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Abstract

This thesis primarily aims to explore the role temporal aspects play in the narrative
constructions of personal experience in the eighteen-century full-length Chinese novel
Honglou meng 41#2% (the Story of the Stone or Dream of the Red Chamber) written

by Cao Xueqin & F /£ (1710?—17657?).

One of the most prominent features of Honglou meng lies in its unique narrative
constructions of personal experience with great psychological and emotional depth.
While most scholars approach the issue from the perspective of the thematical focus
on the personal and the private, few have noticed the temporal implication in the
narrative manipulation and configuration of characters and their relations to their self,
to one another and to the world. Temporal reality in literature intrinsically defines
artistic unity as it provides the most basic framework for the characters and events to
inhabit. Moreover, it is an important element in the construction of personal and
private experiences like suffering, remembering and anticipating. The central
hypothesis of this thesis is that the temporal aspects of the fictive experience of
characters’ inhabitation in the reality of Honglou meng greatly contributes to the

emotional and psychological depth in its construction of personal experience.

To demonstrate the idea, in the main body of the thesis, I choose the three most
representative constructions of ideas in Honglou meng that have strong psychological
and emotional emphasis, namely, self, love, and fate. To be specific, I first look into the
narrative construction of the female protagonist Lin Daiyu, for whom feelings about
the experience of impermanence and decay greatly shape her sense of self via her sick
body. Then I turn to her romantic relationship with her lover Jia Baoyu, the quality of
which is defined by a natural and realistic process of growth and maturation. Finally,

I explore a sense of fate that everything has been predestined in the novel and how it



is related to an imaginary understanding of the past and the future that the author
establishes in his reader’s mind. With the study of these three cases, I argue that the
preoccupation with time greatly shapes the way fictive experience is imagined,

narrated and represented in Honglou meng.

My thesis is firstly and foremost a narrative study of the literary manipulation and
configuration of the novel. My research is not to recognise or affirm a certain idea of
time and life suggested in the novel. Rather, it is an examination of how the author has
managed to dramatise the idea through the feelings, thoughts and actions of the
character in their most concrete temporal situations. Another purpose of this thesis,
which goes beyond the criticism of the ideological and structural meaning of the novel,
is to raise the experiential aspects of the problem of temporality in Honglou meng. 1
hope my study of the literary implication of narrative time and its function will not
only renew our appreciation of Honglou meng’s significance as a novel of masterful
manipulation by literary strategies and devices but also, its significance as a novel

emphasising the experiential and existential dimensions of its protagonists.



Lay Summary

This thesis primarily aims to explore the role temporal aspects play in the narrative
constructions of personal experience in the eighteen-century full-length Chinese novel
Honglou meng 41#2% (the Story of the Stone or Dream of the Red Chamber) written

by Cao Xueqin & F /£ (1710?—17657?).

One of the most prominent features of Honglou meng lies in its unique narrative
constructions of personal experience with great psychological and emotional depth.
The central hypothesis of this thesis is that the temporal aspects of the fictive
experience of characters’ inhabitation in the reality of Honglou meng greatly
contributes to the emotional and psychological depth in its construction of personal

experience.

To demonstrate the above idea, in the main body of the thesis, I choose the three most
representative personal experiences in Honglou meng that have strong psychological
and emotional emphasis, namely, self, love, and fate. With the study of these three
cases, I arguethat the preoccupation with time greatly shapes the way fictive
experience is imagined, narrated and represented in Honglou meng. I hope my study
of the literary implication of narrative time and its function will not only renew our
appreciation of Honglou meng’s significance as a novel of masterful manipulation of
literary strategies and devices but also emphasise its significance as a novel of the

experiential and existential emphasis.
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Introduction

The Literary Construction of Personal Experience

Among many celebrated achievements of Honglou meng, the most prominent one
might be its narrative constructions of personal experience. Since the late Ming, a
considerable number of dramas, short fictions, and novellas began to show great
interests in the personal, the individual, and the private lives of ordinary men and
women in everyday ethics. Instead of using the story’s characters as part of the
explanation of the moral discourse of grand histories, fables, and legends, more and
more works of fiction begin to focus on turning to possibilities of lives devoted to
personal desire and emotion and its conflict with the environment and fate. Therefore,
the tendency in Honglou meng has always been placed in the historical context of
personalisation in late imperial China. Andrew Plaks notes that the transformation
traces “a nicely-ordered progression” from “a higher to a lower mimetic level”.t Martin
W. Huang describes this tendency in the late imperial Chinese novel as a “privatizing”
process. This could be seen in an evolutionary process of the gradual narrowing of the
narrative space in several important vernacular novels since the Ming dynasty: from

the “court and battlefield” in Sanguo yanyi = & & & (Romance of the Three
Kingdoms), to the “road and battlefield” in Shuthu zhuan 7K;z{& (Water Margin) and
Xiyou ji filfsC (Journey to the West), and eventually to the “bedroom and garden” in

Jin ping mei €318 (The Plum in the Golden Vase) and Honglou meng.2

1 Andrew H. Plaks, “Full-Length Hsiao-Shuo and the Western Novel: A Generic Reappraisal.” New Asia
Academic Bulletin 1 (1978): 163-76: 169.

2 Martin W. Huang, Desire and Fictional Narrative in Late Imperial China (Cambridge; London:
Harvard University Asia Center, 2001), 57-8.



However, compared with Jin ping mei which also focuses on private lives rather than
the public, Honglou meng seems to be able to depict experience with a psychological
and emotional depth, in which personal feelings and thoughts are well represented.
Scholars’ discussions of this unique representation in the novel mainly lie in its
construction of an individual truth, in which the author places greater value on his
private experience rather than the moral, the collective and the artificial conventions.
The attention and characterization of the life and experience of an individual in
Honglou meng represent not only a shift of the theme, but it also serves as a sign of
rebellion against the traditional moral order and the pursuit of individual subjectivity
as it provides another way of existence and model of values ignored by traditional

ethics and concepts in literature.

In his 1968 study, The Classic Chinese Novel, C.T Hsia points out that one of the most
important traits of the eighteen-century Chinese novel Honglou meng written by Cao
Xueqin is its exploration of “deeper layers of private experience”. He also compares the

novel to its contemporary, Rulin waishi E#£5p 52 (The Scholars) written by Wu Jingzi
SEFE (1701-1754) and argues that although both use the personal experience of the

individual instead of history, fable, and anecdote as the primary subject of its narrative
exploration, the level of this utilisation appears different. While in Rulin waishi, the
autobiographical experience of the author only affirms the idea of “a scholar-recluse”
and criticizes the vice of “a philistine society”, in Honglou meng, it produces an

“autobiographical compulsion”. And it is exactly this compulsion “to tell the private



truth, to recapture a more intimate reality” that makes Cao so much more of “a

revolutionary against the impersonal tradition of Chinese fiction”.3

From another perspective, Kao Yu-kung approaches the problem by recognising the
novel as a representation of the literati novel with a tendency towards self-realisation
and self-containment. Further comparing the novel with Rulin waishi, Kao proposes
that the two share an “underlying vision of self-realization” and aim to “rethink the
traditionally accepted lyric view of life”. 4 However, while Wu still very much
represents the individual response to the public, the social, and ritual experience, Cao’s
novel devotes much of its length to the individual and the mythical by adopting the
form of domestic stories and “creating a more intimate scale for his very personal

book”.5

Traditional Chinese literature shows few “personal” features from the very beginning.
Even the form of poetry which is usually regarded as being heavily dependent on the
personal feelings and thoughts of the lyric subject, is confined within the framework
of collective sentiment. Marston Anderson notes that, for the Chinese, poetry is not a
“mediated objective correlative that...remains the weak shadow of a private
subjectivity; it is rather a clear vessel through which stream emotions that are thought
to be essentially shared and public”.6 Similarly, the traditional Chinese narrative tend

to take collective discourses as its structure, whether these are historical, universal, or

3 C. T. Hsia, The Classic Chinese Novel: A Critical Introduction (Hong Kong: The Chinese University of
Hong Kong Press, 2016), 226.

4'Yu-Kung Kao, “Lyric Vision Chinese Narrative Tradition: A Reading of Hung-Lou meng and Ju-Lin
Wai-Shih.” in Chinese Narrative: Critical and Theoretical Essays, ed. Andrew H. Plaks (Princeton:
Princeton University Press, 1987), 234.

5 Ibid., 234-235.

6 Anderson Marston, The Limits of Realism: Chinese Fiction in the Revolutionary Period (Berkeley:
University of California Press, 1990), 19.



ethical. For example, in traditional Chinese historiography, what the literary
representation of historical events cares about is their “exemplary value” rather than
its specific indication of the individual. And historians “own their fidelity first to an
ethical, discursive truth and only secondarily to the reality of the particular events they

recorded”.”

However, with the rise of the commodity economy, humanitarianism, and the self-
consciousness of the individual, there is an intellectual attempt to reconcile the
relationship between moral order and personal desire in the late Ming. According to

the school of Wang Yangming F 5 Hf, it is the ging & or human emotion, rather than
the [i I8, or heavenly principle, that forms the fundamental basis for human

motivation and behaviour.8 The desire and passion of ordinary people, as the basic
emotion between a man and a woman, was in this sense reconceptualised and
reinterpreted “as a supreme human value worthy of celebration” 9 within the
framework of moral sentiment. It is within this historical context that Lee Haiyan picks
up the thread of Hsia’s discussion. She regards the deep engagement with personal life
in Honglou meng as a mark of a “new epistemic paradigm”:° established against the
traditional moral order. This epistemology, she proposes, could be encapsulated in the
concept of “authenticity”. Borrowed from Lionel Trilling’s Sincerity and Authenticity,
the idea is essentially a modern problem in contrast to the more congenial and this-

worldly concept of “sincerity” and indicates “a more strenuous moral experience than

7 Ibid., 22.

8 Haiyan Lee, Revolution of the Heart: A Genealogy of Love in China, 1900-1950 (Stanford University
Press, 2006), 34.

9 Martin W. Huang, “Sentiments of Desire: Thoughts on the Cult of Qing in Ming-Qing Literature.”
Chinese Literature: Essays, Articles, Reviews (CLEAR) 20 (1998): 161.

10 Haiyan Lee, Revolution of the Heart: A Genealogy of Love in China, 1900-1950 (Stanford University
Press, 2006), 47.



‘sincerity’ does, a more exigent conception of the self and of what being true to it
comprises in a wider reference to the universe and man’s place in it, and a less
accepting and genial view of the social circumstances of life”.* Lee further notes that
the quality of “authenticity” in Honglou meng lies in its elevation of the private truth
of the individual which is “unmediated or unsullied by artificial conventions”2 rather
than the grand history and fantasy. What has been culturally valued is dismissed, and
the personal experience of ordinary people is now “given aesthetic value and moral

authority for its simplicity, spontaneity, and experiential authenticity”.:3

It is observed that most of these scholarly discussions has ascribed the psychological
and emotional depth in Honglou meng to the author’s intention to express the private
truth rather than the collective. From another perspective, this study holds the
assumption that the representation of personal experience in the novel is first and
foremost a result of artistic manipulation by the author through narrative strategies,
devices and rhetoric. And analysing Cao’s literary manipulation more closely, it

appears that this representation is strongly related to the temporal aspects in the novel.

Scholarly Discussion on the Problem of “Time”

Scholars have long noticed the effect of time on the construction of experience in
literature. However, temporal aspects in a narrative are usually recognised as various

and distinctive problematics: it could be a point or period in a chronological successive

11 Tbid., 46.
12 Tbid., 46-47.
13 Ibid., 48.



of events; it could be a form or structure, to arrange episodes in sequence and order;
it could also be an aesthetic archetype reflecting the mode of representation. These
three recognitions happen to represent three different strands of scholarship on the
problem of time in Honglou meng. The different theoretical approaches actually
reflect different understandings of the fictive construction of experience in the novel.
Defining and reflecting on these different epistemic patterns and the approaches,
therefore, is important to make clear my own methodology of and approach to the
problem. I will try to summarise the characteristics of these scholarships and

demonstrate how my approach goes beyond them.

The first scholarship is initially derived from the view of the novel’s early scholiasts
represented by Zhiyanzhai on how it is to be read. Throughout Zhiyanzhai’s comments
there runs a consistent suggestion that many events depicted in the novel once
happened to the author in his actual life.»4 This specific assumption in Honglou meng

is adopted by modern scholar Zhou Ruchang [F;% & in his study on the chronology of

Honglou meng. Zhou regards the novel as by and large a chronicle of the lived lifetime
events of its author. He constructs a chronology by excerpting all passages on years,
dates, seasons, and ages of the characters from the novel and then matches it to that
of the author's life experience in reality with the purpose “to use historical materials

scientifically to prove that the theory of autobiography is correct”.'5 Presenting the

14 For example, in chapter twenty-five, Zhiyanzhai remarks on the side of a priestess’s talk, “every
sentence has been heard and witnessed, rather than made up. The author and I both have gone through
withit’(aal&EEREBESE, W EHEmE, EFERKEELIR). (ZP,25: 458, Jiaxu manuscript; my
translation) in chapter 74, he remarks, “because the author has experienced this kind of thing, and the
commentator has experienced this kind of thing. (So) it is a straightforward way of writing about the
past rather than a deliberate fiction of ostentatious” (ZFEEELER, HELELK BEEFE—3FE I
s, SEHE). (ZP,74: 664, Gengchen manuscript; my translation)

15 Zhou Ruchang &% &, Honglou meng xin zheng 41122 #:5 [New Evidence on Dream of the Red
Chamber] (Shanghai: Tangdi chubanshe, 1953), 566.
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congruence of the two chronologies—that the birth year of the protagonist Jia Baoyu

is the “second year of Yongzheng & IF ” in which he believes Cao Xueqin was born, and

in which Baoyu reaches his thirteenth birthday in the year when Cao Xueqin was
thirteen years old too1® —he concludes that Cao Xueqin writes his novel as a
chronology and that Zhiyanzhai also views it as a chronology”, since “not only are the
characters and the plots traceable (to those in reality), but also the years, months, and
days are real”.7 The directions of this interest show a distinctive feature compared
with scholia of other full-length novels in the late imperial time, like Shuthu zhuan and
Jing ping mei, which tend to recognise the arrangement of time in the novel as part of

the author’s literary craftsmanship.:® Similarly Yu Ying-shih $%<hF notes that Zhou

Ruchang’s discussion of the relation between the chronology of Honglou meng and
Cao Xueqin’s birth and death dates reflects a tendency of the school to “equal Cao
clan in history with Jia Clan in the novel”, and “the study of Honglou meng” of textual

analysis had been replaced by “the study of Cao Xueqin”.19

16 The deduction is drawn from the record of Cao Xueqin’s contemporary that Cao Xueqin died in the
year of gui wei at the age of forty.

17 Zhou Ruchang F% &, Honglou meng xin zheng 4 1#£%5#:5% [New Evidence on Dream of the Red
Chamber] (Shanghai: Tangdi chubanshe, 1953), 203.

18 For example, for Zhang Zhupo 3§41 (1670-1698), the early Qing dynasty literary scholiast of Jin
ping mei, what is important for specific dates in the novel is not the accuracy, but the way of its
verisimilitude. He argues in Jin Ping Mei: The First Qishu of Gaohetang Criticism £EEEHETE—ZF
£ 41§ that while the precision of “chronology” (nian biao ) plays an important role in the
historical narrative like Shiji 53¢, what crucial for a fictional narrative are “dates and days” (shi ri B
H), which is manifested day by day and festival by the festival. “Dates and days” create an illusion for
the reader of living through multitudinous events in the novel and are not mechanically arranged in an
order which could be “ticked off one by one” (pai tou shu qu HfEE £ 2 ). He also believes that the disorder
of temporal arrangement in the novel has its connotations: the author has “deliberately introduced
incongruities into the chronology” (gu tete cuoluan qi nianpu #4s45sE B HF ). David T. Roy, “How
to Read the Chin P'ing Mei” in How to Read the Chinese Novel, ed. Rolston, David L. (Princeton, N.J.:
Princeton University Press, 1990), 223-24.

19 Yu Yingshi &#0%, Honglou meng de liangge shijie, 4 125 g9 M52 [The two worlds of Dream of
the Red Chamber] (Shanghai: Shanghai shehui kexue chubanshe, 2002), 10.

7



Compared with the first study which was largely dominated by autobiographical facts
of the author, the second approach appears to be more “compositional” and
“structural”. 20 It shows more interest in the technical principle of the fictional
narrative, where temporal aspects manifested in the objective structure of sequential
relation. Traditional critics put stress on the structural consistency when viewing the
temporal relation of events in the narrative. They emphasise more the structural
connection between one episode and another, especially the deep association of

kaiduan Fdim (the beginnings) and shouwei W /Z (the endings) of either small units or

the overall structure. This reveals the manipulation of the “aesthetic and emotional
expectations of the reader to conform to certain deterministic patterns of events in the

universe”.2! In the study of Honglou meng, Qing scholar Zhang Xinzhi k31~ notices

the internal connection between sections operating through temporal techniques. In
his comments on the novel he writes, “one need only observe its overall structure,
interconnected from start to finish like the Changshan snake formation with its roots
planted firmly and its narrative thread laid out in advance, so marvellously responsive

that one could make the entire body move by pulling a single hair.”22

Apart from traditional scholiasts, modern scholars affected by Western narratology
and structuralism also show interest in the technical and structural aspect of narrative

time in Honglou meng. Yang Yi 1535 suggests that the author of the novel deliberately

selects certain seasons, dates and moments with special significance for many events

20 Andrew Plaks divides the critical materials into four categories by the purpose of analysis: 1)
informational 2) impressionistic 3) compositional 4) interpretive. See Andrew H. Plaks, “Terminology
and Central Concept” in How to Read the Chinese Novel, ed. Rolston, David L. (Princeton, N.J.:
Princeton University Press, 1990), 75.

21 Thid., 90.

22 Andrew H. Plaks, “How to Read the Dream of the Red Chamber” in How to Read the Chinese Nouvel,
ed. Rolston, David L. (Princeton, N.J.: Princeton University Press, 1990), 335.

8



and plots. Because of the importance of the human situation, the fate of the characters
and the poetic taste is far higher than the accuracy of the time scale in the novel.23
Yang also believes that the novel inherits the tradition of Chinese historical narration
by adopting the pre-narrative in Jia Baoyu’s visit to the Land of Illusion.24¢ Wang Bin

F# approaches the text of Honglou meng in the framework of modern narratology.

He studies the primary narrative elements like narrative structure, implied author,
unreliable narrative, pseudo-time, etc. among them, he dedicates a chapter to “the fake
time” and talks about the relation between “story time” and “narrative time”, the
flashback and the flashforward, and the relationship between time and space. He also
points out that “the time in the text” and “the time in the story” can be mismatched,

based on the narrative theory of Genette.25

The third approach which is mainly adopted by western scholars in a comparative
context, shows more interest in the overall model and archetype of time in Honglou
meng. The temporal indication in western narrative develops a basic allegorical
composition that "carries a definite implication of movement, or at least a pronounced
sense of direction": "from a state of relative imperfection, incompleteness, or
downright evil, towards a goal of perfect truth."2¢ It is in this sense that the seemingly

nonlinear and incoherent narrative time of traditional Chinese narrative confuses

23 Yang Yi 1525, “Honglou meng: tian shu yu ren shu de shiyi ronghe” (4A[182) . REWMAZEMNFZFE
74 [The Dream of the Red Chamber: The poetic integration of book of heaven and book of human],
Zhongguo shehui kexueyuan yanjiusheng xuebao 4 B+t & Rl 2R iff 32 4 B &2%R, 1994, no. 06: 31.

24 Yangyi #5%, Zhongguo xushi xue B #ZE2: [Chinese narratology] (Beijing: Renmin chebanshe,

1997), 156.

25 Wangbin £#4, Honglou meng xueshi 4182 #(Z [The Narrative of Dream of the Red Chamber]
(Beijing: Zhongguo gongren chubanshe, 1998), 15.

26 Andrew H. Plaks, “Allegory in His-yu Chi and Hung-lou Meng” in Chinese Narrative: Critical and
Theoretical Essays, eds. Andrew H. Plaks (Princeton, N.J: Princeton University Press, 1977), 167.
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many western scholars. For example, when Patrick Hanan tries to illustrate the formal
and structural transformation from classical fiction to vernacular fiction, he notes that
in many vernacular narratives, there is “an implied claim to cover all elapsed time,
sometimes on an hour-by-hour scale”, unless it is stated to be skipped. He then
complains that this “constant reckoning of time” in those novels can “even become
wearisome”.2” The underlying point here is that Chinese novels tend to depict the
whole period of time mechanically without formal and technical manipulation. In his
1968 book on six classical Chinese novels, C.T. Hsia shares a similar opinion and goes
one step further to say that most Chinese novelists fail to utilise the art of fiction fully
and show “no comparable concern with form.”28 This is because, as he notes, nearly
all traditional novels adopt “episodic structure as the storyteller’s mode of narration”
which is characterised by a loose organization and artificial interruption of the
progression. In this sense, even in Honglou meng, which could be put “alongside the
greatest novels in the western tradition”, Hsia observes from the novel an “episodic
convention”, which “entails the invention of many subsidiary stories that could well
have been removed so that their space could be given to fuller elaboration of the major

episodes.”29

Andrew Plaks puts forward his response to the issue by the denial of applying western
criteria of a temporal sense of order directly to Chinese narrative works. He observed
that, while in western literature, there is an underlying model of transformation

featured by a linear, progressive and time-defined form, Chinese novels show a

27 Hanan Patrick, “The Early Chinese Short Story: A Critical Theory in Outline.” Harvard Journal of
Asiatic Studies 27 (1967): 176.

28 C. T. Hsia, The Classic Chinese Novel: A Critical Introduction (Hong Kong: The Chinese University
of Hong Kong Press, 2016), 16.

29 Tbid.
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completely different vision. Chinese novelists do not attach a lot of importance to the
causal relationship when structuring the plot, at least, not as direct as that within
Western novels. These characteristics in temporality result in the lack of recognizable
direction of the plot and the illusion of motionlessness in Chinese narrative. He argues
that the representation of a progressive sequence of experience in most Chinese full-
length novels is largely “spatialized”, in the sense that “it implies the simultaneous
inclusion of all phases of temporal alternation”.3° In other words, although the Chinese
novel represents the alternation of events and the experience of the characters in the
course of time, they are not featured by a temporal representation in a “dialectical
progression” like “from crisis to resolution” or “from illusion to awakening” like that
in western literature.3! Rather, all those events and experiences depicted are meant to

be a visible part of a "total vision of phenomenological flux” that is extended in space.32

This pattern of the literary system, he notes, has been “inherited and advanced” by the

author of Honglou meng:

Just as the seasonal cycle must include the phases of autumn and winter, and the life
cycle must accommodate ageing and death, the recurrent patterns that constitute the
texture of the Hung-lou Meng are ordered to a sense of fullness that goes beyond the
literal concept of plenitude alone. In other words, what we witness in the novel is not a

unilinear trajectory of the rise and fall of a great house, or the union and separation of

30 Andrew H. Plaks, Archetype and Allegory in the Dream of the Red Chamber (Princeton, New Jersey:
Princeton University Press, 1976), 6.

31 Andrew H. Plaks, “Allegory in His-yu Chi and Hung-lou Meng” in Chinese Narrative: Critical and
Theoretical Essays, eds. Andrew H. Plaks (Princeton, N.J: Princeton University Press, 1977), 191.

32 Andrew H. Plaks, Archetype and Allegory in the Dream of the Red Chamber (Princeton, New Jersey:
Princeton University Press, 1976), 7.
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star-crossed lovers, but rather a welter of overlapping cycles that obviates any sense of

logical direction in the first place. 33

While previous translators tend to adjust this detemporalised structure in the novel by
retaining some intensive events and omitting others, Plaks argues that it in a sense
contributes to the maintenance of the richness and plenitude of the total vision that
arises within the Jia family in the novel. 34 At the same time, Plaks is fully aware of “the
illusory linearity of time sequence and the specificity of detail” in the novel.35 In fact,
according to him, it is exactly this contrast between the total pattern of existence and
the temporal illusion in the detailed mimetic that produces the sense of tragedy that is
different from that of the west. It is “a ‘tragic’ disjunction of vision between the time-
bound perspective of mortal sensitivity and the detemporalized structure of
intelligibility that is by definition beyond the scope of mimetic representation.”3¢ This
is because, as he further observes, the “web of existential flux” in traditional Chinese
culture is formed by “certain patterns of alternation and periodicity”, whose
“perception of intelligibility” comes in only when looking to a “total apprehension of
the entire cosmic system” rather than “the specific intersection of bipolar and cyclical
patterns”.3” Accordingly, in traditional Chinese narrative, it is by placing the individual
and specific figures in “the overall configurations, rather than in the specific patterns,

of structure and characterization”, that “they take on a dimension of what we may call

33 Andrew H. Plaks, “Allegory in His-yu Chi and Hung-lou Meng” in Chinese Narrative: Critical and
Theoretical Essays, eds. Andrew H. Plaks (Princeton, N.J: Princeton University Press, 1977), 200.

34 Andrew H. Plaks, Archetype and Allegory in the Dream of the Red Chamber (Princeton, New Jersey:
Princeton University Press, 1976), 55-56.

35 Ibid., 71.

36 Ibid., 7.

37 Andrew H. Plaks, “Towards a Critical Theory of Chinese Narrative” in Chinese Narrative: Critical
and Theoretical Essays eds. Andrew H. Plaks (Princeton, N.J: Princeton University Press, 1977), 349-

50.
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‘meaning’”.38 In other words, the literary representation of certain individual and
personal experiences is meaningless unless it is framed in a bigger and more overall
configuration. Plaks’s research on the archetypal structure in Honglou meng and
classical Chinese narrative had a far-reaching influence. Later, many Chinese scholars
began to reflect on the narrative time of traditional Chinese fiction from a more

allegorical and metaphorical perspective.39

To sum up, the first approach to the problem of time in Honglou meng, represented
by Zhou Ruchang, shows more interest in time in the author’s actual life and in nature
rather than in time in literary work. It takes the assumption that Honglou meng is, by
and large, a chronicle of the lifetime events of its author, Cao Xueqin, and therefore
concerns relating particular points in time and particular periods of time in the novel,
explicit or implicit, to those of actual events in historical materials. Anthony Yu is
sufficiently insightful to note the danger of this kind of approach by suggesting that
“fiction is hereby confused with history” in these studies, which represents at last “a
futile undertaking”, because “it demands from the text a kind of knowledge or
information that it is not wholly designed to yield”.4° By the same token, the attempts
to couple dates in the novel with those in history in order to sort out a reasonable
sequence and order of events, are also proved to be “futile”, as they demand from the

literary text the same understanding of time in human life as well as in nature. The

38 Ibid.

39 For example, see Li Qingxin 25, “Lun Honglou meng de xushi shikong jiangou” i {AT1EE) A9
FERFSEH#E [On the construction of time and space in Dream of the Red Chamber], Shehui kexue
yanjiu 1 EREHFSR 1994, no. 03: 85-91. Zhang Hongbo 3%, “Honglou meng zhong de xushu
shijian wenti” (AIEE) DR EREIZE [The problem of narrative time in Dream of the Red
Chamber], Honglou meng xuekan 4T {25 E4¥] 2009, no,05: 320-335.

40 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red Chamber
(Princeton University Press, 1997), 19.
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temporal aspects in my study, on the other hand, are narrative devices in rhetoric,
language and emplotment. In other words, they are strategies deployed by the author
deliberately and artistically. I, therefore, situate my study in the field of narrative
studies by recognizing Honglou meng as a literary work adopting narrative strategies

to represent ideas and experiences.

The second approach, represented by Yang Yi, pays much attention to the formal,
technical, and structural function of narrative time in the novel. It seeks to discuss
questions such as how “narrative time” breaks, reorganizes, and reverses the “story
time”. Apart from this, the temporal perspective of “order”, “frequency” and “duration”,

even the tense of the verb, and the form of statement, are also the subject of study.

The third type of scholarship represented by Andrew H. Plaks focuses on the
allegorical and archetypal significance of narrative time in the novel. This significance
appears in the relationship between “textual structure” and “meaning” of the text in
the fictional narrative. It intends to classify, order and summarise the narrative rules
of time in Honglou meng, not to prove that the seemingly random and loose temporal
structures of the novel can still be an explanation within a given framework. It treats
narrative time as an aesthetic projection of traditional Chinese culture and is
concerned with the conceptual connotation underneath the narrative text. It also has
an underlying theoretical framework of the comparative study, in which the Chinese

temporal structure is set against the western.

While the latter two studies have shed light on the problem of time within the narrative
studies of the novel, neither manages to elaborate on a more experiential and
existential aspect of narrative time. It is my contention that there is a more
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fundamental relation between narrative time and the fictive experience of being in the
world, in which time has an immediate and direct implication for specific situations in
the novel. From my perspective, the ignorance and failure lie in the fact that both of
the two approaches take time in the novel mainly as an objective structure of relation
rather than a fictive reality against which characters are situated in the narrative. In

other words, they equal time in experience to time in nature.

Time in experience is completely different from time and nature. As Hans Meyerhoff
suggests, time in literary work has always been related to “elements of time as given in

experience” rather than “an objective structure of the time relation” in nature:

The consciousness of time as it is part of the vague background of experience or as it
enters into the texture of human lives......Time so defined is private, personal, subjective
or, as is often said, psychological. These terms mean that we are thinking of time as

directly and immediately experienced. 4

In this sense, this level of the two recent scholarly studies reduces the experiential time
in Honglou meng that is related to the existential condition of the individual to

technique and objective structures like sequence, order, model or archetype.

My study, on the other hand, will go beyond these frameworks of understanding and
approach by analysing specific temporal strategies in Honglou meng in the dynamic
interaction between characters and the fictive reality in which they are situated. The

temporal aspects studies in my thesis are not structural or allegorical. Rather, they are

41 Hans Meyerhoff, Time in Literature (Berkeley: University of California Press, 1955), 4.
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reality that is immediately and directly felt and experienced by the characters,
especially on the occasions of suffering, remembering, and anticipating. In the
following section, I will define my theoretical approach to the construction of

experience in Honglou meng and explain how it could shed new lights on the field.

Fictive Experience of Time and Narrative Construction

I assume my study as firstly and foremostly a literary study on the narrative
configuration of temporal aspects informed methodologically by poststructuralism. It
aims to reveal the configurational process of temporal experience in Honglou meng by
analysing different interactions between characters and the temporal reality they are
situated in. My research is not to recognise or affirm a certain idea of time and life
suggested in the novel. Rather, it examines how the author has managed to dramatise
the idea through the feelings, thoughts and actions of the character which are set

against the specific temporal situation.

While western philosophers and literary theorists have noticed that the way literature
is constructed is largely time-defined even since the classical period,42 the systematic
study of literature did not begin until modern times. Russian philosopher Mikhail
Bakhtin is the first to note that the literary construction of temporal reality could affect
the generic and aesthetic characteristic in literature. In his 1937 essay “Forms of Time

and of the Chronotope in the Novel”, he builds a classification system for western

42 For example, Aristotle observes that narrative adapts a longitudinal development as the plot extends
from the beginning to the end, by temporally combing the events according to a causal relationship. See
Waugh, P., Literary Theory and Criticism: An Oxford Guide (Oxford: Oxford University Press, 2006),

273.
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novels from the perspective of “chronotope”, literally, “time-space”. “Chronotope”,
according to Bakhtin’s definition, refers to “the intrinsic connectedness of temporal
and spatial relationships that are artistically expressed in literature”. 43 Although the
dimensions of time and space are inseparable in literary representation, he observes
that time is the “primary category” in the chronotope.44 Bakhtin believes that it is
precisely time and space in literature, of which time is “the primary category”, that
defines “generic distinctions”. He examines various literary genres like ancient Greek
romance and chivalric romance by summarising their different forms of time, like the
“adventure time” and the “mix of adventure-time with everyday time”, showing that
different literary genres are dependent on different configurations of time.45 Moreover,
in Bakhtin's view, representation of time in a genre is always closely related to the
value and worldview of a particular class, in a particular society, in a particular era.
For example, in the novel, the reality and the advancement of time is related to the
"unfinishedness" of humanity. While in the epic, which is a lofty genre, the time tends

to represent the past and emphasizes the hierarchy.

From the perspective of the history of literature, Ian Watt notes that the form of time
is a crucial factor in defining modern fiction, as it is closely related to the way fictive
reality is constructed. He points out that time has played quite different roles in
ancient, medieval, and renaissance literature. For example, the “three unities” in
tragedy, and the sense of history in Shakespeare’s work, lead to the use of “timeless

stories to mirror the unchanging moral verities”4¢ to produce “the same eternally

43 Mikhail M. Bakhtin, The Dialogic Imagination: Four Essays, trans. C. Emerson & M. Holquist
(Austin: University of Texas Press, 1981), 84.

