luxuriant growth of
vegetation (the wild flowers, the pine trees, the herbs and grass), the presence
of animals (the cranes, the gibbons) and humans (or Immortals).

In contrast to the bustle of life and activities in HLM, the natural world
of Kantan consists mainly of sand and stone. Rosei’s palanquin is “a litter
spangled with a dew of shining stones (Waley, p. 198); his palace, “a courtyard
strewn with golden and silver sand (Waley, p. 198); the palace doors are
studded with jewels and the palace walls made of stone. Instead of Chungdi

Ch’iian’s thatched hut that blends in harmoniously with nature, we find
Rosei’s palace standing apart from its natural surroundings in lonely splendor.
For all the glitter and shine in the wortld of Kantan, it is devoid of life.

Consistent with the Taoist belief that the human life is a part of nature,
the Taoist Immortal Chungli Ch’iian is depicted as someone equal to Heaven
and earth:

I ascend Mount Kun-lun to pick the stars.

The Eastern Sea looks like a scoop of water
from a celd spring,

Mount T'ai is but a speck of dust.

The sky is only two or three inches high,

The earth has the thickness of a fish scale.

Raising my head to look around——
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There is none like me.

LEE,

BER.

BENENR—RERER,

FL—REHE-

K& =%,

HE— Rk

HEFSE,

R A
(Act 1, “Chin chanerh” [£BR],
YCH, p. 778.)

Such boastful good cheer is not available to Rosei; he can only lament the
irrevocable losses of life. The chief difference between the two plays’
outlook on life, it seems to me, is that Kantan reflects the Buddhist view,
and tends to negate life; HLM is influenced by the Taoist religion, and strives
to.prolong life. Eating the Peaches of Immortality or the Purple Grass
( % % 2 ).as Chungli Ch’iian professes to do is a means of achieving longe-
vity (or maybe even immortality); the act of conversion is another. Today
we may scoff at all these practices and beliefs as sheer superstition; however,
they do make an important statement on the. Taoist view of life. Uniike the
Buddhists who regard life as endless suffering and death as release, the Taoists
deem life worth living, so much so that they try every means to prolong it.
It is also due to this concern for prolonging life that wine, sex, money, and
anger were considered to be the four cardinal vices.

In conclusion, we may say that these two plays represent two different
world views. Kantan is transcendental and detached; HLM, despite its
occasional reference to the supernatural, is essentially realistic. The language
of these two plays is also a remarkable contrast: that of Kantan is elegant
and refined, that of HLM is more colloquial. This difference in language is
determined to some extent by the different philosophical outlook of the
plays; it is also a reflection of the different social milieu. NG was an aristo-
cratic art; its'patrons were shoguns. Shogun Ashikaga Yoshimitsu’s (  J& %Il
35 ¥ ) patronage of Zeami is well known. Yian #sa-chii, on the other hand,
was the people’s theatre; its robust and sometimes earthy language is the
language of its plebian audience. Despite the similarities between Yian
tsa-chii and NO drama noted in the beginning of this paper, each drama is
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unique, each a product of its own cultural heritage and social environment.
It would be presumptuous to claim that the two plays discussed in this paper
embody all the characteristics of their respective dramatic traditions.
Nevertheless, the differences in the philosophical outlook and in the psy-
chology of the main characters are significant enough to suggest that Huang-
liang meng and Kantan probably do reflect the different Chinese and
Japanese views of reality and human existence.

Notes

312
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