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ABSTRACT
So far, love and desire have preoccupied scholarly inquiries into the emotional landscape in
late imperial China. However, the disproportional focus diminishes the complexity and
interdisciplinarity of the emotional experiences during this period. Alternatively, this
dissertation seeks to contextualize the understudied emotion of anger and uses it as a
different entry point into the emotional vista of late imperial China. It explores the stimuli
that give rise to anger in late imperial Chinese fiction and drama, as well as the ways in which
these literary works configure the regulation of that emotion. This dissertation examines a
wide range of primary materials, such as deliverance plays, historical romance, domestic
novels, and so forth. It situates these literary texts in reference to Quanzhen Daoist
teachings, orthodox Confucian thought, and medical discourse, which prescribe the
rootedness of anger in religious trials, ritual improprieties, moral dubiousness, and corporeal
responses. Simultaneously, this dissertation reveals how fiction and drama contest the
presumed righteousness of anger and complicate the parameters construed by the above-
mentioned texts through editorial intervention, paratextual negotiation, and cross-genre
adaptation. It further teases out the gendering of anger, particularly within the discourse on
the four obsessions of drunkenness, lust, avarice, and ¢z The emotion’s gendered dimension
bears upon the approaches that literary imagination adopts to regulate anger, including
patience, violence, and silence. The body of either the angry person or the target of his or
her fury stands out as the paramount site upon which the diverse ways of coping with the
emotion impinge. Ultimately, this dissertation enriches the current understanding of the
emotional experiences in late imperial China and demonstrates anger as a prominent nodal

point upon which various strands of discourse converge.
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Chapter One

Introduction: A Case for Anger
Recovering Anger from Qing
In the Shuowen jiezi 30 X% 5 (Explaining Patterns and Analyzing Graphs of Words, 121) by
Xu Shen #F i of the Eastern Han (25-220), a proliferation of characters correspond to the
emotion of anger, such as fer 2, yuan 18, hui %, pei 1 chi 'fﬁ, fen 14, and so forth.! In the
particular cases of yun &, pei 1, yi A, and chi 'Iﬁ, the character 7z & (anger) serves as part
of their gloss, and thus, assumes the meta-semantic function.” The cluster of characters
evidences nuanced attention to the multi-faceted manifestations and varied intensities of
anger within Chinese linguistic awareness very early on. Indeed, spanning the Jongue durée
from ancient to late imperial China, z# consistently figures as one of the “archetypal
emotions” in both formulaic references to and particularized lists of emotional experiences.’

It stands as an integral part of various inventories of paradigmatic emotions, the number of

which ranges widely from four to sixteen.*

! For relevant characters, see Duan Yucai & £ 3K, ed., Shuowen jiezi zhu 33X 43 1% (Nanjing:
Fenghuang chubanshe, 2007), 2: 893-94; for a translation of the pertinent sections, see Francoise Bottéro and
Christoph Harbsmeier, Chinese Lexicography on Matters of the Heart: An Exploratory Commentary on the Heart Radical
zn Shuod wén ji¢ zi RLEF (Paris: Ecole des hautes études en sciences sociales, 2016), 123-28, 130-31. I have
adapted the rendition of the title of Shuowen jiezi in Endymion Wilkinson, Chinese History: A New Manual, 5* ed.
(Cambridge, MA: Harvard University Press, 2017), 83.

2 Duan Yucai, Shuowen jiezi ghu, 2: 893-94; for the translation of each character, see Bottéro and
Harbsmeier, Chinese Lexicography, 126-27, 130.

3 Andrew Plaks, “Before the Emergence of Desire,” in Key Words in Chinese Culture, eds. Wai-yee Li and
Yuri Pines (Hong Kong: The Chinese University of Hong Kong Press, 2020), 321; for an implicit reference to
anger as a paradigmatic emotion, see Anthony C. Yu, Rereading the Stone: Desire and the Mafking of Fiction in Dream
of the Read Chamber (Princeton, NJ: Princeton University Press, 1997), 66.

* For a comprehensive documentation of various versions of the “basic emotions” in pre-Qin master
classics, early Medieval texts, medical writings, and Buddhist teachings, see Paolo Santangelo, Sentimental
Education in Chinese History: An Interdisciplinary Textnal Research on Ming and Qing Sources (Leiden: Brill, 2003), 216-



Despite being a vital type of emotion, however, anger has largely fallen outside the
purview of scholarly investigations into ging 1, the Chinese notion that is mostly used to
designate emotional responses.” Until recently, the pertinent studies on the emotional
landscape depicted in late imperial Chinese literature have prioritized the two archetypal
emotions of @/ & (affection/love) and yu 4K (desire) over the others within giging €%
(seven emotions), arguably the most influential enumeration of emotional experiences in the
Chinese language.® The prioritization is not without good reason, since after all, such early

texts as the Xunzi and the Liishi Chungin & K A&# (Liv’s Spring and Autumn Annals) have

already deemed desire inextricable from ging as its “functional, active manifestation.”” On the

26. To my knowledge, the only exception where anger does not appear in the list comes from the Xingzi mingchu
M 8 4, which only names 4 & and / % as the archetypical emotions; see Plaks, “Before the Emergence of
Desire,” 321; also see the same page for a few complementary instances for such lists, including some from late
imperial Chinese sources. For discussion of /uging 7<% and giging €1, see also Anna M. Shields, “The
Inscription of Emotion in Mid-Tang Collegial Letters,” in A History of Chinese Letters and Epistolary Culture, ed.
Antje Richter (Leiden: Brill, 2015), 679; Curie Virag, The Emotions in Early Chinese Philosophy (Oxford: Oxford
University Press, 2017), 6; Anthony C. Yu, Rereading the Stone, 67-68. These numerous lists of archetypal
emotions represent a naming effort that resonates with Silvan S. Tomkins and Paul Ekman’s attempts at teasing
out the basic emotions, although the fluid variation of the lists indicates a lack of universalizing tendency in the
ancient Chinese texts; for a critique of “the Tomkins-Ekman paradigm,” see Ruth Leys, The Ascent of Affect:
Genealogy and Critigue (Chicago: University of Chicago Press, 2007), 310-15, 335-36.

5 For the wide semantic field of ging 1% that extends beyond emotions to “essential nature, actual
conditions, reality — even simply ‘truth,”” see Plaks, “Before the Emergence,” 317-18; also see Anthony C. Yu,
Rereading the Stone, 53; for a list of “dominant meanings of ch’ing [¢/ng] in Chinese literary criticism,” see Siu-kit
Wong, “Ch’ing in Chinese Literary Criticism,” (PhD dissertation, Oxford University, 1969), 328-33.

¢ For discussion of giging as “the stock formulation [of emotional responses] for all posterity,” see
Anthony C. Yu, Rereading the Stone, 67; also see Santangelo, Sentimental Education, 216-17. The list of seven
emotions includes xi &, mu %, ai X, le 8, ai %, wu %, and yu #K in the Xunzi, where, however, there is no
mention of the overarching concept of giging, see Wang Xianqian E .3k, Xunzi jijie & F % (Beijing:
Zhonghua shuju, 1988), 2: 22.417; also listed in Santangelo, Sentimental Education, 222. The first holistic
reference to giging occurs in the Lz #2 32, in which the seven emotions include x7 &, nu %, ai X, Ju BE, 4i

yinshuguan, 1970), 1: 9.301; also enumerated in Virag, The Emotions, 6. Both lists are noted in Shields, “The
Inscription of Emotion,” 679. For an observation on the greater balance in the list of the X##ng/ than that of the
Liji and the latter list’s greater comprehensiveness, see Santangelo, Sentimental Education, 222.

7 Anthony C. Yu, Rereading the Stone, 57-61.



other hand, literary representations at least from the late Ming onward increasingly conflate
love with ging that is “usually understood in a narrow sense as romantic sentiments.”
Moreover, the prevalence of both “the Romanticist ideal of free love and the Freudian
theory of sexuality” in twentieth century China further facilitates the metonymic slippage of
ging into romantic love and sexual desire within learned interpretations.” Therefore, the
scholarly preoccupation with these two emotions has in a sense continued such historical
emphases, but not without consequence.

To begin with, overemphasizing love and desire inevitably leaves the majority of
emotions understudied, and thus, considerably reduces the richness and complexity of pre-
modern Chinese emotional experiences. Indeed, recent studies have expressed dissatisfaction
with the disproportional stress on the two emotions and paid increasing attention to other
ones. For instance, Maram Epstein opens her recent monograph by proposing xiao # (filial
piety) as an alternative focal point for pertinent investigations."” Another strand of studies

centers on the emotion of a7 & (grief) and its associated practice of mourning in the context

of late imperial China, including those by Martin W. Huang, Rania Huntington, and Norman

8 Martin W. Huang, Desire and Fictional Narrative in Late Imperial China (Cambridge, MA: Harvard
University Asia Center, 2001), 4; see also Plaks, “Before the Emergence,” 330. For “the changing meaning of
ging — from asexual virtue to romantic love, sexual desire, and patriotic fervor” in eatly twentieth century, see
Haiyan Lee, Revolution of the Heart: A Genealogy of Love in China, 1900-1950 (Stanford, CA: Stanford University
Press, 2007), 6; see also Maram Epstein, Orthodox: Passions: Narrating Filial Love during the High Qing (Cambridge,
MA: Harvard University Asia Center, 2019), 2; however, I disagree with Epstein’s characterization of ¢ing as the
“closest premodern instantiation [of romantic love]” and holds it to be the other way around.

° For the apt summary of these two strands of discourse, see Lee, Revolution of the Heart, 4.
10 Epstein, Orthodox Passions, 1; for a relevant observation that in the Ming-Qing elevation of ging,

“conjugality seldom stands alone without filiality and sexual passions are laudable only if they also validate, if
not actually strengthen, the parent-child bond;” see Lee, Revolution of the Heart, 38.
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Kutcher, to name just a few."' Concentrating on “the poetics and rhetorics [si] of laughter,”
Christopher Rea’s tour de force has recuperated the “comic sensibilities” in late Qing and
early Republican China."”” Along with his extensive efforts in expanding the pre-modern
Chinese emotional landscape, Paolo Santangelo’s co-edited volume with Donatella Guida
follows general reflections of gzng and specialized studies of love with a notable section on
such negative emotions as anger and hatred.” Nevertheless, there still remain the traces of
previous overemphasis on love and desire in these latest contributions. In Epstein’s recent
study, for example, in order to highlight the emotional dimension of xvao, she significantly
chooses to render the notion as “filial love.”"* Hence, her project is more an extension of
love beyond romantic and sexual feelings than a radical shift of focus. Similarly, in their co-
edited volume, Santangelo and Guida situate what they call “aggressive-repulsive attitudes”
at the end after the love-related section, inadvertently revealing the marginal status of such

emotions within the scholatly discourse.”” Lastly, and most importantly, there has yet to be a

11 Some major studies of grief and mourning in late imperial China include Huang, Intimate Memory:
Gender and Monrning in Late Imperial China (Albany, NY: State University of New York, 2018); Rania Huntington,
Ink and Tears: Memory, Mourning, and Writing in the Yu Family (Honolulu: University of Hawai’i Press, 2018);
Norman Kutcher, Monrning in Late Imperial China: Filial Piety and the State (Cambridge: Cambridge University
Press, 1999); as its title bespeaks, filial piety also serves as a focus of Kutcher’s monograph.

12 Christopher Rea, The Age of Irreverence: A New History of Langhter in China (Oakland, CA: University of
California Press, 2015), x; for another edited volume devoted to humor in traditional China, see Jocelyn Chey
and Jessica Milner Davis, eds., Humour in Chinese Life and Letters: Classical and Traditional Approaches (Hong Kong:
Hong Kong University Press, 2011); for a historical investigation into Chinese terms with humorous
connotations, see Jocelyn Chey, “Youmo and the Chinese Sense of Humour,” in Humour in Chinese Life, 13-19.

13 Santangelo and Donatella Guida, eds., Love, Hatred, and Other Passions: Questions and Themes on
Emotions in Chinese Civilization (Leiden: Brill, 2006), 345-93; for Santangelo’s other relevant studies, see
Santangelo, Sentimental Edncation; Santangelo, Materials for an Anatomy of Personality in Late Imperial China (Leiden:
Brill, 2010), 282-88, 402-3; Santangelo, “Anger and Rage in Traditional Chinese Culture,” in Discourses of Anger
in the Early Modern Period, eds. Karl A. E. Enenkel and Traninger Anita (Leiden: Brill, 2015), 458-86.

14 Epstein, Orthodox Passions, 1; 1 deem the translation of xvao # as “filial sentiment” more appropriate
in Eugenia Lean, Public Passions: The Trial of Shi Jiangiao and the Rise of Popular Sympathy in Republican China
(Berkeley: University of California Press, 2007), 3.

15 For this phrase, see Santangelo and Guida, Love, Hatred, 343.
4



monograph devoted to the archetypal emotion of anger — a lacuna that this study intends to
fill.

Furthermore, by overly focusing on love and desire, we risk confining our
understanding of emotions in late imperial China to the individual level without fully
appreciating their wider implications for religion, politics, medicine, and many other fields."
Admittedly, the redefinition and elevation of ging in late imperial China have enabled “the
espousal of the personal and the subjective,” and thus, marked the radical departure of
literary works of this period from the orthodox emphases on the externality of moral
authority.'” Nevertheless, it does not follow that the literary corpora have been largely
preoccupied with treating romantic love and sexual desire that are most closely tied to the
Romantic conception of the individual."® And precisely thanks to their less intimate
interconnection with the notion of individuality, grief, anger, and trauma possess even
greater potential for going beyond personal interiority to flesh out the social, communal,
political, and medical dimensions of emotional experiences. As Haiyan Lee constantly

reminds us, it is paramount not to lose sight of how ging, despite its radical significance, is

still “committed to patrilineal continuity, ritual propriety, and the social order” in Ming-Qing

16 Paize Keulemans, “Onstage Rumor, Offstage Voices: The Politics of the Present in the
Contemporary Opera of Li Yu,” Frontiers of History in China 9.2 (2014): 182-83; for an observation on the
intertwinement of emotions with political activism in the different context of contemporary America, see Ann
Cvetkovich, An Archive of Feelings: Tranma, Sexnality, and Lesbian Public Cultures (Durham, NC: Duke University
Press, 2003), 156-57.

17 Haiyan Lee, Revolution of the Heart, 35-36; for “the valorization of ¢ing” in late imperial China, see
also Huang, Desire and Fictional Narrative, 6, 33.

18 Haiyan Lee, Revolution of the Heart, 4; for discussion of the Romantic elevation of individuality, see
M. H. Abrams and Geoffrey Galt Harpham, .4 Glossary of Literary Terms, 10 ed. (Boston: Wadsworth, 2012),
239-40.



China."” But even Lee has compromised the radical potential of her own project by placing
love at the center of the emotional landscape, banishing all other emotions to the periphery.
Maram Epstein’s most recent work on filial narratives is another exemplary effort to
broaden the emotional landscape of late imperial China, by looking at how emotional
experiences can go beyond the conjugal to “the intergenerational family.””’ Nonetheless, it
still revolves around such issues as “individual selves with interiority, social agency, and
recognized personhood,” and thus, leaves individuality as the unchallenged seat of
emotions.”’ Rather than romantic or filial love or sexual desire, I am interested in examining
anger as an alternative entry point into the emotional intricacies of late imperial China, not
only in view of its understudied nature, but also for its intersection with orthodox Confucian
teachings, medical discussion, religious experience, gender discourse, and the body.*
Entwinement between Anger and Q7

Apart from its designation as a hyperbolic facet of ging, anger also closely relates to the
physiological notion of ¢/ #.* According to an eatly text, the Zuoghuan %1% (The Zuo
Commentary on the Spring and Autumn Annals; hereafter Zuoghuan), the emotion emerges

out of /ingi 75 R, (six ¢i): “In the people there are liking and disliking, joy and anger, sorrow

19 Haiyan Lee, Revolution of the Heart, 38, 42, 44.
20 Epstein, Orthodox Passions, 8.
21 Epstein, Orthodox Passions, 3.

22 For the conception of “different emotions as points of entry,” see Sara Ahmed, The Cultural Politics of
Emotion, 204 ed. (Edinburgh: Edinburgh University Press, 2014), 14.

23 For an extended list of translations for ¢/ &, see Jin Pengcheng & M&#2 (Paul R. Goldin), “Qi de
hanyi jiqi jiji yiyi” & 894 & & LA 4E & &, trans. Tong Tsz Ben Benson B M, Renmwen shonggno xuebao AN
¥ B £ 4R 24.2 (2017): 306. Throughout my dissertation, I will follow Goldin in leaving the notion
untranslated.



and pleasure, which originate in the six ¢z For this reason, appropriate types of behavior
were examined and imitated so as to govern the six impulses” RAITE, &R, R4,
AATR. AMFENNTH, AFINE The six ¢/ in the Zuoghuan encompass “yin, yang,
wind, rain, darkness, and light” I8, g JB. d. B, B> and give rise to luzhi 7< &
(six impulses) that exactly coincide with the six emotions enumerated in the Xunzi>® Anger
as one of the six impulses is a possible development of g7 on the emotional level. The

Huangdi neijing F N 4g (Yellow Emperor’s Inner Classics; hereafter Nezjing), however,

locates the source of anger in ¢/ that arises from one’s visceral systems: “A human being has
five visceral systems. They transform the five ¢/, thereby generating joy, anger, grief, anxiety,

and fear” AH BRI R, VAAEERRAEE Y The similar conception of the relation

between anger and ¢i recurs in the Chungin fanln FA % % (Luxuriant Gems of the Spring

24 Yang Bojun #5184*&, ed., Chungin Zuozhuan 3hu A ZAR3E, rev. ed. (Beijing: Zhonghua shuju,
1990), 4: 1458; Stephen Durrant, Wai-yee Li, and David Schaberg, trans., Zuo Tradition = Zuozhuan: Commentary
on the “Spring and Autumn Annals” (Seattle: University of Washington Press, 2016), 3: 1639; translation modified;
also cited and alternatively translated in Anthony C. Yu, Rereading the Stone, 85; also see Cai Fanglu % 7 & et al.,
Qi & (Beijing: Zhongguo renmin daxue chubanshe, 1990), 22.

2 Yang Bojun, Chungin Znoghunan, 4: 1222; Durrant, Li, and Schabert, Zuo Tradition, 3: 1331; cited and
alternatively translated also in Jin Pengcheng, “Qi de hanyi,” 317-18; see also Cai Fanglu et al., (7, 21. For other
versions of /iugi 7< &, see Luo Zhufeng AT B, ed., Hanyn da cidian %7 K733 (Hong Kong: Sanlian
shudian Xianggang fendian, 1987-1995), s.v. “liugi.”

26 For the list of the six emotions in the Xunzz, see Wang Xiangian, Xunzi jijie, 2: 22.412; cited also in
Plaks, “Before the Emergence,” 321; Anthony C. Yu, Rereading the Stone, 67; Shields, “The Inscription of
Emotion,” 679; Santangelo, Sentimental Education, 217. For an insightful observation on the overlap, see
Anthony C. Yu, Rereading the Stone, 85; note that there is no overarching reference to the emotions as /Zuging in
the Xunzi.

27 Zhang Zhicong ik & I8, ed., Huangdi neijing suwen jizhu 3 7 W 4& F W £ 3%, in Zhongguo yixue dacheng
B kﬁk‘(‘, ed. Cao Bingzhang &= (Shanghai: Shanghai kexue jishu chubanshe, 1990), 1: 2.5; I have
combined the translations in Yanhua Zhang, Transforming Emotions with Chinese Medicine: An Ethnographic Account

[from Contemporary China (Albany, NY: State University of New York Press, 2007), 66; Paul U. Unschuld and
Hermann Tessenow, trans., Huang Di neijing suwen: An Annotated Translation of Huang Di’s Inner Classic — Basic

Questions (Berkeley: University of California Press, 2011), 1: 103. For the insight on zang B&/#, “not ... as a
fixed entity, but a process constantly in motion,” see Yanhua Zhang, Transforming Emotions, 61.
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and Autumn; hereafter Fanli) attributed to Dong Zhongshu & 11 4} of the Western Han,

although this later work simplifies ¢7 to only two types. Accordingly, “Yin and yang ¢/ are

present above in Heaven and also in human beings. In human beings, they constitute love,
hate, happiness, and anger” g Z K, £ ELX, TAEA. EAFLHITFEERY
Likewise, the Bobu tong €1 218 (The White Tiger Hall) compiled in the Eastern Han states

that: “Nature (xz7g) is the manifestation of yang, and emotions (g/ng) are the transformation
of yin. Human beings are endowed with yin and yang ¢7, and thus, harbor five natures and six
emotions within” M HHZ &k, HHEZbL, AZEHRmAE, WNRALMES

e

Nonetheless, anger is in no way merely the unidirectional unfolding of ¢/ in the
emotional domain. Rather, the emotion also exerts shaping influences upon ¢z In the Nezjing
again, anger, along with other emotions, impinges upon ¢/ in addition to originating from it:
“The hundred diseases are generated by the ¢z When one is angry, then the g7 rises. When
one is joyous, then the ¢/ relaxes. When one is sad, then the ¢/ dissipates. When one is in

fear, then the g/ moves down” & AEARA, RAKLE, ZRR4E%, HARH, AR

A.F % Similarly, the Fanlu construes anger not only as one of the emotions that manifest ¢,

28 Su Yu #R 3, ed., Chungin fanlu yizheng HA % % & % (Beijing: Zhonghua shuju, 1992), 463; cited in
Cai Fanglu et al., 07, 61; Sarah A. Queen and John S. Major, trans., Luxuriant Gems of the Spring and Autumn
(New York: Columbia University Press, 2016), 601.

29 Chen Li IR 52, ed., Bobu tong shuzheng 81 JZiBH3 (Beijing: Zhonghua shuju, 1994), 8.381; cited in
Cai Fanglu et al., 07, 76; the translatlon of the first sentence is based on that in Anthony C. Yu, Rereading the
Stone, 70. Not only does the Bohu tong refer to the six emotions holistically as /inging, but also substitutes a7 %
for hao %F compared to that in the Xunzi; see Santangelo, Sentimental Education, 223.

30 Zhang Zhicong, Suwen jizhu, 39.44; cited in Cai Fanglu et al., 7, 51; Unschuld and Tessenow,
Huang Di, 1: 594; I deem the addition of the human agent appropriate here, since the work is about human
illness.



but also a shaping force that affects its states: “When angry, the ¢/ becomes heightened;

when happy, the g7 will become scattered; when anxious, the ¢/ will become reckless; when
frightened, the ¢/ will become dissipated” AR S, SRR, BAlRAE, BEA R
Later, controlling such emotions as anger and joy indeed becomes an important approach to
nourishing one’s ¢/ in Ge Hong’s & # (283-343) Baopu zi 4.4 F (The Master Who
Embraces Simplicity): “Thus, those who are good at protecting their life ... endure their
anger to complete yin ¢/ and repress their joy to nourish yang g7 £ A EHAEH, o o ©
BRALTER, EVAEG R The emphasis on how emotions shape ¢/ persists into
the Tang dynasty Daoist Cheng Xuanying’s B % % exposition of the Zhuangzi: “If one
becomes furious and angry, evil ¢/ will concentrate. In that case, the essential cloud-soul will
depart and dissipate without returning to one’s body” RKABKAERIRA, AEERIE
#, AERAF P Therefore, not only does anger arise from ¢, but also dynamically affects

and interacts with it.
As the above cited four texts demonstrate, as one emotion among many produced by
gi, anger is notably prioritized in the discussion of how emotions impinge upon ¢z The

priority of anger is similarly observable in orthodox Confucian admonitions against

31U Su Yu, Chungin fanln, 448; Queen and Major, Lusxcuriant Gems, 574; cited and alternatively translated
in Jin Pengcheng, “Qi de hanyi,” 311; Goldin has inserted the human agent “one” into his rendition, which is
not necessary in the context of Chungin fanin considering that Heaven also features the capacity for having
emotions here; see Cai Fanglu et al., 07, 59-61.

32 Wang Ming £, ed., Bagpu 3i neipian jiaoshi ¥4 F M A AE, rev. ed. (Beijing: Zhonghua shuju,
1985), 13.240; cited in Cai Fanglu et al., {7, 100; I have adopted the translation of the book title from Jay Sailey,
The Master Who Embraces Simplicity: A Study of the Philosopher Ko Hung, A. D. 283-343 (San Francisco: Chinese
Materials Center, Inc., 1978).

33 Guo Qingfan 3B 3, Zhuangzi jishi #F %4 (Beijing: Zhonghua shuju, 1961), 19.651; cited in Cai
Fanglu et al., {7, 115.



emotions. For instance, anger, or more precisely, its variant yun 3, which one annotator
among many glosses as hannu %5 #& (repressed anger), stands out to be the first and foremost
emotion against which Confucius cautions in the opening entry of the Lunyu 335 (The
Analects; hereafter Lunyx): ““To remain unoffended even when others do not understand
one’s metits — is this not the mark of the gentleman” A Fn i Ailm, I~ 7 & F-F2* Not
only does the absence of anger with failed recognition serve as a sufficient condition for the
Confucian ideal of junzi & T (gentleman), but the emotion also assumes gendered moral
significance.” In other words, it is only men’s lack of anger under the specified circumstance
that contributes to the gentle-manly manhood according to this aphorism. In the Daxue X
£ (The Great Learning), another key Confucian text, anger in its intensified form of fenghi
&M (rage and resentment) again figures prominently as the very first emotional obstacle to
xinshen % & (cultivation of the body-person): “The meaning of the statement: ‘the

cultivation of the body-person depends on setting straight the heart-mind’ is that: when one

is under the influence of rage and resentment, then one is incapable of achieving this

straightness of heart-mind” Frigts & £ R S7E FRATAN, B INFHIE

34 Cheng Shude AZ#H&, Lunyu jishi 735 F#% (Beijing: Zhonghua shuju, 1990), 1: 1.8; T have
consulted the translations in Edward Slingerland, trans., Confucius Analects: With Selections from Traditional
Commentaries (Indianapolis: Hackett Publishing Company, Inc., 2003) 1.1; D. C. Lau, trans., The Analects (Hong
Kong: The Chinese University Press, 1992), 3; Arthur Waley, trans., The Analects (Changsha: Hunan People’s
Publishing House, 1999), 3.

3 For the prominence of anger in Chinese “idioms of emotions” pertinent to “moral discourse,” see
Yanhua Zhang, Transforming Emotions, 63.

36 Song Tianzheng K X i, ann., Daxue jinghu jinyi K5 45 3£4 7 (Taipei: Taiwan Shangwu

yinshuguan, 1977), 21; I have consulted the translations in Confucius, Analects, the Great Learning, and the Doctrine
of the Mean, trans. James Legge (Newburyport: Dover Publications, 2013), 368; Plaks, trans., Ta Hstieh and
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Andrew Plaks has rendered shen into “one’s moral character as an individual,” and in this
sense, anger again hinders a person’s moral cultivation.”” Nevertheless, the emotion also
poses threats to one’s body, since both sher and xiz *S (heart-mind) strongly imply a physical
dimension.”®

The medical discourse in premodern China likewise pays attention to the impacts of
anger upon the body, especially via the viscera. Partly because of its prioritization in the

foundational classic Nezjing, an analysis of anger and its visceral effects frequently starts the
discussion of illness related to gingzhi T & (emotions and impulses) in later medical treatises.
A case in point comes from the section entitled “Qingzhi jiugi” 1 & /UK, (Emotions,
Impulses, and Nine Q%) in Zhang Jiebin’s T/~ & (1563-1640) Lejjing #24% (The Classified
Classic), an elaboration of the Nezing. The physician opens this section by remarking that:

“Anger is the impulse of the liver. When anger arises from the liver, ¢/ is then reversed and

surges up. [As a result,] g7 forces blood to ascend so that, under excessive circumstances,
[one will] vomit blood” %, &4, BEAMN, ARERL, RiELF, KELAE

A ¥ Furthermore, in his Yifang kao % 7 % (Researches on Medical Formulas), Wu Kun %

Chung Yung (The Highest Order of Cultivation and On the Practice of the Mean) (London: Penguin Books, 2003), 11-
12. For the translation of shen &, 1 have adopted that in Yanhua Zhang, Transforming Emotions, 3.

37 Plaks, Ta Hstieh, 7.

38 For an elaboration of the word shent/ as “much more active and intentional than body, ... both
physical and extraphysical, capable of feeling, perceiving, creating, and resonating or embodying changes and
transformations in the social world as well as in the natural world,” see Yanhua Zhang, Transforming Emotions, 6;
see also Xiaoqiao Ling, Feeling the Past in Seventeenth-Century China (Cambridge, MA: Harvard University Asia
Center, 2019), 8.1 follow Ling in foregrounding the physical dimension of the word “as seat of both sensory
perceptions ... and emotions;” see Ling, Feeling the Past, 8.

39 Zhang Jiebin TR &, Lejjing 2848, in Zhonggno yixue dacheng sanbian F BB 5 K R =4, ed. Qiu
Peiran & i & (Changsha: Yuelu shushe, 1994), 1: 15.249.
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£ (1552-1620) lists eleven cases in which both doctors and laymen resort to emotions to

treat gingzhi-related illness.*’ Indeed, anger stands out as a curative emotion in five out of the
eleven cases, statistically accounting for almost half of the recoveries in the samples.*
Therefore, the medical treatises have not only placed anger in a prominent position, but also
devoted extensive discussion to how that emotion impacts the body.

Besides Confucian teachings and medical conceptions, another strand of discourse

that singles out anger for caution is that which concerns the four obsessions, namely, jix /B

(drunkenness), se & (lust), cai B4 (avarice), and ¢i.*? To better understand the role of anger in

the discourse, it is necessary to first delineate how g/ becomes one of the obsessions. As
early as in the Lunyn, Confucius has directly or indirectly warned against the obsessions with
lust and avarice already:

Confucius said, “There are three things the gentleman guards against: in youth

before the blood and ¢/ are settled, he guards against the temptation of female
beauty. When he reaches his prime when the blood and ¢7 have become unyielding,

40 For a full translation of the eleven cases, see Nathan Sivin, “Emotional Counter-Therapy,” in
Medicine, Philosophy and Religion in Ancient China: Researches and Reflections (Aldershot: Variorum, 1995), 6-12; I have
adopted Sivin’s translation of the treatise title. For notes on Wu Kun % & (1552-1620) as “probably the first
doctor to create a new category for the classification of illnesses originating in emotional disturbance” and the
inclusion of both physicians and laymen’s uses of the “emotional therapy” in his treatise, see Chen Hsiu-fen
7 %+, “Emotional Therapy and Talking Cures in Late Imperial China,” in Psyohiatry and Chinese History, ed.

Howard Chiang (London: Pickering and Chatto, 2014), 40. More discussion of Wu Kun’s cases in Chapter 4
below.

41 On the other hand, the emotion that most frequently leads to gingzhi-related illness is 57 & (worty),
whereas anger only figures in one case in the form of fen 1f (rage); see the summarizing chart in Sivin,
“Emotional Counter-Therapy,” 13. For the case where anger causes illness, see Wu Kun, Yfang kao Br*,in

Zhongguo yixcne dacheng F BB £ K M ed. Cao Bingzhang & JA 3 (Shanghai: Shanghai kexue jishu chubanshe,
1990), 49: 3.71; Sivin, “Emotional Counter-Therapy,” 10-11.

421 have largely adopted the same rendition of the four obsessions in Yenna Wu, Aweliorative Satire and

the Seventeenth-Century Chinese Novel, Xingshi yinyuan zhuan — Marriage as Retribution, Awakening the World
(Lewiston: The Edwin Mellen Press, 1999), 204; Huang, Desire and Fictional Narrative, 103.
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he guards against bellicosity; when he reaches old age when the blood and ¢7 have
declined, he guards against acquisitiveness.”*

ATeE: [BEFAZd: FLHLRAR, RLEE; ALBRL, L{7
A, RZAM; ALEL, DRER, RIEF. |
Here, ¢ is still not a target of criticism, but “the basic constituent of the universe” that the

gentleman may embody by acting belligerently.* The Master has again aimed his admonition

at a gendered audience that consist of men aspiring for the gentlemanly ideal. Later in the

Hou Han shu %% % (History of the Latter Han), the trio of drunkenness, lust, and avarice
collectively figure as the three obsessions against which Yang Bing # % (92-165) guards.*
The late Tang writer Yang Kui # % (fl. 900) further adds guan #£ (power) to the trio in his

“Nifu” #358 (Rhapsody on Indulgence).* Not until the end of the Northern Song (960-

1127) does gi replace guan and form a standard part of the four obsessions, and it is the

writings of Quanzhen Daoist masters that have particularly promoted the topos as a whole.”

43 Cheng Shude, Lunyu jishi, 33.1154; 1 have consulted the translations in D. C. Lau, The Analects, 165;
Slingerland, Confircius Analects, 195. For a reference to this passage and Li Zhi’s £ (1527-1602) critique of the
absence of jiu /& from the list, see Yenna Wu, Ameliorative Satire, 204.

# For a direct equation of Confucius’s three warnings to that against se, ¢4, and ¢/ without considering

the occurrence of the exact word ¢/ in this passage, see Qian Zhongshu 8448 & | Guan ghui bian & 5 4
(Beijing: Sanlian shudian, 2007), 3: 1380; for the exposition of ¢z, see D. C. Lau, The Analects, 165.

4 Fan Ye 7, Hou Han shu %% % (Beijing: Zhonghua shuju, 1965), 7: 54.1775; for a translation of
the corresponding passage, see Yenna Wu, Aweliorative Satire, 204; also cited in Qian Zhongshu, Guan ghui bian,
3: 1380; Tao-chung Yao, “Ch’tian-chen Taoism and Ytan Drama,” Journal of the Chinese Langnage Teachers
Association 15 (1980): 49.

4 Yang Kui #7 5 “Nifu” #84, in Quan Tang wen xinbian £ & L#H %, ed. Quan Tang wen xinbian
bianji weiyuanhui 4 /& X # 4 4 $#1 % B € (Changchun: Jilin wenshi chubanshe, 2000), 16: 866.99; cited in
Qian Zhongshu, Guan zhui bian, 3: 1380.

47 Qian Zhongshu has pinpointed the replacement of guan € with gi to the Northern Song (960-

1127), although the earliest textual evidence he cites is a song lyric by Wang Zhe £ & (1113-1170), founder of
the Quanzhen Daoism who was born toward the end of the Northern Song and is usually deemed a Jin
Dynasty (1115-1234) writer; see Qian, Guan hui bian, 3: 1381; also cited with no further qualification in Huang

Zhenlin % &4k, “Qian Zhongshu jie xi shi qu” #5462 F fEERAE W, Wenyi yanjin LEHF 7 4 (2014): 119. For
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2% < 2% <c

Variously rendered as “anger,” “wrath,” “temper,” “irascibility,” and “arrogance,”
the obsession with ¢/ seems to largely coincide with the emotion of anger.* As Yenna Wu
and Martin W. Huang rightly point out, ¢7in fact has a much wider semantic field than that
of the word “anger.”* However, the emotion still stands out as a2 most prominent

concretization of the obsession in the emotional sphere. For example, the imagery of “rage
that surges to heavens” & X opens one of the sangn # # (song poems) devoted to ¢i
in the Ming dynasty collection Xinbian Siji wugeng Zhuyunfei % 4 V9 & B % 5 E & (A New
Collection of the Four Seasons and Five Watches [of the Night| to [the Tune]| “Stilling the
Clouds’ Flight,” 1471).* Another illustration comes from the Beign shiyi At & 538

(Uncollected Northern Songs), another Ming dynasty collection. An aria on ¢z from the

santao B E (song suite) entitled “Qiao shusheng duan jiu se cai qi” 15 & £ BT /H & 8 & (A

the prominence of the four obsessions in Quanzhen writings, see, for example, Kathryn A. Lowry, The Tapestry
of Popular Songs in 16"~ and 17*-Century China: Reading, Imitation, and Desire (Leiden: Brill, 2005), 92; Tao-chung
Yao, “Ch’tian-chen Taoism,” 48-49; Yao, “Quanzhen — Complete Perfection,” in Davisz Handbook, ed. Livia
Kohn (Leiden: Brill, 2000), 574; Wu Guangzheng % L1E, “Kuxing yu shilian: Quanzhen gizi de zongjiao
xiuchi yu wenxue chuangzuo” ¥AT XM — & A X F 89 R H A H 38 LS BIE, Zbongguo wenzihe yanjin
tongseun ¥ B S A 58 23.1 (2013): 44; more on this in Chapter 1 below.

4 For the translation of ¢/ into “anger,” see, for example, Yenna Wu, Ameliorative Satire, 204; Martin
W. Huang, Desire and Fictional Narrative, 103; Martin W. Huang, Negotiating Masculinities in Late Imperial China
(Honolulu: University of Hawai’i Press, 2006), 116; Shuhui Yang, Appropriation and Representation: Feng Menglong
and the Chinese 1V ernacular Story (Ann Arbor: Center for Chinese Studies, the University of Michigan, 1998), 50;
Lowry, The Tapestry, 92; Tao-chung Yao, “Quanzhen,” 587; Louis Komjathy, Cultivating Perfection: Mysticism and
Self-Transformation in Early Quanghen Daoism (Leiden: Brill, 2007), 105. For “wrath,” see Plaks, The Four
Masterwortkes of the Ming Novel: Ssu ta ch’i-shu (Princeton, NJ: Princeton University Press, 1987), 483; Keith
McMahon, Causality and Containment in Seventeenth-Century Chinese Fiction (Leiden: E. . Brill, 1988), 9. For
“temper,” see Santangelo, Materials for an Anatomy, 391. For “irascibility,” see Stephen J. Roddy, Lizerati 1dentity
and Its Fictional Representations in Late Imperial China (Stanford, CA: Stanford University Press, 1998), 197. For
“arrogance,” see John T. P. Lai, Literary Representations of Christianity in Late Qing and Republican China (Leiden:
Brill, 2019), 62.

4 Yenna Wu, Awmeliorative Satire, 216; Martin W. Huang, Desire and Fictional Narrative, 104.

50 Zhou Yubo J& £ and Chen Shulu IR F 4%, eds., Mingdai minge ji IR K& (Nanjing: Nanjing
shifan daxue chubanshe, 2009), 8; for the translation of the collection title, see Lowty, The Tapestry, 49; more on
this collection in Chapter 3 below.
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Smart Scholar Assesses Drunkenness, Lust, Avarice, and (J7) starts by claiming that: “Rage
has engulfed heavenly and human realms” 2% 7 X LA ' In his sizben ¥ &, (four
remonstrances) against the four obsessions written for the Wanli emperor (1563-1620, r.
1573-1620), Luo Yuren 4% F4= (fl. sixteenth-century) also prioritized anger in that against ¢,
beginning with the line that: “[You have] also long resented and stored up your anger
towards forthright ministers” X {g #% 8, %& 74 A B . Needless to say, these three instances

only allow some initial glimpses into rather than adequately certify anger as the primary
manifestation of ¢z Hence, one agenda in the following chapters is to substantiate anger as
the predominant metonymic substitution for a particularly active phase of ¢/ by surveying a

wide range of literary genres, such as song poems, za# 48] (Northern drama) plays, short

colloquial stories, full-length novels, and so forth. More importantly, I will reference literary
writings to the religious, orthodox, medical, and gender discourses laid out above to
demonstrate the intersectional and interdisciplinary potential of anger. In doing so, I hope to
broaden our vision of the emotional landscape in late imperial China to incorporate more
than love and desire as manifestations of interiority.

Structure of Chapters

Tracing the complex ways in which anger is discussed, I focus on a particular network of
texts that revolve around the emotion in the five ensuing chapters to demonstrate how

literary genres treat anger. In the opening chapter, I examine the depiction of anger in dutuo

Ju IR (deliverance plays), a subgenre of zaju, in the context of Quanzhen Daoist

51 Ren Ne #£34, ed., Beigu shiyi 4t # #518 (Shanghai: Shangwu yinshuguan, 1935), 18a.

52 Zhang Tingyu Tk 3E £ et al., Mingshi ¥ £ (Beijing: Zhonghua shuju, 1974), 20: 234.6101.
g 11ingy '8 ing; g ]
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teachings on the emotion. Deliverance plays not only devote a considerable proportion of

their texts to ¢7 but also treat anger as one major obsession of the delivered characters.
Furthermore, rather than whole-heartedly embracing ren & (patience/self-restraint) as an

effective solution to anger, certain deliverance plays have hypothesized the alternative
scenatio in which one fails to restrain the emotion.” Such failure results in the imposition of
violence upon the delivered characters, the evocation of their fear, and the experience of
symbolic death that allows them to fulfill requirements for their ultimate deliverance. When
they do grant the efficacy of self-restraint in quelling anger, some plays delve further into the
sources of patience. Nonetheless, one’s completed deliverance does not necessarily equal the
total disappearance of anger, but hints at the possible re-emergence of the emotion after
deliverance. Ultimately, highlighting the delivered characters’ anger draws attention to the

rich emotional sedimentation that occurs during the process of deliverance.

In the next chapter, I turn to the orthodox Daoxue 18 5 (the Learning of the Way)

teachings for their extensive elaboration upon anger, particularly that of Zhu Xi %& #& (1130-
1200). The hugely influential thinker not only defends anger from unwarranted dismissal, but
also proposes three concrete scenarios that legitimate the emergence of the emotion. More
precisely, the thinker affirms the virtue of yi %& (righteousness) to be the moral conditioning
of anger. He further holds that ritual improprieties justify the outburst of anger. Lastly, Zhu

Xi regards anger’s discrimination — the need for an appropriate target — as evidence for the

righteousness of the emotion. Having explicated the ethical rationalist’s anger-related

thought, I then demonstrate how the classical novel Sangno yanyi =B i% & (The Romance

53 For an elaboration upon the meaning of ren &, see Martin W. Huang, Negotiating Masculinities, 115.
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of the Three Kingdoms) is similarly concerned with whether an angry character possesses
righteousness, and whether ritual deviation triggers a character’s anger. Such demonstration
proves crucial to bridging the novel and Zhu Xi’s teachings on anger. Next, I argue that the
earliest extant edition of the novel questions the coherence and compatibility of Zhu Xi’s
three proposed conditions for the emergence of righteous anger. However, the heavily
commented early Qing edition in turn realigns the novel with the orthodox thinker’s
writings, effacing potential incoherence through textual modification and commentarial
intervention. The re-alignhment evidences the further canonization of Zhu Xi’s thought in the
early part of the Qing dynasty.

In Chapter Three, I first reflect upon the implicit gendering of anger in both the
deliverance plays and the historical romance as a predominantly masculine emotion. I then
expand the scope of the examined genres to encompass, for instance, sangu, huaben & K
(short colloquial stories), other subgenres of zax plays, and another full-length novel Shuibu
Zhuan 7K #FA%. T will argue that the obsession with ¢i and its emotional manifestation via
anger are closely related to the male characters’ alienation from and assumption of such

normative masculine models as yingxiong F 4 (outstanding male), haohan %F % (good fellow),

and xiaozi % ¥ (filial son).* Paradoxically, ¢/ enables a man to be a yingxiong, but

simultaneously threatens his life. The same paradoxes hold in the relationship of anger with
the other two masculinities. The emotion conforms certain male characters to attain the
masculine models of haohan and xiaozi, on the one hand; on the other hand, it simultaneously

has the potential for casting doubt upon a man’s possession of both masculinities. Either

5 More detailed discussion on the translation of these terms in Chapter 3 below.
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way, anger has prominently stood out as the emotional force that propels the transformation
of a male character’s masculinities.

If the third chapter recapitulates and extends the first two, then Chapter Four marks
a turning point from the discussion on male characters’ anger to my effort at seeking literary

works featuring extensive treatment of female anger. Here, I single out another full-length
novel, namely, the Jin Ping Mei 2 # 4 (The Plum in the Golden Vase). The work is notable

for both its inclusion of many angry women, and more importantly, its demonstration of
how they deal with the emotion by different means. Furthermore, the novelist has
interwoven the female characters’ approaches to the emotion with sex, silence, and sickness,
issuing a series of penetrating critiques of contemporary medical discourse. More specifically,
not only does the novel subtly create a proportional relationship between a woman’s silent
containment of anger to her sexual fulfillment, it also depicts how restraining one’s anger
exerts deadly impacts on the female body. The first strand of critique directly counters
prevailing medical theory that advances the curative effects of sex, particularly within marital
bounds, upon married women. The novel highlights the etiology of the fatal anger in female
characters, thereby exposing the inadequacy of an exclusively pathological focus in
traditional medical writings on anger.

In the last chapter, I ponder upon the interrelation between women’s anger, karmic

retribution, and the body through the character type of shrew represented in the seventeenth
century novel Xingshi yinynan Zhnan BEHIR AR (Marriage as Retribution, Awakening the

World).” I will first focus on the role of shrews’ anger in inflicting retributive punishment

within marital relations. Based on the shrews’ repeated references to the unaccountable

35 T have adopted the rendition of the novel title in Yenna Wu, Ameliorative Satire, ix.
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etiology of their anger, I will turn my attention to the traumatic dimension of the events that
give rise to their emotion. I will end this final chapter by demonstrating that the shrews’
anger not only impacts their own body, as in the Jzz Ping Mez, but more intriguingly, also
impinges upon the male body in such varied forms as cannibalistic aggression, literal and

symbolic castration, as well as penetration.
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Chapter Two

Violence, Patience, and Transcendence: Anger in Deliverance Plays
The sub-generic term dutuo ju JE LR (deliverance plays) designates a cluster of zajn %))
(Northern drama) plays that proliferated in the latter half of the thirteenth century.! These

plays mainly revolve around how “immortals transform others through the Way” #¥ il 4L,
as Zhu Quan % ## (1378-1448), a Ming dynasty (1368-1644) prince, vaguely suggested in his

drama treatise entitled Tazhe Zhengyin pu X Fo £ &3 (A Formulary of Correct Sounds for an

Era of Great Peace).” Having already figured in both the Buddhist and Daoist writings of
pre-modern China, the term dutuo literally means “leading someone beyond [their current
existence| and shed[ding worldly cares],” refining and specifying Zhu Quan’s rather
ambiguous classification.” Moreover, dutuo has explicitly captured the subgenre’s common
plotline. That is to say, an enlightened one rids the worldly protagonist(s) of secular

attachments in order to deliver him and/or her to the immortal realm.* The enlightened one

1 Stephen H. West and Wilt L. Idema, trans., Monks, Bandits, Lovers, and Immortals: Eleven Early Chinese
Plays (Indianapolis: Hackett Publishing Company, Inc., 2010), 283.

2 Zhu Quan &k HE, Taibe hengyinpu jianping X H=E 5 3% % 3F (Beijing: Zhonghua shuju, 2010), 38; for
the translation of the treatise title and the phrase shenxian daohna AP ALIE AL, see West and Idema, trans., The
Orphan of Zhao and Other Yuan Plays: The Earliest Known 1 ersions New York: Columbia University Press, 2015),
14, 202.

3 Scholars have often credited Aoki Masaru 7 AR JE 5, (1887-1964) as the first person to use the term
dutno JEJR in place of shenxian daokua to refer to this subgente of plays; see Yung Sai-shing Z# 3%, Xign renle
xute chutan: Yishi, juchang yu shequn J5x ¥ AFRGE AR & X, R AL ZE (Taipei: Maitian chubanshe, 1997), 228.
For the literal meaning of the term and its occurrence in earlier sources, see West and Idema, The Orphan of
Zhao, 201.

* For a thorough discussion of the three plot patterns of deliverance plays, see West and Idema, The
Orphan of Zhao, 204-5; for a general introduction to the plotlines of these plays, see Idema, The Dramatic Ocuvre of
Chu Yu-tun (1379-1439) (Leiden: E. J. Brill, 1985), 63; for a summary of the plot patterns into two distinctive
models based on whether the delivered is a banished immortal or not, see Yung Sai-shing, Xign renleixue, 230;
245-46. David Hawkes goes so far as to call zaju #JF] plays with Daoist themes “Quanzhen plays,” which
evidences the prevalence of Quanzhen patriarchs in the sub-genre of deliverance plays; see Hawkes,
“Quanzhen Plays and Quanzhen Masters,” Bulletin de I'E-cole frangaise d’Exctréme-Orient 69 (1981): 158; 168.

20



is mostly part of the Quanzhen Daoist pantheon, but occasionally a Buddhist monk, whereas
the delivered persons are usually of “low status but with a level of material comfort” and
range from “courtesan-entertainers, butchers, actors, or minor officials” to banished
immortals.’

Previous studies have noticed the resonance of the worldly protagonists’ deliverance
portrayed in these plays with the rites of passage. In particular, scholars have modeled the
deliverance process after Arnold van Gennep’s schematization of the rites into the three
phases of separation, transition, and incorporation.® Such modelling has focused on the
different stages of deliverance, inheriting the linear analysis of the rites of passage inherent in
van Gennep’s schema.” Nonetheless, overemphasizing the phases of deliverance obscures
the rich sedimentation of the delivered persons’ emotional experiences that in fact prove
pivotal to their ultimate transcendence.” Instead of stressing their “atrival at any particular
stage [original emphasis]” during deliverance, therefore, I will recuperate the sedimented
emotional experiences of the delivered characters.” But more precisely, which emotions

stand out when a person undergoes deliverance? What gives rise to these emotions? Is there

5 For the religious affiliation of the enlightened deliverers and the worldly protagonists’ identities, see
West and Idema, The Orphan of Zhao, 204-5.

¢ Arnold van Gennep, The Rites of Passage, trans. Monika B. Vizedom and Gabrielle L. Caffee (Chicago:
The University of Chicago Press, 1960), vii; Yung Sai-shing, Xigu renleixue, 224-25.

7 For a summary of Raymond Firth’s critique of the linear understanding of the rites of passage in
pertinent theoretical writings, see Vincent Crapanzano, “On the Preclusive Dimension of Ritual
Representation,” in Rituals in an Unstable World: Contingency-Hybridity-Embodiment, eds. Alexander Henn and
Klaus-Peter Koepping (Frankfurt: Peter Lang, 2008), 327-28.

8 “The notion of sediments of time,” as an alternative to the linear and cyclical temporalities, refers to
the “multiple historical times present at the same moment, layer upon layer pressed together,” see Reinhart
Koselleck, Sediments of Time: On Possible Histories, trans. Sean Franzel and Stefan-Ludwig Hoffmann (Stanford,
CA: Stanford University Press, 2018), X111, 4.

° Crapanzano, “On the Preclusive Dimension,” 327.
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a need to contain such emotional experiences? If so, how? Does one’s eventual deliverance
necessarily mean the transcendence beyond emotions? These questions will guide the

following discussion. To address the first question, let us begin by examining the prominent
topos of the four obsessions with jix /B (drunkenness), se & (lust), cai 81 (avarice), and ¢i &

in deliverance plays.
Anger as the Major Manifestation of the Obsession with Q7
The four obsessions have preoccupied the playwrights of deliverance plays, either figuring as

an anthropomorphized ensemble or serving as the underlying “framework of meaning” for
the dramatic composition." For instance, in his i Yaxian huajin Qujiang chi 5= Z2 A4 7678 &
/L (Li Yaxian amid Flowers and Wine at the Serpentine Stream Pond), Zhu Youdun & 7
KL (1379-1439) uses four characters, including the male lead, to embody the four
obsessions."" Another illustration comes from Meng Chengshun’s 3 # 5% (1599-1684)

edition of the Shamendao Zhangsheng thuhai i P & ik £ & # (At Shamen Island Student
Zhang Brews up the Sea; hereafter Zhuhai)."> Meng’s edition of the play most drastically

differs from that in Zang Maoxun’s A&/ (1550-1620) Yuangu xuan 728 % (Anthology of

Yuan Plays) by including an additional “Xiezi” #2-F (Wedge), in which four female

10 For the prominent place that the four obsessions occupy in deliverance plays, see Tao-chung Yao,
“Ch’tian-chen Taoism and Ytan Drama,” Journal of the Chinese Langnage Teachers Association 15 (1980): 49. For the
observation on the motif as the narrative framework of the four Ming dynasty gishn 4 & , see Andrew H.
Plaks, The Four Masterworks of the Ming Novel: Ssu ta ch’i-shu (Princeton, NJ: Princeton University Press, 1987),
154.

11 T have merged the translations of the play title in Idema, The Dramatic Oeuvre, 35; C. 'T. Hsia, Wai-yee
Li, and George Kao, eds., The Columbia Anthology of Ynan Drama (New York: Columbia University Press, 2014),

226; more discussion of this play later in Chapter 3.

12 Unless otherwise noted, all following renditions of the titles of deliverance plays follow those in
West and Idema, The Orphan of Zhao, 202-3.
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immortals clearly symbolize the four obsessions."” Nonetheless, more frequently does the
topos frame the narrative development of deliverance plays. A case in point is the
collaboratively authored Handan dao xingwu Huangliang meng HRER:E BR B £ 5 (Gaining
Enlightenment at Handan: The Dream of Yellow Millet; hereafter Huangliang meng)."* The
play relates how the Daoist deity Zhongli Quan delivers the scholar Lt Dongbin through an
enlightening dream."” As the play unfolds, the playwrights have duly marked the delivered
character’s detachment from each and every obsession so that the topos distinctly undergirds
the dramatic plotline.'® Other plays implicitly asctibe the four obsessions to the delivered
person at the very beginning for him or her to sever later. Take the Ma Danyang sandu Ren

fengzi % g = B AE BT (Ma Danyang Thrice Leads Crazy Ren to Enlightenment;
hereafter Rex fengzi), for example. Attributed to Ma Zhiyuan & 2 & (ca. 1250-?), the play

recounts how the Quanzhen patriarch Ma Danyang enlightens a butcher named Crazy Ren.

It opens with the delivered person’s birthday celebration, during which he shows his

13 Li Haogu 3%F &, Zhangsheng 3hubai Tk £ 2 %, in Xinjuan gujin mingin Linzhi ji 37 5% 5~ 2 I AL
%, ed. Meng Chengshun %8 5% (1599-1684), in Guben xiqu congkan siji 3 Ak # 3% 7] W & (Shanghai:
Shangwu yinshuguan, 1958; hereafter $7), 5: 2.9b-10a. For a full translation of the Yuangu xunan edition of the
play, see Hsia, Li, and Kao, The Colunibia Anthology of Y nan Drama, 371-402.