44 Ibid.,85.

45 Ibid.,155.

46 Tan Watt, The Rise of the Novel: Studies in Defoe, Richardson and Fielding (Berkeley: University of
California Press, 2001), 22.
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applicable exempla”.47 They arrange the time sequence in an abstract space-time
setting in order to demonstrate universal or eternal themes. Applying to all historical
and cultural environments, those texts themselves become a practical and didactic tool.
However, after the 18t century, the form of “the novel” expresses the particular
existence in time and space with the individualization and the freshness of experience
following the “individualist and innovating reorientation” at the time.48 In the work of
Defoe, Richardson and Fielding, formal conventions and traditional plots used by
classical writers are replaced by the contemporary, unique and new experience of the
individual. For example, novels in this period are composed of realised moments from
the experience of the protagonists, a kind of “day-to-day time setting”.49 This kind of
multiplicity and complexity of the experience of time can only “be rooted in the
temporal dimension”, 5°that is, every specific moment in life. Most importantly,
making past experience as the cause of present events gives the novel a more logical
structure. What Watt reveals is that the temporal representation in the novel has a
deep connection with modernity. By making the comparison, he finds out that the
representation of time in the novel is the key to distinguishing the fictional form from

the previous prose fiction.

Moreover, the subject in a narrative has to be situated within the reality of time to gain
senses of being. Therefore, time in a narrative may have a more realistic and authentic
effect on the characters and their experience. Inthis sense, it is the German philologist
Erich Auerbach who approaches the relationship between fictive characters and the

temporal reality in which they are situated, within their most specific context. In his

47 Ibid., 23.
48 Tbid., 13.
49 Ibid.,23.
50 Ibid.,24.
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comparative studies of two episodes in the Odyssey and the Old Testament—
Odysseus’s returning home from his two decades of travel, and Abraham’s sacrificing
his son Isaac—he finds that there are different representations of experience in terms
of temporal arrangement. He finds that even at the moment of crisis, Homer still has
the time for “orderly, perfectly well-articulated, uniformly illuminated descriptions” of
the past.5! There is no distinction between “foreground” and “background” at all, and
“few elements of historical development and of psychological perspective”. In contrast,
in the story of “the sacrifice of Isaac”, the temporal experience of the mind exercises
control over the entire work in the biblical narrative. The characters have their
“personal history through the development and existence in time and space”. Although
they sometimes disappear, the psychological elements of the characters still have the
“suggestive influence of the unexpressed”.52 In other words, temporal aspects of the
narrative are no longer outside of the characters. Rather, it enters into the textual
account of their lives and is combined with the psychological construction of the

feelings, thoughts and actions.

While the eighteen-century Chinese novel Honglou meng is very much a secular work,
the way in which human experience and feeling are represented is closely related to
the way in which they are situated within the temporal reality. My approach in this
thesis is inspired by that of Auerbach, in the sense that I will also situate my analysis
of the literary construction of Honglou meng into the specific context of the interaction

between temporal reality and the character. To make it more critical, this study

5t Eric Auerbach, Mimesis: The Representation of Reality in Western Literature, trans. W. R. Trask
(Princeton: Princeton University Press, 2013), 4.
52 Tbid., 23.
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investigates these constructions by employing the ideas of “fictive experience of time”

proposed by the French philosopher Paul Ricceur.

Ricceur introduces the concept to analyse the configuration of time in fictional
narrative. Configuration is the process of emplotment, of making events, agents and
objects into a syntactical order, standing between the preparation and the reception of
the narrative. A “fictive experience of time” 1is “projected by the
conjunction/disjunction between the time it takes to narrate and narrated time”
within this process.53 In other words, a fictive experience of time does not mean the
time to narrate, nor the time that is narrated, but a time that inhabits the world of the
text itself. It means the “temporal aspects” of the “virtual experience of being-in-the-
world proposed by the text”.54 Different from the time it takes to narrate and narrative
time, it is used to explore the way the world is organized and structured in the world
of the text. In other words, it is the analysis of the principle of internal order that gives

the work its unity and identity.

I therefore, adopt this concept proposed by Ricoeur as an analytical tool to explore the
process in which the character’s encounter with certain temporal reality could be
organised and structured to construct a certain fictive experience in the narrative of
Honglou meng. For my analysis, the tool is useful to demonstrate a literary operation
and construction in Honglou meng between the temporal situations and the final

representation of them. This operation, as I will argue in the main body of the thesis,

53 Paul Ricceur, Time and Narrative. Vol. 2, trans. K. McLaughlin & D. Pellauer (Chicago: University of
Chicago Press, 1985), 77.
54 Ibid., 100.
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is exactly the reason why the novel could represent personal experience with great

psychological and emotional depth, which few people have noticed.

At the same time, the term is introduced by Ricceur to discuss the relationship between
the world of the text and the world of the reader. Ricoeur proposes that the term is
somewhat “precarious” because the fictive experience of time is too subtle to be
defined and analysed by the theory of time as well as by the theory of narrative.
However, he then further argues that, despite the imaginary and fictive quality of the
experience of time in the narrative, it decides certain literary effect on the reader, and
trigger certain literary reception which in turn generate certain fictive experiences of

time on the side of the reader:

On the one hand, in effect, our temporal ways of inhabiting the world remain imaginary to
the extent that they exist only in and through the text. On the other hand, they constitute a
sort of transcendence within immanence that is precisely what allows for the confrontation

with the world of the reader. 55

In other words, there is no such thing as narrative constructions of experience on the
side of the narrative only. They have to be felt, understood, and reconstructed by the
reader through his or her actual and lived experience. In this sense, despite the fact
that the textual analysis in the thesis will mainly focus on the level of narrative
representation and construction, I will bear in mind that the realisation of the

representation has to be achieved through the reading experience of the reader.

55 Ibid., 6.
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Moreover, Ricceur chooses three famous fictional narratives—Mrs. Dalloway, The
Magic Mountain, and Remembrance of Things Past—to analyse the concept because
each of these three works, “freeing itself in this way from the most linear aspects of
time, can, in return, explore the hierarchical levels that form the depth of temporal
experience”.56 It is also in this sense my adoption of this approach to the eighteen-
century Chinese novel Honglou meng is reasonable. One basic assumption of the
thesis is that Honglou meng with its preoccupation with the human world of acting
and suffering in both quotidian and mythical contexts, explores a wide variety of fictive
constructions of time that are derived from a deeper experience of living in the world.
And it is with this analytical tool that these various of constructions in the novel could

be best identified, elaborated, and valued.

The narratological approach enables me to go beyond the limitation of conventional
studies of the Honglou meng firstly by questioning the assumption that the
experiences represented in the novel are simply results of theoretical designs and
arrangements of the author. The problem of the assumption is that it ignores the fact
that the novel is fundamentally a literary form that places certain ideas in a fictive
framework of certain time and space, and the way this framework interacts with the
characters could have an important effect on the process of the construction.
Moreover, the approach also allows me to explore the most fundamental mechanism
in the process of experience construction in the novel by looking into the emotional,
the sensory, and the affective aspects of the individual in their most concrete and
specific temporal and existential situations. The last section then will explain what

structure follows from this methodological framework.

56 Ibid., 101.
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The Structure of the Thesis

To better demonstrate how the fictive experience of time in Honglou meng could be
related to the novel’s psychological and emotional constructions, I choose three most
representative personal experiences in Honglou meng, namely, self, love, and fate.
These experiences include a girl’s perpetually perceiving the deterioration of her body
with the passing of time, lovers gradually losing their intimate connection in the
irresistible process of growth and maturation, and the extended family members
constantly being reminded and warned of the family’s fate by ominous signs and
omens. By analysing what temporal strategies emerge in these fundamental
constructions and how they are deployed in the text to achieve certain literary effects,

I try to show the importance of the temporal aspects in the novel.

I make this choice because these three literary constructions in Honglou meng— An
individual imagining her sense of self through enduring and worrying (chapter one),
devoted lovers being changed gradually by a slow process of growth and maturation
(chapter two), people’s activities in the aristocratic clan being foreshadowed by a tragic
ending (chapter three)—covers the most fundamental and primary explorations of
human emotion, thought and experience of time in the novel. On the other hand, each
of these three constructions in the novel stands for, in its own way, representative
narrative construction of fictive experience of time, which is achieved by interactions

between characters, and the temporal reality within which they are situated.
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To be specific, in the main body of the thesis, chapter one focuses on what fictive
experience of time is involved in the construction of a sense of self Honglou meng,

taking the protagonist Lin Daiyu #A & £ as the example. In the novel, Daiyu’s

narcissistic tendency of self-pity and self-commiseration has always been regarded as
the result of her overly concerns for worldly and material affairs like her orphanhood
and her loneliness. However, apart from these concerns, the narrative construction of
Daiyu’s sense of self is greatly defined and shaped by the character’s temporal
experience of living through her life. And this experience, seems to be inseparable from
her fragile and sick body. The main hypothesis in this chapter is that two time-related
qualities that Daiyu’s sick body is endowed with on the mythical level, greatly shape

her sense of self and the way she expresses it on the realistic level.

Chapter two then focuses on the fictive experience of time emerged in the construction
of romantic love in Honglou meng. The sentimental and tragic love between the

protagonists Lin Daiyu and Jia Baoyu & & £ has always been distinguished from

conventional Chinese romances by its social and philosophical implications.
Rethinking it from a different perspective, this chapter explores the progress of growth
and its relationship with the communion of the lovers. In a departure from the social
and philosophical accounts, I propose that the destructiveness of the love between
Baoyu and Daiyu in the novel is not only brought forth by suppressive forces of the
society, but by a growing difficulty in communication running through the

development of their relationship.

While the previous two chapters discuss the individual’s self-identification and the

relationship between individuals, chapter three turns to an individual’s relationship
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with the world. It begins with a well-acknowledged phenomenon in the novel: all the
characters and their actions seem to be foreshadowed by a tragic but inevitable ending
right at the beginning. This principle, which could be operated in the name of “fate”,
or “what is predetermined” has been well-established in traditional Chinese literature.
However, in Honglou meng it is constructed within a much subtler fictive reality of
time. I argue that by setting an imaginary past in the form of personal memory for the
overall assumption and an imaginary future in the form of omens for the detailed
emplotment, a unique sense of fate that has great depth of time and consciousness are

constructed in the novel.
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Notes On Editions and Abbreviations

A large number of editions of Honglou meng have emerged in the process of its
complex dissemination and reception since the mid-eighteenth century. These
editions are usually divided into two main groups: the manually transcribed

manuscripts or what we called “Rouge” versions g7 and the printed, or “Cheng-Gao”

Versions 125 Z~.

As early as the mid- eighteenth century, even when the composition of the novel was
still in process, the early manuscripts began to circulate among the author Cao

Xueqin’s friends and relatives under the title of Zhiyanzhai chongping Shitou Ji fg#&
T EEEAFE (the Story of the Stone: Re-annotated by Rouge Inkestone). Avid

readers began passing these unfinished manuscripts in varying versions and lengths
to others, facilitating a circle of readership. Most of these manuscripts only have the
first eighty chapters and are usually accompanied by a large number of marginal notes

made by a person named Zhiyanzhai f§#8 25 (Rouge Inkstone).57 At least eleven early

manuscripts belonging to the group of Rouge versions are known to exist, including

57 Zhiyanzhai is usually believed to have an intimate relationship with the author Cao Xueqin and to

know much of his experience in actual life. For scholarly investigation into the identity of Zhiyanzhai,
see David Hawkes, “Introduction”, in The Golden Days, Vol.1 of The Story of the Stone, trans. David
Hawkes (New York: Penguin Books, 1973), 15—46. Hao Yanlin #ZE3g, “Zhiyanzhai’ Kaobian” “f§fR 25~

3% [Examination and identification of Rouge Inkstone], Xinjiang daxue xuebao (Zhexue shehui kexue
ban) i@ KB B R (B R ER) 1978, no. 01: 37-47. Yang Guanghan #53¢ 7%, “Zhiyanzhai yu
Jihusou kao” fER 25 Hil% %5 & % [Research into Rouge Inkstone and Odd Tablet], Shehui kexue yanjiu
HEREER 1980, no. 02: 104-14. Ding Gan T &, “Zhiyanzhai Bian” fEfRZ5%% [Identifying Rouge

Inkstone], Honglou meng xue kan 4I1#£2 227 1996, no. 03: 271-98.
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the “Jiaxu manuscript” B ff 7 (dating to 1754), the “Jimao manuscript” 2 Il A (1759),

the “Gengchen manuscript” fEfkZ (1760) and the “Mengfu manuscript” 5% ff2K.58

On the other hand, around three decades after Cao’s death, the woodblock print

versions of the novel with 120 chapters were published by Cheng Weiyuan (#2{%7t)
and Gao E (&35) in 1791 and 1792 separately under the title of Honglou meng.

According to the explanation of Cheng and Gao in the prefaces of the two versions, the
last 40 manuscripts were obtained by Cheng accidentally and were collated and edited
by Gao who consulted existing versions before the “complete” edition was published.59
However, whether the last forty chapters were genuinely written by Cao Xueqin, and
to what extent they represent Cao’s intentions, remains a matter of debate in scholarly

discussions.6°

58 For a detailed study on the Rouge versions of the novel, see Chen Qinghao [ EE% ed. Xinbian Shitou
Jji zhiyanzhai pingyu jijiao ¥4 (FASEC) FERRZEET:EEER [A New Compilation of Rouge Inkstone’s
Scholia on The Story of the Stone] (Beijing: Zhongguo Youyi chubanshe, 1987), introduction.

59 Cao Xueqin, Gao’E, Chengjia ben Honglou meng f2FRAK4[1#£% [Dream of the Red Chamber: the
Chengjia Edition] (Beijing: Shumu wenxian chubanshe, 1992), preface.

60 In the early 1920s, Hu Shi #83# (1891-1962) and Yu Pingbo 65318 (1900-1990), the representative
figures of the school of “New Redology” (xin hongxue ¥4I %), questioned the demonstrations of the
source of the later forty chapters as is explained in Cheng Weiyuan’s “preface”, and proposed that Gao’
E wrote the later forty chapters himself. See Hu Shi #83#, and Cai Yuanpei £7c#5. Shitou ji suoyin&
Honglou meng kaozheng (AEECZHE) (AI1EE) %35 [Exploration of the concealment in The Story
of the Stone & Textual research on The Dream of the Red Chamber]. Beijing: Beijing daxue chubanshe,
1989. With the new discovery of the historical materials of Cheng and Gao’s life, many scholars have
proposed not to question the authenticity of Cheng and Gao’s demonstration in the absence of solid
counterevidence. For example, see the preface written by Bai Xianyong [ 5 & in Cao Xueqin EH 7,

Honglou meng (Cheng yi ben jiaozhu ban) 411#2% (2 2 AKEEiR) [Dream of the Red Chamber (Cheng-

Gao Version)] (Guilin: Guangxi shifan daxue chubanshe, 2017),1-19.
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In the thesis, I will lay aside the debate about the authenticity and reliability of
different editions of the novel. All references to the novel, refer to the edition of
Honglou meng published by Renmin wenxue chubanshe in 2005 (reprinted from its
first edition in 1982),6* whose first eighty chapters are based on the Gengchen
manuscript edition. It is referred to as “HLM” in the thesis. For Zhiyanzhai’s scholia,

all citations comes from the Chen Qinghao [ & /& ’s compilation, 62 with the

information of the manuscript version given in parentheses. It is refered to as “ZP” in
the thesis. For the English translation of the novel, I follow the translation of both

David Hawkes and John Minford, and Xianyi Yang #3%& # and Gladys Yang. The

former is referred to as “SS”63 and the latter “DRM”¢4 in the thesis. For certain
Chinese words and phrases with temporal implications that fail to be translated in

English, I modified these myself while noting the modification in parentheses.

61 Cao Xueqin. Honglou meng 4T #2% [Dream of the Red Chamber]. Beijing: Renmin wenxue chubanshe,
2015.

62 Chen Qinghao [ % ed. Xinbian Shitou ji zhiyanzhai pingyu jijiao 4% ATEC) FERRE SRR
[A New Compilation of Rouge Inkstone’s Scholia on The Story of the Stone]. Beijing: Zhongguo Youyi
chubanshe, 1987.

83 Cao, Xueqin and Gao E. The Story of the Stone. Translated by David Hawkes and John Minford. 5
vols. Harmondsworth: Penguin Books, 1973-1986.

64 Cao, Xueqin, and Gao E. A Dream of Red Mansions. 4 vols. Translated by Xianyi Yang and Gladys

Yang. Beijing: Foreign Languages Press, 2018.
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Chapter One Self, Sick Body and Temporal Feeling

Often described as having a tendency towards self-pity and even self-destruction in the
novelistic design, the female protagonist Lin Daiyu may well be one of the most
“overtly narcissistic characters”®s in Honglou meng. Compared with her peers, like her
courageous and open-hearted cousin Shi Xiangyun 542, and her considerate and
amiable cousin Xue Baochai g & $Y, Daiyu seems to be more consistently troubled by
her own emotional problems. Her excessive interest in and mourning for herself gains
her a reputation of having an “air of lofty self-sufficiency” (gugao zi xu I\ = B&F).
(HLM, 5: 68; SS1:124) Even Daiyu herself is conscious of this aspect of her character
as she reflects on it in her poetic line, “the pages are filled with sorrow and self-pity”

(man zhi zilian ti su yuan w4k B #%E %= 72). (HLM,38:512; my translation)

Born into a scholar-official family, Daiyu is raised in the southern city Suzhou. After
losing her mother at the age of six, she is summoned to the capital to live with her
grandmother, the matriarch of the influential and wealthy Jia family. The whole family
has shown a great deal of affection and solicitude to Daiyu, from the very warm
reception on her arrival at the Jia Mansion. (chap. 3) Although living in the family as
a guest, she enjoys the same treatment as her cousin Jia Baoyu’s, the heir of the family,
even outdoing the old lady’s three other granddaughters. (chap. 5) Therefore, when
this introverted tendency of Daiyu gradually becomes apparent in everyday life, most
of the other characters, even her maids, cannot see any significant cause for her

behaviour:

SREREANEMRBENEN: EFHL FE2RE ERRE BiFmmHNANAeT
B, EENEBREALN. EEGAREY, HEEXE, BRM XTZiM RE
FmEREE. FRER—F-ANREENDL, EEAKEER hEHIER

65 Martin. W. Huang, Desire and fictional narrative in late imperial China (Cambridge, Mass.; London:

Harvard University Asia Center, 2001), 277.
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Zijuan and Xueyan knew their young mistress’s ways. She would often sit moodily frowning
or sighing over nothing or, for no apparent reason, would give way to long spells of weeping.
At first they had tried to comfort her, imagining that she missed her parents and home or
that someone had been unkind; but as time went by and they found this was her habit they
paid little further attention.

(HLM, 27:361; DRM:525)

Suffice it to say, a large part of her self-commiseration come from the “isolation of her
orphanhood”. The self-pity become apparent whenever she is reminded that her peers
have parents and siblings while she does not.%¢ Apart from this, her fear of losing
Baoyu’s love has been another lasting source which contributes to her sentimental
self.67 Despite all these worldly concerns and worries, there seems to be subtler and
more complicated aspects embedded in her sense of self that transcends the seemingly

narcissistic tendency of her self-pity and self-commiseration.

In Honglou meng, the construction of Daiyu’s sense of self is intrinsically tied to the
construction of temporality. In a broader sense, all literary portraits of men in the
novel present a sense of self more or less through the continuous flow of narrative
experience. 8 However, in the case of Daiyu’s image, not only does the author

deliberately frame the character in a temporal framework, but Daiyu herself, as a

66 For example, after witnessing how Baoyu is cared for by his grandmother and mother after he suffered
whacks of the bamboo cane from his father, Daiyu talks to herself about how good it is to have parents.
(chap. 35) Even when she thinks about the heroine from the play, she cannot help pitying herself, “fate
was unkind to Cui Yingying,” she told herself with a sigh, but at least she had a widowed mother and a
young brother, whereas poor Daiyu has nobody at all” (83, #X, HAGEAR! R{R#EaE, HEH
e SEMEBEZ o8, —LEHEEEHREE). (DRY, 687; HLM,35:462) The same outbursts are
provoked in a similar situation when she makes a comparison between her solitary condition and that
of Baochai and Baogqin, two of her cousins who also temporarily lived as part of the Jia family. (chap.
45; 49)

67 The communication and interaction between Daiyu and Baoyu will be discussed in detail in the
following chapter.

68 Hans Meyerhoff, Time in literature (Berkeley: University of California Press, 1955), 34.
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sentient being, has shown a distinctive tendency to feel, perceive and reflect on herself
through the experience of time. Moreover, the construction of temporality is mainly

achieved via her body, of which in the fictional design is a “sick” body.

In terms of the problem of “self” and “time”, Baoyu may seem to be a more obvious
candidate, as his enlightenment is closely tied to his mythical origins in the novel.
When he makes a leap into an unknown future, he is also reaching into his past as well
as transcending the present. Compared with Baoyu, Daiyu seems to be a rather weak

and unremarkable representation of the literary construction of the self.

However, the construction of Daiyu’s sense of self is achieved from a different
perspective from that of Baoyu. If Baoyu’s understanding of time and his own “self” is
more like sudden enlightenments achieved through the unexpected changes in life
(such as separation and death), Daiyu’s sense of self is realized through the enduring

of the successive moments and continuous changes of everyday life.

Secondly, differently from Baoyu’s philosophical, abstract, and universal experience of
time (parasitic grass, cherishing spring), Daiyu’s sense of self is gradually developed
in the quotidian and private experience of living through her daily life. In other words,
Daiyu is more closely tied to the question of how to live through a lifetime with an
ending rather than what is a meaningful life. In other words, if Baoyu’s sense of self is
achieved through a complete and absolute negation of human life, then Daiyu’s is

gained through being trapped in the process of it.

It is in this sense that I choose Daiyu rather than Baoyu as an example through which
to explore the literary construction of time and self in Honglou meng. By exploring the
process and mechanisms used to construct Daiyu’s sense of self through the temporal
aspects in the novel, this chapter tries to provide some insights into the construction

of self in a natural course of time in the late imperial Chinese novel.
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The main hypothesis in this chapter is that two time-related qualities with which
Daiyu’s sick body is endowed on the mythical level, greatly shape her sense of self and
the way she expresses it on the realistic level. To be specific, section one will talk about
what kinds of qualities Daiyu’s sick body is endowed with, and how these qualities
could acquire temporal connotations in the mythical framework. Section two and
section three discuss how Daiyu’s sick body brings in strong temporal dimensions to
her everyday experience and how the complex senses of self are constructed through

this process.

1.1 “Sick Body” and Its Temporal Engagement

“Mha R —E AT T
“Her illness will never get better as long as she lives.”
(HLM,3:39; SS1: 90)

MEMNBREREER, —SIWLFVREE. BEMBZR, BE—52m. BICEE,
BRI PORRRFANIEIR/K, TEIRIASEHRE. (DRILTFZ—8, maAFBE=7
Her mist-wreathed brows at first seemed to frown, yet were not frowning;

Her passionate eyes at first seemed to smile, yet were not merry.

Habit had given a melancholy cast to her tender face;

Nature had bestowed a sickly constitution on her delicate frame.

Often the eyes swam with glistening tears;

Often the breath came in gentle gasps.

In stillness she made one think of a graceful flower reflected in the water;

In motion she called to mind tender willow shoots caressed by the wind.

She had more chambers in her heart than the martyred Bi Gan;

And suffered a tithe more pain in it than the beautiful Xi Shi.

(HLM,3:49; SS1:102-03)
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This is the best-known and most representative portrait of Daiyu in Honglou meng.
On their first meeting at the Jia mansion what her cousin Jia Baoyu catches sight of,
is her body with an extraordinary and inexpressible grace which is closely related to
her sickness. On first reading, the highly formulaic representation—the sorrowful face,
tearful eyes and frowning brows—brings to mind countless similar weak and
melancholic female figures from traditional Chinese literature which reflects the
literati’s portrayal of beauty at that time. Such a body can hardly be regarded as “a
solid and well-shaped entity”,%9 because it is represented by spatialized and isolated
body parts7° which mainly convey ideas of “passivity, subordination and suffering”.7:
However, despite this highly formulaic depiction, in the main text of Honglou meng,
the construction Daiyu’s sick body is much more complex than a static icon: it
functions as a crucial symbolic site where the existential qualities
of temporality and sense of self are intricately connected in the narrative. The
metaphorical construction can find its origins in the mythical framework, which is also

the prologue of the whole novel:

REABEAETR E=4£08, F&RE—% BEFRREWEGE BUHEER B4&
REESALRE. ARBEXRWEE ESWELE, ZERINERKE, BHBRAKE,
EiEmELie, ZRFREBERXI HARESTRERE, BREREKES. RAHK
MEER T AEINEREZE —REBHAEZE. BEEEMBFENOBER, kIt
SRXFHE, BERTNEEOS, EAEOWTFRAET R EOTSRRERZBR

69 John Hay, “The body invisible in Chinese art?” in Body, Subject, and Power in China, eds. Zito, A., &
Barlow, T. E. (Chicago: University of Chicago Press, 1994), 51.

70 For example, in the “Manual of Beautiful Women” % A&, an essay written by the contemporary of

Pu Songling, Xu Zhenxu & &, lists ten attributes associated with beauty. Weak and fragile body parts,

»

such as “feet like bamboo shoots carved in jade”, “fingers like white shoots of grass” ,“a willow waist”
and “delicate steps as though walking on lotus blossoms” were essential physical characteristics. See
Hong Wu, “Beyond Stereotypes: the Twelve Beauties in Qing Court Art and the Dream of the Red
Chamber”, in Writing women in late imperial China, eds. Widmer, E., & Chang, K. (Stanford: Stanford
University Press, 1997), 328.

71 Ibid., 358.
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8 BUET]THEN, BERLFE: “GEHEZE RAEBLKTE. METHEA,
BHEETHEA, BER—ERAENRBEM BEESREMT. ”

In the west, on the bank of the Sacred River, beside the Stone of Three Incarnations there
grew a Vermilion Pearl Plant. At that time the Attendant Divine Luminescent in the Palace
of Red Jade watered it every day with sweet dew, thereby prolonging its lifetime. As the
months and years went by and the Vermilion Pearl Plant imbibed the essences of heaven
and earth and the nourishment of rain and dew, it cast off its plant nature and took human
form, albeit only that of a girl. All day long she roamed beyond the Sphere of Parting Sorrow,
staying her hunger with the fruit Secret Love and quenching her thirst at the Sea of
Brimming Grief. But her heart was heavy because she had not repaid the care lavished on
her.

Just then, on the spur of the moment, the Attendant Divine Luminescent was seized with a
longing to assume human form and visit the world of mortals, taking advantage of the
present enlightened and peaceful reign. He made his request to the Goddess of
Disenchantment, who saw that this was a chance for Vermilion Pearl to repay her debt of
gratitude and asked her opinion. “He gave me sweet dew,” said the Vermilion Pearl, “but
I've no water to repay his kindness. If he’s going down to the world of mortals, I would like
to go too so that if I repay him with as many tears as I can shed in a lifetime I may be able
to clear this debt.”

(HLM,1: 13; DRM:9, modified)

In the next life, readers are told that Daiyu becomes the reincarnation of the Vermilion
Pearl Plant. And the Attendant Divine Luminescent turns into Jia Baoyu, to whom
Daiyu devotes her lifetime love and tears. Scholars and readers have been amazed
poetic arrangement, in which a pre-destined and spiritual communion between Baoyu

and Daiyu is designed.72 However, the material and realistic aspect of the debt

72 For example, Zhiyanzhai remarks, “I ask you readers to stop here and think: has there ever been this
kind of literary design in all previous fictions? (This is such) An amazing writing that I have never read”
BEZWhFRERE, BRNRPITSHEREA? FHREZFX). (ZP1: 19,Jiaxu manuscript; my
translation) Qing poet Yao Xie #k%* (1805-1864) remarks, “The theory of repaying tears is indeed

original. But when feelings in the human world becomes so inexplicable, even repaying tears is not

enough to exhaust its enchantment and association” (B)R Z ;R E 2}, AKX T 215, EATMRE, BlERIR
T REBEELSE LS 2 [51). See Yao Xie, “Honglou meng huiping” (4T#£%) [E:F [Chapter Comment

on Dream of the Red Chamber], in Honglou meng ziliao huibian {41182 ) &¥l%4s [Compilation of
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embedded in the seemingly poetic design tends to be ignored. According to the myth,
the “sweet dew” that the Attendant Divine Luminescent used to water the Vermilion
Pearl Plant was not only drops of purity and freshness, but more significantly, the
nourishment helping it to prolong its lifetime, as well as to transform from a plant to
a girl. In other words, the gift that is bestowed by him is something related to an
organism to sustain vital processes of body growth. The debt of water in this way is

also the debt of the “body”.

A common way to pay back this kind of gratitude is to marry the benefactor, which is
a famous motif of traditional folktales.”3 Therefore, when the Vermilion Pearl Plant
decided to go down to the world of mortals with the Attendant Divine Luminescent to
repay the debt, readers are reminded of many similar stories like Niulang and Zhinii
4 BR 4% % (the “the Cowherd and the Weaver Girl”), which features an immortal who
marries a human to pay a debt of gratitude or to fulfil the obligations. The story of the
Vermilion Pearl Plant apparently belongs to this tradition, as she takes the form of
Daiyu and is fatefully entangled with Baoyu in the human world. However, there is one
disturbing fact that none of the previous folklore even reveals: that the repayment is

never a one-time action, rather, it is a process of enduring a lifetime.

Going down to the world of mortals changes not only the laws of space, but also the

laws of time. In the immortal world, there are no limits on the extent of a lifetime

Material of Dream of the Red Chamber] eds. Zhu Yixuan 4k—Z% (Tianjin: Nankai daxue chubanshe,
1985), 643.

73 See Liang Yujin 2 £ 4, “Zhongguo gudai lingyi baoen xiaoshuo de wenhuaxue fenxi” FEHFREE
HE/NHR B XL E 5 [A cultural analysis of ancient Chinese fictions on repayment of the
supernatural], Qinghai shifan daxue xuebao (zhexue shehui kexue ban) &5 & K2R (HEMH R
EihR) 2011, no. 01: 99-102. Wang Li £ 37 and Wang Lili E#[#], “jin ershinian zhongguo gudai wenxue
baoen muti yanjiu zongshu” i 20 & E R EHEF 4R [A summary of research on the
motif of repayment in traditional Chinese Literature in the past twenty years] , Jiangxi shifan daxue

xuebao (zhexue shehui kexue ban) ;T A &5 KB E S (HHEM € REER)2016, no. 01: 115-20.
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where time itself is endless and therefore has no measure. Any action taken to repay
the debt there would be insignificant because of its infinite nature. On the contrary,
the world of mortals with its time-specific human life will produce a real and
significant relation between the “creditor” and his “debtor”: people have to suffer from
birth, aging, sickness and death. Any payment of debt needs to be placed as part of the
process. The implication of the design of Daiyu’s sick body may also be seen as echoing
with both the Daoist concept of a body as a source of great distress and the Buddhist
concept of a body which is bound to decay and die in the end.74 This is exactly how the
story of the Vermilion Pearl Plant and Daiyu is the deconstruction of this motif.
Because most folktales simply represent the idea of desire fulfilment, while Honglou
meng goes a step further, to depict how this desire lasts a lifetime in a realistic way:
how it grows, how it gets smothered, how it suffers, and how it dies out, as we see in
the main body of the novel. Therefore, while the Attendant Divine Luminescent’s
decision to experience human life was made “on the spur of the moment”, the
Vermilion Pearl Plant had to be there with him, going through all the physical and
mental agony day and night. Ironically, the seemingly poetic and romantic design of
repaying “water” with a “lifetime of tears” turns into a painful allegory of Daiyu’s bodily
experience in the human world: the experience of enduring temporal succession,

under the shadow of a prophetic death. A critic of the Qing dynasty remarks, “if the

74 The Daoist concept is perhaps best summed up in the famous line in chapter thirteen of Dao De Jing

JE @4 “What does it mean: ‘Esteen your body with great worries’? The reason why I have great worries,
is that I have a body. If I did not have a body, what worry would I have” (BEFfIdBE KEE, AEF 5,

®REES, EH{JE). In Dao De Jing, trans. Moeller, Hans-Georg (Chicago: Open Court, 2007), 33.
For Buddhist concept, see chapter two of the Vimalakirti Sutra 4 EEsE e &% “It is false, being fated to

be broken and destroyed, in spite of being anointed and massaged. It is afflicted by the four hundred

and four diseases. It is like an ancient well, constantly overwhelmed by old age. Its duratoin is never
certain—certain only is its end in death” (R & £ EA. BERLUFEXRBRULFER. =3 AKE—RE.
EBUNMEHAEZME, E5EEAEES). In The Holy Teaching of Vimalakirti: A Mahayana

Scripture, trans. Thurman, R.A.F. (Motilal Banarsidass, 1991), 22.
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tears are not repaid for one day, Daiyu will still be there. But if the tears are out, Daiyu
will be dead” CR—BARE, BEE#E. RIREM, BEIFYUR).7

The allegorical plot might shed some light on Daiyu’s bodily deficiency in the realistic
framework. Although Daiyu’s being sick is a prominent concern throughout the novel,
it appears to be quite vague and even mysterious. Daiyu is born with a body sick from
an idiopathic disease and the readers are only told that she has a buzu zhi zheng /4~ &
Z fE( “deficiency of vital energy”) (HLM3:39; my translation) with only occasional
references to her weakness.”® On the other hand, a clearer diagnosis of her ailments
and a serious medical treatment and prescription are not made until shortly before her
death. (chap.83) This is quite unusual in Honglou meng which is a novel full of
encyclopaedic depictions of the pathology, folk remedies and methods of healthcare.””
The obscurity of Daiyu’s bodily condition, however, does not discourage many readers
from attempting to identify the definitive disease she had in the light of modern
medicine. Some scholars have even made aetiological interpretations, linking her

symptoms to tuberculosis and asthma.”® However, as is mentioned above, Daiyu’s

75 Yao Xie, “Honglou meng huiping” (4 # 2 ) [E % [Chapter Comment on Dream of the Red
Chamber], in Honglou meng ziliao huibian {4182 ) &8l &4 [Compilation of Material of Dream of
the Red Chamber] eds. Zhu Yixuan 4k—7% (Tianjin: Nankai daxue chubanshe, 1985), 643.

