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This paper attempts to compare two pairs of complementary heroines:
Yugao ‘and Murasaki in The Tale of Genji* with Tai-yii and Pao-ch’ai in the
Dream of the Red Chamber.> In the archetypal patterns of the two books,
there are some basic similarities, although revealed in various cultural con-
texts and personal experiences. Let us explore the meaningful differences
and similarities of the two pairs of heroines together with the other charac-
ters, the imagery, and the structures of the two novels.

The Lantern Festival is of crucial importance to the plot of Dream.
In Chapter 22b, the first lantern riddle of Pao-yii concerns a mirror, whereas
that of Tai-yil refers to incense stick used as a clock. The mirror is an
image of the precise reflection of the classical world, while the incense is
that of the mysterious inspiration of the romantic world.> As sustained
symbols in the works as a whole, they indeed represent the two com-
plementary attitudes toward reality in human life.

- The characters of Tai-yil and Yugao are like the burning incense insofar
as with a gleam of soft light and a sweet smell, they burn themselves not only
to indicate the time to measure other people’s lives, but to imply the ritual
of religious sacrifice. Their intense passion enables them to constantly sur-
pass their former selves, and thus to break through the artificial boundary
of the noble class in civilized society and mark the beginning of a new cycle
in nature. Their early deaths and tragic sacrifice form the kernel of the two
great stories. To paraphrase 2 proverb, the incense of genius burns faster and
intenser than the touch of life. '

The characters of Pao-ch’aiand Murasaki are like the reflecting mirror.
With a cold solidity, they not only give a clear and correct reflection of
other people, but illustrate a detached precision created by a proper distance.
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Their immense tolerance and endurance make them capable of completing
the dbove mentioned new cycle of nature with culture. The long suffering
and the epic comprehension of their lives form the husk of the two stories.

Structurally at the center of the two books is a tragic story of unful-
filled first love, while at the circumference is an epic story of the rise and fall
of a noble family, accompanied by the marriage of the hero. The first love -
of Genji begins with Yugao and is fulfilled in his marriage with Murasaki.
His love is above all domestic and thus classléss,"’ with family life as the
culmination of his quest for true love in the court. We can even say that
Genji begins to live with his love for Yugao and finally dies with his love for
Murasaki.

Pao-ylU’s first love for Tai-yii, however, is not fulfilled in his marriage
with Pao-ch’ai. In the mythical structure of Dream, Pao-yi’s love for Tai-yi
has gone beyond the boundary of his noble family, with ali the conflicts
and absurdities of the mundane world absorbed in 2 mythological extension
of the lyrical novel. Thus we can see a basic difference in the structures of
the two works. Dregm is about a young man’s quest for love, and his final
abandonment of the society of his noble family and his wife. With his
decisive breaking away from his family, the long story comes 10 an end.

On the other hand, Genji’s story does not end with his love for Yugao,
who dies early as a sacrifice of their intense love. After his initiation into
the society of the royal family, his character has a full-length development
reinforced by his happy marriage with Murasaki. Both books illustrate a
great inward vision of love and marriage, yet the emphasis in Genji is on a
classical world of perfection, while thaL in Dream is on a romantic world
of perfectibility.

Chapter II of Part One of Genji, “The Broom-Tree,” begins with
“The Appraisement of Women on a Rainy Night.” Genji and three of his
boy friends all agree that it is difficult to single out any one woman who
would make an ideal partner for life. To-no Chujo says in the beginning of
the discussion that women of the lower class do not concern.them. To dis-
agree with him Genji says it is'not easy to know into which of the classes a
woman ought to be put Before Yugao met Genji, she had been the deserted
mistress of To-no Chujo. In the civilized society, Yugao is like Tai-vd, an
orphan from a declining noble family, but in the light of nature, both of them
have great beauty in personality as well as appearance.