14 For the translation of the play title, see West and Idema, The Onphan of Zhao, 202.

15 As two of the Eight Immortals, both Zhongli Quan and Lii Dongbin are also among the wuzn AL
(Five Patriarchs) of the Quanzhen sect; see Yao, “Ch’lan-chen Taoism,” 42. The prototype of the play is the
story “Jiaohu miaowu” & # B 2 collected in Gan Bao %% , Xinji Soushen ji #7 #8348 4¥ 32 (Beijing: Zhonghua
shuju, 2007), 2.53-54. A widely influential adaptation of the story is Shen Jiji’s “LBRE Zbenzhong ji B F 32 see
Li Fang £, comp., Taiping gnangii X -F f& 3¢ (Beijing: Zhonghua shuju, 1961), 2: 82.526-28; for a full
translation of the Tang chuangi tale, see Bruce J. Knickerbocker, trans., “Record within a Pillow,” in Tang
Dynasty Tales: A Guided Reader, ed. William H. Nienhauser, Jr. (Singapore: World Scientific, 2010), 73-130.

16 The play is attributed to Ma Zhiyuan % 3%, Li Shizhong Z 1 P Hua Lilang FE2PR, and
Hongzi Lier 45 3 —; see Wang Xueqj, Jizozhu, 2: 2020. For each note of the delivered on his severance from
the four vice, see Ma Zhiyuan % B3E et al., Kaitan chanjiao Huangliang meng 138 M 252 £ 5| in Maiwanggnan
chagjiaoben gujin zajn Nk B AE 39 A A& 547, ed. Zhao Qimei A8 ¥ %, in 77/, 3: 2.8a; 2.12a; 4.202; Wang
Xuedi, Jiaozhu, 2: 1.5.2023; 2.2029; 4.2039.
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indulgence in drinking, propensity for overspending, and vulnerability to provocation."”
Moreover, the recent birth of Crazy Ren’s son further hints at the butcher’s engagement in
sex.” Thus, the playwright has associated the delivered character with all four obsessions
from the start of the play.

Rather than paying equal attention to each obsession, certain playwrights have
devoted more than one act out of four to that with ¢z In other words, the delivered person’s
propensity for gz has attracted more narrative attention than the other three obsessions in
some deliverance plays. The Huangliang meng again stands out as an illustrative case. In this
play, the delivered Lii Dongbin’s proclivities for drunkenness and avarice only receive
limited treatment. The playwrights briefly mention his claim of abstinence, which occurs
after he drinks wine and vomits some blood."” They then go on to make a quick reference to
Lt Dongbin’s severance of avarice after being exiled for accepting the enemy’s bribe and

pretending to be defeated at the frontier.”’ In contrast, not only has the play treated both lust

17 Zheng Qian $8 %, ed., Jiaoding Ynankan zaju sanshizhong 37 L FHE R =+ 4E (Taipei: Shijie shuju,
1971; hereafter Yuankan), 1.115-17; Ma Zhiyuan % BE, Ma Danyang sandu Ren fongzi % F+ g = FAER T, in
Maiwangguan, 2: 1.4b-6a; Wang Xueqi £ 5 4, ed., Yuanguxuan jiaozhn 708 &K E, (Shijiazhuang: Hebei jiaoyu
chubanshe, 1994; hereafter Jiaozhu), 4: 1.4209-13. For an interpretation of the temporal setting of the birthday
celebration as reflective of the performance context of these plays, see Idema, The Dramatic Ocuvre, 63; 68. 1
deem the coincidence of the birthday celebration with the beginning of play not only symbolic of Crazy Ren’s
impending rebirth, but also contrastive with his ensuing transformation resulting from deliverance; for the
difference between the non-transformative ceremony and the transformative ritual process, see Victor Turner,
“Social Dramas and Stories about Them,” Critical Inguiry 7.1 (1980): 161. For a less reflective claim on the
performance context of early deliverance plays, see West and Idema, The Orphan of Zhao, 203. The birthday

celebration of the delivered also occurs in the Budai heshang Renzi ji Fo R Fa ) B F 32 and the anonymous Han
Zhongli dutwo 1an Caihe % 5% & & I3 K e,

18 Zheng Qian, Yuankan, 1.115; Ma Zhiyuan, Ren fengzi, 2: 1.5a; Wang Xueqi, Jiaozhu, 4: 1.4210.
19 Ma Zhiyuan et al., Huangliang meng, 3: 2.8a; Wang Xueqj, Jiaozhn, 2: 1.5.2023.
20 Ma Zhiyuan et al., Huangliang meng, 3: 2.12a; Wang Xuedqi, Jiaozhu, 2: 2.2029.
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and ¢7in Act 11, but also exclusively focused on the latter obsession in the last act.*' Thus, ¢/
has enjoyed the most extensive elaboration in the Huangliang meng. Other deliverance plays

pay even greater attention to this single obsession. Indeed, it is no exaggeration to claim that

the constant concern with ¢7 runs through both the Rex fengzi and the Budai heshang renzi ji
R Fa ) & 53 (The Monk with a Burden and the Story of “Patience;” hereafter Renzi ji).”
For instance, Crazy Ren’s fellow butchers characterize him as “having a fierce temper” 7§

X AIF at the beginning of the Maiwangguan edition of the Rez fengzi™® And the rest of the
play substantiates such characterization with Crazy Ren’s repeated outbursts of anger. The

Renzi ji tells the Monk with a Burden’s deliverance of a miser called Liu Junzuo.”* Including
the word ren % (patience/self-restraint), the title has already suggested the centrality of ¢/ to

the play, since self-restraint is precisely the key virtue that contains the obsession, particularly

according to Quanzhen Daoist writings.”

21 More detailed discussion below.

22 For the attributed authorship of the Renziji to Zheng Tingyu #3 £ (unknown dates), see Ma Lian
B Bk, ed., Luguibu xin jiaozhn %% 8 ##E, 86; Yu Xiaogu T /123 attributed the play to another Yuan
dynasty playwright Meng Shougqing & % % without giving evidence to support this claim; see Zheng Tingyu,
Budai heshang Renzi ji R Fa vy & F-32, in Maiwangguan,18: 1a.

23 Ma Zhiyuan, Rez fengzi, 2: 1.4b; this note is absent from both the Yuan dynasty and the Yuanqguscuan
editions of the play.

24 Historically, the Monk with a Burden was a Buddhist monk called Qici 2 3t (?-916) in the late
Tang; for a convenient collection of his biographical records, see Bai Huawen & 4L and Li Dingxia ERE
“Budai heshang yu budai” AR o i A 4R in Budai heshang yn Mile wenhna A R e SR B LA, ed.
He Jinsong T 4% (Beijing: Zongjiao wenhua chubanshe, 2003), 9-13.

25 For an exposition of the connotations of ren 2 and a discussion of the virtue in the Jiascun I

genre, see Martin W. Huang, Negotiating Masculinities in Late Imperial China (Honolulu: University of Hawai’i
Press, 20006), 115, 197-99. More on how Quanzhen Daoism conceives rez below.
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Furthermore, the emotion of anger most prominently bespeaks one’s propensity for
¢gi in deliverance plays. As the corresponding verse to this obsession indicates in Meng
Chengshun’s edition of the Zhubai, “those who fight for g/ have an easily agitated heart-mind
and bold guts. They can’t help feeling angry” F &89S &AM K, B ARKEE * In the
Ren fengzi, the transcendent Ma Danyang first converts the residents in Crazy Ren’s town to
vegetatianism, and consequently, drives all the butchers there out of business.” Then, Ren’s
fellow butchers seize on precisely his irascibility and provoke him to try killing the Daoist
adept.” From this point on, the delivered character repeatedly loses his temper until his
ultimate deliverance. Specifically, he becomes furious in Act III over his wife’s persistent
plead for his departure from the monastery for home.”” When faced with the repeated
requests for his head from the ghost of his son, whom he has earlier thrown to death, Crazy
Ren once again verges on flying into a rage in the last act.” The Renzi ji features even more
frequent outbreaks of anger from the delivered miser. Besides his angry beating of the

beggar in the first act, Liu Junzuo also gets furious at the adulterous couple comprising his

26 1i Haogu, Zhangsheng zhubai, 5: 2.9a.

27 In the Yuan dynasty edition of the play, the spatial setting of the play is Zhongnan County.
However, the later editions specify the location to be the Ganhe Town beside the Zhongnan Mountain instead;
see Zheng Qian, Yuankan, 115; Ma Zhiyuan, Ren fengzi, 2: 1.1a; 1.4b-5a; Wang Xueqj, Jiaozhn, 4: 1.4209-10. For
the significance of the Ganhe Town as “the scene of the Quanzhen founder’s conversion,” see Hawkes,
“Quanzhen Plays,” 157.

28 Ma Zhiyuan, Rez fengzi, 2: 1.5b; the fellow butchers’ provocation of Crazy Ren is missing from both
the Yuan-dynasty and the Yuanguxnan editions of the play; see Zheng Qian, Jiaoding Ynankan, 1.115-17; Wang
Xuedi, Jiaozhu, 4: 1.4209-10.

29 Ma Zhiyuan, Rez fengzs, 2: 3.16b; Wang Xueqj, [iaoghn, 4: 3.4232. This is not explicit in the Yuan
dynasty edition; see Zheng Qian, Yuankan, 3.121.

30 Zheng Qian, Jiaoding Yuankan, 4.125; Ma Zhiyuan, Ren fengzi, 2: 4.21b-22a; Wang Xueqj, Jiaoghn, 4:
4.4243.
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wife and sworn brother Liu Junyou.” Toward the end of the play, the Monk with a Burden

and Liu Junzup’s grandson Liu Rongzu incur the ire of the miser as well.”

Hence, the
delivered charactet’s recurrent rage again serves to manifest his obsession with ¢/ in the Renz/
Ji. This observation equally applies to the Huangliang meng. In Act 11, Li Dongbin returns
home from the frontier and happens to overhear his wife’s adulterous plan with her lover.”
Wrath immediately arises within Lii Dongbin, who claims that: “I’m enraged to death by this
woman” "L 13 4 AR A& &AL The transcendent Zhongli Quan, who has transformed

into Li’s old servant, further confirms his master’s rage, asking him “why [he is] so furious

and vexed” %412 % 1 3 and describing him as “angrily holding the three-feet sword to

his chest” &A% & = R 4] & 1&.% In the last act of the play, a bandit figure again brings Lii

Dongbin’s irascibility into sharper relief. During the exile for his corruption, Lii, along with
his two children, comes to a thatched hut and encounters an old woman there. When Lu

asks her whether he and his children can stay, the old woman agrees, but warns him of her

son’s “fierce temper” M F J& F > Later, her son comes back home and turns out to be a

31 Zheng Tingyu, Renzi ji, 18: 1.10b; 2.15b-2.16b; Wang Xuedqji, Jiaozhu, 3: 1.2701, 2.2711-12.

32 Zheng Tingyu, Renzi ji, 18: 3.23b, 4.27b; Wang Xuedi, Jiaozhu, 3: 3.2723, 4.2731; more detailed
explanation of Liu Junzuo’s anger with them below. Only the Maiwanggnan edition of the play explicitly notes
Liu Junzuo’s anger with the Monk with a Burden in Act I, whereas the Yuanguxuan edition substitutes jiao 3%
for g/ when describing the miser’s emotional response to the monk; see Zheng Tingyu, Rengi i, 18: 1.10b; Wang
Xuedi, Jiaozhu, 3: 1.2701.

33 Ma Zhiyuan et al., Huangliang meng, 3: 2.92; Wang Xuedqj, Jiaoghn, 2: 2.2024.

3+ Ma Zhiyuan et al., Huangliang meng, 3: 2.10a; Wang Xuedqi, Jiaozhn, 2: 2.2025; this scene also suggests
the potential of the obsession with lust for resulting in the propensity for gz.

35 Ma Zhiyuan et al., Huangliang meng, 3: 2.10b; Wang Xuedi, Jiaozhn, 2: 2.2026.
36 Ma Zhiyuan et al., Huangliang meng, 3: 4.19a-19b; Wang Xueqi, Jiaozhu, 2: 4.2038-39.
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banglao F% 2 (bandit), into whom Zhongli Quan again transforms.”” When the bandit throws

his son and daughter both into a deep valley, Lii Dongbin flies into another rage.”®
Therefore, anger again stands out in this last act that revolves around the delivered
character’s proclivity for gz. However, the playwrights have simultaneously proposed various
ways of containing the emotion in their plays, to which we will turn next.

Quelling Anger: Patience and Deliverance

Resonant with these deliverance plays, the writings of Quanzhen masters similarly devote
considerable attention to the obsession with ¢z, particularly its emotional manifestation via
anger.” The Quanzhen teachings consistently demonstrate an admonitory attitude toward
the obsession, warning of its harms and advocating its severance. Although they more often

cautioned generally against the four obsessions as a whole,* certain Quanzhen masters

37 Ma Zhiyuan et al., Huangliang meng, 3: 4.20a; Wang Xuedi, Jiaozhn, 2: 4.2039; in the Maiwanggnan
edition of the play, the bandit bids farewell to his brothers upon going on stage. This detail hints at the
presence of a group of bandits, who may well embody Lii Dongbin’s /inzei 7= BX, “the six faculties of eyes, ears,
nose, tongue, skin, and mind;” see A. Charles Muller, ed., Digital Dictionary of Buddhism, s.v. “liuzei” For some
bandits’ embodiment of Zuze: in another deliverance play, see Ma Zhiyuan, Rex fengzs, 2: 4.21b; Wang Xueqj,
Jiaozhn, 4: 4.4242; see also Wu Cheng’en %R B, Xijyou ji %183 (Beijing: Renmin wenxue chubanshe, 2005),
14.169-71.

38 Ma Zhiyuan et al., Huangliang meng, 3: 4.21a; Wang Xuedqi, Jiaozhu, 2: 4.2040. The rootedness of L
Dongbin’s anger in his two children’s death recalls a line from one song lyric by the Quanzhen patriarch Wang

Chuyi X J& —, which reads that: “Good sons and daughters are the ¢/ in one’s heart-mind” % RIF S AL,
see Wang Chuyi, “Jingsu huixin” 46 B3, in Quan Jin Yuan i, 1: 443; cited in Wong Shiu-hon # JLi%,
“Quanzhen qjzi ci shuping” 4 A5 38K 3, Nianggang zhongwen daxue Zhongguo wenhua yanjinsno xuebao % 7%
PRSP B SALET AT #R 19 (1988): 142,

% For the interrelation between Quanzhen writings and deliverance plays, see Yao, “Ch’tan-chen
Taoism,” 48-49; Hawkes, “Quanzhen Plays,” 160; West and Idema are cautious enough to describe the relation
between Quanzhen teachings and deliverance plays as “a close link” instead of viewing the plays as reflective of

such teachings; see West and Idema, The Orphan of Zhao, 205.
40 For the Quanzhen masters’ general warnings against the four obsessions, see Hawkes, “Quanzhen

Plays,” 160; Yao, “Ch’tan-chen Taoism,” 55; Yao, “Quanzhen — Complete Perfection,” in Davism Handbook,
ed. Livia Kohn (Leiden: Brill, 2000), 574, 587.
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singled out ¢/ in their pertinent writings.*' For instance, in a verse from his Dongxuan jinyu ji

B % & £ % (Anthology of Gold and Jade from the Cavern Mystery), the historical Ma
Danyang % #F1% (1123-1183) advised his disciples “not to idly fight with ¢i for random
words” 3 % M & M ] &.* Another verse attributed to Bai Yuchan & £3% (1194-1229) in
the Minghe yuyin =& #&¥% & (Lingering Overtones of the Calling Crane) also reminds the
reader of “not fighting for g7’ (o Being a significant facet of the obsession, anger has

not escaped the Quanzhen masters’ pointed admonition. The Quanzhen founder Wang Zhe

F & (1113-1170) highlighted the importance of containing nuchen #& "8 (anger) to the
cultivation of xing " (nature).* A recorded saying attributed to Ma Danyang from the
Zhenxian hizhi yuln -Ah B 4§38 #k (Discourse Records and Direct Pointers of Perfected

Immortals) reiterates the relation of xing to the regulation of anger.* Chen Zhixu 'R & &

(1290-?) echoed the significance of containing anger to the nourishment of xvxg in his

Shangyangzi jindan dayao L1552 FF K & (Gist of Master Upper Yang’s Golden Alchemy).*

T

41 For a discussion of Tan Chuduan’s 3% # 3% (1123-1185) caution against anger, see Yao,
“Quanzhen,” 584. For a brief introduction to both Tan Chuduan and his Shuiyun ji K 'E %, see Wong Shiu-
hon, “Quanzhen qjizi ci,” 147-50; see also Yao, “Quanzhen,” 569.

42 Ma Danyang, “Mian menren” #4F1A, in Dongxcuan jinyu ji ) % & 2%, in Zhonghua daozang ¥ 334
%, ed. Zhang Jiyu 7k # % (Beijing: Huaxia chubanshe, 2004; hereafter Daogang), 26: 7.447. For the translation
of the anthology title, see Louis Komjathy, Cultivating Perfection: Mysticism and Self-Transformation in Early Quanzben

Daoism (Leiden: Brill, 2007), 508. Unless otherwise noted, I will consistently follow the renditions of Quanzhen
text titles in the list of primary sources from Komjathy, Cultivating Perfection, 507-10.

43 Bai Yuchan @ £ 3§, “Xiulian gi'er” #5983 =, in Minghe yuyin "6 54 &, in Daogang, 27: 3.642.
4“4 Wang Zhe E &, “You daoyou qiuwen” X8 & K M, in Chongyang guanzhen ji, 26: 12.345.

4 Xuanquanzi & & T, comp., Zhenxian hizhi ynln A B 5384k, in Daozang, 27: 1.78.

46 Chen Zhixu BB E , Shangyangzi jindan dayao 1% F & FF K &, in Daogang, 27: 3.534.

29



Without referencing the notion of xvng, other Quanzhen writings issue more direct

injunctions against the emotion. A case in point comes from Liu Chuxuan’s 2|5 % (1147-
1203) repeated suggestion of ridding oneself of anger in his Xianle ji #i4¢ % (Anthology of

Immortal Bliss).”” Furthermore, the master in the anonymous Jin henren yuln & B N75 5%
(Discourse Record of Perfected Jin) similarly advises the reader to “abandon and sever
anger” A Li Tongxuan Fi8 %, in his Waghen ji 15 A% (Anthology of
Enlightened Perfection), clearly warned the masses “against having angry ¢7” #& F Ak 24.%
The collection Quanzhen ginggui %= F-F #L (Pure Regulations of Complete Perfection)
compiled by Lu Daohe %1 #= (fl. 14™ century) includes the explicit proscription of “not
letting anger arise” #AL &

Despite being far from exhaustive, the sampling above still suffices to convey the
prevalence of warnings against ¢7 and its emotional concretization within the Quanzhen
corpus. In contrast to the ubiquity of their cautions against anger, the Quanzhen masters

spilled only limited ink on how to quell the emotion. A notable exception, nonetheless, is

their persistent emphasis on ez as an effective way to curb one’s temper. A good illustration

is the verse entitled “Ren ren ren” & % % (Patience, Patience, Patience) in Ma Danyang’s

Dongxcuan jinyu ji. The poet first emphasized patience by advising the reader to “tame their

47 Liu Chuxuan 2% %, Xianle ji th % % , in Daozang, 26: 1.561, 2.567, 2.568.
48 Tin shenren yuln & B- NFEER, in Daozang, 26: 705.

4 Li Tongxuan 338 %, “Shuhuai jingzhong” #1& % &, in Wazhen ji ¥a B4, in Daozang, 27: 1.125,
not to be confused with the Tang dynasty scholar with the same name.

50 Lu Daohe [£i8 #=, “Boshi fu” #E 8K, in Quanzhen qinggui & FiF#L, in Daozang, 27: 690.
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vexation and not get angry when faced with humiliation” #&BAM44E, % &AL, and

then, proceeded to claim the necessity of “constant patience and not taking offense” % &

fit, R F) 4.5 Similarly, Tan Chuduan 3 # 3% (1123-1185) reminded his disciples of the
contribution of self-restraint to quelling anger, noting that: “Whenever one struggles with
vexation, each round of patience means a triumph” 432 & B 48 P 8| —i8 Z % —i8 jj 2
Patience again serves as the countermeasure to anger in Mu Changchao’s 4% # & (fl. 13"
century) Xuanzong 3hizhi wanfa tonggui % 7 B 48 B % Bl 57 (Reintegrating the Ten Thousand
Dharmas: A Straightforward Explanation of the Daoist Tradition).” In the second of a triple

sequence of verses under the title “Yi sanshan” & =& (Three Benevolent Intentions), Mu

“compared an angry heart-mind to flame” A 34 K and held that: “If one were to abstain

from [the emotion], enduring humiliation would be the best way” AReRZ, LR AHE

51 Ma Danyang, “Ren ren ren” & % &, in Dongxuan jinyu ji, 26: 10.476; also collected in Tang

Guizhang /& £%%, ed., Quan Jin Yuan ci %4 7073 (Beijing: Zhonghua shuju, 1979), 1: 392. A typical translation
of the Buddhist term wuming # P is “nescience;” see Muller, Digital Dictionary, s.v. “wuming.” However, I have
chosen to render the word as “vexation,” the more common meaning in Quanzhen teachings. For instance, the
writer of the Zhenxian hizhi first prescribes “ridding anger as a way to nourish nature” "L & FT VA&, and
then, elaborates the initial instruction into “ridding anger as well as quelling vexation as a way to nourish
nature” A& IR A P VLA, As a result, wuming amounts to the equivalent of chennu "A %% at which the
verb mie 3%, further hints; see Xuanquanzi, Zhenxian hizhi, 27: 1.78-79.

52 Cited in Wu Guangzheng % ¥ 1E, “Kuxing yu shilian: Quanzhen qjizi de zongjiao xiuchi yu wenxue
chuangzuo” FAT IR : 2 A X T8 ERE R EBIE, Zbongguo wenzhe yanjin tongxnn 23.1 (2013): 45.

53 The title translation comes from Yokote Yutaka #% 45, “Daoist Internal Alchemy,” in Modern
Chinese Religion I: Song-Liao-Jin-Ynan (960-1368 AD), eds. John Lagerwey and Pierre Marsone (Leiden: Brill,
2014), 1091.

5 Mu Changchao 45(’%"4‘;@, “Yi sanshan” %3%—, in Xuanzong hizhi wanfa tonggui TRAWKE LR ﬁ%,
in Daozang, 27: 10.518.
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As shown above, ren stands out as a most prominent approach that the Quanzhen masters
advocated to cope with anger.”

Although most Quanzhen writings take the efficacy of rer in countering the emotion
for granted, deliverance plays, on the other hand, frequently feature the failure of the virtue
in containing the delivered characters’ anger. When it proves ineffective, the failed self-
restraint in turn triggers a series of dramatic actions as a remedial step to fulfill the
deliverance. More precisely, the ensuing sequence begins by imposing violence upon the
delivered person so that fear arises and dissolves his (and always his) anger.”® Quelling anger
through fear recalls one verse by Ma Danyang addressed to a Mr. Yan of Ninghai in the
Danyang shengnang can F+ 5 7¢ X H#¢ (Danyang’s Luster of Spirit Radiance).” In his verse, Ma
Danyang asked the addressee to “visualize the appearance of a skeleton and [think about]

why it is like that” P B REAEAR , & EAFA, in order to evoke kongbu W (fears) out of

him for the four obsessions, ¢7 being the first and foremost.”® Hence, fear plays a crucial role

55 Some other instances are also in the Jin Zhenren yuln, in Daogang, 26: 705; Zhao Yizhen A4 & A,
“Mianjin daoji” #1E 8 1), in Yuan yangzi fayn 2.1% T %38, in Daogang, 27: 1.770.

%6 Fear is in no way exclusively associated with male delivered characters in deliverance plays, but
anger is. I will elaborate upon the gendered association of anger in Chapter 3 below. For the fear of a female
delivered character for the infernal spectacle, see Li Shouqing 3= & 9%, Yueming heshang du Lin Cui zajn P Bl Fa
) AT AR IR, in Zaju scnan FERVE, ed. Xijizi ST, in S77, 2: 2.12b-14a; Wang Xuedi, Jiaozhu, 4: 2.3388-90;
Yueming heshang du Lin Cui, in Liughi ji, 6: 172-19a; Meng Chengshun claims the play to be either anonymous or
attributed to Wang Shifu £ & #; see Meng Chengshun, Liuzhi ji, 1: 2b.

57 Notably, the Imperial Lord of Eastern Florescence alludes to this collection in his opening line,
“thousands of strands of golden radiance brightens the light dusk” DA NIER %, in the Maiwanggnan
edition of the Ren fengzs; see Ma Zhiyuan, Ren fengzi, 2: 1.1a.

58 Ma Danyang, “Zeng Ninghai Yan xiansheng” 8% 5 4 B85t 4 | in Danyang shenguang can F- 1549 ¥,
¥, in Daozang, 26: 484-85.
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in counterbalancing anger.” Finally, what ends the sequence of dramatic actions that follows
the failed self-restraint is the delivered characters’ symbolic death. Simultaneously meaning

the stoppage of his breath, the delivered person’s death experience literally actualizes his
dnangi BF R (severance from ¢J) in deliverance plays.

To illustrate how the chain of actions compensates for the failed self-restraint, two
deliverance plays prove conducive. The first case in point is a play by Jia Zhongming & 1% B
(1343-1422) entitled Tieguai 1.i du Jintong Yunii 835 % B4 & E% (Iron Crutch Li Leads
Golden Iad and Jade Lass to Enlightenment; hereafter Jin Anshon 2% %)." Beginning with

Tong Jiaolan’s birthday celebration, the play concerns the Daoist immortal Iron Crutch Li’s
deliverance of her and her husband Jin Anshou.®" In Act I11, Li effortlessly converts Tong
Jiaolan first.*> When faced with the imminent separation from his wife, Jin Anshou’s “rage

can’t help filling his chest” & TME R IR E PO To facilitate Jin’s deliverance, Iron

Crutch Li conjures up a transformative dreamscape.® There, Jin Anshou again fails to

9 This differs from the contention for the rise of anger from fear in Martha C. Nussbaum, The
Monarchy of Fear: A Philosopher Looks at Our Political Crisis New York: Simon & Schuster Paperbacks, 2018), 84-
88.

% Jin Anshou is the name of the male lead who is one of the characters who undergoes deliverance.

61 Jia Zhongming & ¥ B, Tieguai 1i du jintong yunii B35 %= & & & E 3 (hereafter Jin Anshon), in
Maiwangguan, 34: 1.1b; Yuan Ming zajn 7CPAFEIR, in Si7i, 1.107; Wang Xueqi, Jiaozhu, 3: 1.2763.

02 Jia Zhongming, Jin Anshon, 34: 3.11a; Yuan Ming zaju, 3.123; Wang Xuedi, Jiaozhu, 3: 3.2781.

03 Jia Zhongming, Jin Anshon, 34: 3.11b; Yuan Ming zaju, 3.124; Wang Xueqi, Jiaozhu, 3: 3.2782.

%+ For the use of “the topos of dreams” in deliverance plays and its transformative function, see Ling
Hon Lam, The Spatiality of Emotion in Early Modern China: From Dreamscapes to Theatricality New York: Columbia
University Press, 2018), 30-31; see also Xiaoqiao Ling, Feeling the Past in Seventeenth-Century China (Cambridge,
MA: Harvard University Asia Center, 2019), 17.
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contain his anger and insists on Iron Crutch Li’s return of his wife.” In response, Li conjures
up a child, a maiden, a monkey, and a horse to pursue after Jin, which embody the delivered
person’s ying'er chanii 3 L¥E K (child and maiden) and xinyuan yima S B Z F (monkey-
mind and horse-thought) and suggest their alienation from him.*® These entities chase Jin
Anshou to the liminal brink of a cliff, from which the frightened and agitated male lead falls
away.”” Thereafter, he wakes up from the delivering dreamscape to his enlightenment, no
longer being angry.”® Hence, the sequence of violence-fear-death has succeeded in cancelling
his anger out and led to his ultimate deliverance.

The Huangliang meng also evidences how the delivered character’s failed containment
of anger triggers the chain of dramatic actions to fulfill his deliverance. In Act IV, the old
woman, having informed him of her son’s fiery temper, asks Lt Dongbin that: “Li Yan, will

you be able to restrain yourself” & % 1R & 49 k2

In reply, Lii promises her to both
“refrain from fighting for ¢7” # AT F T and restrain himself even if her son “gives
[him] a good beating” /247 & —48, HKALZ T.” Notably, it is not until Lii Dongbin claims

his capacity for self-restraint that the old woman agrees to his and his children’s stay at her

%5 Jia Zhongming, Jin Anshon, 34: 3.12a; Yuan Ming zaju, 3.125; Wang Xuedqi, Jiaozhu, 3: 3.2782-83.

% Jia Zhongming, Jin Anshon, 34: 3.12a-12b; Yuan Ming zajn, 3.125; Wang Xuedi, Jiaozhu, 3: 3.2783. For
the meanings of xinyuan yima *3%% & % and ying'er chanii B LIEHK in Quanzhen Daoism and the translation of
both terms, see Komjathy, Cultivating Perfection, 111, 143.

67 Jia Zhongming, Jin Anshon, 34: 3.12a-12b; Yuan Ming zajn, 3.125; Wang Xuedi, Jiaozhn, 3: 3.2783.
%8 Jia Zhongming, Jin Anshon, 34: 3.12a-12b; Yuan Ming zaju, 3.125; Wang Xuedi, Jiaozhn, 3: 3.2783-84.
However, this does not mean the eternal absence of anger from him; see the discussion in the last section

below.

% Ma Zhiyuan et al., Huangliang meng, 3: 4.19b; Wang Xuedi, Jiaozhn, 2: 4.2039; Li Yan is the secular
name of Li Dongbin.

70 Ma Zhiyuan et al., Huangliang meng, 3: 4.19b-20a; Wang Xueqj, Jiaozhn, 2: 4.2039.
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thatched hut.”! However, Lii’s promise soon fades into empty wortds, as he ends up losing

his temper when the bandit ruthlessly throws both his son and daughter into a deep valley.”
The delivered person directly confronts the bandit and insists on jianguan JL'E (bringing [the

bandit] to court).” Lii Dongbin’s resort to the official authority betrays his sense of being
wronged, and thus, suggests his anger with such injustice.”* Compared to that in the Jin
Apnshou, the delivered character’s failure in withholding his anger is even more pronounced in
the Huangliang meng, to which his purported capacity for patience acts as a foil. Nevertheless,
the bandit in turn responds by enumerating L. Dongbin’s previous wrongdoings, and then,
chases Lii in order to kill him.” Faced with such murderous violence, Lii Dongbin feels so
fearful that his anger totally vanishes. Eventually, the bandit catches Lii and symbolically kills
him, enabling him to wake up to his enlightenment.” Lii Dongbin’s stopped breath again
coincides with his severance from the obsession with ¢/, but more significantly, it is his failed
containment of anger that initiates the violence-fear-death sequence as a remedial strategy
for completing his deliverance.

However, in no way do deliverance plays only revolve around the delivered
characters’ failure to restrain his anger; rather, their success in withholding the emotion

figures prominently in a few deliverance plays as the paramount step to his eventual

"I Ma Zhiyuan et al., Huangliang meng, 3: 4.20a; Wang Xuedqi, Jiaozhu, 2: 4.2039.
72 Ma Zhiyuan et al., Huangliang meng, 3: 4.20b-21a; Wang Xueqj, Jiaozhn, 2: 4.2040.
73 Ma Zhiyuan et al., Huangliang meng, 3: 4.21a; Wang Xuedqi, Jiaozhu, 2: 4.2040.

7+ For the connection between anger, wrongful acts, and injustice, see Nussbaum, Anger and Forgiveness:
Resentment, Generosity, Justice (New York: Oxford University Press, 2016), 6, 14-15.

7> Ma Zhiyuan et al., Huangliang meng, 3: 4.21a-21b; Wang Xueqi, Jiaozhu, 2: 4.2040-41.

76 Ma Zhiyuan et al., Huangliang meng, 3: 4.21b; Wang Xuedji, Jiaozhn, 2: 4.2041.
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transcendence. Patience in these plays proves efficacious in quelling the delivered characters’
anger, and subsequently, results in his experience of death and deliverance all at once.
Nonetheless, such successful containment of anger does not mean the total absence of failed
self-restraint. Indeed, the delivered characters often lose their temper in the eatly part of
these plays, but their failed control of the emotion still contributes to their deliverance. The
Ren fengzi proves helpful to unpack the abstraction above. Ma Danyang opens Act II by
mentioning the flame-like temper of Crazy Ren,” who, at the provocation of his fellow
butchers, has stealthily come to the monastery where Ma resides.” There, Crazy Ren first
accuses Ma Danyang of forcing the butchers out of business by converting the town
residents into vegetarians, and then, threatens to kill the Daoist adept.” Crazy Ren’s
allegation betrays the persistence of his anger that has arisen from his fellow butchers’

enragement. When the butcher is about to murder Ma Danyang, the immortal’s guardian
spirit comes up on stage, scaring “the five souls out [of Crazy Ren]” & f& £ 2% # and

symbolically killing the butcher instead.* Crazy Ren’s lost temper has triggered the sequence

of violence, fear, and death, but this series of dramatic actions only initiates rather than

77 Ma Zhiyuan, Rez fengzi, 2: 2.9b; Wang Xuedqj, Jiaoghu, 4: 2.4219; Ma Danyang’s note on Crazy Ren’s
flame-like temper is not in the Yuan dynasty edition of the play.

78 Zheng Qian, Yuankan, 2.118; Ma Zhiyuan, Ren fengzs, 2: 2.11a; Wang Xueqj, Jiaozhn, 4: 2.4221.

79 Ma Zhiyuan, Rez fengzi, 2: 2.11b; Wang Xuedqj, [iaoghn, 4: 2.4221. The accusation and threats from
the delivered are not in the Yuan dynasty edition due to the fragmentation of the text; see Zheng Qian,
Yuankan, 2.118.

80 Zheng Qian, Yuankan, 2.119; Ma Zhiyuan, Ren fengzs, 2: 2.11b-12a; Wang Xueqi, Jiaozhu, 4: 2.4222.
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fulfills his deliverance. Indeed, it is not until Crazy Ren undergoes such death experience that
he agrees to follow Ma Danyang and renounce the secular life.*'

After undertaking the monastic life in the next act, Crazy Ren succeeds for the first
time in controlling his anger so that he begins to sever his worldly ties. Act III starts with the
arrival of Crazy Ren’s wife and his fellow butchers at the monastery, who have gone there to
look for him.* Faced with his wife’s constant requests for his return, Crazy Ren verges on
flying into a rage, and at first, threatens to beat her.”” However, he stops in time and reins
back his fury by acting out gishon & B (to make obeisance by prostration).** It is notable that
his wife immediately agrees to divorce him as soon as the butcher curbs his anger.*’
Therefore, although she still insists on his return home afterwards, Crazy Ren’s successful
containment of anger has inaugurated the severance of his secular linkage to his wife.”
Toward the end of this act, Crazy Ren kills his newly born son by throwing the infant to the

ground, cutting off his worldly bonds in an even more radical manner.”” This violent act

81 Zheng Qian, Yuankan, 2.119; Ma Zhiyuan, Ren fengzs, 2: 2.12a; Wang Xueqj, Jiaozhn, 4: 2.4222.
Notably, in the Maiwanggnan edition alone, Crazy Ren changes his reference to Ma Danyang from po xiansheng

B A to shifn BT 3 after his symbolic death, which further indicates the start of the deliverance process; see
Ma Zhiyuan, Ren fengzs, 2: 2.11b-12a.

82 Ma Zhiyuan, Rez fengzi, 2: 3.14b; Wang Xuedqj, [iaoghn, 4: 3.4230; the stage direction is not clear in
the Yuan dynasty edition; see Zheng Qian, Yuankan, 3.120.

83 Zheng Qian, Yuankan, 3.121; Ma Zhiyuan, Ren fengzs, 2: 3.16b; Wang Xuedqj, Jiaoghn, 4: 3.4232.

8¢ Ma Zhiyuan, Ren fengzi, 2: 3.16b; Wang Xuedi, Jiaozhn, 4: 3.4232; there is no mention of gishon 1§ &
in the Yuan dynasty edition; see Zheng Qian, Yuankan, 3.121. For the translation of the term, see Muller, Digital
Dictionary, s.v. “gishou.”

85 This is the case in both the Yuan dynasty and the Maiwanggnan editions of the play; see Zheng Qian,
Ynankan, 3.121; Ma Zhiyuan, Ren Fengzi, 2: 3.17a; the pertinent passage is different in the Yuangu suan edition;

see Wang Xueqj, Jiaozhn, 4: 3.4232-33.

86 Ma Zhiyuan, Rez fengzs, 2: 3.17a; Wang Xueqj, Jiaoghn, 4: 3.4232-33; what Crazy Ren’s wife says after
she agrees to divorce him is unclear in the Yuan dynasty edition; see Zheng Qian, Yuankan, 3.121-22.

87 Zheng Qian, Yuankan, 3.123; Ma Zhiyuan, Ren fengzs, 2: 3.19b; Wang Xueqj, Jiaoghn, 4: 3.4235.
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paves the way for the second symbolic death of the butcher in Act IV. There, he encounters

the ghost of his son that he has previously thrown to death.” The ghost persistently asks for

Crazy Ren’s head, to the point that the butcher “can’t restrain [himself] anymore” #K 32 7~

945 Having claimed the ghost’s naofan 14T (offense and provocation) of him, Crazy Ren
threatens to inflict ruthless violence upon it: “I’'m about to snatch your neck, twist your
arms, and twirl your body. In one instant, I’ll throw your colorful clothes away. I’'m about to
shatter your brain into pieces and crack your waist” KILIEAERAR AR . BT &,

Mo BIRBARARFEA o ABAE M 4T A5 AR M o RILE I I HATIRAZ Recurrently
preceding his utterance of violent gestures, the phrase wogan &I (I am about to) betrays
Crazy Ren’s ambivalence that results from the tension between his murderous intent and
attempt at controlling his killing rage.” Finally, Crazy Ren manages to restrain his anger so

that the ghost beheads him.”” Consequently, the butcher experiences another symbolic death,

after which Ma Danyang pronounces the completion of his deliverance.”

88 Ma Zhiyuan, Rez fengzi, 2: 3.19b; Wang Xueqj, Jiaoghn, 4: 3.4235; Crazy Ren’s encounter with his
son’s ghost is unclear in the Yuan dynasty edition; see Zheng Qian, Yuankan, 4.124-25.

89 Ma Zhiyuan, Rez fengzi, 2: 4.22b; Wang Xuedqj, [iaozhn, 4: 4.4243.

% Zheng Qian, Yuankan, 4.125; the ghost’s spoken words are interspersed between these lines in the
Maiwanggnan edition of the play; see Ma Zhiyuan, Ren fengzz, 2: 4.22b-23a; for the different passage in the Yuangu
xnan edition, see Wang Xuedi, Jiaozhu, 4: 4.4243.

91 The two lines with no wogan 3K is absent from the Yuangu xunan edition of the play. Thus, the later
edition has highlighted Crazy Ren’s ambivalence to a greater extent by consistently preceding the violent
gestures with the phrase; see Wang Xueqj, Jiaozhu, 4: 4.4243.

92 Zheng Qian, Yuankan, 4.125; Ma Zhiyuan, Ren fengzi, 2: 4.23a; Wang Xueqj, Jiaozhn, 4: 4.4243.

93 Ma Zhiyuan, Rez fengzi, 2: 4.23a-23b; Wang Xueqi, Jiaozhu, 4: 4.4243-44; no relevant passage in the
Yuan dynasty edition.
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In the Rengi ji, self-restraint again proves effective in quelling the miser Liu Junzuo’s
anger, from which his death experience and ultimate deliverance immediately ensue. Thrice
has Liu Junzuo failed to curb his anger in the first three acts of the play, and it is not until he
finally manages to contain the emotion that his deliverance climaxes with his symbolic death
and culminates in his enlightenment. In Act I, a beggar called Liu the Ninth, who is in fact
the reincarnated Lion-Subduing Arhat, pesters the miser for some money.” Not only has Liu
Junzuo refused his request, but also becomes so angry as to beat the beggar, accidentally
killing him.”” Afraid of the upcoming legal punishment, the miser plans to escape, but it is
precisely at this moment that the Monk with a Burden appears and stops him, promising to
revive the beggar provided that Liu Junzuo renounces his secular life.” Therefore, as a
“homeless and mysterious ‘stranger’ without wealth,” the beggar proves instrumental in
subjecting Liu Junzuo to potential legal penalties for manslaughter, and by extension,
stripping off the miser’s wealth-based prerogatives and “reduc[ing him] to the level of
common humanity and morality.””” As soon as Liu Junzuo agtees to the conditions, the

monk revives the beggar, immediately after which the miser regrets and proposes to stay at

9 Zheng Tingyu, Renzi ji, 18: 1.10a-10b; Wang Xuedji, Jiaozbu, 3: 1.2701; J. 1. Crump, trans., “The
Monk Pu-tai and the Character for Patience,” in The Colunibia Anthology of Traditional Chinese Literature, ed. Victor
H. Mair (New York: Columbia University Press, 1994), 1241. For the note on Liu the Ninth as the
reincarnation of Fuhu chanshi 1K & # 6 | see Zheng Tingyu, Renzi ji, 18: 0.1a; Wang Xuedji, Jiaozhn, 3: 0.2688;
Crump, “The Monk Pu-tai,” 0.1224. I have adopted the translation of Fuhu chanshi in Muller, Digital Dictionary,
s.v. “Fuhu.”

95 Zheng Tingyu, Renzi ji, 18: 1.10b-11a; Wang Xuedji, Jiaozhu, 3: 1.2701; Crump, “The Monk Pu-tai,”
1.1241-42.

% Zheng Tingyu, Renzi ji, 18: 1.12a; Wang Xueqi, Jiaozhu, 3: 1.2702-3; Crump, “The Monk Pu-tai,”
1.1244.

97 Turner, The Ritual Process: Structure and Anti-Structure (Ithaca, NY: Cornell University Press, 1977),
110.
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his own backyard to practice Buddhist cultivation instead.”® Despite his compromised
practice, Liu Junzuo’s first failure in restraining anger still starts moving him toward his
deliverance, as the monk duly marks with the phrase xiao jington *}»3% 38 (a small
revelation).”

The miser again flies into a rage in the next act, this time against his wife and her
lover Liu Junyou.'” When hearing his son’s report of the adulterous affair, Liu Junzuo

initially remains skeptical and attempts to contain his anger.'”" After repeatedly confirming

with the boy, however, the miser eventually claims that he will “never put up with that” 4%

FAB 2T 89 4.1 Then, Liu Junzuo furiously leaves the backyard and picks up a knife from

the kitchen on his way to kill the illicit couple.'”” Nevertheless, when the miser dashes into

the chamber and is about to stab the person hiding behind the hanging, he only finds the

98 Zheng Tingyu, Renzi ji, 18: 1.12b; Wang Xueqi, Jiaozhu, 3: 1.2704; Crump, “The Monk Pu-tai,”
1.1246.

9 Zheng Tingyu, Renzi ji, 18: 1.13b; Wang Xueqi, Jiaozhu, 3: 1.2704; Crump, “The Monk Pu-tai,”
1.1246.

100 Although Ananda in the “Wedge” specifies that the beggar Liu the Ninth is responsible for Liu
Junzuo’s huixin B3, Liu Junyou, a scholar-turned beggar whom the miser accepts into his own household, has
played that role to a larger extent, since Liu Junzuo, upon encountering him, repeatedly claims that Liu Junyou
“has touched [his] heart” ¥ B &0/ Bl & %12 /8. For Ananda’s introduction of the four steps of dianhuna 43
X, huixin, xinxing #5417, and chuanfa 1% in Liu Junzuo’s deliverance, which also roughly correspond with the
plot of the play, see Zheng Tingyu, Renzi jz, 18: 0.1a; Wang Xueqi, Jiaozhu, 3: 0.2688; Crump, “The Monk Pu-
tai,” 0.1224.

101 Zheng Tingyu, Renzi i, 18: 2.14b-15b; Wang Xueqi, Jiaozhu, 3: 2.2710-11; Crump, “The Monk Pu-
tai,” 2.1248-50.

102 Zheng Tingyu, Renzi ji, 18: 2.16a; Wang Xueqi, Jiaozhu, 3: 2.2711-12; Crump, “The Monk Pu-tai,”
2.1251.

103 Zheng Tingyu, Renzi ji, 18: 2.16a; Wang Xueqi, Jiaozhu, 3: 2.2711; Crump, “The Monk Pu-tai,”
2.1252.
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Monk with a Burden there.'" The monk in turn persuades Liu Junzuo to follow him to the
Yuelin Monastery for further Buddhist cultivation.'” Thus, the miser’s lost control of his
anger has provided an opportunity for the monk to make him literally chujia H K (to
renounce one’s home), enabling Liu Junzuo to further approach his enlightenment.'"® At the
end of this act, the Monk with a Burden again uses the recurrent phrase jingfou (revelation) to
mark another stage of the miser’s deliverance.'”

Liu Junzuo’s final failure in restraining his fury occurs in Act III, in which he targets
his rage at nobody other than the Monk with a Burden. A head seat called Monk Dinghui
opens this act and claims that he is responsible for supervising Liu Junzuo’s cultivation.'”
Specifically, the head seat plays a disciplinary role, beating the miser “whenever [his] mind

wanders to the profane world” Z 38 and instructing him to “in all things ... observe

forbearance [original emphasis]” JUE &9 F 8 &14R &' After Liu Junzuo falls asleep, the head

104 Zheng Tingyu, Renzi ji, 18: 2.17b; Wang Xueqi, Jiaozhu, 3: 2.2713; Crump, “The Monk Pu-tai,”
2.1254.

105 Zheng Tingyu, Renzi ji, 18: 2.18a-20a; Wang Xuedji, Jiaozhn, 3: 2.2713-15; the Maiwanggnan edition
of the play specifies the Dashan Monastery in Bianliang (modern day Kaifeng) as the place where Liu Junzuo
will cultivate himself in Act I11, which is, however, inconsistent with the location mentioned at the end of Act
II; see Zheng Tingyu, Renzi ji, 18: 3.20a. In the Yuanqu xuan edition, his training site is consistently the Yuelin
Monastery that is historically associated with the Monk with a Burden in his other biographical records as well;
see Bai Huawen and Li Dingxia, “Budai heshang,” 9-13.

106 For the monk’s reference to Liu Junzuo’s chujia i K, see Zheng Tingyu, Renzi ji, 18: 2.20a; Wang
Xuedi, Jiaozhu, 3: 2.2715.

107 Zheng Tingyu, Renzi ji, 18: 2.20a; Wang Xueqi, Jiaozhu, 3: 2.2715; Crump, “The Monk Pu-tai,”
2.1259; Crump has added the word “small” in his translation, which is, however, absent from the source text.

108 Zheng Tingyu, Renzi ji, 18: 3.20a-20b; Wang Xuedji, Jiaozhu, 3: 3.2719. For the translation of shouzuo
HJE as “the head seat,” see Muller, Digital Dictionary, s.v. “shouzuo.” The head seat’s name dinghui % %
literally means “meditation and wisdom” and refers to “two of the six perfections” in Buddhist contexts; see
Muller, Digital Dictionary, s.v. “dinghui.”

109 Wang Xuedqi, Jiaozhu, 3: 3.2719-20; Crump, “The Monk Pu-tai,” 3.1261; both sentences are missing
in the Maiwanggnan edition of the play; see Zheng Tingyu, Renzi 7i, 18: 3.20b.
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seat conjures up a jingtou (a revelatory realm), where the miser sees, among other things, the
Monk with a Burden accompanied by a wife, a concubine, a son, and a daughter.'" This
sight has greatly enraged Liu Junzuo, for the Monk with a Burden has earlier persuaded him
to abandon his own family.'"" In a fit of anger, the miser leaves for home from the
monastery toward the end of this act, where the phrase xvao jington reappears and duly signals
his advancement toward the eventual enlightenment.'?

Although his departure from the monastery seems more a setback than progress
during his deliverance, Liu Junzuo’s return does provide an opportunity for him to
eventually succeed in curbing his anger. If his previous outbursts of rage gradually move him
toward his deliverance, Act IV features the miser’s one and only successful containment of
the emotion that ultimately results in his enlightenment. Liu Junzuo’s ancestral graveyard

forms the spatial setting of this last act and foreshadows his impending symbolic death.!?

110 Zheng Tingyu, Renzi i, 18: 3.22b-23b; Wang Xuedqi, Jiaozhu, 3: 3.2721-23; Crump, “The Monk Pu-
tai,” 3.1265-7; translation of the term jington 3%.38 modified. The head seat explicitly notes that the Monk with a
Burden is accompanied by a son and a daughter, which Crump has glossed over in his translation. However,
this detail is significant, since it not only suggests one’s attachment to the offspring with both normative

genders, but more importantly, also implies the cultivation process through the mediation of ying'er 8 % and

chanii ¥3¢; for the specific reference to these two Inner Alchemy terms in the play, see Zheng Tingyu, Renzi i,
18: 1.5b; Wang Xueqj, Jiaoghn, 3: 1.2696; Crump, “The Monk Pu-tai,” 1.1232. For a concise explanation for
these two terms in inner alchemy practice, see Komjathy, Cultivating Perfection, 143; for a note on the role of

ying'erin the sanyi =— system, see Livia Kohn, “Sanyi” =—, in The Encyclopedia of Taoism, ed. Fabtizio
Pregadio (London: Routledge, 2008), 2: 855.

11 Zheng Tingyu, Renzi ji, 18: 3.23b; Wang Xueqj, Jiaozhu, 3: 3.2722-23; Crump, “The Monk Pu-tai,”
3.1267.

112 Zheng Tingyu, Renzi ji, 18: 3.25a-25b; Wang Xuedji, Jiaozhu, 3: 3.2723-24; Crump, “The Monk Pu-
tai,” 3.1270.

113 For an alternative understanding of this spatial setting as a symbolic site for the human return to
death and a contrastive scene with Liu Junzuo’s birthday celebration at the beginning, see Li Huei-mian 2= &
%, “Lunxi Yuandai fojiao dutuoju — Yi fojiao du yu jietuo gainian wei quanshi guandian” # #7 7T AR 2 I
Rl—vA b [ & | S5 [ f# | BR& AR BLEL, Foxue yanjin hongxin xuebao B 55 572 F S £ 4R, 6 (2001):
289.
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There, he encounters an elderly man, who later turns out to be Liu Junzuo’s grandson.'"*
Not knowing who the elderly man is, the miser heatedly quarrels with his grandson over to

whom the ancestral graveyard belongs, claiming that: “Now I’ve lost all patience! Anger
rushes to the fore, and I would lay violent hold of him” #&iZAZ4E & X, RKEHE AT
%+, MAHAEHFES Although he again verges on flying into a fury, Liu Junzuo finally manages
to contain his emotion.'" His quarrel with the elderly man recalls that between the miser and
the beggar in Act I, but crucially differs in ending with Liu Junzuo’s anger control.
Significantly, it is not until the miser manages to contain his anger that he and his grandson
start to recognize each other."” Their mutual recognition in turn makes Liu Junzuo realize
his own unchanged appearance despite the passage of time.'"® Feeling helplessly stranded
and unable to “find [either] the gate that leads forward [ot] the one leading back” i i& #& P,
Liu Junzuo decides to commit suicide by hitting his head against a pine tree.'"” Hence, his

successful containment of anger has initiated a series of dramatic actions that ends with his

114 Zheng Tingyu, Renzi ji, 18: 4.27b; Wang Xueqi, Jiaozhu, 3: 4.2730; Crump, “The Monk Pu-tai,”
4.1275.

115 Zheng Tingyu, Renzi ji, 18: 4.27b; Wang Xueqi, Jiaozhu, 3: 4.2731; Crump, “The Monk Pu-tai,”
4.1274.

116 Zheng Tingyu, Renzi ji, 18: 4.27b; Wang Xueqi, Jiaozhu, 3: 4.2731; Crump, “The Monk Pu-tai,”
4.1274-75; more elaboration on how Liu Junzuo contains his anger in the next section.

117 Zheng Tingyu, Renzi ji, 18: 4.27b; Wang Xueqi, Jiaozhu, 3: 4.2731; Crump, “The Monk Pu-tai,”
4.1275.

118 Zheng Tingyu, Renzi ji, 18: 4.29a; Wang Xueqi, Jiaozhu, 3: 4.2732; Crump, “The Monk Pu-tai,”
4.1277.

119 Zheng Tingyu, Renzi ji, 18: 4.29a-29b; Wang Xuedqji, Jiaozhu, 3: 4.2732-33; Crump, “The Monk Pu-
tai,” 4.1277-78.
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death experience, after which the Monk with a Burden affirms his enlightenment by
announcing his attainment of ghengguo 3% R (true karma)."

As analyzed above, patience, be it failed or successful, enables the delivered
characters to undergo his symbolic death as either a remedial or an ensuing step to fulfill his
deliverance. But what are some ways of evoking patience in deliverance plays? Are those
ways equally efficacious in leading to the successful control over anger? The next section sets
out to address these questions.

Evoking Patience: The Deliverer and/or Words

In deliverance plays, there are at least four sources from which the delivered characters’
patience emerges. Apart from the physical presence of the immortal responsible for the
deliverance, the other three ways that give rise to patience all revolve around words. More
precisely, the words can assume the forms of the immortal’s spoken emphasis on self-
restraint, the delivered person’s purported capacity for patience, and the bodily inscription of
the character ren. The self-claimed capability of remaining patient turns out to be the only
futile way in evoking the virtue out of the delivered characters, for which the Huangliang meng
serves as an illustrative case. As mentioned above, Lii Dongbin, in response to the old
woman’s confirming inquiry, has repeatedly claimed his ability to restrain himself in the last
act of the play."””' Nevertheless, it is not long before his confident claim falls into an empty

promise, since Li Dongbin cannot help feeling furious when her bandit son kills his

120 Zheng Tingyu, Renzi ji, 18: 4.30a; Wang Xueqi, Jiaozhu, 3: 4.2733; Crump, “The Monk Pu-tai,”
4.1278; the Yuanquxuan edition of the play substitutes ghenggno £ R for ghengguo 3 K in the Maiwanggnan
edition.

121 Ma Zhiyuan et al., Huangliang meng, 3: 4.19b-20a; Wang Xueqj, Jiaozhn, 2: 4.2039.
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children.'” Ironically, Lii’s self-uttered capacity for patience in fact proves irrelevant to his
possession of the virtue at all.