76 For example, When Lady Wang £ kX A inquiries about Daiyu’s cold after taking the doctor’s medicine,
Baoyu replied, “cousin Lin suffers from an inherited weakness and has such a delicate constitution that
she can’t stand the least little chill” (M &Kk N, FLRAEFTE, FFUERF—EERE). (DRM: 548;
HLM, 28: 375). Other members in the family also tend to make allowances for her, “knowing how
delicate and hypersensitive she was” (A ZEH 821555, ZEAE—LZFE/FE). (DRM: 910; HLM,45:605).
When the firecrackers were let off on the feast of Lanterns, Grandmother Jia holds her close as “she was
too delicate to stand much noise” (MMEEEZRFH, FAZERZE, BEFEEMAEEZESD). (DRM: 11215
HLM,54:745). Moreover, Baoyu cannot help feeling a tender affection toward her, whenever he sees
“how pitiably frail and ill” she looks. See chapter 29, 30, 32, 54.

77 See chapter 10 for example for the detailed description of Qin Keqing’s Z o] ] sickness.

78 Chen Cunren f1%{= and Song Qi 5RiH, Honglou meng renwu yi shi kao 41852 A\ #E =% [A Study
on the medical issues of the characters in Dream of the Red Chamber] (Guilin: Guangxi shifan daxue

chubanshe, 2006), 163.
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inborn bodily burden is a form of debt from the previous life as a part of the fictive
design, therefore is far from merely genetic or incidental. And the metaphorical
significance of her pathological conditions would be better understood in relation to
the mythical scheme. In this manner, Daiyu’s recounting of her own sickness at the
beginning of the novel becomes important. On the day she arrived at the Jia mansion,

she recalls an odd anecdote from when she was only three:

BEE: "RAKENL, RERRIEE ZSBRE, FTSORBEARE B
AR, B—FHR=REEF, BERRT —EREEME, RBEACREER, RXEFEZFE.
X BEAEM, RRMOR—EOREEFNT . ERFE, BRIFLLNEETHR
RE, BRXEZI, NEIMBEZAN, —HBAR, TUFERT ., FREE R
BEAEZRBZALEM, WSEICASEER

“I've always been like this,” Daiyu said with a smile. “I've been taking medicine ever since I
was weaned. Many well-known doctors have examined me, but none of their prescriptions
was any use. The year I was three, I remember being told, a scabby monk came to our house
and wanted to take me away to be nun. My parents wouldn’t hear of it. The monk said, ‘If
you can’t bear to part with her she’ll probably never get well. The only other remedy is to
keep her from hearing weeping and from seeing any relatives apart from her father and
mother. That’s her only hope of having a quiet life.” No one paid any attention, of course,
so such crazy talk. Now I'm still taking ginseng pills.”

(HLM,3:39; DRM: 49)

According to Daiyu, she was born with a mysterious illness. The mystery is further
complicated by the appearance of an unidentified scabby-headed old monk. The monk
offered Daiyu a “treatment plan” and claimed that the only solution to her illness, other
than becoming a nun, was to remove two things: the sound of weeping and contact
with any person other than her parents. His words were regarded as nonsense and the
ravings of a crazy monk and were summarily dismissed by her family: they did not
believe her recovery could be reliant on avoiding emotional attachment and social
relations. However, considering the crucial role the old monk, along with a lame Taoist,

performed throughout the novel, his prescribed cure may not have been as ridiculous
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as it appeared. According to Zhiyanzhai, possessing an air of detachment from the
“worldly drama”, the two are adopted by the author in a transcendental role to issue
certain warnings to other characters in the story.7 The monk’s “diagnosis” to Daiyu
indicates that, the “illness” she was born with is not a usual malady able to be cured by
normal medicine, but a temporal quality inscribed on her body by her fate. The more
Daiyu develops emotional attachments and engages socially, the more her body will
decline and the shorter of her lifetime will be. Daiyu’s failure to follow his remedy is
what led to her worldly life and bodily condition developing in opposite directions to

each other.

It is therefore not far-fetched to associate Daiyu’s unusual sickness to the “debt of tears”
from her previous life. According to the mythical arrangement, shedding tears requires
a bodily form and this bodily form had to be borne day in and day out until the debt
was paid. Moreover, just as the monk predicted, once she begins to form emotional
attachments, which is the karmic procedure of repaying her debt, Daiyu is destined to
die and inevitably, the final payment leads to the final destruction of her body. In this

sense, Daiyu’s sick body is both an enduring body and a doomed body.

79 Zhiyanzhai remarks, “the whole (narrative) employs the scabby-headed monk and the lame Taoist to
enlighten the beings of bodily form in the world of enchantment” (GBEp R {EEE1E. BiE — ABLRRXRIE
418 HEE Z Ath) (ZP,3; 63,Jiaxu manuscript; my translation) Qing critic Wang Xilian F % E& (1805-
1877) also proposes that Zhen Shiyin, along with Jia Yucun, Mangmang dashi 535K+, Kongkong
daoren Z=ZiE A, Jinghuan xianzi Z4]li¥ etc, are all characters who are “created without any
foundation” (pingkong zhuan chu J£Z=# 1), with the intention to “narrate a splendour and a fading”
(xu shu sheng shuai A E%%%) and to “warn (people) off an obsession and an addiction” (jing xing chi
mi ZEEEEK). See Wang Xilian, “Honglou meng zongping” {4I12%) #2:¥ [An Overall Comment on
Dream of the Red Chamber], in Honglou meng ziliao huibian {4122 ) &¥|E 4 [Compilation of

Material of Dream of the Red Chamber] eds. Zhu Yixuan 4k—Z% (Tianjin: Nankai daxue chubanshe,

1985), 538.
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In preceding passages, I have attempted to describe two inherent qualities related to
the sense of time Daiyu’s sick body possesses, namely, endurance and mortality. In the
two following sections, I will look at how her sick body, with a strong implication of

time, could affect and foster a complex sense of self.

1.2 Incense Clock: An Enduring Self

“FUCBBESEE
“Year by year my heart consumes away”

(HLM,22:304; SS1:449)

In chapter 22, several days after the glorious visit of Baoyu’s elder sister, the Imperial
Concubine, to the Jia family during Spring Lantern Festival, Grandmother Jia holds a
small lantern-riddle party with her grandchildren. Daiyu, alone with the other girls,

makes up a riddle, writes it down on a slip of paper and sticks it on a lantern-screen:

HEREWHE FEXBHEES.

RENABAR AREEFLR.

EEHEEEE, FUCBBEEE.

KRERREER RWRBEEE. —T—BY

At court levée my smoke is in your sleeve:

Music and beds to other sorts I leave.

With me, at dawn you need no watchman’s cry,

At night no maid to renew a supply.

My head burns through the night and through the day,
And year by year my heart consumes away.

Gradually elapsed time I would have you spare:

Be it windy, rainy, cloudy or sunny, I allow all the changes.

——A useful object.
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(SS1:449; modified)8©

This riddle was not so difficult to people at the time and Jia Zheng, Baoyu’s father,
solves it immediately, “that must be an incense clock”.8! In ancient China, an incense
clock is calibrated to known burning rates and therefore could tell the time accordingly.
The first two verses suggest the situations when the incense clock should and should
not to be used: it is not for a musical ritual, nor to supply a fragrant smoke, but for
telling the time at dawn and at night. The third verse describes the way an incense stick
clock works: it is ignited from the head (top) and then glows to the heart (core).82 Then
the last verse indicates that no matter how fast time flies, the incense clock will remain

the same, witnessing all the movements and changes.

However, just like the title of this chapter indicates,83 all the riddles made by girls in
the household are somehow unconsciously foretelling their destiny, as we see later in
the novel. Therefore, the superficial interpretation of Daiyu’s riddle cannot unlock its
true meaning. The object which the riddle describes, along with the rhetoric Daiyu uses
in her verses, actually carries a profound connotation of her condition of life: a life of

continually enduring the passage of time.

80 See Cao Xueqin, Gao’E, Chengjia ben Honglou meng f2E K 4T#2% [Dream of the Red Chamber: the

Chengjia Edition] (Beijing: Shumu wenxian chubanshe, 1992), 593. The riddle is regarded to be made
by Baochai in most of the Rouge version, but Cheng-Gao versions tend to take this as Daiyu’s work. My
study follows Cheng-Gao versions, as my hypothesis regarding Daiyu’s personal experience of suffering
coincides with the temporal implication in the riddle.

8t An incense clock was a popular timekeeping device in ancient China, See Wikipedia

https://en.wikipedia.org/wiki/Incense clock The clocks’ bodies are effectively specialized censers that

hold incense sticks or powdered incense that have been manufactured and calibrated to a known rate
of combustion, used to measure minutes, hours, or days.

82 The chinese word /{» for “heart” has exactly the same pronunciation as ifx for “core”.

83 The title of this chapter is “Jia Zheng sees portents of doom in lantern-riddles Grieve Jia Zheng with
their ill omens” (8485 B BUE#5E). (DRM: 4; HLM,22:305)
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In the third verse, Daiyu makes the incense clock a “sentient being”84with bodily
sensations, which become special faculties by which to perceive time: it has a “head”
to be burned, and a “heart” to be consumed.85 The riddle not only represents time by
“successive moments and multiple changes”, but most importantly, by “something
which endures within succession and changes.”86 In this way, the phenomenon of a
device measuring intervals of time technically transfers into an experience of the
continuous flow of temporality, or what Henri Bergson called “duration”. 87
Considering how throughout the novel Daiyu’s bodily condition is designed in parallel
with the changes of the seasons,88 and how she has been continuously perplexed by
her deteriorating body over time—whether her sick body in daytime prevents her from
having a healthy appetite,8 or at night deprives her of good sleep9° — it is not
unreasonable to believe the burning incense stick clock could be interpreted as the

embodiment of Daiyu’s enduring self. Moreover, this allegorical image also resonates

84 This is a term borrowed from Buddhism (Sattva; youqing/zhongsheng; F &/ 4). For the detailed

definition in the Buddhist context, see Buswell, R., & Lopez, D, The Princeton Dictionary of Buddhism
(Princeton: Princeton University Press, 2014), 787.

85Moreover, the image of a burning incense which keeps moving towards the end (future), leaving ashes
(memory) behind in a way is similar to the image of “two spools”, created by Bergson to symbolise
“duration”. See Henri Bergson, The Creative Mind: An Introduction to Metaphysics, trans. Mabelle L.
Andison, (New York: The Citadel Press, 1992), 164-65.

86 Hans Meyerhoff, Time in literature (Berkeley: University of California Press, 1955), 14-15.

87 The notion of “duration” was firstly introduced in his essay, see Henri. Bergson, Time and Free Will:
An Essay on the Immediate Data of Consciousness (London: Routledge, 2013), 104.

88 For example, in chapter 45, the novel mentions that Daiyu suffers from a recurrence of her inherited
sickness following the spring and autumn equinoxes. (HLM, 45:605)

89 For example, in chapter 35, the novel mentions that “no one thought anything of Daiyu’s absence as
she never ate more than one meal out of two” (MEEBRNEH#R, FETIEFERFIZHE, RALAZE
& 7). (DRM: 696; HLM, 35: 466) And in chapter 49, Baochai explains why Daiyu cannot eat the meat

of deer to her cousin, “cousin Daiyu’s so delicate, it would give her indigestion. If it weren’t for that,
she’d like some too” (YR#MIAIEES, 1z 7 AEHL, AAMENZ).(DRM: 1000; HLM, 49: 665)

90 In chapter 76, Daiyu talks about her sleeplessness herself, “I've had insomnia a long time now. In a
whole year I probably have only ten nights of good sleep” (FiiEEARE M ESH, KN—F>h, B

b ReFE+ROmERY). (DRM: 1666; HLM, 76:1072)
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with the karmic burden from her previous life: Daiyu has to bear the body as a burden,

day and night in the world of mortals.

A prominent aspect of her body related to temporal succession is her perpetual
shedding of tears. Throughout the novel, Daiyu has been depicted as forever crying
over meaningless things. This tendency even wins her the pen name within the poetry
club in the household of xiaoxiang feizi jE# i F(“River Queen”) after the Queens of
the Emperor Shun, whose abundant tears became the spots on bamboo branches
according to the legend.(chap.37) However, the reader should not forget how, in the
mythical plot, the Vermilion Pearl Plant is supposed to pay her debt of water with a
lifetime of tears. Read in this sense, this preoccupation of Daiyu is by no means merely
a trait of her character but is a part of the temporal construction in the worldly
framework corresponding to the framing narrative. The process of shedding tears is
actually the process of clearing her karmic debt, which in turn is the process of
approaching the end of her earthly life. This could also explain why at the exact
moment she is filled with “the ferment of excitement” after receiving Baoyu’s
handkerchiefs in secret, the poems she writes are all about her gloomy tears, whether

they are wiped on sleeves or pillows or shed on the bamboo:

REERRTE, BB AR
RIBEEHSHE, HAFSAEE!

WIRRERfE, ERECEBE,
L wEERs, (EMhIR PN,

FAREWE L3k, MIIEICRN,
BRIAE TN, THERELE?

Vain are all these idle tears,
Tears shed secretly---for whom?

Your kind gift of a foot of gauze
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Only deepens my gloom.

By stealth I shed pearly tears,
Idle tears the livelong day;
Hard to wipe them from sleeve and pillow,

Then suffer the stains to stay.

No silk thread can string these pearls;

Dim now the tear-stains of the Naiad bygone years;

A thousand bamboos grow before my window---

Is each dappled and stained with tears?
(HLM,34:457; DRM,680; modified)

By the same token, a dialogue between Daiyu and Baoyu later on referring to her
drying her eyes is also revealing. In the middle part of the novel, Baoyu expresses his
concern over her sickness and her getting thinner and complains about her tendency
to work herself up until having a good cry. Daiyu answers while wiping her tears: “I've
been feeling sick at heart, but I don’ t seem to cry as much as before. Though my heart
aches, I haven’t many tears to shed” GERIFERE L, RRAMRILESE D TEH,
EZREME, IRIRAIAZ). She appears to sense a gradual change that the passing of
time is applying to her body. The explanation is so unreasonable that Baoyu objects
immediately, “how can anyone’s tears dry up” ( S HRR =/ 9)? (DRM,994;
HLM,49:660) However, what Baoyu does not know is that his “debtor” from a previous

life, is for him enduring a temporally defined process within her body.

Correspondingly, there is always a portrayal of an enduring self in her lyrical
expression. From spring( “a girl in her chamber mourns the passing of spring, no relief
from anxiety her poor heart knows” B« 2 [8&E, & mAERR) (HLM,27:370;
DRM:539) to autumn ( “the maid's weeping in autumn chamber never ends” Fk 2%

HER) (HLM,37: 494; DRM:735), from daytime (“awake, to whom can I describe my
grief, the infinite melancholy of cold mist and withered grass” E2RFH4s8[EzERR, TE
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F(EERE)(HLM,38:515; DRM:767) to dusk (“Silently, shyly, with never a word of

complaint, she reclines in the autumn breeze as night has descended” &z 2k 2 [E:H

3, BEAEREKEE), (HLM,37:494; DRM:735; modified) Daiyu’s poems represent a
sense of continuity by recording the tiniest succession and change in her everyday
experience. Amount them, the best example to represent this sense is her poem

“Autumn Window: A Night of Wind and Rain”:

ISR ER, BB R
EBUNERAE, EEANBER
BhRKE R SR TR | A BB 4%
RENBEARER, BRKFZRE.
RIBIEEIIEE, ERRIRBIRES.
AERUBTERN? FEKEENE’
BXAEMES], BREERTR.
EEIRIKIERERE, (&R AFREA L.
RIE N EH# iR, RITERHE.
FHEWERK, EZREBOER.

Sad the autumn flowers, sear the autumn grass,
Autumn lamp flicker through the long autumn night;
Unendurably desolate by the autumn window,

In the wind and rain autumn seems infinite.

The wind and rain speed autumn on its way,
By the window shattering her autumn dream;
And the girl with autumn in her heart cannot sleep

But trims the candle by her autumn screen.

Guttering on its stick, the candle sheds tears of wax,
Evoking the grief of separation, its pain,
As through each autumn courtyard gusts the wind

And on each autumn window beats the rain.
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The autumn wind, through silken quilts strikes chill,
Her water-clock the autumn rains spurs on.
All night the pelting rain and soughing wind

Accompany her tears for one now gone.

Chill mist enwraps the court in loneliness,
Bamboos drip by the lattice without pause;

None can tell when the wind and rain will cease,
But already tears have soaked her window’s gauze.
(HLM,45:609; DRM:914-15)

On an autumn night, finding it is beginning to rain with persistent dripping on her
bamboos, Daiyu was touched and “inevitably drawn to give an outlet to her feelings in
composition”. On a first reading, this poem depicts a typical scene when the cold wind
and rustling rain are subjects for traditional topos on the lament for autumn. However,
more importantly, this poem documents how an enduring self has been through a
period of autumn rain: beginning with the “the wind and rain speed autumn on its way”
and ending in “already tears have soaked her window’s gauze”. During the process, a
gradual transition of the sound of rain (from the water-clock-like pounding to the
persistent drip) indicates that time has passed. This transition is observed by the
lyrical subject with an autumn-like body, who is not only a subject startled from her
“autumn dream” at one point, but who has been watching the candle and listening to
the “pelting rain and soughing wind” “all night”. Moreover, this is not a subject who
simply observes the process as an outsider, but a subject who is sensing the tiniest
nuance through her sensations: the sight of withered flowers and leaves, the flickering
candle, and the sounds from the wind and rain together “evoking the grief of
separation, its pain”. Perhaps this quality of continuity in her poem will be more
evident if compared with a poem Baoyu writes earlier with a similar title as one of the

“four garden nights poems”:

MRENE
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BRETERBIEREE, ERRICRELY.

BHANRERE, HIAEERER.

B EFER, FRARERE.

BERARREE, TEEBRTR.

Autumn

The red pavilion scented with rue is hushed,

Moonlight floods the gauze dyed with madder;

Crows asleep by the well are wet with dew from the plane trees,
And storks roost on mossy boulders,

A maid spreads the gold-phoenix quilt,

The girl coming back from the balcony drops her trinkets;
Sleepless at night and thirsty after wine

I relight the incense and call for fresh tea.
(HLM,23:313; DRM451-52)

While the differences between the two poems are quite obvious in terms of mood and
setting, the representations of the experience of time are even more distinctive. If
Daiyu’s poem describes a sense of continuous flow with a susceptible self, then Baoyu’s
poem converts this continuous flow into spatialized images, with a completely
disinterested observer. These “separate, disparate and unrelated”9! images like “red
pavilion”, “crows asleep”, “roosting storks”, “the maid with the gold-phoenix quilt” and

“the girl with dropped trinkets” together create an almost motionless picture of an

autumn night.

Moreover, Daiyu’s subjective expression of the physical and mental consumption of an
enduring self could find its exhaustive exhibition in the paragraph of her experience of
sleeplessness. In the latter part of the novel, after awakening from a terrible nightmare
in which Baoyu killed himself to prove his love for her, Daiyu is unable to go back to

sleep. The novel depicts how she has been tossing and turning all night:

9t Hans Meyerhoff, Time in literature (Berkeley: University of California Press, 1955), 15.

47



BEX—H5 ARRE—5HES. REEZER, O LEZH MBRLEKRE BE
Hir, BEKA....XRT—E, BEMBOL T —EREF, FLIEEkR, EHIERERT
HWERBFTHE, XMTx, BIkEX MBEESE. REGINEMNER, XREZE,
XEWE, XET7T—2F, XESRENUITER, ARLBRCENEESE, BREAZ
2. ACHFERER, BEWLT—g. EREREFE—EREKR REEXEEE,
EXHT. EEEREES, BEMREAMBELZORERZNER, BECDE, wER~E,
MBE LA, RERET, BEEEFIEK.

Daiyu turned over in her bed. So it had all been a nightmare. But she could feel her throat
choking, her heart was still pounding, the top of her pillow had been drenched in sweat,
and a tingly, icy sensation ran down her back and chilled her to the core....She began to
weep, and tiny beads of sweat broke out down the length of her body. Finally she struggled
up, took off her outer robe and told Nightingale to make the bed. She lay down again, and
began turning restlessly from side to side, unable to get to sleep. She could hear the gentle
sighing of the wind outside her window- or was it the drizzle falling softly on the roof? She
paused for a moment, then the sound died away and she thought she could hear someone
calling in the distance. But it was only Nightingale, who had already fallen asleep and was
snoring in a corner of the room. With a great effort, Daiyu struggled out of bed, wrapped
the quilt around her and sat up for a while. An icy draught from a crack in the casement
soon sent her shivering back under the covers again. She was just beginning to doze off
when the Sparrows struck up their dawn-chorus from their nests in the bamboos. First light

was gradually beginning to show through the shutters and paper window-panes.”
(HLM,82:1162; SS4:65-6; modified)

The depiction of the nightmare in the previous paragraph has been regarded as the

most remarkable exploration of the subconscious mind in traditional Chinese novel

writing.92 This narrative of “post-nightmare” experience, I argue, with its disturbing

realism, is equally important in terms of constructing the protagonist’s temporal

experience. In the darkness of night, Daiyu was nothing but senses. Having been

completely released from the functions of acting and thinking, Daiyu’s body was only

there to move and feel. She turned over, she wept, she sweated, she struggled up, she

92 Hsia, C.T., The Classic Chinese Novel: A Critical Introduction. (Hong Kong: The Chinese University

of Hong Kong Press, 2016), 251.
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lay down, and she turned from side to side. She could feel her “throat” choking, her
“heart” pounding and her “back” and “core” which had been left with a tingly icy
sensation. Moreover, her movements and sensations are depicted as a temporal
succession: at the beginning, her heart “was still” pounding when she found her pillow
“had been” drenched. Then after weeping and sweating, she lay down and turned over
“again”. On hearing a sound “she paused for a moment” and “then” the sound died
away. She then sat up “for a while” and then lay down again. Finally, she “was just
beginning to” doze off “when” she heard the sparrows’ dawn-chorus and saw the first
light “was gradually beginning to” come through the window. By removing other
experience related to spatial motion, temporal experience becomes most prominent.
Time in a way takes on flesh and becomes visible and appreciable in this fictional
experience. By making subjective sensations a successive changing pattern, the
narrative enables time to be perceivable. And Daiyu’s bodily feelings becomes faculties
to sense the experience of time. In this sense, just as the riddle at the beginning of this
section indicates, Daiyu’s tossing body turns into burning incense, enduring over the

passage of time.

1.3 Fallen Flower: A Doomed Self

‘R MRETEE

“Divine how soon or late my body shall die?”

(HLM,27:371; my translation)

If one experience that Daiyu has to have to be in the human world is to endure the
“passage of time”, then another equally important aspect is the experience of
imagining the “ending of time”. Death is imagined as “a terminal event” which she

must attend in her effort to “locate experiencing in time”.93 And, if Daiyu’s sense of self

93 Frederick J. Hoffman, Mortal No: Death and the Modern Imagination (Princeton: Princeton

University Press, 1954), 429.
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is presented almost in a spontaneous manner within the duration, it witnesses its most
serious crisis when the prospect of death is brought in. This crisis of Daiyu’s sense of
self is constructed chronologically as a trackable process: first her mind is awakened,
then she struggles to find an answer, and finally she seems to adopt the idea that once
she refused. This crisis deriving from the “ending” further complicates the portrayal of

Daiyu’s sense of self and runs throughout her life.

The awakening of the crisis happens in a mimetic context. One day on her way back
after burying flowers with Baoyu in the garden, Daiyu happens to hear a song from the
romantic tragicomedy play Mudan ting %t #+= (The Peony Pavilion) sung by their
home-raised actresses. The song depicts how the young heroine Du Liniang £ EE{R is

sighing for the swift passing of youth and beauty after a tour in a wasted garden:

“RARFEIGALRE, NSREBTHEETHRE. "THKEXRT, b+ Rkifass, EiEE
HREARE.... R RIRNERE, BUKRE..... THMEREETIEME, NEOEmE. X5
B REMEBERN S, RENENm, by AME E-BSLERUFALE AE
“IERE, PKRE/NEFREK. ZXEENERTAFREKRIEHMERS 4,
BXEAPERKEREEESD, REAB ZH, XFEGEFMR (FEREL) PHEKR
AT, BIREBRE A, #—RREXR, RRE—ER. (FENE, FB0EWE, RAPER,
“What a riot of brilliant purple and tender crimson,

Among the ruined wells and crumbling walls.”

Strangely touched by this, she stopped to listen....

“For you are as fair as a flower

And youth is slipping away like flowing water.”

Daiyu’s heart missed a beat. And the next line

“Alone you sit in your secluded chamber”

Affected her so much that she sank down on a rock to ponder the words.

“For you are as fair as a flower

And youth is slipping away like flowing water.”

They reminded her of a line in an old poem:

“Water flows and flowers fall, knowing no pity...”

And the lines from another poem:
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“Spring departs with the flowing water and fallen blossom,

Far, far away as heaven from the world of men.”

She compared this with the lines she had just read in The Western Chamber:

“Flowers falls, the water flows red,

A thousand kinds of grief...”

As she brooded over the meaning of all these verses, her heart ached and tears coursed
down her cheeks.

(HLM, 23:316-17; DRM: 458-59, modified)

Zhiyanzhai makes a comment on this scene, “first with the prose of “‘West Chamber’,
then the drama of ‘the Peony Pavilion™, combined with lyric poems of feelings and
scenes which are enough tear out her soul and spirit, (the author) is just eager to plant
the root cause of Daiyu’s sickness after all.”94 Here Zhiyanzhai reminds us that this
occasion could be the origin of Daiyu’s later problem. However, what exactly is this
“sickness” and how could a few snatches of the arias have such a dramatic impact on
her? Those readers recalling the previous scene when Baoyu was deeply moved by a
verse “naked and empty-handed through the world to roam with no care” (FR{§f&3K %
#Z#) (HLM, 22:297; my translation) from another Buddhist-themed opera will at
once notice the distinction of Daiyu’s responses. In the former case, Daiyu cannot help
feeling “amused” and views Baoyu’s “enlightenment” only as “a joke”. (HLM,22:298)
But on this occasion, these lines not only render Daiyu’s legs numb and cause her body

to collapse, but also her “heart” is moved and torturous.

This moment when Daiyu overhears lines from the dramas and get moved could be
seen as a form of “enlightenment through love” (yi ging wu dao [A1&&i&). The widely
accepted character in the novel that got enlightened through love is Baoyu. When
discussing the issue, Wai-yee Li argues that Baoyu’s love “rests on a certain

nondifferentiation of self and other” which could be seen as “the spontaneity and acute

BTN (GEL) X, BN (HA=) #, MUEBEREREMESE, ARANCERERRD

(ZP,23: 435, Gengchen manuscript; my translation)
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sensitivity of a lyrical consciousness that cannot see the boundary between self and
other”.95 For Daiyu, the love that may bring her enlightenment has to be related to her

own personal concerns, namely, the immortality and transience of her own life.

Anthony Yu observes that one apparent reason that Daiyu is so moved by the dramatic
texts here lies “not only most forceful in their glorification of heterosexual love, but
also most daring in their portraits of young women living through their own sexual
awakening”.9¢ Just like Zhiyianzhai’s note on the side pointing out, “warning a ‘maiden
of emotion’ with the lyrics of another ‘maiden of emotion’™ ({&/]NB# 15/ 4H 55 il £
Z, AR ERR). (ZP,23: 425, Gengchen manuscript; my translation) Only this mimetic
context full of “emotion” of fictional heroines Du Liniang and Cui Yingying is able to
arouse the sense of self which she was unaware of before. Another aspect which is even
more significant lies in the temporal experience related to the emotion. Viewing
human emotion as vanity and nothingness, the essence of the Buddhist verse is all
about getting rid of normal concerns—the desire to attain good things and to avoid bad
things97 —and to develop “a mind of renunciation, freed from attachment to temporal,
worldly things.”98 By contrast, the verses which touch Daiyu in this scene all express
the emotion stirred by a prospective ending of beautiful things, the flowers, the maiden
and the spring, that a Zen master should deny. This “terror of impermanence” not only

comes from her anticipating the “short-lived prosperity and impending doom of the

95 Wai-yee Li, Enchantment and Disenchantment: Love and Illusion in Chinese Literature (Princeton
University Press, 1993), 220.

96 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red Chamber
(Princeton: Princeton University Press, 1997), 207.

97 For example, the idea of “eight world concerns” (the preoccupation with gain and loss, pleasure and
pain, praise and blame, and fame and disgrace) are regarded as the criteria to distinguish “foolish”
ordinary people and wiser people who practice Buddhism. See Buswell, R., & Lopez, D, The Princeton
Dictionary of Buddhism (Princeton: Princeton University Press, 2014), 72.

98 Susan J. Stabile, Growing in Love and Wisdom: Tibetan Buddhist Sources for Christian Meditation

(Oxford: Oxford University Press, 2012), 181.
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Jia household”,99 but also her own fated decaying just like the garden. It is “because
of” the existence of the “flowerlike fair”, that the “flipping youth” becomes unbearable.
This plot marks the awakening of Daiyu’s sense of self, because since then, “the
prospect of death thus enters, as an integral and ineradicable part” o into her
experience and a “flowerlike”, doomed image starts to emerge. In this sense, what
Zhiyanzhai means by a beginning of Daiyu’s “sickness” may not only refer to a sickness

of body, but a sickness of “heart”.101

This crisis of self-identity then sees its strongest outburst in the Flower Burial Song
she composes, a query about the fate of the flower as well as herself, shortly after the
mimetic situation. On the day of the festival of Grain in Ear, when other girls are
gathering together enjoying themselves in the garden, Daiyu goes to her flower-grave
alone and recites a song she writes, while weeping over the fallen flowers. The first half
of the song recalls the flower-burial experience just before overhearing the song from
the drama: how the mourning girl comes out of her boudoir to see a scene of the late

spring:

WistmE BT IE, TEMRRRER.
HFBAFREAE, HERTMEHR’
“REHESMN, REHEFARERE!
FRETE IR K, AP BAEXREEMIE.
—FE=EXTH, AEJBERBEEE,
PRYESTITRE RNy, —FIRREBH.
Willows and elms, fresh and verdant,

Care not if peach and plum blossom drift away;

Next year the peach and plum will bloom again,

99 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red Chamber
(Princeton: Princeton University Press, 1997), 208.
100 Hans Meyerhoff, Time in literature (Berkeley: University of California Press, 1955), 66.

101A sickness of heart can also be understood as a term /(»j% referring to mental anxiety and anguish.
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But which of your companions will remain?

By the third month the scented nests are built,
But the swallow on the beam are heartless all;
Next year, though once again you may peck the buds,

From the beam of an empty room your nest will fall.

Each year for three hundred and sixty days
The cutting wind and biting frost contend.
How long can beauty flower fresh and fair?
In a single day wind can whirl it to its end.
(HLM,27:370; DRM:539-40; modified)

After making several disturbing inquiries: how long can a fresh flower last and who
will pity the fallen flowers, she then begins to “accuse” the “thoughtless” willows and
elms for they “care not if peach and plum blossom drift away” and the “heartless”
swallows for they will peck the buds as usual, regardless of the disappeared girl, the
empty room and the falling nest. Since none of these creatures are able to feel,
appreciate, or pity the fallen flowers like her, it actually expresses the anger and shock
when she is exposed to a venerable paradox that “only the person of
consciousness\feelings (you ging ren H§.A)...can best discern the indifference of
time, its refusal to accommodate the human longing for stability and
changelessness”.102 Then in the latter part of the poem, all the anger and shock find

their real root:

BRETASR, BAERIIREE.
REHE, WREER?

AEHRREES, —HFFLEER.
BAERKIBEE, MT5ERRE.
BMORERKE, R MREFIEE?