Genji, in his perpetual quest for love, has tried to break away from the
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custom of the court, represented by the pompous and snobbish To-no Chujo,
the boring and jealous Rokujo, and his harsh and wicked stepmother, Ko-
kiden. He returns to nature to feel great love in Yugao and Murasaki, two
- neglected orphans in the civilized society. Most great beauties come from
the countryside and from the common people. Genji’s own mother, Lady
Kiritsubo, and his gentle stepmother, Lady Fujitsubo, who resembles his
mother, are no exceptions. Genji himself was wisely made & commoner by
his emperor father. His beloved wife, Murasaki, though the niece of Fujitsu-
bo and the granddaughter of a former emperor, was not installed as his
“legitimate spouse” because of her mother’s low rank. Like Genji, Murasaki
is persecuted and even banished by a wicked stepmother. In Dream Tai-yi
is also alienated among her noble relatives, while all the material Iuxuries of
their common lives only serve to intensify her own spiritual loneliness.

Yugao is in many significant ways different from Murasaki, but similar
to Tai-yi. The word “Yugac” means moonflower, suggesting an ethereal
origin. Her delicate appearance resembles a relief in the moonlight, vague in
feature and figure, implying the strong “shaping power of imagination.”
The moonflower grows on the hedge and blooms in the night; Yugao is
supple and sensitive, anticipating the coming relation of the shining prince

and Murasaki.® '

' The relationship. of Yugao and Tai-yii to other people is simple. Both
tend to lose their identity in their.love for the mirrordike Genji and Pao-yi,
a good illustration of the relationship between the incense and the mirror.
Yugao and Tai-yu’s beauty is that of mystery, which attracts the questing
spirit of Genji and Pao-yi. Genji goes to see Yugao poorly dressed and
often on foot, like a Zen monk seeking enlightenment. Tai-yt has the same
kind of inspiring influence on Paoyi. Both Yugao and Tai-yi are full
orphans. The most attractive mystery in their personality is their innocence,
partly as a result of their unintelligible social environment. Yugao is capable
of maintaining her innocence despite her bitter experience with the family
of To-no Chujo. .

In Dream, Tai-yl’s tender love and deep concern for other people are
understood by only a very few people.in the Chia family. Almost all of
those who know and love Tai-yil live in the famous garden between the two
Chia houses. Tai-yil lives at the core of the garden as a potential goddess
of the vegetable world. The flourishing and decaying of the garden follow the
life and death of Tai-yi, and foreshadow the rise and fall of the Chia family.
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In Genji, the ambiguity of Yugao’s social role is remarkable. Her
relations with other people are so natural that they appear hazy and ill-
defined in the civilized society. She is always so sensitive yet modest with her
parents, her brothers and sisters, her wet nurse and maid servant, her rivals
like To-no Chujo’s wife and Rokujo, and even her own daughter, Tamaka-
zura. Although she was a deserted mistress of Tono Chujo, she is still
innocent enough to become the first love of the great Genji.

In most of these aspects, Tai-yU is similar to Yugao. Besides, as Pao-yt
said perceptively in his childhood, “Girls are made of water, while boys are
made of mud” (Chapter 2b). Yugao’s personality is really like water, so
gentle yet so strong, so transparent yet so colorful with the sunlight of the
radiant prince Genji shining through her.” As a result, it is not To-no Chujo
but Genji who can discover all the intense beauty under her supple appear-
ance. Although many people in Dream think Pao-yil and Tai-yl are born a
couple, yet to the discerning reader, Tai-yi and Yugao are not meant for
marriage, but only for love. Their characters are unique, their loves unful-
filled, and their stories incomplete.’ At Iast, Yugao or Lady Moonflower
returns to the full harvest moon. Before Tai-yii passes away in Chapter 98a
of Dream, she has been compared twice with the virgin goddesses of the
moon {Chapters 85b and 89a).

Both Murasaki and Pao-ch’ai are half orphan: the former has lost her
mother, the latter her father. Compared with moonflower, the word
“Murasaki” means young purple grass of the moorside. She is quite strong
and down-to-earth, like a statue fully exposed in the sunshine. While the
" moonflower grows on the hedge and blooms in the air, the purple grass is
deeply rooted in the soil and grows by the water. In Genji we can find the
full account of the story of Murasaki. The personal charm of her social
role is obvious. Her relations with other people.are clear and well-defined.
As a granddaughter, a niece, a daughter and a step-daughter, she is always
assertive yet attractive. To Genji's first wife and Rokujo, she is a magnificent
and magnanimous rival. Although herself born a plebeian, she is noble
enough to make Akashi an empress and Tamakazura a noble lady. As a sister
or a mistress to her servants, she is quite a decisive and commanding person-
age. Above all, her relation with Genji is first like father and daughter, but
later, like mother and somn. '