In contrast, the delivering immortal’s verbal injunction effectively reminds the
delivered characters of restraining themselves. In Act II of the Maiwangguan edition of the
Ren fengzi, Ma Danyang calls Crazy Ren’s attention to the importance of patience by requiring

the butcher to “restrain [himself] in each and every occurrence” JUE F 4R A 2 ¥ In the

next act, the Daoist adept’s stress on the virtue proves crucial in enabling Crazy Ren to
contain his anger. When he is about to beat his wife due to her insistent requests for his

return, the butcher does not succeed in curbing his fury until he recalls that: “My master
said that it was never foolish to forgive others in this life” & f X 38 4 Z AL T Z
#¢.'* Later when faced with the head-requesting from his son’s ghost, Crazy Ren again
verges on flying into a rage, but eventually reins in his emotion, since he recollects that:
“Master told [me] to observe patience” FF 5 il B % 2 .'* Therefore, Ma Danyang’s verbal
reminders has undergirded Crazy Ren’s capacity for self-restraint, as the butcher’s repeated
invocation of the Daoist adept’s instructions on the virtue evidences.

At first glance, the Renzz ji seems to resemble the Ren fengzi, featuring an immortal

whose oral emphasis initially plays a pivotal role in enabling Liu Junzuo to withhold his

122 Ma Zhiyuan et al., Huangliang meng, 3: 4.21a; Wang Xuedqi, Jiaozhu, 2: 4.2040.

123 Ma Zhiyuan, Ren fengzi, 2: 2.13a; Ma Danyang’s emphasis on patience is absent from the
Ynanguxnan edition of the play; see Wang Xuedqi, Jiaozhu, 4: 2.4223.

124 Ma Zhiyuan, Rez fengzs, 2: 3.16b; in the Yuanguxuan edition, Crazy Ren does not attribute the

emphasis on forgiveness to Ma Danyang, but claims it to be changyan % & (a common saying); see Wang
Xuedi, Jiaozhu, 4: 3.4232.

125 Ma Zhiyuan, Rez fengzi, 2: 4.23a; Wang Xueqj, Jiaozhn, 4: 4.4243.
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anger. Upon further scrutiny, however, two major differences emerge between the two plays
regarding how the delivered characters’ self-restraint arises. On the one hand, Liu Junzuo has
never internalized the Monk with a Burden’s verbal stress on the virtue so that the monk has
to be physically present along with the angry miser at first. On the other hand, shortly before
the miser kills the beggar, the Monk with a Burden inscribes the character 7e7 in Liu Junzuo’s
palm, an increasingly efficacious substitute for the monk’s oral reminders in empowering the
miser to contain his anger.”” In Act I of the Rengi ji, the Monk with a Burden repeatedly
places stress on patience so that Liu Junzuo also acknowledges the importance of the virtue.
The moment when the beggar passes away, the Monk with a Burden goes up on stage,
asking Liu Junzuo that: “I taught you to be patient; why were you not? Could you not

forbear to strike this person to death” K F R & F, 1REERZBITH ALY The monk

then highlights the necessity of constant self-restraint by chanting the following gazha:

“Forbearance is to forbear. Patience gained is patience to use. If you lose either forbearance
or patience, small things will weigh as great” /R 75 % L%, fF&f LAt KRG, ) =
&K Having agreed to Liu Junzuo’s persistent begging, the monk revives the beggar, and

again, asks the miser to “in all things use forbearance” /L& 89 % A 2 AR 2 F ' With all

126 Zheng Tingyu, Renzi ji, 18: 1.8b; Wang Xueqj, Jiaozhu, 3: 1.2699; Crump, “The Monk Pu-tai,”
1.1237-38. Notably, it is because he does not want to spend money buying a piece of paper that Liu Junzuo
asks the Monk with a Burden to write the character in his palm. The irony here lies in the fact that the
miserliness of the delivered leads to the deliverer’s bestowal of the enabling sign of forbearance upon him.

127 Zheng Tingyu, Renzi ji, 18: 1.12a; Wang Xueqi, Jiaozhu, 3: 1.2703; Crump, “The Monk Pu-tai,”
1.1244; translation modified.

128 Zheng Tingyu, Renzi ji, 18: 1.12a; Wang Xueqi, Jiaozhu, 3: 1.2703; Crump, “The Monk Pu-tai,”
1.1244; translation modified.

129 Zheng Tingyu, Renzi ji, 18: 1.12b; Wang Xueqi, Jiaozhu, 3: 1.2703; Crump, “The Monk Pu-tai,”
1.1245. It is notable that the monk’s oral reminder here overlaps almost verbatim with Ma Danyang’s initial
instruction to Crazy Ren in the Maiwangguan edition of Ren fengzs; see Ma Zhiyuan, Ren fengzs, 2: 2.13a.
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these instructions, Liu Junzuo thrice promises to restrain himself toward the end of this act,
which comes only after the monk’s oral insistence on the virtue."”

So far, the character rer in Liu Junzuo’s palm has mainly served to mark his
irreplaceability. Immediately after the Monk with a Burden inscribes it and leaves the stage,
the miser tries to wash the character away, but only finds it impossible to get rid of it."”"
Moreover, the character not only turns out to be ineffaceable, but also imprints itself
elsewhere. Liu Junzuo first stamps it in the towel that he uses to dry his hands."”* Then, he
inadvertently impresses the character in the beggar’s corpse. Liu Junyou, upon finding the

beggar dead, proposes to “shoulder the responsibility for this death in [his] brother’s stead”
A EE LB BT8P At first, this proposition seems highly viable, since there have
been quite a few clues hinting at the sworn brother’s doubling of Liu Junzuo besides their

resembling names. For instance, in the beginning of Act I, the miser describes his sworn

brother as “working for the household and earning his living, eatly to rise and late to bed”

$RAME, FABIK In the “Wedge,” Liu Junzuo similarly introduces himself as “early

130 Zheng Tingyu, Renzi ji, 18: 1.13a; Wang Xueqi, Jiaozhu, 3: 1.2704; Crump, “The Monk Pu-tai,”
1.1246.

131 Zheng Tingyu, Renzi ji, 18: 1.9b; Wang Xueqj, Jiaozhu, 3: 1.2700; Crump, “The Monk Pu-tai,”
1.1240.

132 Zheng Tingyu, Renzi ji, 18: 1.9b-10a; Wang Xuedji, Jiaozhu, 3: 1.2700-1; Crump, “The Monk Pu-tai,”
1.1240-41.

133 Zheng Tingyu, Renzi ji, 18: 1.11a; Wang Xueqi, Jiaozhu, 3: 1.2702; Crump, “The Monk Pu-tai,”
1.1242; translation modified.

134 Zheng Tingyu, Renzi ji, 18: 1.4b; Wang Xueqj, Jiaozhu, 3: 1.2695; Crump, “The Monk Pu-tai,”
1.1230.
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to rise and late to bed, being frugal and having labored long” FAMIK, "CFXE S In
Act II, the miser tries to excuse himself from renouncing his secular life, claiming that:
“What of my ten thousand household duties, my sweet wife, my dependent children? There
is no one to cate for all those things” FRABEARY, BEYHTF, LAELE . The
Monk with a Burden, however, immediately points out that Liu Junyou is perfectly capable
of handling all those on Liu Junzuo’s behalf."”” Indeed, the miser ends up “hand[ing] over

the affairs of the house, [his] sweet wife, and dependent children [to his sworn brother]” #§
12 R aHE 4 T 4154+ 2481 Thus, Liu Junyou has eventually stood in for Liu Junzuo

by taking up his position in the secular life. Nonetheless, the inscribed character has
prevented the sworn brother from undertaking the impending legal penalties in place of Liu

Junzuo, since the miser has imprinted it in the beggar’s chest.””” As Liu Junzuo admits, “my

palm with its character plain refutes with ease and gives the lie to all my pleas” 15 & 7 % &9

K FA2AF 78 B A5 The character has limited Liu Junyou’s doubling of his sworn

135 Zheng Tingyu, Renzi ji, 18: 1.3a; Wang Xueqi, Jiaozhu, 3: 0.2690; Crump, “The Monk Pu-tai,”
0.1228; I have modified Crump’s translation of the first line to keep the repetition of the same line za0gi

wanmian ~F-#2 00K,

136 Zheng Tingyu, Renzi ji, 18: 2.18a; Wang Xueqi, Jiaozhu, 3: 2.2714; Crump, “The Monk Pu-tai,”
2.1256.

157 Zheng Tingyu, Renzi ji, 18: 2.18b; Wang Xueqi, Jiaozhu, 3: 2.2714; Crump, “The Monk Pu-tai,”
2.1256.

138 Zheng Tingyu, Renzi ji, 18: 2.19b; Wang Xueqi, Jiaozhu, 3: 2.2715; Crump, “The Monk Pu-tai,”
2.1258; Liu Junzuo has already foreshadowed such entrustment in Act I; see Zheng Tingyu, Renzi ji, 18: 1.11b;
Wang Xueqj, Jiaoghn, 3: 1.2702; Crump, “The Monk Pu-tai,” 1.1243.

139 Zheng Tingyu, Renzi ji, 18: 1.11b; Wang Xueqi, Jiaozhu, 3: 1.2702; Crump, “The Monk Pu-tai,”
1.1243.

140 Zheng Tingyu, Renzi ji, 18: 1.11b; Wang Xueqi, Jiaozhu, 3: 1.2702; Crump, “The Monk Pu-tai,”
1.1243.
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brother so that Liu Junzuo has to confront by himself the scenario that aims at his huixin &

141

'S (turning the heart back).”™ Without his resultant singularity from the bodily inscription,

the miser would not have promised to “never let his greedy heart devote itself to money, nor
let again fires of secular passions burn in his belly” B AFIRS K42 LR, FUK @) &I+
2.1 Thus, the inscribed character supplements the monk’s oral emphasis in making Liu
Junzuo restrain the secular passions, anger included.

Although it briefly figures as a visual reminder of patience at the start of Act II, the
character soon goes right out of Liu Junzuo’s mind. Not until the Monk with a Burden
physically appears in front of him and reminds him of the character does the miser recall the
notion and control his anger. Enraged by his son’s report of his wife’s illicit affair with Liu
Junyou, Liu Junzuo first “sees the character for “patience’ on his palm” L& F 4%, and
subsequently, contains his fury.'* After further confirmation with his son, however, the
miser again flies into a rage, claiming that: “I would never put up with that” &1~ 89 7 1
A knife in his hand, he angrily busts his wife’s bedchamber, intending to slaughter the illicit

couple.'” Despite clearly spotting the imprinted character in the knife’s grip, Liu Junzuo still

141 Zheng Tingyu, Renzi ji, 18: 0.1a; Wang Xueqi, Jiaozhu, 3: 0.2688; Crump, “The Monk Pu-tai,”
0.1224.

142 Zheng Tingyu, Renzi ji, 18: 1.12a; Wang Xueqi, Jiaozhu, 3: 1.2703; Crump, “The Monk Pu-tai,”
1.1244.

143 Zheng Tingyu, Renzi ji, 18: 2.15b; Wang Xueqi, Jiaozhu, 3: 2.2711; Crump, “The Monk Pu-tai,”
2.1250.

144 Zheng Tingyu, Renzi ji, 18: 2.16a; Wang Xueqi, Jiaozhu, 3: 2.2712; Crump, “The Monk Pu-tai,”
2.1251.

145 Zheng Tingyu, Renzi ji, 18: 2.16a-16b; Wang Xuedq(i, Jiaozhu, 3: 2.2712; Crump, “The Monk Pu-tai,”
2.1251-52.
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fails to rein his anger back; rather, he views the sign as his “fated enemy that strangles him”
B AR AR 23 RO F E K. When hearing someone sneeze behind the hanging, Liu

Junzuo dashes right into the bed, but only finds the Monk with a Burden there, who in turn
instructs the miser to observe patience again.'*” Upon seeing the monk, Liu Junzuo “cannot

help feeling pierced in his heart by a knife-blade” 1R 7~ 493 38 A% 7] 7] 4L.'** The monk
then asks the miser that: “What character has a knife blade piercing the heart” & k52 7]

W & [ 4 57 This hint at the character’s ideographic composition succeeds in reminding

Liu Junzuo of self-restraint so that the miser “examines [forbearance] with care in his mind”

P

Zos B # R Thus, it is again the monk’s oral instruction, along with his physical
presence, that empowers Liu Junzuo to regain his patience from furious oblivion.
Nonetheless, the Monk with a Burden fuels Liu Junzuo’s anger rather than elicits his
self-restraint. Nor does the inscribed character function to enable the miser to contain his
emotion. Instead, Liu Junzuo continues viewing it as an inimical entity that ruthlessly severs
his worldly ties. As noted above, the third act, set in the Yuelin Monastery, revolves around
Liu Junzuo’s interaction with the head seat Dinghui. Upon seeing the Monk with a Burden

accompanying some family members, however, the miser instantly flies into a fury and

146 Zheng Tingyu, Renzi ji, 18: 2.17a; Wang Xueqi, Jiaozhu, 3: 2.2712-13; Crump, “The Monk Pu-tai,”
2.1253-54.

147 Zheng Tingyu, Renzi ji, 18: 2.17b; Wang Xueqi, Jiaozhu, 3: 2.2713; Crump, “The Monk Pu-tai,”
2.1254-55.

148 Zheng Tingyu, Renzi ji, 18: 2.17b; Wang Xueqi, Jiaozhu, 3: 2.2713; Crump, “The Monk Pu-tai,”
2.1255.

149 Zheng Tingyu, Renzi ji, 18: 2.17b-18a; Wang Xuedqji, Jiaozhu, 3: 2.2713-14; Crump, “The Monk Pu-
tai,” 2.1255-56.
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decides to leave the monastery." Liu Junzuo’s anger first and foremost signals the failure of
both the monk and the head seat in making him curb the emotion. Moreover, the inscribed
character proves no more efficacious in reminding the miser of the virtue of self-restraint.

Not only does Liu Junzuo accuse the sign of being an “artifice to break once loving hearts”

4 B4 69 % L7 but also of “sever[ing] the heart-strings connecting father and children”
A B BT T T K89 151" Although he fails to grasp its signification of patience, Liu

Junzuo has inadvertently acknowledged that the visual reminder of patience contributes to
alienating him from his secular attachments.
Despite his failure to contain the miser’s anger, Dinghui still serves to suggest that

Liu Junzuo has internalized the notion of self-restraint. As the miser claims, the head seat
supervises his xzuxing 1547 (cultivation/perfection), the second stage that Ananda outlines
for his deliverance.” Liu Junzuo further complains that: “Whenever my mind wanders to
the profane world, [Dinghui] knows it and raps me smartly” &3 LS 8, AR %o il 3L
7. Indeed, the head seat constantly surveils the miser’s secular desire and disciplines him

when detecting its rise.””* Apart from his omniscience of Liu Junzuo’s interiority, Dinghui’s

150 Zheng Tingyu, Renzi ji, 18: 3.23b; Wang Xueqj, Jiaozhu, 3: 3.2722-23; Crump, “The Monk Pu-tai,”
3.1267.

151 Zheng Tingyu, Renzi ji, 18: 3.23a-23b; Wang Xuedqi, Jiaozhu, 3: 3.2722; Crump, “The Monk Pu-tai,”
3.1266-67.

152 For Liu Junzuo’s explicit mention of Dinghui’s supervisory role, see Wang Xueqj, [iaoghn, 3:
3.2719; Crump, “The Monk Pu-tai,” 3.1261; this note is absent from the Maiwanggnan edition of the play, which
contains a drastically different spoken section from that in the Yuanguxnan edition prior to the arias; see Zheng
Tingyu, Renzi ji, 18: 3.20b-22b. For Ananda’s outline, see Zheng Tingyu, Renzi ji, 18: 0.1a; Wang Xuedi, Jizozhn,
3: 0.2688; Crump, “The Monk Pu-tai,” 0.1224.

153 Wang Xuedqi, Jiaozhu, 3: 3.2719; Crump, “The Monk Pu-tai,” 3.1261.

154 Zheng Tingyu, Renzi ji, 18: 3.21a-21b; Wang Xuedqji, Jiaozhu, 3: 3.2720; Crump, “The Monk Pu-tai,”
3.1261-62.

51



name is also noteworthy as a Buddhist concept in and of itself that literally means
“meditation and wisdom.”"> More importantly, the head seat also refers to his own name as
the first goal of cultivation for which Liu Junzuo should aim."® Considering both the
Buddhist implication of his name and his ability in seeing through the miser’s internality,
Dinghui in fact embodies Liu Junzuo’s “meditation and wisdom.” In Freudian terms, the
head seat represents the supervising ego that disciplines Liu Junzuo’s id, their interaction
staging the miset’s inner struggles.””” It is no wonder that the miser’s lingering attachments to
his wealth, wife, and children arise whenever Dinghui falls asleep. But once the head seat
wakes up, he immediately expels such attachments away by cautioning Liu Junzuo to restrain
himself."*® Indeed, patience prominently figures in Dinghui’s admonitions, who chants the
following gatha to highlight the importance of the virtue: “Hear you now, patience is the
greatest of all virtues: (Recites gazha) ... The quality of patience is not strange; a life of
patience is a life of peace. Make patience part of your morality; patience is the key to
immortality” /&%, &AL, (Bx: ) BZ—FEIFF, —L£LBHFIR.

=4

MEZFEEE, TAHAETRES . Then, the head seat instructs the miser to “praise

F
o)

155 Muller, Digital Dictionary, s.v. “dinghui.”

156 Zheng Tingyu, Renzi ji, 18: 3.21b; there is an additional word xzz +S (the heart-mind) after the
phrase dinghui in the Yuanguxnan edition of the play, which explicitly equates the head seat’s name to Liu
Junzuo’s internality; see Wang Xueqj, Jiaozhu, 3: 3.2720; Crump, “The Monk Pu-tai,” 3.1263.

157 For the contestation between the ego and the id in the Freudian sense, see Jean Laplanche and
Jean-Bertrand Pontalis, The Language of Psychoanalysis, trans. Donald Nicholson-Smith (London: Karnac Books,
1988), 140.

158 Zheng Tingyu, Renzi ji, 3: 3.21a-21aa; there is in fact two additional pages in the Maiwangguan
edition of the play that has the same page number as the previous two, and I use an additional letter to indicate
them; Wang Xueqj, Jiaoghn, 3: 3.2720-21; Crump, “The Monk Pu-tai,” 3.1261-63.

159 Wang Xuedqi, Jiaozhn, 3: 3.2719-20; Crump, “The Monk Pu-tai,” 3.1261-64; this gazhd is absent from
the Maiwanggnan edition of the play.
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Buddha, praise Buddha, patience, patience” A, BFZFE for four times.'” In view
of his embodiment of Liu Junzuo’s inner qualities, Dinghui’s repeated stress on patience
further implies that the miser has internalized the virtue.

It is in the last act that the inscribed character finally becomes efficacious in making
it possible for Liu Junzuo to quell his anger. The moment when he announces that “now
I've lost all patience” #13 #24% & A~ 4E and verges on beating his elderly grandson, Liu
Junzuo stops himself, since it occurs to the miser that: ““That would just compel that cursed

character to appear on his [the elderly grandson’s] lapel” #& R th b 75 #5448 X ¢p L —

Vs

8]."! Thus, the reason why he curbs his anger is the character’s intimidation of him.

Without even glancing at it, Liu Junzuo immediately recalls the character and controls his
anger, having completely internalized the notion of self-restraint. Again, fear contributes to
dissolving the delivered person’s anger, but more fundamentally, it is the inscribed character
in place of the monk and his verbal injunction that enables Liu Junzuo to contain his
emotion.

So far, I have elaborated upon the emotional experiences that sediment in the
delivered characters during their deliverance and how they restrain their anger. I will go on

to examine how the emotion relates to their transcendence, or lack thereof.

160 Zheng Tingyu, Renzi ji, 3: 3.21a-21bb; Wang Xueqi, Jiaozhu, 3: 3.2720-21; Crump, “The Monk Pu-
tai,” 3.1261-64.

161 Zheng Tingyu, Renzi ji, 3: 4.27b; Wang Xueqj, Jiaozhu, 3: 4.2731; Crump, “The Monk Pu-tai,”
4.1275; translation modified; the Yuanguxuan edition of the play has yishanjin R A5 instead of bushanjin # #

A% as in the Maiwanggnan edition.
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Transcendence or Not: Post-Deliverance Anger

Mostly, the fulfillment of deliverance coincides with the delivered person’s ultimate
transcendence beyond the secular sentiments and attachments, undoubtedly including the
emotion of anger. His or her spatial transposition from the worldly to the immortal realm
often marks such transcendence, which resonates with certain Quanzhen Daoist writings.

For instance, Wang Zhe assures a friend of “treading the roads made of clouds and
observing the eternal spring in the jade cavern” & & $%, EIF A& & & upon attaining
transcendence.'” Without naming the specific destination, Tan Chuduan signals one’s
transcendence beyond the four obsessions with the spatial term chu chenhuan i J& 5% (exiting
the dusty realm).'” A further case in point is the historical Ma Danyang’s verse to Mr. Yan
from Ninghai cited above. It indicates the addressee’s transcendence of ming % (name) and /

#1 (profits) by envisioning his eventual “ascendance to the ninth firmament by riding

clouds” E/UE, 35 E 5. In another verse to a senior fellow priest surnamed Jiang,
Ma Danyang claims that the receiver’s transcendence will lead to his “cloud-surrounding
departure for Penglai and Yingzhou on a phoenix” 4’%«%%’%‘)@(‘, 1F4L Z 5.'° Not only

does the immortal island Penglai recur in a third verse by Ma Danyang to suggest the

enlightenment of a Mr. Kang,'* but the topos also figures as Crazy Ren’s post-deliverance

162 Wang Zhe, “You daoyou,” 26: 12.345.

163 Tan Chuduan, Shuiyun ji, in Zhonghna Daozang, 26: 1.527.

164 Ma Danyang, “Zeng Ninghai,” 26: 485.

165 Ma Danyang, “Zeng Jiang shixiong” 8 % BF 5, in Danyang, 26: 482.

166 Ma Danyang, “Zeng Lingkou Kang xiansheng” 88K 0 & % 4 | in Danyang, 26: 487.
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destination that bespeaks his total transcendence toward the end of the Ren fengzi.'”’
Similarly, the Huangliang meng has deployed the spatial trope to mark Li Dongbin’s

transcendence, especially that beyond anger. After Lii wakes up from the delivering dream,
Zhongli Quan asserts in the “Shawei” 2% &, (Coda) that Lii has “terminated all his worries
and dissolved all his vexation” & &, ZIHE.""® Immediately afterward, the Imperial
Lord of Eastern Florescence takes the stage and pronounces Li Dongbin’s departure for the
Purple Bureau, another name for the immortal realm of the Grotto Heaven.'” The #imu A&

B (title) at the end of the Maimwangguan edition of the play further specifies the Penglai

Grotto as the place for which Lt is leaving.170
However, not all delivered characters ascends to such immortal realms as divine

islands and jade grottos at last. In the Rengi jz, for instance, Liu Junzuo instead “return(s] to

[his] origins and to the Way of the Buddha to be an arhat forever” BRI, b,

7K % # % """ Notably, his restored arhathood means that he is still engaged “in practices that

are self-centered and incomplete in the wisdom of emptiness,” and thus, subject to #izhuan

167 Ma Zhiyuan, Ren fengzi, 2: 4.23a; Wang Xueqj, Jiaoghn, 4: 4.4244; there is no reference to Crazy
Ren’s spatial transposition in the Yuan dynasty edition of the play; see Zheng Qian, Yuankan, 4.125.

168 Ma Zhiyuan, Huangliang meng, 3: 4.23a; Wang Xuedi, Jiaozhn, 2: 4.2042.

169 Ma Zhiyuan, Huangliang meng, 3: 4.232-23b; Wang Xueqj, Jiaozhn, 2: 4.2043. For the translation of
ifu ¥ and its equivalence to dongtian I X, see Thomas E. Smith, “Wang Xuanfu” £ X W, in The
Encyclopedia of Tavism, 2: 1018; see also the same entry for the translation of Donghua dijun R # &

170 Ma Zhiyuan, Huangliang meng, 3: 4.23b; this part of #mu #& B is missing from the Yuanguxuan
edition of the play; see Wang Xueqj, Jiaozhu, 2: 4.2043.

171 Zheng Tingyu, Renzi ji, 18: 4.29b; Wang Xueqi, Jiaozhu, 3: 4.2733; Crump, “The Monk Pu-tai,”
4.1278.
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B 9% (relapse), at least according to the Mahayana doctrines.'? In other words, even after his

enlightenment, Liu Junzuo continues running the risk of rekindling his worldly passions.
Indeed, the Renzgi ji encompasses a cluster of clues that hint at the potential resurgence of Liu
Junzuo’s post-deliverance anger. First, the play from its very start features a plot pattern that
drastically differs from that of both the Huangliang meng and the Ren fengzz, starring a banished
immortal, that is, the thirteenth arhat Pindola.'” The arhat’s initial descent results from his

“thoughts of the Dusty World” — &% LZ8, and resuming his arhathood does not

suffice to exempt him from erring again.'”* Furthermore, Liu Junyou’s death subtly suggests
that his sworn brother’s anger may reemerge after the deliverance. When he arrives at his
ancestral graveyard in the last act, Liu Junzuo sees the graves of his son, daughter, and Liu
Junyou.'” It is tempting to deem this detail indicative of the miset’s severed ties to his
immediate family members, but the silence over his wife and the inclusion of his sworn

brother hinder such an interpretation. Alternatively, we may regard this seeming trivia as a

clue to Liu Junzuo’s potentially resurging anger. Respectively homophonous with guo Z (the

left) and you # (the right), the characters swo 4 and you & in the sworn brothers’ names

172 Muller, Digital Dictionary, s.v. “Aluohan” [T 2 & . Tuizhunan & ¥ more precisely means “to fall back
to a lower level of religious practice;” see Muller, Digital Dictionary, s.v. “tuizhuan.”

173 Zheng Tingyu, Renzi ji, 18: 4.29b; Wang Xueqi, Jiaozhu, 3: 4.2733; Crump, “The Monk Pu-tai,”
4.1278. The other two plays share the plot pattern of the deification of “people who are not explicitly identified
as banished immortals but who have some innate capacity to become an immortal;” see West and Idema, The
Orphan of Zhao, 204; for another differentiation of the two plot patterns among deliverance plays, see Yung Sai-
shing, Xigu renlei xue, 230-32.

174 Zheng Tingyu, Renzi ji, 18: 0.1a; Wang Xueqi, Jiaozhu, 3: 0.2688; Crump, “The Monk Pu-tai,”
0.1224; the exact same phrase recurs at the end of the play; see Zheng Tingyu, Renzi jz, 18: 4.29b; Wang Xueqi,
Jiaozhu, 3: 4.2733; Crump, “The Monk Pu-tai,” 4.1278.

175 Zheng Tingyu, Renzi ji, 18: 4.27b-28a; Wang Xued(i, Jiaozhu, 3: 4.2731; Crump, “The Monk Pu-tai,”
4.1275.
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form a perfect symmetry. As their paired names suggest, Liu Junyou contributes to restoring
the equilibrium to, among other things, Liu Junzuo’s emotional states.'”® Nevertheless, the
reference to his sworn brother’s death implies that Liu Junzuo, despite his deliverance, is still
likely to slip back to the disequilibrium that gives rise to his anger in the first place. Lastly,
the inscribed character remains in Liu Junzuo’s palm after the completion of his deliverance,
hinting at his continued need for the visual reminder of self-restraint. After Liu Junzuo
commits suicide and undergoes the death experience, the Monk with a Burden asks him
whether he has woken up to enlightenment and receives a positive response.'”” Despite his
newly confirmed illumination, Liu Junzuo still confesses the possible proliferation of the

character: “If you had not come just when you did, Master, a single moment would know
that character printed thirty times in a row” A, B — 8 AR, BICHLEGH
=-1B." This confession not only reveals the lingering presence of the character in Liu
Junzuo’s palm, but also intimates his potential oblivion of patience, and by extension, the
possible recurrence of his anger. One may object by insisting on Liu Junzuo’s total

transcendence at the end of the Renz /i, citing the coda in the Maiwanggnan edition of the play

which reads that: “I [Liu Junzuo] have seen through all worldly affairs in the human realm

and suddenly broken my golden shackles and jade locks” A fd] ALk, AETT Atk

176 The shared character jun ) in their names precisely means “average” or “equilibrium.”

177 Zheng Tingyu, Renzi ji, 18: 4.29b; Wang Xueqi, Jiaozhu, 3: 4.2732-33; Crump, “The Monk Pu-tai,”
4.1278.

178 Zheng Tingyu, Renzi ji, 18: 4.29b; Wang Xueqi, Jiaozhu, 3: 4.2733; Crump, “The Monk Pu-tai,”
4.1278.
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F44." Indeed, the word duan B (to sever) seems to signal that Liu Junzuo has entirely

detached himself from his worldly attachments after his deliverance. However, the secular tie
severed here is highly specific, namely, that to his children."™ Thus, there is no definitive
indication of the complete dissolvement of Liu Junzuo’s anger in the play.

Concluding Remarks

To sum up, I have investigated the discourse on the four obsessions in deliverance plays in
reference to Quanzhen Daoist writings and demonstrated the prominent role of anger in
emotionally manifesting ¢/ in the zz7# subgenre. If Quanzhen teachings conceive patience as
a consistently efficacious way of quelling anger, certain deliverance plays examined above
have questioned the presumed efficacy of the virtue in containing the emotion. Not only do
these plays feature the delivered characters’ failed restraint of anger, but more significantly, a
succession of dramatic actions also ensues from such failures to fulfill the deliverance,
beginning with evoking a delivered person’s fear by imposing violence and ending with his
(and always his) symbolic death. Other deliverance plays, however, acknowledge that
patience crucially contributes to deliverance. Although failed containment of anger also
occurs in these plays, it in fact paves the way for the ultimate overcoming of the emotion
through self-restraint. Furthermore, many a deliverance play has delved into the factors that
evoke patience out of the delivered characters. Rather than self-purported patience, the

virtue arises instead with the mediation of either the delivering immortal or the words, or

179 Zheng Tingyu, Renzi ji, 18: 4.30a; the coda is different in the Yuanqu xuan edition of the play so that
there is no corresponding rendition of this line by Crump.

180 The phrase jinjia yusuo & £ 4 refers to one’s son(s) and daughter(s); see Ma Zhiyuan, Rex fengzi,
2: 2.13a; for a similar line in other editions of the play, see Zheng Qian, Yuankan, 2.120; Wang Xuedqi, Jiaozhu, 4:
2.4223; see also Xiao Zhangtu fen'er jinmn )k J 35 SLIER, in Yuangu sxuan waibian 70 ¥ 3% 9h 4, ed. Sui Shusen
Vg At A (Beijing: Zhonghua shuju, 1959), 2: 2.720. Both plays are cited in Luo Zhufeng BATA, ed., Hanyn da
cidian £ 35 K (Hong Kong: Sanlian shudian Xianggang fendian, 1987-1995), s.v. “jinjia yusuo.”
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both. It is also notable that one’s fulfilled deliverance does not necessarily equate to the
transcendence beyond anger. In a larger sense, focusing on the sedimentation of the
delivered characters’ emotional experiences alerts us to the reductive application of the linear

model inherent in the rites of passage to this dramatic subgenre.
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Chapter Three

A Fatal Encounter: Anger, Ritual, and Righteousness in the Sanguo yanyi

Anger occupies a prominent place in the Daoxwe 18 5 (Learning-of-the-Way) Confucian

thought, especially that of the orthodox thinker Zhu Xi %4 #& (1130-1200)." By the

fourteenth century, Zhu Xi had already ascended to “the center of state orthodoxy” and
become the “authoritative cultural voice.”” The Yuan dynasty (1271-1368) rulers had also
canonized his commentaries on the Four Books as the standard content for the civil service
examinations.” Notably, Zhu Xi was acutely aware of and often criticized for his own
irritable temperament.* Indeed, the thinker specifically singled out anger in his succinct Zhuzi

Jiaxun T K3 (Family Instructions of Master Zhu),’ but deemed the emotion “not

necessarily problematic.”® This contrasted with Xunzi’s absolutist view on anger as a deadly
emotion: “Uncontrolled [anger] will cause you to perish. ... Carrying out a moment’s [anger]

will result in losing your only body, to do it nevertheless is to have forgotten your own

1 For a brief outline of the development of the Daoxue iH fellowship, see Hoyt Cleveland Tillman,
Confucian Disconrse and Chu Hsi's Ascendancy (Honolulu: University of Hawaii Press, 1992), 2-7.

2 Tillman, “Selected Historical Sources for Three Kingdoms: Reflections from Sima Guang’s and Chen
Liang’s Reconstructions of Kongming’s Story,” in Three Kingdoms and Chinese Culture, eds. Kimberly Besio and
Constantine Tung (Albany: State University of New York Press, 2007), 64.

3 Tillman, Confircian Discourse, 1; also see Martin W. Huang, Literati and Self-Re/ Presentation:
Autobiographical Sensibility in the Eighteenth-Century Chinese Novel (Stanford, CA: Stanford University Press, 1995),
129.

4 Tillman, Confucian Disconrse, 130-32; Tian Hao B % (Hoyt Cleveland Tillman), “Zhuzi jiaxun zhi lishi
yanjiv? & T EIN) ZELAR, in Zha Xi k&, Zhuzi jiaxun, ed. Zhu Jieren KA (Shanghai: Huadong
shifan daxue chubanshe, 2014), 43-44.

5 Zhu Xi, Zhuzi jiaxcun, 9.
¢ Kwong-loi Shun, “Zhu Xi’s Moral Psychology,” in Dao Companion to Neo-Confircian Philosophy, ed.

John Makeham (Dordrecht and New York: Springer, 2010), 183; see also Curie Virag, “Emotions and Human
Agency in the Thought of Zhu Xi,” Journal of Song-Yuan Studies 37 (2007): 77.
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person” IH{I]#{ \'FJ 'ﬁ:%‘ , :ﬁé'&a o o o o 'f—j—‘;E\t 9‘ tﬁ\ -\Z:%} \'FJ %\25{7\ % 'ZQE ’ /&-&—EL%'Z, 7%41\::2
HH5 Considering his cultural influence, the prominence of anger in his thought, and the
subtlety of his perspective on the emotion, Zhu Xi’s pertinent ideas are simply too

significant to ignore.8 The first section below will outline how Zhu Xi’s conception of anger

drew upon the thought of his contemporary Zhang Shi 7& 4\ (1133-1180) and differed from

that of Cheng Hao #2378 (1032-1085) and Cheng Yi #£E& (1033-1107), his most noteworthy
intellectual predecessors.

Furthermore, fictional works form another outstanding strand of discourse where
anger enjoys elaborate treatment. A preliminary search based on the word frequency of 7
within such major full-text databases as Seripta Sinica and Zhongguo suwenkn F B A4S L B
indicates that The Romance of the Three Kingdoms has a highly extensive elaboration of anger.”
Abundant emotional expressions have punctuated the novel ever since its earliest extant

edition published in 1522, that is, Sanguo 2hi tongsu yanyi = B & 816 & (Popular

7 Wang Xiangian E &3k, Xunzi jijie % T % #% (Beijing: Zhonghua shuju, 1988), 1: 54-55; cited in
Zhou Ying & #, “Manshuo Sanguo renwu zhi ‘nu” #R=B A Z <K Aba shifan gaodeng Jhnanke xuexiao
~uebao T35 6 80,5 5 S A2 A £ 4R 284 (2011): 96. The English translation is based on Eric L. Hutton,
trans., Xunzi: The Complete Text (Princeton, NJ: Princeton University Press, 2014), 23; I have replaced “rage”
with “anger” in the translation to highlight the different degree of intensity between nz# and fen 2 (rage), and 1
will maintain this distinction in the translations below. I am indebted to William V. Harris for the term
“absolutist” in characterizing Xunzi’s attitude regarding anger; see Harris, Restraining Rage: The Ideology of Anger
Control in Classical Antiguity (Cambridge, Mass. and London: Harvard University Press, 2001), 26; Virag also
notes Xunzi’s “strongly worded injunctions to control and suppress the emotions and desires;” see Virag, The
Emotions in Early Chinese Philosophy (Oxford: Oxford University Press, 2017), 7.

8 Virag, “Emotions and Human Agency,” 53; Kai Marchal, “Moral Emotions, Awareness, and
Spiritual Freedom in the Thought of Zhu Xi (1130-1200),” Asian Philosophy 23.3 (2013), 200; Marchal compares
the influence of Zhu Xi’s conception of the emotions to that of Aristotle upon pre-modern Europe, who
especially sees ““habitual absence of vigorous anger’ as no better than irascibility;” for Aristotle’s idea on anger,
see Harris, Restraining Rage, 4.

° For instance, according to the Serjpta Sinica, the word nu occurs more frequently in The Romance of the
Three Kingdoms than in other fictional works of similar length, a result comparable to that seen in much longer

works such as the Zhengtong daogang £ 438 ., the Mingshi PR ., the Qing shilu 7# & %%, and so forth.
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Explication of the Records of the Three Kingdoms; hereafter Yanys)." Indeed, anger figures
as one of the most noteworthy emotional leitmotifs that the numerous generals and military
masters in the novel are engaged with. Following a first section about Zhu Xi’s perspective
on anger, I will closely scrutinize two episodes fraught with the emotion, namely, Zhang

Fei’s yishi % # (righteous release) of the elderly general Yan Yan and Sun Ce’s fatal

encounter with the Daoist priest Yu Ji.

The first episode on Zhang Fei’s anger proves pivotal for not only teasing out the
novel’s shared parameters with Zhu Xi’s thought in construing the emotion, but also
bridging the fictional discourse and the thinket’s orthodox teachings on anger.'' I will then
move on to the other episode on Sun Ce’s anger, which accounts for the greatest number of
occurrences of the emotion in the novel (Figure 1)."* Here, I will introduce another layer of

comparison by considering how the earliest extant edition of the novel and its most
influential iteration with Mao Lun £.%r (unknown dates) and Mao Zonggang’s £ F i

(1632-1709) numerous commentaries represent Sun Ce’s anger differently, and what such

differences can tell us about the interaction of the two editions with Zhu Xi’s conception of

10 Regarding the work’s rich depiction of emotion, Andrew H. Plaks draws attention to “the diametric
opposition between Liu [Bei’s| propensity to tears of despair and [Cao Cao’s| characteristic laugh” and how
such emotional expressions contribute to the protagonists’ characterization; see Plaks, The Four Masterworks of
the Ming Novel: Ssu ta ch’i-shu (Princeton, N.J.: Princeton University Press, 1987), 420-22; 439; 463; for Zhuge
Liang’s tear-shedding, see Plaks, The Four Masterworks, 445-46; 451. For two comprehensive studies of the
novel’s numerous editions and complicated textual systems, see Wei An 424 (Andrew Christopher West),
Sanguo yanyi banben kao = B K F IR A F (Shanghai: Shanghai guji chubanshe, 1996), passin.; Liu Haiyan %)%
#&, Ming-Qing Sanguo hi yanyi wenben yanbian yu pingdian yanjin W& = B & 3% & LAWK 8 3R ZEAF 7T (Fuzhou:
Fujian renmin chubanshe, 2010), 15-96.

11 For a seminal attempt at linking the novel to the orthodox Mencian thought, see Liangyan Ge, The
Scholar and the State: Fiction as Political Discourse in Late Imperial China (Seattle: University of Washington Press,
2015), 42-46.

12 Paul Vierthaler, “Sangram Frequency,” accessed July 15, 2019,

https://www.pvierth.com/sangram?fbclid=IwAR3]DKxcKgyYtTzc50Y_s_y7-
eLEEcQADgVImTjmeph9AjUONS.
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anger.”” More precisely, the legitimacy of Sun Ce’s anger is a contested point only in the
Yanyi, while the early Qing edition diminishes and understates such contestation by justifying
Sun’s anger through both textual variations and commentaries. I will further argue that the
contestation revolving around Sun Ce’s anger in the Yany:, when measured against Zhu Xi’s
propositions, reveals potential conflicts within the thinker’s doctrine on anger, whereas the
representation in the Maos’ edition smooths out the contradictions. Obscuring such
contradictions is consistent with the commentators’ explicit enshrinement of Zhu Xi’s works
and indicates the promotion and canonization of the thinker in the early Qing dynasty.

?8} in EE{E)‘( Chapter 29: 18
"7 NG ERET T, EERJLASLAR

Counts

60 65 70 75 80 B85 9% 9 100 105 110 115 120

Chapter

40 45 50

Figure 1: The Word Frequency of Nz in the “Sangram”

13 For Mao Lun £4r (unknown dates) and Mao Zonggang’s £ 7% H (1632-1709) collaborative
efforts in commenting on the novel, see David L. Rolston, “Mao Tsung-kang on How to Read the San-kuo yen-i
(The Romance of the Three Kingdoms),” in How to Read the Chinese Novel, ed. idem. (Princeton, NJ: Princeton
University Press, 1990), 146; Li Zhengxue = iE %, Mao Zonggang xciaoshuo piping yanjin .7 B ) 3FAFEH R
(Beijing: Zhongguo shehui kexue chubanshe, 2010), 2. In view of its collaborative nature, I will refer to the
carly Qing edition as the Maos’ edition.
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Anger Nuanced

Prior to examining the novel’s depiction of anger, let us first see how anger figures in the
writings of Daoxue scholars, in particular Zhu Xi and the Cheng brothers. Although they

have all touched upon anger, these literati-scholars offer a variety of judgments on the
emotion. A good point of departure is the Jinsi lu % Z:-4% (Reflections on Things at Hand),
Zhu Xi and Lii Zugian’s & #83% (1137-1181) collaborative primer to Daoxue learning.'* Zhu
and L excerpted Cheng Hao’s statement on anger’s distinctiveness: “Among the human
emotions the easiest to arouse but the most difficult to control is anger” K AZ 1, 54
m¥Edl 2, MBI AL A further quote confirms the difficulty of reining in anger through
a medical metaphor: “It is difficult to cure anger; so is it to cure fear” /& A3, SR
#£.'° Such difficulty is so significant that Cheng Hao even deemed the capacity of controlling

anger as a mark of one’s approximation to the Way: “But if in time of anger one can
immediately forget one’s anger and look at the right and wrong of the matter according to

principle, one will see that external temptations need not be hated, and one has gone more
than halfway toward the Way” % fe /A KA, BESHER, mBIEZ LI, FTLIFH

ZARE, WA SR F R

14 For a brief introduction to the Jinsi ln I B4k, see Wing-tsit Chan, “Introduction,” in Chu Hsi and
Li Tsu-ch’ien, comps., Reflections on Things at Hand: The Neo-Confucian Anthology, trans. Wing-tsit Chan (New
York: Columbia University Press, 1967), xxi; xxvi-xxviii; XXxXii-XXXV.

15 Zhu Xi % # and L Zuqgian & #83%k, comps., Jinsi lu, in Zhuzi quanshu & F 2% (hereafter ZZQS),
eds. Zhu Jieren, Yan Zuozhi B 4% 2., and Liu Yongxiang %7K # (Shanghai: Shanghai guji chubanshe; Hefei:
Anhui jiaoyu chubanshe, 2002), 13: 2.178; Reflections, 41.

16 Zhu Xi and Lt Zuqian, Jinsi iu, 13: 5.221; Chu Hsi and Li Tsu-ch’ien, Reflections, 161; translation
modified.

17"Zhu Xi and L Zuqian, Jinsi lu, 13: 2.178; Chu Hsi and L Tsu-ch’ien, Reflections, 41; translation
modified.
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Cheng Hao’s assessment of anger, as presented by Zhu Xi and Li Zugian, differed
from the absolutist presumption of the emotion’s fatality and allowed for anger, at least that
of the sage, to surface. For instance, Cheng Hao conceived anger to be the sage’s proper «
posteriori response to certain persons or affairs, or in the thinker’s own term, wx 42 (things):
“The sage] is angry because according to the nature of things before him he should be
angry” BAZ R, AZ & %" Put in another way, the locus of the sage’s anger lies in
external things rather than his heart-mind, for sagely anger does “not depend on his own

mind but on things” A~ %748 fn % 7445." Nevertheless, Cheng Hao’s discussion on anger

was confined to that of the sages (shengren hi nu % ANZ#&), whereas Zhu Xi’s anger-related

comments focused on distinguishing kinds of anger instead of the angry person, or put
differently, on anger itself rather than the angry sage. Consequently, he extended the scope
of the applicability of his discussion beyond the sagely ideal.”” Similar to Cheng Hao’s non-
absolutist stance, Zhu Xi not only acknowledged anger to be an appropriate response to
certain circumstances, but also repeatedly resorted to such emphatic devices as double

negation and rhetorical questions to stress this point.”' For instance, he claimed: “When it is

18 Zhu Xi and L Zuqjian, Jinsi iu, 13: 2.178; Chu Hsi and L Tsu-ch’ien, Reflections, 41.

19 Zhu Xi and L Zuqian, Jinsi lu,, 13: 2.178; Chu Hsi and Lii Tsu-ch’ien, Reflections, 41; cited in Shun,
“On Anger: An Essay in Confucian Moral Psychology,” in Returning to Zhu Xi: Emerging Patterns within the
Supreme Polarity, eds. David Jones and Jinli He (Albany, NY: State University of New York Press, 2015), 300-1;
see also Virag, “Emotions and Human Agency,” 83.

20 Virag reaches a similar conclusion by comparing Zhu Xi’s thoughts on emotions with that
contained in the commentary on the Wjing hengyi B4E iE 2. “Zhu Xi collapsed the ruler/subject distinction
among human beings and endowed all people with the potential to rule themselves,” including their emotions;
see Virag, “Emotions and Human Agency,” 66. My contention differs from hers in that, besides the
ruler/subject distinction, Zhu Xi has similarly done away with that between the sage and the masses by
focusing on the emotion of anger itself rather than on who is angry.

21 For an observation on both double negation and rhetorical questions as important writing strategies
for expressing anger in mid-Tang literati collegial letters; see Anna M. Shields, “The Inscription of Emotion in
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proper to be angry, one cannot not be angry” A& %, T & and asked: “If there is
something that [one] should be angty at, why not be so” A EGR, dofT R Zhu Xi
went even further to regard anger as a differentiating factor that separated his teachings from
that of both Buddhism and Daoism: “If [we] stick to guarding emptiness and tranquility, it
will be the preposterous theory of Buddha and Laozi. Then, there will be even no
appropriate anger. What kind of Way or Principle would that be” & % F & #F, st77#%
2B, R AekbE T, do i e

What further distinguishes Zhu Xi’s anger-related discourse from that of Cheng Hao

is the former’s adoption of Zhang Shi’s k4% (1133-1180) dual distinction of anger when
commenting upon a passage from the Mencius in the Sishu ghangu jizhn ™ ZTxafiz
(Collected Annotations on Passages in the Four Book’; hereafter Szshu ghangin):

Zhang Jingfu said: “Lesser courage involves anger that pertains to blood and ¢,
while the anger of major courage pertains to principle and righteousness. One ought
not to have anger that pertains to blood and ¢7 and one ought to have no anger that
does not pertain to principle and righteousness.

R KE: DFE, BRAIREL, KFH, BERZIREL, O RZIBERT
B, HEZIRIRT &, 75

Mid-Tang Collegial Letters,” in .4 History of Chinese Letters and Epistolary Culture, ed. Antje Richter (Leiden: Brill,
2015), 694; 699.

22 7ha Xi, Zhuzi yulei T 3848, in ZZQS, 14: 16.534; for another similar statement on anger’s
necessity with a plain syntactic order, see Zhu Xi, Zhuzi yulei, 15: 52.17006.

23 Zha Xi, Zhuzi ynler, 14: 16.535.

24 Zha Xi, Zhuzi ynler, 15: 30.1096.

25 Zhu Xi, Sishu ghangiu jizhn Y& F 5] %3 (Beijing: Zhonghua shuju, 1983; hereafter Sishu zhangjn),
216. I have consulted the translation in Shun, “On Anger,” 299-300; Shun seems to have understated Zhang
Shi’s #&AX (1133-1180) contribution to Zhu Xi’s thought by glossing Zhang as an associate of Zhu without
specifying from whom Zhu Xi is actually quoting. For Zhang Shi’s scholarly interactions with Zhu Xi, see Tian
Hao, Zhu Xi de siwei shijie kEW DR (Xi’an: Shanxi shifan daxue chubanshe, 2002), 62-90; Tian Hao,
Pangguan Zhuzi xue: Liielun Songdai yn xiandai de jingji, jiaoyn, wenhua, thexne 55 BLA T 5 1 whamg RAXE I A4
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Zhang Shi’s prescriptive claim of anger as the necessary moral response to varied motivating
forces was reiterated in Zhu Xi’s posthumously published Zhuzi yulei % 5 35 %8 (Categorized
Sayings of Master Zhu; hereafter Yules).” This finer dichotomy between xuegi zhinu fn 8.2
& (anger that pertains to blood and ¢i; hereafter xueqi anger) and /i shinn 32 3% Z#& (anger
that pertains to principle and righteousness; hereafter /zy/ anger) makes Zhu Xi’s conception
of the emotion more nuanced than Xunzi’s absolutist stance, as well as that of Cheng Hao.”
Furthermore, when adopting the term, Zhu Xi understood Zy: in an analytic rather

than holistic manner when it came to anger.”® Remarking on another passage from the

Mencius, Zhu Xi quoted Cheng Yi’s definition of /yi as follows: “That which is in things is

principle, and that which deals with things is righteousness. This is what is called substance

. HF. b, E (Shanghai: Huadong shifan daxue chubanshe, 2011), 173-97. For a discussion of the
Mencins's influence upon the novel, see Ge, The Scholar and the State, 38-46; for a study on how Zhu Xi
understands another important concept of yong % (courage) in his commentaries on the same section of the

Mencins, see Martin W. Huang, Negotiating Masculinities in Late Imperial China (Honolulu: University of Hawai‘i
Press, 2000), 16-17.

26 Zhu Xi, Zhuzi yulei, 14: 13.4006; also noted in Shun, “On Anger,” 319. In the Yulei, yili E-¥:4 replaces
liyi ¥ 3% in the same sentence. Admittedly, significant differences sometimes exist between these two
distinctively ordered terms in certain contexts, but they are interchangeable in Zhu Xi’s discourse on anger. For
the difference between /yi and yili, see Chung-ying Cheng, “Yi li zhixue” &322 % in The Encyclopedia of
Confucianism, ed. Xianzhong Yao (London and New York: Routledge, 2003), 763-64; for Zhang Shi’s use of yili
<hi nu, see Zhang Shi, Mengzi shuo %5 3L, in SKOS, 1.30a; a brief introduction to this work can be found in
Yong Rong 7K¥&, et al., Siku quanshu ongmn tiyao 3 B 2% 48 B $2 % (Shanghai: Shangwu yinshu guan, 1931),
7: 108; for Zhu Xi’s editorial intervention to the works of Zhang Shi and Hu Hong #1 % (1106-1162), see Tian
Hao, Zhu Xi de siwei shijie, 67-70.

271 have based my translation of both terms on that of Shun; see Shun, “On Anger,” 314.
28 In his study of Hu Hong’s use of the term, Hans van Ess cautions against translating the term /Zy/
holistically into “moral principle;” see van Ess, “Hu Hong’s Philosophy,” in Dao Companion to Neo-Confucian

Philosophy, 117. Shun’s translation of /yi as “morality” risks obscuring the distinction between righteousness and
principle in the phrase; see Shun, “On Anger,” 299.
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and function” £ AL, B Ak, BAZFHLY By endorsing Cheng Yi’s analogy
between /yi and #iyong #8 K, Zhu Xi in fact emphasized /4 and y7’s “discrete nature [as
substance and function respectively| ... while emphasizing their perfect contiguity and
simultaneous instantiation.”” A further hint at an analytical understanding of Zhu Xi’s use of
the term in his writings on anger comes from the term’s consistent parallel counterpart, xueqi
(blood and ¢z), which Zhu Xi defined separately through the complementary dyad of yin-yang:
“Blood is yin and ¢i is yang” .1 i F g A" Thus, when embedded in xuegi 3hinu, the yin-
_yang distinction of the term’s former half may well give rise to an analytic reading of its
parallel term /yi.

So far, we have focused on the relation between righteousness and principle in the
term /jyi anger without paying much attention to that between /4y and anger. Zhu Xi deemed
the four “moral emotions” of ceyin 8] [ (compassion), xiuwn % & (disdain), cirang B3R
(deference), and shifei 7 4F (approval and disapproval) to “be rooted in the human nature”

M Z AR, or put differently, in Principle.”” In contrast, he conceived the seven emotions of

xi & (joy), nu, ai T (sorrow), ju 1 (fear), ai % (love), wu % (hate), and yu 4K (desire) to

belong to the category of ¢i.”> However, the term /iy/ anger suggests that, far from being

29 Zhu Xi, Mengzi jizhu, in SSZ], 11: 330. Here, yi refers to the virtue of righteousness, and thus, should
not be rendered as meaning, because Zhu Xi mentioned y7 and ren 4= (humaneness) side by side when
expounding upon the phrase chuwu wei yi & # 3&.; see Zhuzi ynlei, 15.51: 1682.

30 Deborah Sommer, “Ti yong” #2 A, in The Encyclopedia of Confucianism, 604-6.
3 Zha Xi, Sishu zhangin, 172.

32 Marchal, “Moral Emotions,” 203-4; the quote comes from Zhu Xi, Sishu ghangin, 238; 1 have
adopted Marchal’s translation of the four “moral emotions.”

3 Zhu Xi, Zhuzi ynler, 15: 53.1776; cited in Marchal, “Moral Emotions,” 203-4.
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absolute, the distinction between the four moral emotions and seven emotions is in fact fluid
and porous.”* By adopting Zhang Shi’s anger-related concepts, Zhu Xi affirmed the

possibility of transferring anger from the guidance of ¢/ into that of principle, the “body”
that righteousness instantiates in “use.” “Anger, after all, is affiliated with righteousness” F&3
BB

A Righteous Release

Having briefly outlined Zhu Xi’s nuanced thought on anger, I will next elucidate the
resonance between the novel and the orthodox thinker’s pertinent ideas about the emotion.
More precisely, resounding with Zhu Xi’s stress upon anger’s potential conformity to
righteousness and principle, the novel also pays attention to whether an angry character
embodies righteousness. As noted above, the best illustration comes from Zhang Fei’s

righteous release of Yan Yan. Recorded in a largely similar manner from the Sangno 3hi =

)

& (Records of the Three Kingdoms), through the Zizh: tongjian CRCELE & (Comprehensive
Mirror for Aid in Government),” to Hao Jing’s #8&& (1223-1275) Xu Hou Hanshu & 14 %
(A Sequel to the History of the Latter Han), Zhang Fei’s release of Yan Yan is one of the
former’s major military achievements. All three historical records have treated the episode

with exactly the same words and focused on the two generals’ conversational exchanges that

finally led to Yan Yan’s release. Across all three historical works, Zhang Fei, having captured

3+ Marchal helpfully cites some scholars that hold this distinction to be untenable in his “Moral
Emotions,” 216.