102 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red
Chamber (Princeton: Princeton University Press, 1997), 208.

54



ROFBARAE, MERRMISHE’
ABEBBRRIE, EIALZEZILR.
—EAERAEE, WEATWMAH!

I long to take wing and fly

With the flowers to earth’s uttermost bound;

And yet at earth’s uttermost bound

Where can a fragrant burial mound be found?

Better shroud the fair petals in silk
And bury the grace with clean soil;
For pure you came pure shall go,

Not sinking into some foul ditch or mire.

Now you are dead I come to bury you;
Divine how soon or late my body shall die?
Men laugh at my folly in burying fallen flowers,

But who will bury me when dead I lie?

See when the spring draws to a close and flowers fall,
This is the season when beauty must ebb and fade;

The day that spring goes and beauty fades

Dead Maiden and fallen flowers will both be insentient.

(HLM,27:370-71; DRM: p540-43; modified)

The lyrical subject’s level of self-consciousness reaches its climax when the personal
pronoun “I” suddenly appears at this part.103 It exposes that all the unreasonable
agony and anger are actually the exhibition of her painful confusion over her fortune:
will she herself, the “flowerlike fair”, will suffer from the same destructive force of time?

As she illustrates “beauty” by analogy with “spring”, and “maiden” with “flowers” in

103 The point of view in the song is rather vague in the original text. See Zhang Junping sk E 3£, “lun
fanyi zhong yupian shijiao de zhuanhuan: cong zanghuayin yingyi tanqi” :a#H:E T :EE R AHER: ¢

(EIEM ) TEZEZGE [On the Transformation of Perspectives in Translation: starting from the English
translation of the Flower Burial Song] Xian waiguoyu xueyuan xuebao 1% 5 HEE fR 2 5R 2005, no.

2: 67-71.
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the lines, she is actually seeking herself a clean grave when she inquires: “Where can a
fragrant burial mound be found” for dead flowers. In the same way, it would be natural
to perceive that she is burying an imagined dead body of herself, when she is burying
the fallen petals. Finally, when she cries out “divine how soon or late my body shall die”
and “who will bury me when dead I lie”, it is crystal clear that her sense of self, which

is haunted by the prospect of death, is the paramount preoccupation of the song.

Furthermore, it is revealing to take a look at Baoyu’s view on the prospect of death as
well. As a zhi ji Z1C “true friend who understands” (HLM, 32:434; my translation) of
Daiyu, Baoyu also talks about his idea of “a glorious death” with his principal maid

Aroma:

EEaFRUL A REEN, ZIERULER, BIRF7E, ERHIET. BESARFIRTHNRIRR
A, BBRNEEFER, XHMBBREADNUFEZE, BRLT, BLBAERLER
A BERBIENERT .

In my own case, if I have any luck I should die now with all of you around me; still better if
your tears for me were to become a great stream and float my corpse away to some quite
spot deserted even by crows or any other birds, to vanish with the wind, never again to be

born as a human being. That’s how I should like to die.
(HLM, 36: 506; DRM: 717)

Providing both of them with an imaginative framework to acknowledge and express
themselves, the prospect of death outlines rather different implications in terms of
their sense of self. Baoyu’s prospect of death is located on an aesthetic scene where all
the pretty girls are there crying over his body. His sense of self, therefore, is built on a
spatialized experience of being grieved, recognized, appreciated by his “appreciative

audience of females”.104 While sharing an abnormal fear of dirt or contamination (“for

104 Martin W. Huang, Desire and fictional narrative in late imperial China (Cambridge, Mass.; London:
Harvard University Asia Center, 2001), 278. To read more about this aspect of Baoyu’s self-indulgence,

see chapter ten of the book: “Qing and the Reluctance to Grow up in Hong Lou Meng”.
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pure you came pure shall go, not sinking into some foul ditch or mire”), Daiyu’s sense
of self in parallel with fading flowers, is largely defined by the temporalized experience
of changes and its movement towards death. (“see when the spring draws to a close
and flowers fall, this is the season when beauty must ebb and fade”). Then a
paradoxical plight appears in the last line when death renders both the maiden and
fallen flowers “insentient”:105 It is the prospect of death that evokes her sense of self,

but it is death itself that will eventually eliminate it.

Being totally different from the childish vows of the possibility of her death that she
makes when she is taunting Baoyu,°¢ this performance of the flower burial ritual can
be regarded as a simulated death experience for Daiyu when her crisis of self is
reaching its highest. From then on, the similar painfully queries about what will
happen to her body and self in the future are rarely heard from her. She seems to adopt
the idea that she is doomed and will suffer from the same fate as the fallen flowers.
The crisis turns then into a persistent anxiety with underlying effects on her thoughts,
experience and action. Soon afterwards, Daiyu happens to overhear Baoyu praising
her unreservedly in front of other people with affection and she realized Baoyu’s true
feeling for her. This was a precious acknowledgment that she has been longing for. But

at this delightful moment, Daiyu still worries it will not last:

WEREEMENR, REWN BEERRBMLE, BESEZE REEAMCS, B
TEREAT, RGtATRMC, RBERM!
I have recently been suffering from dizzy spells and I know that my illness is gradually

gaining a hold on me. Also, the doctor had warned that my deficiency in vital energy and

105 The term bu zhi A4 in the last line which I have chosen to translate as “be insentient” rather than
“be dead” or “(does not) care for” as David Hawkes and Yang have translated in their versions, carries
an implicit emphasis on the ability to sense, to feel and to experience.

106 We will talk about how Baoyu and Daiyu communicate with each other in detail in chapter two of the

thesis.
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blood might end in consumption. Even if I am your true love, I fear I may not able to wait
for you long. And what use that you are mine if I am fated to die?

(HLM, 32:434; my translation)

Here, unusually, Daiyu refers to terms from the doctor’s medical diagnosis: giruo
and xuekui, literally, deficient of vital energy and blood. But what should be noticed
here is not only what terms she applies, but how she applies the term: she is not only
understanding herself as one who suffers from certain kinds of malady temporarily,
but one who can feel the way illness is “gaining a hold” because she is “fated to die”. In
one word, her sense of self is more to be intertwined with the prospect of death than
specific physical symptoms. That’s also explain why when Baochai suggests inviting a
good doctor to come and examine her during their heart-to-heart talk, Daiyu simply
declines. She seems to fully anticipate and adopt her own fate as doomed by “Heaven”,

the mysterious substance of temporality:

BXE “AHPH. RAMERERRETEFNT. BRRKE RWFNEFREREER,
MO ... JtEFHw, EEER BWAZANTRN. SELTFERBXETLEMHN, 7
“It’s no use,” was Daiyu’s reply. ‘I have a hunch I shall never get over this. You know how
poorly I am at the best of times, let alone when I'm ill... ‘life and death are determined by
fate, rank and riches decreed by Heaven,” quoted Daiyu with a sigh. ‘It’s beyond the power
of man to alter fate. It seems to me my illness is worse this year.” This short speech had

been punctuated by several bouts of coughing.
(HLM,45:606; DRM:911)

In the middle of the novel, on the night of Baoyu’s birthday, girls in the prospect garden
feast to celebrate. They decide to draw lots using flower drawings instead of slips of
paper, in a board game while drinking wine. The lots are placed in the box, each lot
shows a drawing of a kind of flower with a poem and is accompanied by drinking rules.
When the order is given, one person makes a draw and drinks according to the rules.

The draw that Daiyu pulls out is a hibiscus flower with the motto “feng lu ging chou”
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JAZE (“Quiet and sad in wind and dew”) and the line “Blame not the East Wind

but lament yourself”(E 2% & & B % ). (DRM: 1336; modified; HLM, 63:872)

While others are cheering as Daiyu draws out the hibiscus that is compared to her, the
implication of the line is in a way neglected. The line Daiyu receives comes from a
famous poem on the tragic fate of Wang Zhaojun £ 3%, one of the Four Beauties of
ancient China, by the Song Dynasty poet Ouyang Xiu EX[#{& (1007-1072). The
previous line is “over the greatest beauties hangs the worst fate” (A28 AN £ 5&E ),
which was very likely to be known to most people at that time. The doom and gloom
prophecy expressed in the poem does not upset other girls as much as it does as Daiyu.
Rather, it seems to meet her anticipation or at least, not to displease her when she

“smiled too as she drank”. (DRM: 1336)

The readers should not forget that the term “ill-fated beauty” boming hongyan &5 4T
28 in this line has been brought up many times in Daiyu’s thoughts and writings
throughout the novel. Literally translated as “a thin life”, bo ming indicate a person’s
being “ill-fated”, often resulting in death. Hongyan means “beautiful face”, often
referring to a young and beautiful girl in most cases. There is an overwhelming regret
implied by this term that beautiful girls always have a tragic fate. The implications are
defined by three elements: “fate”, “death” and “beauty”. A primitive image of a short-
lived beauty, driven by mysterious force from fate and time, somehow shadows Daiyu
throughout all her life. Of course it is designed by the author in the first place, when
Daiyu, as one of those “amorous spirits who had not atoned for their sins” (J&;Z % %)
(HLM,1:9; DRM:9) becomes a human protagonist only to repay the karmic debt from
a previous life. However, throughout the novel, Daiyu, as an autonomous and wilful
protagonist, almost reinforces the tragic implications of “fate”, “death” and “beauty”

in her sense of self.
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Right after the feast night of drawing the flower lots, Daiyu writes an Ode to Five
Beauties (1131, which consists of five verses on five famous women in history. Apart
from Wang Zhaojun, there are Xi Shi Fg}g, Yu Ji Z4E, Lu Zhu 4% and Hongfu AT $#.
It seems that the prophecy she had read the other day has had a subtle impact on Daiyu,
so that she writes down her own ode to respond to it unconsciously, in which her first
two verses on Zhaojun: “A breath-taking beauty banished from the Han Palace—From
where old beautiful girls have a shared a sorry fate” (B4 [ AL 2=, AgEEG LS
[@) (DRM:1370; HLM, 64:892) is almost like a paraphrase of the one drawn out in the
lot. This action indicates how the idea of an ill-fated beauty from the lot could have an

underlying effect on her psychologically.

This encourages the reader to relate the idea to her self-pity and even her self-
destruction. Throughout the novel, Daiyu seems to positively look for ways of spoiling
her own body and making herself miserable. Xiangyun feels so confused over Daiyu’s
behaviour the she remarks when the two were admiring the moon on the Mid-Autumn
Festival night : “You are an intelligent (iming bai B§H) girl, why behaving like this to
torture yourself (zi ku %) ?” (HLM, 76:1061; my translation) All these comments
suggest that it is “herself” who should be, at least partly, responsible for her bodily and
mental suffering. In this sense, the prophecy written on the flower lot (“Blame not the
East Wind but lament yourself”) might be interpreted another way: her enduring and
doomed fate is not caused by the fictional design (East wind), but by her own will. And
the scene of her drawing lots by her own hand is of great symbolic meaning. This is a
scene where the fictional design and personal will converge: Daiyu is choosing a life to
live and a self to adopt, even this is a self of continual endurance, of being cursed to

death.

The same choice sees its representation in the song-lyric she writes on the catkins

when they resuscitated the poetry club in the latter part of the novel. At that time Daiyu
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has just witnessed a tragic death in the family which is very likely to have brought the

concern of into her mind: 107

MEEEN, FEHkFE, —BEEZRYEMR. FATNAGE, ZEE RER.
EALHY, RMEZOH! ESLERFTHER BFERRELE, BRE BEHE.
Pink petals fall in Hundred Flowers Islet,

By Swallow Tower their fragrance slowly fades;

Catkins following in clusters

Float off like ill-fated maids;

Vain their close attachment and beauty.

The willow too knows what it is to yearn;

In early prime her head turns white,

She laments her life but has no one to whom to turn.

The east wind to whom she is wedded no pity will show,

Leaving it to chance whether to stay or go.
(HLM, 70:971; DRM:2115; modified)

Even when writing a song-lyric on plants she cannot help connecting their fate to that
of people, to think about how catkins “float off like ill-fated maids” and how the
willow’s head “turns white” “in early prime”. She is reminded of her sense of a doomed
self whenever she finds something helpless and dependent. And Baoyu’s comments
on her poem on peach blossom earlier that day that Daiyu could write mournful lines

because she understands grief (Chapter 70), applies to this one as well. It would be

revealing to look at the way Baochai’s song-lyric on the same subject is expressed:

BEENERE RRALFHT. BEERMHEOY. LEHEHK SUEFE.
BRETHERY, EMIERED . BERKRER, FREREH, XBLEE
Dancing at ease in spring before white jade halls,

Swirling gracefully in the east wind.

While whirling all around me

107 Though the narrative does not describe Daiyu’s response to this incident directly, You erjie Jz —#H,

the concubine of Jia Lian, swallowed gold to commit suicide a little while ago.
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Are butterflies and bees.
I have never followed the flowing stream,
Why then should I abandon myself to the dust?
Constant to ten thousand boughs,
Whether together or parted I keep trust.
Do no jeer at youth as rootless,
But lend me strength, good wind,
To soar up to the azure sky at last.
(HLM, 70:972; DRM:2117; modified)

If the east wind appears to be a destructive force in Daiyu’s song, in contrast, it is a
beneficial strength in Baochai’s. Their different preoccupations are decided by their
different experience of lifetime. The novel describes Baochai as “being content with
her obligation and able to adapt herself to different occasions”. (HLM,8: 119; my
translation) In other words, Baochai seems to be resting in “what is happening at
present”. No matter what the circumstance is, the prospect is not in her mind at all. By
contrast, Daiyu tends to be concerned and anxious about the final ending of her fate,
which makes the transience of mortal beings prominent. In a word, Daiyu’s sense of

self has always been experienced in the framework of doom.

Daiyu’s attitude can find its subtlest representation in the plot of the kite-flying in
chapter 70. Just when the poetry club members were making comments on their song-
lyrics on the catkins, an unknown kite became entangled in the bamboo and made a
loud sound. The kite drove all the girls to the Prospect Garden, and they began to fly
kites together for fun. However, the plot of flying kites is not only a relaxing interlude
but may have a deeper implication. As Zhiyanzhai reminds us in his chapter comments,
“previously, the novel depicts lantern-riddles and the solving of them; there the novel

narrates kites and the flying of them. Actually, the two narratives are making the same
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crucial point”(F AU, RSB, WXRESE, HRAS, £ —HEHEH). 08 The
narrative of Daiyu’s flying kite is rather symbolic, especially for the fact that, releasing
a kite means getting rid of bad luck at the same time. After getting their kite, her
maiden flew it for a while until ‘the wind’s getting stronger”. She then passed it to

Daiyu, letting her mistress release it:

BXEN BFWBETF BT E RARRHNK, HBEFR BEAENZHET
—%, RE—EHAINE SREFRE. BERBERAKRK. KRABKE: “§AEBEF,
REFRE. "BEXE: “B—H, #EBE RAZAR. "FHE: “WALZENIE—% A
UXRMMER, REZZWNLE, BRERBREEHT T ERTFT . "EHKE: “FFIhIRE
BINRT o M—ERWEEF 2 SBAXOET . WIRAH, FEM. "HME @ASEFF
BEB—EFEF/NRE TR, BEFRTTHAE, BE—BRE K& “E—XERRRE
gEErET! 7

Daiyu wrapped a handkerchief round her hand and pulled. Sure enough, the wind was
blowing hard. She took the reel and paid out the cord. As the kites soared off, the reel
whirred and all of a sudden the whole cord had run out. Then she urged the rest to let their
kites drift away.

“we are all ready,” they said. “You start first.”

“Though it’s fun to let it go, I haven’t the heart to.” She replied with a smile.

“Kite-flying is just for fun, that’s why we call it ‘sending off bad luck,” said Li Wan. “You
should do this more often, and then you might get rid of that illness of yours. Wouldn’t that
be a good thing?”

“Our young lady’s getting more and more stingy,” put in Zijuan. “We always send off a few
kites every year, so why begrudge one today? If you won’t do it, miss, I will.” She took from
Xueyan a pair of small silver Western scissors, and clipped the cord tied to the reel.
“There!” She said with a laugh. “That’ll carry off her illness.”

(HLM,70:974-75; DRM: 1522)

108 See Zhiyanzhai, “Honglou meng ping” {41422 ) ¥ [Comments on Dream of the Red Chamber], in
Honglou meng ziliao huibian {4T{8% ) & #|E#4 [Compilation of Material of Dream of the Red

Chamber] eds. Zhu Yixuan 4—Z (Tianjin: Nankai daxue chubanshe, 1985), 484.
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The “tension” and the “force” of the wind are emphasised when Daiyu was flying the
kite. The “wind” here reminds the readers of the Dongfeng (“east wind”) that has
repeatedly appeared in poems related to Daiyu. For example, the verse she got when
drawing the flower lots in chapter 63 reads “blame not the east wind but lament
yourself” and a line from the lyric she wrote on catkin is “The east wind to whom she
is wedded no pity will show”. At the time when they were flying the kites, it happened
to be an “early spring” when the wind comes from the east. While the east wind in the
spring usually represents warm and gentle power that brings life to the world, for
Daiyu, it becomes a symbol of the destructive force, for its implication of the passage
of time which could render flowers withered. Therefore, the scene of her striving to
hold onto the string, fighting against the wind somehow becomes symbolic, as if she

was trying to hold her precious thing from being taken away.

Then at the moment when she should cut the kite-string, Daiyu suddenly hesitated.
When other girls urged her to cut her kite to get rid of her bad luck, her response was
rather confusing. She seemed to feel “pity” to let it go, even the kite in the context had
a more specific reference: her chronic illness which was torturing her. Perhaps the
drifting kite should remind her of catkins, of withered lotus, of fallen flowers, of
anything that is enduring and fading, and ultimately, her sense of self. Daiyu seems to
have a rather ambivalent attitude toward the dark side in her sense of self. On the one
hand, she agrees with others that it’s better to let it go; on the other hand, she is
somehow attached to it. She is defined by her bad luck, her sick body, and her fate. If

she is a girl without a sick body and cursed fate, then who is she?

At the end of this scene, after Zijuan has cut the kite for Daiyu, the narrative does not
depict Daiyu’s response at all: whether she was in approval or not, whether she had a
satisfied smile or showed unexpected surprise is unknown to the reader. Then the

narrative slows down and turns to a detailed depiction of how the kite has flown away.
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The course of time is extended by the narrative tempo, as if to imitate a long gazing

and an endless pity and sorrow:

MEEHEEREE, REERERTE —HREHEX), RRAMT —HRER, BRR
BARRT,

The kite drifted away until soon it seemed no bigger than an egg, then it dwindled to a speck
like a black star and the next minute vanished from sight.
(HLM,70:974-75; DRM: 1522)

1.4 Chapter Conclusion

In this first chapter of the thesis, I seek to answer the question: what temporal
experiences are involved in the construction of the female protagonist Lin Daiyu’s

sense of self in Honglou meng?

As one of the most narcissistic characters in the novel, Daiyu appears to be rather self-
pitying and even self-destructive in her everyday lives. This tendency Daiyu has always
been ascribed to her worldly concerns or her unique personality. In departure from
the previous studies, I propose that the pessimistic and destructive tendency is actually
derived from her individual temporal experience of being in the world, which are

achieved via her sick body that she was born with.

As the reincarnation of a fairy plant coming to the world of mortals to repay a karmic
debt, Daiyu is born with a sick body of idiopathic disease as designed in the novel.
Rather than merely a physical deficiency, the sick body is more like a metaphorical
device through which two primary engagements with time are delivered. To be specific,
these two engagements with time of Daiyu’s sense of self are mainly made up of two
aspects: suffering from the present and anticipating the future. On the one hand, like
a continuously burning incense clock, Daiyu’s sick body seems to be affected and even

eroded in the succession of temporal changes. Not only her sick body gradually
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deteriorates with the passing of time (like perpetually shedding of tears and
sleeplessness), but also herself is consistently conscious of the way her sick body

endures over years, as is manifested in her own writings about changes of the seasons.

On the other hand, imagining the prospect of death also contributes to the
construction of the sense of self. If Daiyu’s enduring and suffering over time is
presented in a rather mild manner, the imagination of the prospective death is
represented as a series of life crisis for Daiyu: first her mind is awakened, then she
struggles to find an answer, finally she adopts and even reinforces the idea that she is
ill-fated. The strongest manifestation of the crisis can be seen in the Flower Burial
Song, in which Daiyu makes a query about the final ending of the flower as well her
own sick body. It is through these two engagements with time that the complex
portrayal of an enduring and doomed image of Daiyu comes into being through the
process. The chapter joined the main argument of the thesis in the sense that the
construction of image of one of its most important characters, is closely related to the

temporal aspects of the experience of living in the world.

Chapter Two Love, Communication and Temporal

Development

At the outset of Honglou meng, a discussion about the “breeze-and-moonlight tales”,
or the usual run of love stories, is undertaken between a Buddhist monk and a Daoist.
According to them, these tales “have never really expressed the true emotionality of
men and women”(F NG 18 57 &z H1F#— ), (HLM,1:9; my translation) however,
the lover and the love story depicted in this novel would be nothing like those of its
predecessors. The comment, which is more likely made by a novelist than a clergy
indicates a discontent with clichéd love narrative at the time as well as an ambition to

compose a romantic story featured by a redefined sensibility. While there are a variety
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of devoted lovers depicted in the novel, this ambition may best be manifested in the

love story of its protagonists Jia Baoyu and Lin Daiyu.

We have mentioned in the previous chapter that Daiyu has a close and intimate
relationship with her cousin Jia Baoyu. In this chapter, I will focus on the literary
construction of their intimate relationship in the novel. Born as cousins, Baoyu and
Daiyu are brought up together in the same household of the aristocratic Jia family.
With both the engagement in their previous life and a shared passion for arts, they
become extremely close and connected to each other at an early age. However, despite
their mutual affinity, the development of the relationship is fraught with difficulty and
struggling.109 Eventually, it is arranged by his family that Baoyu should marry Xue
Baochai, another of his cousins, and Daiyu dies while they are having their wedding
ceremony.!° The sentimental and tragic love story of the two has since it was written
strongly engaged the emotionality of readers who find the book not only exciting and

absorbing, on occasion to the extent that it has proved fatal.:

In discussing the difference between the romantic narrative in Honglou meng and
traditional romantic narrative such as Romance of the Western Chamber and The
Peony Pavilion, C.T. Hsia observes that, “by placing his hero and heroines of
comparable social status and romantic articulateness in a tragic impasse”, the author

of Honglou meng “may be said to have aimed at a truth at once more socially complex

109 “As for the relationship between Baoyu and Daiyu, though appearing to be close, it is actually remote.
If not, why do all those series of arguments and debates derive from Daiyu? Moreover, even Baoyu’s
smashing of his jade, and Daiyu’s drying of her tears—all those obstacles of action, all those depressions
and discontents, are all because of being trapped by passion. What is there to say about it” (R & R E
FEREZER, MEZEH. TR EXNTREBAODZSEERER? MRXEFME, EBR IR,
TEEER, BEER, HBZME, EERR?)(ZP,21: 390, Gengchen manuscript; my translation)

10 Here I follow the plot of the Cheng-Gao versions.

w1 For example, Qing writer Yue Jun %££4 (1766-1814) records a girl dies from lovesickness as a result
of reading Honglou meng. See Yue Jun, “Chi nvzi” fi% ¥ [A Lovesick Girl] in Honglou meng ziliao
huibian 4T {82 & #l £ 4 [Compilation of Material of Dream of the Red Chamber] ed. Yi Su —3g (Beijing:
Zhonghua shuju, 1963), vol.2, 347.
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and philosophically meaningful than that reached by his predecessors”.12 These two
tendencies to which Hsia refers happen to summarise the two primary scholarly
emphases on the communion of Baoyu and Daiyu in Honglou meng: the social and the

philosophical indications of the love story.

The social implication of the love of Baoyu and Daiyu has been widely demonstrated
by critics of Marxist-Leninist literary criticism since the 1950s. 113 Viewing the
communion of the two as a symbol of an innocent, spiritual and rebellious nature, and
the patriarchs of the Jia family as symbols of oppressive ethics and moralities, this
discourse interprets the love story as the lives of young innocent lovers being ruined
by federal authorities. Its basic argument is that the tragic love between Baoyu and
Daiyu, which is the inevitable result of the conflict between their free-spirited nature
and the oppression of the feudal system, shows an uncompromising struggle for and

pursuit of individual liberation and autonomy. 114

u2 C, T. Hsia, The Classic Chinese Novel: A Critical Introduction (Hong Kong: The Chinese University
of Hong Kong Press, 2016), 239.

u3 1j Xifan Z£% N, Lan Ling 25431,“Guanyu Honglou meng jianlun ji gita” B AT S w2 Htb [On A
Brief Introduction on Dream of the Red Chamber and Others] (first published in 1954), in Honglou
meng pinglun Ji 41182 :¥:m & [Critical Collection of Dream of the Red Chamber] (Beijing: Renmin
wenxue chubanshe, 1973), 14.

114 This discourse which is apparently filled with political bias has a far-reaching repercussion on the
discussion of the issue in the later half century in mainland China. See Guo Yuheng 237287, “Lun Bao
Dai aiqing beiju de shehui yiyi” (R 8. E2(EEFINt 23 % [The social meaning of the tragedy of
Baoyu and Daiyu’s love], Beijing shifan daxue xuebao (shehui kexue) 1t FREN &5 K B2 R (M R E),
1963, no. 03: 25-31. Zhang jinchi 2§48, “Lun Lin daiyu xingge jiqgi aiqing beiju” (M EE Mg R LB
15365 [On the personality of Lin Daiyu and her tragedy of love], Honglou meng xuekan ([ tEE 227
1980, no. 02: 113-53. Zhang Jun, Wu Jinghuan 3&{&, &=, “Bao Dai aiqing miaoxie zai zhongguo
xiaoshuoshi shang de diwei” BEE B S E A DB/ _F AL [The status of the description of
Baoyu and Daiyu’s love], Honglou meng xuekan 41 #£5237| 1981, no. 02: 135-56. Yu Lei F55, “Bao Dai
aiging beiju de meixue jiazhi” 2 & & 153554 £ EEE [The aesthetic value of the tragedy of Baoyu and
Daiyu’s love], Honglou meng xuekan 412552371 1985, no. 04: 45-64. Shi Suying 5 &, “Dui Bao Dai
aiqing beiju de zairenshi” $12 & =53 B/ H:25% [Rethinking the tragedy of Baoyu and Daiyu’s love],
Shanghai daxue xuebao (shehui kexue ban) ;5 KEBEHF (= RIZFR)1992, no. 06: 48-52. Li Jiandong
ZEH, “Bao Dai aiqing beiju xin tan” B2 Z53KEIHIR [Revisiting the tragedy of Baoyu and Daiyu’s
love], Quanzhou shifan xueyuan xuebao R M BN & E T ER 2001, no. 03: 69-72. Zhang Ruiqing 5k 5.
“Jinyu mushi meng yi tong bei:Honglou meng aiqing beiju de wenhua yiyun” £ £ AKH SREIEE: (4T
#BE) ZEERA{LEZE [Cultural indication of the tragedy of love in Dream of the Red Chamber]
Mingqing xiaoshuo yanjiu BE7&E /i #F32 2008, no. 03: 131-38.
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On the other hand, Wang Guowei F B4 (1877-1927) talked about the problem of
desire, especially love between men and women in Honglou meng from the
perspective of philosophy. Wang believes that the stories narrated in the novel are
primarily a literary exploration of the problem of love, which Schopenhauer in his
essay “Metaphysics of Love” tries to demonstrate philosophically. Through the life
stories of the protagonist Jia Baoyu and other characters, the novel aesthetically
reveals the “endless” and “metaphysical” pain caused by desire and a possible way to
become free from it.1’s Lu Xiaojun reads the relationship between Baoyu and Daiyu
as a reflection of the fragility of the nature of love, and the impossibility of the absolute
accordance between two individuals.126 Tao Xiaohong approaches it from a Buddhist
perspective, analysing how the romantic love portrayed in Honglou meng manifests a
state of obsession caused by desire and an obstacle to the liberation of body and
mind.*7 More recently, Xiao Ying deems the tragedy of Baoyu and Daiyu to be the
result of their different spirits and quality of life: whereas Baoyu holds compassion for

human beings, Daiyu defends only her own emotional world.118

It is observed that both perspectives of interpretation tend to prove that the
sentimental and tragic love story in Honglou meng bears a “profound” meaning,
whether for a more complex social reality or a more meaningful philosophical
indication. While these interpretations are all meaningful, these tendencies overlook
that love is first of all a problem of personal communication and commitment of the

individual. In a departure from the perspectives mentioned above, this chapter

115 Wang Guowei F B4, “Honglou meng pinglun” AT #22:¥:4 [On the Dream of the Red Chamber], in
Wang Guowei wenxue lunzhu sanzhong T B4 X 2 :5% = [Wang Guowei on Literature: Three
Essays] (Beijing: Shangwu yinshu guan, 2017), 8.

u6 Lu Xiaojun &)\, “Bao Dai aiqing beiju xin lun” & & &5 355I#:% [Re-discussion on the tragedy
of Baoyu and Daiyu’s love], Mingqing xiaoshuo yanjiu BF7E/Nst#ff%2 2000, no. 02: 145.

u7 Tao Xiaohong fg/)\4T, “Bao Dai Aiqing de foxue qishi” B & Z 15 19 #2247~ [The Buddhist inspiration
of Baoyu and Daiyu’s love], Honglou meng xuekan 41 {22237 2014, no. 03 (2014): 203.

u8 Xiao Ying & J&, “Bao Dai weihe you qing wuyuan: yi Zhuangzi jieshuo Honglou meng” & & A6 5 15
| D (HET) R (41182 ) [Why Baoyu and Daiyu are destined to be parted despite their love:
illustrating Dream of the Red Chamber with the Zhuangzi], Guizhou daxue xuebao (shehui kexue ban)
EMARBBREGRIEAR) 2021, no. 05: 44.
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examines how the communication and interaction of the lovers unfold temporally in a
specific and individual situation. I propose that the destructiveness of the love between
Baoyu and Daiyu in the novel not only lies in suppressive forces of the society, but also
in a difficulty in communication throughout the development of their close
relationship. While at the early stage when they self-identify as innocent children, the
primary obstacle comes from a lack of appropriate language to express their feelings
of love towards each other, as they grow up gradually, it transforms into an increasing

anxiety of both their maturation and their relationship.

To better illustrate this idea, I will first examine briefly how some representative
traditional Chinese love narratives in the late imperial period construct intimate
relationships chronologically. It is observed that the main interest of the usual run of
romantic love stories lay in the adventures the lovers experienced to fulfil their desire
rather than the development of love as a phenomenon of human psychology. There is
little interest in describing what Bakhtin calls an “elementary biological or
maturational duration”, in which new changes of personality and emotionality are
brought in. 19In sharp contrast, in Honglou meng, a realistic, growing and changing
development of the lovers’ intimate relationship, through which the lovers have
become more aware and heavy-hearted is crucial to the literary construction of

intimate relationship.

2.1 “Growth” in Late Imperial Love Narrative

While the problem of “growth” or “change” in love narrative could hardly be regarded
as a systematic analytical tool, the study of the form of time conducted by the Bakhtin
is a very enlightening tool by which to examine the issue. In his article “Forms of Time

and Chronotope in the Novel”, Bakhtin analyses in detail how different literary genres

u9 Mikhail M. Bakhtin, The Dialogic Imagination: Four Essays, trans. Caryl Emerson and Michael
Holquist (Austin: University of Texas Press, 1981), 90.
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and styles come into being with different configurations of time and space. When
talking about the Greek romance, he observes that there is an “extratemporal hiatus”
between the “arousal of passion” and “its satisfaction” in the novels, in which there is
no “elementary biological or maturational duration” and nothing new is introduced
into the life of the lovers:
The first meeting of hero and heroine and the sudden flareup of their passion for each other
is the starting point for plot movement; the end point of plot movement is their successful
union in marriage. All action in the novel unfolds between these two points...But in essence
nothing need lie between them. From the very beginning, the love between the hero and
heroine is not subject to doubt; this love remains absolutely unchanged throughout the

entire novel...it changes nothing in the life of the heroes, and introduces nothing into their

life. 120

Moreover, his study on Bildungsroman may be seen as a complementary analysis of
the issue. Bakhtin believes that the literary construction of “growth”, or “becoming”
plays an important role in the quality of the novel: “changes in the hero himself acquire
plot significance, and thus the entire plot of the novel is reinterpreted and
reconstructed.”2! In this sense, although Bakhtin does not demonstrate systematically
the relationship between the lack of maturational duration in Greek romance and its
literary construction of romantic experience, a series of his studies upon the same issue

does suggest that the former has a significant impact on the latter.

It is in this sense that I adopt the criteria of “growth”, or a maturational process, to
briefly examine the literary construction of romantic relationship in the late imperial
literature before Honglou meng. I will conduct this “prehistory” by discussing two
representative types of love narratives at the time: Feng Menglong’s /523 (1574-1646)

realistic romantic fictions, and Tang Xianzu's ;5 #& #H (1550-1616) romantic

20 Mikhail M. Bakhtin, The Dialogic Imagination: Four Essays, trans. Caryl Emerson and Michael
Holquist (Austin: University of Texas Press, 1981), 89-90.