She is not meant for an intense and self-sufficient first love, but for an
immense love to be fufilled with marriage. Only she is all-round enough to
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be Genji’s wife, one able to draw him back from his various adventures of
love. While Yugao’s character often is unique, Murasaki’s is universal;
Yugao’s relations with other people are simple, but Murasaki’s complex;
while Yugao’s love is unfulfilled and her story incomplete, Murasaki’s love
is fulfilled and her story complete. Above all, only she is able to fulfill the
love Yugao has aroused in-Genji’s heart, a love which eventually gets some
regenerating force from the common people and gives it to the nobility.

In addition, Murasaki in Genji is meant to be an ideal woman. In many
aspects she is like Pao-ch’ai in Dream, but sometimes she is also like “Two-in-
one.”” Furthermore, Murasaki is once in a while like Tai-yii in heaven,
where the poet “River Queen” has become “Crimson Pearl” again,® a goddess -
of the vegetable world. In the Oriental folk tradition, both the crimson pearl -
_ herb and the young purple grass are rather common and strong. In “the Land
of Mlusion,” in heaven,” Tai-yl’s love for Pao-yii has transformed into her
love for ail beings, as in Chapter 116a Pao-yu has painfully realized that
Tai-yu’s Eros has become Agape.

Ever since Murasaki was a child, she has had an invincible personality.
Although later she has no child of her owr, her indestructible innocence
has made her like a virgin mother to Akashi, Tamakazura, and even Genji
himself. Her ways of doing things are so natural that they cannot be other-
wise. Her love and marriage, for example, are as natural as the coming of the
seasons. To further develop the imagery, Murasaki is like the reflecting
mirror and the enduring plum blossom, while Yugao is like the buming in-
cense and the evanescent cherry blossom.’® Geniji begins to really live with
his first love Yugao, and at last he lets himself die with his eternal wife,
Murasaki. In his quest for love, therefore, a seasonal cycle has been com-
pleted, beginning with the cherry blossoms in spring, and ending with the
" plum blossoms in winter.

As we have tried to show, the mirror and the incense are comprehensive
enough to cover humanity as a whole and are complementary to each other.
As one of the two most representative pairs of characters in the two novels,
Tai-ytt and Yugao develop from the incense toward the mirror, while Pao-
ch’ai and Murasaki develop from the mirror toward the incense. Yugao or
Lady Moonflower, as ephemeral as the cherry blossoms, passes away with
the harvest full moon, a mythic extension of the mirror image. In Chapter
27b of Dream, Tai-yu sings and weeps while burying the fallen peach blos-
soms, which she identifies with the beautiful and thus vulnerable orphans
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like aerself. Still later, with Hsiang-yiin in Chapter 76b, she sings with a
smile to bury the soul of the blossoms into the full harvest moon. As for
Pao-ch’ai and Murasaki, in their suffering shortly before and long after their
marriages, they have become more and more like Tai-yl and Yugao, like
the incense, in order to be the ideal wives of Pao-yli and Genji and like
the mirror later also to become the incense.

Yugao and Tai-yu are like the evanescent cherry and peach blossoms
in spring, while Murasaki and Pao-ch’ai are like the enduring plum blossoms
in winter. Pao-ch’ai lives at the Heng-wu Court (Z5%E 2 ) in “the Garden
of Total Vision” ( AEI B )." The heng-wu flower is reminiscent of the
plum blossom, opening in winter with a purplish hue, which is also reminis-
cent of the young puiple grass of the word muraseki, In Tai-yi and Yugao’s
brief intense lives, however, there is a spiritual and ethereal vitality which
grows even beyond their earthly life. Both are endowed with the divine
gift of imagination to fully grasp the tragic sense of being.'? It is'not
imagination but reality which is at the bottom of the pragmatic perception
of life of Pao-ch’ai and Murasaki.