3 Zhua Xi, Zhuzi ynlei, 87.2960.

36 ] have adopted the rendition of the work’s title in David Roy, trans., “How to Read The Romance of
the Three Kingdoms,” in How to Read the Chinese Nowvel, 152.
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Yan Yan, scolded his enemy for resisting his armies, to which Yan replied: “No man of

protocol in this bunch! Invading and snatching our prefectures — You can have a headless
general, but never a surrendering one here” S Ak R E AN, KN A ETEAE

¥ &h 50§ E 4 His accusation greatly enraged Zhang Fei, who ordered the
attendants to decapitate the elderly general. Yan Yan in response berated the furious Zhang
Fei: “Just behead me with the axe! Why are you angry?” #r S/ AT 98, AT 2 %A1 2% Here,
anger functioned as a focal point in the verbal exchange between the two generals. From

Yan Yan’s perspective, Zhang Fei’s cause was unjustified, which the words ginduo 1z %

(invading and snatching) and waghuang #X (lacking protocol) evinced. Yan Yan’s

interrogation pointed right at Zhang Fei’s dubious entitlement to anger, which eventually led

the latter to “deeming [Yan Yan] courageous, releasing him, and inviting him to be an
adviser” B mfEZ, 1 HEH R
The prominence of anger persists into the corresponding episode in the novel, which

expands on how Zhang Fei captured the elderly general and distinguishes itself from all the

historical predecessors through highlighting the righteousness of Zhang Fei’s anger. Closely

37 Chen Shou B, Sanguo 7hi = B & (Beijing: Zhonghua shuju, 1999), 36.700; Sima Guang &) % %,
Zizhi tongiian & 76188 (Beijing: Zhonghua shuju, 1956), 5: 67.2127; Hao Jing #%4&, Haoshi Xu Hon Hanshu #F
KRB RIEE | in Qinding Siku quanshn 3 Z W9 B & F (hereafter SKOS), comp. Ji Yun 4B et al., 16: 6b; I have
consulted and modified the translation of the corresponding passages in Luo Guanzhong BHET , Three
Kingdoms, trans. Moss Roberts (Beijing: Waiwen chubanshe; Changsha: Hunan renmin chubanshe, 2000), 3:
63.1542. The following discussion will consistently consult Roberts’s translation, which is based on the early
Qing edition, and modify it whenever necessary to highlight anger’s role in the related passages. When
Roberts’s translation is not mentioned, it means that the translated passage is either missing from the Maos’
edition or so different that it entails a whole new translation.

38 Chen Shou, Sangno bz, 36.700.

39 Chen Shou, Sangno bz, 36.700.
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resembling the Sanguo h7's treatment of the confrontation,” the novel, nevertheless,
introduces righteousness into this episode by substituting wuyi # %, (lacking righteousness)

for wuzhnang in Yan Yan’s accusation of Zhang Fei in the earliest historical record: “No man
of righteousness in this bunch! Invading our prefectures — You can have a headless general,
but never a surrendering one” & FaER, BREANE) 2ABAMNE, SMEKEN
Juxtaposed with such an accusation, Yan Yan’s subsequent interrogation becomes acutely
reminiscent of Zhu Xi’s emphasis on righteousness as a legitimating condition for one’s
anger: “Villain and fool! Take the head! For what are you showing your anger” B IE K1 AR
SAAR AR, AT H& @ 4.2% Yan Yan’s questioning of Zhang Fei’s righteousness precedes and
seems to have formed a premise for the elderly general’s challenge to Zhang’s entitlement to
anget.

Notably, various narrative configurations have subtly undermined Yan Yan’s

accusation of Zhang Fei’s anger as lacking righteousness. To begin with, the novel

40 It is uncertain whether the Sangno 2hi serves as the direct source for this episode in the novel.

4 Luo Guanzhong & B ¥, Sangno 2hi tongsu yanyi = B & i816-1% & (Shanghai: Shanghai guji
chubanshe, 1980), 13.610; unless otherwise noted, this will serve as the base text for the following discussion
on the Yanyi. Luo Guanzhong, Three Kingdoms, 3: 63.1543; translation modified. This passage in the Maos’
edition reads the same; see Chen Xizhong BRI 4%, Song Xiangrui K A3 and Lu Yuchuan & )1, eds.,
Sanguo yanyi huipingben = B I% & G F & (Beijing: Beijing daxue chubanshe, 1986; hereafter Huiping ben), 1:
63.785. Among the various renditions of the same incident, y7 & figures firstly in Xiao Chang’s #& & (jinshi
1177) Xu Hou Hanshu #% #47% 3 , where Zhang Fei “deems his [Yan Yan’s| character to be of righteousness
and releases him” & L A A, #E=Z. Here, the character y7is putative and indicates not Zhang Fei’s
righteousness, but his discernment of the virtue in Yan Yan. However, Xiao Chang’s historical record spills no
ink on Zhang Fei’s anger; nor does the Sanguo hi pinghna = B % -F3&; see Xiao Chang, Xu Hou Hanshu
(Shanghai: Shangwu yinshuguan, 1936), 8.70; Zhong Zhaohua && I8 2 | Yuankan quanxiang pinghua wuzhong
Jiaozhu TH) 248 3% AAERE (Chengdu: Bashu shushe, 1990), 464-65.

4 Luo Guanzhong, Yanyz, 13.610; Luo Guanzhong, Three Kingdoms, 3: 63.1543; translation modified.

The character se & (countenance) is missing from the Maos’ edition; see Chen, Song, and Lu, Sanguo huiping, 1:
63.785.
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underscores Zhang Fei’s release of Yan Yan as righteous in the chapter title of both the
Yanyi and the Maos’ edition.” Thus, not only has the novel couched this episode in the trope
of yishi,* but more importantly, Zhang Fei’s release of the elderly general becomes indicative
of his virtue of righteousness according to the chapter title. Furthermore, Yan Yan also

confirms Zhang Fei’s possession of this virtue, being “grateful for Zhang Fei’s high-minded

generosity and righteousness” & $t B %& . Lastly, the episode ends in both the Yanyi and the
Maos’ edition with a eulogistic poem that praises Zhang Fei for possessing renyi 4= &

(benevolence and righteousness) and embodying yigi 5 &, (righteous ¢i).* Thus, through

various narrative hints, the novel repeatedly counters Yan Yan’s allegation by hinting at
Zhang Fei’s possession of righteousness, which in turn forms a moral premise for Zhang’s
anget.

Apart from his emphasis on the emotion’s accordance with righteousness and
principle, two further situations stand out from Zhu Xi’s anger-related discourse: One
demands anger’s presence, while the other indicates an angry person’s good knowledge of
righteousness and principle. Both are closely pertinent to our further exploration of Sun Ce’s

fatal anger, to which we will turn next.

# Luo Guanzhong, Yanyi, 13.607; Chen, Song, and Lu, Sanguo huiping, 1: 63.775; Luo Guanzhong,
Three Kingdoms, 3: 63.1523; Roberts’s translation of the chapter title has not highlighted Zhang Fei’s virtue of
righteousness.

4 For a brief discussion of Guan Yu’s yishi &#% of Cao Cao & 4% and its ironic re-enactment in the
Sanbao tajjian xiyangi =% KB ¥ 32, see Scott W. Gregory, “Daydreaming Dynasty: The Eunuch Sanbao’s
Journeys in the Western Seas and ‘Present-Dynasty’ Fiction of the Ming,” Ming Studies 70 (2014): 21-22.

4 Luo Guanzhong, Yanyi, 13.610; Chen, Song, and Lu, Sanguo huiping, 1: 63.785; Luo Guanzhong,
Three Kingdoms, 3: 63.1534; translation modified.

46 Luo Guanzhong, Yanyi, 13.6: 610-11; Chen, Song, and Lu, Sangno buiping, 1: 63.785; Luo Guanzhong,
Three Kingdoms, 3: 63.1543; 1 have replaced Roberts’s rendition with the literal translation of the two phrases.
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A Fatal Encounter

The novel’s depiction of Sun Ce’s encounter with Yu Ji features an unprecedented degree of
extensiveness that has not been seen in all previous treatments of the same episode.”’
Moreover, the persistent attention to Sun Ce’s anger also plays a crucial role in distinguishing

the novel’s portrayal of the episode from that in the preceding sources. For instance, the

pertinent sections in such early writings as the Jiangbiao zhuan i %1% (The Record from
Outside of the Yangtze River) and the Soushen ji 42 #¥ 3% (In Search of the Immortals) note

only once Sun Ce’s jinu ##& (intense anger) as his response to the subordinates’ prioritized
visit to Yu Ji over the young general himself.* And no later treatment, whether in the Daoist
collectanea Yunji gigian 'E %4 8, (Seven Lots from the Bookbag of Clouds) or Hao Jing’s
Xu Hou Hanshu, renders Sun Ce’s anger into an episode that witnesses the young general’s

repeated outbursts of anger.49

On the other hand, the earliest extant edition of the novel highlights Sun Ce’s anger

by not only entitling the episode “Sun Ce Executes Yu the Immortal in Anger” 4 R 287 F

#7 For a detailed documentation of this conflict’s earlier treatments, see Xu Yongbin RAKIR, “Cong
Sanguo yanyi zhong Sun Ce chuzhan Yu Ji shi kan Zhongguo zaogi daojiao zai Jiangdong de fazhan” #& (=
FRY PHEES TTEA TR EHRATRGEE, Ming-Qing iaoshuo yanjin % FHRAR 103
(2012), 80-81.

48 Pei Songzhi ¥ A% Z (372-451) sourced passages from both works in his commentary on Chen
Shou’s (233-297) Sangno 3hi; see Chen Shou, Sangno 2hi, 46.822.

4 See Zhang Junfang 5& & B, ed., Yunji gigian E 5 R, in Zhonghua daogang ¥ 318 5, (Beijing:
Huaxia chubanshe, 2004), 29: 111.856-57. Hao Jing, Haoshi Xu Hou Hanshu, 49.22a; for the relationship
between Hao Jing’s work and Chen Shou’s Sanguo 2hi, see Anne E. MclLaren, “History Repackaged in the Age
of Print: The Sanguozhi and Sangno yanyi,” Bulletin of the School of Oriental and African Studies, University of London
69.2 (2006): 296-312.
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A4 , but also preparing their encounter with a series of incidents where the young
general’s anger overflows. For instance, having read Xu Gong’s admonition to the emperor
against his rebellious potential, Sun Ce is “greatly enraged” (danu K #%) and subsequently

executes Xu Gong, whose three advisers in turn manage to ambush and severely wound the
young general.”' Then comes the physician, who instructs Sun Ce to have a peaceful rest and

cautions him against anger’s potential damage to his wounds: “Don’t be so easily affected. If
the ¢/ of anger rushes and surges, the wounds will not heal” NIFEE ., ERALEE, £
% $#78 % Despite the warning, Sun Ce cannot help but again become “greatly enraged”
when Guo Jia, one of Cao Cao’s advisers, claims the young general to be “hasty and
deficient in strategy [as well as] a foolhardy man” "% 3%, 73 € X Z B . Such an
evaluation resonates with the general characterization of Sun Ce in the Yanyi as “possessing a

fierce and fiery temperament and unable to bear staying idle for even three days” P 4= 7

X, RAFZ=H &F > The Yanyi's view is remarkably different from the earlier Sanguo hi,

50 The Maos’ edition entitles the corresponding chapter “Xiao bawang nuzhan Yu Ji” > &% T

% (Little Hegemon Executes Yu Ji in Anger), retaining the prominence of anger in the title; for an alternative
translation of Chapter 29’ title, see Luo Guanzhong, Three Kingdoms, 2: 29.697.

51 Luo Guanzhong, Yanyi, 6.282.
52 Luo Guanzhong, Yanyz, 6.282; Luo Guanzhong, Three Kingdoms, 2: 29.699; translation modified.
33 Luo Guanzhong, Yanyz, 6.283; Luo Guanzhong, Three Kingdoms, 2: 29.701.

5 Luo Guanzhong, Yanyi, 6.282; this line is missing from the Maos’ early Qing edition. Also, flame
repeatedly figures as a metaphor for a character’s proclivity to anger in the Yanyi, as seen in the case of Zhang
Fei’s fiery temperament; indeed, the Yanyi applies the exactly same phrase xing ru lichno P42 LK to both Sun
Ce and Zhang Fei; see LLuo Guanzhong, Yanyi, 13.608. For a more general discussion of fire or flame as a
conceptual metaphor for anger in the Chinese language, see Brian King, “The Conceptual Structure of
Emotional Experience in Chinese” (PhD diss., OSU, 1989), 155-59; for a discussion on this conceptual
metaphor in the English language, see George Lakoff, Women, Fire, and Dangerous Things: What Categories Reveal
abont the Mind (Chicago and London: The University of Chicago Press, 1987), 388-89.
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which compliments the man as “being fond of laughing and talking, broad-minded, and
receptive to [others’ advice]” ¥F £ 35, P B E#2.> After a series of raging outbursts,
eventually Sun Ce’s “wounds reopened and he fell into a coma” @& # L, BB MR, a
reminder of the physician’s previous advice that suggests that one of the major causes of Sun
Ce’s death is his nugi %R, (angty gi).

Indeed, anger both foreshadows and repeatedly figures in the encounter between
Sun Ce and Yu Ji as the young general’s most prominent emotional response to the Daoist
priest’s presence in the novel. But equally prominent is the density of Sun Ce’s explanations
for why he gets angry. Upon Yu Ji’s arrival, Sun Ce’s subordinates immediately abandon the
banquet that their master has held for Chen Zhen, Yuan Shao’s messenger, in order to

kowtow to the Daoist priest. Consequently, the young general flies into a rage (dann K #&
and orders: “What 2 monstrous person! Bring him here for me” $tIKAAL, SLEAE R

After he arrests and imprisons Yu Ji, Sun Ce’s mother summons her son to the women’s
quarters and requests that he release the Daoist priest. Nonetheless, Sun Ce declines her
request and justifies his decision as follows:

He is a monstrous and presumptuous person, who can use monstrous tricks to

mislead the multitude’s heart. Thus, he made the generals pay no attention to the
ritual protocol between ruler and minister and descend the tower to kowtow to

% Chen Shou, Sangno 3hi, 46.817.
%6 Luo Guanzhong, Yanyz, 6.8: 287; Luo Guanzhong, Three Kingdoms, 2: 29.709; translation modified.

57 Luo Guanzhong, Yanyi, 6.283; Luo Guanzhong, Three Kingdoms, 2: 29.701; translation modified. For
an insightful discussion of the word yas’s 3k (monstrous) connotation of transgression and anomaly as well as
its negative “moral valences” in another context of late imperial fox-related anecdotes, see Rania Huntington,
Alien Kind: Foxes and Late Imperial Chinese Narrative (Cambridge, MA: Harvard University Asia Center, 2003), 74;
290; 309. I have adopted Huntington’s translation of yao.
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him.” Even those who oversaw the guests couldn’t stop [them]. People of this ilk are
no different from Zhang Jiao and must be eliminated!

AT IR EZ A, H AR RAZ S, B RAANE B2, &%
TR, THEEBLRE, REAREALL, RTRGE! ¥

Sun Ce’s self-justification uttered at this private locale in effect continues and expands his

earlier accusation of the Daoist priest as yaoren #X A (a monstrous person). Here, these

utterances more explicitly express the young general’s vexation over Yu Ji’s subversive

potential.60

What fuels Sun Ce’s anger, more precisely, is the Daoist’s disruption of the ritual
protocol that enacts the normative ruler-minister relation, especially on such a public
occasion as a banquet for the messenger of another military leader. Sun Ce’s concern with

ritual propriety resurfaces when he later questions Zhang Zhao and a dozen other ministers,

who petition the young general on Yu Ji’s behalf: “As men of learning, why don’t you

uphold ritual proprieties?” & 3FF Z A, AT A iE 482!

38 Sun Ce’s complaint here over Yu Ji’s disruption of ritual protocol comes word-for-word from the
Jiangbiao thuan T F A% commentary on the relevant section in the Sangno 2hi, although the historical record has

the character yuan 3% instead of sui %, which can be easily confused with one another; see Chen Shou, Sanguo

whi, 46.821.

% Luo Guanzhong, Yanyz, 6.7: 284; Luo Guanzhong, Three Kingdoms, 2: 29.702; translation modified.
This is a major divergence between the Yanyi and the Maos’ edition, the latter of which only notes Yu Ji’s
misleading potential and the necessity of his elimination. I will return to this difference in the last section
below.

% For a note on the word yao’s indication of rebellion on both individual and collective levels, see
Huntington, Alien Kind, 320.

1 Luo Guanzhong, Yanyi, 6.7: 284; Luo Guanzhong, Three Kingdoms, 2: 29.703; translation modified. It
is notable that the Maos’ edition has / ¥ (principle) instead of / 4. (ritual); see Chen, Song, and Lu, Sanguo
huiping, 1: 29.361. A reversed substitution of / 14 for /i ¥ is observable in the Ming dynasty Grand Secretary
Qiu Jun’s B (1421-1495) quotation of Zhang Shi as using /yi 1% %& (ritual and righteousness) rather than /i
¥ & (principle and righteousness) in the anger-related prescription cited above, which Xia Liangsheng R
(inshi 1508) echoed in his Zhongyong yanyi ¥ & 47 ., a work contemporaneous with the Yanyi and published
also during the Jiajing reign (1522-15606); see Qiu Jun, Daxue yanyi bu, in SKQS, 116.4a; for a brief introduction
to this work of Qiu Jun, see Yong Rong et al., Tiyao, 18: 93.54-55; Xia Liangsheng, Zhongyong yanyi, in SKQS,
9.55b; a brief introduction to the Zhongyong yanyi can be found in Yong Rong et al., Tiyao, 18: 93.60-61.
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Purportedly arising from the undermined junchen 3hili 7 B Z 4% (ritual protocol
between ruler and subject), Sun Ce’s anger seems to accord with righteousness and principle
as formulated by Zhu Xi, since the thinker explicitly acknowledged the necessity of being
angry at ritual improprieties. When commenting on Cheng Y1’s remarks regarding the dyadic

relations between xiz 13 (trustworthiness) and righteousness as well as that between gong %

(reverence) and 4 44 (ritual), Zhu Xi hypothesized the following scenario: “When paying

your respect to that person, you are supposed to kowtow, but only bow for a long while.

This has not reached [the adequate degree of] ritual propriety. When ritual propriety is

inadequate, [the person slighted] must be angty. How can he not take it to be insulting” &
EBHORA, &FH, FakfE, MATREM. HEIRE, ALBZ, EX4
5 2% Thus, Zhu Xi considered ritual improprieties proper occasions for anger.

However, the basis of Sun Ce’s anger in righteousness and principle is in no way
undisputed in the Yanys, which in fact subtly suggests the young general’s lack of
righteousness by hinting at his intent of usurpation. In the novel, or in traditional Chinese
historiography at large, such ambition cancels a figure’s righteousness. For instance, when
remonstrating against Dong Zhao’s suggestion that Cao Cao be enthroned as the King of

Wei, Xun Yu advises: “Prime Minister [Cao Cao], you have originally raised a righteous army
in support of the house of Han” ARAAF L K, EHIE TS Xun Yu's words imply to
Cao Cao that enthroning himself as the King of Wei will undermine the claimed

righteousness of his enterprise. Usurpation and righteousness are so negatively correlated

02 Zhu Xi, Zhuzd yulei, in ZZQS, 14: 22.773.
03 Luo Guanzhong, Yanyz, 13.589; Luo Guanzhong, Three Kingdoms, 3: 61.1489; translation modified.
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that, even if the potential usurpation is imposed upon a character externally by others, it will
immediately jeopardize his or her righteousness. This is evidenced by Liu Bei’s vehement
refusal of his generals’ suggestion to enthrone him as emperor. Having defeated Cao Cao in
Hanzhong,* Liu Bei appeases the masses and the soldiers. This moves “the generals [to]
want to elevate Xuande [Liu Bei’s style] to be the emperor” G SR I R N INNLY
When Zhuge Liang divulges to him what the generals think, Liu Bei immediately rejects such
a suggestion, to the irritation of his subordinates. In his master’s defense, Zhuge Liang
comes up with the following explanation: “His Lordship, for whom righteousness is
principle, is reluctant to proclaim the imperial title outright” FNFAE M?xﬁvﬁ, ZHAE
A 98. Accordingly, proclaiming the title will undermine Liu Bei’s self-fashioned image as

a leader possessing righteousness. We should not forget that both cases also demonstrate the
virtue’s openness to appropriation by opposing parties in the novel, but a shared assumption
is that a character’s association with usurpation, hypothetical or not, undermines his
righteousness.

As a way to question the young general’s righteousness, the Yany: orchestrates Sun
Ce’s encountering Yu Ji with a series of events that are indicative of the former’s usurping

intent. Blocked by Cao Cao from being promoted as the Commander-in-Chief, the young

general “held deep resentment and often plotted to surprise the Xu Capital” #1182, &

64 This is also a fiefdom of Liu Bang Z]#R (256 BC-195 BC), first emperor of the Han Dynasty (202
BC-220); see Sima Qian &) % i, Shiji 3T (Shanghai: Hanyu da cidian chubanshe, 2004), 1: 8.129.

% Luo Guanzhong, Yanyz, 15.699; Luo Guanzhong, Three Kingdoms, 3: 73.1763; translation modified.
This line reads the same in the Maos’ edition.

% Luo Guanzhong, Yanyz, 15.699-700; Luo Guanzhong, Three Kingdoms, 3: 73.1765; translation
modified. The Maos’ edition has the same line.
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BLF HRZ 8. When he hears Guo Jia’s evaluation of himself, Sun Ce is greatly enraged and
claims: “How dare that fool rate me? Those who shot me must be [part of] Cao [Cao’s]
scheme! I swear to take Xuchang so as to receive the Han Emperor” I& K ZH A& ! 41 &
%, SR HEL) BERF G, VARE S His plan to reclaim Xuchang adheres
closely to that in the Sangno zhi: “[Sun] Ce secretly intends to assault Xu and receive the Han
Emperot” R EEFF, £ F .9 However, neither the historical record nor the Yanyi has

so far been explicit about why he intends to take the Xu Capital. What does he aspire to be?
The emperor’s rescuer? Another regent like Cao Cao? Or another emperor? The Yanyi
dismisses the first two possibilities, but subtly implies the third. In response to Zhang Zhao’s

caution against being stirred, Sun Ce again articulates his intolerance of Guo Jia’s evaluation
and “swears to take the Central Plain so as to manifest his heroic qualities” LEgP R, VA
% = #."° Furthermore, when Chen Zhen brings Yuan Shao’s proposal for an alliance “to
attack Cao [Cao] from both the south and the north and share the realm under Heaven

together” ALK &, 45 KT, the young general is “greatly pleased in his heart” 3 4

&7 Therefore, rather than rescuing the emperor, whom Cao Cao holds hostage, the young

7 Luo Guanzhong, Yanyz, 6.7: 281; Luo Guanzhong, Three Kingdoms, 2: 29.697; translation modified.
The Maos’ edition specifies the subject of the line as Sun Ce; see Chen, Song, and Lu, Sanguo huiping, 1:
29.358.

% Luo Guanzhong, Yanyi, 6.7: 283; Luo Guanzhong, Three Kingdoms, 2: 29.701; translation modified
due to the Maos’ edition’s abbreviation of this line to: “How dare that fool rate me? I swear to take Xuchang”

It X 23S, ELERF G;see Chen, Song, and Lu, Sangno huiping, 1: 29.360.
% Chen Shou, Sangno 3hi, 46.821.
70 Luo Guanzhong, Yanyi, 6.283.

" Luo Guanzhong, Yanyi, 6.283.
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general has his eye instead on both the Central Plain and the realm under Heaven. In fact,
this has been suggested even eatrlier by the occasion when Sun Ce was first wounded,
namely, his deer-hunting, an act boasting a long tradition of symbolizing the ambitious
pursuit of imperial sovereignty.”” Hence, what undetlies Sun Ce’s claim to “receive the Han
Emperor” is his palpable usurping aspiration in the Yany:. In this light, the young general’s
repeated insistence on his ministers’ adherence to the “ritual protocol between ruler and
subject” may well have tellingly betrayed his self-comparison to the emperor, and it is also
trenchantly ironic for him to accuse Yu Ji of being gnobuan B % (an affliction to the state)
similar to the rebellious leader Zhang Jiao, for such an accusation is equally applicable to Sun
Ce himself.”

There is a further problem with Sun Ce’s anger if we adopt Zhu Xi’s perspective on
another dimension of the emotion. The thinker construed whether anger was discriminating
and attached to the appropriate object by quoting Cheng Yi’s approval in the [insi lu of

“heing angered with a person without aiming that anger at another person” & ¥ R& T4
g ang p g g p

Cheng further claimed that: “Some people can be angry at one person but not at another.

When one can control himself to this degree, he has already understood righteousness and

72 For the origin of the word ghulu 1% & (deer-pursuing), see Sima Qian, Sk, 2: 92.1169; the Qing
commentators explicitly apply this word to Sun Ce’s act; see Chen, Song, and Lu, Sanguo huiping, 1: 29.359.

73 Luo Guanzhong, Yanyz, 6.283; Luo Guanzhong, Three Kingdoms, 2: 29.703; translation modified. The
Maos’ edition has houbuan #% % instead of gnobuan B %; see Chen, Song, and Lu, Sanguo huiping, 1: 29.361.

7+ Zhu Xi and L Zuqian, [insi /n, 13: 5.223; Chu Hsi and Li Tsu-chien, Reflections, 164; translation
modified.
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principle very well” A R & — A, mARAMNAH, RGFm, LK mERIET
Accordingly, the absence of indiscriminate anger serves as a crucial factor that qualifies the
emotion’s accordance with righteousness and principle. The novel has characterized Yu Ji as
defensive and passive, unlike Zhang Jiao, so that the Daoist priest’s contact with the angry
young general is more an encounter than a conflict.” In other words, Yu Ji has no direct
confrontation with Sun Ce throughout their encounter so that the Daoist priest figures as a
receptacle of, rather than an immediate trigger to, the young general’s unidirectional anger.””

In the words of the commentator from the Maos’ edition, “Sun Ce’s anger is not with Yu Ji,
but with the scholar-officials’ flocking to kowtow to him” BFEZHR, ERTE, BEX
R Z B R FEZ A8 Indeed, what most directly provokes the young general is not Yu Ji’s
presence, but his ministers’ ritual improprieties. Therefore, in terms of its “double

reference ... to a person or people and to an act,”” Sun Ce’s anger originally is with a group

of people’s acts, but soon shifts to aim at a single person. Such indiscriminate anger,

according to Zhu Xi, excludes the young general from righteousness and principle.

75 Zhu Xi and L Zugqian, [insi /n, 13: 5.223; Chu Hsi and Li Tsu-chien, Reflections, 165; translation
modified. This is also a rare case where Cheng Yi’s remarks, as selected by Zhu Xi and Lii Zuqian, touched
upon the anger of common people rather than that of the sage.

76 For a characterization of the encounter between Yu Ji and Sun Ce as a conflict, see Zhou Jianyu /&
I, Duochong shiye 3hong de Sanguo 2hi tongsn yanyi % ZHEF ¥ 6§ (=B HiB/6E KD (Beijing: Zhongguo
shehui kexue chubanshe, 2009), 93.

77 Even when his ghost pushes down the roof on the soldiers Sun Ce has ordered to tear down the
monastery, what Yu Ji’s ghost does is essentially defensive; see Luo Guanzhong, Yanyi, 6.287; Chen, Song, and
Lu, Sanguo huiping, 1: 29.364; Luo Guanzhong, Three Kingdoms, 2: 29.709.

78 Chen, Song, and Lu, Sanguo huiping, 1: 29.357.
79 Martha C. Nussbaum, Anger and Forgiveness: Resentment, Generosity, Justice New York: Oxford

University Press, 2016), 17.
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As the analysis above demonstrates, three paramount points in Zhu Xi’s anger-
related thought, namely, anger with ritual improprieties, the emotion’s accordance with
righteousness and principle, and its potential indiscriminateness, have in effect converged
upon a single character, Sun Ce, in the Yany7s presentation of this episode. At the same time,
however, the Yanyi also offers a penetrating critique of Zhu Xi’s approach to anger,
inadvertently or not, by juxtaposing Sun Ce’s seemingly righteous anger at the claimed ritual
improprieties with his lack of righteousness as well as with the indiscriminateness of his
anger. In other words, the Yanyi seems to be problematizing the compatibility of the few
scenarios that Zhu Xi has singled out for righteous anger by posing the following questions:
What if someone claims his or her anger to have arisen from ritual improprieties, but there is
no righteousness in that person to guide the emotion in the beginning whatsoever? If
someone’s anger at deviation from ritual features explicit indiscriminateness, can we still
deem such anger to be legitimate, necessary, and essential?

Another Look at the Mirror

In reference to Zhu Xi’s anger-related thought, a tension emerges between the narrator’s
subtle questioning of Sun Ce’s possession of righteousness and the character’s own
purported ritual-based anger. This tension persists until the young general meets his end in
the Yanyi, where a mirror figures prominently. After his mother exclaims that his appearance
has completely changed, Sun Ce takes up the mirror and looks at himself in it. Astounded by

his own change, he turns to the attendants and asks: “With such a countenance, how am I

going to achieve attainments and establish my enterprise ever again?” & &4 b, & TIEZ
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) 5 % F?* Considering his usurping intent analyzed above, Sun Ce’s utterance here can be

read as an inadvertent exclamation over his failed attempt at claiming imperial rule. Then, he
casts another look at the mirror, where he “suddenly saw Yu Ji hovering in the mirror. A

shout of ‘what a monstrous person’ burst from Sun Ce as he struck at the mirror. His
wounds reopened and he went into a coma” BT E AP, Riasn, K»—F 9%
A eRiEyE, SRmna’ Having regained his consciousness, the young general “saw
his wounds had completely reopened and lamented: ‘I can’t live on” JL&B4r 5, 77 8 ¥
B : “EF IR A X% As noted above, the reference to Sun Ce’s split wounds is

indicative of not only the end of his life, but also the bodily manifestation of his overflowing
anger. The young general’s two glances at the mirror have built up to his anger’s ultimate
explosion.

The Yany?s reference to the mirror is not unprecedented; rather, it has combined the

relevant sections from both the Wx/i % J& (The Almanac of the Wu State) and the Soushen ji,

which Pei Songzhi 3£ A% Z_ (372-451) cited in his commentaries on the Sangno b More

precisely, the Wuli contributes the part where Sun Ce becomes disillusioned with his

80 Luo Guanzhong, Yanyz, 6.287; here is a major divergence between the Yanyi and the Maos’ edition,
to which I will return below.

81 Luo Guanzhong, Yanyz, 6.287; Luo Guanzhong, Three Kingdoms, 2: 29.709; translation modified. The
Maos’ edition has not specified what Sun Ce shouted; see Chen, Song, and Lu, Sanguo huiping, 1: 29.365.

82 Luo Guanzhong, Yanyz, 6.287; Luo Guanzhong, Three Kingdoms, 2: 29.709; translation modified. The
reference to Sun Ce’s seeing his own wounds is missing from the Maos’ edition.

83 Chen Shou, Sanguo 3hi, 46.823. The Yanyi is not the first to integrate the Soushen ji’s X4 3
attribution of Sun Ce’s death to Yu Ji’s repeated haunting, which we can already observe in Hao Jing’s Xu Hou
Hanshu; see Hao Jing, Xu Hon Hanshu, 49.22a. The elevation of Pei Songzhi’s annotations to the historical
writing has already begun in Sima Guang’s Zighi tongjian; see Tillman, “Selected Historical Sources,” 56. But it is
not until Hao Jing’s work that the Soushen ji episode gets integrated into the formal texts of the historical writing
here.
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aspiration to establish his own cause,** while the Soushen ji describes the Daoist priest’s
haunting presence in the mirror:

When [he| took up a mirror to see himself, [Sun Ce] saw [Yu] Ji in the mirror. [Sun
Ce] turned back, but saw nobody. He repeated like this for a few times, after which
he threw the mirror away and shouted loudly. His wounds all reopened, and he soon
passed away.

slsaie, LT AsT, BAPL, wtBF=, R#EHERM, BIFHE,
R i .5

A

N

A

Attributing this convergence to a mere fascination with the strange does no justice to the
Yany?’s subtle and persistent questioning of the righteousness of Sun Ce’s anger.* The young
general’s first look at the mirror leads to the explicit articulation of his usurping ambition.
On the one hand, his disillusioned lament equates the loss of his desirable image to that of
his desired cause; on the other hand, it betrays his identity as a desiring subject, whose
desirousness intensifies and culminates into a verbal articulation of what has previously been
confined to the implicit and interior in the narrative.”” If the young general only thinks about
usurpation before his first look at the mirror, he shouts it out loud afterwards.

Furthermore, the Yany: has Sun Ce take another look at the mirror, which is equally

as illuminating about the young general’s inner emotional state as the first one. Intriguingly,

84 Chen Shou, Sangno 3hi, 46.823.

85 Chen Shou, Sangno 3hi, 46.823.

8 For such attribution, see Shen Bojun #fA4& and Tan Liangxiao ¥ R"#, eds., Sanguo yanyi cidian =
R & AFIL (Chengdu: Bashu shushe, 1989), 223.

87 For a discussion with reference to the Narcissus myth of the evocation of desire through a glance
into a mirror-like surface, see Steven Z. Levine, Lacan Reframed: A Guide for the Arts Student (London: 1. B.
Tautis, 2008), 5.
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Zhu Xi appealed to an analogy between the mirror and the heart-mind when discussing how
various emotions, anger included, impinged upon one’s internality:**

The human heart-mind is like a mirror. Previously, there was no reflection inside.
When something comes up, it can mirror its beauty and ugliness. If there has already
been a reflection inside, how can it mirror? The human heart-mind is fundamentally
lucid, void, and clear. When things come, it immediately resonates and responds so
that it naturally shows their status and importance. After the things are gone, [the
mirror] should be as void as previously. Only in this way can it [the heart-mind]
work. If [the emotions| have already been there in advance when nothing has come
up, one will lose the uprightness of the heart-mind when things [that give rise to]
rage,” delight, fear, and anxiety approach and conﬂate with the heart-mind.

At — B s, ARAE—BHE, AEHR, HTHRBAR, LA —EE

FAE, W ATRRAF A AR R, $%zk %%@,a%iﬁ%
THE, $xJQ“‘“1’Rnu EWIE, T, BFEAR, AA—BDE. F4E£. A&

% % % ME&% R, dF4E, &%\ﬁuz$@k,xu@wmﬁ
RA, BRALE,

Here the mirror serves as an analogue of the heart-mind, and such an analogy has a deep
root that harkens back at least to the Zhuangzs: ““The utmost man uses the heart like a mirror;
he does not escort things as they go or welcome them as they come, he responds and does
not store” EAZ RO &S, FMIE, Al dm A Nevertheless, in Zhu Xi’s analogy,
the utmost man plays no role so that the heart-mind features significant autonomy.”” A more

immediate predecessor of this mirror metaphor is Cheng Yi’s comparison of King Shun’s

88 Other scholars have also noted Zhu Xi’s comparison of xiz +S to the mirror; see Marchal, “Moral
Emotions,” 205; Shun, “On Anger,” 300-1.

% For Zhu Xi’s equation of fenzhi 21 (rage) to intensified 7, see Zhu Xi, Zhuzi yulei, in ZZQS, 14:
16.539.

90 Zha Xi, Zhuzi ynler, 14: 16.538.
91 Guo Qingfan 385 %, ed., Zhunangzi jishi ¥ %AF (Beijing: Zhonghua shuju, 1961), 307; the
translation comes from A. C. Graham, Chuang-tui: The Inner Chapters (London and Boston: Unwin Paperbacks,

1989), 98.

92 Marchal observes that “Zhu Xi developed a fuller notion of moral autonomy;” see Marchal, “Moral
Emotions,” 200.
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sagely heart-mind to a mitror.” Zhu Xi differed from Cheng Yi in further highlighting the
heart-mind’s dysfunction resulting from anger’s lingering presence there. For instance, Zhu
Xi claimed that: “As for the uprightness of the heart-mind, ... if there has already been a

person in the mirror, when another [person] comes, he is not able to mirror [himself]” 15 /&
ZIE, . kB RA—AERE®, B—HR, 2BREF Moreover, the thinker

stated: “If there has been rage in one’s heart-mind previously, what follows cannot regain the

uprightness [of the heart-mind]. It is just as there is a human shape in the mirror, and when a

second person comes, [the mirror] is not able to mirror” 12 3b.8 A AW, & T @R
TIFHEE, WA ANEE®, HARAERIIE.” Hence, other than the mitror
metaphor, Zhu Xi further compared the lingering anger stored up in one’s heart-mind to the
pre-presence of a human image in the mirror. This pre-existing image preempts the mirror’s
proper reflection of a second person, which means that the accumulated anger renders the
heart-mind not only dysfunctional, but also deviant from the sagely ideal featuring both
uprightness and a “detached perspective.””

In the novel, Sun Ce’s second look turns out to be the deadly trigger that
immediately leads to the explosion of the young general’s fatal anger. In view of Zhu Xi’s

analogy, it is possible to see Yu Ji’s disembodied presence as a graphic embodiment of Sun

Ce’s lingering anger embedded in the young general’s mirror-like heart-mind. The episode

93 Zhu Xi and Li Zuqian, Jinsi /n, 13: 5.223; for a partial translation of the passage, see Shun, “On
Anger,” 301.

9% Zhu Xi, Zhuzi yulei, in ZZQS, 14: 16.539; I have not opted for a gender-neutral translation here due
to the text’s inherently male audience.

95 Zhu Xi, Zhuzd yulei, in ZZQS, 14: 16.539.
% Shun, “On Anger,” 315; also see Marchal, “Moral Emotions,” 205.
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amounts to a literal concretization of Zhu Xi’s mirror-metaphor, and the fatality of Sun Ce’s
second look in a sense specifies the thinker’s vague reference to the mirror’s inability to
mirror into a much more devastating consequence, namely, death.

Anger Justified

Published more than one hundred and fifty years later than the Yany, the Maos’ edition with
Mao Lun and Mao Zonggang’s commentaries became the major version of the novel.” It
has largely eclipsed other editions formerly in circulation and exerted huge influence upon
the readers’ understanding of the novel from the early Qing dynasty onward.”® Sun Ce’s
anger has also attracted the commentator’s attention in the Maos’ edition, and the
commentarial voice explicitly regards the young general’s anger as necessary and inevitable.
In his opening remarks on Chapter 29, the commentator asks: “As for [his ministers’|

whispering during the banquet and going downstairs one after another, such scenes are

indeed unbearable. Having seen it, how can Sun Ce not be angty” JE 3, o TAE,
HE AT EARTA, BEALZZEFIRNETF? Not only does the rhetorical question
highlight the ministers’ ritual improprieties as a justification for Sun Ce’s anger, but it also

recalls the highly similar question Zhu Xi posed previously. Moreover, the innumerable

textual differences between the Maos’ edition and the Yanyz, along with the commentators’

97 The carliest extant Maos’ edition is that published in the eighteenth year of the Kangxi reign (1679);
see Roy, “Mao Tsung-kang,” 149; Ueda Nozomi -E B 2 “Mo Rin M6 Shiiko hihyo Shidai kisho Sangokn shi engi
hanpon mokuroku” 4y, REAMT (ORFZBEEAMARE], Chagoku koten shosetsu kenkyi
¥ B & NS R 4 (1998), 5. Rolston notes that “the commentarial sections of the Maos’ edition are almost
two thirds as large in bulk as the text of the novel itself;” see Rolston, “Mao Tsung-kang,” 151.

%8 Rolston, “Mao Tsung-kang,” 151.
9 Chen, Song, and Lu, Sanguo huiping, 1: 29.357.
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remarks, seem to have orchestrated such a legitimating claim.'” More precisely, the textual
divergence and paratextual device have de-emphasized both the usurping intent and
indiscriminate anger of the young general, and thus contributed to according the young
general’s anger with righteousness and principle.

To begin with, rather than comparing his character to a fierce flame, the Maos’

edition describes Sun Ce as “having a most impetuous nature” KA M Z 1 which is less

directly associated with anger than is the flame metaphor, so that a proclivity for that
emotion is not overtly stated. Nor is the young general as ambitious as he appears in the
Yanyi, since the clues suggesting his intended usurpation have mostly disappeared in the later
edition. First, after Cao Cao disallows Sun Ce’s request to be the Commander-in-Chief, the
commentary explicitly points to the latter’s intention to attack the Xu Capital as a sign of his

personal conflict with Cao Cao,'” reducing the ambiguity of the young general’s motivation.

Even Sun Ce’s symbolic act of ghulu # & (deer-pursuing) becomes much more literal when
juxtaposed with the commentarial remark on Cao Cao’s shelu 41 B (deer-shooting); more

attention is given to critiquing Sun Ce’s gingshuai ¥ % (rash impulsiveness) than to the

100 T do not imply the Maos’ edition to be a direct modification to the Yanyi, for the more immediate
base text for the Maos’ edition is one purportedly commented by Li Zhi 3 (1527-1602). However, there are
several Li Zhi editions, and it is still not certain which one formed the basis of the Maos’ edition. The Li Zhi
edition edited by Wu Guanming % #.9 shares a great number of textual similarities with the Maos’ edition.

The no longer extant edition edited by Zheng Yizhen 3 YA4# may also be a good candidate for the base text of
the Maos’ edition; see Rolston, “Mao Tsung-kang,” 150.

101 Chen, Song, and Lu, Sanguo huiping, 1: 29.360; Luo Guanzhong, Three Kingdoms, 2: 29.699; 1 have
replaced Roberts’s “irascible” with “impetuous” in the translation to highlight the commentators’ expurgation

of anger from Sun Ce’s characterization in the Maos’ edition.

102 Chen, Song, and Lu, Sanguo huiping, 1: 29.359.

88



young general’s pursuit of sovereignty.'”” Thirdly, Chen Zhen’s message from Yuan Shao in

the Maos’ edition is totally reticent about dividing the realm under Heaven with Sun Ce, but
merely concerned with “attacking Cao Cao together” 23 & #%.'" Consequently, what the

young general greatly delights in is less the potential fulfilment of his wish to rule the empire
than a good opportunity to retaliate against Cao Cao. In other words, the Maos’ edition has
greatly downplayed Sun Ce’s imperial ambition. Furthermore, nowhere can we find the
young general’s problematic insistence on his ministers’ adherence to the ritual protocol
between ruler and subject,'” which in the Yanyi reveals his ambition to be the emperor.
Lastly, in the Maos’ edition, what ensues from Sun Ce’s first look at the mirror is not his
articulated regret over the lost enterprise of jiangong liye (achieving attainments and

establishing causes), but a personal lamentation over his own shattered appearance instead:
“Why have I been so thin and pallid” & 71T 1 £ s ER> All the textual differences in

the Maos’ edition cast the young general in a much less usurping light so that his
righteousness is not as dubious as that in the Yany:.

Similarly, the indiscriminateness of Sun Ce’s anger is much less pronounced in the
Maos’ edition than it is in the Yany: as well, for the commentator has repeatedly drawn the
readers’ attention to the immediate trigger to Sun Ce’s anger, namely, his subordinates’

kowtowing to Yu Ji rather than the Daoist priest’s presence per se. Apart from the

103 Chen, Song, and Lu, Sanguo huiping, 1: 29.359.

104 Chen, Song, and Lu, Sanguo huiping, 1: 29.360; Luo Guanzhong, Three Kingdoms, 2: 29.701;
translation modified.

105 Chen, Song, and Lu, Sanguo huiping, 1: 29.361; 369.

106 Chen, Song, and Lu, Sanguo huiping, 1: 29.365; Luo Guanzhong, Three Kingdoms, 2: 29.709;
translation modified.
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commentator’s uiping B 3F (the chapter commentaries) cited above, he again foregrounds

the role of the kowtowing lot in enraging Sun Ce in the interlinear remarks, diminishing the
Daoist priest’s part in provoking the young general. After Yu Ji succeeds in summoning the

rain, both officials and commoners go to kowtow to the Daoist priest, which makes Sun Ce
“fly into a huge rage” (boran dann ) % K#&),""" on which the commentator remarks: “At this

moment, if the lot do not kowtow one after another, Sun Ce will not necessarily kill Yu Ji.
What makes [Sun] Ce finally execute Yu Ji is all the faults of the [kowtowing] lot” $LEF A
REHF, BRERALK ST ERERTETE, FHAZBAE® Coherent with his
chapter commentaries, the commentator again indicates that Sun Ce’s anger is not directed
at Yu Ji, but rather blames those who kowtow to the Daoist priest for most directly
provoking the young general. As a result, the commentator has drawn the readers’ attention
to the immediate trigger rather than the executed priest, who might have been pardoned
were it not for the kowtowing masses. In other words, the commentary has highlighted the
direct provocation instead of the inappropriate object of anger’s attachment.

One important consequence of the commentator’s justification of Sun Ce’s anger,
which the commentarial apparatus and textual differences bring about together, is the
diminution of the narrative tension that revolves around the emotion in the Yanyz. More
precisely, such justification de-emphasizes the potential incompatibility between the
prominent scenarios regarding anger that Zhu Xi proposed. The de-emphasis is hardly

surprising, considering that Zhu Xi’s oeuvre in fact serves as a revered and canonized
£ g

107 Chen, Song, and Lu, Sanguo huiping, 1: 29.362; for an alternative and freer translation of the same
passage, see Luo Guanzhong, Three Kingdoms, 2: 29.705.

108 Chen, Song, and Lu, Sanguo huiping, 1: 29.362.
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reference point for the commentary in the Maos’ edition. For instance, the commentator

begins his “Du Sanguo zhi fa” 3% = B & & (How to Read The Romance of the Three Kingdoms)

é’l ~

by affirming Zhu Xi’s Zizhi tongjian gangmu F i 18 24 B (Outline and Explanation of the
Comprehensive Mirror for Aid in Government) as orthodox historical writing, and claims to

have “inserted [some of the views expressed in Zhu Xi’s work] into the text of The Romance of
the Three Kingdoms” 4% T 1% ZPHIEZ " At one point, the commentator even imagines

how Zhu Xi would comment on a certain episode by appropriating a passage from the
thinker’s Yulei, a work that sees Zhu Xi’s advocacy of Zhang Shi’s nuanced distinction of the
two types of anger."" Therefore, the commentator was highly likely to have been aware of
anger’s prominence in Zhu Xi’s thought on emotions and /7 anger’s dependence on
righteousness and principle for its legitimacy, and the justification of Sun Ce’s anger in the
novel’s early Qing edition permits us to detect the huge influence of Zhu Xi’s thought upon

the intellectual milieu of that time.'!!

109 Mao Lun and Mao Zonggang, “Du Sangno ghi fa” % =B &% in Chen, Song, and Lu, Sangno
buiping, 1: 4-5; Rolston, “Mao Tsung-kang,” 156; I have adopted Rolston’s translation of the title of Zhu Xi’s
work as well.

110 The episode concerns a battle between Sun Ce’s father Sun Jian and Huang Zu. Zhu Xi’s quote
reads: “To take that person’s Way to govern his body” AR AZE, FiEHEAZH, while the commentator
replaces “Way” with jian # (arrows) and “body” with bing % (soldiers); see Chen, Song, and Lu, Sanguo huiping,
1: 7.79; Zhu Xi, Sishu zhangin, 23.

111 For the persistence and further canonization of Zhu Xi’s thought during the early Qing dynasty,
particularly the Kangxi reign (1654-1722), see On-cho Ng, Cheng-Zhu Confucianism in the Early Qing: Li Guangdi
and Qing Learning (Albany, NY: State University of New York Press, 2001), 3-8; also see Benjamin A. Elman,
From Philosophy to Philology: Intellectual and Social Aspects of Change in Late Imperial China, 2°4 ed. (Los Angeles, CA:
University of California, Los Angeles, 2001), 29; Huang, Literati and Self-Re/ Presentation, 129; Ge, The Scholar and
the State, 100; Stephen J. Roddy, Literati Identity and Its Fictional Representations in Late Imperial China (Stanford, CA:
Stanford University Press, 1998), 17. For the promotion of Zhu Xi’s thought through the form of jiangxue # 5
during the same period, see Bai Xinliang & # R., Zhongguo gudai shuynan fazhanshi ¥ B 3 K F L4 & £
(Tianjin: Tianjin daxue chubanshe, 1995), 142-43.
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Concluding Thoughts

The discussion above has focused on Zhu Xi’s reflection upon anger and how the emotion
figures in the novel’s two editions in reference to the thinker’s pertinent thought in order to,
first and foremost, draw scholarly attention to emotions other than love or desire. My
analysis demonstrates Zhu Xi’s adoption of Zhang Shi’s nuanced distinction between xueqi
anger and /yi anger. It also reveals Zhu’s advancement of two scenarios where a person’s
anger accords with principle and righteousness: on the one hand, he claims anger to be a
necessary emotion when faced with ritual improprieties; on the other hand, the
discriminating quality of a person’s anger stands out as a further indicator of his or her
possession of righteousness and principle.

Through a detailed comparison between how the novel’s two editions treat Sun Ce’s
anger differently, I hope to use the emotion as a window to observe how a popular text
appropriates as well as how later editorial and commentarial interventions re-appropriate and
re-normalize an orthodox thinker’s thought. The Yanyi is fraught with tension between the
young general’s seemingly justified anger with the purported ritual improprieties of his
ministers, the narrative’s subtle challenges to his possession of righteousness, and the various
hints at the inherent indiscriminateness of Sun Ce’s anger. The tension in turn questions the
compatibility of the scenarios which Zhu Xi proposes for anger’s legitimate emergence. With
numerous textual divergence and commentarial remarks, the novel’s early Qing edition
obscures such tension, and consequently, does not flaunt the potential incoherence of Zhu
Xi’s anger-related thought. In a larger sense, such obscuring allows us a glimpse into the
dynamic, yet different interaction of the novel’s two editions with their orthodox intellectual

surroundings.
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Chapter Four
Anger and the Masculine Models of Yingxiong, Xiaozi, and Haohan
Implicit in the previous two chapters is the gendering of anger as a predominantly masculine

emotion in both the deliverance plays and the Sanguo yanyi. In the zaju # 8] (Northern
drama) subgenre, the delivered characters who frequently burst into rage are always men.
Although there undeniably are furious women in the historical romance, male characters’
wrath still prevails in the Sangno yanyi.' Indeed, the orthodox Confucian discourse on anger,
along with that about yi & (righteousness), frequently presumes the emotional and moral
subject to be male.” As mentioned in the introductory chapter, such Confucian classics as the

Daxne K5 (The Great Learning) and the Lunyu #35 (The Analects) have laid stress on

how anger menaces the ideal of gentlemanly manhood. But the emotion forms much more
complicated relations with multiple masculine models across an array of popular genres,
including sangn # ¥ (song poems), zaju, huaben 3& A~ (colloquial short stories), and full-
length novels. To flesh out such relations will be the first agenda for the following
discussion.

Furthermore, by highlighting the influence of anger upon varied masculinities, I will
achieve two objectives. On the one hand, I will break away from the dichotomous approach

that has so far dominated the previous studies on masculinities in late imperial China. Not

! For instance, two female characters whose anger is notable are Xu Shu’s mother and Lady Sun, one
of Liu Bei’s wives; see Chen Xizhong R H%éﬁ, Song Xiangrui 7]”/{%%3%3, and Lu Yuchuan & F)1] , Sanguo yanyi
huipingben = B 1% % G +F A (Beijing: Beijing daxue chubanshe, 1986), 1: 37.460; 55.681-83.

2 For discussion of yz #& as a focus “in the official discourse, the representation of the ‘real’ masculine,
ot da ghangfu in Chinese,” see Song Geng R#, The Fragile Scholar: Power and Masculinity in Chinese Culture (Hong
Kong: Hong Kong University Press, 2004), 159.
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confined to this specific petiod, Kam Louie’s groundbreaking work advances the wen-wn 3C

A, (cultural attainment-martial valor) dyad as an alternative framework to the yin-yang binary

for understanding Chinese masculinities.” However, Song Geng points out that the wen-wu
dyad only applies to the “public dimension of life in ancient China,” but is inadequate in
explaining “the private world such as sexuality.” He further accuses the schema of effacing
the multiplicity of masculinities, recuperating the yinz-yang dichotomy as the overarching
paradigm to conceive various masculine models.” Departing from both the wen-wu and the
_yin-yang binaries, Martin W. Huang proposes to reconceptualize the different modes of
masculinities with two textual strategies of analogy and differentiation.® As defined by
Huang, “the strategy of analogy is to construct masculinity in close association with the
feminine; ... the strategy of differentiation is to define masculinity in sharp differentiation
from feminine.”” Invaluable as they are, all three major studies share a dichotomous
approach to Chinese masculinities, which I will avoid in the discussion below.® Additionally,

not only will I introduce the new parameter of anger into the debates on late imperial

3 Kam Louie, Theorising Chinese Masculinity: Society and Gender in China (Cambridge: Cambridge
University Press, 2002), 9-15; for the translation of wen 3 and wu & adopted here, see Louie, Theorising Chinese
Masculinity, 4.

* Song Geng, The Fragile Scholar, 14. There is also a public dimension to sexuality as well; see Lauren
Berlant and Michael Warner, “Sex in Public,” in The Norton Anthology of Theory and Criticism, eds. Vincent B.
Leitch et al., 22 ed. (New York: W. W. Norton & Company, 2010), 2600-6.

5> Song Geng, The Fragile Scholar, 14-17.

¢ Martin W. Huang, Negoziating Masculinities in Late Imperial China (Honolulu: University of Hawai’i
Press, 2000), 2.

7 Martin W. Huang, Negoziating Masculinities, 2.
8 To be fair, all three scholars have noted the overlap and fluidity within their advocated binary, but I
still question the necessity of a bipolar framework of interpretation; see Louie, Theorising Chinese Masculinity, 15;

Song Geng, The Fragile Scholar, 13, 15-16; Martin W. Huang, Negotiating Masculinities, 5-6.
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Chinese masculinities, but also fill a lacuna in earlier scholarship on men’s emotions dictated
by “the hegemonic definition of manhood in contemporary Western culture.” Since anger
forms an integral aspect of the obsession, I will begin by addressing how ¢ relates to

masculinities. Particularly, the obsession has been closely associated with the masculine
model of yingxiong F# (heroes, or more literally, “outstanding males”) in a cluster of
sangn."’ Through the lens of two z@ju plays and a huaben story, I will then proceed to examine
how anger bears on the masculine models of haohan %Fi% (good fellow) and xiaozi % T
(filial son)." Finally, my exploration will end in further consolidating the interrelation

between anger and the baohan masculinity. I will demonstrate how the intensity of the
emotion and the distinctiveness of the masculine model correlate with each other in the two
major recension systems of the Shuibu zhuan K #1% (Outlaws of the Marsh; hereafter Shuibu
Zhuan).