21 Mikhail M. Bakhtin, Speech Genres and Other Late Essays, Trans. Vern W. McGee (Austin:
University of Texas Press, 1986), 21.
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tragicomedy play The Peony Pavilion (Mudan ting %t 7+=). These texts are important
not only as milestones in the history of Chinese romantic narrative, but also because
they have been connected explicitly or implicitly with Honglou meng by scholars in

terms of the images of lovers and the construction of their relationships.

In the preface of several representative love stories from Stories to Awaken the World
(Xingshi hengyan Bg{-15 =) written by Feng Menglong, Patrick Hanan summarises a

typical schema of the plots:

With almost no opportunity to meet, lovers had to resort to elaborate stratagems and risky
escapades. (Part of the pleasure for the reader of these stories comes from the romantic
adventure itself; a reader’s interest in fiction is commonly driven by either fear or desire,
and these stories provide both.) Young people fall in love at first sight, and if there is no
way to consummate their love, they sometimes become physically ill. When they do meet,
usually in intense situations, there is no time for the niceties of courtship; they make love
immediately and then swear undying fidelity. The lovemaking is rapturous and the

relationship unproblematic.'22 (Ttalicized by me)

Hanan’s summary, although it may not be able to account for all the love stories of
Feng, in a way suggests a literary concern for and focus on “romantic adventures”
deriving from certain moral reality of the period of the time, whose resemblance to
Greek Romance is striking. In the fiction he selected for translation it is observable
that the development of their relationship relies heavily on a series of coincidences and
chanced events like sudden encounters, incidental separations, secret assignations
and elopements rather than the emotional construction. In “The Oil Seller” (& HE[ 35
h 725, the courtesan falls in love with the oil seller because he saves her when she
was insulted and tricked by an upper-class dandy. In “Shengxian”( & 224 % & & 1),
Shengxian both meets and gets killed by her lover by accident. In “Marriage Destinies

Rearranged”(Z K FELEYEE L), Yulang gets access to Huiniang because he is forced

122 Patrick Hanan, Falling in Love: Stories from Ming China (Hawaii: University of Hawaii Press, 2006),
X-Xi.
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to disguise himself as his sister by chance. It gives the impression that lovers only live
in those thrilling circumstances when each decision and action is decided by fate.
There is no time for the depiction of the process of the perceptual reflection of feelings
and their effects on the individual mind. The phenomenon of attraction appears as an
instant and direct physical reaction of the lovers, who are simply deprived of all the
initiative and remain unchanged throughout all the incidents and accidents until the

final reunion or departure.

At the time, for a writer like Feng, the development of love as a part of human
psychology was not important. What was crucial is the consequence of its encounter
with the pervading moral reality. How the affective feelings come about, how they
could evoke subtle emotionality and thought in the minds of the individuals concerned,
how they evolve in ethical and moral conflicts——all those scenarios simply did not
interest Feng. As Jin Wen observes, “romantic feelings, accompanied routinely by
physical impulses, are almost a given” in these stories, indicating little reflection of the
characters’ inner struggles over the moral value of the sentiments. In other words,
there is little response and expression to the happening and development of the
feelings of the lovers. And this leads to a failure to delve into “the complex tensions it

produces in individual minds”.123

Individualistic love, on the other hand, has been declared in a more widely-acclaimed
tragicomedy play The Peony Pavilion. The play has been regarded as a magnificent
ode to passionate love and individuality set against the oppressive ethic of orthodoxy.
In the play, Du Liniang the sixteen-year-old daughter of a senior official, takes a stroll
and falls asleep in the spring garden and meet a young scholar named Liu Mengmei ]
245 in her dream. She then wakes up and dies of lovesickness soon afterwards. Three

years later, Liniang’s ghost comes back to the garden that Mengmei is inhabiting and

123 Wen Jin, “Sentimentalism and the ‘Cult of Qing’: Writing Romantic Love in 18th-Century England
and Late Ming China.” Fudan Journal of the humanities and social sciences 77, no. 4 (2014): 558.
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comes back to life with the assistance of Mengmei. Then Mengmei goes on to prove
himself to be of great talent in the imperial examination and finally obtains the

approval of Liniang’s father to marry her.

Unlike short pieces of fiction on romantic themes written by Feng, in The Peony
Pauvilion, there seems to be a significant transformation of the heroine Liniang, who
transforms from human to ghost and then back to human. Santangelo Paolo observes
that there is an “ideological ‘inconsistency’” in the play: a “passionate part” and a
“moralistic part” and “the main issue changes from personal to social: the social
recognition of the relationship”24 happens from scene thirty-six “Abscondence of the
Newlyweds”(hun zou #&E). I would suggest further that the passionate part serves as
a temporal digression from the moralistic part, an unchanging and timeless settlement
of moral verities. In other words, love appears to be an ecstatic romantic or erotic
legend rather than an experience that has a realistic effect on the changes to her

character and life.

At the beginning of the play, Bridal Du settles in a world of orthodoxy in which she
practices rituals for her parents and is taught the Classics of Poetry (Shijing ##45) by
her tutor. However, after she encounters Mengmei in her dream in scene ten “A
Surprising Dream”(jing meng ¥ %), she begins to act and think like a passionate girl
driven by an unknown desire: not only does she die for an imaginary lover, but she
also visits him as a ghost at night to consummate their love. (Scene 28) Romantic
experience featuring individual passion and desire, combined with the adventurous
experience, indicates a digression from the social norm. Lee Haiyan believes that the
“emotional and erotic adventures” of Bridal Du represent “a period of isolated

inwardness” which engenders an awareness of interior distance from the traditional

124 Paolo Santangelo, “The Cult of Love in Some Texts of Ming and Qing Literature.” East and West 50,
no. 1/4 (2000): 450-51.
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social order.125 However, despite the estrangement, once her dead body is exhumed
and she is brought back to life, Bridal Du seems to transform immediately from a girl
oriented by passion who would die for love arising from a romantic dream to a
morality-oriented lady who would strive for the approval of the marriage from the
authorities. On Mengmei’s request to make love to her immediately, her answer is to
find an official matchmaker in the first place. When Mengmei asks her the reason for
her changing attitude towards their relationship after her resurrection, Bridal Du
ascribes it to the changed condition of her identity from “a wandering sprit” to “a living
woman” and while “a ghost may be deluded by passion; a woman must pay full

attention to the rites”(gui ke xu qing, ren xu shili B o] El§, ABEE{1S).126

While what is emphasised here is the different social rules and rituals applying to the
different situations, it also indicates different levels of tolerance in two different
periods towards the expression of the affective emotionality. That Liniang’s romantic
relationship with Mengmei which is filled with “imaginary emotions” could only be
valid when she is a ghost in a temporary digression from her life in the normal track.
And since she is reincarnated as an aristocratic girl, a secret relationship without
parental consent would no longer be appropriate in the current situation, just like the
fantasy in a dream would not be applicable after the awakening. This point marks the
ending of the temporary experience of desire and passion and the return to the original
course of life. In this sense, the whole experience could be regarded as a dream, an
illusion, a temporal digression from her normal course of life. And also, like a dream,
it takes no biographical time in her real lifetime and has no impact on her experience

in reality.

125 Haiyan Lee, Revolution of the Heart: A Genealogy of Love in China, 1900-1950 (Stanford University
Press, 2006), 44.

126 See “Scene Thirty-Six: Elopement” in Tang Xianzu, The Peony Pavilion: Mudan Ting, trans. Cyril
Birch (Bloomington: Indiana University Press, 2002), 207.
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From the above analysis we could see that, in two types of representative traditional
Chinese love narratives prior to Honglou meng, we find little interest in the
construction of growing and maturational development of the lovers and the
relationship. This is not to say that the lovers remain absolutely the same from
beginning till end, but their romantic experience simply does not induce significant
signs of changes in their actions, thoughts, speeches and actions. In the social love
fictions of Feng’s short stories, the trials and tribulations constituted by “accidents”
and “coincidences” do not allow lovers to become mature or their relationships to
achieve any substantial development. In the romantic love narrative of The Peony
Pavilion, lovers usually come to their normal course of life from their isolated
experience of desire as if the two kinds of experience and emotionality are
heterogeneous. Therefore, lovers would not change their relationship from what it is
meant to be, nor would the relationship bring new changes to their life, personality,

and emotionality.

2.2 Growth and the Development of Intimate Relationship

In Honglou meng, the mode of communication of the lovers’ relationship seems to be
quite different from that mentioned in the above section. In Honglou meng, a
schematic chain in the construction of the intimate relationship in the case of Jia
Baoyu and Lin Daiyu is replaced by a gradual developing process fraught with
difficulty, misunderstanding and struggling in communication. The primary reason
for the difficulty comes from the lack of proper language of love. As Wai-yee Li
observes that, the sense of ging, or love in Honglou meng as evinced by the
communication between Baoyu and Daiyu, “set itself apart, straining towards a higher
ideality of wilful innocence and arbitrary self-containment, suspicious of sexuality and

yet bound by idioms that convey intense emotions through sensual longing”.127 It is

127 Wai-yee Li, “Language of Love and Parameters of Culture in Peony Pavilion and The Story of the
Stone”, in Love and Emotions in Traditional Chinese Literature, ed. Eifring, Halvor (Leiden: Brill,
2004), 264-65.
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the way this difficulty is depicted and tracked in a natural process of development of
the lovers sets the novel apart. Martin Huang notices that the quality that distinguishes
Baoyu and Daiyu’s love in Honglou meng from the stereotypical romance lies in the
fact that “theirs is being cultivated” while they “are still growing up together”. 128 What
interests Cao Xueqin is how love as a private and experiential experience could develop
as the lovers grow up together rather than how love as an intensive and extreme power
could suddenly change the everyday lives of the lovers. Therefore, in the following
passage, I will track the progress of the intimate relationship between Baoyu and Daiyu
chronologically. While a clear division is difficult, to demonstrate the changing modes
their intimate relationship, this chapter divides their modes of communication
roughly into three periods in a chronological order: a period when the lovers believe
that they are children, to a transitory stage, and finally to a period when both of the

two are fully aware that they are grown up.

2.2.1 The Sound and the Fury

Despite the praise it has received as a model of sentimental love,'29 the journey of the
encounter between Baoyu and Daiyu seems from the beginning to be fraught with
difficulties and suffering. Born as cousins, the lovers meet for the first time at a young
age when Daiyu was summoned by her grandmother to the Jia household where Baoyu
has been brought up as the heir. On their first meeting, Baoyu feels instinctively
extraordinarily familiar with Daiyu (Chap.3) and they soon form a special bond with
each other which far exceeds what they feel for others. There seems to be a “perfect

harmony” (yanhe yishun = Ff1&JIE) and a “complete accord” (lue wu shenshang B

128 Martin W. Huang, Desire and Fictional Narrative in Late Imperial China (Cambridge; London:

Harvard University Asia Center, 2001), 295. (Italicised by Huang)

129 For example, Qing critic Chen Qitai [ H Z& suggests the love between the two is based on an

unreasoning passion that disperses all the practicalities of life. See Chen Qitai, “Honglou meng huiping”
(A% ) [E5¥ [Chapter Comment on Dream of the Red Chamber], in Honglou meng ziliao huibian
(AEE) EH %4 [Compilation of Material of Dream of the Red Chamber] eds. Zhu Yixuan 4k—Z&

(Tianjin: Nankai daxue chubanshe, 1985), 704.
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2 7) between the two: “by day they would spend time together and at night they would
sleep in the same room” (1 ze tong xing tong zuo ye ze tong xi tong zhi B Rl|[E{7[E) 4%
wHIE EE1E). (HLM, 5: my translation) However, in the meantime, the novel does
not hesitate to suggest that there are also unexpected misunderstandings and tiffs
between the two that clearly derive from a strong desire to keep this harmony and
accord (qiuquan zhi hui and bu yu zhi yu k£ 2%, REZBg).13° For Daiyu, to
ascertain that Baoyu has her in mind is vital. There is a longing on the part of Daiyu to
have the total attention and devotion of Baoyu, who, with the innate obtuseness of a
simpleton, seems to care similarly for many girls.:3: Some of the difficulties in their
relationship comes from temporal failures of Baoyu showing such attention and
devotion. For example, in chapter nineteen, they have a serious quarrel because Daiyu
is under the misapprehension that Baoyu has given away the scented pouch she gave
to him earlier. In chapter twenty-seven, Daiyu freezes Baoyu out because she
mistakenly supposes Baoyu is responsible for his maid’s refusal to open the gate for

her.

This underlying difficulty in their relationship is deepened when Xue Baochai, another
of Baoyu’s cousins, comes to the scene. Both are beautiful and talented aristocratic
young women, but Baochai distinguishes herself from Daiyu by her mild temper,
accommodating disposition, and popularity within the household. (chap. 5) Her
characteristics naturally make her equally attractive to Baoyu,!32 and further, the
mysterious inscriptions on the golden locket she wears happen to be in perfect match

with those on the Jade of Spiritual Understanding (tongling baoyu i& % & % ) of Baoyu.

130 Zhiyanzhai comments that this is the “basic principle of the writings on their lives of Baoyu and Daiyu”
(er yu yisheng wenzi zhi gang — % — £ X F Z #). (RV:47; my translation)

13t For example, Baoyu would take the hands of his maid Qingwen F5ZE to warm her in winter;(chap.8)

He would go out of his way to visit his principle maid Xiren Z& A in her parents’ house during her break

in the spring festival;(chapt.19) And he would worry over Lingguan #2 &, the opera actress out in the

rain when he is getting drenched himself.(Chap.30)

132 For example, in chapter five, the girl with whom Baoyu has sex has a charm that reminds him of

Baochai; In chapter twenty-eight, when looking at Baochai taking her red bead bracelet scented with

musk from her wrist, Baoyu cannot help but stand there admiring her soft white arm.
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(chap.8) Although it seems that Baochai shows no intention to get in the way in the
communion between Baoyu and Daiyu133 and Baoyu is quite unconcerned, 134 it
bothers Daiyu so much that she refers to it whenever given the chance. For example,
in chapter eight, finding Baoyu and Baochai are chatting happily, Daiyu is sarcastic
about Baoyu by making a pun in her dialogue with her maid.135 In chapter nineteen
even in their leisure time together in an afternoon, Daiyu makes fun of Baoyu with the
joke of Baochai’s “warm fragrance”.136 And in chapter twenty, on hearing that Baoyu

has just visited Baochai, she teases him with biting comments.37

While Daiyu’s overly exposed sarcasm is a result of her emotional immaturity and
narrow-mindedness, it also a manifestation of her secret expectation from Baoyu, “the
unambiguous assurance of his love”.138 However, such assurance has been regarded as
morally inappropriate and even dangerous in the household at the time. Moreover, not
only expressing such feelings is unimaginable for Daiyu, but also no such “language”
exists to express this “adult feeling”.139 Therefore, she has to “invent” another set of

“language” to probe into Baoyu’s heart. However, Daiyu’s language, which is usually

133 For example, in chapter eight, Baochai does not care about Daiyu’s teasing as she knows this is just
her way and she pretends not to notice; In chapter twenty-seven, on seeing Baoyu entering Daiyu’s
house, Baochai just turns to leave in case they don’t like her being there. In chapter twenty-eight, on
seeing Baoyu and Daiyu talking in the garden, Baochai just pretends not to see them and walks on.

134 However, one incident when Baoyu talks in his dream might reveal his secret concern: “Who believes
what those bonzes and Taoists say? A match between gold and jade? Nonsense! Between wood and
stone more likely, I'd say” (F1i5 & T 9 ERIIESR? HESERE RiRREARAEZK)! (HLM, 36:478;
DRV, 714-15)

135 “Daiyu retorted, ‘So you do whatever she asks, but let whatever I say go in one ear and out the other.
You jump to obey her instructions faster than if they were an Imperial edict’” ((8 %)% i&: “th g5 {/R1FI5E
ferEE. HEBTRRYN, £EEZE, EEMSR TIRHMAK, (LEEEREY)! (HLM, 8:123-24; DRV,
164-65)

136 “ A warm scent?’ He looked puzzled. Daiyu shook her head with a sigh. ‘How dense you are! You have
jade, and someone else has gold to match it. So don’t you have a warm scent to match her cold scent™
(BERE, —HBAREE “HEEEVEIHREEXRE:. ‘B4, 84! fEE AXBBESKE
R, ARBRE, RBEEEEEER")? (HLM, 19:266; DRM, 383)

137 “Daiyu, who was also there, asked Baoyu where he had been. ‘With Cousin Baochai.” ‘T thought so,’
said Daiyu tartly. ‘Thank goodness there was someone to keep you there, or you’d have flown here long
ago” (EEMEE LS, FEEE“ENEN? EXER: “EHEHEERN . BEAKE: “HHRk. BE
FREAHE, FRFERAT K T”). (HLM, 20: 275; DRM, 399)

138 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red
Chamber (Princeton University Press, 1997), 241.

130 Martin W. Huang, Desire and Fictional Narrative in Late Imperial China (Cambridge; London:
Harvard University Asia Center, 2001), 294-95.
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marked by a series of “halting questions, disguised disclosures, deliberate
provocations, unintended ironies, and misunderstood remarks”4° confuses Baoyu in
many cases. And Baoyu’s failure to recognise and respond to such language
instantaneously leads at an early stage to the misunderstandings and conflicts in their
communication. For example, in chapter twenty, on Xiangyun’s visit to the Jia house,
Daiyu bickers with Baoyu over tiny little things and would not come outside to play

with other girls. Baoyu then comes to comfort her in her room:

BRI TR, BE “GENXERT? REeHRE T, REEGELERE, MBIAR
XK—gT. XKACH. " MEEE: “RERR! "EEXXE: “RERTHER RA
FEEZRECHERT SFR. "MEXE: “RIERET ST, WL, BREF! "EXE:
“EK, RERAR, RTETH. "MERE: “RRit! ZEerist! RAak, R
BEM, A7 TEERE: “RERAEEHRE, FoBRIER? AW TRFE. TEEMTE:
‘ERT, BEREHRKE AWRTEF. "HEEXE: ‘KREECHTEF, AFIEE TR
Ao 7

Baoyu promptly followed her there.

“Why lose your temper for no reason at all?” he protested. “Even if I said something wrong,
you might at least sit there and chat with the others for a bit, instead of sulking alone.”
“What I do is none of your business.”

“Of course not, but no one would bear to see you ruining your health.”

“If I ruin my health and die, that’s my affair. How could it be of any concern of yours?”
“Why talking about ‘dying’ just in the middle of the New Year holiday?”

“I shall, so there! I'm ready to die at any minute. If you're so afraid of death, you can live to
be a hundred—how about that?”

“If it just carries on like this all the time I'm not afraid.” He smiled. “Death would be better.”
“Exactly!” she retorted swiftly. “If it carries on like this it would be better for me to die.”

“I meant better for me to be dead. How you twist my words!”

(HLM, 20: DRM:399-40; modified)

140 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red
Chamber (Princeton University Press, 1997), 235.

8o



It is observable that confronted by Daiyu’s anger, Baoyu tries to comfort her by
reminding her of her health, which has been in bad condition for a while. However,
while Baoyu’s words are well meaning and caring in every respect, Daiyu does not show
the slightest appreciation. On the contrary, it seems that the more Baoyu tries to
present his concerns and worries for her emotion and health, the more irritated Daiyu
gets. The capricious and unreasonable words and behaviour of Daiyu may confuse
Baoyu as well as many readers. However, on closer scrutiny, we will find that an
inexpressible desire lies hidden as is manifested by a constant emphasis on the
distance between “you” and “I” in Dayu’s words. Readers who have read the previous
episode will get to know that what really upsets Daiyu is Baoyu’s possible close
relationship with Baochai which makes her anxious about whether she is still the
dearest love in his heart. Therefore, the real purpose of her stressing distance between
them is to elicit a reply containing a direct and clear denial of any such distance from
Baoyu himself. However, the discourse of Baoyu’s concern only appears to be justified
in the moral (“no one would bear”), public (“the New Year holiday”) and therefore
timeless sense, rather than an instant and private one, making her even more

disappointed and anxious.

This lack of a proper language and the consequent arguments and fights dominates
the basic mode of their encounters and interactions in the early stages of their
relationship. As a result, there are periodic scenarios in the first half part of the novel
in which Daiyu and Baoyu have fallen out over various things, which does not usually
make “sense”(li #) yet reflects “feeling”(ging 1#%).141 This feeling that is felt to the point

of madness by both has to be expressed indirectly under the disguise of deliberate

141 “From the perspective of Rationality, this (situation) is like the idiom “there is no trouble in this
world, but that the simple-minded people become disturbed”. From the perspective of love between
boys and girls, then these affairs do exist, and these reasons do exist. Moreover, this is something that
fictions through the ages are unable to express, people who talk about love are unable to articulate. (This

is) indeed writing of love in the extreme” (2322, Bl R TAEE, BABEZ . BURLFZE
wz, AELEE, SHAEZE. XRSH/NRPLREFES, REBFERLBL, BRZEX

t1)! (ZP,18: 313, Jimao manuscript; my translation)
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provocations and misunderstood remarks. But these do not seem to be sufficient.
Gradually this torturous miscommunication between Baoyu and Daiyu finds its most
extreme form: making oaths to each other. For example, in chapter twenty-eight, when
Daiyu accuses Baoyu about his responsibility for his maid’s refusal to open the gate for
her the previous evening, Baoyu could not help but make a dreadful oath, “If I did such
a thing, may I die on the spot” (FE 215 1%, 2 ZI55E 7).(HLM,28:375; DRM:547)
And later, when Baoyu asks Daiyu to take his Dragon-Boat Festival presents from the
Imperial Consort, Daiyu refuses with sarcasm towards his possible association with
Baochai. Baoyu is so irritated by this that he protests violently, “if such an idea ever
crossed my mind, may Heaven and Earth destroy me! May I never again be reborn in
human form” (F/OCEEFEEEE, RFHE, BEHAE A H)I(HLM,28:389;
DRM:567) This extreme and even disturbing mode of expression continues and
climaxes in chapter twenty-nine, when Baoyu loses his temper completely on hearing

Daiyu trifling with a matchmaking proposal recently offered to him by a Daoist:

BERET, EapkEBEzRLE “REER, BRORBRAERK "MEE—FKFEFIE
EEEK. EEXE: “FREHSHEE 7O, SERRFEXER [, RERKDR,
RXBEHERRE? "MEXZ—HILE, HBRELHNGK. SHEZBCHET. XE2FR,
X2HER, FRERMARE: “BEOCMR, FORAME, 5K ZME, EAK
BRI, RIEE T IRV, (ROBER, REREMT. 7. BEEXERMR T
W=7 BFFETCRE, OEEE, OERAHFEK EEREAELNTEEEE,
RFRGERT %, & “GEHAEF RETRZE "REPESBEFEEE, BT —
T, BXESE). BERREE, (ERFHRERAKID,

He went up to her then and demanded to her face, “Does this mean you really want to
invoke Heaven and Earth to destroy me?” Before she could fathom his meaning he went on,
“Yesterday I took an oath because of this, and today you provoke me again. If Heaven and
Earth destroy me, what good will it do you?”

Daiyu remembered their previous conversation and realized she had blundered. She was

conscience-stricken and frantic.
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“If I wish you harm, may Heaven and Earth destroy me too,” she sobbed. “Why take on like
this? I know. When Zhang the Taoist spoke of your marriage yesterday, you were afraid he

might prevent the match of your choice. And now you’re working your temper off on me.”

Those words “the match of your choice” infuriated Baoyu. Too choked with rage to speak,
he tore the jade from his neck and dashed it to the floor.

“You rubbishy thing!” he cried, gnashing his teeth. “I'll smash you to pieces and have done
with it.”

The jade was so hard, however, that no damage was done. So he looked around for
something with which to smash it. (HLM,29:401; DRM:585-8)

It could be observed that in this fierce and passionate fight, disturbing words like
“invoke”, “destroy” and “heaven and earth” are articulated intensively and constantly.
We have talked about how a rehearsal of death plays an important role in the defining
and shaping of Daiyu’s sense of self in previous chapter. In her relationship with Baoyu,
similarly, these words and the related imaginary scenario serves as a way through
which the tortured lovers would “concealed his or her real sentiments to sound the
other out”. (HLM, 29:401; DRM: 586) For Daiyu, she could ascertain how much she
mattered in Baoyu’s heart. And for Baoyu, he could justify his feelings for her. However,
rather than providing an assurance and communicating efficiently, it usually ends by
tormenting both of the lovers and worsening the situation. In desperation, Baoyu tries
to smash his Precious Jade, with which he was born as an infant, suggesting the
destructive and dangerous consequence of the difficulty in their love. However, the
difficulty in their communication could not change as long as no proper and accurate
language could be found. This is manifested in their making-peace talk the very next

day after this incident as Baoyu says that he would become a monk if Daiyu dies. (chap.

30)

Perhaps their tormenting relationship and the difficulty of finding the proper language

to communicate could be manifested by a lyric composed by Baoyu after a standoff
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between Daiyu and Xiangyun, in which Baoyu intervenes in an attempt to prevent bad

feelings between the two but ends up being blamed by both sides:

mIFRIER, WMAREFE, BITEERKL,
EEEEERE, OREFRRE. HarRRAEM, FamdSmEafaEES!
You would have been at fault, if not for me;

But why should I care if they disagree?

Free come, free go, let nothing bar or hold me!

No more I'll sink and soar between gloom and elation,
Or endlessly debate the depth of our relation.

What was the point of all of that past pother?

When I look back on it, it seems scarce worth the bother.

(HLM,22:298; SS: 474-75)

This lyric serves as a metaphor for not only the incident, but also for the inner pain of
the relationship between Daiyu and Baoyu. It expresses the nature of the entanglement
in the relationship between the two and the profound emotional suffering it brings to
the individuals. The “endless debate the depth of our relation” is exactly the reason
why the early stage of their relationship is characterised by quarrels and fights.
Although there is an attempt by Baoyu to dabble in metaphysics, the temporal
enlightenment is far from a sign of absolute detachment from his engagement with
Daiyu. As Kao Yu-kung observes, “the tragic outcome of the love relations in the novel
is not simply the result of manipulation of villains or of the institution of ‘marriage’
itself, but the consequence of the desire to make this love relationship permanent.”42
Aslong as a constant desire to keep the relationship, they are caught in this paradoxical

entanglement.

2.2.2 The Silence and the Understanding

142 Yu-kung Kao, “Lyric Vision in Chinese Narrative Tradition: A Reading of Hung-lou Meng and Ju-lin
Wai-shih”, in Chinese Narrative: Critical and Theoretical Essays, eds. Andrew H. Plaks (Princeton,
N.J: Princeton University Press, 1977), 235.
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The seemingly endless tiffs and arguments between Baoyu and Daiyu die down
suddenly and unexpectedly. The event which marks this transformation happens in
chapter thirty-two, when Xiangyun, another cousin of Baoyu, comes to visit them in
the Jia family home. Fearing that Baoyu might fall for her, Daiyu slips over to Baoyu’s
place to see if they are indeed intimate, only to overhear Baoyu’s unreserved praise for
herself being expressed with affection. With a mixture of happiness and sadness, she
leaves secretly but is caught by Baoyu unexpectedly minutes later in the garden. As
usual, Daiyu teases him about his great concern for the small object of jewellery that
Xiangyun wears in an ironic manner. But this time, rather than defending himself with

irrelevant vows, Baoyu seems to make up his mind to confront her directly:

BEWMT ¥R, HHREGCUC=EF. MEERET, [E7¥X HHE: “BWHEHTERR
DR BAPBER. RERBREERNCARS? "EEET—OR, RE: “REATH
FiERR? HERRBARS LAYOEAE T ? ERNEEERELE, RERRRRXAK
ERT. TMERE: “RARABABOABONGR, ~ BEBERE: "Rk, RAIH
H. RATPAER, MERFHZIRERT, BEREAFAZEOLHAZET . REE
MEABONES, 7F57—8%. EAERYE ERtAES—BEN—H, "MEXET
B, WREEE AAEr RACHETREKNERRY), EEEAEHE. Wl
2, RZFEFHAREL, AMEENEEt. EREXCPEEEASE. FAHER—
A ERE, ABMIEENEEES. MEANLET X HMEERZT &, MRAEETR
*, MBEEE. BRI ERTHME, RE “FHRIK, BRISE BSR—-AUEFE. THRE
F-EHER, —HEAFER, RE “BHEURMN. RORREMET! TOERE, Al
BHAEREEXT .

Baoyu fixed his eyes on her (Daiyu). After a while he said gently, “you mustn’t worry.”
Daiyu gazed at him in silence for some moments.

“Worry?” she repeated at last after a while. “I don’t understand. Would you mind telling me
what you mean?”

“Don’t you really understand?” he sighed. “Could it be that all this time all my feelings for
you have been wrong? If I can’t ever enter into your feelings, then you're quite right to be

angry with me all the time.”

“I really don’t understand what you mean about not worrying.” said Daiyu.
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“Dear cousin, don’t you think you could fool me.” Baoyu nodded and sighed. “If you really

don’t understand what I've said, all my devotion of feeling in the past has been wasted and

even your feeling for me all the time has been thrown away. It is because you worry so much

that you've ruined your health. If you'd take things less to heart, your illness wouldn’t be

getting worse day by day”.

These words struck Daiyu like a thunderbolt. As she turned them over in her mind, they

seemed closer to her innermost thoughts than if wrung from her own heart. — (had seen

inside her more clearly than if she had plucked out her entrails and held them out for his

inspection.) There were a thousand things she longed to say now, yet she could not utter a

word. She just stared at him in silence. Baoyu, too, had a thousand things to say, but he,

too, gazed at her mutely, not knowing where to start.

After they both stood transfixed for some considerabletimein silence, Daiyu gave a

choking cough and tears rolled down her cheeks. She was turning to go when Baoyu caught

hold of her.

“Dear cousin, wait. Just let me say one word.”

She dried her tears with one hand, repulsing him with the other.

“What more is there to say? I've already known for long.”

She hurried off without one look behind, while he just stood there like a man in trance.
(HLM, 32: 435; DRM: 637-8; Modified)

At first glance, readers may be confused by several repetitive words—“worry”
(bufangxin A<3U(y) and “don’t worry” (fangxin By ,“understand” (mingbai BAR)
and “do not understand” (bumingbai A~BHH), “my feeling” (wozhiyi 3z =) and
“your feeling” (nizhiyi {R z &)—uttered by the two again and again. However, this is
not the result of a deficiency in language. Rather, the echoing both in sound and in
each other’s mind renders a literary unfolding and retaining of the struggling feelings
experienced by the two right at this moment. In most of their previous encounters, the
“privileged means of communication” to declare the intimate feelings of the two is by
means of “art and artifice”.143 Before this dialogue, Baoyu has twice quoted lines from

Romance of the Western Chamber, the classical drama, when speaking to Daiyu.44

143 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red Chamber
(Princeton University Press, 1997), 205.
144 T am the one ‘sick with longing,” (he joked) And yours is the beauty which caused ‘cities and kingdoms

to fall” (A B E ZREZKE”, RSB MEEEREIR). (HLM,23:315; DRM: 455) (To Zijuan,
Daiyu’s maid) “Good girl! ‘Should I share the bridal curtains with your sweet mistress; How could I give
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But this time, he confronts her directly through his own language instead of using
assumed voice from the drama, which signals a dangerous moment as the unmasked
confession of his personal feelings approaches. Daiyu, while seeming to be uneasy with
this confession at the at the beginning, could not help but be gradually touched by its
inner tenderness and affection, because she realises that Baoyu has cared for her all
the time with a sincere heart. In the meantime, this unprecedented “language of deep
and heavy feelings” (mingxin kegu zhi yan $% %) & 2z =) also aggravates her inner
grief because she is fully aware that without a father or mother to “propose a match”
(zhuzhang F3R) (chap. 32) for her, all his assurances would be in vain. To hide her
restless feelings, at that moment Daiyu loses all her clever speeches and repeats

Baoyu’s words involuntarily.

The subtle undercurrents of the emotions of the two are retained and intensified
further by several awkward hiatus in the narrative. Four indications of the hiatus are
created by the adverb “for a while” (bantian ) can be observed in their dialogue.
Before Baoyu decides to confess, he fixes his eyes on Daiyu “for a while”. This is
followed by Daiyu’s daze “after a while”. And after Baoyu’s suggestion that Daiyu has
been ruining her health by worrying about their relationship, neither of the two could
utter a word and they are thrown into in a long daze “for some considerable time in
silence”. The “considerable time” retained here is important not so much for the clear
scale of daily lives in its temporal relation to other activities, as for its symbolic depth
in contemplating and responding. In other words, the pauses do not merely indicate
time chronologically, they register a subjective perception of time with an emotional
significance. It is during these pauses and intervals that not only Baoyu and Daiyu, but
also the readers could have the time to reflect on the subtle feelings and sensations

emerging at the moment. In a word, it is in these moments of deliberately pressing

you the task of preparing the bed?” (§7 Y 8, “&H R ZE/NEREMR, EEBEHEHRK")? (HLM, 26:
355; DRM: 516)

87



“the pause button”, that the emotions evoked at this moment are unfolded, prolonged

and intensified.