If we read closer in Dream, we shall find that sometimes Tai-yl has
little or no ground of reality in her imagination, while both Pao-ch’ai and
Pao-yu are often too pragmatic to have a “total vision” of life. That is why
both of them are attracted by Tai-yii and become her bosom friends. There
are some characters in the book, however, whose personalities are so mellow
that we can perceive a union of the mirror and the incense. As we follow
the guthor’s intention of writing the book, we have been told that it was
meant to be the epic of Chinese women, to whom are given the most action
in the story. Indeed, the book is composed of the husk of an epical rise and
fall of a noble family, and the kernel of a tragic love story. '

Hsiangling is the first heroine to make a meaningful appearance in
this epic-tragedy, and she is the last one to be redeemed from earth to heaven.
The leading redeemer of all the tragic beauties is Chin Ko-ching, who re-
sembles Hsiangling in her beautiful appearance and loving personality.
In the Chia family, she was generally known as Chin-shih. Ko-ching was
the name used in her childhood and later in heaven. In Pao-yii’s red-chamber
dream in Chapter 5a, he and Ko-ching get married as she combines the
beauties of Tai-yu and Paoch’ai in her other name, “Two-in-one.” Outward-
ly, Ko-ching and Hsiangling are reflecting like a mirror, while inwardly they
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are burning like incense. In their mundane marriage life, they can bear so
many things which Tai-yi or Pao<ch’ai simply cannot bear in their daily
lives. In addition, in the whole book Grannie Liu is like an incense burning -
in a mirror. In the decline of the Chia family, almost all the characters in
the book are caught in an epic fate with their various personal tragic stories.
They all suffer from longing for something new or getting bored of something
old. In their long suffering, it is Grannie Liu who can make them laugh to
their hearts’ content.

Genji, being so shocked by the death of Yugao, almost dies with her.
He is revived only by his meeting with Murasaki. Later, to make her an
ideal woman, Genji himself also lives up to the image of an ideal man. Final-
ly, after he lets himself die with Murasaki, the world of wonders seems to
have lost its “center of consciousness.” The image of man in Genji has thus
been broken into the fragments of Niou and Kaoru, who are contradictory
but no longer complementary to each other. “Niou has Genji’s ardor, his
success with women, but he is insensitive and even at times cruel. Kaoru
~ has Genji’s sensitivity, but it is overdeveloped and renders him neurotic and
incapable of action.”’® The inward vision of Genji, inspired by both Yugao
and Murasaki, has thus degenerated into the aimless action of Niou, an
extinguished incense, and the unjustified disiflusion of Kaoru, a broken
mirror. ’

The world after Genji, though it still seems beautiful, is tinged by the
failure to achieve lyricism. Neither Niou nor Kaoru is capable of attaining
the harmony between man and nature, or between man and woman. The
two noble men are independent and non-interdependent, like two musical
instruments producing only discord. Having reached the end of a cycle, the
world is ready for a new beginning.

As we know, the nobles have their titles rooted in land, but once they
have lost the regenerating force of the earth, they have to be redeemed by
the country folk. Most of the great beauties in Genji come from the common
people, who have initiated Genji into his perpetual quest for love and beauty.
In return, he has brought the noble class to meet the common people, and
has thus made the two contradictory classes complementary.

More than Genji, Dream shows an almost symmetrical relation between
the ‘actions of the noble and the peasant. It simply follows the Chinese
folk tradition which is full of tales of reciprocal kindness between the two
classes. At first the prince rescues the pauper, and then the pauper redeems
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the prince in return. Such is the action between the Chia family and Gran-
nie Liu. As we have noted, the relation between the aristocratic and +he agri-
cultural is close. Grannie Liu’s drunken sleep in Paoc-yii’s bed in Chapter 41b
strongly teminds us of Chuangtzu’s butterfly dream, implying that the
prince and the pauper may change places. It has a subtle influence on Pao-
y¥’s final breaking away from the material luxury of his family life, and his
eventual attainment of spiritual regeneration.