Paradoxical Relation between Q7 and the Yingxiong Masculinity in Sanqu

Many a composer of song poems spilled ink on the four obsessions from the Yuan dynasty

(1271-1368) onward, treating them collectively in cither a quadruple group of xiaoling +1» 4>

(single song poem), or less frequently, santao $X % (song suite).'> With only a few exceptions,

0 Song Geng, The Fragile Scholar, 5.

10 For an insightful discussion of the term yingxiong 3= #, see Martin W. Huang, Negotiating
Masculinities, 89-90; for the literal translation of the term, also see Louie, Theorising Chinese Masculinity, 8.

11 For a discussion about the aptness of this literal rendition of baohan %F %, see Louie, Theorising
Chinese Masculinity, 79. For the observation on “filial piety as a centerpiece of Chinese male identity,” see Bret
Hinsch, Masculinities in Chinese History (Lanham, MR: Rowman & Littlefield, 2013), 168.

12 Cheng Pei-kai 3} 3& 31, “Jiu se cai qi yu Jin Ping Mei cibua de kaitou — Jianping Jin Ping Mei yanjiu de

suoyinpai” BEM AR AR FWMA - RFEBMEFT N [ BIE0R ], Zhongwai wenxue P o L%
12.4 (1983): 46, 48; the analysis in this section is largely based on the sazgu # # collected in Cheng’s article,
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the song poems that concern the obsession with ¢7 have mostly gendered the poetic subject
as male. More precisely, some g/-related song poems feature a male poetic persona who

reflects upon his own engagement in the obsession, whereas others discourse about another

man’s ¢i, particularly that of Xiang Yu 8 # (232-202 BC), the paragon of the obsession."”
The first two stanzas of Teng Bin’s 3 (fl. fourteenth century) song poem below well

illustrate the former type:

[+ 3 & x4]) R  To the Tune “Putian le” [zhongli key]: On Qi

v SFF When [I was] young,

REE [I had] ambitions like high clouds in wind.

WEFAMA [I] memorized passages and poems in company with
wine,

AEE R Surpassed a flock of young lads.

S S I’'m good at nourishing [¢7]."*

AT R Only now are things fine.

v iy RF AR A Even when [others] spit in my face, [I] don’t wipe.

F MR E e [I] deem the outstanding males since antiquity foolish."

who has helpfully specified the different anthologies that contain a same song poem. For a pertinent
observation on the use of “a quadruple song sequence” to treat the same topic of love, see Xinda Lian, “Qn
Poetry: Song Poems (Sangn) of the Yuan Dynasty,” in How o Read Chinese Poetry: A Guided Anthology, ed. Zong-
qi Cai New York: Columbia University Press, 2008), 330; I have followed Lian’s translation of technical terms
regarding sanqu.

13 For an observation of Xiang Yu "B # (232-202 BC) as the paragon for the obsession with ¢, see
Cheng Pei-kai, “Jiu se cai gi,” 64.

14 This line clearly alludes to Mencius’s claim that: “I am good at cultivating my floodlike ¢7> # & %
B RZ R, see Yang Bojun #5188, Mengzi yizhn %F 33 (Beijing: Zhonghua shuju, 1960), 1: 3.62; Bryan
W. van Norden, trans., Mengzi: with Selections from Traditional Commentaries (Indianapolis: Hackett Publishing
Company, Inc., 2008), 38-39.

15 Sui Shusen PA#Y A%, ed., Quan Ynan sangn & 7T H (Beijing: Zhonghua shuju, 1964), 1: 299; cited
in Cheng Pei-kai, “Jiu se cai gi,” 46.
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From its start, this song poem implies a male poetic voice that pronounces his high
aspirations and dedication to reciting verses and drinking wine, two typical literati activities
that betray his gender. Having specified himself as wx & (1), the poetic persona heeds his
nonchalance even when spit at, and thus, suggests his lack of a propensity for ¢.

As for the second type of song poems that discuss other men’s ¢/, the following one

attributed to Tang Shi # X (fl. fourteenth century) serves as a case in point:

[ 2 %F])] & To the Tune “Chu duizi” [huangzhong key|: On Qi
I Fap Scheming for kingship and fighting to be the
emperor,
B % AN NS [His| ambition did not stop despite possessing half
of Heaven and Earth.
e bk A [He] had lost the strategic opportunity during the

banquet at Hongmen.16

AR AF R 1A Bk A4 M 1B It was too late to regret when he fought till his
blood spilled in Yinling."”

B AR BT T AER A4

3
oy

It was you who brought Xiang Ji of Chu, a hero, to
his end."

Beginning by depicting the poetic subject’s ambition for rulership, the poet subsequently

alludes to Hongmen and Yinling, two sites that exclusively pertain to Xiang Yu. The general

again figures as the discursive subject of an anonymous song poem focusing on the

16 Liu Bang #]#F (256-195 BC) visited his arch-rival Xiang Yu at Hongmen, where Xiang held a
banquet for Liu. During the banquet, Xiang Yu’s adviser Fan Zeng J&3% (278-204 BC) planned to murder Liu,

whereas Xiang vacillated. Eventually, Liu safely escaped; see Song Yunbin REMH, ann., Xiang Yu (Beijing:
Zhonghua shuju, 1962), 19-23.

17 Yinling was the place where Xiang Yu lost his way when chased by Liu Bang’s armies; see Song
Yunbin, Xiang Yu, 44.

18 Sui Shusen, Quan Yuan, 2: 16006; cited in Cheng Pei-kai, “Jiu se cai qi,” 48; Xiang Yu is Xiang Ji’s &
# style name; see Song Yunbin, Xiang Yu, 1.
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obsession with g7 to the tune “Zhuma ting” 5 % % from Guo Xun’s 3} 8 (1475-1542)

Yongxi yuefu % B& 28 JiF (The Music Bureau of a Harmonious and Peaceful Time; hereafter

Yoﬂgxz).lg The line that explicitly mentions Xiang Yu reads: “Even if one is promoted as a

general at a constructed altar, he will eventually pass away, just like Xiang Yu beside the Wu
River” @ kil £I8F4F, AW Bir, & AR The clearest case for men’s entrenched
association with ¢7 comes from the Ming dynasty anthology entitled Xinbian Siji wugeng
Zhuyunfei W ED TR (A New Collection of the Four Seasons and Five Watches
[of the Night] to [the Tune] “Stilling the Clouds’ Flight,” 1471; hereafter Si7).”' There, all the
four song poems dedicated to the obsession feature male poetic subjects, including not only
Xiang Yu, but also his rival Liu Bang £]#R (256-195 BC), Liu’s strategist Han Xin 413
(230-196 BC), Cao Cao & % (155-220), and nan’er H 5. (young men) in general.2

More pertinently, quite a few song poems specifically connect g7 with the yzngxiong
masculinity, characterizing the obsession as the force that sustains the masculine model. The

anonymous song poem from the Yongx; mentioned above, for example, opens with the

following lines: “Fighting with courage and competing with each other, [they| can’t help

19 For brief introductions to the Yongxi yuefu % E& 4 /it , see Kathryn A. Lowry, The Tapestry of Popular
Songs in 16"~ and 17"-Century China: Reading, Imitation, and Desire (Leiden: Brill, 2005), 98-99; Patricia Siebet,
Theaters of Desire: Authors, Readers, and the Reproduction of Early Chinese Song-Drama, 1300-2000 (New York: Palgrave
MacMillan, 2003), 65-66. For Guo Xun’s 3k &) (1475-1542) publication of the anthology, see Scott W. Gregory,
““The Wuding Editions” Printing, Power, and Vernacular Fiction in the Ming Dynasty,” East Asian Publishing
and Society 7 (2017): 16-17.

20 Cited in Cheng Pei-kai, “Jiu se cai qi,” 49; the phrase ghutan bajjiang =38 FAF alludes to Han Xin
#13 (230-196 BC), a military strategist of Liu Bang.

21 For brief introductions to the anthology, see Lowry, The Tapestry, 381; Cheng Pei-kai, “Jiu se cai qi,”
48; Zhou Yubo J& £& and Chen Shulu IR F 4%, eds., Mingdai minge ji AR R FKE (Nanjing: Nanjing shifan
daxue chubanshe, 2009), 1. I have adopted the translation of the anthology title from Lowry, The Tapestry, 49.

22 Zhou Yubo and Chen Shulu, Mingdai minge, 8.
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displaying the heroic qualities” ] B $7&, &1£3& M7 B @.” In view of its focus on ¢,
the song poem has affirmed the obsession as the underlying impetus to the yzngxiong
masculinity at first. Revolving around the same topic, the following song poem from the
Qunyin leixnan 35 1% (Categorized Selection of Tunes, ca. 1595; hereafter Qunyin) more

explicitly demonstrates the interconnection between g7 and the masculine model:
p y q

[wiz 2] A Bk To the Tune “Sikuai yu:”* People’s Self-Confusion

HFEIHIH The Hegemon, Son of the Chu State,”

BETH A Strong enough to be able to raise a tripod of thousands of
pounds.”

Bt EE The two heroes of the Chu and the Han?’

B g 2 Seized the wotld between Heaven and Earth.

EHMIEIL [Xiang Yu’s] armies were defeated and reached the Wu
River.

& T § gy He lost his body and life [there].

AANEAA R K It is not ¢/ that confused people, but they who confused
themselves.”
Starting with Xiang Yu’s extraordinary strengths, the poet proceeds to refer to the archetype
of gz, implicitly along with Liu Bang, as yingxiong and mentions their military attainments to

corroborate their modality of masculinity. Considering its theme, the song poem has

23 Cited in Cheng Pei-kai, “Jiu se cai qi,” 49.

24 For another song poem to the tune “Sikuai yu” Y3 £ with music annotations, see Kar Lun Alan
Lau, “History through Qupai: A Re-Examination,” in Qupai iz Chinese Music: Melodic Models in Form and Practice,
ed. Alan R. Thrasher (London: Routledge, 2016), 23.

25 Bawang % E is Xiang Yu’s self-claimed appellation; see Song Yunbin, Xiang Yu, 28.

26 Being able to raise a tripod is one of the first descriptors for Xiang Yu; see Song Yunbin, Xiang Yu,

27 These are Xiang Yu and Liu Bang respectively.

28 Hu Wenhuan 3] X3, comp., Qunyin leixuan #F 5 F3%, in Shanben xiqn congkan disiji & A5k # 3% T
B ed. Wang Chiu-kuei EAHE (T aipei: Taiwan xuesheng shuju, 1987), 7: 2.2630.
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suggested g7 as the momentum that underlies their yzngxiong masculinity. The association of

this masculine model with the obsession recurs in the g/-related song poem attributed to Fan

Kang & (fl. fourteenth century) below:

[WLWE-F4F] & To the Tune “Jisheng cao” [xianli key|: On Qi

T4 B e 4T R AL One’s shape and body will vanish with the red dust,”

P ACE & [But his] name and achievements will be engraved in
history.

LEHEEEAME The causes of many heroes turned out to be laughable.

>~ % E W T 7 Those princes’ traces were swept away.

W T AL 5 B B AT Both sides fought with each other in front of the map.

—EBE Rk JE % ¥ 9 £ On one side are light smoke and withered grass in the
Hegemon’s city,
— B R E % B 5 28 On the other side is the High Emperor’s Temple in
the western wind and the falling sun.”
The bodily decay at the start acts as the foil to the immortality of the poetic subjects’
historical achievements, which the poet further describes as yingxiong shiye 3= #e % % (heroic
causes). Since it centers on ¢z, the song poem has at least implied that the obsession initially
conduces to the poetic subjects’ yingxiong masculinity.
While affirming the contribution of ¢/ to this masculine type, some poets have also

heeded the potential of the obsession for destroying yingxiong. A good illustration comes

from an aria on ¢/ in a song suite entitled “Qiao shusheng dua jiu se cai qi” 1§ & £ B /8 &

84 £, (A Smart Scholar Assesses Drunkenness, Lust, Avarice, and Qj):

29 The “red dust” refers to “this life of troubles, the material, conventional, or secular world;” see A.
Chatles Muller, ed., Digital Dictionary of Buddbism, s.v. “hongchen” 4L JE.

30 Sui Shusen, Quan Yuan, 1: 468; cited in Cheng Pei-kai, “Jiu se cai gi,” 47. For brief introductions to
Fan Kang S & (fl. fourteenth century), see Sui Shusen, Quan Yuan sanqu, 1: 467; Stephen H. West and Wilt L.
Idema, The Orphan of Zhao and Other Yuan Plays New York: Columbia University Press, 2015), 196-98. The High
Emperor is the posthumous title of Liu Bang.
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[%:/- 35451 & To the Tune “Desheng ling” [shuangdiao key]: On Qi

B Ak AR A AR I & You have intruded on my full belly of old sorrows,

FALT — A HRER Dispelled a dream of Handan on the pillow.”"

5l I3 B A F 55 55 [You have] induced people to compete with each
other,

AT AT F5 3% Made people restless.

F M AT AR In the course, [you have] ruined some outstanding
males.

AR BUOHGE NE This time, [I'll] lock up my monkey-heart to see

whether [you’ll] leave or not.”

Directly addressing the obsession, the poetic persona of the smart scholar charges ¢/ with
ravaging yingxiong, and by extension, the corresponding masculine model. In his song poem
“On Q7 cited above, Tang Shi similarly accuses the obsession of undermining the yingxiong
masculinity, asserting that: “Q7 It was you who brought Xiang Ji, an outstanding male, to his
end” K, B AIRETE T 4 A P However, to call Xiang Yu a yingxiong entails in the
first place the obsession prompting him to pursue his aspirations mentioned in the opening
lines of Tang Shi’s song poem. Therefore, ¢7 has paradoxically related to the yingxiong
masculinity in this verse, powering Xiang Yu’s masculine identity, while simultaneously

undermining its ontological basis. Such paradoxical entanglement reappears in the song

31 The place name Handan alludes to Shen Jiji’s JCBRIE chuangi 1% tale entitled Zhenzhong ji Mo 32,
in which a Daoist adept encounters a young man on the Handan Route and conjures up an enlightening dream;
see Li Fang 305, comp., Taiping gnangji X -F J& 32 (Beijing: Zhonghua shuju, 1961), 2: 82.526-28; for a full
translation of this tale, see Bruce J. Knickerbocker, trans., “Record within a Pillow,” in Tang Dynasty Tales: A
Guided Reader, ed. William H. Nienhauser, Jr. (Singapore: World Scientific, 2010), 73-130.

32 Ren Ne H:34, ed., Beigu shiyi 3t # #518 (Shanghai: Shangwu yinshuguan, 1935), 17b. Xinyuan <5 %
is a metaphor for the constantly changing state of mind; see Louis Komjathy, Cultivating Perfection: Mysticism and
Self-Transformation in Early Quanzhen Daoism (Leiden: Brill, 2007), 111, 486; Chen Xiulan BR % B and Zhu
Qingzhi % B Z., “Xinyuan yima de yuyuan he liubian” %% & % 6935 R A= 78, Hanyushi xuebao 75 £ 5 4%
13 (2013): 87-95.

33 Sui Shusen, Quan Yuan sanqu, 2: 1600; cited in Cheng Pei-kai, “Jiu se cai qi,” 48.
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poem entitled “Ren zimi” A B # (People’s Self-Confusion) from the Qunyin. Despite

initially endorsing ¢7’s reinforcement of the yingxiong masculinity, the poet proceeds to echo

the caution against the obsession by associating it with Xiang Yu’s death.
Although the early Ming prince and playwright Zhu Youdun 4 A B (1379-1439)

devote at least three single song poems to treating gz none of them touches upon the
relation between the obsession and the masculine model of yingxiong.”* However, it does not
mean that Zhu Youdun pays no attention to how ¢ connected with masculinities; rather, it is
two other masculine models that have preoccupied him.

Anger and the Masculine Models of Haohan and Xiaozi

Similar to other poets mentioned above, Zhu Youdun is also concerned with the menace of

gi to one’s life, asserting in a song poem to the tune “Xihe liu” & # # that: “Qi has
shortened the life of noble men” & 3% T @ AT 4> Nevertheless, what distinguishes Zhu’s

conception of the obsession is his anxiety over its subversive potential for undermining
social orders, which he expresses in the song poem below:

[L4R7-BEF] & To the Tune “Kuaihuo nian” [northern shuangdiao

key]: On Qi

ERHFHEER The ambitious ¢7 soars and surges in the noble
households.

HKEE Tattate In fact, ’m afraid of that, afraid of that.

1k R 54 B A5 Don’t say that staunch toughness is worth boasting
about.

RE R R R K When bold ¢ is as capacious as Heaven,”

34 For the three song poems of Zhu Youdun % A J& (1379-1439), see Xie Boyang #1415, ed., Quan

Ming sangu AR H (JI'nan: Qilu shushe, 1993), 1: 290, 292, 320; the first two song poems are also cited in
Cheng Pei-kai, “Jiu se cai gi,” 48-50.

35 Xie Boyang, Quan Ming sanqu, 1: 290; although it is not gender specific, the phrase gaoren @ A
clearly refers to men here based on the remaining parts of the song poem.

36 A looser translation of dangi #& & can be the word “guts.”
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Vi Ry 1 N Even ritual and law can’t accommodate it.
AR This is no joke.”

Here, Zhu Youdun warns that ¢/ may transgress both ritual and legal constraints, which well

coheres with a character’s note of caution in his gax play entitled Xinbian 1.i Y axian huajin
Qujiang ohi # 4 Z= 52 AL 7678 # /L% (Newly Compiled Li Yaxian amid Flowers and Wine at
the Serpentine Stream Pond, preface 1409).% In a quasi-yuanben ' 7 (farce) section of this

play, Zhu Youdun uses three male characters, along with the male lead, to represent the four
obsessions.” Ji the Tiger, who embodies the proclivity for ¢/, introduces himself as follows:
“With an extraordinary timber, I've been full of 4/ and mettle. They soar and surge in my

chest, being able to sweep away the Yangtze and the Huai Rivers. But now, I walk along the
street to beg for food. It’s because I was bellicose before” — & RAETRIUH, SR
L., ST RILETA, R AT RS He goes on to explain that: “T couldn’t
stand others’ provocations and was belligerent. ... Earlier, I fought for idle ¢/ and killed a

person with one single fist. ... Now I’'m in the street as well, begging to earn my living”

37 Xie Boyang, Quan Ming sanqu, 1: 292.

38 ] have combined the translations of the play title in W. L. Idema, The Dramatic Oeuvre of Chu Y u-tun
(1379-1439) (Leiden: E. J. Brill, 1985), 35; C. T. Hsia, Wai-yee Li, and George Kao, eds., The Columbia Anthology

of Yuan Drama (New York: Columbia University Press, 2014), 226. For the date of the preface, see Liao Li B =
and Liao Ben BL4, eds., Zhu Youdun 3ajuji jiaozhn & F AR R A2 (Hefei: Huangshan shushe, 2017): 1:
179; Idema, The Dramatic Oeuvre, 35.

39 For a concise introduction to this section, see Hu Ji #.&, Song Jin zaju kao R EHERIFE, tev. ed.
(Beijing: Zhonghua shuju, 2008), 66-67; also see Idema, The Dramatic Oeuvre, 131. For general discussion of the

yuanben %A genre, see West, Vaudeville and Narrative: Aspects of Chin Theater (Wiesbaden: Steiner, 1977), 6-7, 10-
44; Idema and West, Chinese Theater, 1100-1450: A Source Book (Wiesbaden: Steiner, 1982), 85-87, 137-38, 204,
Idema, “Y7ian-pen as a Minor Form of Dramatic Literature in the Fifteenth and Sixteenth Centuties,” Chinese
Literature: Essays, Articles, Reviews 6.1/2 (1984): 53-75.

40 Liao Li and Liao Ben, Zhu Youdun zajuji, 1: 3.196. Note that the phrase ang'ang 5t ¥ has also
appeared in the song poem cited above to the tune “Kuaihuo nian” e
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RXIFABIR, FFRo o o o AIHAARFHR, —FITRXT —HAo o o o dm
ASd ey b, i B F 4 Hence, Ji the Tiger’s own ¢z, along with others’ provocation,
has led him to commit manslaughter, and thus, violate the legal statutes. Most pertinently,
when faced with another charactet’s ridicule, he claims that: “I once used to be a stalwart”
FALF AE4FE R His words affirm the concomitance of ¢i with his haohan masculinity, on
the one hand; on the other hand, the past tense of his claim indicates that the subversive
edge of the obsession has also undercut his association with this masculine identity.
Therefore, the obsession similarly forms a paradoxical linkage with the haohan masculinity in
this play.

In one of his two later plays on the Shuihu 7K #F (Water Margin) story cycles,
however, the playwright has related the masculine model in a different way to anger, the
paramount emotional manifestation of gz The play in question is entitled Baoz: heshang 3
huansu %9 F Far8) B E A5 (A Leopard Monk Returns to the Laity of His Own Accord,
preface 1433; hereafter Baogi heshang).* 1t begins by recounting how the outlaw Tattooed
Monk Lu Zhishen, whom the role type of 70 K (male lead) plays, departs the Liangshan

marshes and resumes his monkhood. With a series of schemes, the bandit head Song Jiang

4 Liao Li and Liao Ben, Zhu Youdun zajuji, 1: 3.196.
4 Liao Li and Liao Ben, Zhu Youdun zajuji, 1: 3.196.

431 have adopted the translation of the play title in West and Idema, Monks, Bandits, Lovers, and
Immortals: Eleven Early Chinese Plays (Indianapolis: Hackett Publishing Company, Inc., 2010), 314. Unless
otherwise noted, I will refer to West and Idema’s complete translation of the play in the following discussion.
The other play by Zhu Youdun on the Shuibu 7K%i# story cycles is entitled Hei xuanfeng hangyi shucai B 7€ AAL
F I The playwright dated his preface to the Baogi heshang i huansn $9F Fa ¥y 8 Z A5 as the first day of the
last lunar month in the eighth year during the Xuande reign (1433). Hence, the Zhangyi shucai, whose preface “is
dated to a ‘lucky day’ of the same month,” is more likely to be written later than the Baozi beshang, see Liao Li
and Liao Ben, Zhu Youdun zajuji, 1: 599; 2: 624; 1dema, The Dramatic Oenvre, 178.
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eventually manages to make the monk rejoin the bandits.* In the play, anger has repeatedly
figured as Lu Zhishen’s primary response to other characters’ varied attempts at persuading
him to return.” Not only does the emotion crucially contribute to restoring him as a haohan
without undermining his resumption of this masculinity, but also proves pivotal in further
evidencing his masculine identity as a xzaozz.

What has initially enraged the male lead is a succession of challenges to his baohan
masculinity. At the start of the play, Song Jiang explains why Lu Zhishen has left the outlaw
brotherhood in the first place: “Because he took it on himself to kill some ordinary
commoners, I gave him forty strokes of the big rod. Because he couldn’t suppress his anger

with the affront, he ran off to the Clear Stillness Monastery in Clear Brook Harbor, where he
shaved off his hair and became a monk” R A Ay § &R —A, AR AKRE TF
A, BITTRET AR, XA FE—0R, ARFEFEFTHFTN, AEEHE 0
his self-introduction, Lu Zhishen himself also confirms that it is since he “couldn’t suppress
[his] anger with such an affront” 4% % 7~ #F12 — 2 R, that he has left the Liangshan

marshes."” Thus, the emotion has played a fundamental role in triggering the ensuing

dramatics. Then comes the first instigator of Lu Zhishen, namely, Black Whirlwind Li Kui,

# For a more detailed recap of the play, see Idema, The Dramatic Oenvre, 181-87; also see West and
Idema, Monks, Bandits, Lovers, and Immortals, 319-20.

4 The prominence of Lu Zhishen’s anger is evident in the summary of the play in Idema, The Dramatic
Oecuvre, 183-84.

46 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.600; West and Idema, Monks, Bandits, Lovers, and
Immortals, 1.324-25; 1 have rendered the number of killed commoners as plural and highlighted the emotion of

anger when translating the phrase yikougi — 2 R..

47 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.600; West and Idema, Monks, Bandits, Lovers, and
Immortals, 1.325. 1 have modified the translation to propose that it is Lu Zhishen’s anger rather than that of

Song Jiang here. For an alternative version of this passage based on a similar understanding, see Zhou Yibai 3
8 &, ed., Mingren 3aju xnan PAAAER]E (Beijing: Renmin wenxue chubanshe, 1958), 171.
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another bandit who initially tries to attract the male lead back to the Liangshan marshes by

stating that: “Come with me! We bandits have gold and silver. We fine fellows get other

people’s possessions without turning a hand” IrARME R, R a9 H 24k, 55 F,
8 % FRAM 4. Since hao nanzi %F 5 T (good fellows) is synonymous with haohan, Li

Kui has notably associated the masculine model with both an outlaw’s possession of
fortunes and the ease of obtaining them.” By implication, Lu Zhishen’s alienation from the
Liangshan banditry simultaneously distances himself from the aohan masculinity. In
response, the male lead points out that:

You bandits live in constant fear and worry. It’s hush-hush here and hush-hush
there. You jump across someone’s wall, but when they are on to you, you have to
turn around and jump back over. And if you don’t escape, you get caught. (Lu
Zhishen sings:)

People like you

Who are robbers one day get caught and sentenced on the spot!

(Lu Zhishen zmitates the posture of someone wearing a cangue, sings:)

A big, heavy
Cangue is clamped around your neck

And thick hemp cords
Tie your hands behind your back.”
PRARBIR G Bt RE, iRk, AREokokd, BRBARME, AEAZRT, FF Lk
Bk, R AR, BASE, [RBMEEMREGA — B EEM. [KEFE
GRS A AR, BAREEHE A4

48 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.600-1; West and Idema, Monks, Bandits, Lovers, and
Immortals, 1.326-27; 1 have modified the translation of havhan ¥Fi% into “good fellows” for the sake of
consistency.

49 For the equivalence of haohan and hao nanzi %% % -, sece W. J. F. Jenner, A Knife in My Ribs for a
Mate: Reflections on another Chinese Tradition (Canberra: The Australian National University, 1993), 15, 26; also see

the expanded version of this book in Jenner, “Tough Guys, Mateship and Honour: Another Chinese
Tradition,” East Asian History 12 (1996): 8, 18.

%0 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.601; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 1.327-28.
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Having listed the dangers and vicissitudes of a bandit’s life, LLu Zhishen sarcastically claims
that: “Now you are ‘a real man who relies on his strength™” A2 & B 5% 8 7%, and thus,

directly questions the association that Li Kui suggests.”"

Although he has easily dismissed Li Kui’s first attempt at conversion, Lu Zhishen
becomes increasingly furious, particularly over the direct challenges to his physical prowess
and martial attainments, both of which are crucial facets of the haohan masculinity.” After
initially failing in persuading LLu Zhishen to return to Liangshan, Ii Kui resorts to throwing
doubts upon the male lead’s manhood, ridiculing him as follows: “You are just a wimp, a

sissy. You’re no good fellow. In all those years you never contributed anything to our
successes in robbing camps and strongholds, committing murder and arson” IS IR
53, BESLA, RAIFF. B RFOMENE, BRAAKNA Y, RERTH—
# , If he only implies that Lu Zhishen is not hao nanzi eatlier, Li Kui here explicitly
excludes the male lead from this masculine model. Such insults have enraged Lu Zhishen so
much that he “angrily tuck[ed] up his sleeves” K#&, 18A24H and rebuts him by saying:

Who says I did not contribute to your successes? Who says I am a wimp and a sissy?
(Lu Zhishen, striking posture, sings:)
(Jisheng cao)
You relied on me to
Employ outstanding fierceness,
Show off powerful strength!
You relied on my
King of beasts posture, that could uproot mountains and lift tripods,
My kraken dragon capacity, that could make rivers roll and oceans roil,

51 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.601; West and Idema, Monks, Bandits, Lovers, and
Lmmortals, 1.328.

52 Huang, Negotiating Masculinities, 104, 100,

3 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.601; West and Idema, Monks, Bandits, Lovers, and
Lmmortals, 1.329.
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My gibbonlike nature that could fly along the eaves and run across walls.”
HRAED G, HRBIE DK (REEE-a) [(FE£F] eFaEERE,
E 75, :@%&i&mfﬁaﬁ B BILPEEALE, RE ARG,

However, it immediately occurs to Lu Zhishen that he has resumed his monkhood.”
Subsequently, he “[stopped] striking postures anymore but press[ed] the palms of his hands
together” ATRMIEH L&, using the Buddhist gesture to contain his anger.*

Nonetheless, Li Kui continues to directly debase him, claiming that: “You’re just afraid to

die. You’ve grown old and don’t have the guts to go. But even if you went, you’d enter not a

single success on the ledger of merit” L ARG, dmHFhET, RKELT. 2L
W g e iR — s Ascribing both senility and incompetence to Lu
Zhishen, Li Kui thus calls his masculine identity as a haohan into further question. Such
denigration infuriates the male lead for a second time, who “again acts out being angty [as
well as] striking postures [and] sings” [ R X A&AH [RAEE, *8):

(Reprise)
You say that I
Have grown too old;
I say that my
Gall is unyielding.
Once upon a time
I blocked a bandit in a great fray in Chrysanthemum Valley,
Once upon a time
I wasted a monkey-bitch during a nighttime raid with Black Whirlwind,
And once

54 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.602; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 1.329.

% Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.602; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 1.330.

% Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.602; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 1.330.

57 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.602; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 1.330.
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I raised the golden pitchfork on the sly with Red-bearded Ghost!*®
[ 2] g &Fa Kk, RERMERA. KLgFRSKFIBAL, ik ER
BARHIF A&, L8R F R I 280G,
Not only has Lu Zhishen’s anger figured through his stylized postures designated as gulao 4

#% (literally “the body”),” but the musical pattern also foregrounds his emotional response.®’

More precisely, the only repeated tune in this act is the tune “Jisheng cao” that accompanies
the male lead’s outbursts of anger. The recurring tune musically distinguishes his emotion
from the surrounding dramatic actions. Eventually, Lu Zhishen manages to restrain his rage
again through the Buddhist gesture mentioned above.

Having failed to summon the male lead back, Li Kui returns to the Liangshan
marshes.”’ Afterwards, Song Jiang sends Lu Zhishen’s mother to persuade her son instead,
and notably, she restages the provocation of the male lead by similarly disputing his baohan
masculinity. When Lu Zhishen first declines her request for his return to the Liangshan

banditry, his mother laments that: “My child, when you were young, you were a good fellow.

e

But now you have become such a weakling” % R, RFLDIFHETER, b B F o

%8 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.602; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 1.330.

59 For the meaning of gulao #& , see Wang Xueqi £ % 41 and Wang Jingzhu E##4F, eds., Song Jin
Yuan Ming Qing quei tongshi K4 7L iF ##F 84 (Beijing: Yuwen chubanshe, 1999), 895.

60 For discussion of Zhu Youdun’s musical innovation, see Idema, The Dramatic Ocuvre, 39, 53, 66, 81,
92, 110.

61 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 1.603; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 1.332.
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£ T .2 She has thus directly denied her son’s possession of the haohan masculinity. Then,

she proceeds to relate other Liangshan bandits’ debasing remarks to her son:

Your brothers at the mountain stronghold all make fun of you. They say you have
grown weak and frail and that you never contributed to their success. That you never
contributed to their success — unlike Black Whirlwind, Mountain ILad Li! (Lu
Zhishen speaks:) Who said I never contributed to their success? (Mother speaks:) At
the stronghold they all say you never contributed to their success — unlike Black
Whirlwind, Mountain Lad Lil*

WFF AR L, AMEFER, RRKFER, Le—Eh5, ke
R, T BB EN L. [RE]| RRIRLET 5. [ =] LR EAHR
&%, R,

Her reiteration of Li Kui’s earlier challenges to her son’s physical strength and martial
achievements again fuels the male lead’s rage:

(Lu Zhishen acts out being angry.) (After Lu Zhishen has taken off his cassock, he strikes a
posture and sings:)
(Dai gudno)
This vexes me until
I can’t control my thumping rage!
There’s no way —
Weak and feeble!
I don’t believe
That this Tattooed Monk, Zhishen

Is any less than

That Black Whirlwind Li Kui!®
[RMAEA [RIRT RE, ME£S]

[XBA) BEABEEEETMECH
R, BNERLEIFEF . ~MzEted &A%

222

TR, Rdedp Boae A S ik

2 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 3.608; West and Idema, Monks, Bandits, Lovers, and
Limmortals, 3.344.

03 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 3.608; West and Idema, Monks, Bandits, Lovers, and
Limmortals, 3.344.

4 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 3.608; West and Idema, Monks, Bandits, Lovers, and
Limmortals, 3.344.
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Although he again manages to rein his anger back, Lu Zhishen’s emotional responses have
constantly betrayed his continued self-identification with the masculine model of haohan
despite his purported monkhood, foreshadowing his reassertion of this masculinity.”

In the last act, Lu Zhishen’s anger arises for a third time, and his mother again plays
a pivotal role in triggering the emotion. However, it is not her words, but suffering from
violent beating that infuriates the male lead. Similarly failing in restoring him to the
Liangshan banditry, Lu Zhishen’s mother decides to reside near her son’s monastery
instead.®® After learning about this, Song Jiang comes up with a final scheme and dispatches
two undetrlings to beat her up.”” Upon seeing his mother tormented, Lu Zhishen immediately

flies into a fury:

(After Lu Zhishen hastily takes off the upper garment of his cassock, he strikes postures and
Sings:)
(Shilin hua)
This vexes me so my mind is in turmoil,
My arms and legs shake like mad,
Ethers of rage stuff my breast!
I just want to
Clench my fists, roll up my sleeves, and beat these damned good-for-nothings!
Only now I believe
“A man without poison is no man at all”*®
[RIERT AR EZR] [(AEEE] [ 6487E] KE&ERIEFHE KR,
ERGHATE . ERFBRIARITIE B AL, FRELFT LK

% In the context of this play, monkhood is mutually exclusive with the saoban masculinity, which,
however, is not necessarily so within the larger repertoire of popular literature in late imperial China; see Louie,
Theorising Chinese Masculinity, 66, 79.

% Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 3.609-10; West and Idema, Monks, Bandits, Lovers, and
LImmortals, 3.346-47.

7 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 4.610; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 4.348.

%8 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 4.611; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 4.350.
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Again, the stylized postures accompany Lu Zhishen’s articulation of rage. According to his
last exclamation, the male lead holds indifferent inaction regarding the beating of his mother
to be indicative of his lack of manhood. He deems wrathful violence a plausible way of
reaffirming his own masculinity.

However, Lu Zhishen again constrains his anger and vainly tries to dissuade the two
underlings from torturing his mother.”” Finally, the male lead gives free rein to his rage and
comes close to beating the two underlings:

(Lu Zhishen speaks:) You aren’t listening to me! I'm getting pissed! (Lu Zhishen sings:)
(Reprise)
So pissed that
My rage is pounding!
I control myself
Till 'm awash with sweat:
How I'd like
To crush their skulls,
Snap them at the waist,
Trample their chests!”
[(R=|EAE R Ie&B, ST, (KR8] [2]) meosRiEE, LaRTx
o BEATHAMRE, WHIRA, EIRIEMIH,

When a friend of his reminds him that: “Don’t get rashly carried away! Please still your rage”
A2 2 ke, H %] Lu Zhishen emphasized the impossibility of containing his

rage any morc:

You tell me
“Don’t get carried away,”
“Please still your rage.”
But how
Do you want me to still my rage?
Even if you had

9 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 4.612; West and 1dema, Monks, Bandits, Lovers, and
Limmortals, 4.351-52.

70 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 4.612; West and 1dema, Monks, Bandits, Lovers, and
Lmmortals, 4.352.
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Four Diamond-demons, they couldn’t keep me back.”

A EEE, LK., haaEL LR, o HWeAlLIE ML,
What ultimately unleashes the male lead’s wrath proves to be his filial devotion to his
mother, as his claim immediately before beating the underlings reveals: “Because of my
mother and my feelings of filial piety, I cannot successfully conclude my practice of
austerities. So be it” A K EHR, FEL, BHET AL Hence, Lu Zhishen has
prioritized his filial duties over Buddhist cultivation. His violent raging verifies his xiaozz
masculinity, while ridding him of the monkhood.” In view of its affirmation of the male
lead’s filiality, anger further contributes to Zhu Youdun’s agenda of inverting the genre
conventions of a typical deliverance play through the Baogi heshang.”* On the one hand, the
presence of Lu Zhishen’s mother breaks the persistent silence of most, if not all, deliverance
plays over the delivered characters’ parents. On the other hand, the male lead’s anger
reinstates his filial manhood rather than propel him toward his ultimate transcendence. Put
differently, the emotion reinserts him into the normative Confucian nexus instead of
severing his secular ties.

Furthermore, the restoration of Lu Zhishen’s xza03/ masculinity paves the way for his

eventual return to the Liangshan banditry, and by extension, his resumption of the masculine

7! Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 4.612; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 4.352.

72 Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 4.612; West and Idema, Monks, Bandits, Lovers, and
TImmortals, 4.352.

73 For an observation on how “mother-son fulfils a number of specific functions in the production of
orthodox masculinity” in the context of the Qing dynasty novel entitled Yesou puyan ¥ % B 5, see Maram
Epstein, Orthodox Passions: Narrating Filial Love during the High Qing (Cambridge, MA: Harvard University Asia
Center, 2019), 240, 243.

7+ For an apt characterization of this play as “a mirror image of the ordinary deliverance play;” see
West and Idema, Monks, Bandits, Lovers, and Immortals, 320.
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identity as a haoban. Later when “Lu Zhishen acts out fighting with the two underlings” KA

T = F B A, Song Jiang hastily goes up on stage to stop the male lead and reveal the

schemes to him:

Sings:)

(Song Jiang speaks:) Brother, come back with us to the mountain stronghold! I will
tell you the truth: these two merchants are just a couple of lackeys. I tricked you by
strategy! (Lu Zhishen sings:)
(Qitian le)
My brother’s
Hundred schemes or so
Were so cleverly dissembled. ...
Now I'll
Return with my mother!
I forgive my brothers.
Let us now, as soon as possible, get on the road. ...
(Hongshan'er)
I will not stay on in Clear Brook
But go straight back to Liangshan!
Now I'll
Puff out my chest,
Puff out my chest,
To be a robber once more
And return to the laity,
And return to the laity.
(Lu Zhishen speaks:) Brother, there was nothing else I could do! ... (Lu Zhishen

(Reprise)
I’ll be reunited with my old mother
And we brothers will live all together.”

PP L H ARG R L E LR, RTHER, SRHEEA, ZTREVER, &
UK, (KB [FEREL) ook, ARREGHEM. . o « Ko
AERFRE, WAL, EREEE. o o o« [LHBRL) REFEE, 184E
Fohk, RIS BRE I, FRERAE, FlBRR M. RES, REL. (K
T FTREERT T o o o (KRB [K]) EHATR, LEREK,

After the revelation, Lu Zhishen decides to go back to the Liangshan marshes, and

significantly, refers to Song Jiang and other bandits as gege =+ (elder brother) and xiongdi 7L

7> Liao Li and Liao Ben, Zhu Youdun zajuji, 2: 4.613; West and 1dema, Monks, Bandits, Lovers, and

Limmortals, 4.353-54.
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% (brothers) repeatedly. The male lead’s recurrent addresses indicate that he will not only

return to the banditry physically, but has already rejoined the haohan fellowship mentally.
Moreover, Lu Zhishen constantly precedes the references to his xiongdi with the mother-son
reunion, suggesting that the restoration of his filial manhood is fundamental to that of his
haoban masculinity. Considering the importance of the emotion to his x7aoz7 identity, anger
ultimately lies at the root of Lu Zhishen’s resumption of the haohan manhood as well.

The transformative influence of anger upon male characters’ association with the

masculine models of haohan and xiaozi also figures in a huaben 35 7 (colloquial short story)
entitled “Ren xiaozi liexing weishen” A2 5 2L A (Ren the Filial Son with a Fiery
Disposition Becomes a Deity) collected in Feng Menglong’s % 3 %€ (1574-1646) Gujin

xiaoshno 3 4~ ') 3 (Stories Old and New, 1620).” Tentatively dated to what Patrick Hanan

terms “the middle period” (1400-1575), the story tells how the male protagonist Ren Gui
kills, among others, his wife and her lover, and then, becomes a deity.” Not only does the
story share with the Baogi heshang the similar concern with how anger shapes the male

protagonist’s identities as haohan and xiaozs, but also bears witness to different interrelations

76 T have adopted the translation of the story title in Feng Menglong % %€ (1574-1646), comp.,
Stories Old and New: A Ming Dynasty Collection, trans. Shuhui Yang and Yunqin Yang (Seattle and London:
University of Washington Press, 2000), 669; I have replaced the word “god” with “deity.” I will refer to this
translation regarding the main body of the story and note my modification below. For the dating of the Gujin
xiaoshuo & 41 3R, see Patrick Hanan, The Chinese Short Story: Studies in Dating, Authorship, and Composition
(Cambridge, MA: Harvard University Press, 1973), 5; Shuhui Yang, Appropriation and Representation: Feng Menglong
and the Chinese 1V ernacular Story (Ann Arbor: Center for Chinese Studies, the University of Michigan, 1998), 1.

77 For a more detailed summary of the story and a partial translation, see Hanan, The Chinese 1 ernacular
Story (Cambridge, MA: Harvard University Press, 1981), 66-67.
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between the emotion and the masculine models.”® More precisely, although anger still
facilitates his attainment of the havhan manhood, the emotion in fact casts doubt upon Ren
Gui’s identity as a filial son. Despite labelling him as a x7a0z7 in the title, the story makes it
clear that such a designation is sarcastic from the start. When introducing Ren Gui, the
narrator claims him to be daxiao KX # (greatly filial), but then, notes that: “Every day, Ren
Gui ... said good-bye to his father and did not greet him until he returned at night” A B #E
L, B 5F 4 3.7 Not without irony, the narrator further adds that: “Such is his [Ren
Gui’s| way of being filial” %= 3t # 18 | highlighting the lateness of his return, and by
implication, hinting at his neglect of the blind father.*

As the story unfolds, Ren Gui, at his wife’s provocation, becomes angry with his
own father, and the emotion signals the male protagonist’s further deviation from the
orthodox masculine ideal of x/aozs. Still as an unmarried maiden, Ren Gui’s wife Liang
Shengjin has been romantically involved with her neighbor Zhou De, but her marriage takes

her far away from home, and thus, disrupts the illicit affair.” Later, Zhou De visits her at her

new place and resumes their adulterous relationship, “when the Qiantang River was at its
) g

78 For an observation on the common plotline of slaughtering an adulterous couple between the story

and the Shuibu huan K i&FA%, see Liangyan Ge, Out of the Margins: The Rise of Chinese Vernacular Fiction (Honolulu:
University of Hawai‘i Press, 2001), 115.

79 Feng Menglong, comp., Yushi mingyan xinzhu quanben " ¥ ¥ & #7324 A&, ann. Chen Xizhong BRI
4% (Beijing: Beijing shiyue wenyi chubanshe, 1994), 38.662; unless otherwise noted, all references to the story
come from this edition. Feng Menglong, Stories Old and New, 38.669; 1 have modified the translation to highlight
the sarcasm.

80 Feng Menglong, Yushi, 38.662; there is no corresponding translation to this sentence in the Yangs’
translation. For the characterization of Ren Gui as committing a “relatively blameless folly,” see Hanan, The
Chinese Vernacular Story, 67; however, considering the sarcastic tone noted here and the role Ren Gui’s absence
plays in his wife’s adulterous affair, I do not think “blameless” is an appropriate descriptor for the male
protagonist.

81 Feng Menglong, Yushi, 38.663; Feng Menglong, Stories Old and New, 38.670.
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highest tide of the year[, and all] the fashionable men and women of the city turned out to
watch the tide” #14 B, MRIRGEAT T, & d38A #1.* The carnivalesque ambience

forms the backdrop for the illicit couple’s reconnection, at whose brimming desire the water-
related imagery hints.*’ Pretending to be her cousin, Zhou De frequents Ren Gui’s house
afterwards to have sex with Liang Shengjin thanks to the male protagonist’s regular
absence.** One day, she indulges in the intimate activities with her lover so much that she
totally neglects to arrange lunch for her father-in-law.* Not until then does Ren Gui’s blind
father become suspicious of their relationship: “Hungry in his belly and angry in his heart,
Mr. Ren Senior thought to himself, ‘How come that cousin of hers spent a whole day up

there?’ ... Swallowing his anger, Mr. Ren [thought to himself,] “There must be something

fishy going on. ... I'll ask my son tonight when he returns™ E £/ AR AL, ST X
R, BTG A B TAEEE—H? 7 . . EABREE, . . . ST
Mo B B, A WLIE LB R AR5 Hence, anger plays a key role in both eliciting the
patriarch’s suspicion and initiating the revealing of the adulterous affair. Having heard his

father’s report, “Ren Gui seethed with anger ... and stormed up the stairs in a rage” (e L

82 Feng Menglong, Yushi, 38.663-64; Feng Menglong, Stries, Old and New, 38.670-72.

83 For discussion of sexual connotations of water-related imagery, see Maram Epstein, Competing
Discourses: Orthodoxy, Aunthenticity, and Engendered Meanings in Late Imperial Chinese Fiction (Cambridge, MA: Harvard
University Asia Center, 2001), 142; for an observation on water’s symbolization of potential threats, again in
the context of the Yesou puyan, see Stephen |. Roddy, Literati Identity and Its Fictional Representations in Late Imperial
China (Stanford, CA: Stanford University Press, 1998), 160.

84 Feng Menglong, Yushi, 38.665; Feng Menglong, Stories Old and New, 38.672.

85 Feng Menglong, Yushi, 38.665; Feng Menglong, Stories Old and New, 38.673.

86 Feng Menglong, Yushi, 38.665; Feng Menglong, Stories Old and New, 38.673.
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B, SR,

K& EMH, o o o FIFAEHE KK LM to where Liang Shengjin stays."

Nonetheless, Ren Gui eventually decides to “control [himself] for the moment and see what
this woman has to say for herself” & L Z4E, & 1E 4 A5 %% However, not only has his
inquiry enraged Liang Shengjin into a tantrum (jiaogao fazuo & 545 1E), but also alerted her

to her father-in-law’s suspicion.*” Later, she discusses this with Zhou De, who tells her to

catch a cat and hold it on her chest.” In this way, she can get some scratches and blame her

father-in-law for injuring her when attempting at molestation.”' Liang Shengjin follows her
lover’s instruction and accuses her father-in-law in front of Ren Gui accordingly.”” As a
result, “a smoldering rage burned his [Ren Gui’s] heart, and resentment arose from beside
his guts” RS EA2, & @ BEi# £ .7 The male protagonist’s angty response throws into
question the narrator’s immediately preceding description of him as “a person with great

filiality” X # Z A.** Moreover, the commentator rhetorically asks: “How can a filial son not

know his fathet’s character” & A # ¥ fa R AL R AL % 17,7 and thus, explicitly disputes

87 Feng Menglong, Yushi, 38.665-66; Feng Menglong, Stories Old and New, 38.673-74.
g glong, g glong,

88 Feng Menglong, Yushi, 38.666; Feng Menglong, Stories Old and New, 38.674.
8 Feng Menglong, Yushi, 38.666; Feng Menglong, Stories Old and New, 38.674.
% Feng Menglong, Yushi, 38.667; Feng Menglong, Stories Old and New, 38.675.
1 Feng Menglong, Yushi, 38.667; Feng Menglong, Stories Old and New, 38.675.
92 Feng Menglong, Yushi, 38.667-68; Feng Menglong, Stries Old and New, 38.675-76.

9 Feng Menglong, Yushi, 38.668; Feng Menglong, Stories Old and New, 38.6706; 1 have added the
translation of the latter half of the proverb to the Yangs’ shortened translation.
% Feng Menglong, Yushi, 38.668; Feng Menglong, Stories Old and New, 38.676.

% Feng Menglong, Yushi, 38.668; Feng Menglong, Stories Old and New, 38.676.

118



Ren Gui’s xiaozi masculinity. Therefore, anger has alienated the male protagonist from the
filial masculine model.

Having problematized his x7a0z7 identity, the story goes on to deny Ren Gui the
haohan masculinity. After this incident, he sends his wife back to her parents’ place, where
she continues indulging herself with her lover.” One night, the illicit couple are intimately
engaged, but Ren Gui unexpectedly arrives at his parents-in-law’s house and unknowingly
interrupts the liaison.”” Zhou De immediately hides himself in the privy, and later, Ren Gui
goes there and encounters the adulterer in the dark, who in turn calls the male protagonist a
thief.”® At that moment, the adulteress and her family rush out and give her husband a good

beating instead.” Despite “swallowing his anger” % R B at first, Ren Gui later wonders:
“Could it be that they hid someone there and beat me up only because I stumbled upon their
secret” E A RELEALAL T, HARMEE, FlITHRIE —HA, and thus, leaves his in-
laws’ house “in no good mood” AR #F &..'" When he is waiting for the Tide Watching

Gate to open so that he can exit the city, Ren Gui overhears some people remarking on what
has happened to him the previous night.""" Functioning as the internal narrator, an

anonymous character inadvertently exposes to Ren Gui how Zhou De is involved with his

% Feng Menglong, Yushi, 38.668-69; Feng Menglong, Stries Old and New, 38.676-77.

7 Feng Menglong, Yushi, 38.669; Feng Menglong, Stories Old and New, 38.677.

%8 Feng Menglong, Yushi, 38.669; Feng Menglong, Stories Old and New, 38.677. For the transitional
significance of “having a character leave to urinate,” see Keith McMahon, Cansality and Containment in Seventeenth-
Century Chinese Fiction (E. ]. Brill, 1988), 20.

% Feng Menglong, Yushi, 38.669; Feng Menglong, Stories Old and New, 38.678.

100 Feng Menglong, Yushi, 38.669-70; Feng Menglong, Szories Old and New, 38.678.

101 Feng Menglong, Yushi, 38.670; Feng Menglong, Stories Old and New, 38.678-79.
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wife and has him beat up.'”” In this sense, the city gate’s name has foreshadowed the

revelation of the illicit couple’s brimming desire to the male protagonist. Subsequently, a
second character laughingly dismisses Ren Gui as “such a useless pushover” AEHFARNZ
A, and another goes even further to directly deny the male protagonist’s haohan masculinity:
“That man is no good fellow, all right. Must be a stewed rotten turtle” AFA L & I 2 4T
E, b AARIRIRIEAR & 88."° Not only is wugui & 3 (turtle) a derogatory term for a
cuckold that is partially homophonic with Ren Gui’s name, but the term’s preceding
descriptors also attack his manhood by intimating his sexual impotence.'"*

After hearing their conversation, Ren Gui increasingly flies into a fury, and the
emotion in turn provides the opportunity for him to reaffirm his masculine identity as a
haoban. Rather than exiting the city gate, a liminal locus that spatially marks his changing
masculinity, Ren Gui goes to an ironsmith’s shop and buys a knife there."”” He then trusts
his sister with his blind father, apologizing to the patriarch and rhetorically asking: “How am

I to vent such anger” 15 & R AT IH 4521 In response, the father tries to soothe him,

192 Feng Menglong, Yushi, 38.670; Feng Menglong, Stories Old and New, 38.678-79. For discussion of
certain characters as the internal narrators in the Jin Ping Mei &A%, another Shuibu-related work, see Wei
Shang, “The Making of the Everyday: Jin Ping Mei cibua and Encyclopedias for Daily Use,” in Dynastic Crisis and
Cultural Innovation: From the Late Ming to the Late Qing and Beyond, eds. David Der-wei Wang and idem.
(Cambridge, MA: Harvard University Asia Center, 2003), 85; Shang, “Fushi xiaoshuo de goucheng: Cong

Shuibu 2huan dao Jin Ping Mei cihua” AR RER: 1 ORFERY 8] (HARAEFZED |, Fudan xuebao:
Shebui kexne ban 15 EF . AL EHE IR 5 (2016): 55.

103 Feng Menglong, Yushi, 38.670; Feng Menglong, Stories Old and New, 38.679; 1 have adopted a more
literal translation of the phrase than that of the Yangs.

194 Yenna Wu, ed., The Lioness Roars: Shrew Stories from Late Imperial China (Ithaca, NY: East Asia
Program, Cornell University, 1995), 134.

105 Feng Menglong, Yushi, 38.670-71; Feng Menglong, Szories Old and New, 38.679.

106 Feng Menglong, Yushi, 38.671; Feng Menglong, Stories Old and New, 38.680; translation modified to
highlight the emotion.
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replying that: “Why do you have to be so angry” AT 2878 K217 Later, Rui Gui “took leave of
his father and sister and went to the city in great rage” & 7 X L 448, R DN,
where his employer similarly assuages his anger and asks him to rennai Z:#F (be patient).'™
After some serious inner struggles, nonetheless, Ren Gui’s “rage mount|ed] higher and
higher, until he was unable to contain the furious flame in his heart any longer” A& A8 A%,
3 38 K 3R TME” Then, he goes to his parents-in-law’s house and beheads his wife, her
whole family, and the adulterer so that he “finally gave vent to his anger” & @ & & T .

As noted above, the emotion both motivates and pervades Ren Gui’s revenge upon the
adulterous couple. More significantly, his rage and its consequent killing further initiate the
ensuing actions that enable the male protagonist to assume the havhan masculinity. Having
gorily slaughtered his wife’s family along with her lover, Ren Gui decides not to escape,

thinking to himself that: “T'o get caught fleeing from the scene is by no means a good

fellow’s deed. I’d be better off surrendering myself to the authorities” AL, 7~ AT

E, T4 #EF A Hence, he has modeled himself after the masculine model of haohan.

Indeed, his decision is acutely reminiscent of that of Wu Song in the Shuihu huan, the

107 Feng Menglong, Yushi, 38.671; Feng Menglong, Stories Old and New, 38.680; translation modified to
highlight the emotion.

108 Feng Menglong, Yushi, 38.671-72; Feng Menglong, Stories Old and New, 38.680; translation modified
to highlight the emotion.

109 Feng Menglong, Yushi, 38.672; Feng Menglong, Stories Old and New, 38.681; I have modified the
Yangs’ translation into a more literal one.

110 Feng Menglong, Yushi, 38.673; Feng Menglong, Stories Old and New, 38.682; again, 1 have adopted a
more literal translation than that of the Yangs to highlight the emotion of anger.

11 Feng Menglong, Yushi, 38.673; Feng Menglong, Stories Old and New, 38.682; 1 have adopted a more
literal rendition of the word haohan.
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archetypal baohan who similatly stays around after killing Pan Jinlian and Ximen Qing."