Moreover, the layer of emotion at the present moment is complicated by its
combination with the shared memory of the lovers in the past. Although the two are
caught up in an emotionally charged moment engaging all their faculties, there is still
a conscious awareness of what has happened to them earlier. When Baoyu tries to
confront Daiyu directly, not only does he bring up the recent gradual deterioration of
her health (yiri zhongsi yiri —HZE{l—H), but also their mutual caring and devotion
all the time (suri & H). Baoyu does not specify a certain event. But it does not matter.
A reference to the past is suggestive enough to bring in the shared memories in the
mind of a devoted lover like Daiyu and to associate the two in one mind combined. Not
only is Baoyu making a secret commitment to her right now, but also it is endorsed by
what they have already acquired and accomplished in the past. It is in this sense that
the mere mention of what they have been “all the time” is sufficient enough to strike
Daiyu “like a thunderbolt” and fills her cheeks with tears. The long and silent pause
that followed, in this sense, is not only a reflection on what is happening at present,
but also on a newly-discovered past that has long been covered. A past that although
fraught with pain and suffering, is being shed light on by their communication and

commitment at the moment.

This awkward pause is broken off by the departure of Daiyu with the response, “I've
already known for long”. The reply should be featured not only with the verb “know”,
but with the adverb “have already”. By “have already”, the narrative gives away her
innermost feelings not only of the present, but also of all these years, indicating a long-
buried and supressed desire. Zhiyanzhai calls the narrative in this scene “brocade-like”

and compares it to the “supreme dharma of merit”45 with the indication that the

145 Zhiyanzhai remarks, “what Buddha opened his eyes of prajna and suddenly discovered the karma of
all mortal beings, therefore bringing out this brocade-like rhetoric, demonstrating this supreme dharma
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literary construction of sentimental love is very much alike the religious preaching of
doctrines. Zhiyanzhai does not further demonstrate the exact rhetoric and devices
through which the construction is achieved. But with the construction of different
temporal dimensions described above, subtle feelings like understanding,
appreciation (gratification), and commitment between the lovers are indeed woven in

a “brocade-like” way.

The overwhelming emotions of Daiyu prevent her from hearing the most bold and
passionate confession from Baoyu in the end,4¢ but this encounter has a huge impact
on the transformation of the mode of communication of the two. Another milestone in
the transformation of their relationship happens right after this confession. Soon after,
Baoyu was severely beaten with rod by his father for his improper behaviour when
playing around. At night when the visitors have left, Daiyu comes to visit him on his
sickbed with a face bathed in tears and swollen eyes. On seeing her coming, he
immediately could not help being worried about her health in the bad weather. (chap.
34) Although Baoyu is also moved so much by the concern shown to him by Baochai
earlier that day, it is quite obvious that it is with Daiyu’s response that all his
tenderness and sentimentality are connected. Instead of greeting or criticising him,
Daiyu cries even harder as if she would choke, and sobs at long last, “(I suppose) you
may never do such things again” (ni congci ke dou gai le ba {R1¢ I, o] &2 7 &8

(HLM,34:451; My translation) Earlier that day, Baochai expresses a similar emotion
on her visit: “if you’d listen to our advice, this wouldn’t have happened” (82 A\ —7]
3, AZESH). (HLM,34:448; DRM, 666) While Baochai’s words show her advice

of merit” (55 4{#%, HERBRBAEER, RRULREXE, R EFRINEX). (ZP,32: 529, Mengfu
manuscript; my translation)

146 “Dear cousin, I never ventured before to bare my heart to you,” he declared. “Now that I've
summoned up courage to speak, I'll die content. I was making myself ill on account of you, but I dare
not to tell anyone and hid my feelings. I shan’t recover till you're better too, I can’t forget you even in

my dreams”( “IFikEk, HWHEOE, RRLAER, SRBAESRER, RtbEHD! BAERBET—
SHREEER, XABEFRA, RFEE. RERNFEYT, RBRFSBER, BEZEHEART
R”). (HLM, 32: 434; DRM:638-9)
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that he should try hard to behave properly, Daiyu’s words only show how deeply she

could empathize with Baoyu’s suffering.147

Later that night, Baoyu sends his maid to pass two old handkerchiefs to Daiyu.
Although puzzled at first, Daiyu gradually understands the suggestion after some
careful thought. Although Baoyu does not make it explicit, it is enough for the signal
of love to be transmitted and received. Surprisingly, rather than being filled with
absolute happiness, Daiyu, seems to be occupied by more complicated and muti-

layered thoughts and feelings:

1

il

EEHEED RRGREFLER, XUTE REFHE, FHFEENME, XSHET
K, ZARFHFNEMREM TR, EFA2RIAR, EEFTERT XSRIX, HEL
AREEERET, XoE HECESHFR, BRBER, XSHTE.

I am happy that Baoyu could understand my painstaking feelings; and I feel so sad to think

L

~
a

where all my feelings for him will end in the future. Also, I feel so amused, I supposed I
hadn’t understood the meaning behind this pair of used handkerchiefs. I feel so alarmed
that he should send me a secret present in private like this; And I am so ashamed of my

endless and meaningless crying. (HLM, 34:456; My translation)

As we have mentioned above, Daiyu has been making a painstaking effort to elicit clear
assurance from Baoyu. But getting his explicit assurance does not further advance
their relationship, as a subtle awareness emerges, that they actually could do nothing
about the feelings they both feel. The increasing emphasis on the negative
psychological activities in the novel not only indicates a complex tension in their
individual minds, but, more importantly, it produces a more thoughtful and reflective
image of the lover. Moreover, a subtler sense of sentiment and solitude gradually
emerges. After the point, there was no more urge to get an instantaneous assurance of

affection on the side of Daiyu, and no more rush to justify his feelings immediately on

147 Zhiyanzhai observes the density of these words as he remarks, “it is a painstaking care that brews
these few words” (/{3 BE A 1tk 2057). (ZP, 34: 536, Mengfu manuscript; my translation)
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the side of Baoyu. Both become more aware, thoughtful, and hesitant about the words
they use. For example, in chapter fifty-two, after several young girls having a gathering
at Daiyu’s place, Baoyu tells them to go on ahead, leaving himself behind so that he

could have a private chat with Daiyu:

BXEXMEMREE: “BAIKZEBREEK. "EXE: ‘BRFETETRE. "BRIE
B, XAGWA, BT —E#, ERE: “REB. "EEhBOEEHZH RE2H

BRMERMTE, 78, ©hXE “HRBRE. —@E~ JEH RBEEIRES, &

XITESEE: “MSHNTEERT, R—REWMEE BEX? "BEXE: “RREFT,
Ry s, AAMETHE—EER, HEEET. ”

Daiyu asked him:“When will Xiren be back?”

“Not until after the funeral, of course,” he answered.

Daiyu had more to say but hesitated, lost in thought for a while.

“Well, go along now,” she said finally.

Baoyu, too, had much in his heart to say but did not know how to put it into words. After a

thoughtful pause he rejoined, “We can talk again tomorrow.”

He walked down the steps with lowered head, turning back suddenly to ask, “Are you
coughing much, now that the nights are longer? How often do you wake?”

“I had a good night yesterday, with only two fits of coughing. But I only managed to sleep

through the fourth watch—after that I couldn’t get back to sleep again.”
(HLM,52:708-09; DRM,1059-60)

The dialogue is quite unique in the communications of the lovers for the contents are
extremely simple and ordinary, yet it is expressive and suggestive, showing an unusual
scene of deep tenderness and affection. The pauses here are not a sign of awkwardness,
but a silent communication expressing a wordless message. Talking about Daiyu’s
health condition is no longer an expression of their unspeakable feelings, but a realistic
and intimate inquiry into her everyday experience. Such dialogue could rarely be seen
in their earlier encounters, for what they used to care about was direct and absolute
assurance. But now, they begin to learn to slow down the pace and to talk about
everyday lives like grown-ups. It can be seen that Baoyu has become more caring and

Daiyu has become more relieved and relaxed since their confessions discussed above.
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2.2.3 the Solitude and the Alienation

However, this unusual tender and loving period does not last for long, as they
gradually approach the end of their process of growing up. While Baoyu seems
reluctant to admit this inescapable fact, Daiyu seems to be aware of it much earlier. In
chapter fifty-seven, when Baoyu reaches out his hand to feel the thin coat of Zijuan,
Daiyu’s maid, she censures his flighty behaviour and says that Daiyu has warned them
about getting into conversation with him, because now that they are all “beginning to
grow up”(yi nian da er nian xiao — K _4F/)\). (HLM,57:777; my translation) Later,
exactly the same words are articulated by Daiyu herself to Baoyu. When he is reluctant
to go to see his mother to discuss the betrothal ceremony of his sister Ying, Daiyu
advises, “I would suggest that you grow out of these childish ways. Now that we are all
beginning to grow up...” (wo quan ni ba piqi gaigai ba yi nian da er nian xiao FENR
JEER B, —F K Z4/)\) (HLM, 79:1119; my translation) And soon after, when
Baoyu complains about the octopartite essays he reads in school, Daiyu advises him to
learn them to prepare for officialdom in the future since he is not a child anymore.
(chap. 82)148 While Baoyu seems to be less heavy-hearted than Daiyu, has a great
impact on the relationship between the lover, both of whom become more havey

hearted.

In the meantime, the pace of the encounters and interactions between Baoyu and
Daiyu begins to slow down, and the mode of communication turns hesitant and

awkward. In chapter sixty-four, one day, when Baoyu notices tears on Daiyu’s face

148 Many scholars believe this speech of Daiyu as evidence of the inauthenticity of the last forty chapters
for its inconsistency of her character. However, as I am about to demonstrate, I would propose that it is
exactly a manifestation of a heroine in the process of a growing and changing and maturing. That Daiyu
has changed her attitude is not a contradiction in the portrayal of her character, rather, there are several
signs that a growing concern about her future with Baoyu makes Daiyu change her attitude towards
Baoyu’s pursuit of public service and officialdom.
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when he visits her residence, he tries to comfort her but could not find proper words.

The narrative depicts his struggling psychological state in great detail:

BEE: “RIKEMARTRFLET? REfEFE, REAFAXGOT? BXE: “T2R
BRT, FENBEEZREBRXGBOT? " EERKE: “RKRERBERR, EEHEE.
REBRERKRZEBARZH NFEXEER AUBEERZE. AEBRETST, &
H.....” REEE, BEUTHREALHR, ENRE AAMERNEST—ERK, K
BE, XFERLER, ARZ0FEE, RARAEEERD. ARETLE, GERIEEX,
BRTH. SEEANERIR FEEERERT, BATE, LF—&, XHEE
Tfth, XE—EBECHLEENEAY, FME2AE, FERTRXEK. BEEELEREE
ERANREE, WORIMAR, DA AREEER, WRTAREESHIL
“You seem much better recently,” he remarked. “You look less flushed. But what’s upset you
again?”
“That’s no way to talk,” she retorted. “There’s nothing wrong with me. Why should I be
upset?”
“You’ve tear-stains on your face, why try to fool me? I just thought that being so delicate
you should take things easy, not distress yourself for no purpose. If you spoil your health,
I'll be....” He broke off here, finding it difficult to go on.
Though he and Daiyu had grown up side by side and were kindred spirits who longed to
live and die together, this was simply tacitly understood by both but had never been put
into words. Moreover Daiyu was so sensitive that his careless way of talking always
offended her or even reduced her to tears. Today he had come to comfort her, but again,
without meaning to, had spoken too hastily so that he had to break off, desperately afraid
that Daiyu would be angry. And when he reflected that he had really meant well, he started
shedding tears of distress. Daiyu had been annoyed at first by Baoyu’s immoderate
language. Now, touched by the state he was in, being prone to weep herself, she started

shedding tears in silence too.
(HLM, 64:889-90; DRM:1367-68)

The emotion in this scene is quite different from before, for what sends Baoyu into
tears is not the conflicts from a miscommunication, but a sense of helplessness and
confusion coming from the disability of communication. When they were young, their

words, though usually causing misunderstandings, fights to find instant and powerful
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expressions. However, right now, their emotions, though stronger, seems to be
difficult to articulate. After all these years, their relationship has evolved into an
awkward and difficult state. The awkwardness confuses Baoyu, for he does not
understand why, when there is such sympathy and love, the two could not
communicate. It is an awareness of the tortuous and barren journey that they have

been through that rends Baoyu so sad.

A similar awareness also occurs to Daiyu one day, when the weather turns cold, and

she asks her maid to get her some fur clothes and finds something unexpectedly:

RENPXRZEEER BEXHMFEEITHER, HMREIRFERNETH BCEMN
& FERREE ERNEENTR TNERBRFEIREST LB T ... EBEAFE
HE, BETRKEARFB—HRER, FEREZBMATFH RRNENEF. F7—M,
REMNHRFRT.... LBRRTER M2ti®BEE BUIESE fEfthExn RABXZEF
B “WIREEMERAEME, MBEHBEALFE — HMILIR/NEG—FFT, —FKET, B
HARMKEER . BROSEXRITRES, NERLESERAQAER TR, "EREHRAE
EFL, FMRIERTUFREREZEIVIRESNEEIMNESR, —BRREREK.

Xueyan fetched in a bundle of fur-lined clothes and un-wrapped it for Daiyu to make her
choice. The first thing her eye fell on was a silk wrapper. Undoing this, she found the old
handkerchiefs Baoyu had sent her when he was ill, on which she had written poems---they
still had her tear-stains on them. Wrapped inside were the scented pouch which she had
cut up, a fan-case and the tassel from Baoyu’s Jade of Spiritual Understanding......The sight
of these things made Daiyu forget about putting on something warmer. She picked up the
two handkerchiefs and gazed blankly at her old poems, then started weeping......

Zijuan realized that these things had reopened old wounds, making her young mistress
grieve over the past, and guessed it would be useless to reason with her.

“Why look at those, miss?” she asked, smiling. “They’ll only remind you of the pranks
Master Bao and you got up to when you were young, quarrelling one day and making it up
the next. If he’d been as well-mannered then as he is now, these things would never have
got spoilt.”

To Zijuan’s surprise, this banter reminded Daiyu even more of her first years here. Big tears

streamed down her cheeks.
(HLM, 87:1223; DRM: 1894-95)
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In conventional Chinese romances, using small objects like a ring or a handkerchief as
a love token is a common technique. However, the handkerchief held in Daiyu’s hands
seems to have a more complicated meaning. Apart from connecting lovers who are
separated by space, it also connects the past and the present of the lovers: the
rediscovery of this pair of handkerchiefs may remind the readers of the previous
episode when Baoyu sent them to Daiyu a long time ago. On seeing the two
handkerchiefs, Daiyu was so touched by them and was lost in reverie. This moment of
reverie is meaningful for it is a moment of memory. It is quite obvious that the action
and thought of Daiyu in this episode is explained not only by what is happening to her
at this moment, but by her previous memory with Baoyu. The handkerchiefs serve
almost as a site of memory, bringing back the very moment of the night when Baoyu
sent them to her. The action of looking at the old handkerchiefs combines the
psychological categories of memory with the momentary experience of the
protagonists at present in the narrative. The weight of memory and the shared
experience of the relationship of Baoyu and Daiyu appears to be rather heavy. Perhaps
this characteristic is more revealing when compared with other similar situations in

other Chinese novels.

Previous narratives give little space to such moments of remembering. We see most
lovers wake up as if it is the first day of their life, and act and behave out of natural
desire with little reflection on what they have been through. For example, in chapter
eight of the full-length novel Jin ping mei, Pan Jinlian & & i&, who feels so
disappointed at her lover Ximen Qing’s 9 /& not showing up, acts, talks and
confesses her inner love and longing like an innocent lovesick girl.149 Then in chapter

thirty-eight, when she gets married with Ximen several years later, in a similar

149 The Plum in the Golden Vase or, Chin P'ing Mei, Volume One: The Gathering, Roy, trans. David Tod
(Princeton, NJ: Princeton University Press, 2001), 155-157.
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situation, she behaves exactly as she did when she was young.15° There seems to be a
stereotypical pattern of discourse in depicting what a woman in love is supposed to
feel and to think, regardless of the situation. It is enough for the readers to see a gesture
that shows Pan is in love with Ximen and is waiting for him with affection and longing.
They have little interest in distinguishing the different situations and the effect of past
experience on the characters. What is missing in the portrait of a lover in Jin ping mei,
therefore, is a development of feelings and thoughts of the lovers that involves memory

and change.

A growing awareness of the fact that they are no longer children makes both Baoyu
and Daiyu heavy-hearted. It seems that the further the story progresses in the novel,
the heavier they appear to be as they are weighed down by the effects of previous
memories. While the difficulty mainly comes from the lack of language in their young
ages, it is also connected with a growing sense of anxiety and the solitude of the lovers.
There are no more innocent and childish tiffs and teasing as in the first period, and no
more silent companionship with mutual affinity as in the second period. The situation
gradually comes to a stage when both Baoyu and Daiyu are deep in thought and heavy-
hearted, as they are highly conscious that their undefined relationship has to have a

solution since they are no longer children.

Daiyu used to worry about whether she is the right one for Baoyu, but what
increasingly worries her is whether their love would receive parental approval and
affirmation. For example, in chapter eighty-two, she talks to herself, “my health’s poor
and I've reached the age to marry. Judging by Baoyu’s behaviour, he isn’t interested in
anyone else; but my grandmother and aunt haven’t yet indicated their preference. If
only my parents were still alive, or had fixed this match in advance.” (HLM, 82:1158;

DRM:1793) In that situation, the only solution to get a marriage is to have it arranged

150 The Plum in the Golden Vase or, Chin P'ing Mei, Volume Two: The Rivals, trans. David Tod
(Princeton, NJ: Princeton University Press, 2001), 394-398.
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by a parental authority. Yet mutual affection is the factor least considered when
arranging a marriage in the Jia family. Young men and women choosing their own
partners was not only unappreciated but was despised by mainstream moral ideas, as
the Lady Dowager comments on Daiyu’s love sickness.!5! This means that it is the
parental authority of the Jia family rather than the lovers themselves would eventually
decides their fate. To put in another way, without the protection of the institution of

marriage, their accumulated affection and love would be in vain.

In this sense, there is a growing sense of alienation inside the communion of the two
lovers. If what they used to feel is an abstract sense of solitude, then it is realistic
concern that now invades, making their communication subtler and more painful: they
are haunted by the weight of memory. One day on his visit to Daiyu, Baoyu mentions
a change in the rhymes of the song that Daiyu played the other day. The narrative
describes the unbearable awkwardness and sense of solitude of the lovers in great

detail:

BHEEMR: “BIEETHE FRTRBETNE 2EAESER? "EXE: “SE2AULVEH
RzE MEBERBIBE, RLE—EM. "EEE: “FEERMU. TERANE, B
T—8f, TERE “HERMFTARBLE? TEEXRT. XEREEEXT, XHRTE
EHD, BT &, LERBEHSEH, AFETEN. BEXERATTMNEDERAMmE, 1
a8, BREASKE, hHES. EE—BITEEIRE, FAUMNEERRE: KK

ER. RERI=HHRNEHELR. "BEXE. “REERT =K, BHRBE—F
. TEEZREBEEHEEKT. 7

I've been meaning to ask you: Why did you start with level rhymes, then at the end change

suddenly to an oblique one? What was the reason for that?

151 “It’s natural for young people who’ve played together as children to be partial to each other; but now
that they’ve big enough to know the facts of life they should keep at a distance. That’s how a girl should
behave if she wants me to love her. To get other ideas into her head would be most improper, and all

my love for her would be thrown away”( “#ZF11# /J\Eﬁ]‘ —ERE, WEEFEN., 5 KTEMNASE,
M ED AL, TERMEEENAY, BAOER M. ER2MOEFHNEE, KTHEATR! FKTT
EE%T@T”). (HLM,97: 1332; DRM, 2086)
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“Music comes naturally from the heart,” she answered. “There are no set rules-you just play
as you feel.”

“So that’s the reason. It’s too bad I don’t understand music and so it was wasted on me.”
“How many understanding people have there been since of 0ld?” she replies.

At that, Baoyu realized that he had been tactless, and feared he had hurt her feelings. He
sat there with so much he longed to say, yet not knowing how to word it. Daiyu also felt that
her last remark had been thoughtless, and must have sounded cold; she too was silent. This
convinced Baoyu that she took this personally, and he rose sheepishly to say:

“T'll leave you to rest now, I'm off to see Tanchun.”

“When you see her, give her my regards.” (HLM,89:1247; DRM,1945)

It is hard to believe that the two lovers who used to share a most perfect sympathy
towards each other would come to this situation. The air between the two here is
defined by a sense of suspension and distrust, It is the growing desire to keep the

relationship. Upon this significant change, the novel gives its explanation:

AREIHAFETSE BNFELEKR, XAMELUNETURERE, FhUsROE, RER
AR, BERKEERRE, NBEEEE RFAE. MEARTE, RERFE8HE H
HEBRBRE T

But although she had so much she longed to tell him, now that they were no longer children

i3

she could hardly tease him playfully as before or express her pent-up feelings. He, too, wanted
to bare his heart to her to console her, yet he feared this might offend her and make her illness
worse. So when they met they could only express their concern in the most superficial way.
Truly, theirs was a case of “devotion leading to alienation”.

(HLM, 89:1250; DRM: 1950)

The sense of solitude and its resulting alienation between the lovers gradually erodes
the intimate relationship of the two, making it fraught with pain and sadness. The
situation of the lovers in a way manifests the overall meaning that Plaks observes from

the novel, “it is a block in perception rather than a failure of action or a weakness of
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will that gives rise to the tragic situation.” 52 And the block in perception between the

two is not broken until their last meeting:

(BX)EREIEMELE, HWAERFL, RMEEEMNEX. BEXECHLT, AHBE

ZHEEX. MEADAREY, bLARE thEHEE REHZRERER. BEABRES

g, LEALRRFRER, RBRER. BABRZEIRE: "€ RATERT? "EX

KiE: “RAMNERRKT .. "BALEMEHSEE X, ELHAEERE . BEMNXAE
. INERKER,

Daiyu, disregarding her, (Xiren, Baoyu’s maid) went on into the inner room where Baoyu

was sitting. Instead of rising to offer her a seat, he simply stared at her with a smile. They

exchanged neither greetings nor civilities, just simpered at each other without a word.

Xiren, at a complete loss, did not know what to do.

“Baoyu,” said Daiyu abruptly. “Why are you ill?”

“Because of Miss Lin,” he answered with a smirk.

Xiren and Zijuan turned pale with fright and at once tried to change the subject; but the

other two ignored them, still smiling foolishly.
(HLM,96:1329; DRM:2082)

At this moment, Baoyu has been deranged and lost his mind because of the loss of his
Precious Jade of Spiritual Understanding. (chap. 94) To help counteract his bad luck,
the matriarch of the family decides to prompt his marriage with Baochai, which has
been planned already. Daiyu, on the other hand, loses her mind as well because she
hears the news by accident. It is in this case the two meet each other for the last time.
Baoyu’s answer to Daiyu’s inquiry reminds the readers of his bold confession to Daiyu
in chapter thirty-two when he expresses his feeling for her. Ironically, while last
confession ends up in being heard by the wrong person, this confession, in a similar
sense, cannot be heard and understood by Daiyu with such a deranged mind. The
communication of feeling and love does not succeed even in their last meeting. Soon

after, on the night of the wedding of Baoyu and Baochai, Daiyu dies with a deep regret

152 Andrew H. Plaks, Archetype and Allegory in the Dream of the Red Chamber (Princeton, New Jersey:
Princeton University Press, 1976), 78.
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since she misunderstands Baoyu for his indifference and abandonment. A heart-

breaking misunderstanding that is never explained until the last minute of her life.

2.3 Chapter Conclusion

The sentimental and tragic love between the protagonists Jia Baoyu and Lin Daiyu in
Honglou meng has always been analysed with social and philosophical emphasises.
Rethinking it from a different perspective, this chapter has explored how their
communication mode evolves and changes in their process of growth. I propose that
the destructiveness of the love between Baoyu and Daiyu in the novel is not only
brought forth by suppressive forces of the society, but by a block in their

communication running through the primary stages of their growth and maturation.

Traditional Chinese love narrative prior to Honglou meng shows little interest in the
construction of growing and maturational development of both the lovers and their
relationship. This is because critical trials and tribulations in the relationship are
usually made possible by the “accidence” and the “coincidence”, which deprives the
relationship from a natural course of development. Moreover, the isolation of
romantic narrative from lovers’ normal course of life also prevents realistic changes

being brought into their relationship.

However, the narrative of love in the case of Baoyu and Daiyu is different from the
stereotyped romantic stories, as the romantic relationship is for the first time depicted
in a natural and realistic course of development, which is fraught with difficulty,

misunderstanding, and struggling.

The three different stages in the novel present the growth of the relationship together

with the growth of the protagonists to adulthood. Although their feelings for each other
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remain the same, how the two deal with their feelings changes over time, proceeding
from unconscious and innocent feelings, through period of mutual understanding and
eventually to tragic situations of inevitable alienation and estrangement. At the early
stage, the block of communication between the lovers comes from the intended ironies
and deliberate provocations when expressing their feelings for each other. Gradually
as the lovers grow older, a subtler sense of sentiment and solitude emerges, followed
by an increasing anxiety about the result of their relationship. This eventually leads to

the failure of communication and the alienation of the two.

More importantly, in the later stages of the development of their relationship, the
layers of their feelings at the present moment are complicated by its combination with
the psychological categories of shared memory of the lovers in the past. Previous lovers
in traditional Chinese romantic stories have little knowledge about remembering and
recalling as they are depicted only in the present with few perspectives. But for Baoyu
and Daiyu, the older they are, the more heavy-hearted they become, as they are fully
aware of their tortuous and blocked communication all over these years since they
childhood. The increasing moments of memory of the past thus bring in a new
awareness of time, growth and change in the protagonists by merging two temporal

dimensions of past and present.

By recording the mutual-committed affection of the two in a process of emerging,
strengthening and eroding feelings in painstaking realistic detail, the author of the
novel emphasises the inner deconstructive force of growth and maturation in pursuing
absolute understanding and communication of the lovers. This chapter participates in
the main idea of the thesis in the sense that a redefined literary sensibility about love
in which personal and individual feelings and sensations are valorised is closely related

to the novel’s construction of temporal experience.
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Chapter Three Fate, Foreknowledge and Temporal
Distance

At the beginning of the novel, the narrative depicts a fantastic encounter between a
mythical stone and two clerics. Discarded from the celestial repair by the goddess
Niiwa, the magic stone rests at the foot of Blue Ridge Peak of the Great Fable Mountain.
One day, a Buddhist monk and a Taoist priest come along talking about the glory and
wealth in the world of mortals. With its “mind” bestirred, the stone speaks out and
begs the clerics to take it to this world of mortals. However, the two find the idea

unattractive and warns the stone not to go:

MAEPHMEHLYESRE, BREKERS. AXEEPAE, FELE/NEFEHRER,
REBRIXEBER. AFEDR, RERIE—F, BRES. AFA0AENE! (HLM,

1:3)153

\

Although there are certain pleasures in the world of Red Dust, they cannot last forever.
Moreover, the eight words presenting the truth of ‘flaw in every perfection, suffering for the
virtuous’ are indivisibly joined. In a little while you will reach the extremity of pleasure that
begets sorrow, the passing of humans and the alteration of things. In the end all will be a
dream, all phenomena will return to emptiness. It would have been better for you not to go

there. 154

This caution, despite its “too banal and too overtly didactic” style,!55 is considered by
Zhiyanzhai as expressing “the overall subject of the book” (J3—&8 > 424f). (ZP,1: 4,
Jiaxu manuscript; my translation) While a number of individuals might identify a
dreamlike and illusionary quality of human life suggested in the speech, a worse aspect

of it seems to be related to a certain rule by which things are in general come to be as

153 The detailed dialogue between the stone and two clerics appears in the Jiaxu manuscript B F 7, but
was deleted in the Gengchen manuscript 5z 7 and all the subsequent versions.

154 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red Chamber
(Princeton University Press, 1997), 116.
155 Tbid., 117.
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they are. It is observable that rather than depicting how fake and unreliable the
pleasures of the human world may be, the clerics stress that everything has been
predetermined and cannot be changed or controlled, with important adverbs like
“cannot last forever”, “in a little while” and “in the end”. In other words, the absurdity
of human life that the clerics use to dampen the stone’s enthusiasm is not brought
forth by the ontological doubt about human life, but by the situation of living within
it. In this sense, the primary idea suggested here which could be regarded as the overall

subject of the novel, is not about the “emptiness” of human life itself, but its fate.

The representation of the sense of fate, or the sense that everything has been
predetermined by a natural principle in traditional Chinese literature has been
compared by scholars to “tragedy” in the western sense because of the important status
of each in their respective culture. For example, Andrew Plaks argues that despite the
fact that there are accounts of the tragic fates of individuals in Chinese literature, the
“logical interrelation between their particular situation and the overall structure of
existential intelligibility” weakens the “pity and fear” the reader usually experiences in
tragedy. 156 From a different perspective, Stephen Owen suggests that Chinese
literature takes a different aesthetic form to represent the conflict between “amoral
necessity” and the “human moral order” which is essential for the genre of tragedy in
the West. While the the “amoral necessity” in tragedy takes the form of “some arbitrary
predestination”, it is usually given to “the impersonal forces of cyclical nature, or
nature as mechanism”, or “fate” in Chinese literature.'s7 It is the “human trapped in
the determined mechanism of nature’s cycles” in Chinese tradition that has the
“emotional and intellectual weight” of tragedy. Moreover, he observes that the

”, «

“process” is usually represented “in retrospect”: “a temporal distance corresponding

156 Andrew H. Plaks, “Towards a Critical Theory of Chinese Narrative,” in Chinese Narrative: Critical
and Theoretical Essays, eds. Andrew H. Plaks, (Princeton, N.J: Princeton University Press, 1977), 352.
157 Owen, Stephen, Remembrances: The Experience of the Past in Classical Chinese Literature

(Cambridge, Massachusetts and London, England: Harvard University Press, 1986), 56.
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to the fictional distance that mediates the ‘pity and fear’ of the audience of tragedy”.158
Owen does not go further to explain what exactly the “distance” looks like nor its
mechanism, since his focus is on the paradigmatic force derived from the conflict, his
observation does suggest that the temporal aspects could be crucial to achieve a certain
literary effect and to invoke certain emotions of the reader in the Chinese construction

of the inevitable necessity.

This suggestion serves as the starting point of my investigation into the literary
construction of fate in Honglou meng. Not only because Owen mentions the novel in
particular and considers it as the most important example of this paradigmatic form
in the same study, but also because of my own experience of reading the novel: its
masterful evocation of a subtle yet strong sense of inevitable loss seems to be related
to the manipulation of fictive experience of time. I therefore propose that the sense of
fate, or of everything has been predestined in the novel, is closely related to an
imaginary understanding of the temporal aspects of the narrative that the author
establishes in his reader’s mind through literary strategies and devices. To illustrate
this narrative mechanism, I will firstly analyse in section one what the reader’s
understanding of the temporality of a novel is in the framework of narrative theory, in
the hope that it will provide some clues for the following analysis of how this
knowledge is established in Honglou meng. In sections two and three, I will try to
identify and demonstrate the primary temporal strategies and devices that the author
adopts to affect the process of reading and understanding the novel. I hope my
investigation will show how certain temporal arrangements of narrative time influence

the assumption and imagination of a novel.

3.1 “Foreknowledge” and its Temporal Implication

158 Tbid., 57.
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The foreknowledge that the reader is provided with in Honglou meng has always been
an important issue for scholarly investigation. From the beginning of the novel, it is
suggested to the readers that things will inevitably come to be as they are supposed to
be, and events will happen as they are supposed to do. Moreover, throughout the
narrative, there is also an implicit but consistent suggestion of what is to happen to the
family and the characters conveyed by a series of signs like lyrics, dreams, prophecies,

and omens.