Immediately befors Grannie Liu’s drunken sleep, she unconsciously
touches the spring on the mirror on the door, and thus opens the door to
enter Pao-yl’s bedroom. The spring on the door-mirror leading to a strange
new world suggests symbolically the reverse action of Pao-vl in the future
from the opposite direction. Thus the mirror reflection of a person _eads to
the sudden release of the spring by the person’s unconscious touch. Such
a symbolic action will soon enable Pao-yii to cross the threshold of his room
and to enter a new world of the open country, of the burning incense and of
self-realization. By the same degree in which Pao-yi has lost the material
luxury in his life, he gains spiritual enlightenment by becoming a traveling
. monk. In the same manner but from the opposite direction, Grarnie Liu
opens the story with the kernel of a tragedy and the husk of an epic, and
thus lets it grow into a pastoral romance.' If we see the whole book as a
mizror, Grannie Liu is indeed like an incense burning within it, ever ready for
a breakthrough to begin a new cycle of action. -

The managers of the two Chia houses are Chin-shih and I—m—fenc
In Chapter 132 when Chin-shih was about to di¢ of her luxu-ous and lustful
life, her soul entered the dream of Hsi-feng, advising her to unite the educa-
tion of the family with the economy of the family land. At that time Hsi-
feng tends to ignore such advice since the Chia family is about to reach the
peak of jts prosperity. But later, she asks Grannie Liu to give a proper
name to her only daughter. On the spur of the moment, Grannie Liu calls
her Chiao-chieh to complement her inauspicious birthdate. Later Hsi-feng,
together with Yuvan-chun, the imperial consort and the main source of the
prosperity of the Chia family, and with Tan-chun, the epic heroine of the
noble house, do try to follow the sound advice through the uncenscious
influence of Grannie Liu to redeem a declining noble family by re-uniting
farming and study. At “Sweet-rice Village” in the garden, such advice is
carried out in a ritual action by Pao-yi’s widowed sister-indaw, Li Wan, and
her only son, setting a good example for Pao-yli’s future wife, Pac-ch’ai.
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Grannie Liu must enter “the Garden of Total Vision,” not only to
create such a Chinese proverb, but to save the garden from becoming a
castle in the air. Yuan<hun returns home to visit her family only once in
such a long story. The whole family sees how she tries to hold back her
tears because she is only like a prisoner in the palace. The garden was built
for the sake of the grand occasion. Soon after, it is her express command
that her family not close the garden, but let the young maidens and Pao-yu
live in it. As a result, the young people have a chance to experience lyricism,
or to try to achieve harmony between man and nature.

With the same intuitive perception yet quite opposite backgrounds,
both Pao-yi and Grannie Liu can identify the garden on earth with “the
Land of Hlusion” in heaven. To most of us, the earthly garden with the
young maidens is more interesting than the land with the fairies or -the
spiritual extensions of them. This is precisely because Grannie Liu has not
entered that ethereal land but only gone into the earthly garden with her
immense humanity. Therefore, heaven is like a mirror without buming in-
cense because self-realization has already been consummated there.

To further develop the imagery, the mirror is also the image of cold
nobility, while the incense is that of warm humanity as a whole. Being the
“center of consciousness” of the two books, both Genji and Pao-yu are
humbly aware that they are more like the mirror than the incense because
of their social background. As we have tried to indicate, very few characters
in the two books have achieved a union of the mirror and the incense. Most
of them even fall short of fully representing any one of the two images.
In Dream, Grannie Liu is the most mellow union of the two. Pac-yi, his
wife Pao-ch’ai and his younger cousin Hsi-chun are ali like the mirror. Both
Pao-yi and Hsi-chun at last become Buddhists, a monk and a nun, while
Pao-ch’ai, before and after her marriage, is reluctant to get involved with
the common people. We wonder how Pao-yu can get along with them after
he has become a traveling monk.

After all, it is not Pao-yi’s grandmother but Grannie Liu who is really
a grandmother image, such as is found in world mythology and the Chinese
tradition of the Book of Changes.'> ¢+ As the godmother of Chiao-chieh,
she has arranged the marriage to a farmer of this only daughter of a haughty
noble lady. Grannie Liu, the great storyteller and myth-maker, has thus
achieved an idyllic union of the mirror, a maiden of a declining noble family,
and the incense, a farmer of the growing vegetable world. Such a marriage
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is also 2 union of the yin and the yang, or of the romantic world of perfecti-
bility and the classical world of perfection. At last, the double plot — the
tragic love story and the epic decline of a noble family — has been reconciled
in the pastoral romance, which conjoins many levels of the emblematic
meanings of the mirror and the incense into a harmonious whole.
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