Apart from his self-aliocnment with the masculine model, other characters further confirm his
p g s

possession of the haohan masculinity from various perspectives. For instance, upon seeing

the decapitated heads, the neighbors exclaim that: “What a good fellow” A4FEF, and

thus, deem Ren Gui’s furious killing indicative of his masculine identity as haohan.'” After he

goes to prison, “Ren Gui won the general admiration and respect of everyone there for
being a good fellow” AL Z B4 5§, AR FAL Lastly, even the magistrate and
his officers adjudicating the case agree that “Ren Gui is a stalwart with a fiery disposition”
32 2 AR ZUME AT M All these references to the male protagonist as haohan consolidate his

affiliation with this masculine mode, but we should not forget that it is anger that ultimately
commences his resumption of the baohan masculinity.

In this section, I have demonstrated that anger dynamically interacts with both the
haohan and the xiaozi masculinities across a wide range of popular genres. Not only can the
emotion enable a male character to assume either of the masculine models, but may also

deprive him of both. Especially in the case of the haohan masculinity, moreover, its

112 For Wu Song’s decision in the Shuibu ghunan, see Wang Liqi £ %, ed., Shuibu quanzhuan jiaozhn 7%
# &% 423% (Shijiazhuang: Hebei jiaoyu chubanshe, 2008), 4: 27.1307; the base text of Wang Ligi’s extensively
annotated volume is a one-hundred chapter edition with the preface by Tiandu waichen K ARSI B . At the end
of the chapter prior to that on Wu Song’s killing, the narrator explicitly praises him as haoban; see Wang Liqj,
Qunanzhuan, 4: 26.1287. In the Jin Ping Mez, however, Wu Song hastily escapes after slaughtering Pan Jinlian; see

Liu Hui 2] and Wu Gan %3, Huiping huijiao Jin Ping Mei & &4 & #H, rev. ed (Hong Kong: Tiandi
tushu youxian gongsi, 2010), 5: 87.1842.

113 Feng Menglong, Yushi, 38.673; Feng Menglong, Stories Old and New, 38.683; translation modified to
highlight the word haoban.

114 Feng Menglong, Yushi, 38.675; Feng Menglong, Stories Old and New, 38.684; translation modified
for a literal rendition of hao nanzi.

115 Feng Menglong, Yushi, 38.675; Feng Menglong, Stories Old and New, 38.684; translation modified to
not only render haohan literally, but also harken back to the title of the story.
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interconnection with anger has further emerged from the different treatment of how two
good fellows join the Liangshan banditry in the two recension systems of the Shuibu Zhuan.

Correlating Anger with Haohan in Two Recension Systems of the Shuihu zhuan

In his Youmengying # % %5 (Faint Dream Shadows, 1681-97), the Qing dynasty writer Zhang
Chao & #] (fl. late seventeenth century) calls the Shuibu zhuan a nushn %% (a book fraught
with anger).""® Indeed, not only is the novel construed within critical discourse as “a work of
venting indignation” B Z Pk {]L, but also strewn with numerous plots fraught with

wrath.""” Two patticular episodes stand out for their extensive depiction of the characters’
anger, respectively revolving around how the military commander Qin Ming and Lu Junyi, a

yuanwai B I (supernumerary), join in with the Liangshan outlaws.'"® As previous scholarship

malkes abundantly clear, there exist both jianben ) 2 (the simpler recension) and fanben % A

(the full recension) of the Shuibu huan.'"” Significantly, each character’s fury, along with his

assumption of the havhan masculinity, has enjoyed differing degrees of attention within the

116 Zhang Chao 5K #, Youmengying # % %5, ann. Wang Feng E % (Beijing: Zhonghua shuju, 2008),
1.108. For the translation of the book title and an extensive study of the publication process of the book, see
Suyoung Son, Writing for Print: Publishing and the Making of Textual Authority in Late Imperial China (Cambridge,
MA: Harvard University Asia Center, 2018), 11, 27-54.

117 Shi Nai’an 7 /& and Luo Guanzhong % & W, Rongyutang ben Shuibu huan %322 K iF 1%
(Shanghai: Shanghai guji chubanshe, 1988), 2: 1488. For the translation of the sentence and how various critics
position the novel in relation to the fafen B tradition, see Ge, Ont of the Margins, 174-77.

18 T follow the translation of the term yuanwai B 5t in Charles O. Hucker, A Dictionary of Official Titles
in Imperial China (Stanford, CA: Stanford University Press, 1985), 597; for an alternative translation of the word
as “magnate,” see Sidney Shapiro, trans., Outlaws of the Marsh (Beijing: Foreign Languages Press, 1999), 4:
61.1849.

119 For a comprehensive overview of the jianben ) 4~ and the fanben % & recensions of the Shuibu
zhuan and the translation of both terms, see Plaks, The Four Masterworks, 280-302; for a brief summary, also see
Ge, Out of the Margins, 106-8; William C. Hedberg, The Japanese Discovery of Chinese Fiction: The Water Margin and
the Making of a National Canon New York: Columbia University Press, 2019), 197.
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two recension systems of the novel. Rather than enmeshing myself in the highly speculative
controversy over which recension precedes which, I will tease out the differences between
the two recensions in treating both characters’ anger and their relation to various masculine
models.

Let us begin by examining the case of Qin Ming in such jianben editions as the
Xinkan jingben quanxiang chazeng Tian Hu Wang Qing zhongyi Shuibu quanzhuan 7P| 7 A 4538
HEEELERKFALE (Full Story of the Loyal and Righteous Outlaws of the Marsh,
Newly Printed Edition from the Capital with the Additional Insertion on Tian Hu and Wang
Qing) and Yu Xiangdou’s & % -t (ca. 1560-ca. 1637) Shuibu hizhuan pinglin K3 E1%3F 4k
(Forest of Comments on the Water Margin).'” The narrator in these jianben editions
introduces Qin Ming as xingi 1 2 (having a rash temper), a recurrent phrase that
characterizes the commandet’s hasty disposition.'” Even more revealing of Qin Ming’s
irascible temper is his appellation “Pili huo” & & K (Thunderbolt Flame), since flame is a

typical conceptual metaphor for anger.'” Indeed, his outbursts of rage duly punctuate the
critical junctures during the bandits’ initial capture of him in the jianben editions. For

instance, Qin Ming’s wrath initially arises when he reads the report of the military official

120 T start with the jianben editions without assuming their precedence.

120Y. . Ma % %938, ed., Chazengben jianben Shuibu huan cunwen jijiao #5385 I 8 A K 1% B L 4HAL
(Hong Kong: Lingnan University Chinese Department, 2004), 1: 33/32.205; the first chapter number indicates
that in the Xinkan jingben chazeng Tian Hu Wang Qing hongyi Shuibu quanzhuan #F) 7% KAE¥ W 8 £ & &K
# 4&1%, while the second that in Yu Xiangdou’s & % F Shuibu shizhuan pinglin K% & 1% 3F4; Shapiro,
Outlaws, 2: 34.997; translation modified.

122Y. W. Ma, Chazgengben, 1: 33/32.205; Shapiro, Outlaws, 2: 34.997; translation modified to highlight
the flame imagery.
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Hua Rong’s rebellion, triggering Qin to attack the outlaws in the first place.'” After a while
of chasing, the commander “furiously leads his armies” RAAEF “rage filling his chest” £
i FE)IE."** Upon seeing Song Jiang and Hua Rong drinking together, Qin Ming feels “having

125

no way to vent the anger in his heart” & % b R When his armies are drowned, Qin

2

Ming’s “anger spurted to the heavens AR R so that he charges toward a small lane,

where he finally falls into a trap."® As the commentator suggests in the fanben edition
published by the Rongyutang, the constant rise of Qin Ming’s fury plays a pivotal role in the
success of the bandits’ scheme for capturing him.'”’

Compared to jianben, Qin Ming’s rage features greater intensity in all fanben editions
thanks to the increased occurrence of the word #z % and other expressions associated with
the emotion. Instead of merely emphasizing Qin Ming’s rash temper, the fanben narrators
have consistently amplified the commander’s characterization into xingge jizao VE# 2

(having a rash and irascible temper), and thus, incorporated his proclivity for anger into the

123Y. W. Ma, Chagengben, 1: 33/32.205; Shapiro, Outlaws, 2: 34.997.

124 Y. W. Ma, Chazgengben, 1: 33/32.206-7; no exactly cortesponding rendition due to the discrepancy

between the jianben editions and the base text of Shapiro’s translation, namely, Jin Shengtan’s & % £ truncated
edition.

125 Yu Xiangdou, Pinglin, in Guben xiaoshuo congkan di shi’er ji 3 F~1) 303 ) % + = 4%, eds. Liu Shide
%4 4%, Chan Hing-ho R B %, and Shi Changyu & &l (Beijing: Zhonghua shuju, 1991), 1: 32.321; Y. W.
Ma’s volume has omitted the passage from the Pinglin because there is no corresponding section extant in the
Chazengben; nor is there corresponding translation by Shapiro.

126 Yu Xiangdou, Pinglin, 1: 32.321; Shapiro, Outlaws, 2: 34.1003, 1005.

127 Chen Xizhong MR & 4%, Hou Zhongyi & % %, and Lu Yuchuan & £ )1, eds., Shuibu Zhuan
huipingben K F A% G 3F A (Beijing: Beijing daxue chubanshe, 1981), 1: 33.630.
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introductory descriptor.'” Furthermore, with the exception of Jin Shengtan’s & % # (1608-
1661) truncated edition, all major fanben editions include three additional verses that
repeatedly connect Qin Ming and his armies with either anger or the flame imagery.'” The

pertinent lines read that:

ZL B A2 K Banners resembled flaming fire.

L SR REY N Glaives and guisarmes were as dense as hemp."”’

& P4t B The red tassels in [Qin Ming’s| helmet resembled
tossing flames.

5548 Je AR AR [His] embroidered robe [seemed to have been] soaked
in chimpanzees’ blood.

KRR B AR R B When angtry, his eyes were round open.

P 4e & K His temper was like thunderbolt flame.

B R & A This tiger-like commander was Qin Ming."!

SEIR T by E The commander wielding the mace,"

R ALt dH &4 His anger arose like flash lightening.'”’

128 Wang Liqi, Quanzhuan, 5: 34.1529; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.486; for the
corresponding passage in the edition published by Yuan Wuya ¥ #JE, see Shi Nai’an, I.i Zhuowu piping zhongyi
shuibu quanzhnan 5= -5 et B & Ki#F 2 1% (Hefei: Huangshan shushe, 1991), 1: 34.418; for that in Jin
Shengtan’s early Qing edition, see Chen, Hou, and Lu, Shuibu huiping, 1: 33.626. In the Yuan Wuya edition, the
commentator further asserts the superiority of gao $& over w0 . Not only does the claim harken back to the
“Fafan” 4§ /U section of this edition, where the editor singles out zao 3 for collation, but may also hinge on

the resonance between the fire radical of g0 %& and the conceptual metaphor of flame for anger; for the
corresponding passage in the “Fanfan,” see Shi Nat’an, Li Zhuowu piping, 5.

129 Albeit truncated, Jin Shengtan’s edition still counts as one of the fanben editions; see Plaks, The Four
Masterworks, 292-93; Ge, Out of the Margins, 105. The verses are the same across the various fanben editions.

130 Wang Liqi, Quanzhuan, 5: 34.1530; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.486; Shi
Nai’an, L7 Zhuown piping, 1: 34.419.

131 Wang Liqi, Quanzhuan, 5: 34.1530; Shi Nai’an and Luo Guanzhong, Rongyntang, 1: 34.486; Shi
Nai’an, L7 Zhuown piping, 1: 34.419.

132 Qin Ming’s weapon is a mace.

133 Wang Liqi, Quanzhuan, 5: 34.1533; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.488; Shi
Nai’an, L7 Zhuown piping, 1: 34.420.
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Compared with flaming fire in the first two verses, the banners of Qin Ming’s armies and the
red tassels in his helmet hint at the commander’s bursting rage. More directly, the latter two
verses foreground anger as Qin Ming’s most prominent emotion by respectively highlighting
his furious staring and fighting momentum.

Besides the poetic elaboration upon the emotion, the prose sections in the fanben
editions have further augmented Qin Ming’s wrath as well. For instance, having mentioned
the commander’s anger with Hua Rong’s subversion, as in the jianben editions, the narrator
reiterates Qin Ming’s fury with the saying, “[his] anger originated in the heart, hatred arose
from the liver” &8 A2, Z@hEi% &  in both the Rongyutang edition and that with
Tiandu waichen’s X #f 55 B preface.” When the commander subsequently mounts his
horse and is about to attack the bandits, the fanben narrators portray him as either gifenfen R
FaFS (fraught with wrath) or nufenfen AR (fraught with rage).13 > Furthermore, during his
mindless pursuit of Hua Rong, the fanben editions pay close attention to Qin Ming’s

emotional states. Having chased Hua “in great fury” (dann X #&), Qin “became even more

angry in his heart” «& F #&# when his enemy deliberately avoids him."*® After the initial

134 Wang Liqi, Quanzhuan, 5: 34.1529; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.486; I have
adopted the translation of the saying in Roland Altenburger, “The Avenger’s Coldness: On the Emotional
Condition of Revenge as Represented in Pre-modern Chinese Fictional Narrative,” in Love, Hatred, and Other
Passions: Questions and Themes on Emotions in Chinese Civilization, eds. Paolo Santangelo and Donatella Guida
(Leiden: Brill, 2006), 363; the saying is missing from both Yuan Wuya’s and Jin Shengtan’s editions.

135 For gifenfen R, see Wang Liqi, Qnanzhuan, 5: 34.1529; Shi Nai’an and Luo Guanzhong,
Rongyntang, 1: 34.486. For nufenfen KA, see Shi Nai'an, Li Zhuown piping, 1: 34.418; Chen, Hou, and Lu,
Shuibn huiping, 1: 33.6206; for an alternative translation, see Shapiro, Outlaws, 2: 34.997.

136 Wang Liqi, Quanzhuan, 5: 34.1533; Shi Nai’an and Luo Guanzhong, Rongyntang, 1: 34.488; Shi

Nai’an, Li Zhuown piping, 1: 34.421; Chen, Hou, and L, Shuibu buiping, 1: 33.628; Shapiro, Outlaws, 2: 34.1001;
translation modified.
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setback of his armies, “flames arose in [Qin Ming’s] heart” & 38 KAZ in most fanben
editions.”” Without resorting to the flame metaphor, Jin Shengtan’s edition more
straightforwardly points out that “Qin Ming was extremely angry” 7 B %4%." Faced with
Hua Rong’s constant provocation, the commander is so infuriated that he “couldn’t help
grinding his teeth almost to powder” TRAF A T & AR A5 T, “his anger spurting to the
heavens” #& R % X" Even before seeing Song Jiang, Qin Ming has already “lost all control
of his temper” ¥ & in the fanben editions, where the commander gets “even madder
with rage” Z BAAR#& after Hua Rong laughingly dismisses him."* When seeing his troops
drowning, Qin Ming eventually becomes so furious that his “brain was bursting with rage”
ARG P AR A2 T ' Moreover, Jin Shengtan has gone so far as to repeat almost each and

every occurrence of the word ## in the commentaries on his truncated edition, and thus,
further enhanced the intensity of Qin Ming’s anger.'* Significantly, it is only in the fanben

editions that the commander’s furious responses receive such extensive treatment.

157 Wang Liqi, Qunanzhuan, 5: 34.1534; Shi Nai’an and Luo Guanzhong, Rongyntang, 1: 34.488; Shi
Nai’an, L7 Zhuown piping, 1: 34.421.

138 Chen, Hou, and Lu, Shuibu huiping, 1: 33.628; Shapiro, Outlaws, 2: 34.1001; translation modified to
heighten the intensity of Qin Ming’s rage.

139 Wang Liqi, Quanzhuan, 5: 34.1534; Shi Nai’an and Luo Guanzhong, Ronyutang, 1: 34.489; Shi
Nai’an, Li Zhuown piping, 1: 34.421-22; Chen, Hou, and Lu, Shuibu buiping, 1: 33.629; Shapiro, Outlaws, 2:
34.1003.

140 Wang Liqi, Quanzhuan, 5: 34.1535-36; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.489-90; Shi
Nai’an, Li Zhuown piping, 1: 34.422; Chen, Hou, and Lu, Shuibu huiping, 1: 33.630; Shapiro, Outlaws, 2: 34.1005.

141 Shi Nai’an, Li Zhuown piping, 1: 34.423; Chen, Hou, and Lu, Shuibu huiping, 1: 33.631; Shapiro,
Outlaws, 2: 34.1005. both the Tiandu waichen and the Rongyutang editions reiterate nugi chongtian %R K

befote the phrase naomen fensui Ha T2, see Wang Liqi, Quanzhuan, 5: 34.1536; Shi Nai’an and Luo
Guanzhong, Rongyutang, 1: 34.490.

142 Chen, Hou, and Lu, Shuibu huiping, 1: 33.628-31.
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We see something similar in the case of Lu Junyi. On his way to Mount Tai, Lu first
encounters Li Kui, who in turn intercepts and provokes the supernumerary.'” Then follows

Lu Zhishen, who extends the outlaw leaders’ invitation to the magnate to join the Liangshan

banditry."** Only the narrators of the fanben editions notice that Lu Junyi becomes jiaozao 2
2 (vexed and annoyed) upon hearing the invitation.'"*® When he later sees his servants
bound up, Lu Junyi’s “heart burst into flames” 3 4= K J& in both recension systems, but the

fanben editions alone note that “rage engulfed him like smoke” & AAHE A .1 Still it is only in
the fanben editions that Lu Junyi, upon seeing Song Jiang and his entourage, “grew even more
angry and cursed them by name” E R & LT AKX, 455" %." In reply, “Wu Yong
tried to soothe him, saying, ‘Brother, please still your anger.” % B #yid: [ L& HIA &

# ] M Compared to the jianben editions, the fanben ones have highlighted Lu Junyi’s rage to

143 Yu Xiangdou, Pinglin, 2: 49.601; Wang Liqi, Quanzhuan, 7: 61.2407; Shi Nai’an and Luo
Guanzhong, Rongyutang, 2: 61.909; Shi Nai’an, Li Zbuown piping, 2: 61.768; Chen, Hou, and Lu, Shuihu huiping, 1:
60.1114; Shapiro, Outlaws, 4: 61.1863.

14 Yu Xiangdou, Pinglin, 2: 49.601; Wang Liqi, Quanzghuan, 7: 61.2407; Shi Nai’an and Luo
Guanzhong, Rongyutang, 2: 61.909; Shi Nai’an, Li Zbuown piping, 2: 61.768; Chen, Hou, and Lu, Shuibu huiping, 1:
60.1114; Shapiro, Outlaws, 4: 61.1865; both the Yuan Wuya and the Jin Shengtan editions specify that the
invitation comes from Wu Yong.

145 Wang Liqi, Quanzhuan, 7: 61.2407; Shi Nai’an and Luo Guanzhong, Rongyutang, 2: 61.909; Shi
Nai’an, Li Zhuown piping, 2: 61.768; Chen, Hou, and Lu, Shuibu huiping, 1: 60.1115; Shapiro, Outlaws, 4: 61.1865;
translation modified. The Rongyutang, Yuan Wuya, and Jin Shengtan editions all opt for w0 ¥ instead of zuo
# to depict Lu Junyi’s annoyance.

146 Yu Xiangdou, Pinglin, 13.49.602; Wang Liqi, Quanzhuan, 7: 61.2409; Shi Nai’an and Luo
Guanzhong, Rongyutang, 2: 61.910; Shi Nai’an, Li Zbuown piping, 2: 61.769; Chen, Hou, and Lu, Shuihu huiping, 1:
60.1116; Shapiro, Outlaws, 4: 61.1867; more exactly, Jin Shengtan’s edition has bili yansheng 542 }& & instead.

147 Wang Liqi, Quanzhuan, 7: 61.2410; Shi Nai’an and Luo Guanzhong, Rongyutang, 2: 61.911; Shi
Nai’an, Li Zhuown piping, 2: 61.769; Chen, Hou, and Lu, Shuibu huiping, 1: 60.1116; Shapiro, Outlaws, 4: 61.1869.

148 Wang Liqi, Quanzhuan, 7: 61.2410; Shi Nai’an and Luo Guanzhong, Rongyutang, 2: 61.911; Shi
Nai’an, Li Zhuown piping, 2: 61.769; Chen, Hou, and Lu, Shuibu huiping, 1: 60.1116; Shapiro, Outlaws, 4: 61.1869;
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a greater extent through both the narrator’s much more extensive references to, and another
character’s further confirmation of, the magnate’s furious responses.

Not only are the jianben and the fanben editions dissimilar in terms of the vehemence
of Qin Ming and Lu Junyi’s anger, but there also exist notable differences between the two
recension systems in terms of the portrayal of their masculinities. More precisely, the fanben
editions have more clearly specified the masculine identities and brought their changes into
sharper relief. Take Qin Ming, for example. Initially when the commander is leaving his base
for the bandits’ stronghold, his superior in fanben exclaims over Qin Ming’s “unrivaled

heroicness” 4 # Eb." The fanben editions have explicitly ascribed the masculine model of

_yingxiong to the commander, whereas such ascription is totally absent from the jianben
editions. When it comes to designating the haohan masculinity, the jianben editions do not
seem to drastically differ from their fanben counterparts at first glance. After the outlaws
capture Qin Ming, they bring the commander in front of the bandit leaders, to whom the

narrator refers as “five stalwarts” ZAZ4F % in both recension systems."’ Without knowing

who Song Jiang is, Qin Ming, however, singles him out and calls him Aaoban.””" Although Qin

Ming later declines to join them, the bandit leaders still hold a banquet for the commander,

translation modified. For an observation of the dialogue-heavy feature of the fanben editions, see Ge, Out of the
Margins, 231.

149 Wang Liqi, Quanzhuan, 5: 34.1530; Shi Nai’an and Luo Guanzhong, Rongyntang, 1: 34.486; Shi
Nai’an, Li Zhuown piping, 1: 34.419; Chen, Hou, and Lu, Shuibu buiping, 1: 33.627; Shapiro, Outlaws, 2: 34.997.

150 Yu Xiangdou, Pinglin, 1: 32.322; Wang Liqi, Quanzhunan, 5: 34.1537; Shi Nai’an and Luo
Guanzhong, Rongyutang, 1: 34.490; Shi Nai’an, Li Zbuown piping, 1: 34.423; Chen, Hou, and Lu, Shuihu huiping, 1:
33.631; Shapiro, Outlaws, 2: 34.1007; translation modified.

151 Yu Xiangdou, Pinglin, 1: 32.322; Wang Liqi, Quanzhuan, 5: 34.1537; Shi Nai’an and Luo

Guanzhong, Rongyutang, 1: 34.491; Shi Nai’an, Li Zbuown piping, 1: 34.423; Chen, Hou, and Lu, Shuihu huiping, 1:
33.632; Shapiro, Outlaws, 2: 34.1007; translation modified.
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during which the narrator in both the jianben and the fanben editions designates them again as
“five stalwarts.”"* So far, both recension systems have duly noted the outlaws’ haohan
masculinity, and by extension, suggested Qin Ming’s exclusion from this masculine model. In
the section after the commander wakes up the next day, the fanben editions continue
referring to the bandit leaders as haohan, but this masculinity designation entirely fades out of

the jianben editions. For instance, it is ghong haohan BFF % (a flock of stalwarts) that try to

persuade Qin Ming to stay for breakfast in fanben."> Then, the commander returns to his
base, but only finds that someone has posed as him and assaulted there earlier."™ As a result,

155

his superior has executed all his family members.”” Qin Ming has no choice but to “let his

horse wander back along the road on which he had come” 4t % 8 & ¥4 where he meets
midway the bandit leaders, or to use the exact words from the fanben editions, “the five
stalwarts” ZABLF £ . The word haokan does not stop recurring to designate the bandit

leaders’ masculine identity until they invite Qin Ming back to their stronghold."” Finally, the

152 Yu Xiangdou, Pinglin, 1: 32.323; Wang Liqi, Quanzhuan, 5: 34.1539; Shi Nai’an and Luo
Guanzhong, Rongyutang, 1: 34.491; Shi Nai’an, Li Zbuown piping, 1: 34.424; Chen, Hou, and Lu, Shuihu huiping, 1:
33.633; Shapiro, Outlaws, 2: 34.1009; translation modified.

153 Wang Liqi, Quanzhuan, 5: 34.1539; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.492; Shi
Nai’an, Li Zhuown piping, 1: 34.424; Chen, Hou, and Lu, Shuibu huiping, 1: 33.633; Shapiro has glossed over the
word haoban; see Shapiro, Ontlaws, 2: 34.1011.

154 Wang Liqi, Quanzhuan, 5: 34.1540; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.492; Shi
Nai’an, Li Zhuown piping, 1: 34.425; Chen, Hou, and Lu, Shuibu huiping, 1: 33.634; Shapiro, Outlaws, 2: 34.1011.

155 Wang Liqi, Quanzhuan, 5: 34.1540; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.492; Shi
Nai’an, Li Zhuown piping, 1: 34.425; Chen, Hou, and Lu, Shuibu huiping, 1: 33.634; Shapiro, Outlaws, 2: 34.1011.

156 Wang Liqi, Quanzhuan, 5: 34.1541; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.493; Shi
Nai’an, Li Zhuown piping, 1: 34.426; Chen, Hou, and L, Shuibu buiping, 1: 33.635; Shapiro, Outlaws, 2: 34.1013;
translation modified.

157 Wang Liqi, Quanzhuan, 5: 34.1541; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.493; Shi
Nai’an, Li Zhuown piping, 1: 34.426; Chen, Hou, and L, Shuibu buiping, 1: 33.635; Shapiro, Outlaws, 2: 34.1013;
translation modified.

131



commander agrees to join the banditry and offers to persuade his subordinate Huang Xin to
do so as well."”® Upon meeting Huang, Qin Ming notably praises Song Jiang for
“befriend[ing] every good fellow under Heaven” &3 X T 47 /%, inadvertently implying
himself as one of the recognized haokan."® Despite similatly applying the designation to the
bandit leaders, the jianben editions, however, have in no way emphasized their baohan
masculinity to the extent as the fanben ones do. The extensive references of the fanben
editions to this masculine model, along with their initial specification of Qin Ming as a
_yingxiong, have distinctly delineated the transformation of the commander’s masculinity.
This observation is equally applicable to the differing depictions of Lu Junyi’s
masculinities between the two recension systems. To start with, there is only one reference
to Lu’s understanding of manhood in the jianben editions. When an inn owner warns him

about the Liangshan outlaws, Lu Junyi, in response, writes in a banner that: “[I] have set my

mind on catching the bandits; only then [will I] demonstrate my ambition as 2 man” —& R

BARIBA, AREE T R F LE Thus, Lu Junyi deems the apprehension of Liangshan
bandits to be affirmative of his manhood. Similarly containing this moment, the fanben
editions clearly portray him as aspiring for the official endorsement of his accordance with

the orthodox masculine ideal. When a retainer tries to dissuade him from going to Mount

Tai prior to the magnate’s departure, Lu Junyi retorts that: “In fact I'll go and nab [the oafs

158 Wang Liqi, Quanzhuan, 5: 34.1542-43; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.494; Shi
Nai’an, Li Zhuown piping, 1: 34.427; Chen, Hou, and Lu, Shuibu huiping, 1: 33.637; Shapiro, Outlaws, 2: 34.1015.

159 Wang Liqi, Quanzhuan, 5: 34.1543; Shi Nai’an and Luo Guanzhong, Rongyutang, 1: 34.494; Shi
Nai’an, Li Zhuown piping, 1: 34.427; Chen, Hou, and Lu, Shuibu huiping, 1: 33.637; Shapiro, Outlaws, 2: 34.1017.

160 Yu Xiangdou, Pinglin, 2: 49.600; Wang Liqi, Quanzhuan, 7: 61.2404; Shi Nai’an and Luo
Guanzhong, Rongyutang, 2: 61.908; Shi Nai’an, Li Zbuown piping, 2: 61.768. Jin Shengtan’s edition contains a
different line so that Shapiro has not provided a corresponding translation of the line above.
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in Liangshan Marshes]. My prowess with weapons will show those under Heaven what a real
man is like” JU B L4 igth, B AT E m A&, BGARXT, CHEBEEF AL
% ' Here, the magnate’s manhood hinges upon not only his capturing of the outlaws, but

also the acknowledgement of “those under Heaven.” Nonetheless, it turns out that what Lu

Junyi seeks in particular is the official recognition, since he later claims that: “I’ll deliver [the

bandits’] chief to the capital and claim the reward. That will satisfy my wish of a lifetime” &

qny

BB LR, AATH, B EKFAEZM? Accordingly, the imperial authorities’
potential appreciation motivates him to catch the outlaws, and thus, decides whether he will
establish his manhood, at least in his perception. Considering its entailment of orthodox
sanction, this manhood implicitly connotes the masculine model of yingxiong.'” Indeed, a
bandit has applied precisely this designation of masculinity to Lu Junyi later.'"!

Along with Lu’s heightened ambition in the fanben editions is the persistent
specification of the bandits’ haohan masculinity, whereas the jianben editions make no use of
this designation when referring to their masculine identity. When Li Kui initially intercepts

Lu Junyi, for instance, the narrator describes the outlaw’s way of appearing as “out leaped a

161 Wang Liqi, Quanzhuan, 7: 61.2400; Shi Nai’an and Luo Guanzhong, Rongyutang, 2: 61.906; Shi
Nai’an, Li Zhuown piping, 2: 61.764; Chen, Hou, and L, Shuibu huiping, 1: 60.1110; Shapiro, Outlaws, 4: 61.1857.

162 Wang Liqi, Quanzhuan, 7: 61.2405; Shi Nai’an and Luo Guanzhong, Rongyutang, 2: 61.908; Shi
Nai’an, Li Zhuown piping, 2: 61.767; Chen, Hou, and L, Shuibu huiping, 1: 60.1113; Shapiro, Outlaws, 4: 61.1863.

163 For the importance of “political ambitions as well as a desire to be ‘real men””
masculinity, see Louie, Theorising Chinese Masculinity, 79.

to the yingxiong

164 Yu Xiangdou, Pinglin, 13.61.605; Wang Liqi, Quanzhuan, 7: 61.2413; Shi Nai’an and Luo
Guanzhong, Rongyutang, 2: 61.913; Shi Nai’an, Li Zbuown piping, 2: 61.771; Chen, Hou, and Lu, Shuihu huiping, 1:
60.1119; Shapiro, Outlaws, 4: 61.1871; Shapiro understands the word yingxiong as the bandit’s self-reference, with
which I disagree.
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good fellow” £33k i — Z4F £ ' Tu Junyi then fights with another bandit, to whom the

narrator of the fanben editions again refers as haohan.'*® Last come the two bandits named
Zhu Tong and Lei Heng, both of whom the fanben narrators consistently use baohan to
describe.'”” Thus, it is much more explicit in fanben that the bandits are haohan, and that it is
this masculine identity that Lu Junyi is about to assume after shedding his aspiration for the
_yingxiong masculinity. Compared to those in the jianben editions, the episodes on Qin Ming
and Lu Junyi in fanben have both augmented the intensity of the two characters’ anger, while
more clearly delineating their initial exclusion from and eventual assumption of the haohan
masculinity. In other words, the vehemence of the emotion positively correlates with the
distinctness of the change to both characters” masculinities. The analysis above has shown
that the angrier Qin Ming and Lu Junyi are, the clearer the transformation of their
masculinities is, and vice versa.

Concluding Remarks

Across a gamut of popular genres, ¢7 and its emotional manifestation via anger have shaped a
character’s masculinities in a variety of ways. A series of paradoxical relations emerges from
the analysis above. Albeit conducive to his masculine identity as a_yingxzong, a man’s proclivity
for g7 also has the potential for undercutting his life, and by extension, his masculinity

according to the pertinent sangu. Similarly, anger has both facilitated and hindered male

165 Wang Liqi, Quanzhuan, 7: 61.2406; Shi Nai’an and Luo Guanzhong, Rongyutang, 2: 61.909; Shi
Nai’an, Li Zhuown piping, 2: 61.767; Chen, Hou, and Lu, Shuibu huiping, 1: 60.1114; Shapiro, Outlaws, 4: 61.1863;
translation modified.

166 Wang Liqi, Quanzhuan, 7: 61.2408; Shi Nai’an and Luo Guanzhong, Rongyutang, 2: 61.910; Shi
Nai’an, Li Zhuown piping, 2: 61.768; the word haohan here is absent from Jin Shengtan’s edition.

167 Wang Liqi, Quanzhuan, 7: 61.2409; Shi Nai’an and Luo Guanzhong, Rongyutang, 2: 61.910-11; Shi
Nai’an, Li Zhuown piping, 2: 61.769; Chen, Hou, and Lu, Shuibu huiping, 1: 60.1116; Shapiro, Ontlaws, 4: 61.1867;
Shapiro has not rendered the word haoban.

134



characters’ attainment of the xzz03/ masculinity, as the respective cases of Lu Zhishen and
Ren Gui show. A last paradox arises from the impact of anger upon the baohan masculinity.
The textual differences between the jianben and the fanben editions of the Shuzhu huan point
to the correlation between the masculine model and the emotion. As Zhu Youdun conceives
in his g/ plays, not only can anger divest a man of the masculine identity as a haohan, but

also contribute to his assumption of this masculinity.
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Chapter Five

Sex, Silence, and Sickness: Re-Diagnosing Women’s Anger in the Jin Ping Mei
The discourse of the four obsessions occupies a prominent place in the two major
recensions of the sixteenth-century novel Jin Ping Mei & 3 A% (The Plum in the Golden
Vase; hereafter JPM)." Specifically, four corresponding lyrics to the obsessions immediately
precede the novel proper in the Xinke Jin Ping Mei cibua #7 %) & #4578 3& (The Plum in the
Golden Vase Chantefable Newly Carved; hereafter the cihua recension).” In the Xinke
xiuxciang piping Jin Ping Mei #7 %] 5818 #L3F 2 #14% (The Plum in the Golden Vase with
Illustrations and Commentaries Newly Carved; hereafter the Chongzhen recension), on the
other hand, an extended exposition of the four obsessions opens the novel as part of its

main body.” At first appearance, both recensions seem to have gendered the discourse by

1 For the claim of the discourse on the four obsessions as “a major framework of meaning” for the
four masterworks of the Ming dynasty, including the Jin Ping Mei 4 #A%; see Andrew Plaks, The Four
Masterworfks of the Ming Novel: Ssu ta ch’i-shu (Princeton, NJ: Princeton University Press, 1987), 154. For the
observation of [in Ping Mei as “the first full-length novel to focus on the intricate relationships among these
four obsessions as well as their direct consequences,” see Martin W. Huang, Desire and Fictional Narrative in Late
Imperial China (Cambridge, MA: Harvard University Asia Center, 2001), 104. For two monographs organized
around the four obsessions, see Chen Baowen BRA& I, Jin Se Cai Qi Jin Ping Mei B &84 R &A% (Taipei:
Lianhe baike dianzi chuban youxian gongsi, 2016); Chen Weizhao BR 4288, Gudian mingzhu Zhong de jin se cai qi
L F 698 &3 R (Guangzhou: Huacheng chubanshe, 1992). For general overviews of the textual
systems of the work, see Xiaofei Tian, “A Preliminary Comparison of the Two Recensions of Jinpingmer,”
Harvard Journal of Asiatic Studies 62.2. (2002): 347; Wang Rumei E Z#, Wang Rumei jiedn Jin Ping Mei %A %
K & AHE (Changchun: Shidai wenyi chubanshe, 2014), 143.

2 Lanling Xiaoxiao sheng B Bk £ % 4, Mengmeiguan jiaoben Jin Ping Mei cibna 5 M B A A& HAG 7336,
3t ed (Taipei: Liren shuju, 2009), 1: 2; David Tod Roy, trans., The Plum in the Golden V ase, or Chin P’ing Mei
(Princeton, NJ: Princeton University Press, 1993-2013), 1: 10-11; I will consistently convert the Wade-Giles
spellings in Roy’s translation into pinyin. For introductions to the cihua 383 edition of Jin Ping Mei, see P. D.
Hanan, “The Text of the Chin P’ing Mei,” Asia Majorn. s. 9.1 (1962): 2-5; Plaks, The Four Masterworks, 65-67;
Wang Rumei, Wang Rumei jiedn, 150-51. For a note on the prominence of the four-obsession discourse in the
cihua recension, see Stephen J. Roddy, Lizerati 1dentity and Its Fictional Representations in Late Imperial China
(Stanford, CA: Stanford University Press, 1998), 286.

3 Liu Hui 21# and Wu Gan R 3K, eds., Huiping huijiao Jin Ping Mei & F &4 & #H, rev. ed. (Hong
Kong: Tiandi tushu youxian gongsi, 2010), 1: 1.56-59. This edition is based on Zhang Zhupo’s k4T3 (1670-
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ascribing the four obsessions to a male subject. Apart from implying a male subject in the

prefatory lyric on the obsession with se &, (lust), the narrator of the cihua recension begins
the novel proper by associating ¢/ # with Xiang Yu 8 H (232 BC-202 BC), paragon of this
obsession.* Xiang Yu in turn calls Liu Bang £]#R (256 BC-195 BC) jiu se hijun B & Z % (a

ruler addicted to wine and women), and thus, attributes two obsessions to the first emperor
of the Han Dynasty (202 BC-220) at one stroke.” As for the remaining obsession with

avarice, the narrator refers to another man who “squandered wealth enough to splash against

the sky” & 7 # X% & %, namely, the male protagonist Ximen Qing.’ The Chongzhen

1689) early Qing edition that largely resembles the Chongzhen recension; for introductions to the Zhang
Zhupo edition and its relation to the Chongzhen recension, see Wang Rumei, Wang Rumei jiedn, 143-48; Hanan,
“The Text,” 10-11; Plaks, The Four Masterworks, 65; David L. Rolston, “Introduction: Chang Chu-p’o and His
‘Chin P'ing Mei tu-fa> (How to Read the Chin Ping Mei),” in How to Read the Chinese Novel, ed. idem. (Princeton,
NJ: Princeton University Press, 1990), 201; Xiaofei Tian, “A Preliminary Comparison,” 347. The following
discussion mainly refers to this modern edition because of its collection and collation of extensive
commentaries. Whenever there are significant textual differences between the ¢ibua and the Chongzhen
recensions, I will resort to the collation notes in the third volume of Qin Xiurong ABRE, ed, Jin Ping Mei:
Huiping huijiao ben &AM : G 3F A A (Beijing: Zhonghua shuju, 1998). If T do not list Qin Xiurong’s
version in the following notes, it means either there is no significant difference between the two recensions, or
the relevant passages are absent from the cbua recension. See the various explanations for why the Chongzhen
recension changes the beginning of the cibua recension in Hanan, “The Text,” 34-35. For observations on the
greater prominence of the four obsessions in the Chongzhen recension, see Plaks, The Four Masterworks, 77,
154. Although I will consistently discuss the chua before the Chongzhen recension below, I do not imply the
former’s precedence over the latter. There has still been no consensus regarding which of the two earliest
recensions appeared first. For contentions for the ¢bua recension as the earlier one; see Hanan, “The Text,” 33;
Wei Shang ] 1%, “Fushi xiaoshuo de goucheng: Cong Shuibu ghuan dao Jin Ping Mei cibua” # X/ 1N 3069 M &«
B RZFAERY B (&HRMEFAEED | Fudan xucbao: Shehui kexue ban 1. B 3. AR 5 (2016): 33; for
reservations about the precedence of the whua over the Chongzhen recension, see Plaks, The Four Masterworkes,
0606; Xiaofei Tian, “A Preliminary Comparison,” 350.

4 Qin Xiurong, Jin Ping Mei, 3: 1.1526-27; Roy, The Plum, 1: 1.12-13. For Xiang Yu "B H as the paragon
of the obsession with ¢/, see Cheng Pei-kai ${3& 3, “Jiu se cai qi yu Jin Ping Mei cibua de kaitou — Jianping Jin
Ping Mei yanjiu de suoyin pai” /B & & R S2& #AG 7335 69 B 38- 538 &AM AT 50 09 R ISR, Zhongwai wenxue
W IR L F 12,4 (1983): 64; for some sangn #L# that use Xiang Yu as the prototype for the obsession with ¢,
see Zhou Yubo J& £ and Chen Shulu 'R F 4k, eds., Mingdai minge ji AR K3 & (Nanjing: Nanjing shifan
daxue chubanshe, 2009), 8. I will discuss this obsession in the following section below.

5 Qin Xiurong, Jin Ping Mez, 3: 1.1527; Roy, The Plum, 1: 1.13.

¢ Qin Xiurong, Jin Ping Mez, 3: 1.1528; Roy, The Plum, 1: 1.16.
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recension seems to have even more explicitly gendered the subject of its opening discourse

on the four obsessions as male. When elaborating upon the obsessions with lust and avarice,
the narrator in this recension mentions ¢izi % (the wife and children) of the subject in

question and contrasts him with a series of male exemplars who refrain from sexual desire.’

As he further discourses about the obsession with ¢/, the narrator again implies the
discursive subject as male by referring to his ginn F% (the wife and children) and listing

Xiang Yu as the embodiment of the obsession.® Hence, both recensions of JPM appear to
have explicitly attributed the four obsessions to men, a gendered attribution that is in fact so
entrenched that it impinges upon the current scholarship on the novel. One case in point is
Martin W. Huang’s otherwise insightful analysis of the four-obsession discourse, in which he
exclusively focuses on Ximen Qing’s obsessions without considering whether his analysis
applies to the far greater number of female characters in the novel.” However, I will contend
that ¢7 has figured in both recensions as a prominent obsession of women as well. I will
further use an episode that centers on a divining session for Ximen Qing’s three wives to
demonstrate how the novel highlights women’s anger, arguably the paramount emotional

instantiation of the proclivity for ¢2.'

7 These male exemplars include Zhan Huo J& ¥, more commonly known as Hui from Liuxia, the

man of the Lu state, that is, Master Yan Shu, and lastly, Guan Yu B 33 (?-220); see Liu Hui and Wu Gan,
Huiping huijiao, 1: 1.56-57; absent from the ¢ibua recension.

8 Liu Hui and Wu Gan, Huiping huijiao, 1: 1.57-58; absent from the cibua recension.

° Huang, Desire and Fictional Narrative, 103-7. Chen Baowen’s recent study amounts to a corrective to
this gendered oversight; see, particularly, Chen Baowen, Jix se cai qi, 232-78.

10 This obsession is so easily confused with anger that Huang rightly reminds us of the wider semantic
scope of ¢/ than that of the emotion; see Huang, Desire and Fictional Narrative, 104.
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After foregrounding women’s anger in the JPM through the first section, I will
proceed to advance a threefold argument. I will begin by exploring the ways in which female
characters in the novel cope with the emotion and the factors that give rise to these varied
ways. In particular, Li Ping’er, Ximen Qing’s sixth and favorite wife, starkly contrasts with
his fifth wife Pan Jinlian in terms of how they regulate their anger. More precisely, silent
fuming stands out as the primary approach that Li Ping’er adopts to contain her vexation,
whereas Pan Jinlian constantly resorts to verbal and physical violence in order to vent her
fury. Despite their drastic differences, the two women’s varied approaches to anger both
correlate with the underlying factors of sexual fulfillment and frustration. Furthermore, I will
examine the various strands of discourse that revolve around Li Ping’er’s anger, and how the
emotion relates to her deadly illness accordingly. Not only has the concubine’s anger
received prognostic remarks, but also been subject to a range of diagnostic discourses from
such characters as authoritative physicians, dubious charlatans, the nursemaid of Li Ping’et’s
son, and the male protagonist.'' Measuring these discursive strands against each other reveals
both the prominent role that anger plays in Li Ping’er’s death and the glaring absence of the
emotion from certain characters’ understanding of her fatal sickness. Since the JPM devotes
considerable narrative energy to portraying its characters’ pathological symptoms by
appropriating a large number of medical terms, previous scholarship has duly paid attention

to the relation between the novel and its contemporary medical discourse. So far, a reflective

11 For discussion of the “pluralistic perspectives on the cause of illness” in the novel, see Chen Hsiu-
fen IR %, “Between Passion and Repression: Medical Views of Demon Dreams, Demonic Fetuses, and
Female Sexual Madness in Late Imperial China,” Late Inmperial China 32.1 (2011): 71; Christopher Cullen,
“Patients and Healers in Late Imperial China: Evidence from the Jinpingmei,” History of Science xxxi (1993): 106;
Laurence G. Thompson, “Medicine and Religion in Late Ming China,” Journal of Chinese Religions 18.1 (1990): 58;
Andrew Schonebaum, Nove/ Medicine: Healing, Literature, and Popular Knowledge in Early Modern China (Seattle:
University of Washington Press, 2016), 149.
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mode of reading has prevailed, relegating the JPM to the secondary position as a mere echo
of the medical corpora. For example, Christopher Cullen explicitly advocates the reflective
tenor by holding that: “The author’s medical pluralism reflects what we already know about
pre-modern Chinese society.”"* In his more recent assessment of the novel, Andrew
Schonebaum claims the depiction of Li Ping’er’s illness to be “more in line with an inclusive,
robust medical diagnosis than with a metaphor or simple literary device.”" In the last section
of this chapter, however, I will reposition the JPM with regard to its contemporary medical
discourse by seizing on the intimate intertwinement between anger, sex, and sickness in both
cases of Li Ping’er and Pan Jinlian. Instead, I will argue that the novel has issued powerful
critiques of the medical discourse rather than only mirror it.

Re-Gendering Qi Re-Gendering Anger

Considering that it readily associates ¢7 with men in its opening discourse, the JPM seems to
resemble certain deliverance plays and sangu in view of their shared gendering of the
obsession as masculine. As the previous chapters make clear, neither are the female delivered
associated with the obsession in deliverance plays at all; nor have song poems or suites
devoted considerable attention to women’s ¢i.'* However, as the four-obsession discourse in

both recensions of the novel unfolds, the narrator has in fact ascribed the propensity for g/

12 Cullen, “Patients and Healers,” 1006.

13 Schonebaum, Nove/ Medicine, 149.

14 For instance, see the implicitly gendered male subject in the sangu ## listed in Cheng Pei-kai, “Jiu
se cai qi,” 46-49; see also Zhou Yubo and Chen Shulu, Mingdai minge, 8. It is noteworthy that such gendering is
in no way pronounced in some Quanzhen masters’ pertinent writings; see, for instance, Wang Zhe £ i,
Chongyang guanzhen ji Z 5 % B3, in Zhonghua daozang ¥ 318 38, ed. Zhang Jiyu 7k 4 & (Beijing: Huaxia
chubanshe, 2004), 26: 1.280, 8.319.
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to women as well, and thus, belied the discursive gendering in the beginning.” In the chua
recension, for instance, the narrator mentions the jealousy of Liu Bang’s main wife Empress
Li.'" And jealousy is precisely a preeminent facet of the obsession.'” In the Chongzhen
recension, ¢7 has especially figured as, among other things, the force that sustains one’s
tivalry with others."® Hence, when he mentions those in the novel who “compete for favors

and have a desire to excel, while seeking adultery and being seductive” B #E 5%, @ % &

14, the narrator not only implies these characters to be female, but also attributes the

proclivity for g/ to women. Indeed, a cluster of female characters ranging from Ximen Qing’s
wives, through his maids, to prostitutes, have vividly fleshed out women’s engagement with
this obsession. In this sense, the JPM has made a pioneering breakthrough within the
discourse on the four obsessions by highlighting women’s ¢i.

In view of the outstanding role that the emotion plays in instantiating ¢z, it is hardly
surprising that the novel has, by extension, paid considerable attention to women’s anger. To
corroborate this point, the divining session toward the end of Chapter 46 serves as a good
illustration. Having sent an abbess away together, Ximen Qing’s main wife Wu Yueniang, his

third wife Meng Yulou, and Li Ping’er spots an old woman at the gate and invites her into

15 For a more general observation of the incongruence between the four-obsession discourse at the
start of the Chongzhen recension and the main body of the novel, see Huang Yi % #&, “Cong Sitanci yu
zhengwen de maodun kan Jin Ping Mei zhong de shidai yishi” #& (@& 33) SHELFEA (LME) F
B AKX B3, Hebei shifan dascue xnebao FALER S K F 83 243 (2001): 98. This article has not considered the
gendered implication of the discourse.

16 Qin Xiurong, Jin Ping Mez, 3: 1.1527; Roy, The Plum, 1: 1.14.

17 Generally, g/ connotes “intolerance, pride, jealousy, and the need to feel superior to others;” see
Huang, Desire and Fictional Narrative, 104-5.

18 Liu Hui and Wu Gan, Huiping huijiao, 1: 1.56; absent from the ¢bua recension.

19 Liu Hui and Wu Gan, Huiping huijiao, 1: 1.58; absent from the cbua recension.
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the house to tell their fortune through tortoise oracles.”’ As the eatly-Qing commentator
Zhang Zhupo T&EATH (1670-1698) remarks, this episode is reminiscent of another divining

session that the Daoist priest Immortal Wu holds at Ximen Qing’s house.” On that earlier
occasion, Immortal Wu issues extensive prognostic comments on a wide range of characters,
including the male protagonist, all his wives, his daughter, and even Pan Jinlian’s maid
Chunmei.”” However, there exist some crucial differences between the two divining sessions
from the perspective of gender. That is to say, not only do the two occasions feature
differently gendered fortune-tellers, but also pay distinctively gendered attention to the
characters’ emotional proclivities, particularly those for joy and anger. It is apparent that a
male fortune-teller presides over the earlier session, while a female one the later. More
significantly, the gender of the characters whose emotional inclinations receive comments is
consistent with that of the fortune-teller on both occasions. For instance, although Immortal
Wu tells the fortune of many a character, he only remarks on Ximen Qing’s emotions:
“When happy, you [Ximen Qing] will exhibit: The genial atmosphere of the spring breeze.

When aroused to anger, you will become like: A clap of thunder or a raging conflagration”
A Fe R AR, AR F 2L K P In contrast, not only is it a female fortune-teller who

holds the later divining session, but she also comments on the emotional tendencies of only

20 Liu Hui and Wu Gan, Husping huijiao, 3: 46.914; Roy, The Plum, 3: 46.122.

2! Liu Hui and Wu Gan, Huping huijiao, 3: 46.899; immediately after the old woman’s diving session,
Pan Jinlian also recalls the earlier one; see Liu Hui and Wu Gan, Huiping huijiao, 3: 46.917; Roy, The Plum, 3:
46.127.

22 Liu Hui and Wu Gan, Huping huijiao, 2: 29.603-9; Roy, The Plun, 2: 29.230-43.

23 Liu Hui and Wu Gan, Huping huijiao, 2: 29.605; Roy, The Plum, 2: 29.233.
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the three women who has invited her to the house.” Therefore, the later occasion
foregrounds women’s emotions, especially joy and anger, through a divining session
exclusively held by and for certain female characters.

Zooming in on her remarks on their anger, we find that the old woman has hinted at
the alliance of the three women’s emotions through some recurrent phrases so that an
emotional community emerges out of such linguistic repetition.” More specifically, the
fortune-teller starts by praising Wu Yueniang for “being characterized by humanity and

righteousness throughout her life” — 4 4= &, but then, goes on to note that: “When she
[the main wife] is angry, she is all reverberating wrath. ... [Her] temper may occasionally
flare up like windblown fire” K AF A R B bt , . —FF B KM > The old woman
further points out Wu Yueniang’s “suffering from anger even at the cost of taking the blame
for the faults of others” # ATA%L % &7 a recurrent phrase that the fortune-teller also
applies to Meng Yulou’s experience with others” anger.”® Hence, the two wives’ suffering
from anger has bound them together on both linguistic and emotional levels. Li Ping’er is
the last among the three wives to receive the old woman’s prognostic remarks. The fortune-

teller compliments her also on “being characterized by humanity and righteousness,” and

2+ Liu Hui and Wu Gan, Huiping huijiao, 3: 46.

25 For the definition of emotional communities as “groups in which people adhere to the same norms
of emotional expression,” see Barbara H. Rosenwein, Emotional Communities in the Early Middle Ages (Ithaca:
Cornell University Press, 2000), 2; here, the fortune-teller’s repeated phrases seem to set the expressive norms

of the three women’s emotions.

26 Liu Hui and Wu Gan, Huiping huijiao, 3: 46.915; Roy, The Plum, 3: 46.124; the syntactic order of the
translation slightly modified.

27 Liu Hui and Wu Gan, Husping huijiao, 3: 46.915; Roy, The Plum, 3: 46.124.

28 Liu Hui and Wu Gan, Huping huijiao, 3: 46.916; Roy, The Plum, 3: 46.125.
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thus, linguistically aligns the concubine with Wu Yueniang.”” The old woman’s following
comments are even more pertinent to Li Ping’er’s emotional engagement with anger:

She is content to let herself be taken advantage of or exploited; indeed, she is
irritated if they do not take advantage of her. But she will suffer from the ‘matched
shoulders’ in her horoscope, and find that, in everything, others will requite kindness
with enmity. Truly: ‘Matched shoulders,” ‘penalties,” and ‘banes,” will make difficulties
for her; in the twinkling of an eye, they will exhibit a heartless knack for knavery. It is
preferable to encounter a tiger blocking the road to your ‘three births,” than to meet
someone, before your very eyes, with two faces and three knives. Pray don’t take
what I say amiss, lady, but you’re just like a bolt of fine red silk that is, unfortunately,
a little shorter than it ought to be. You should try not to let yourself get so angry
with things.”

APET T A, RER; Fobfe, Rk, B, REET A R
B, LEEMIM. ER: WRMFALIEE, HRERHMLT: FERH=
43, RBARRE D W5, RRIERR: REFTLE, RTHR AL
T R LR A,

Apart from similarly heeding Li Ping’er’s proclivity for anger, the old woman repeatedly
ascertains bijian Y6 /A (peers, literally “matched shoulders™) as the main reason for the

concubine’s vexation. The verse that follows contains a tiger imagery, and thus, gestures
toward Pan Jinlian, the concubine’s most persecutory peer who constantly enrages her.”
Having lamented the brevity of Li Ping’et’s life, the old woman ends with advising the
concubine to refrain from getting angry. In this way, the fortune-teller has subtly associated
the emotion with Li Ping’er’s death.

As analyzed above, the old woman has threaded together the three wives’ emotional

disposition toward anger with certain repeated phrases, on the one hand. On the other hand,

2 Liu Hui and Wu Gan, Husping huijiao, 3: 46.916; Roy, The Plum, 3: 46.126.

30 Liu Hui and Wu Gan, Husping huijiao, 3: 46.916; Roy, The Plum, 3: 46.126-27; 1 have modified Roy’s
translation of this passage in the verse form into a prose and highlighted anger in the translation of the last line.