Due to the novel’s complex textual history, the detailed suggestion is firstly adopted by
some scholars as direct evidence of the inauthenticity of the last forty chapters, which
are considered to have been written by Gao’E 535(1758-1815), a Qing scholar and
writer. Therefore, great effort has been made to decipher traces of evidence for this

and its relationship to the final outcome of the characters.!59

On the other hand, scholars and critics approach the suggestion in the novel in the
framework of narrative theory. In his Narrative Discourse, French literary theorist
Gérard Genette coins the term “prolepsis” to express “any narrative maneuver that
consists of narrating or evoking in advance an event that will take place later.”1¢0 Along

with others literary devices like “foreshadowing” and “anticipation”, it is conveniently

73

159 For example, see Zhu Tong 4%, “Shi ‘baishou shuangxing——guanyu Shi Xiangyun de jieju” ¥#“H
HEE” BMRELHENERS [on “A Pair of Unicorns Suggest a Match” : about the outcome of Shi
Xiangyun], Honglou meng xuekan 4 #2527 1979, no. 01: 59-76. Bai Xianyong [ 4: &, “Jia Baoyu de
suyuan: Jiang Yuhan yu Hua Xiren: jian lun Honglou meng de jieju yiyi” B8 E8 4 B EH M E
AN FEwm (AEE) NEBEF [Jia Baoyu’s worldly affinity: iang Yuhan and Hua Xiren: on the
significance of the Ending of Dream of Red Chamber] Honglou meng xuekan 41222471 1990, no. o1:
95-104. Shen Xinlin 7t ##K, “Honglou meng zhong Lin Daiyu jieju kao lun” (ATEE) tMEREHE
i [Research on the Final Ending of Lin Daiyu in Dream of Red Chamber], Nanjing shifan daxue
wenxueyuan xuebao Fg R AN &R A E B R B R 2011, no. 02: 61-67.

160 Gérard Genette, Narrative Discourse: An Essay in Method, trans. Jane E. Lewin (Ithaca, N.Y:

Cornell University Press, 1980), 40.
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adopted to refer to an advance suggestion of later events in Honglou meng without
defining the exactly meaning and context. Therefore, the term becomes a large
container, in which literary phenomena, devices, and effects related to predictions are
all used indiscriminately. For example, Chen Guojun summarises three categories of
foreshadowing in Honglou meng according to modes of symbolism including the myth,
the lyric, and the sign.1¢*t Wang Ping proposes that the foreshadowing in Honglou
meng goes beyond that in traditional Chinese narrative as it adopts an extensive
variety of forms like lyrics, riddles, dreams and omens to reinforce the theme of an
anticipatory tendency.162 Miao Huaiming argues that Honglou meng creatively adopts
both explicit and implicit modes of prolepsis throughout the novel, creating a tragic,

depressive and ominous atmosphere.163

Differently from the above approaches of informational and technical devices,
foreknowledge in Honglou meng in this chapter is not merely being informed in
advance of what events and incidents will happen later but is an imaginary
understanding that the author wants to establish in his reader’s mind achieved
through literary devices related to the temporal aspect. To illustrate this idea, I will
firstly discuss the literary mechanism of “followability” of a narrative following the
theory devised by Paul Ricceur, to provide some clues around the temporal implication

of foreknowledge and its relationship with narrative structure.

161 Chen Guojun [ &, “Yuxu: honglou meng de yizhong xushi jiqiao”78&0: (ATEE) M—IEREIIS
[Pre-narrative: a narrative technique in Dream of Red Chamber], Honglou meng xuekan 4 {£5E2T)

1993, no. 04: 96.
162Wang Ping F 3, “Lun honglou meng de yuxu fangshi jiqi gongneng” &% (412 ) MBS A R R EIN

€ [On the pre-narrative in Dream of Red Chamber and its function], Honglou meng xuekan 4T {25
Fi] 2001, no. 04: 127.

163 Miao Huaiming 12 0A, “lun honglou meng de xushi shixu yu yuyan xushi” 3% (ATEE ) HRERF
HAFE = #Z [On narrative time and prophetic narrative in Dream of Red Chamber], Nanjing daxue
xuebao (zhexue-renwen kexue-shehui kexue) 5@ 7T A BB SR (T B2 A CRIE -3+ € R1EL) 2017, no. 03: 133-

36.
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In his book Time and Narrative, Ricceur talks about three ways in which plot is
mediated. The third way concerning temporal configuration is about “grasping
together” the “succession of events” and drawing the “unity of one temporal whole”
from these events. This is better demonstrated in “the story’s capacity to be followed”.

According to Ricceur:

To follow a story is to move forward in the midst of contingencies and peripeteia under the
guidance of an expectation that finds its fulfilment in the “conclusion” of the story. This
conclusion is not logically implied by some previous premises. It gives the story an “end
point”, which, in turn, furnishes the point of view from which the story can be perceived as
forming a whole. To understand the story is to understand how and why the successive
episodes led to this conclusion, which, far from being foreseeable, must finally be

acceptable, as congruent with the episodes brought together by the story.164

By drawing an analogy between the process of emplotment and knowledge, Ricceur
highlights a synthetic process in narrative in which successive actions and incidents
are grasped together into a configuration of knowledge. When analysing the
“configurational dimension” of the emplotment, Ricceur talks about its “temporal
features”. Apart from transforming the succession of events into “one meaningful
whole”, another important aspect of this configuration is the plot imposing a sense of
ending on the “indefinite succession of incidents”. And this “structural function of
closure”, according to him, is better manifested in the “act” of “retelling” a story rather
than in that of “telling”, because “as soon as a story is well known, to follow the story
is not so much to enclose its surprises or discoveries within our recognition of the
meaning attached to the story, as to apprehend the episodes which are themselves well

known as leading to this end”.:¢s

164 Paul Ricceur, Time and Narrative. Vol. 1, trans. Kathleen McLaughlin and David Pellauer (Chicago:
University of Chicago Press, 1984), .66-67.
165 Tbid., 67-8.

107



Before continuing to the detailed textual analysis, I would like to draw attention to
an often-neglected episode of a human character’s first encounter with the mythical
characters in chapter one of the novel. If we accept that the reading and understanding
of a narrative is decided by the successive flow of events, then the following absurd
episode depicting a human character’s first encounter with two religious masters and
the Precious Jade in the same chapter, goes further to challenge us to consider how
this kind of narrative is to be learned and understood through a series of literary

strategies and devices.

In chapter one of this thesis, we have discussed the fantastic story of the Vermilion
Pearl Plant and the Attendant Divine Luminescent, whose reincarnations becomes two
protagonists Jia Baoyu and Lin Daiyu. What has not been mentioned is that the story
is told by a Buddhist monk and a Taoist priest who are going to send their souls down
into the world. What is more strange is that the dialogue actually happens in the dream
of Zhen Shiyin #|1+-F&, a country gentleman who lived in the city of Suzhou. In his
dream, Shiyin overhears the dialogue from two clerics but has no idea of its meaning,.

After hearing the confusing conversation, Shiyin cannot help but say:

“BREILETFFRER, BAEFEEE. BR 728 FHBZHA. EXKMERE, HHE—
B, BTRIAEFE, MEEE TUfAfmzE. "“IUXRE: “UHXHE AUEEE
FMEF, AABETHR-A, EFaBkH AR, ” LRET, MEBE, EXE: “XHE
AEREE, EEZEBY, THAM? HUFRE? "AER: FHLY AF-EZ& 7
M RHIEELR. TRETEN, EREREPXE, LEFUDH 2 BEEL
mF, REEFHET/NF. ERAER, BEERCIOR", SEBEFHhET X M
BARBT —EXAME, FEXENF, DBRRNELIR . MENE—HH & R
EERAENMR, EABREEE. "tRENORZFBE HRLN RE-BER &l
AtkE. tRAM—2, TERER, RARNEREX BEHH FhHEEsT ¥

“Rare indeed is the opportunity to listen to such a discussion of cause and effects as I

have just heard. But I am too dull to [understand] it. If you would kindly elucidate to
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enlighten [my benighted understanding], I promise to listen most attentively. For profiting
by your wisdom may improve my salvation.”

“This is a mystery which we cannot divulge.” The two immortals smiled. “When the time
comes, think of us. Then you may be able to escape from the fiery pit.”

Shiyin could hardly press them. “I mustn’t probe into a mystery,” he said, “but could you
show me that object you mentioned just now?”

“If you want to know, you are destined in your life to meet with it,” said the monk.

With that he produced a beautiful piece of translucent jade and handed it to Shiyin. On
the obverse were carved the words Precious Jade of Spiritual Understanding. Before
Shiyin could [examine] carefully the columns of smaller characters on the reverse, the
monk snatched it away from him saying;:

“We’ve reached the Land of Illusion.”

He passed with the Taoist through a large stone archway on which was inscribed:
Ilusory Land of Great Void. A couplet on the two pillars read:

When false is taken for true, true becomes false;

If non-being turns into being, being become non-being.

Shiyin was starting after the two immortals when he heard a fearful crash, as if
mountains had collapsed and the earth split asunder. With a cry he woke up and stared
about him. There was the fiery sun still blazing down on the rustling plantain leaves.
Already half of his dream had slipped his mind.

(HLM,1:9-10; DRM, 10-11; modified as suggested by the square brackets)

The mythical episode in the opening chapter is extensively acknowledged and
interpreted in the dialectical framework of “the true” and “the false\fictional”, for the
punning name of the character.66 The glimpse of The Land of Illusion, and the couplet
on “the true and the false” and “the being and the non-being” inscribed on either side
of the arch have attracted a great deal of scholarly attention.6” However, few have

noticed the dynamic relationship between the masters and Shiyin in their behaviour

166 Zhiyanzhai observes that “the name is used as a pretext for making ‘the true events concealed™
(tuoyan jiang zhen shi yin qu ye £ =15 “EEE X "t). (ZP,1: 15, Jiaxu manuscript; my translation) as
the pronunciation of the former in Chinese sounds exactly the same as the latter.

167 Mei Xinlin #3#1#K, “Zhen Shiyin yu Jia Yucun de fuhao gongneng” # +-BEHE WATAITF5E I EE [the
symbolic functions of Zhen Shiyin and Jia Yucun], Zhejiang shida xuebao #3T i AEZ:$R 1992, no. 02:

42.
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and in their dialogues from which an important narrative drama derives. From the
beginning of the episode, what has been stressed implicitly is the gap in knowledge
between the masters and Shiyin. The two masters appear to know the “cause and
effects” of mysterious things in the world which Shiyin, as an ordinary “dull” man,
struggles to “understand”. And when Shiyin requests the masters to “enlighten” his
“benighted understanding” of the narrative of life of the soul as well as of himself by
“elucidation”, the masters who know all the “causes and effects” refuse him because
the “mystery” cannot be “divulged”. As a comfort or as a trick, they agree to show him
the mysterious “object”, which turns to be a precious piece of jade named “Spiritual
Understanding”. However, at the moment when Shiyin is about to “examine carefully”
the “columns of smaller characters” on the Jade, he is unexpectedly presented with a

land of “illusion” and the jade is “snatched” from his hands by the monk.

The transformation from the stone to the jade is as crucial as it is decisive in marking
the stone’s entry into the mundane world from the mythical world. It symbolises the
beginning of its involvement with life experience in the world of human beings, as well
as with its narrative. The name in a way has a strong indication of a kind of learning
and understanding that is crucial to the experience of human life. This knowledge is
not acquaintance with or understanding of transcendent and ontological truth, but
rather grasping together the successive events and drawing a complete experience
from it. And if we accept the transformation from the magic Stone to the Precious Jade
of Spiritual Understanding, this could have some indication of the beginning of the
formation of a kind of life narrative, then the absurd episode depicting a human
character’s first encounter with two religious masters and the Precious Jade could also
be seen as a challenge to us to consider how this kind of narrative with a series of

literary strategies and devices is to be learned and understood.

There is a huge gap between the masters and Shiyin, which could not be shortened by

the empirical experience. When the masters hand the jade to Shiyin, it is not far-
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fetched to say it is a symbolic action to show him a certain kind of knowledge. However,
the moment when Shiyin was trying to “examine (the jade) more closely” is interrupted
by the arrival of the Land of Illusion. Staying with Ricceur’s theory on the “operation
of emplotment”, we should not hesitate to compare this little drama of a human
character’s attempt to examine the pre-destined Jade of “Spiritual Understanding” to
a first-time reader’s learning and understanding of the novel as he is trying to get a
“unity of one temporal whole” from “the succession of events”, both of whom are
constantly being interrupted and hindered by the narrator\masters through a series of
fictional\illusory devices. By drawing an analogy between the process of emplotment
and knowledge, Ricceur highlights a synthetic process in narrative in which successive

actions and incidents are pulled together into a configuration of a narrative.

What I want to emphasise here is that in this scene, the masters are manipulating the
understanding of Shiyin by manipulating the temporal gaps. Although Shiyin can have
the chance to hold the jade in his hand, he is not given enough time to “examine it
more closely”. Because when he wants to do that, the masters will confuse his sense of
judgement by providing him with an illusory land. The dramatization of the masters
and the jades’ encounter with Shiyin can also be taken as a symbolic example of the
author’s reflective imitation of the interaction between narrating and reading. It
imitates playfully and masterfully a first-time reader’s reading and understanding
process of the novel Honglou meng itself and goes on to challenge us to consider how
this kind of narrative is to be learned and understood in the framework of literary

arrangement.

This section discusses the literary mechanism of narrative followability of the reader
following the theories of Paul Ricoeur to demonstrate how the foreknowledge in
Honglou meng could have temporal implications. Generally, if a narrative can be
regarded as the illusion of a succession of events, then following a narrative is to move

forward towards the endpoint of this succession to fulfil the expectation at that point.
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However, as Ricceur proposes that as long as a story is well known, then following and
understanding the story is not to discover the surprise in the conclusion as to
understand the events that led up to that conclusion. In a self-referential manner, this
intention of the author and its possible effect on the reader is manifested in an often-
neglected episode of a human character’s first encounter with the Precious Jade, in
which the reader’s knowledge about the narrative is manipulated masterfully and

playfully by the manipulation of temporal distance.

With this assumption, I will then analyse separately two forms of temporal distance in
Honglou meng namely, between the past and the present, and between the present
and the future, and I will explain how they contribute to the literary assumptions and

imagination of fate in the novel.

3.2 In Retrospect: A Sense of Conclusiveness

Narrative closure not only completes and finishes a story, but it also affects how the
reader understands the meaning of the story. In his famous book, The Sense of an
Ending: Studies in the Theory of Fiction, Frank Kermode takes “clock’s tick-tock” as a
model of “plot” and takes the interval between two sounds are “purely successive
disorganized time” that we need to make sense of. It is the fact that we use fiction to
“enable the end to confer organization and form on the temporal structure” that
bestows “significant duration” upon the interval in between.68 In a similar sense,
Barbara Smith also notes that the ending in a poem provides “the sense of stable

conclusiveness, finality, or ‘clinch’, because “the occurrence of the terminal event is a

168 Frank Kermode, The Sense of an Ending: Studies in the Theory of Fiction (Oxford: Oxford University
Press, 2000), 45.
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confirmation of expectations that have been established by the structure of the

sequence, and is usually distinctly gratifying”.169

Mainly deriving from historiographical and folk writings, most traditional Chinese
novels choose to initial their narrative by depicting an overall and collective pattern of
the order of the world, whether it is historical, universal, or ethical. For example,
Sanguo yanyi begins with a historical statement about the wars of states before the
appearance of the protagonists;'7° Xiyou ji first describes the entire progress of the
formation of the human universe before telling the story of the Monkey King.'7* And
Shuihu zhuan starts with the destruction of a mysterious seal, which is the symbol of
the law of heaven before introducing the stories of the heroes. Even in short works of
fiction and in novellas, historical stories or anecdotes are often used as a prologue
offering explanation and evaluation.72 On first glance, Honglou meng seems to follow
this tradition, as it begins its narrative with a mythical story of how Goddess Nii Wa
makes stones to repair the sky in the Baseless Cliff of the Great Waste Mountain.
However, instead of continuing with the grand history of the Goddess and her celestial
repairing, the narrative turns to an individual stone that is excluded from this “grand

project”.

169 Barbara H. Smith, Poetic Closure: A Study of How Poems End (Chicago: University of Chicago Press,
1968), 2.

170 “The empire, long divided, must unite; long united, must divide. Thus, it has ever been” (5 KX T~
K&, HADE, GAD%9). See Luo Guanzhong # & 1, Three Kingdoms: A Historical Novel
(Fifteenth Anniversary Abridged Edition with A New Foreword), trans, M. Roberts (Beijing; Berkeley;
Los Angeles; London: Foreign Language Press; University of California Press, 2014), 3.

171 “We heard that, in the order of Heaven and Earth, a single period consisted of 129600 years” (Z

bz E, BEt+__BAT A NA®AEA—IT). See Wu, Cheng'en Z&E, The Journey to the West, trans.
Anthony C. Yu (Revised edition,Vol. 1) (Chicago: University of Chicago Press, 2012), 99.

172 Patrick Hanan, The Chinese Vernacular Story (Cambridge, Massachusetts and London, England:

Harvard University Press, 1981), 20.
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While thirty-six thousand five hundred and one blocks of stone were made, one was
discarded by the Goddess at the foot of Blue Ridge Peak. Since it “has gained certain
spiritual understanding” (lingxing yi tong & 4 £ 18) after being tempered it “laments
night and day in distress and shame”(zi yuan zi jie, riye bethao cankui 2 572 B,

H & 3B %), (HLM,1:1;my translation) The regret and sorrow of the stone is usually
perceived by scholars as “a literatus’s rationalization of his political misfortune” as the
rejection from the celestial repairs represents the lack of opportunity to use its talent
(cai #1).173 However, another indication of this rejection that is equally important is
related to the significance of repairing the sky. The myth of Goddess Nii Wa repairing
the sky in traditional Chinese culture suggests restoring the order of the universe from
some dreadful disasters. According to Huainanzi 5 ¥, Goddess Nii Wa goes to
repair the sky because “the four pillars (at the compass points) had broken down, the
nine provinces (of the habitable world) were split apart, Heaven did not wholly cover
(Earth), and Earth did not completely support (Heaven)”( PUtREE, JLMZ, RKAFEE,
AN JE £f).174 Being rejected by the Goddess, therefore, does not only mean merely
exclusion from making the best use of the stone’s talent, but also means being expelled
from being enrolled in a grand history of immortality in which the order of the universe

is restored. It is in this sense that the stone’s pity and sorrow is so great.

One day, a monk and a priest come along, talking about the glory and wealth in the
world of mortals. Overhearing their talk on this topic, the stone gets very agitated, and
begs the clerics to take it down to this mortal world to enjoy it for a few years. The
clerics then transform the huge stone into a small jade, which is taken down to the
world of human and appears in Baoyu’s mouth when he is born. The Jade\Stone thus

experiences human life with Baoyu until it returns the same place bearing the

173 Martin W. Huang, Literati and Self-Re/Presentation: Autobiographical Sensibility in the
Eighteenth-Century Chinese Novel (Stanford, Calif.: Stanford University Press, 1995), 86.
174 Andrew H. Plaks, Archetype and Allegory in the Dream of the Red Chamber (Princeton, New Jersey:

Princeton University Press, 1976), 28.

114



inscription of the whole story, which accounts for the other popular name of the novel,

“The Story of Stone”.

The indication of the stone’s choice to enter the human world is often associated with
the dialectical problem of desire. Highlighting the puns on jade (yu %) and desire (yu
#%),Wang Guowei regards the stone’s decision to enter the human world which is
fraught with worry and trouble instead of wandering around a symbol of the desire-
oriented “decadence” (duoluo FE3%) of a human being.175 Anthony Yu suggests that the
plot shows the stone’s assertive behaviour to take responsibility for its own fate, and

thus suggests the “ironic contrast” between “its refined condition and implied

numinous intelligence (lingxing yi tong[E 4 E18])” and “its mocking denomination
by self and others as a “stupid thing (chun wu [F4%7])”, which also serve to define the
male protagonist concerning “the perplexing problems of ignorance and perception,
renunciation and desire.”276¢ While these explanations are all very plausible, another
issue that is equally worth discussing here is the quality of the human world, the object
of the stone’s desire: why does the stone yearn for the human world, and what does it
mean for a rejected stone to go to there? As an individual stone rejected from a grand
history, there seems to be no possibility to change its situation and to alter its fate. It
therefore choses to embark upon a new “project”, despite the fact that it will not last.
It is from this perspective that we may reinterpret the temporal indication of the
stone’s insistence on going to the world of mortals despite the warning of the masters:

it is rejected from entering a history of eternity and immortality but is chooses to enter

a history of human with a predictable and predestined ending.

175 Wang Guowei £ B4, “Honglou meng pinglun” AT{£255¥:% [On the Dream of the Red Chamber], in
Wang Guowei Wenxue lunzhu sanzhong F B4 Zi5Z = [Wang Guowei on Literature: Three
Essays] (Beijing: Shangwu yinshu guan, 2007), 8-9.

176 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red Chamber
(Princeton University Press, 1997), 117.

115



The ending of this human life, however, is depicted right after the little drama between
the stone and the two clerics. After no one knows “how many generations and aeons”
(ji shi ji jie 4414-447f), the stone comes back to the same place after its journey in the

world of morals:

A
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AEEAFERW, RERARUEEESHFETESB, BRR—KIRE EFEH2H,
RABE., SZBADNRE—F, BEXRAZEMEX, ORAH, REERE. BBEA
BNALE, FRBEGRER. KRB —REE. 2EXE—EBE:

EMOEHER, EANLEETE.
WREHGH%RE, FRLEESE
FRERIABEZM, ®IEZE, HESEN—RRIHNE.
A Taoist known as Reverend Void, searching for the Way and immortality, came to Great
Waste Mountain, Baseless Cliff and the foot of Blue Ridge Peak. His eyes fell on the
inscription on a large stone which was still discernible and he read it through. It was an
account of the Stone’s rejection for repairing of heaven, its transformation and conveyance
to the world of men by the Buddhist of Infinite Space and the Taoist of Boundless Time,
and the joys and sorrows, partings and encounters, warm and cold treatment from others
it had experienced there. On its back was a Buddhist verse:
Unfit to mend the azure sky,
I passed some years on earth to no avail;
My life in both worlds is recorded here;
Whom can I ask to pass on this romantic tale?
There followed the name of the region where the Stone fell, the place of its incarnation, and

the story of its adventures.
(HLM,1: 4; DRM 1:4)

Great scholarly attention has been paid to the thematical significances of this passage
because of its mythical design. Some stress its heavenly, spiritual, and transcendental
quality that is in contrast to the human world in the main body of the novel. For
example, Miller Lucien reads the mythical narrative of the stone in chapter one as an

integral part of the whole vision of reality, in which a heavenly and earthly construction
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are unified. 77 Robert Hegel presents dreams in Honglou meng as a means of
communication between spiritual and mundane levels of existence, with realistic
detail from actual life, setting these images against the great cosmic order to which
individual action must conform.78 Others focuses on the problem of the fictionality
and authenticity of the narrative itself. Qing critic Wang Xilian F# & (1805-1877)
notes that the intention of including the story of the stone is to narrate a lifetime
experience in the name of an “eyewitness”(ginli #3 %), and to suggest that it “narrates
the thing as it is rather than making fiction out of it”( shi xu gi shi, bingfei niezao & %
H=E Ir3FfEiE). In stark contrast to Wang Xilian’s remarks, modern scholar Wang
Jing regards the literary design of the inscribed stone as “a critique of the previous
generic convention” which stresses eye-witnessing and true record, and “a defense of
the authority of fiction in its own right”.?79 In a departure from the discussion on the
problem of fictionality, I suggest that the large, inscribed stone resting at the foot of
Blue Ridge Peak of the Great Waste could be taken as a physical symbol of an

individual’s lifetime memory.

In his study on historical continuity in France, French historian Pierre Nora coins the
term “lieux de mémoire”, or “sites of memory” to define a physical place, object, or
event that has “acquired the meaning of a symbol in the memorial heritage of a
community”.’8¢ In a similar sense, in his study on images of “ruins” in Chinese painting,
art historian Wu Hung notes that “historical traces and erasure” stimulates a

sentiment of mourning for the past, which is defined by “an introspective gaze, a gap

177 Lucien Miller, Masks of Fiction in Dream of the Red Chamber: Myth, Mimesis, and Persona.
(Tucson: University of Arizona Press, 1975).

178 Robert Hegel, “Heavens and hells in Chinese fictional dreams.” Psycho-Sinology: The Universe of
Dreams in Chinese Culture (1988): 4.

179 Jing Wang, The Story of Stone: Intertextuality, Ancient Chinese Stone Lore, and the Stone
Symbolism in Dream of the Red Chamber, Water Margin, and the Journey to the West (Durham and
London: Duke University Press, 1992), 256.

180 Pierre Nora, “General Introduction”, in Rethinking France: Les Lieux de Memoire, Volume 1: The

State, ed. Nora, P. & David P. Jordan (Chicago: University of Chicago, 2001), vii.
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of time, effacement and memory”.18t While Nora mainly talks about place as related to
a community or a nation, and Wu discusses visual places in the painting, their
indication that a physical place could be regarded as an embodiment of certain
memory is enlightening for us in re-examining the temporal indication of the inscribed
stone resting at the foot of Blue Ridge Peak after experiencing a lifetime in the world

of mortals.

Despite the stone’s declaration that it has passed “some years on earth to no avail”, it
has changed fundamentally from what it was before going there. By the time the
Reverend Void saw the stone, it is no longer the stone which tried to fit into the grand
history of mankind as a whole, but an individual site loaded with personal memory
because it has “inscriptions” of its lifetime experience on its back. Being, witnessing,
remembering will not keep the experience of past, it has to find a way to recover this
period of time: the stone chose to use the structure of language to represent it. As
Nicola King notes, “all narrative accounts of life stories...reconstruct memory
according to certain assumptions about the way it functions and the kind of access it
gives to the past.”82 In the case of the stone, the inscriptions of a lifetime of experience
are the entry point to remembering and recalling. Narrative provides the individual
with a unique form of access to past experience. More importantly, the whole story,
therefore, is built on a retrospective individual fictive gesture. A temporal paradox lies
in the emplotment: the story of the stone in the world of mortals that the readers will
be reading has already been completed and even inscribed on the stone: what will
happen has already happened. The mythical arrangement not only indicates the fictive
quality of the story but also reveals the retrospective rhetoric of the narrative. However,

by its nature every fiction has to be retrospective, because only in retrospect do we

181t Hung Wu, A Story of Ruins: Presence and Absence in Chinese Art and Visual Culture (London:
Reaktion Books, 2012), 18.
182 Nicola King, Memory, Narrative, Identity: Remembering the Self (Edinburgh: Edinburgh
University Press, 2000), 2.
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recognize what is significant and what is not. However, in Honglou meng, the whole
story is designed in the form of the recounting of the stone’s past experience as an
explicit dramatization. As Anthony Yu observes, “the account of the stone’s life in both
worlds (shen gian shen hou shi 57j 51 %) is told in its entirety initially only as a
summarized, hence completed, process of reading and reception by a dramatized
figure in the narrative named Vanitas or Kongkong Daoren, and the details are then to

be filled out at great length in retrospect.”83

While the author creates a retrospective vision through the mythical story of the
inscribed stone, he also reinforces the vision through a monologue in the preface of
the novel, in which a frustrated literati talks about his regret for his misbehaviour

during his youth:

SEERE —FEN BRSREBRAZIXT ——M@ETE BEGTLERE STER
Bzl AREZZERE SAERERY BIRAEH BXEZZAETXTZHG!
B, AIEMSEEMmE LRXE, THRER SRMEZR. KHEXEZR B
RKEBHEZR, amAfillzE EESH—FEN. FEREZE SR UEL
ATA. BzRE kR, AEETFEABEEEA BATERZAHE, B#EHE, Al—
HELRAL. BSBZMGER, REERKR HRRABY, BHUE®L TREGRKZZ
HIRERE, BRARE TEEX IRAARENS, BEL—REEXR, FUEEE
BE EuURttz8, MARE, AFEFE?”

In this busy, dusty world, having accomplished nothing, I suddenly recalled all the girls I
had known, considering each in turn, and it dawned on me that all of them surpassed me
in behaviour and understanding; that I, shameful to say, for all my masculine dignity, fell
short of the gentler sex. But since this could never be remedied, it was no use regretting it.
There was really nothing to be done. I decided then to make known to all how I, though
dressed in silks and delicately nurtured thanks to the Imperial favour and my ancestor’s

virtue, had nevertheless ignored the kindly guidance of my elders as well as the good advice

of teachers and friends, with the result that I had wasted half my life and not acquired a

183 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red Chamber

(Princeton, New Jersey: Princeton University Press, 1997), 117-8.
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single skill. But no matter how unforgivable my crimes, I must not let all the lovely girls I
have known pass into oblivion though my wickedness or my desire to hide my
shortcomings...Though I have little learning or literary talent, what does it matter if I tell a
tale in rustic language to leave a record of all those lovely girls.

(HLM,1:1-2; DRM:1-2) 184

This famous preface of the novel could remind readers of Chinese traditional lyrical
writing of remembrance like poems by Li Shangyin Z&Efz(c. 813—-858), Qian Qianyi
%1325 (1582-1664), and Wu Weiye Z1%\l(1609—1671); song lyrics by Yan Jidao £ J1,
18 (1038-1110), Jiang Kui ZZ&(c. 1155—c. 1221), and Wu Wenying 2 X (c. 1200—c.
1260); accounts of how collections are lost, such as those by Li Qingzhao Z=;& (1084
— ¢. 1155), Zhou Mi [& % (1232—c. 1298), and Yuan Haowen 7T %7 [a] (1190-1257);
memoirs of cities in the aftermath of political turmoil like The Eastern Capital: A
Dream of Splendour (Dongjing menghua lu xR 2 §%), Memoirs of Wulin (Wulin
jiushi M E =), Record of A Golden Millet Dream (Mengliang lu 232 $%) and

Reminiscences in Dreams of Tao An (Tao an meng yi fgE21%). 185

In this sense, the confession in the preface has been analysed with an autobiographical
emphasis by Hu Shi #83& (1891-1962), the famous scholar on Honglou meng of the
Republican period. Hu corresponds the details suggested in this paragraph to the

historical material of Cao Xueqin. He proposes that the narrator of this preface is the

184 While some scholars argues that the paragraph is written by Zhiyanzhai, (For example, see Feng
Qiyong 5 H &, “lun zhiyanzhai chongping shitouji jixu ben fanli” 3% (STREBEZTAERL) FARA “N
{5]” [ On the preface in the Jiaxu version of “The Story of the Stone: Re-annotated by irst”] Honglou
meng xuekan A 12EE T 1980, no. 04: 175-207.), there is little doubt that the idea is a personal
recollection of the author Cao Xueqin himself.

185 Qing critic Wu Chongyao {2 & (1810-1863) remarks in his postscript to Reminiscences that the
narrative is full of “emotions of one’s life experience” (shenshi zhi gan A< H it~ ) after the “the
vicissitudes of life over time”(dilaotianhuang cangsang #h# X7t 8 %). See Zhang Dai 1%, Tao’an

meng yi FgE |8 [Reminiscences in Dreams of Tao An] (Beijing: Zhonghua Shuju, 2016), 105.
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protagonist Jia Baoyu, who was in a state of utter poverty and misfortune when writing
the novel. This, he then argues, coincides exactly with the basic “facts” of Cao Xueqin’s
life experience that is derived from poems dedicated to him by his friend. Therefore,
the readers could deduce the conclusion of the novel that the Jia family is bound to
decline and Baoyu is bound to be reduced to poverty according to the self-statement

in this paragraph.186

While one judges an interpretation like this as sensible or farfetched depends on one’s
recognition on the literary essence of this text, whether it is a factual account of the
narrator’s autobiographical experience in reality or a part of the narrative designs of
fictional assumption. However, what I want to suggest here, is that what the author of
Honglou meng tries to do in the preface is less to remind the reader of his actual
experience in reality, than to construct a retrospective gesture as well as a mode of
narrating and reading. In other words, the primary function of this preface is to show
the attempt to recapture the meaning of an earlier life through literary representation.
The whole story is built on a fictive premise of retrospection, of a remembering gesture
from the point of present. The arrangement not only indicates the fictive quality of the
story but also reveals the retrospective rhetoric of the narrative. Although by nature,
every fiction has to be retrospective. In Honglou meng, this perspective has
significantly changed not only the events depicted in the novel but also their

relationships.

186 He summarises three basic “facts” of Cao Xueqin’s life experience from poems that are dedicated to

him by his friend: a) He had an “old splendid dream” (fanhua jiu meng 3£ %) (quoting a line from
Cao’s friend 23%) b) he had a talent in art and literature c) his last years were spent in a state of poverty.
See Hu Shi #fi#,Cai Yuanpei £ Tz, Shitou ji suoyin& Honglou meng kaozheng { AEEZEE) (AI1E
£ ) %Zz& [Exploration of the concealment in The Story of the Stone & Textual research on The Dream

of the Red Chamber] (Beijing: Beijing daxue chubanshe, 1989), 95.
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It can be observed that in the text the narrator begins with a confession in a
sentimental and regretful tone, saying that he is responsible for the decline of his
family and the disappearance of past happy times. However, while the author
attributes the loss to a moral flaw, when he recalled those experiences, no detail is
mentioned at all. All those splendid gatherings and wonderful banquets of aristocratic
life have been simply summed up as “dreams and illusions”. And if we scrutinise more
closely, we could find that the centrality of his emotion of guilt and pain seems to be
affected less by what he had done wrong than the relationship with certain moments
in the past when the devastating event has not yet happened and when he had all the
privilege and chance to be different: when he was “dressed in silks”, when he “was
delicately nurtured”, and when he was blind to kind advice and good and wise
companions. The issue at stake is not the meaning of past, but the tension between the
moment when everything has ended and the moment in the past when things have not
yet happened. And what he really wants to emphasise is less a moral reflection than a
temporal gap between the past when everything has yet to happen, and the present,
when everything is completed. It is for this huge gap in time that the author feels
regretful. It is first and foremost created by a temporal gap. It is a gap of loss, of regret
and of unfulfillment, an unspoken wish to relive the past once again and to act
differently. Yet the ending is placed here, fixed and unchangeable. And in the present
moment of writing this preface, possessing the knowledge of which he was ignorant
before, he would like to write and narrate (bianshu #siA ) his experience as if the things
that were done and the people he has let down could be remedied through the making

of a narrative.