31 For Pan Jinlian’s intimate association with the tiger imagery in the novel, see Ding Naifei T 77 3F,
Obscene Things: Sexual Politics in Jin Ping Mei (Durham: Duke University Press, 2002): xxx; 125; 144-57. Only the
cihna recension explicitly compares a beauty with a tiger; see Qin Xiurong, Jin Ping Mei, 3: 1.1528.
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she further comes up with some suggestions on how to deal with the potentially detrimental
emotion, especially in Li Ping’er’s case. Nevertheless, neither has the concubine waited until
this divining session to repress her anger; nor is anger-repression the only approach that the
female characters in the JPM have adopted to regulating the emotion. The next section will
focus on the cases of Li Ping’er and Pan Jinlian in particular to examine women’s ways of
coping with anger and what underlies their varied approaches in the novel.

Silent Anger, Silencing Sex

Besides highlighting their anger, the JPM has demonstrated a cluster of ways in which its
female characters deal with the emotion at the same time. In particular, the novel poses Li
Ping’er and Pan Jinlian as a pair of concubines whose approaches to anger contrast with
each other. That is to say, Li Ping’er’s silent repression of her own anger is diametrically
antithetical to her arch-rival Pan Jinlian’s abundant anger-venting through both verbal and
physical means.” To begin with, silence stands out as a salient trait that characterizes Li
Ping’er in the novel, as Zhang Zhupo highlights in his “Dufa” 3 i (reading methods) essay.
There, the commentator uses buyan 7~ & (not speaking) to desctibe how the JPM portrays

the concubine: “But again, he [the author] describes Li Ping’er as not speaking” #& ] £ #&

R, XHFUREFT EZ .7 Indeed, when faced with Pan Jinlian’s constant enragement, her

silent fuming repeatedly corroborates the commentator’s remark. For instance, a few

32 This contrast resonates with that between the externalization in Homeric epics and the concealment
in the Bible; see Erich Auerbach, Mimesis: The Representation of Reality in Western Literature (Princeton, NJ:
Princeton University Press, 2003), 11-12.

3 Liu Hui and Wu Gan, Hugping huijiao, 5: 16.2114; for an alternative understanding of the phrase
buyan I~ = as the authot’s limited depiction of the character, see Roy, trans., “How to Read the Chin P’ing Mei,”
in How o Read, 209. 1 do not agree with Roy’s rendition here, since the treatment of Li Ping’er is rather
extensive in the novel.
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chapters before the old woman’s divining session, Guan’ge, Li Ping’er’s infant son, is
betrothed to the daughter of Qiao Hong, Ximen Qing’s rich neighbor.”* Having learned
about the news, the male protagonist immediately shows great favors toward the concubine,
presumably thanks to the prospect of amassing more fortunes that the matrimonial bond
will bring about.” All these have in turn incurred the ire of Pan Jinlian, who vents her fury
by brutally beating her maid Qiuju and indirectly swearing at Li Ping’er next door.” In this
way, Pan Jinlian manages to verbally abuse and provoke her arch-rival. In response, the
other concubine “was so angry by it [Pan Jinlian’s enragement] that her two hands turned
cold, but she chose to swallow her anger and keep her own counsel. Though she dared to be
angty, she dared not speak” & & F R 89kA, BRSE, HERIAIKLEF . In
another word, Li Ping’er has chosen to silently contain her anger, well before the female
fortune-teller advises her to do so. The concubine further follows the old woman’s
suggestion by silently repressing her anger again on a later occasion after the divining
session. Here, Pan Jinlian flies into another rage, simply because Ximen Qing has slept with

the sick Li Ping’er and sends for Dr. Ren to treat her.”® Accidentally stepping on a pile of

3+ Liu Hui and Wu Gan, Huping huijiao, 2: 41.824-25; Roy, The Plum, 3: 41.4-10. For brief
introductions to Qiao Hong, see Roy, The Plum, 1: Ivi; Huang Lin F 4R, ed, Jin Ping Mei da cidian B HRAE R
$ (Chengdu: Bashu shushe, 1991), 20.

3 Liu Hui and Wu Gan, Huping huijiao, 2: 41.828-29; Roy, The Plum, 3: 41.14.
36 Liu Hui and Wu Gan, Huping huijiao, 2: 41.829-30; Roy, The Plum, 3: 41.15-17.

37 Liu Hui and Wu Gan, Husping huijiao, 2: 41.829-30; Roy, The Plum, 3: 41.17; 1 have replaced the word
“upset” with the first “angry” to render ¢i. The earliest occurrence of the phrase gannu er buganyan & iy I~ 3L
F may come from Du Mu’s A:4% (803-ca. 852) “Epang’gong fu” [T 5 ‘& BX; see Luo Zhufeng # AT B, ed.,
Hanyu da cidian % 7% K 73 # (Shanghai: Shanghai cishu chubanshe, 1987-1995), s.v. “gannu er buganyan” #X#&
W ECE ; for the original quote, see Wu Zaiqing B2 B ed., DuMu Ji xinian jiaozhu AALE B FRIE
(Beijing: Zhonghua shuju, 2008), 1: 1.10.

38 Liu Hui and Wu Gan, Huping huijiao, 3: 58.1144.
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dog excrement, Pan Jinlian seizes this opportunity to vent her anger by first beating the dog,
and then, the same maid Qiuju, in order to startle Li Ping’er’s sick son in the adjacent
quarters with such jarring cacophonies.” Despite her mother and the other concubine’s
attempts at dissuasion, the furious Pan Jinlian continues making noises by battering the
maid.*’ Again, Li Ping’er ends up “daring to be angry without daring to speak.”*! Therefore,
the two episodes mirror each other through the recurrent phrase,” both featuring the
contrastive juxtaposition of Li Ping’er’s silent fuming with Pan Jinlian’s verbal and physical
anger-venting.

Nonetheless, Li Ping’er has in fact not always remained reticent throughout the JPM.
As Zhang Zhupo perceptively remarks, “As for her portrayal, Li Ping’er is not entirely
incapable of speaking” — R EMA, LT T H.P For instance, when Wu Yin’er stays
overnight at Li Ping’er’s quarters, the concubine indeed complains about Pan Jinlian’s #zaoba:

# A (incitation) of Wu Yueniang to the courtesan." However, it is notable that Li Ping’er

only expresses her vexation in the highly private setting of her own quarters at deep night to

a courtesan who is in effect external to the Ximen household. This has in turn foiled the

3 Liu Hui and Wu Gan, Huping huijiao, 3: 58.1145; Roy, The Plum, 3: 58.439-43. The spatial setting of
Ximen Qing’s house in fact contributes to Pan Jinlian’s scheme, for her quarters are adjacent to those of Li
Ping’er. Notably, it is Li Ping’er herself who suggests living right next to Pan Jinlian in the first place. Hence,
there is a tinge of suicidal implication in her suggestion considering the fatality of Pan Jinlian’s provocation; for
Li Ping’er’s suggestion to Ximen Qing of living next to Pan Jinlian, see Liu Hui and Wu Gan, Huiping huzjiao, 1:
16.352; Roy, The Plum, 1: 16.321.

40 Liu Hui and Wu Gan, Huping huijiao, 3: 58.1145-46; Roy, The Plum, 3: 58.443.

4 Liu Hui and Wu Gan, Huping huijiao, 3: 58.1145-46; Roy, The Plum, 3: 58.443.

42 Besides these two episodes, the phrase also appears in two other places in the Chongzhen
recension; see Liu Hui and Wu Gan, Huiping bugjiao, 1: 11.255; 4: 75.1547. It occurs one more time in the chua
recension; see Qin Xiurong, [in Ping Mei, 3: 7.1575.

# Liu Hui and Wu Gan, Huiping huijiao, 1: 14.320.

# Liu Hui and Wu Gan, Huping huijiao, 3: 44.877; Roy, The Plum, 3: 44.79.
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concubine’s silent concealment of anger from her fellow concubines, the male protagonist,
and his main wife. Furthermore, Li Ping’er, before she marries Ximen Qing, proves perfectly
capable of verbalizing her anger as viciously and eloquently as Pan Jinlian does. As a matter
of fact, Hua Zixu and Jiang Zhushan, two of Li Ping’er’s ex-husbands, have both suffered
from her furious swearing. Having been arrested and imprisoned due to a dispute over
family inheritance, Hua Zixu later gets out of prison thanks to Ximen Qing’s intervention.*
By the time when her husband returns home from prison, Li Ping’er has already moved her
abundant fortunes to her then lover Ximen Qing’s house.* Later, Hua Zixu asks her about
the male protagonist’s detailed expenses in facilitating his release, but this has enraged Li
Ping’er so much so that she immediately flies into rage and responds with the a tirade.”
Described as “much tongue-swagging” ¥ % #£ by one of the commentators for the
Chongzhen recension,* Li Ping’et’s furious eloquence here not only contrasts with her later

reticence, but in turn also succeeds in “reducfing] Hua Zixu to silence” F & M 2 #& &% Li

Ping’er’s capacity for irate profanities soon resurfaces when she angrily curses the physician
Jiang Zhushan, her next husband. Originally intending to marry Ximen Qing, Li Ping’er
decides not to wait for him anymore, but chooses to marry the physician instead, because the

male protagonist is involved in a political scandal and hides himself at home for quite a

# Liu Hui and Wu Gan, Huiping huijiao, 1: 14.315-18; Roy, The Plum, 1: 14.275-80.
46 Liu Hui and Wu Gan, Hugping huijiao, 1: 14.317; Roy, The Plum, 1: 14.278-79.

47 Liu Hui and Wu Gan, Huping huijiao, 1: 14.319-20.

8 Liu Hui and Wu Gan, Huiping huijiao, 1: 14.320.

4 Liu Hui and Wu Gan, Hugping huijiao, 1: 14.319-20; Roy, The Plum, 1: 14.283.
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while.” Soon after their martiage, Jiang Zhushan, however, proves to be unable to sexually

fulfill Li Ping’er so that she angrily swears at the physician with a series of denigrating

metaphors:

You’re just like a shrimp or an eel,” she railed at him, “with no real strength in your
loins. What’s the point of your buying all this junk to titillate your old lady with? I
thought I was getting a real hunk of meat, but it turns out you’re: Good enough to

look at, but not fit to eat. You’re about as much use as a ‘pewter spearhead’ or a
‘dead turtle’™!

R, BaEEs, FOREMETETREFLER. REFRAL, REK
ABFFERFL, MR, RN

What spurs her furious insults here is clearly the physician’s sexual incompetence. When he
later finds out their marriage, Ximen Qing becomes infuriated.” He instructs two rascals to
blackmail Jiang Zhushan in order to revenge himself on Li Ping’er for her hasty marriage

with the physician.” When Jiang Zhushan begs her for some silver to pay the rascals, Li

Ping’er again flies into a rage and curses him:

You shameless cuckold! Whose money do you think you’re giving away? You've got
a nerve demanding money of me. If I'd known that, even if you lost your head, you’d
leave a stump of debts behind, I'd never have been blind enough to marry you. You
turtle! You’re good enough to look at, but not fit to eat.”

BAENSN. RELBERTAXFE, FMARRT? KF0RESAKT
B, AEFE, HIETRELRGEIR! S AR Freag oAl

30 Liu Hui and Wu Gan, Huiping huijiao, 1: 17.271-79; Roy, The Plum, 1: 17.340-55.

51 Liu Hui and Wu Gan, Husping huijiao, 1: 19.413; Roy, The Plum, 2: 19.385. All of her analogues are
soft objects with a pointed end. The phrase / giangton 448 3 comes from the Xixiang ji ¥ Fa3t; see Wang
Shifu £ K H, Xinkan dazi kuiben quanxiang canzeng gimiao thushi Xixiang ji # 1) K F A ARSI 4 24
%9 A 3T (Shijiazhuang: Hebei jiaoyu chubanshe, 2000), 2: 4.2.239; Stephen H. West and Wilt L. Idema, trans.,
The Story of the Western Wing (Berkeley, CA: University of California Press, 1995), 4.2.237.

52 Liu Hui and Wu Gan, Hugping huijiao, 1: 18.392-93; Roy, The Plum, 1: 18.364.

33 Liu Hui and Wu Gan, Huping huijiao, 1: 19.410-11; Roy, The Plum, 1: 19.381-82.

5 Liu Hui and Wu Gan, Husping huijiao, 1: 19.416-17.
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At first glance, her anger appears to atise from the physician’s request for money.”

Nevertheless, her repeated resorts to the word wangba % /\ (turtle), along with the recurrent

phrase ghongkan bu hongehi F F& 7~ F *L (g00d enough to look at, but not fit to eat) from her

earlier swearing, betrays the real reason for her fury, namely, Jiang Zhushan’s failure in
sexually satisfying her.

What then has silenced Li Ping’er so much so that reticence even stands out as one
of the concubine’s defining characteristics? Zhang Zhupo’s commentary again provides an
initial response to this question. Having noted Li Ping’er’s earlier ability to speak up, the

commentator proposes that her silence “later results from Jinlian’s oppression” 4 45 % & i&

P %) B> Indeed, Li Ping’er herself particularly confirms the curtailing effect of her arch-

rival’s verbal dexterity. Once, Pan Jinlian thinks that Ximen Qing has fetched a bag of sexual
implements from her quarters to stay overnight with Li Ping’er, and thus, becomes so
furious that she decides to sow discord between the main wife and her rival.”” The next day,
Pan Jinlian manages to provoke Wu Yueniang by accusing Li Ping’er of speaking ill of the
main wife.”® However, since she is in good terms with Li Ping’er, Dajie, Ximen Qing’s

daughter, in turn goes to inform the concubine of the allegation, urging her to directly

55 Although Li Ping’er later tells Ximen Qing that she knows that he is behind the blackmailing of
Jiang Zhushan, it is unclear whether she has already seen through the two rascals’ scheme here or not; see Liu
Hui and Wu Gan, Huiping hujiao, 1: 19.423.

%6 Liu Hui and Wu Gan, Huiping huijiao, 1: 14.320.

57 Liu Hui and Wu Gan, Huiping huijiao, 3: 51.998; Roy, The Plum, 3: 51.221. In fact, Ximen Qing uses
the bag of sexual implements with Wang the Sixth, one of his lovers; see Liu Hui and Wu Gan, Huiping huijiao,

3: 50.985-86; Roy, The Plum, 3: 50.206, 209.

38 Liu Hui and Wu Gan, Huiping huijiao, 3: 51.998-1000; Roy, The Plum, 3: 51.221-23.
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confront the provoker.” At first “rendered speechless for some time” ¥ H 374 3R Li

Ping’er finally responds to Dajie’s suggestion, saying that: “As though I could hope to
contend with that mouth of hers” #% #4918 4k A5 % 28 1 Not only does her response

convey a sense of helplessness regarding Pan Jinlian’s intimidating and overwhelming
eloquence, but also confirms Zhang Zhupo’s remark on Pan Jinlian’s role in silencing her.
Nonetheless, I will further argue that Li Ping’er’s recurrent reticence also lies in the
sexual fulfillment that Ximen Qing brings to her. If Jiang Zhushan’s sexual incompetence
stirs her to verbally vent anger, the concubine’s later taciturnity gestures toward the silencing
effect of the male protagonist’s sexual prowess instead. Notably, it is not until the prospect
of marrying the sexually competent Ximen Qing emerges that the narrator refers to Li
Ping’er’s silence for the very first time. Still within the mourning period for her recently late
husband Hua Zixu, Li Ping’er transgresses the ritual prescriptions to attend the birthday
celebration of nobody other than Pan Jinlian at Ximen Qing’s house.”' This visit is in fact
not without irony considering that Pan Jinlian will later play a crucial role in leading to the
death of both Li Ping’er and her son. After a few rounds of drinking, Meng Yulou and Pan
Jinlian teasingly suggest that Li Ping’er should stay overnight, apparently hinting at Ximen

Qing’s adulterous affair with her.”” In response, Li Ping’er “only smiled, without uttering a

% Liu Hui and Wu Gan, Huiping huijiao, 3: 51.1000-1; Roy, The Plum, 3: 51.223-24.
0 Liu Hui and Wu Gan, Huiping huijiao, 3: 51.1001; Roy, The Plum, 3: 51.224.

o1 Liu Hui and Wu Gan, Huping huijiao, 1: 14.321-22; Roy, The Plum, 1: 14.287; in fact, Li Ping’er has
deliberately lied about the duration of her late husband’s mourning period.

2 Liu Hui and Wu Gan, Husping huijiao, 1: 14.323; Roy, The Plum, 1: 14.290.
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rE I

sound” RA K, AIE.2 It is noteworthy that this is the narrator’s first reference to her

silence throughout the novel. A commentator in the Chongzhen recension seizes on her
silent smile and claims it to bespeak what is actually on her mind, that is, the anticipation of
matrying the male protagonist.** Similarly, Zhang Zhupo points out that “Li Ping’er has

deemed herself to be a concubine [of Ximen Qing] # 5L & #X A% B £F % when she greets

the main wife in a ritually excessive manner.” However, neither commentator has delved
into the factors that contribute to Li Ping’er’s silence here. And I hold that her reticence
results from not simply the shyness with Pan Jinlian and Meng Yulou’s humorous and
amorous teasing words, but more importantly, also the impending prospect of marrying a
man who can finally satisfy her sexual desite in contrast to all her previous husbands.”
Furthermore, it is precisely during Ximen Qing’s sexual withdrawal from her that Li
Ping’er bursts into an extensive utterance for the last time. This corroborates the silencing
effect of his sexual prowess in an inverted manner. After expelling Jiang Zhushan from her

house, Li Ping’er pleads with Ximen Qing to marry her.”” Despite agreeing to the

03 Liu Hui and Wu Gan, Husping huijiao, 1: 14.323; Roy, The Plum, 1: 14.290.

4 Liu Hui and Wu Gan, Husping huijiao, 1: 14.323; this commentary comes from the Chongzhen
recension preserved at the Peking University Library, whose commentator Liu Hui and Wu Gan refer to as the

Xiuyi 4% & commentator.
5 Liu Hui and Wu Gan, Huiping huijiao, 1: 14.322.

% These also include Li Ping’er’s very first husband, Privy Councilor Liang, and her incestuous father-
in-law Eunuch Sha, both of whom have supposedly had no sexual intercourse with her due to the jealousy of
the former’s main wife and the latter’s castration respectively; see Liu Hui and Wu Gan, Husping huijiao, 1:
10.242, 17.370. For the Chongzhen commentator’s suggestive remark on Li Ping’er’s incestuous affair with her
eunuch father-in-law, see Liu Hui and Wu Gan, Husping buijiao, 1: 17.370; for a note on her previous husbands’
persistent failure in sexually fulfilling her, see Zuo Jiang £ iX, Yuwang de fushibui — Jin Ping Mei remwu xiezhen %&
P oy F iy — 2 AR AM A (Beijing: Renmin wenxue chubanshe, 2014), 50-51.

67 Liu Hui and Wu Gan, Huping huijiao, 1: 19.418-19; Roy, The Plum, 1: 19.392-93.
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matrimonial request, the male protagonist purposefully keeps away from her during the first
three nights after their marriage as a punishment for her hasty marriage to the physician.”®
On the third night, Li Ping’er eventually decides to hang herself, but ends up being rescued
by nobody other than Pan Jinlian, her deadly rival who ironically enrages her to death later.”
The next day, Ximen Qing enters into Li Ping’er’s chamber and angrily beats the concubine
with a riding crop.” His violent beatings have forced a final abundance of utterance out of
her.”" Notably, Ximen Qing’s postponed fulfillment of Li Ping’et’s sexual desire immediately
precedes and frames her last eloquence, after which the concubine not only enjoys greater
and greater sexual satisfaction, but also becomes more and more silent.

Ximen Qing’s increased sexual favors toward Li Ping’er simultaneously means the
deprivation of sexual fulfillment from Pan Jinlian. Such deprivation prompts Pan Jinlian to

vent her anger in ways other than furious swearing. In other words, even irate insults prove

insufficient to express her frustration with sexual deprivation so that she has resorted to
such alternative ways of articulation as, most prominently, singing sanqu % oy (song poems).

For instance, when her then husband Wu the First fails to satisfy her in terms of both

appearance and sexual competence, Pan Jinlian laments about her marriage by singing a song

8 Liu Hui and Wu Gan, Huzping huijiao, 1: 19.419-21; Roy, The Plum, 1: 19.395.

% Chunmei also proves helpful in saving Li Ping’er here. In a sense, Pan Jinlian’s later role in causing
Li Ping’er’s fatal anger balances out Li’s indebtedness to Pan’s rescue here; see Liu Hui and Wu Gan, Huzping
buijiao, 1: 19.421; Roy, The Plum, 1: 19.395-96.

70 The riding crop may well symbolize Ximen Qing’s phallic power as his household’s patriarch who
frequently subjects his concubines to physical penalties; for a similar episode where the riding crop figures in
Ximen Qing’s punishment of Pan Jinlian for her potential adultery, see Liu Hui and Wu Gan, Huiping buijiao, 1:
12.276-77, 283; Roy, The Plum, 1: 12.236-37, 244. Pan Jinlian also often uses the riding crop to punish others;
see Liu Hui and Wu Gan, Huiping huijiao, 3: 58.1145; Roy, The Plum, 3: 58.440-42. In Chapter 26, she snatches
the crop away from Ximen Qing, which may signify the transfer of his phallic power to the concubine at the
zenith of her favors; see Liu Hui and Wu Gan, Huiping buijiao, 2: 26.554; Roy, The Plun, 2: 26.181.

" Liu Hui and Wu Gan, Huping huijiao, 1: 19.423-24.
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poem to the tune “Shanpo yang” L 3% 7 Soon after Pan Jinlian murders Wu the First,

Ximen Qing starts busying himself with marrying Meng Yulou and preparing for his
daughter’s matrimony so that he stops visiting his then lover’s house for quite a while.”” As a
result, Pan Jinlian becomes so vexed as to sing some song poems to express her frustration.”
When Pan Jinlian becomes one of his concubines, Ximen Qing again stops frequenting her
chambers for quite some time due to his predilection for Li Ping’er.”” One night when he is
in the adjacent quarters, Pan Jinlian picks up her pzpa and sings a series of song poems “in

order to dispel her languor” ¥Ai& I and attract Ximen Qing’s attention.”® All these

instances evidence that the lack of sexual fulfillment has motivated Pan Jinlian to seek
different ways from her usual swearing to vent her vexation. Therefore, her case has
established the causation of sexual deprivation to articulations of greater intensity, reversely,
reinforced the correlation of Li Ping’er’s silence with sexual satisfaction according to the rule
of modus tollens.

So far, I have demonstrated that the JPM has posed Li Ping’er’s silent fuming and
Pan Jinlian’s anger-venting as a contrastive pair that unravels the symbiosis between sexual

fulfillment and the containment of the emotion. In the next section, I will explicate the

72 Although the song poems in the whua recension are often absent from the Chongzhen recension,
this one appears in both recensions, which shows its importance; see Liu Hui and Wu Gan, Huiping huijiao, 1:
1.80; Roy, The Plum, 1: 1.28. For a discussion of the extensive borrowing of song poems and their mediation of
the characters’ monologues, dialogues, and thoughts in the cbua recension, see Roy, The Plum, 1: xlv-xlvi.

73 Liu Hui and Wu Gan, Huzping huijiao, 1: 8.203; Roy, The Plum, 1: 8.147-48.

7+ Compared to the Chongzhen recension, there are three additional song poems in the cbua
recension; see Qin Xiurong, [Jin Ping Mez, 3: 8.1579; Liu Hui and Wu Gan, Huiping huijiao, 1: 8.207; Roy, The
Plum, 1: 8.155-57.

7> Liu Hui and Wu Gan, Hugping huijiao, 2: 38.780; Roy, The Plum, 2: 38.445.

76 Liu Hui and Wu Gan, Huping huijiao, 2: 38.780-82; Roy, The Plum, 2: 38.445-47; the reference to Pan
Jinlian’s mood is only in the ¢bua recension; see Qin Xiurong, Jin Ping Mei, 3: 38.1799; Roy, The Plum, 445.
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cluster of diagnostic discourses to which Li Ping’er’s case is subject, and how the discursive
relations can reposition the novel with its contemporary medical discourse.

Diagnosing, Misdiagnosing, and Re-Diagnosing Women’s Anger

Despite adhering to the female fortune-teller’s advice by silently containing her anger, Li
Ping’er’s fuming still proves deadly to the concubine. Indeed, three authoritative physicians
have singled out the emotion as the paramount pathological factor that underlies her lethal
sickness, embodying the diagnostic perspective according to the medical discourse
contemporary with the novel. To treat the sick concubine, Ximen Qing firstly sends for the

physician Dr. Ren, who attributes Li Ping’er’s illness to “the damage of seven feelings to the
liver and the excessive inflammation created by the element of fire in her lungs” X F %
AF, At K KBE. In traditional Chinese medical theories, it is precisely anger that most

severely impinges on one’s liver when being excessive, especially with regard to the female
body.” Moreover, flame figures as a classic conceptual metaphor for the emotion in the

Chinese language as well.” Thus, Dr. Ren’s diagnosis clearly gestures toward the emotion of

77 Liu Hui and Wu Gan, Husping huijiao, 3: 61.1218; Roy, The Plum, 4: 61.31; translation modified. Dr.
Ren’s diagnosis in the ¢hua recension reads that: “Her seven feelings have been wounded. The inflammation
created by the element fire in her liver and lungs is excessive” L /H & Hy, HF I K K 2; see Qin Xiurong, Jin
Ping Mei, 3: 61.2016; Roy, The Plum, 4: 61.31.

78 Wu Kun % &, Yifang kao 2® 7:7%', in Zhonggno yixne dacheng bR g k)ﬁ&., ed. Cao Bingzhang &
JASE (Shanghai: Shanghai kexue jishu chubanshe, 1990), 49: 3.68; also see Thomas Ots, “The Angry Liver, the
Anxious Heart and the Melancholy Spleen: The Phenomenology of Perceptions in Chinese Culture,” Culture,
Medicine, and Psychiatry: An International Journal of Comparative Cross-Cultural Research 14.1 (1990): 40-41. For an
insightful note on anger and the female body, see Schonebaum, Nove/ Medicine, 160.

7 Brian King, “The Conceptual Structure of Emotional Experience in Chinese” (PhD diss., Ohio
State University, 1989), 155-59; for flame as a conceptual metaphor for anger in English, see George Lakoff,
Women, Fire, and Dangerons Things: What Categories Reveal about the Mind (Chicago: The University of Chicago
Press, 1987), 388-89. The conceptual metaphor refers to “metaphors that we have in our minds that allow us to
produce and understand abstract concepts;” see Jeannette Littlemore, “Conceptual Metaphor,” in The Canbridge
Encyclopedia of the Langnage Sciences, ed. Patrick Colm Hogan (Cambridge: Cambridge University Press, 2013),
199.
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anger. Moreover, not only does one commentator for the Chongzhen recension affirms the
physician’s initial diagnosis,” but Dr. Hu, the second physician, further confirms it,
emphasizing that: “Anger has disrupted her [Li Ping’er’s] blood vessels” &, 7F Az &'
Therefore, the next physician has similarly deemed the emotion to be a pathogenic factor of
crucial importance that underlies the concubine’s deadly illness. Anger again stands out in
the diagnosis of the third physician Old Man He. Upon seeing Li Ping’er, the elderly
physician notes that: “Her breast is tight with anger” P R.2.5 He goes on to feel the
concubine’s pulse and further pinpoints the role of Ximen Qing’s “semen [in] invading her
menstrual blood vessels” # 7 T 2%, and consequently, triggering the concubine’s fatal
illness in the first place.*’ Then, Old Man He largely reiterates Dr. Hu’s ascertainment of the
rootedness of her sickness in “the affliction of suppressed anger as well as the conflict
between her anger and her blood” & 7 £ 16, R A8+ .* Hence, in spite of slight
differences between their diagnoses, all three physicians have reached a consensus on the

pathological prominence of anger in the concubine’s illness. This well concurs with the title

80 Liu Hui and Wu Gan, Huping huijiao, 3: 61.1218.
81 Liu Hui and Wu Gan, Huping huijiao, 3: 61.1219; Roy, The Plum, 4: 61.31.

82 Qin Xiurong, Jin Ping Mei, 3: 61.2018; Roy, The Plum, 4: 61.34; this line is only present in the chua
recension, but absent from the Chongzhen recension.

83 Liu Hui and Wu Gan, Huping huijiao, 3: 61.1221; Roy, The Plum, 4: 61.35. Old Man He’s diagnosis
implicitly points to Ximen Qing’s sexual intercourse with Li Ping’er during her menstrual period earlier in
Chapter 50; see Liu Hui and Wu Gan, Huiping busjiao, 3: 50.990-92; Roy, The Plum, 3: 50.219. For a reading of
this episode as a morally grounded punishment that “reverses the crime of an infidel conception,” see Ding,

Obscene Things, 212-13.

84 Liu Hui and Wu Gan, Husping huijiao, 3: 61.1221; Roy, The Plum, 4: 61.35.
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of Chapter 60 in the chua recension, which reads that: “Li Ping’er Becomes Ill because of
Anger” FHUAL B A %& 555

However, not only does Li Ping’er receive three authoritative physicians’ diagnoses,
but her case is also subject to a charlatan’s misdiagnosis. After Old Man He makes his
diagnosis, a charlatan surnamed Zhao arrives at Ximen Qing’s house and examines the
concubine.*® Rather than teasing out the underlying role of anger in causing her illness, as the
three physicians have, Dr. Zhao issues a series of misdiagnoses:

Dr. Zhao said, ... “I conclude that if it is not an externally contracted intestinal
fever, it is an internally contracted miscellaneous disorder, and that if it did not
develop postpartum, it must have done so prior to conception.” “That’s not what it
1s,” said Ximen Qing. “Please be good enough to make another careful appraisal.” “I
venture to say,” said Dr. Zhao, “that it is a depression brought on by a dietary
disorder resulting from overindulgence in food and drink.” “For days on end,”
responded Ximen Qing, “she has hardly eaten any food at all.” “Perhaps it is a case
of jaundice,” opined Dr. Zhao. “That’s not the case,” said Ximen Qing. “If that’s not
the case, ... no doubt it is a case of spleen vacuity diarrhea.” “It is not a case of
diarrhea,” said Ximen Qing. “If it is not diarrhea, what can it be?” said Dr. Zhao. ...
After sitting in thought for some time, he said, “I’ve finally thought of something. If
it isn’t a case of swelling of the lymph nodes in the groin caused by venereal disease,
it must be a case of irregular menstruation.” “Since she’s a woman,” said Ximen
Qing, “it’s unlikely to be a case of swelling of the lymph nodes in the groin caused by

85 Qin Xiurong, Jin Ping Mei, 3: 60.2000; Roy, The Plum, 3: 60.489; 1 have deleted the word
“suppressed” in Roy’s translation. For an observation of the emphasis on anger in this chapter title of the cbua
recension; see Schonebaum, Nove/ Medicine, 152; 1 have modified his translation of ¢7 as “grief and anger” into
“anger” alone, considering that the Chinese word for the emotion of grief is more often be/ & Itis further
notable that in the table of contents of the cihua recension, the title of Chapter 60 has angi B &, instead of ¢/
alone. This not only justifies Roy’s use of the word “suppressed” in his translation, but also highlights the
emotional connotation of the word ¢/ even better; see Xiaoxiao sheng £ % 4, Jin Ping Mei cibua & #EHE73 35
(Tokyo: Tai’an kabushiki geisha, 1963), 1: 11. For a general note on the discrepancy between the chapter titles
in the table of contents of both recensions and those in the novel proper, see Xiaofei Tian, Qiushuitang lun Jin

Ping Mei K% 3 & #AH, rev. ed. (Tianjin: Tianjin renmin chubanshe, 2002), 13.

8 The charlatan is called Zhao Daogui A8 #% %, (Zhao the Quack) in the chua recension, but Zhao

Longgang A AE H in the Chongzhen recension instead. I have adopted Roy’s translation of the charlatan’s
former appellation in Roy, The Plum, 4: 61.35.
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venereal disease. But your suggestion that it might be a case of irregular menstruation
is a little more reasonable.””’

Rib: [ARHEANBHE, FREMRK, RARBAT. | HPEE: [ FRRAR
o RAEMNRBITMG —4 | A [HRAAMEGRKEST. | BME
M. [f2BBRRERTHE, | MAELERE: [ERARRK. | BME
M [RA, JRiE: [2ERMERE, | BMEE: [LTRR2RE. |
MiAAE: [ RRE, FLERE? | . . o LRTFHE, Ribd: [ KRELR
T, RAMEELD, RARRZEKTHAG, | BMEE: [ A, REEE
@Ok, GRIEEFRAEA L, |

Although Dr. Zhao ends in vaguely guessing the concubine’s symptoms, Ximen Qing’s

constant rejections manifest the preposterousness of his diagnoses. Afterward, the charlatan

writes a prescription for Li Ping’er, on which Old Man He remarks: “To treat her with drugs

such as these ... would only be to medicate her to death” i ¥ #vL 7, REHZAT®
This remark further exposes Dr. Zhao as a quack, whose misdiagnoses even the non-
medically trained Ximen Qing recognizes as nonsense.*” Intertextually resonant with a scene
from Li Kaixian’s 3= %t (1501-1568) play entitled Bagjian ji & %3¢ (Tale of the Precious
Sword), this episode contrasts the first three physicians’ diagnostic emphasis on anger in Li

Ping’er’s illness with the charlatan’s reticence about the emotion.”’ “Instead of insulting

87 Liu Hui and Wu Gan, Husping huijiao, 3: 61.1223; Qin Xiurong, Jin Ping Mei, 3: 61.2019-20; Roy, The
Plum, 4: 61.38.

88 Qin Xiurong, Jin Ping Mei, 3: 61.2020; Roy, The Plum, 4: 61.39; Old Man He understates the effect of

the prescription as tailangdu K2 in the Chongzhen recension; see Liu Hui and Wu Gan, Hujping huijiao, 3:
61.1223.

8 Liu Hui and Wu Gan, Husping huijiao, 3: 61.1223; Roy, The Plum, 4: 61.40.

% For the corresponding scene in Li Kaixian’s = H & (1501-1568) Bagjian ji F #]32; see Fu Xihua 1%
W3, ed., Shuibu xiguji: Di er ji Kk # % . % =% (Beijing: Gudian wenxue chubanshe, 1958), 51-52. For
discussion of the intertextual relation between this episode and the scene, see Hanan, “Sources of the Chin Ping
Mei)” Asia Major n.s. 10.1 (1963): 50-55; Katherine Catlitz, The Rbetoric of Chin P’ing Mei (Bloomington: Indiana
University Press, 19806), 125. Since the play may be “based on earlier dramatic versions,” I hold “resonance” to
be a more accurate description of its intertextual linkage to the novel; see Tian Yuan Tan, Songs of Contentment
and Transgression: Discharged Officials and Literati Commmunnities in Sixteenth-Century North China (Cambridge, MA:
Harvard University Asia Center, 2010), 203.
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doctors and their kinds” JE & 3 B 4% F IR AL, to use Zhang Zhupo’s words, the charlatan’s

presence in fact serves to reinforce the medical authority of the three other physicians.” On
the other hand, Dr. Zhao’s misdiagnosis of Li Ping’er paves the way for debunking Ximen
Qing’s understanding of the concubine’s illness, since the charlatan figures as a mirror image
of the male protagonist.” In the ¢ibua recension, Dr. Zhao begins introducing himself by
curiously specifying his dwelling “outside the East Gate, on the First Alley, beyond the
Tempe of the Second Scion (Erlang shen), across the Three Bends Bridge, in the Quarter of
the Four Wells” % /& R F19F, S 4 A = PR BA =4 46 W9 AR FF {2 #9.° Apart from his clever
play of numerical words, the charlatan’s note on the Quarter of the Four Wells is especially
noteworthy. For it is not only where the country estate of nobody other than Ximen Qing is
located, but more significantly, also where the male protagonist’s appellation siguan 79 %
(Four Springs) originates.” This subtle association hints at Dr. Zhao’s mirroring of Ximen
Qing. By extension, the charlatan’s misdiagnosis simultaneously casts doubt on the male

protagonist’s perspective on Li Ping’er’s deadly sickness.”

o1 Liu Hui and Wu Gan, Huiping huijiao, 3: 61.1222. Alternatively, Zhang Zhupo understands this
episode from the perspective of the aesthetic effect of the charlatan’s visit. More specifically, the commentator
holds that the charlatan’s misdiagnosis livens up the chaotic ambience surrounding the concubine’s impending
death and diminishes potential narrative monotony. It resonates with the note on the carnivalesque elements of
“gaiety and laughter” commonly observable in the macabre ambience enshrouding funeral rites in Mikhail
Bakhtin, Rabelais and His World, trans. Helene Iswolsky (Bloomington: Indiana University Press, 1984), 74.
Zhang Zhupo may have also suggested the internal diversity of male healers here; for a note on such diversity,
see Cullen, ‘“Patients and Healers,” 103, 115.

92 For the servants’ and the maids’ similar mirroring of their masters in the JPM, see Plaks, The Four
Masterwortes, 165.

93 Qin Xiurong, Jin Ping Mei, 3: 61.2018; Roy, The Plum, 4: 61.35; this line is only in the ¢bua recension.
% Liu Hui and Wu Gan, Huiping huijiao, 3: 51.1015; Roy, The Plum, 3: 51.243.

% My interpretation here differs from the acceptance of Ximen Qing’s understanding of Li Ping’er’s
illness as reliable in Schonebaum, Nove/ Medicine, 149.
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But what has Ximen Qing been mistaken about regarding his favorite concubine’s
illness? To begin with, in contrast to the three authoritative physicians, his diagnosis of Li
Ping’er makes no mention of anger at all. Rather, it is to the resultant sorrow from their
son’s death alone that he attributes her sickness. For instance, when his sworn brother Ying

Bojue comes to inquire about the concubine’s illness, Ximen Qing asserts in response that:
“BEver since our young son died, she has been suffering from depression” B # ] SLE T,
Z T % " When Xie Xida, another sworn brother of his, visits his house to inquire after

Li Ping’er, Ximen Qing reiterates this diagnosis: “Our child is dead, but why not leave it at

that? All she does is cry all night long, and it is this excess of depression that has brought on
herillness” FZ-F 7T, MR T, RARZR, 24 TR HHALRT.” Therefore,
Ximen Qing, similar to the charlatan, remains completely silent over Li Ping’et’s anger, but
exclusively highlights her yougi % B, (depression) and youlii % J& (depression). However, you
% (depression) and nz % (anger) are two clearly distinctive emotions within the medical

discourse contemporary to the JPM. According to Wu Kun’s & & (1552-1620) Yifang kao &

Vi (Researches on Medical Formulas, 1584), for instance, “anger damages the heptactic

system, but sorrow overcomes anger; ... depression damages the pulmonary system, but joy

overcomes depression” RAGH, EBK. o o o EHM, ZHBHE . Thus, not only do

% Liu Hui and Wu Gan, Husping huijiao, 3: 61.1219; Roy, The Plum, 4: 61.32; translation modified. The
cihuna recension is slightly different in highlighting the extended duration of Li Ping’er’s depression through the

phrase yixiang —19); see Qin Xiurong, Jin Ping Mei, 3: 61.2016.

97 Qin Xiurong, Jin Ping Mei, 3: 62.2024; Roy, The Plum, 4: 62.46; 1 have substituted “depression” for
“grief” in the translation in order to keep the consistency with the earlier translation of yougi R

98 Wu Kun, Y7fang kao, 49: 3.68; for the significance of this work and the translation of its title and the
corresponding passage, see Nathan Sivin, “Emotional Counter-Therapy,” in Medicine, Philosophy and Religion in
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the two emotions impinge upon different organs, but also require different emotions for
their dissolution. Considering its distinctive medical significance from that of depression,
Ximen Qing’s oversight of anger is glaring.

Moreover, the perspective of Ruyi’er, the wet nurse of Li Ping’et’s son, on her
mistress’s malady throws Ximen Qing’s neglect of the concubine’s anger into sharper relief.
More precisely, the wet nurse has singled out the prominent role of anger in triggering Li
Ping’er’s sickness. When Nun Wang comes to inquire after Li Ping’er and asks why the
concubine has been so ill, the wet nurse immediately replies that: “Her ailment originally
began as a result of suppressed anger” & & & 1 _E£AZ #95%.” Thus, Ruyi’er has
inadvertently reached a consensus with the three authoritative physicians by foregrounding
anger when explaining her mistress’s malady. Admittedly, the wet nurse then confirms
Ximen Qing’s diagnosis of Li Ping’er as suffering from depression: “In the eighth month,
her [Li Ping’er’s| baby boy suffered a fright that left him in a bad way. The mistress suffered
from depression day and night. ... Despite her expectations, he died. She can’t help crying
all day long, on top of which she is suffering from suppressed anger and suppressed

resentment” RAEANAN, FRAEFTERETLF, BEIERERo 0o o o AEAT, M

B Rz, XF T AR A SFZ." Notably, the wet nurse has used exactly the same

Abncient China: Researches and Reflections (Aldershot: Variorum, 1995), 4-6. For a brief introduction to Wu Kun and
his medical writings, see Guo Junshuang 38 & % et al., eds., Wu Kun yixue quanshn % 8% % & (Beijing:
Zhongguo zhongyiyao chubanshe, 1999), 1; 569-71.

9 Liu Hui and Wu Gan, Huping huijiao, 3: 62.1236; Roy, The Plum, 4: 62.49.

100 Liu Hui and Wu Gan, Husping huijiao, 3: 62.1236; Roy, The Plum, 4: 62.49.
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phrase yougi as Ximen Qing does when he talks to Ying Bojue eatlier."”" However, she
proceeds to again ascribe Li Ping’er’s sickness to “suppressed anger and suppressed
resentment,” and thus, has highlighted the emotion of anger to a greater extent through
repetition. Furthermore, the wet nurse pinpoints Pan Jinlian’s constant provocations as the
ultimate reason for Li Ping’er’s vexation. When replying to Nun Wang’s further inquiry,
Ruyi’er explains that:
It is the Fifth Lady next door who has enraged our mistress. ... In the eighth month,
after the little boy died, she [Pan Jinlian] took to ‘pointing at the mulberry tree, but
cursing the locust tree,” from her place next door, every day, expressing her
gratification in a hundred different ways. Our mistress, in her room here, could hear
everything she said perfectly clear. How could she help being angry? In any case,
although she was secretly enraged, she didn’t let the tears show. It’s on account of

this suppressed anger and suppressed resentment that she has developed this
ailment.'*

RAE AHF TIEER— TR o 0 o NARLTARAT, A HRiFIHE
B, BB, Bk, BiREEASPIL, AERENG? L4 H AL
£, AAERRE, HILEHRERAERE, @&XTE— %K.

Accordingly, it is on Pan Jinlian’s verbal enragement of Li Ping’er that the wet nurse
persistently insists as the root of her mistress’s malady.

In fact, it is hardly surprising that Ximen Qing remains unaware of Li Ping’et’s
chagtin at Pan Jinlian’s repeated provocations.'” After all, not only does Pan Jinlian always
make sure to insult her arch-rival with innuendoes when their husband is away from home,

but the writer has also hinted at Ximen Qing’s ignorance of such enragement by consistently

101 For Ximen Qing’s earlier use of yougi, see Liu Hui and Wu Gan, Huiping huijiao, 3: 61.1219; Roy,
The Plum, 4: 61.32.

102 Liu Hui and Wu Gan, Huiping huijiao, 3: 62.1236; Roy, The Plum, 4: 62.49; 1 have replaced the word
“upset” in the translation with “enrage” to render the first two ¢/ for the sake of consistency.

103 Another case that evidences the limited perspective of Ximen Qing is his ignorance of Wu

Yueniang’s first pregnancy and subsequent miscarriage; see Liu Hui and Wu Gan, Huiping huijiao, 2: 33.682-83;
Roy, The Plum, 2: 33.331-32; cited in Cullen, “Patients and Healers,” 129.
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highlighting his simultaneous absence. For instance, the first time when she tries to verbally
provoke Li Ping’er by beating the maid Qiuju, Pan Jinlian has temporarily curbed her rage,

“fearing that Ximen Qing would hear her” X 775 ] B 32 5L.'" The narrator notes that it is
not until “the next day, when Ximen Qing had gone off to the yamen” £[:X B, &P & #f
P £T , that Pan Jinlian resumes her indirect insults at her rival while giving the maid a

violent beating.'” Later, when Pan Jinlian again enrages Li Ping’er by shocking the lattet’s
son with the noises of beating a dog and the same maid, the narrator duly attends to Ximen

Qing’s presence “in the house across the street” £ ¥ 5 5 F2."° Therefore, these

narrative details foreground the concurrence of Ximen Qing’s absence with Pan Jinlian’s
provocation of Li Ping’er, and by extension, hint at his resultant unawareness of his favorite
concubine’s anger.

Moreover, the wet nurse’s further diagnosis of her mistress acts as a foil for another
problem in Ximen Qing’s understanding of Li Ping’er’s malady besides his neglect of her
anger. That is, he remains ignorant of the deadly effect of the concubine’s silent fuming
upon herself. Having attributed her mistress’s illness to suppressed anger, Ruyi’er complains
to Nun Wang that: “When one is suffering from suppressed anger, it helps to discuss it with

someone else, but the mistress won’t let anything out. No matter how hard you press her on

the subject, she won’t say a word about it” £ AR H L LM L, HAMHMBHHELE

104 Liu Hui and Wu Gan, Huiping huijiao, 2: 41.829; Roy, The Plum, 3: 41.15. The cibua recension
highlights Ximen Qing’s presence at Li Ping’er’s quarter; see Qin Xiurong, [in Ping Mei, 3: 41.1823. The
neighboring positioning of Pan Jinlian’s quarter to that of Li Ping’er forms the spatial conditioning for Jinlian’s
abusive and enraging soundscape.

105 Liu Hui and Wu Gan, Huiping huijiao, 2: 41.829-30; Roy, The Plum, 3: 41.15.

106 Liu Hui and Wu Gan, Huiping huijiao, 3: 58.1146; Roy, The Plum, 3: 58.443.
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¥, BXIEZE, FF MR L. Hence, the wet nurse teased out the role of not

only anger, but more significantly, the silent containment of the emotion, in her mistress’s
lethal malady. Later, Ximen Qing invites Daoist Master Pan to his house as the last resort to

save the concubine’s life.'” When all Daoist rituals prove futile, Ximen Qing lamentingly
praises Li Ping’er for buchuyn 7~ 535 (not to let anything out) in front of his main wife Wu

Yueniang.'"” One commentator for the Chongzhen recension seizes on this complimentary
remark and attributes Ximen Qing’s preference of Li Ping’er over Pan Jinlian to nothing
other than the former’s reticence.''” However, neither the male protagonist nor the
commentator has realized the deadliness of Li Ping’er’s reticence. Ironically, Ximen Qing
even uses the exact same phrase as the wet nurse does to praise the concubine’s lethal
silence. Therefore, considering its inherent oversight of both her anger and silent anger-
repression, his understanding of Li Ping’er’s sickness at best amounts to another

misdiagnosis.111

107 Liu Hui and Wu Gan, Husping huijiao, 3: 62.1236; Roy, The Plum, 4: 62.49.
108 Liu Hui and Wu Gan, Husping huijiao, 3: 62.1246; Roy, The Plum, 4: 62.61.

199 Liu Hui and Wu Gan, Husping huijiao, 3: 62.1251; Roy, The Plum, 4: 62.71; translation modified for
the purpose of consistency.

110 Liu Hui and Wu Gan, Husping huijiao, 3: 62.1251. The commentator’s affirmation of female silence
echoes his earlier advocacy of the importance of samjian =#% when commenting on Ximen Qing’s furious
response to Pan Jinlian’s debasing remark on Guan’ge as merely the son of a concubine; see Liu Hui and Wu
Gan, Huiping huijiao, 2: 41.826-27; Roy, The Plum, 3: 41.11-12. The phrase sanjian means constant reticence and
originally describes the silence of Confucius; see Lu Yuanjun J& /TSR, ed., Shuaynan jinghu jinyi FILA L5
(Taipei: Taiwan shangwu yinshuguan, 1979), 10.339. For another attribution by this commentator of Ximen
Qing’s preference of Li Ping’er to her silence and incapacity for disputation, see Liu Hui and Wu Gan, Huiping
buijiao, 3: 51.1000-1.

11 It is noteworthy that Ximen Qing himself, when approaching his death, is similarly subject to a
series of misdiagnoses. Nobody has attributed his sickness to his excessive sexual indulgence with Pan Jinlian.
Some have proposed such factors as chungi AR, tanhuo I K, xinku laoln 3 B 558, ot biandn 125 as the
causes, while others blame Lady Lin and Wang Liv’er for Ximen Qing’s deadly illness; see Liu Hui and Wu
Gan, Huiping huijiao, 4: 79.1686, 79.1688, 79.1690-93; Roy, The Plum, 4: 79.630, 79.645-50. For the observation
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Apart from problematizing Ximen Qing’s take on the concubine’s malady, Ruyi’et’s
words have simultaneously cast doubts upon the medical discourse that the three
authoritative physicians embody. Firstly, when diagnosing her mistress, the wet nurse
assumes an etiological perspective that contrasts with the pathological one of the three
physicians. That is to say, rather than exclusively focusing on the bodily impacts of Li
Ping’er’s emotions, as the authoritative physicians have done, Ruyi’er pays more attention to
what give rise to the emotional responses that cause her mistress’s deadly illness.'”” Most
pertinently, the wet nurse has repeatedly ascertained Pan Jinlian’s provocation as the source
of Li Ping’er’s silent vexation, about which all the authoritative physicians notably remain
reticent.'” Admittedly, one can easily explain this difference away by pointing out either the
wet nurse’s ignorance of specialized medical knowledge, or the physicians’ unawareness of
the two concubines’ daily communication.'"* Nevertheless, it is still undeniable that the
writer has not only presented the wet nurse’s extensive explanations for Li Ping’er’s malady,
but more significantly, also used them to alert the reader to the etiological factor of Pan

Jinlian’s provocation that is absent from all the other diagnoses. By extension, the wet

that Ximen Qing’s family members are “unaware of the true cause of his final illness,” see Cullen, “Patients and
Healers,” 133.

112 T use the word “etiological” to stress the causes of illness, while the word “pathological” the bodily
effects of maladies; for the two words’ distinctive emphases, see Oxford English Dictionary Online, s.v.
“aetiology/etiology,” accessed December 11, 2019, https:/ /www-oed-
com.ezproxyl.lib.asu.edu/view/Entry/3268?redirectedFrom=etiology#eid; s.v. “pathology, accessed
December 11, 2019, https:/ /www-oed-
com.ezproxyl.lib.asu.edu/view/Entry/138805?redirectedFrom=pathology#eid.

113 This difference resonates with that between “knowledge of the patient’s human relations” and
“knowledge of the body;” see Sivin, “Emotional Counter-Therapy,” 4.

114 For instance, “women are alienated from male medical practice by the fact that the male 727/

physicians use a technical language that is not the cultural possession of women;” see Cullen, “Patients and
Healers,” 130.
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nurse’s diagnosis further suggests the impossibility of curing her mistress merely through
pathological contemplation without proper etiological consideration. A medical case from
Wu Kun’s Y7fang kao, a work roughly contemporary with the JPM, again proves conducive to
elucidating this point:

After a girl was betrothed, her husband-to-be went away on business for wo years
without returning. Because of this she did not eat, and miserably took to her bed as
though lovesick. She had no other symptoms, but lay there all day facing the wall.
Her father invited Zhu Zhenheng to treat her, and told him how it had come about.
After Zhu read her pulse he said to her father: “This is an instance of ¢/ congealed
because of longing. It cannot be cured with medicines alone. But if something made
her joyous it might clear up. Lacking that, let us make her angry.” Without further
ado [the father?] slapped her face and accused her of being involved with someone
else. At that she became very angry, weeping and sobbing for six hours. When [Zhu]
let [her father| explain [what had happened], she asked for food. The reason for this
is that with sorrow her ¢/ dissipated, but the anger overcame her worry. Zhu said to
her father: “Although her illness has remitted, only joy will cure it.” [The father]
arranged for her fiancé to return. After this happened, as predicted, her illness did
not recur.'”

—%F 5K, REA_F R . AL, HEN#. £tbim, TH®ER
Lo AREAEHEZ, EU. HHE, FALLE: [HBARLGL, %
G, FETMH. IR, AR%, | ARELE, mOOME, RXERR
BEZEE, AMZ, WAL, ARE, BAE, BAKSKE, §5F
£\ [RfE, BFEFTL. | U RE, BmRAK, RITFE,

In this widely cited case, the woman fell ill due to congealed ¢/ that resulted from her worries

about her fiancé, a merchant who had been away for two years.'' To alleviate her symptoms,

the renowned physician Zhu Danxi % #Hi% (1281-1358) prescribed the enragement of the

15 Wu Kun, Yifang kao, 49: 3.71-72; Sivin, “Emotional Counter-Therapy,” 10; also see the same page
of Sivin’s article for a note on an alternative version of this case in the Danxi yi'an FHZE £ 1tis notable that
the Danxi yi’an is apocryphally attributed to Zhu Danxi; see Tian Sisheng B 2 et al., eds., Zhu Danxi yixue
guanshu %8 & £ F (Beijing: Zhongguo zhongyiyao chubanshe, 2006), 1.

116 For other discussion of this case, see Schonebaum, Nove/ Medicine, 61-62; Chen Hsiu-fen, “Between
Passion and Repression,” 55-56. Although “medical services were sought for women most often where their
fertility or reproductive health was at stake,” it is not certain whether this woman’s illness in this case is related
to the consequent lack of reproduction from her husband’s absence; see Chatlotte Furth, “Solitude, Silence,
and Concealment: Boundaries of the Social Body in Ming Dynasty China,” in Chinese Concepts of Privacy, eds.
Bonnie S. McDougall and Anders Hansson (Leiden: Brill, 2002), 29.
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women according to the medical theory of nu sheng si % %= (anger overcomes worry).'’