This section has analysed how the author generalises and summarises the stories in
the novel in its entirety as completed and finished in the form of recollection and
remembrance. The construction of this assumption is twofold: it assumes that all the
stories of the novel derive from the inscriptions on a mythical stone which has returned

from the world of mortals in chapter one, but also draws on the early aristocratic life
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of the frustrated narrator in the confessional preface. The reader thus learns that the
whole story is finished and is derived from a personal remembrance and recollection
of the past and portrays a sense of conclusiveness that the author wants to establish in

his reader’s mind right at the beginning of the narrative.

In the following section, I will then turn to the narrative level in the main body of the
novel, where the author constructs temporal distance between the present and the
future by suggesting the prospect of the predestined decline of the family and the

scatteredness of Baoyu and his female companions of the family.

3.3 In Prospect: a Sense of Impermanence

Suggestions of future developments made in advance and predictions of the outcomes
of characters are not rare in traditional Chinese texts. As early as the Warring States
Period, the historical text The Commentary of Zuo (Zuo zhuan 7% {&) informs of the
destiny of a character, a city, or a country through dreams, oracle inscriptions and
celestial phenomena at an early stage of their development.:87 This tradition was
widely adopted in most full-length novels from the Ming Dynasty in the form of
advance suggestion and warning of the final outcomes of main characters. For example,
in Sanguo yanyi, when the talented military strategist Zhuge Liang %% = leaves his
rustic retreat to enter into the service of the warlord Liu Bei /%, his friend Sima Hui
) 5% remarks, “Sleeping Dragon has found his lord but not his time. A pity!”:88 In
Shuthu zhuan, when the monk Lu Zhishen & &R leaves the Mount Wutai monastery,

the abbot gives him a verse: “Capture Xia when you meet him; Seize La when you

187 Liu Xiqing 2% &, “lun zuozhuan zhong de yuxu” :% {Z{&) 1 9FE%k [On the pre-narrative in The
Commentary of Zuo], Guangxi shifan daxue xuebao (zhexue shehui kexue ban) & 75 & &5 A Z2 £ 4R (35 22
HERELR) 2001, no. 03: 49-53.

188 Luo Guanzhong ZE & /1. Three Kingdoms: A Historical Novel, trans. Moss Roberts (Oakland,

California: University of California Press, 2020), 126.

123



encounter him. When you hear the tide, complete the circle; When you see the faithful,
enter silence”.189 In Jin ping mei, a physiognomist foretells one by one the fortunes
and outcomes of people in the household of Ximen Qing. All these predictions are
proven to be closely related to the construction of the plot in the later parts of the

novels.

The predestination in Honglou meng definitely belongs to a literary tradition which
comprises those texts. However, in Honglou meng, it shows a much more meaningful
manipulation. With more carefully prepared signs such as lyrics, dreams, prophecies,
and omens, a more persistent appearance of the reminders of the prospect, a more
complicated engagement with the construction of plot, it seems to manage to evoke a
strong yet indescribable sentiment in the readers’ mind. The purpose is not to prove
that the prediction is testified, but to create a temporal gap between the present and
the future. Instead of drawing more connection between the signs and the characters,
in the following analysis, I will take the literary suggestion of the destinies of the main
characters in the novel as literary devices affecting the foreknowledge of the novel. In

other words, I take the episode as structural rather than merely informational.

In chapter five, Baoyu, the young heir of the Rong Mansion of the aristocratic Jia
family, is guided by a fairy called Goddess Disenchantment (jing huan xian gu 41
#4) to visit the Land of Illusion (taixu huanjing X {E%J38) in his dream. The most well-
known plots in this chapter are a series of mythical adventures that Baoyu experiences.
After entering the realm, Baoyu first reads perplexing poems from a stack of pamphlets,
then he watches a performance of a suite of musical drama in the name of “Dream of
the Red Chamber”. Both are actually previews suggesting the prospective collapse of
the family and the dispersal of Baoyu and his female companions in the end, despite

the fact that they are enjoying a luxurious and innocent life at the moment.

189 https://en.wikipedia.org/wiki/Lu Zhishen
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While most scholarly attention has been paid to the interpretation of the metaphorical
meaning of the dream experience, what is equally important is the situation in which
Baoyu is given the chance to encounter the experience. Before the performance of the
drama, the Goddess Disenchantment makes a long speech to explain the reason why
she takes Baoyu to the Land of Illusion to other fairy maidens who blame her for

bringing in a stranger:

SHERERFERER BRENMB, BEEX-AZE BEx “SRABFHER
MR, ThEZEt, EEER HEFAF ZELYE AUEOE. EXFRES, &
EO X, HPBEZREE A, EMER £MEE BRAEE RUENK ER
EREHELE, BEAFRSINE. Bk, BEENERZCETEEHABE, HEME
WBEHEABEF, RBARIER, FERAFZZER, "MMLBE, HERD, S/EELR. &
MIER FRT=FLF2 R 5ME, SEADL, HREE. BCIKBEERE SHBFRFK
BREZL), NERKR—E FRTME.

I did set off to the Rong Mansion today to fetch Vermillion Pearl, but as I was passing the
Ning Mansion I met the spirits of the Duke of Ningguo and the Duke of Rongguo who told
me, “Since the start of this dynasty, for some generations, our family has enjoyed a fine
reputation as well as riches and rank. But after a hundred years our good fortune is at an
end, gone beyond recall. Although we have many descendants, the only one fit to continue
our work is our great-grandson Baoyu. Even though his is headstrong and eccentric, lacking
in intelligence, we nonetheless had certain hopes of him. However, our family’s luck has
run out and there seemed to be no one to show him the right way. How fortunate we are to
have met you, goddess. We beg you to warn him of the dangers of lusting after women, so
that he may escape from their snares and set his feet on the right path. Then we two brothers
will be happy.”

Sympathizing with their request, I fetched him here. To begin with I made him look at the
three registers of the girls in his own household. When he failed to understand, I brought
him here to taste the illusion of carnal delight so that later he may perchance awaken to the
truth.

(HLM,5:79-80; DRM:98)
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Baoyu’s entry to the place and his experience of these adventures are not an accident
but a prepared plan. As the great grandson of the late Duke of Ningguo Z & and the
Duke of Rongguo 2., Baoyu is regarded with great expectations by his ancestors to
choose the right path because the fortune of the family is “at an end”. Therefore, the
Dukes beg the Goddess to awaken the young boy by presenting the dangers of lust to
him. However, before enabling Baoyu’s sexual experience with her sister named
“Combining Beauties” (Jianmei 3£ 3£) later, what the Goddess shows him is hardly

related to lust.

According to the Goddess herself, it is when Baoyu fails to “understand” the meaning
of the previews that she adopts the “illusion of carnal delight” as a tool to help him. In
other words, the preview of destinies seems to fail in her attempt to awaken and
enlighten Baoyu. This unsuccessful attempt has been related to a literary construction
of temporal gap between the present and the future. Anthony Yu proposes that the
“knowledge” of the declining prospect of the family that the Goddess tries to teach
Baoyu cannot be learned quickly because when he wakes from this dream, “the waking
reality he encounters is for many years itself a dream, the ‘golden days™, and “not until
he has tasted the sweetest and bitterest of experiences does he come to the true
awakening”. 19 There a paradox of time lies in the warning from the Fairy
Disenchantment to Baoyu in his dream, that “only time can proffer to us a sense of the
brevity and insubstantiality of our world”.29* In other words, the “knowledge” of life
has to be gained through “experience” of life. And between the knowledge and the
experience, there is an “implied delay” that is produced by the gap between the
“knowledge” of the dreamlike nature of human life, embedded in the poems and the
songs that the Goddess Disenchantment tries to teach the young protagonist Baoyu

and the “experience” he will be having in his lifetime in the novel. There is a gap of

190 Anthony C. Yu, Rereading the Stone: Desire and the Making of Fiction in Dream of the Red
Chamber (Princeton, New Jersey: Princeton University Press, 1997), 138.
191 Tbid.
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knowledge between what Baoyu had not yet known and what he will know in the future.
It is exactly this gap that serves as a reminder to the reader that every moment from
now thus become a slow but inevitable march towards a point in the future that is
unknown to him at the present. In this sense, the musical dramas that the Goddess
shows to Baoyu afterwards could be seen as a preview of a future prospect that he has

no idea of at present:

(A[1EE5]F)
FEEER, EABE? BARBEARER.
EZERAXR. BERH. KR, RERR.
it b, RHERESEEN (AEE) .
“Prologue to the Dream of Red [Chamber]”
At the dawn of creation \Who sowed the seeds of love? \From the strong passion of breeze
and moonlight they came.\So in this [weather] of sweet longing, \On a day of distress, in
an hour of loneliness, \Fain would I impart my senseless grief \By singing this Dream of

Red [Chamber]\ To [recall and to] mourn the Gold and the Jade.
(HLM, 5:82; DRM: 101; modified)

This is the opening song of the suite of musical drama that Baoyu watches. While the
first three lines trace the origin and history of love back to ancient times when the
world was just created, the fourth line turns to the very moment of “right now”: this
“weather”, this “day” and this “hour”. This moment is not only about sentimental
emotions and feelings, but also marks the divide between two temporal realms in the
viewer’s life. Before this moment, Baoyu has been living in the present of his life; after
it, he is suddenly involved into experiences of the future. When analysing the chapter,
Wu Hung proposes that compared to the form of poem, the drama represents the
preview of the destinies of Baoyu’s female companions in a different manner. If the
poems represented their fates through the “medium of the law (i.e., through the files
containing the verdict of their fate)”, then the dramatic representation of it could be

associated with the “staging and illusionism of a play” as different actresses “embody
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the voices and feelings” of those girls.192 In this sense, the beginning of the drama could
also be regarded as Baoyu’s involvement “into” that illusion of experience rather than

reading meaning “from” that experience.

And that experience, according to the last two lines, is retrospective. No matter what
exactly the meaning of the “Gold” and the “Jade” is, the experience of them is finished
and therefore is to be “recalled” and to be “mourned”. What will happen has been
predestined, casting light back at this moment when Baoyu is completely innocent
about what will happen to him and the people he loves most. From this perspective,
the dramatization of the present when the performance of the drama is about to begin
and the moment of ending when everything has finished and could not be retrieved

draws a temporal gap between the present and the future.

The following twelve songs presented to Baoyu taking the voices of different subjects
are usually considered predictions of the final results of twelves girls that are most
close to him. Both the poems and the lyrics, as most critics and scholars agree, contains
predictive information to the family and the main female characters of the novel. The
suggestion has been acknowledged since the earlier stage of the critiques of the novel.
In chapter five, Zhiyanzhai remarks besides the poems that the whole chapter, which
has borrowed the method adopted in a prophecy book called Tui bei tu #7 [& from
the seventh-century Tang dynasty, are a “crucial point for the fates and destinies of
those men and women”(wei er nv zi shu yun zhi ji 53 ZFEIEZ#). (ZP,5: 120,
Jiaxu manuscript; my translation) He also identifies several characters from the
predictive poems like Lin Daiyu, Xue Baochuai, who both end tragically, Qingwen 5
Z2 Baoyu’s beloved maid who dies at young age, and Miaoyu %%, a haired nun who

stays at the Jia’s mansion and finally is taken away by a bunch of robbers.Qing critic

192 Hung Wu, “Beyond Stereotypes: The Twelve Beauties in Qing Court Art and the Dream of the Red
Chamber.” In Writing Women in Late Imperial China, eds. Ellen Widmer and Kang-i Sun Chang
(Stanford, Calif: Stanford University Press, 1997), 319.
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Wang Xilian F % & observes that the chapter adopts pamphlets and lyrics to point out
implicitly one by one the “origins and results of lives” (yisheng yin guo —4 &) of
the main characters, from which events which happen later in the novel are derived.!93
The entire chapter could be seen as the overall program of the whole book which is
independent from other episodes, as “all the affairs of emotion” (quanbu qing shi ¢
EB15%) have already been “covered inside” (longzhao zai nei 7 E £ [A)).194 With this
understanding, he goes further to identify the characters of each poem and lyric in the
episode with short analyses of each. Similarly, the Qing critic Zhou Chun &% also

devoted an article identifying the poems and songs with the characters in the novel.195

However, an aspect that is often overlooked is a sense of absurdity shared by these
songs: they all, despite different subjects and situations, present what Owen calls the
“conflict between the human moral order and amoral necessity”. In his Remembrance,
Stephen Owen proposes that while the “amoral necessity” in western literature takes
the form of “some arbitrary predestination”, it is usually given to “the impersonal
forces of cyclical nature, or nature as mechanism”.19¢ For example, “A Life Misspent”
(zhongshen wu %% 51R) the first song, how true lovers are kept apart by a mismatched
marriage. “Spurned by the World” (shi nan rong %) the sixth song, portrays a girl
of precious grace and purity who ends up drifting into prostitution. And “Ruined by
Cunning” (congming lei B2 &) the ninth song, depicts a girl whose cunning in

plotting and scheming costs her life.

193 Wang Xilian T % B&, “Honglou meng huiping” {4[1#£%) [@5¥ [Chapter Comment on Dream of the
Red Chamber], in Honglou meng ziliao huibian {41852 ) E#l 4 [Compilation of Material of
Dream of the Red Chamber] eds. Zhu Yixuan 4k—Z (Tianjin: Nankai daxue chubanshe, 1985), 547.

194 Tbid., 549.
195 Zhou Chun %, “Honglou meng yueping” (£1#:%) 293F [Rough Comment on Dream of the Red

Chamber], in Honglou meng ziliao huibian {41#7%) ##C % [Compilation of Material of Dream of
the Red Chamber] eds. Zhu Yixuan 4—Z (Tianjin: Nankai daxue chubanshe, 1985), 523-24.

196 Stephen Owen, Remembrances: The Experience of the Past in Classical Chinese Literature

(Cambridge, Massachusetts and London, England: Harvard University Press, 1986), 55-6.
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The “necessity” is best demonstrated in the epilogue of the songs, in which all different

shapes of lives are summarised in prospect:

(B - RS EHAK]
AREMN, REAT, BEN, SBRHE. FRN, wERE, BEN, 2PRRE. Xa0,
WEIE, KRM, REHR. ERHEREFE, ITHERENE. KNGEER4E, ZXKE
EthEES. BHN, BASP, kM, £XTMHG. FOURRR/ENK ETHAEE
TR EF S
Epilogue: The Birds Scatter to the Wood
An official household declines,\Rich nobles’ wealth is spent.\She who did good escapes the
jaws of death,\The heartless meet with certain retribution.\Those who took a life have paid
with their own lives,\The tears one owed have all been requited in kind.\Not light the
retribution for sins against others;\All are predestined, parting and reunions.\Seek the
cause of untimely death in a part existence,\Lucky she who enjoys rank and riches in old
age;\Those who see through the world escape from the world,\While foolish lovers forfeit
their lives for nothing.\When the food is gone the birds return to the wood;\All that’s left
is emptiness and a great void. (HLM,5: 86; DRM:108-09)

What the readers will get to understand later, are actually prophecies suggesting the
final collapse of the family and the scattered dispersal of Baoyu and his female
companions of the family in the future, who are enjoying a luxurious as well as
innocent life at the moment. These points contribute to the construct of the sense of
closure by suggesting the fates of the main characters at the early stage of narrative,
thus creating temporal gaps between what is “already known” at the present and “not
known yet” in prospect. By creating a temporal gap between knowing and not knowing
of the prospect, the blind innocence of the characters is stressed again and again

throughout the novel.

Apart from mystifying the occasions, the bringing in of a foreknowledge of what might

happen in the future also serves during the reading process as a sudden break in the
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continuity of the “present” moment. The consistent line of the course of action is thus
broken, creating a sense of discontinuity and alert. For example, in chapter thirteen,
the ghost of late Qin Keqing Z=1J /] sends her last wish in the dream of Wang Xifeng

F EBJX|, Baoyu’s sister-in-law and the actual holder of the Jia household:

ZRE:“....BS ‘AmllE, Knild XNERESVLHRKRE. mSEMARBHES E&
BE, —HfEREsEE, SR T B “BEMMBECNGBE, SAEBT —HEFEEK
T LLCRRECEBSMUARERE, FREA, £ERK. REFTAXE—HEES
£, ERNAZ. HHERIE, ENE, BABERSNEE, —ROERE BT
ST CRESR MBS EEARARE, RBRSRIEERT . TRENLHE: ‘B
BEERRE: “REATHR, ARBMETHF T 15, BHERMEE RELE. ~
—HER#FEFER KBEBEEM.
BUHER SR, REZMEEEEMENMET, SREERE. AR “SREXNTILT. ”

“Is it possible you don’t know the saying that ‘the moon waxes only to wane, water brims
only to overflow,” and ‘the higher the climb the harder the fall’> Our house has prospered
for nearly a hundred years. If one day it happens that at the height of good fortune the ‘tree
falls and the monkeys scatter’ as the old saying has it, then what will become of our cultured
old family?” ......

“It would be very short-sighted not to take thought for the future in the belief that our
present good fortune will last for ever. Before long something marvellous is going to happen
which will really ‘pour oil on the flames and add flowers to brocade.” But it will simply be a
flash in the pan, a brief moment of bliss. Whatever happens don’t forget the proverb, ‘Even
the grandest feast must have an end.” Take thought for the future before it is too late.”
“What marvellous thing is going to happen?” asked Xifeng.

“Heaven’s secret mustn’t be divulged. But because of the love between us let me give you
some parting advice, and do remember it, anut!” With that she declaimed:

“After the three months of the spring, all flowers will fade

And each will have to find his own way out.”

Before Xifeng could ask more she was woken with a start by four blows on the chime-bar at
the second gate. And a servant announced, “Madam Jia Rong of the East Mansion has
passed away.”

(HLM,13: 169-70; DRM: 234-45)
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This is the famous episode depicting a supernatural warning from a ghost right before
the Royal Consort Yuanchun pays her visit in the Jia household. At this moment, the
wealth, prosperous, and cultivated lives within the family has taken the major length
of the novelist depiction. Both the author and the reader canot help but being caught
by the vivid and colorful feature of life for the moment. Therefore, the warning from
the prospective future serves as a break into the continuous and permanent flow of
“now”. It tries to remind the reader not to be bewildered by the prosperous experience

at present, but to be alerted by what is predestined to happen in the future.

In chapter one of the thesis, we have talked about the riddle made by Daiyu and how
it could be related to the feelings of enduring and suffering in her every experience.
What has not been mentioned is that apart from Daiyu’s riddle, other riddles made by
other girls in the family, including Baochai, Jia Yuanchun & jt %, Jia Tanchun Ei{ %,
sister of Baoyu, and Jia Yingchun Eill#, and Jia Xichun &[&%, cousins of Baoyu,
also suggests certain aspects of their final fate. While all of the girls are enjoying
prosperous life at the present, their riddles seem to suggest that they were all destined
to be unfortunate and short-lived. In this sense, Jia Zheng, the patriarch of the family,
feels so depressed because of the tragic and inauspicious tendency suggested in the
riddles they made. (chap. 22) It is in this sense that Zhiyanzhai is eager to reveal the

intention of the author to the reader. By the end of the chapter, he remarks:

EZERER D, RERG<FR><H>%E, SREIEABT=FBON. MEZHERUNR<E><E>
mEz, AIKFE®. HEWM GEF) A5l REHOEEREZE NESHA. BERN, &
WERAFEE, BRAE, NARR, SHAOZUZH. EEFR2AEOMIERZE?

The author has a feeling of the final enlightenment. ...adopting writing, (the author) presents
various forms to talk about the “Dharma”, and always warns the readers beyond the lines again
and again. It is a great sin if the readers regard (them) only as fiction. The author first makes

(the sentences in) the Zhuangzi as an introduction. Then follows the sentences of Buddhist

verses, when (the author) makes speeches of enlightenment to get ordinary people alert and
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conscious. Also worried that (the reader) could not enter (the entrance of Dharma), again (the
author) makes use of the lantern riddles to state and express (his) meaning for the moment.
(The author) himself explains as he exclaims that he could not fall asleep, just to express the
sincere and earnest feelings from his heart. How could the reader not be careful, and ignore
or look down upon it?

(ZP, 22: 426, Mengfu manuscript; my translation)

Here, rarely, Zhiyanzhai devotes a lengthy remark to explain how the author struggles
to remind the reader of the implication of certain narrative constructions by
interfering into the middle of the reading process of the reader. According to him, the
function of the poems, lines and riddles cited are not only served as part of the fictive
construction of the plot, but most importantly, deconstructions of the illusion that are
presented to the reader. In this sense, the reader will miss the key point of the author

if they just read the lines as they are.

Later, in Chapter twenty-five, when Baoyu is taken possession by witchcraft and loses
his mind, a Buddhist monk and a Daoist priest comes to Jia family, claiming that they
could cure the illness. But when people ask what miraculous remedy they have, they

reply it is the Magic Jade of Spiritual Understanding that could serve as the remedy:

HHEER, FoERELRTHAERERB A, BMEHETBR, EEEL, RE—
B “FEE—R, RREB+=#H%x! AR, WibiE, BEmE, HOEIETRIR
ERHAERIFE:

ik

%‘

AR S ARE, OEESIEE;
MRBEERER, EFRABERIE.
T E{RS HiEE K

WERERSELX, FHRERFEE.
VLB — B ARE, RERIFITEUS!
Jia Zheng took the Jade from Baoyu’s neck and passed it to them. The monk laid it

reverently on the palm of one hand.
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‘Thirteen years have passed in a twinkling since we left you at the foot of Blue Ridge Peak,”
he said with a sigh. “How quick time flies in this human world! Yet already you are full of

worldly desires. Alas, how much better off you were before!

Untrammelled by heaven and earth,
From joy and grief alike your heart was free;
Then smelting gave you spiritual perception,

And you came to this world in search of misery.

What a deplorable state you are in now!

Power and rouge have dulled your precious lustre;

Days and nights within silk chambers entrap your heart;
But you must wake at last from your sweet dream;

Poor lovers, when all debt are paid, must part.”

(HLM, 25;346-47; DRM: 503)

According to the masters, the reason why the Magic Jade does not work for Baoyu lies
in the fact that it is full of “worldly desires”. The “diagnosis” is understandable for
readers who are familiar with the traditional Buddhist ideas, as it draws an analogy
between physical sickness and mental sickness, harmful substances and worldly
desires. However, in Baoyu’s case, the enchantment that damages his spiritual
understanding not only suggests a kind of material desire, but also the way he has been
indulged in the “present”, when everything seems to be permanent and will last forever.
It is in this sense that the prayers sung by the two masters refer to its past and its future
respectively. Firstly, they recall the period when the stone lived in perfect liberty and
was free from human feelings, and then they suggest the ending of the stone in the
future when the play will be over. Both poems are composed to break the permanent
“now” in the narrative within which Baoyu and the reader are caught up, and to alarm

the reader that the prospective ending is imminent.
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Moreover, in chapter twenty-six, two maids of Baoyu chat with each other when
discussing future prospects, reinforcing the temporal gap between the present and the

future:

AEE: - BERNTEERM, SHEEFCBNER, HTH—ZTR’ FTB=F0#,
BEATEANET . BEFEEERTE’ "EMAGBARRE T EENCE, BARRBALT,
XNAFRRFmimR, EEMEKE RERZRNNI. EEREIER PHREERKSE
BY, BEERMRE, BGRELEENRRL

“It’s hardly worth being angry with them,” retorted Xiaohong. “The proberb says ‘Even the

longest feast must break up at last.” Who’ going to stay here for life? A few more years and we’ll
all go our different ways. When that time comes who will worry about anyone else?”

These words brought tears to Jiahui’s eyes, but not wanting to cry for no reason she forced a
smile.

“That’s true, of course,” she agreed. “Yet only yesterday Baoyu was talking about how he’s
going to rearrange the rooms and the clothes he means to have made, as if we had hundreds
of years to put up with here.”

(HLM, 26:350; DRM:508; modified)

Here from the reporting of Baoyu’s maids, the readers are told how Baoyu plan to
rearrange his rooms and make his clothes. But most importantly, all these speeches
and behaviours are told through the mouths of two maids as total observers. This is
also one of the most important techniques of Cao Xueqin. In this sense, the experience
of Baoyu is alienated from the reader, thus showing a sense of absurdity and
uncertainty. And the readers are reminded again the unreliability of the present and

the impending of the doom.

Following the overall assumption constructed in section two, section three has turned
to the detailed emplotment in the main body of the novel, where the author begins to
create a gap of time between the present and the future. By consistently warning the
reader of a tragic prospect of the decline of the clan and the scatteredness of Baoyu

and his female companions through various predictive devices like dreams, prophecies,
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and omens, the novel manages to evoke a sense of impermanence: the present moment

will not last for long.

3.4 Chapter Conclusion

The representation of fate, that everything has been predetermined by a natural
necessity, in Chinese literature has been compared to tragedy in the West for its
intellectual and emotional complexity. This chapter investigates the mechanism of this

representation in the eighteenth-century Chinese novel Honglou meng.

In Honglou meng, the representation of fate is closely related to the reader’s fictive
understanding of the temporal aspects of the novel established by the author.
According to narrative theory, if a narrative can be regarded as an illusion of a
succession of events, then following a narrative is to move forward towards an
endpoint of this succession to fulfil the expectation. However, as French philosopher
Paul Ricceur proposes, as long as a story is well known, then following and
understanding the story is not to discover within the recognition of its meaning, as to
understand the events leading to the known ending. The quality of time is changed
from this new understanding, as the initial course of action is illuminated by the
terminal consequences. It is within this narrative framework that I have re-examined
the construction of foreknowledge in Honglou meng, through which the reading and

knowing process of the reader is greatly defined and shaped.

To be specific, this foreknowledge is constructed primarily via two approaches in the
novel. For the overall structure, by introducing stories of a frustrated man of letters
and an inscribed stone coming from the world of mortals in their entirety as completed
and finished, the author creates an assumption in readers’ minds that the narrative is
a remembrance and recollection of the past from the present. However, the temporal

gap is not only generated from the reminder of the end point, but also from the delay
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of time. Therefore, in the detailed emplotment, by inserting warnings and alarms of a
tragic ending in prospect through various predictive devices like dreams, prophecies,
and omens, an understanding that every moment becomes part of an inevitable march

towards the future from the present is also constructed.

By reaching into the past and the future separately, the two approaches manage to
break the continuous and permanent flow of “right now” with the evocation of senses
of conclusiveness and impermanence respectively. The two senses together, greatly
shape the reading and understanding of the inevitable fading and loss represented in
the novel. In this sense, this chapter joins the previous two chapters to the main
argument of the thesis in demonstrating that the certain literary constructions of
personal experience in Honglou meng are closely related the novel’s temporal

arrangements.
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Conclusion

Time, Personal Experience, and the Modernity of Novel

Temporal aspects are significant in defining the fundamental characteristics of the
modern novel emerging in eighteenth century Europe. These characteristics are
derived from modern ideology of personal autonomy through a theory of the intrinsic
worth of the individual in the west. As Ian Watt notes , the genre of novel is the one
form of literature which most fully reflects the “individualist and innovating
reorientation” of Descartes’s assumption that “the pursuit of truth is conceived of as a
wholly individual matter”.197 This is manifested in the temporal constructions of the
novel: not only does the novel replace the classic didactic stories of coincidence and
accident with the personalized stories which happened in personalised time and space,
but also its extremely intimate temporal scale replaces the traditional timeless form
with an irreplaceable moment of unique consciousness to represent a modern sense of

“individual truth”.

The best literary form to represent this individual truth and its relationship with
temporal aspects is the Bildungsroman, which presents an individual as a constantly
growing and changing personality. The significance of the Bildungsroman, according
to Bakhtin, lies in the fact that the protagonist is a man in the process of “becoming”
rather than a “ready-made and unchanging hero” because time has been introduced.98
Moreover, Bakhtin believed that Bildungsroman connects individual private time with
historical time by bringing the originally closed individual to the world. The
“individual emergence” is not merely one’s private affair but is inseparably connected

to “historical emergence”, 199 as if the essence of the world is changing, and the

197 Tan Watt, The Rise of the Novel: Studies in Defoe, Richardson and Fielding (Berkeley: University of
California Press, 2001), 13.

198 Mikhail M. Bakhtin, Speech Genres and Other Late Essays eds. Caryl Emerson and Michael Holquist
(Austin: University of Texas Press, 1987), 21.

199 Tbid., 23.
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individual is changing along with it.2e0 In this sense, “the image of the emerging man”
begins to go beyond its “private nature” and enters into a new state of “historical

existence”.201

However, such an implication is hard to identify in the eighteenth-century Chinese
novel Honglou meng. While several western studies assign the theories of the
Bildungsroman to the protagonist Jia Baoyu,202 it is obvious that the underlying
temporal assumptions of the Bildungsroman and Honglou meng are quite different.
A similar type of narrative did not appear until the revolutionary novels written since
the period of the Republic of China. In these types of novels, individuals who used to
be members of a big dynastic family or clan are eager to get out of their home, and to
throw themselves into the revolutionary movement of the crowd as well as into the
“historical time” of the world. This can be seen in the experience of the protagonists
like Gao Juehui 5& £ in The Family % (1933), Lin Daojing #i& & in Song of Youth
E&F 2% (1958) and Chen Wenxiong [ X % in Three Lanes =% £:(1959).

On the other hand, in addition to integrating the individual into “a totalizing
temporalization of history”, 203 another temporal aspect in the process of
modernisation of the novel that is of equal importance is the individual experience of
being in the world. Characters and the temporal reality within which they are situated
are the most basic elements of all narrative work; however, representing their
emotional and psychological aspects, even the meaning of their existence through a
specific temporal structure is a modern, rather than a classic mode. In earlier
traditional narrative, the temporal structure is simply a reflection of a timeless and

unchanging world and the existence of an individual often serves as a footnote to the

200 Jbid., 23.

201 Tbid., 24.

202 Lewis S. Robinson, “Pao-yu and Parsifal: Personal Growth as a Literary Substructure,” Tamkang
Review 9 (1979): 407—426. Margaret Berry, “The Apprenticeship Novel in China: Hung-lou meng.”
Proceedings of the Eighth International Symposium on Asian Studies 8.1 (1986): 11—21.

203 Peter Osborne, The Politics of Time: Modernity and the Avant-Garde. (London, New York: Verso,
2011), X.
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existence of the universe as a whole. In the modern ideology, however, the individual

truth, on the other hand, could be found in its encounter with the structure of existence.

It is this second perspective in Honglou meng that this thesis has aspired to explore.
As I have demonstrated in the previous analysis, one important feature that
distinguishes Honglou meng from other novels of its time is its exploration of the
temporal experience of being in the world that are related to feelings and emotions like
suffering, remembering, and anticipating. Whether it is about a girl’s perpetual
perception of the deterioration of her body with the passing of time (Chapter one), or
lovers gradually losing their intimate connection in the irresistible process of growth
and maturation (Chapter two), or the people of the clans constantly being reminded
and warned of their fate by ominous signs and omens (Chapter three), these all
together demonstrate that the meaning of the characters’ individual minds and
emotions, and even the meaning of the characters’ existence, are interpreted precisely
from the dimension of time. It is in this dimension of exploring the emotional and
psychological depth of the individual within a temporal and existential framework that
the characteristic of modern thought emerges from the narrative of Honglou meng.
And this is also the dimension that is lacking in the modern Chinese novels which rely
heavily on important historical events and dates. The existential perspective created
by Honglou meng would not see a successor until the twentieth century. For example,
in To Live ;5% (1993) by Yu Hua &2, Song of Everlasting Sorrow R¥x(1995) by
Wang Anyi £Z{E and Big Breasts & Wide Hips 2% fE& (1996) by Mo Yan &=,
thrilling possibilities of an individual’s painful collusion with their temporal reality are

fully represented.

It is with this comparative view that I hope my doctoral thesis on the fictive experience
of time in Honglou meng will not only renew our appreciation of Honglou
meng’s significance as a novel of masterful representation of the experiential and

existential experience of human life, but also, its significance as a novel with
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implications of modernity. Moreover, based on the essential correlation between the
fictive experience of time, emotional and psychological depth of the narrative, and the
existential structure of the individual established in this thesis, the study undertaken
here, could be extended further to examine the implication of modernity of other
traditional novels in late imperial China, or the potential association between modern

Chinese fiction and Honglou meng in terms of the construction of temporality.
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