When she got better, however, he went on to assert the temporary nature of her recovery
and highlight the necessity of joy for her full recuperation.'”® Needless to say, it is her
husband’s return that would be the woman’s greatest joy. And indeed, the husband
eventually came back home toward the end of the case, which led to her complete
convalescence."” However, would the woman recover from her malady if her husband
finally failed to return? In the context of JPM, the wet nurse’s etiological attention,
inadvertently or not, poses a similar question to the three physicians. That is, will Li Ping’er
convalesce with the continuous presence of Pan Jinlian’s persistent provocation, the ultimate
etiological factor that is equivalent to the husband’s absence in Wu Kun’s medical case?
Hence, the wet nurse’s etiological perspective conduces to a critique of the preoccupation
with the pathological impacts of emotions within the medical discourse surrounding the
novel. The contrast of the wet nurse’s diagnosis with that of the authoritative physicians
even features a meta-discursive quality, since it parallels with the distinction of the emphasis
on the “distinct exogenous origins” of illness in the vernacular medical tradition from that

on “internal issues of emotion and thought” in the elite medical tradition.'®

17 \Wu Kun, Yifang kao, 3.68, 70; Sivin, “Emotional Counter-Therapy,” 6, 10. Notably, anger is most
frequently resorted to for curative purposes in the “Qingzhi” 17 & section of Yifang kao; see the summarizing
chart of the eleven medical cases from this section in Sivin, “Emotional Counter-Therapy,” 13. For another

medical case on the contribution of anger to dissolving gtief in the Shishan yi'an &l B % see Cullen, “Patients
and Healers,” 131.

18 Wu Kun, Y7fang kav, 3.70; Sivin, “Emotional Counter-Therapy,” 10.

19 Wu Kun, Y7fang kao, 3.71; Sivin, “Emotional Counter-Therapy,” 10.

120 Schonebaum, Nove/ Medicine, 190; for a similar distinction between the location of “powerful forces
and influences outside the individual” in possession cultures and that of Euro-American culture “within the
individual,” see Catherine Bell, Rezual: Perspectives and Dimensions (Oxford: Oxford University Press, 1997), 117.

For another resonant observation of how the threatening others are located internal or external to the self, see
Rosemary Jackson, Fantasy: The Literature of Subversion (London: Routledge, 1981), 58-60.
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A further critique of the medical discourse arises from the wet nurse’s stress upon
how Li Ping’er copes with anger that is again absent from the three physicians’ diagnoses.
This crucial difference helps solve the conundrum of why the arguably angrier Pan Jinlian
remains robust in the JPM, whereas the emotion proves highly deadly to Li Ping’er instead.
The authoritative physicians clearly fail to provide a satisfactory answer with their
pathological considerations, but the wet nurse sheds pivotal light on this issue by paying
attention to her mistress’s silent anger-containment. In her diagnosis of Li Ping’er’s illness
cited above, not only has Ruyi’er held verbal ventilation to be effective in dissolving anger,
but also contrasted her mistress’s silent fuming with Pan Jinlian’s incessant venting through
insults insinuations, and innuendoes."” As noted previously, Pan Jinlian, however, has in no
way limited her ways of airing furies to the verbal approach alone. Indeed, apart from
physically torturing Qiuju, she has also given a good beating to nobody other than the wet
nurse shortly after Li Ping’er passes away.'” In stark contrast, Li Ping’er still prizes her own

reticence even on her deathbed, claiming that: “Though Heaven does not speak, it is obvious

that it is high; though Earth does not speak, it is apparent that it is low” X~ & f 8 &, 3

& B /%.'% The concubine has thus remained ironically unaware of the underlying role

of her silent fuming in her impending death. But as Ruyi’er’s diagnosis suggests, it is not just
anger that leads to Li Ping’er’s death; the concubine’s reticent repression of anger also plays

a critical part. The wet nurse’s perspective unveils the insufficiency of the medical discourse

121 Liu Hui and Wu Gan, Husping huijiao, 3: 62.1236; Roy, The Plum, 4: 62.49.

122 Liu Hui and Wu Gan, Huiping huijiao, 4: 72.1461-63; Roy, The Plum, 4: 72.343-45; this episode
involves the two women’s struggle for a laundry bat and reveals Pan Jinlian’s fear for the fertile wet nurse’s
potential pregnancy; see Ding, Obscene Things, 217.

123 Liu Hui and Wu Gan, Husping huijiao, 3: 62.1237; Roy, The Plum, 4: 62.50.
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that the authoritative physicians represent in merely focusing on the bodily implications of
emotions. Complementarily, her explanations have laid emphases on both the etiological
causes to her mistress’s deadly anger and the concubine’s silent containment of the emotion.
Indeed, Ruyi’er’s diagnosis of Li Ping’er may be equally open to doubt, but certain
narrative details and commentarial remarks have mitigated the potential unreliability of the
wet nurse’s words and affirmed their validity. The concubine’s response to the wet nurse’s
diagnosis serves as a case in point. Having overheard what Ruyi’er tells Nun Wang, Li
Ping’er immediately stops and scolds the wet nurse: “Don’t be such an old woman. Why
should you criticize her [Pan Jinlian] for no good reason? I'm already as good as dead. Let
her [Pan Jinlian] do as she pleases” RiEHE FHRBARMEN? RCELELHA
T, FEALEE T .'* Rather than dismissing them, the concubine’s rhetorical question in fact
betrays her agreement to the wet nurse’s explanations. Not only do these words foreshadow
Li Ping’er’s impending death, but more importantly, also convey a sense of helplessness
regarding Pan Jinlian’s deadly enragement and persecutory provocation. Besides her mistress,
Zhang Zhupo also concurs with Ruyf’er, calling the wet nurse Li Ping’et’s ghixinzhe a3
(one who knows [her] heart) when she prioritizes anger as a crucial reason for the
concubine’s illness.'”” Indeed, the commentator has similarly teased out Li Ping’er’s silent

anger-repression as her binggen Fa#k (root of sickness) on an eatlier occasion, when she fails

to utter a word upon hearing Dajie’s report of Pan Jinlian’s instigation of Wu Yueniang

124 Liu Hui and Wu Gan, Husping huijiao, 3: 62.1237; Roy, The Plum, 4: 62.50.

125 Liu Hui and Wu Gan, Husping huijiao, 3: 62.1236.
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against herself mentioned above.'” With her mistress’s acquiescence and the commentator’s
concurrence, the wet nurse’s diagnosis of Li Ping’er enjoys warranted reliability.

One last critique of the medical discourse from the [PM concerns the medical theory
that champions the curative effects of marital sex upon the female body.'”” A corroborating
case seems to be how Li Ping’er’s recovers from her malady that has resulted from her
dream intercourses with fox spirits.'” Indeed, she does not convalesce until she meets Jiang

Zhushan, one of her husbands.'” Moreover, when praising his sexual prowess, Li Ping’er has
repeatedly compared Ximen Qing to “what the doctor ordered for her” B 4249 % not only

before, but more significantly, also after their marriage."” Her simile appears to further
confirm the adoption of the medical theory on marital sex in the novel. However,
considering the silencing effect of sex upon Li Ping’er, a trenchant sense of irony emerges
out of her comparison. As analyzed above, Ximen Qing’s sexual competency in effect
contributes to silencing his favorite concubine, whose reticence, as her primary way of
dealing with anger, in turn proves deadly.” Rather than a full-hearted embrace, the thread
from sex through silence to her death in fact questions the healing effects of marital sex

within the medical discourse. Instead of mirroring its surrounding medical episteme, the JPM

126 Tiu Hui and Wu Gan, Husping huijiao, 3: 51.1000.

127 Chen, “Between Passion and Repression,” 57.

128 Tiu Hui and Wu Gan, Huiping huijiao, 1: 17.375-76; Roy, The Plum, 1: 17.348-49.

129 Liu Hui and Wu Gan, Husping huijiao, 3: 17.376; Roy, The Plum, 1: 17.349.

130 Liu Hui and Wu Gan, Huiping huijiac, 1: 17.370, 19.424; Roy, The Plum, 1: 17.340, 19.399. For an
interpretation of how this recurrent metaphor frames Jiang Zhushan’s ghostly presence, see Shang, “Fushi

xiaoshuo,” 47-48.

131 For a perceptive remark on Ximen Qing’s underlying role in Li Ping’er’s death, see Xiaofei Tian,
Qinshuitang, 54.
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has posed penetrating critiques of its pathological preoccupation, oversight of anger-coping
approaches, and celebration of curative marital sex.

Concluding Thoughts

In reference to the discourse on the four obsessions, the JPM is groundbreaking for paying
considerable attention to women’s propensity for ¢/, particularly through representing their
anger. Positing Pan Jinlian and Li Ping’er as a contrastive pair, the novelist has explored
women’s diverse ways of coping with the emotion and suggested how sexual satisfaction, or
lack thereof, relates to the adoption of such varied approaches. The novel further
demonstrates how different approaches to anger exert impacts upon the female body,
especially via the case of Li Ping’er. Various strands of diagnostic discourse revolve around
her deadly malady and contend with each other, pinpointing not only anger as the cause of
her illness, but also what leads to her silent fuming in the first place. Such discursive
contestation, furthermore, reconfigures the novel with regard to its surrounding medical
episteme. That is, the JPM amounts to more a challenge to than a reflection of its

contemporary medical discourse, despite its extensive incorporation of medical knowledge.
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Chapter Six
Matrimony, Trauma, and the Body: Angry Shrews in the Xingshi yinyuan zhuan
In the last chapter, I have demonstrated, in reference to traditional Chinese medical
discourse, the outstanding place that anger occupies in the lethal illness of Li Ping’er, one of

the shrews in the sixteenth century novel Jin Ping Mei & # A% (The Plum in the Golden

Vase; hereafter JPM)." However, I have deliberately remained reticent about the retributive
dimension of the shrew’s deadly anger in my previous analysis.” To understand how her
anger relates to retribution, it is necessary to tease out how Li Ping’er’s malady is rooted in
her maltreatments of Hua Zixu, one of her ex-husbands. When he returns home from
prison, not only does she verbally abuse her then husband, as the last chapter analyzes, but

also neglects him when he becomes bedridden.’ The narrator duly notes that Hua Zixu’s

malady is rooted in his “suffering from the ill effects of his rage” 137 & 2 F K, which

1T follow Keith McMahon in using the word “shrew” to refer to the female character type designated
as pofu BT or hanfu 1%4% in colloquial fiction and drama of late imperial China; see McMahon, Misers, Shrews,
and Polygamists: Sexuality and Male-Female Relations in Eighteenth-Century Chinese Fiction (Durham: Duke University
Press, 1995), 1, 10, 12-15, 55-81; see also the extensive study of this character type in Yenna Wu, The Chinese
Virago: A Literary Theme (Cambridge, MA: Council on East Asian Studies, Harvard University, 1995).

2 For pertinent analyses of the role of retribution in Li Ping’er’s illness, see Laurence G. Thompson,
“Medicine and Religion in Late Ming China,” Journal of Chinese Religions 18.1 (1990): 47, 50; Christopher Cullen,
“Patients and Healers in Late Imperial China,” History of Science 31.2 (1993): 135; Chen Hsiu-fen B 75 75,
“Between Passion and Repression: Medical Views of Demon Dreams, Demonic Fetuses, and Female Sexual
Madness in Late Imperial China” Late Imperial China 32.1 (2011): 72; for a caution against viewing “karmic
causes [as] the most important, most meaningful, in understanding illness” and an effort in emphasizing the
abundant medical information in the novel, see Andrew Schonebaum, Nove/ Medicine: Healing, Literature, and
Popular Knowledge in Early Modern China (Seattle: University of Washington Press, 2016), 152.

3 Liu Hui 21# and Wu Gan R 3K, Husping huijiao Jin Ping Mei 8 3F 8 25 A, rev. ed. (Hong
Kong: Tiandi tushu youxian gongsi, 2010), 1: 14.319-21; David T. Roy, trans., The Plunm: in the Golden V ase, or
Chin P’ing Mei (Princeton, NJ: Princeton University Press, 1993-2013), 1: 14.282-85.
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partially result from Li Ping’er’s mistreatment.* Worsened by fenghan B % (an acute intestinal
fever), his health quickly deteriorates, and soon, he “Succumbs to Rage and Loses His Life”
T & B R % &, as the title of Chapter 14 makes clear.” In the cibua recension of the novel,

a verse again singles out the husband’s anger and foreshadows his retributive revenge on his

wife: “Hua Zixu became so engorged with rage [that] his tender guts gave away; but another
day, in the court of the underwotld, he would be revenged” § JEREFZIGET, HH 3
ol # k. Similar to the case of Li Ping’er, therefore, the emotion has also played a

prominent role in Hua Zixu’s death. Later when she becomes severely ill, Li Ping’er
constantly sees her late husband’s ghost, whose haunting presence clearly indicates the

retributive cause to her lethal malady.” As the title of Chapter 60 in the Cihua recension
reveals, “Li Ping’er Succumbs to Anger and Becomes 111 B R B RS Notably, this
chapter title shares exactly the same phrase yingi B &, (to succumb to anger/rage) with that

of Chapter 14 cited above, in which Hua Zixu passes away.’ The recurrent phrase subtly

* Liu Hui and Wu Gan, Huiping huijiao, 1: 14.321; Roy, The Plum, 1: 14.285; Ximen Qing, Li Ping’er’s
then lover, also leaves her husband “giddy with rage” #4948 % by avoiding meeting Hua Zixu to discuss the

expenses for getting Hua out of prison; see Liu Hui and Wu Gan, Huiping hujiao, 1: 14.320; Roy, The Plum, 1:
14.284.

5 For Hua Zixu’s death, see Liu Hui and Wu Gan, Huiping huijiao, 1: 14.321; Roy, The Plum, 1: 14.285.
For the chapter title, see Liu Hui and Wu Gan, Huiping buijiao, 1: 14.313; Roy, The Plum, 1: 14.274; 1 have
replaced the word “chagrin” in Roy’s translation with “rage” to render ¢/ for the sake of consistency with both

earlier translations and that of the title in Chapter 60. For an alternative translation of shanghan 1% % as “Cold
Damage Disorder” and a brief introduction to this disease, see Cullen, “Patients and Healers,” 135.

6 Qin Xiurong &44 2, Jin Ping Mei: Huiping huijiao ben &#A: G +F &K A (Beijing: Zhonghua
shuju, 1998), 3: 14.1639.

7 Liu Hui and Wu Gan, Hugping huijiao, 3: 62.1233-34, 1250; Roy, The Plum, 4: 62.45-47, 68.

8 Qin Xiurong, Jin Ping Mei, 3: 60.2000; Roy, The Plun, 3: 60.489; translation modified for the sake of
consistency with that of the title of Chapter 14.

° Liu Hui and Wu Gan, Huiping huijiao, 1: 14.313; Roy, The Plum, 1: 14.274.
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links Li Ping’er’s lethal anger to her then husband’s deadly rage in both linguistic and
emotional terms. Thus, anger has figured as the paramount emotional agent that inflicts the
retributive punishment on the shrew, serving to correlate karmic retribution with her body.

In this sense, the emotion proves not only deadly, but also fatal.
A seventeenth-century novel entitled Xingshi yinyuan hnan BEHIR AR (Marriage as

Retribution, Awakening the World; hereafter Xingshi) similarly entwines anger with karmic
retribution and the body, primarily through the figure of the shrew.'” This later work relates
a pair of story cycles revolving around two groups of characters that karmic reincarnation
binds together. The first cycle starts with the male protagonist Chao Yuan’s killing of a fox
fairy during a hunting trip."" Then, his wife, née Ji, commits suicide, since his concubine
Zhen’ge fallaciously accuses her of committing adultery with a Buddhist monk and a Daoist
priest."”” Finally, Chao Yuan gets murdered as a result of the revenge of the fairy’s ghost."
The other story cycle mainly recounts how Xue Sujie and Tong Jijie, the fox fairy and Ms.
Ji’s respective reincarnations, abuse and torture their husband Di Xichen, the reincarnated

Chao Yuan, in their next life.'* Barlier scholarship has well documented the considerable

10 For this translation of the novel’s title, see Yenna Wu, Aweliorative Satire and the Seventeenth-Century
Chinese Novel, Xingshi yinyuanzhuan — Marriage as Retribution, Awakening the World (Lewiston: The Edwin Mellen
Press, 1999), ix.

11 Xizhou sheng ¥ & &, Xingshi yinynan hnan B2 IR A% (Beijing: Renmin wenxue chubanshe,
2014), 1: 17-21; unless otherwise noted, I will refer to this edition in the following discussion thanks to its
careful annotation and collation.

12 These episodes form the core of Chapters 8 and 9 in the Xingsh:.
13 Xizhou sheng, Xingshi, 1: 19.264.

14 For alternative summaries of the novel, see Martin W. Huang, Desire and Fictional Narrative in Late
Imperial China (Cambridge, MA: Harvard University Asia Center, 2001), 145; Maram Epstein, Competing
Discourses: Orthodoxy, Anthenticity, and Engendered Meanings in Late Imperial Chinese Fiction (Cambridge, MA: Harvard
University Asia Center, 2001), 121-22; for a more detailed chapter-by-chapter synopsis of the novel, see Yenna
Wu, Ameliorative Satire, 303-55.
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influence of JPM on the Xingshi. For example, Martin W. Huang reads the later novel as a
response to the earlier one based on their similar concern with individual desire, shared
intertextual linkages, and reversed structural organizations."” Having summarized the
thematic, structural, and stylistic resemblance between the two novels, Maram Epstein
concludes that: “Xingshi ... surpasses Jin Ping Mei in the depiction of conjugal violence and a
wife’s relentless and sadistic cruelty toward her husband.”" I will further point out that the
episodes that bear witness to a shrew’s torments of her henpecked husband, along with his
family members, are simultaneously infused with her furies.'” Nonetheless, as for the
Xingshi, the relations of the shrews’ anger to both karmic retribution and the body have so
far fallen outside the scholarly purview, not to mention a nuanced comparison of the novel
with the JPM regarding the treatment of such relations.

In the following discussion, I will first fill the lacuna in the connection between the
shrews’ anger and karmic retribution by focusing on two motifs in the Xingshi. As its title
indicates, marriages in the novel function to signal the karmic bonds. But there remains the
question of how matrimony realizes retributive justice. or to recall the title, “awakens the
world.” One way, I will contend, is through the trope of following matrimonial occasions
immediately with the shrews’ outburst of rage within a same chapter. Closely juxtaposed
with marriages, a shrew’s anger leads to either the direct abuse of her reincarnated nemesis,
or the deadly enragement of the patriarchs and matriarchs within her husband’s household

and that of her own. Such disastrous consequences evidence the role of the emotion in

15 Huang, Desire and Fictional Narrative, 144-53; for another observation of the intertextual association
between the two novels, see McMahon, Misers, Shrews, and Polygamists, 74-75.

16 Epstein, Competing Disconrses, 123.

17 For an observation of the shrew Xue Sujie as “a scourge to her in-laws and the community,” see
Yenna Wu, The Chinese Virago, 112.
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inflicting karmic retribution. A second motif that I will focus on is the inexplicability of the
shrews’ anger. I will argue that, on the one hand, the shrews’ repeated emphases on their
emotional opacity add a traumatic dimension to the founding moments of their karmic
entanglements. On the other hand, these recurrent notes highlight the impacts of such
traumatic experiences before reincarnation upon the shrews, recuperating the female
perspective on their own emotional states. Lastly, I will examine how the shrews’ anger
relates to the body, the prime site that sees their enactment of karmic retribution via the
emotion. A shrew’s anger may impinge upon the body of both herself and her victims in an
array of forms, including cannibalistic violence, castration, penetration, and possession.
After Marriages: The Shrews’ Anger and Karmic Retribution

One major function of matrimony in the Xingshi is to tie up karmic linkages established in
the characters’ pre-reincarnated lives. As Di Xichen’s dream trip to the underworld reveals at

the end of the novel, King Yama “made [Chao Yuan and the reincarnated fox fairy as]
husband and wife to balance the grievances in their earlier life” VA2 KA, VAR IRALAT
#£."® Similarly, because Chao Yuan “favored his concubine and ignored his main wife,
forcing Ms. Ji to commit suicide by hanging herself” #0485 & 47, & #h31 K D &, Tong
Jijie, Ms. Ji’s reincarnation, “should marry Di Xichen as his concubine in this [post-
reincarnated] life to balance the grievances” & #% 4 £ AT, VIR BARE £."

However, matrimony has functioned as a balancing mechanism that enables the karmic

retributions beyond those between the husband and his wives. A case in point is Tong Jijie’s

18 Xizhou sheng, Xingshi, 2: 100.1332.

19 Xizhou sheng, Xingshi, 2: 100.1332.

176



abuse of her maid Zhenzhu (meaning “Pearl”). Di Xichen’s marriage with the concubine
creates the opportunity for him to purchase the maid as part of his dowry.”’ According to
King Yama, “Little Pearl is precisely the concubine Zhen’ge that Di Xichen favored in his
earlier life. [Zhen’ge] slandered the main wife so that Ms. Ji hanged herself with grievances”
NG BRBP KA IR AT A TR Z N, il £ IR, BETRIRG & .7 Indeed,
the homophonous association of Tong Jijie’s name with that of Ms. Ji and the shared
character between Zhenzhu and Zhen’ge’s names betray their respective reincarnate
correspondence. Therefore, matrimony in the novel has served to not only converge various
parties to a karmic connection, but also facilitate the realization of retributive justice.
Notably, the weddings frequently occasion the bride’s change of disposition in the
Xingshi, transforming her from a demure maiden to an angry shrew. For instance, Xue Sujie’s
marriage to D1 Xichen initiates the change of her temper. On the night immediately before
her marriage, Xue Sujie’s father, in front of his whole household, didactically instructs his
daughter to abide by the orthodox conception of female virtues.”” The emotion of anger

recurrently figures as a preeminent focus of his cautions. He asks his daughter to “neither get
angry with [her sister-in-law] whatsoever” T & 1~ & &4 & K., nor incur her husband’s
anger.” Citing her aunt’s case, he admonishes Xue Sujie against being jealous or affronting

her parents-in-law.** Having received his pre-marital instructions, Xue Sujie goes to bed and

20 Xizhou sheng, Xingshi, 2: 76.1004.
21 Xizhou sheng, Xingshi, 2: 100.1332.
22 Xizhou sheng, Xingshi, 1: 44.590.

23 Xizhou sheng, Xingshi, 1: 44.591-92.

2+ Xizhou sheng, Xingshi, 1: 44.592-93.
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dreams that the fox fairy’s ghost replaces her haoxin %S (good heart) with another one.”
As the chapter title indicates, “it was not until her dreamed heart replacement that [the bride]
turned into a shrewish wife” 3 #2877 pR & 47 2 Afterwards, the emotion of anger again
stands out and signals her changed temperament. Upon seeing the wedding host in her
marriage chamber, Xue Sujie immediately “harbored a full belly of resentment and fuming”
FK 89— LI .7 When the host recites some passages with erotic suggestions, the bride
“became so angry that she paled after blushing, and blushed after paling, ... getting greatly
vexed in her heart” RAFAIE LAL T &, T4, . o o SPHRZIEM > In case he
utters other vulgar words, Xue Sujie finally loses her temper and loudly urges her maids to
drive the host away.”” Not only has the bride’s response surprised the host, who in turn

claims her to possess “a fierce temper” ZLEE 9P F, but also shocks her servants, according
to whom she has “never raised her voice at home” K42 -%& &) & & 2 3548 H 2 If the

host’s ritual improprieties still seem to justify her initial irritation, the emotion then proves
intriguingly ungrounded when she taunts her brothers, who have come into her chamber to

say goodbye, and rebuts her mother’s admonition soon after the marriage.” Thus, the

25 Xizhou sheng, Xingshi, 1: 44.594.
26 Xizhou sheng, Xingshi, 1: 44.586.
27 Xizhou sheng, Xingshi, 1: 44.595.
28 Xizhou sheng, Xingshi, 1: 44.596.
2 Xizhou sheng, Xingshi, 1: 44.597.
30 Xizhou sheng, Xingshi, 1: 44.597.

31 Xizhou sheng, Xingshi, 1: 44.598; rather than Xue Sujie’s biological mother, this is in fact the main
wife of her father; for an explanation of Xue Sujie’s family structure from the perspective of concubinage, see

178



outbreak of Xue Sujie’s anger closely coincides with her wedding and paves the way for her
subsequent subversion of the familial orders not just in her own household, but in that of
her husband as well.

Similarly marking her changed disposition, Tong Jijie’s marriage to Di Xichen further
demonstrates how matrimony mobilizes karmic retribution through a shrew’s ensuing anger
in the Xingshi. As noted earlier, it is for this marriage that Di Xichen procures the maid Pearl
for his concubine-to-be three days before their wedding in the capital.”> As a result, the
matrimony has bound the reincarnations of Chao Yuan, his wife Ms. Ji, and his concubine

Zhen’ge together. The moment she marries into Di Xichen’s family and spots Pearl, Tong
Jijie immediately “viewed the maid as her foe” #LAmILAAR L —HZ.” The originally meek
concubine becomes so angry that she abuses the maid and “did not lay eyes on her” JE AR 4

I~ A3 Thus, not only has Tong Jijie’s marriage triggered her transformation into an angry

shrew, as in the case of Xue Sujie, but also enables the concubine to inflict karmic
retribution via her anger. Within the same chapter, there immediately follows a message
from Di Xichen’s hometown about his main wife’s outburst of rage there. Accordingly, Xue
Sujie has become furious over the recent birth of Di Xichen’s younger brother.” So incensed

is the shrew that she has not only attempted to shock the baby to death by creating a

Yifeng Zhao, “Concubinage in Seventeenth-Century Chinese Literature: A Historical Study of Xing-shi yin-yuan
ghnan,” Past Imperfect 4 (1995): 61.

32 Xizhou sheng, Xingshi, 1: 76.1004.
3 Xizhou sheng, Xingshi, 2: 76.1004-5.
3+ Xizhou sheng, Xingshi, 2: 76.1005.

3 Xizhou sheng, Xingshi, 2: 76.1005.
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cacophony, but also alleged that he is not her father-in-law’s child.” Consequently, her

father-in-law “suffered from anger because of these and became bedridden, whose situation
was rather urgent” X BINR T R, FmAAL, G %7 When Di Xichen returns
home from the capital and tries to dissuade her from provoking his father, Xue Sujie

explicitly heeds her deliberate enragement of her father-in-law, asserting that: “If I'm

concerned that he’s angty, Ill be quiet! I just want him to be angry” & TAM £ &, KIALR
T AREFHFM A RZ In other words, she has targeted her anger precisely at the

patriarch, instrumentalizing the emotion for his devastation. Eventually, the shrew’s furious
beating of her husband adds the last straw to her father-in-law’s severe sickness.”” With her
rage, she succeeds in destabilizing the familial order of her husband’s household. In the same
chapter, Xue Sujie’s outburst of anger, along with that of Tong Jijie, closely follows the
concubine’s marriage to Di Xichen and forms a marriage-rage sequence that enacts the
karmic retribution.

The marriage of Di Qiaojie, Di Xichen’s sister, to Xue Rujian, one of Xue Sujie’s
brothers, again bears witness to the narrative sequence. At first glance, this marriage seems
only indirectly pertinent to Di Xichen’s karmic entwinement with Xue Sujie, merely
reinforcing the entanglement of both households. Nevertheless, their wedding immediately
precedes another outbreak of the shrew’s anger. In this light, it is precisely the tenuous

pertinence of Di Qiaojie’s marriage to her brother’s karmic imbroglio that evidences the

36 Xizhou sheng, Xingshi, 2: 76.1005.
37 Xizhou sheng, Xingshi, 2: 76.1005.
38 Xizhou sheng, Xingshi, 2: 76.1007.

3 Xizhou sheng, Xingshi, 2: 76.1008.
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narrative design of succeeding weddings with a shrew’s anger to actualize karmic retribution
in the Xingshi. Initially, although those in the Xue household worry whether she will be as
shrewish as Xue Sujie, Di Qiaojie turns out to be a model wife and daughter-in-law, “treating
her parents-in-law as her own parents, her sisters-in-law as her sisters, and forming a
harmonious relationship with her husband” ¥ & 3 4& B dm &) T8 XA, 5N dh 42 B dm
Fau ﬁdiﬁdi"ﬁi, K FAonz 0 Hence, Di Qiaojie’s marriage starkly contrasts with that
of her brother, which is fraught with wrath and violence. Notably, after describing Di
Qiaojie’s benign influences on the familial relations of the Xue household, the narrator, still
within the same chapter, abruptly shifts the focus to Xue Sujie’s anger and provocation of

her mother-in-law. Having previously enraged Di Xichen’s mother into paralysis," the

shrew, “with a good knowledge that anger was the greatest weakness of her mother-in-law’s

illness, provoked her even more” B /¥ BEIEZ R ZIRN, A BAEAREE A
£.% One day, Xue Sujie sees Di Xichen talking with his father’s concubine as well as a

servant’s wife, and instantly suspects that he is involved in an illicit affair with the two
women.” As a result, the shrew flies into rage and violently tortures her husband.* When

hearing her son’s calls for help, Di Xichen’s mother “couldn’t help feeling vexed” “~ B 49 2

40 Xizhou sheng, Xingshi, 2: 59.791.
4 Xizhou sheng, Xingshi, 2: 56.745.
42 Xizhou sheng, Xingshi, 2: 59.792.
# Xizhou sheng, Xingshi, 2: 59.793.

# Xizhou sheng, Xingshi, 2: 59.793; more on the implications of the way in which Xue Sujie tortures
Di Xichen below.
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A2 B AR .* She passes away on the spot upon seeing her son’s miserable suffering from Xue

Sujie’s torments.** After learning about his daughtet’s provocation of her mothet-in-law to
death, the shrew’s father becomes so vexed that he soon passes away in the same chapter as

well.Y

Therefore, the shrew has managed to eliminate both her own father and mother-in-
law through her furies at one stroke. The emotion again ensues from a marriage closely,
imposing retributive punishment by eradicating the patriarchal and matriarchal authorities,
and thus, undermining the power structure of both households.

As analyzed above, the narrative motif of preceding the shrews’ outburst of anger
with a wedding has linked the emotion to the infliction of karmic retribution in the novel.
Furthermore, the shrews’ anger has another feature that gestures toward the moment when
their karmic connection is established in the first place, to which we will turn next.
Reframing an Encounter: The Shrews’ Inexplicable Anger
Inexplicability stands out as a prominent feature of the shrews’ anger in the Xingshi. The
shrews repeatedly heed the unexplainable quality of their anger with those involved in the
same karmic entanglement. A case in point emerges out of Xue Sujie’s recurrent
characterization of her furies toward her husband as unfathomable ever since their very first
encounter. Prior to their engagement, Di Xichen often visits his wife-to-be’s house with his

father, but Xue Sujie, upon hearing of her future husband’s arrival, always rushes to conceal

herself.* However, her self-concealment does not arise from shyness or words, since she

4 Xizhou sheng, Xingshi, 2: 59.794.
46 Xizhou sheng, Xingshi, 2: 59.794.
47 Xizhou sheng, Xingshi, 2: 59.794.

48 Xizhou sheng, Xingshi, 1: 25.343.
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does not know at this point that they will later get married. When her mother asks why she
hides, Xue Sujie replies that: “I don’t know why, but whenever I see him, I just can’t help
feeling angry. That’s why I don’t want to see him” & 40 /& &, 12/ Lth, KL Z4 R
AR BT VARASATIE LAY This remark on her unaccountable fury toward Di Xichen
occurs long before their wedding that seals their karmic intertwinement and keeps the reader
in suspense as to why she gets angry.”’ After their marriage, the shrew even more frequently
heeds the inexplicability of her anger with the husband. When Xue Sujie returns to her own
house shortly after her wedding, she tells her mother that: “I don’t know why, but whenever

I see him [Di Xichen], I just can’t help feeling angry in my heart and really want to engulf
him with my flame. ... But I really don’t know why I’'m angry with him” & %= & &, A
TH, HINSALG R I EARFZR, R — O L TR K. o o « KAELR
Fmil % A4 A

Similarly, Tong Jijie’s anger with Pearl shares the same inexplicability with that of

Xue Sujie. When Di Xichen asks the concubine why she is angry with the maid, “even Tong

Jijie herself didn’t know the reason. It was just that, upon seeing the maid, she felt like

having a long feud with her and wanted to bite her off” BEFIMEL T R, RE—
BT e, IS4t ZB—A%, RN AA T IEAZ & 2 Later, the concubine of Di

Xichen’s father tries to dissuade her from abusing the maid, but Tong Jijie reiterates the

4 Xizhou sheng, Xingshi, 1: 25.343-44.
30 That is, around twenty chapters before Xue Sujie and Di Xichen’s wedding,

51 Xizhou sheng, Xingshi, 1: 45.607; again, this is the main wife of Xue Sujie’s father instead of the
shrew’s biological mother.

52 Xizhou sheng, Xingshi, 2: 76.1005.
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unaccountable feature of her anger: “It’s truly strange! When I saw her the other day, she in

fact hadn’t offended me at all. I didn’t know why I couldn’t help feeling angry when I saw

her. It’s just like she’s feuding with me for several lives” i3 F AL EHF ! KA—H LT
e, ERRXEAALEBERR, EXLfER, LT REIRF I AR, 8IS K
F &89 ZBE—HAL.> Besides repeatedly characterizing her anger as inexplicable, the shrew
has tried to account for her emotional response by resorting to such terms as suchon 7 & (a

long feud) and jishi de ynanchou %% 49 Z B (feuds of several lives), namely, her ways of

referring to the karmic antagonisms between the maid and herself. Likewise, Xue Sujie has
also evoked the notion of karmic retribution to attempt explaining her inexplicable anger
with both her husband and his family members. During her sister-in-law’s wedding, the
shrew makes the following confession to a cousin’s wife:

As long as I see him, my anger immediately arises from nowhere. ... Even I myself
don’t understand. In fact, my parents-in-law in no way niggle, but extremely dote on
me. Even he [Di Xichen] dare not offend me. ... I know perfectly well that I’'m
supposed to show filial devotion to my parents-in-law and respectfully admire my
husband. But I just don’t know why I can’t control myself as soon as I spot him. It’s
as if they’re at several lives of feuds with me. ... Just now, when others’ wives
greeted my mother-in-law, I didn’t recognize her in my heart. Now she’s not in front
of me, I know well and feel regretful. I've repeatedly promised to change, but when I
see them, it’s again all the same. It occurs to me that I must have had certain feuds
with his family in the previous life. As a result, I can’t control myself due to some
unknown forces of deities and ghosts.™

HKRLTH, FRFIEIER, o o o EAERLATTRED, LT
INBEBE R NI AR, HARIR A, AL ARRHEELE Ko o o o RliRioiE
NERZFIAN, LRZZERN, BRI #EHL, —A T, FdHac,
BB, — RS EA TR, o o o FFRAIT, AREA
ARG A BN SAL T SRR, Mk ST IRAT, AT

33 Xizhou sheng, Xingshi, 2: 80.1055-56.

5+ Xizhou sheng, Xingshi, 2: 59.789.
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XM, BoARER, RERLT, RELE b, RAELL T AT HATIHME
RE LRI, P4t 2 RAE, LHRERA T,

Within this short passage, the shrew has thrice noticed the unfathomable quality of her
anger, which directs her to karmic linkage as a potential explanation.” Therefore, the
inexplicability of anger has gestured at karmic retribution through the shrews’ voice again
and again in the Xingshi.

Although both have intuited the karmic root of their unaccountable anger, neither
Xue Sujie nor Tong Jijie manages to fully articulate their pre-reincarnate experiences the
moment when they resort to the retributive notion. The inexplicability of the emotion only
points the shrews to karmic retribution without enabling them to pinpoint the events that
have established the karmic entanglements. Rather, the persistent stress on their anger’s
incomprehensibility repeatedly signals the inaccessibility of the shrews’ pre-reincarnate
experiences to their conscious utterance, amounting to verbal thresholds that in turn
heighten a sense of dramatic irony.”® That is, though perfectly clear to the reader, Ms. Ji’s
suicide due to Zhen’ge’s ungrounded slander eludes the reincarnated Tong Jijie throughout
the novel; nor does Xue Sujie recall the following episode in which Chao Yuan ends her
previous life as the fox fairy during his hunting jaunt:

She [the fox fairy] had had an evil longing for Chao Yuan for a long while in her

heart. ... So she changed into a beautiful girl not yet twenty years old, dressed all in

white. She walked, not too fast and not too slow right in front of Chao Yuan’s horse,

gazed at him, and pulled his soul right out of his body. ... Her illusory bag of skin
was all that was needed to fool his carnal eyes and he was wrapped in his plotting for

%5 For a general discussion of karmic retribution as one of male literati’s explanations for shrewish
cases that seem to be beyond rationality, see Yenna Wu, The Chinese Virago, 38.

%6 By “dramatic irony,” I mean “the situation where the audience knows something that the character
of a play, novel, etc., ignores,” see Salvatore Attardo, “Irony as Relevant Inappropriateness,” in Irony in Langunage
and Thought: A Cognitive Science Reader, eds. Raymond W. Gibbs, Jr. and Herbert L. Colston (New York:
Lawrence Erlbaum Associates, 2007), 136-37; also see Wayne C. Booth, .4 Rbetoric of Irony (Chicago: The
University of Chicago Press, 1974), 63; Claire Colebrook, Irony (London: Routledge, 2004), 176.
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her, but the more perceptive falcons and dogs knew her true form. The dogs
bounded forward and the falcons tumbled through the air to the attack. The fox
panicked and fell into her original shape. There wasn’t any crevice of escape in the
solid wall of hunting beasts around her. She fled under Chao Yuan’s horse, hoping
he would save her, but Chao Yuan was a man who liked killing. Not only was he not
about to save her with tender compassion, he pulled his engraved bow out, fit a
feathered arrow to its string, and pulled with his right arm while his left held the bow
steady, aimed straight at the fox under his horse, and shot true. One wail, and the fox
was thrown in the air with the force of the arrow striking home. A yellow dog rushed
in from the side to grab her in his jaws. Before the eyes of all assembled there that
day a thousand-year old demon met her sorry end! She was pulled from the dog’s
jaws and tossed on the pile of game. They called in their troupes, had the horses
stabled, and went back to the villa to eat.”’

HXMBESTE, AARERREGCIT. « o « M T BB E4EE, F
RAB+TRIT, FT—F&F, EXRXEHANLEREGTAL AR L
W=, EEER, FIFRKEAIHE. o o o EEEHRLELME, RIF
AR B KA AR, B MR O B2 A EFS . KA
MAT R, BRERIEE 2., IWHFET FH, 27 A, BROERE, &
B, MMAERKSBHRETHRE, REHKLLDRKESKMMESG, it KEHKEK
SHAEFREEFOA, TESFHIK, REERNEHAES, 17
Fr, BEF LA, AF T, BEHTIRHAE, HE—F4k, Riaaor”
b — i, AR, SF — R M@ AT R, IR TERE, T
—2 &y KAvREMN TR, HAEFREOEEGN, KEKSH, AEEL
PEAR

Situated at the end of the first chapter, this encounter initiates at the very beginning of the
novel Chao Yuan and the fox fairy’s karmic intertwinement after their respective

reincarnation as Di Xichen and Xue Sujie. The narrator zooms in on the moment of Chao
Yuan’s ruthless killing of the fox fairy through a descriptive tableau that is distinctive from

its surrounding narration regarding the hunting trip.5 8 Even more significant is the fact that

57 Xizhou sheng, Xingshi, 1: 1.21; Eve Alison Nyren, trans., The Bonds of Matrinsony/ Hsing-shib yni-yiian
chuan (Vol. One), a Seventeenth-Century Chinese Novel (Lewiston: The Edwin Mellen Press, 1995), 14; Nyren’s
translation covers only the first twenty chapters of the novel, which is why I have not referred to her
translation previously when it comes to later chapters.

38 My distinction of the descriptive tableau from narration is indebted to Patrick Hanan, The Chinese
Vernacular Story (Cambridge, MA: Harvard University Press, 1981), 15; however, unlike Hanan, I emphasize the
different degrees of narrative actions conveyed by these two terms rather than associate them with the
distinctive linguistic registers of Classical and vernacular Chinese.
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the narrator has framed their encounter as a scene of seduction, foregrounding the fox fairy’s
attempt at infatuating Chao Yuan from the start. Consequently, the emphasis on her
seductive intent seems to morally justify her death as a self-inflicted affliction, despite the
narrator’s demonstration of pity for her and remark on the hunter’s predilection for killing.
Nonetheless, Xue Sujie’s repeated emphases on the inexplicability of her anger
contribute to countering the implicitly moralistic framing of this crucial encounter. More
generally, the shrews’ notes on their anger feature delayed repetition and recurrent stress on
its unaccountable quality, and thus, lend a traumatic dimension to their pre-reincarnate
experiences, including such events of fundamental karmic significance as the encounter cited
above.” Not only do these repeated remarks index the moments when the writer focalizes
the narrative around the impacts of such traumatic events upon the shrews, but also enable
the reader to listen to the shrews” own voice on their emotional states.®” In other words, the
repeated highlights of their emotional opacity paradoxically makes it possible to recuperate
the female perspective on the traumatic effects of the shrews pre-reincarnate experiences
upon themselves. In her specific case, Xue Sujie’s repeated descriptions of her anger have

even paved the way for her ultimate verbalization of the encounter prior to her

% For a classical definition of trauma as “an overwhelming experience of sudden or catastrophic
events in which the response to the event occurs in the often delayed, uncontrolled repetitive appearance of
hallucinations and other intrusive phenomena,” see Cathy Caruth, Unclaimed Experience: Tranma, Narrative, and
History (Baltimore: The Johns Hopkins University Press, 19906), 11; also see Caruth, “Trauma and Experience:
Introduction,” in Trauma: Explorations in Memory, ed. idem. (Baltimore: The Johns Hopkins University Press,
1995), 4; Lucy Bond and Stef Craps, Trauma (London: Routledge, 2020), 4.

0 Hanan appropriates Gérard Genette’s concept of focalization as “the focal level” when analyzing
late imperial Chinese fiction, which “refers to the person who sees, and reflects what he [sc.] sees, at any given
moment in the text;” see Hanan, The Chinese VVernacular Story, 17. For discussion of “listening” as a key issue in
trauma studies, see Caruth, Unclaimed Experience, 5, 8-9; Caruth, “Preface,” in Trauma: Explorations in Menmory, vii-
ix; Caruth, “Trauma and Experience,” 10-11; Caruth, ed., Listening to Tranma: Conversations with Leaders in the
Theory and Treatment of Catastrophic Experience (Baltimore: Johns Hopkins University Press, 2014), 231-32. For
some other episodes in which the writer of Xingshi gives voice to the shrews, particularly via distinctive genres,
see, for instance, Xizhou sheng, Xingshz, 1: 44.593; 2: 74.984, 89.1177.
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reincarnation, significantly via a nightmare, after which no mention of the shrew’s
inexplicable anger occurs, not even that of Tong Jijie. When he returns home from the
capital to prepare for his departure for an official post in Sichuan, Di Xichen asks his wife to
join him, but Xue Sujie wavers over whether to go or not.”' Later, two religious women
named Old Hou and Old Zhang come to Di Xichen’s house and dissuade the shrew from
going by exaggerating the difficulties of the trip.* Concurring with them, Xue Sujie recounts
the following nightmare to the two women and deems it predictive of the potential dangers
on the road:

One year, I had a dream. I dreamed that I was walking alone in wilderness. All of a
sudden, smoke and dust soared to Heaven. When I looked back, I saw numerous
people on horses leading falcons and dogs as well as carrying bows and arrows. They
chased after me, and I immediately ran away. The moment they were about to catch
me, I crawled with both my hands and feet. There were two big rivers ahead with
huge surging waves. People on their horses pursued me even more closely, and there
were many falcons hovering above. I had no way but jump into the river, and then I
was frightened awake.”

MFRMT BT, FARETTFLRAR—BITA, ZRRBRILR, HHEE
TAH, RARAEFOANE, REE, £Z8H, #38H45, 2HFRETHR, MK
SEE| ML, FRPE A, ATIAT AMF A5 KT, AT Z RBHAYIRA, KBAA
BHXEHET, EA—KREBEFE, M&xieT, AT E%, @B ELIE—
B, HABET .

As a typical way of reliving traumatic events, the nightmare has granted Xue Sujie access to

her encounter with Chao Yuan and reinforced the traumatic quality of her pre-reincarnate

61 Xizhou sheng, Xingshi, 2: 85.1130.
62 Xizhou sheng, Xingshi, 2: 85.1132-33; for a detailed analysis of the two women’s involvement in
religious activities, see Glen Dudbridge, “A Pilgrimage in Seventeenth-Century Fiction: T?ai-shan and the Hying-

shib yin-yiian chuan,” T’oung Pao LXXVII 4-5 (1991): 234-35.

03 Xizhou sheng, Xingshi, 2: 85.1133.
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experience.” Moreover, the shrew’s nightmare has reframed the traumatic encounter from a
scene of seduction to one of persecution: instead of a seductive monster, she figures literally
as prey in her self-account. Hence, despite being a furious victimizer of her hen-pecked
husband, Xue Sujie turns out to be a victim at the same time. By giving voice to her
victimhood, the novel has in effect destabilized the clear-cut distinction between the
perpetrator and the prey.” Nevertheless, we should still refrain from viewing Xue Sujie’s
assumption of victimhood as an indicator of the writer’s total sympathy toward the shrew.
After all, the Xingsh: still indulges in vivid and detailed portrayals of her post-reincarnate
victimization of her husband, on the one hand.® On the other hand, the shrew’s nightmarish
vision reveals not only the convergence of her perspective with that of the fox fairy, but also
their bodily conflation with each other, as her mention of running with all four limbs on the
ground suggests. This brief note betrays the animality of Xue Sujie, and thus, has the effect
of dehumanizing the shrew. Thus, the shrew’s persistent remarks on her unaccountable
anger, along with her culminating recount of the nightmare, have indeed enabled the
recovery of her voice, but such recuperation is still simultaneous with her demonization in
the Xingshi.

So far, I have examined how the shrews’ inexplicable anger brings out the traumatic

dimension of the founding moments for their karmic interconnections and restores their

4 For the nightmare as a prominent venue of “traumatic reliving,” see Caruth, “Recapturing the Past:
Introduction,” in Trauma: Explorations in Memory, 152; Caruth, Unclained Experience, 4.

% For an overly neat distinction between the perpetrator and the victim, see Bond and Craps, Trauma,
% For a pertinent observation, see Wai-yee Li, “Early Qing to 1723, in The Cambridge History of Chinese
Literature, eds. Stephen Owen and Kang-i Sun Chang, vol. 2, From 1375 (Cambridge: Cambridge University

Press, 2011), 217-18.
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own perspective on such traumatic experiences. I will now turn to an outstanding site that
takes the brunt of their anger during the infliction of retribution in the novel: the body.
Anger in/against the Body

The body has figured as a prominent venue that bears witness to the varied manifestations
of anger in the Xingshi. An illustrative case comes from that of Ma Congwu and his wife.
This vicious couple has considerably benefited from the help of another older couple,
namely, the tofu seller Ding Liguo and his wife. Having saved Ma Congwu’s life, Ding
Liguo, along with his wife, treats him as their own son and takes care of his whole family,
supporting them until Ma obtains an official post.” When they become too senile to work,
the childless old couple goes to seek support from Ma Congwu, who turns out to be deeply
ungrateful and shuns them instead.”® At the suggestion of his equally ungrateful wife, Ma

Congwu drives the tofu seller and his wife away without even meeting them.” “Overly
vexed, the old couple becomes bedridden” AZETH, moFaiE49% % T, and soon,
passes away with no proper burial whatsoever.”” After the old couple’s death, their ghosts
start possessing Ma Congwu and his wife, and eventually, impose xianshi bagying Tt #h &

(immediate retribution in this life) by making them grotesquely maim their own bodies until

their death.” Such bodily mutilations have evidenced the old couple’s persistent wrath, the

67 Xizhou sheng, Xingshi, 1: 27.361-62.

8 Xizhou sheng, Xingshi, 1: 27.362-63.

9 Xizhou sheng, Xingshi, 1: 27.364-65.

70 Xizhou sheng, Xingshi, 1: 27.366.

"1 Xizhou sheng, Xingshi, 1: 27.367-68; Ma Congwu and his wife “pull out their own hair, gouge out

their own eyeballs, and stick iron fire pricks into their ears,” as summarized in Xiaoqiao Ling, “Law, Deities,
and Beyond: From Sanyan Stories to Xingshi yinynan ghuan,” Harvard Journal of Asiatic Studies 74.1 (2014): 32. For

the translation of xianshi baoying LA IE, see Huang, Desire and Fictional Narrative, 154.
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release of which Heaven has sanctioned.”” Another instance concerns a villain named Yan
Liexing, who takes his sister-in-law’s virginity by pretending to be his brother on her
wedding night.” After the bride commits suicide, the villain goes on to plan for robbing her
grave along with his scheming wife Sai Dongchuang.” Nevertheless, such outrageous
behaviors end up provoking the deity Lord Guan, whose statue comes alive and cuts both in
half.” Their halved bodies manifest the divine indignation that still lingers on the statue’s

furious (nu henhen FARIR) countenance afterwards.”® Thus, one’s body has served as a

primary locus where anger concentrates in the novel, although the emotion does not
necessarily emanate therein.

As for the shrews of the Xingshi, their anger intimately intersects with the body
likewise. The emotion assumes an array of forms in relation to the body of both the shrew
herself and her victims. In fact, the two episodes above have hinted at the two major

typologies of how the shrews’ anger relates to the bodies. That is to say, a shrew’s anger

72 Xizhou sheng, Xingshi, 1: 27.368; for an alternative reading of this episode as a demonstration of
“the limitations of legal codes” through supernatural intervention, see Ling, “Law, Deities, and Beyond,” 31.

73 Xizhou sheng, Xingshi, 1: 28.371-72.

74 Xizhou sheng, Xingshi, 1: 28.372-73; his wife’s name literally means “surpassing the eastern gate”
and clearly alludes to Qin Hui’s £4& (1091-1155) wife, an archetypical shrew who, in popular literature, plots
the death of the patriotic general Yue Fei % A& (1103-1142) of the Southern Song (1127-1279); see Anne E.
McLaren, trans., The Chinese Femme Fatale: Stories from the Ming Period (Sydney: Wild Peony Pty Ltd., 1994), 24;
Meir Shahar, Cragy Ji: Chinese Religion and Popular Literature (Cambridge, MA: Harvard University Asia Center,
1998), 55; Tan Ye, Historical Dictionary of Chinese Theater (Lanham, MR: The Scarecrow Press, Inc., 2008), 264.

75 Xizhou sheng, Xingshi, 1: 28.373; for an analysis of Guan Yu’s M 3 (ca. 160-220) deification as the
embodiment of the martial masculinity in China, see Kam Louie, Theorising Chinese Masculinity: Society and Gender
in China (Cambridge: Cambridge University Press, 2002), 22-41; also see Barend J. ter Haar, Guan Yu: The
Religions Afterlife of a Failed Hero (Oxford: Oxford University Press, 2017).

76 Xizhou sheng, Xingshi, 1: 28.374; for a summary and interpretation of this episode as
demonstrating the “supernatural interference as the alternative stage where Heaven’s calculations of good and
evil can be performed whenever the law fails to uphold justice,” see Xiaoqiao Ling, “Law, Deities, and
Beyond,” 32-33.
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either boomerangs on her own body, or outwardly aggtresses against that of others.” With
regard to the first topology, the shrews’ body, similar to those of Ma Congwu and his wife, is
also subject to spiritual possession, serving as an outlet that channels the indignation of
supernatural entities. Notably, it is a shrew’s anger that triggers her possession in the first
place, which subsequently leads to her loss of bodily control. In this light, her emotion ends
up being self-oriented toward her own body through the supernatural entities’ mediation.
Before their reincarnation, for instance, Chao Yuan’s shrewish concubine Zhen’ge falsely
alleges that his wife Ms. Ji has adulterous affairs with both a Daoist priest and a Buddhist
monk.” The husband immediately believes the concubine and decides to divorce his main
wife.” Due to such humiliation, Ms. Ji finally hangs herself and passes away.*’ Shortly
afterwards, Zhen’ge visits the house of Mr. Kong, a provincial graduate, to pay condolences,
which, however, is supposed to be the duty of the main wife.®’ Mrs. Kong has in turn
slighted the concubine, not even seeing her off when she leaves.* Utterly humiliated,
Zhen’ge returns home in anger and vents her fury by, among other things, ordering servants

to undermine Ms. Ji’s funeral settings and threatening to “toss her bones on the fire and

throw the ashes out” X ACARFA L F 89 F 552 & T .5 At this moment, the wife’s

77 For a similar conception of “the source of otherness” as either within or without the self, see
Rosemary Jackson, Fantasy: The Literature of Subversion (London: Routledge, 1981), 58. We can easily replace “the
source of otherness” with “the shrews’ anger,” and “self” with “body” in this context.

78 Xizhou sheng, Xingshi, 1: 8.112; Nyren, The Bonds of Matrimony, 8.109.

7 Xizhou sheng, Xingshi, 1: 8.112-14; Nyren, The Bonds of Matrinony, 8.109-11.

80 Xizhou sheng, Xingshi, 1: 9.122-23; Nyren, The Bonds of Matrinony, 9.120-21.

81 Xizhou sheng, Xingshi, 1: 9.146; Nyren, The Bonds of Matrimony, 9.146.

82 Xizhou sheng, Xingshi, 1: 9.146-47; Nyren, The Bonds of Matrimony, 9.146-47.

83 Xizhou sheng, Xingshi, 1: 9.148; Nyren, The Bonds of Matrimony, 9.147-48.
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ghost possesses the concubine, making her repeatedly slap herself, tear her hair out, and

denude her upper body.* Indeed, the ghost specifically heeds Zhen’ge’s anger (gibugno £, 7~
i) as one of the reasons that undetlie the possession.” Hence, what partially lies in the root

of the ghostly possession, and subsequently, results in the self-maiming of Zhen’ge’s body, is
precisely the concubine’s own anger.*® Via bodily possession, the ghost’s fury has not only
resonated with that of the shrew, but also functioned as a vector that redirects the emotion
back toward herself.

However, supernatural possession is not the only way in which a shrew’s anger
impinges upon her own body. Xue Sujie’s disfigurement serves as a case in point. After the
shrew enrages his father to death, Di Xichen returns to the capital, but leaves her behind at
home.” Later on the shrew’s birthday, the religious woman Old Zhang gives her a monkey
as a present.*”® Xue Sujie immediately dresses the monkey in her husband’s clothes that she

has tailored to the beast’s size.*” Then, the shrew treats the monkey as a substitute for Di
Xichen and vents her rage by “beating and swearing at it day and night” 44 F 3 % 2% % 47

One day when she furiously tortures it again, the monkey eventually “breaks free of the iron

84 Xizhou sheng, Xingshi, 1: 9.149-50; Nyren, The Bonds of Matrinony, 9.148-50.

85 Xizhou sheng, Xingshi, 1: 9.150; Nyren has skipped this key phrase in her translation; see Nyren, The
Bonds of Matrimony, 150.

86 For a similar instance where Xue Sujie’s angry allegations of her husband provoke a deity to possess
her so that she loses the control of her body, see Xizhou sheng, Xingshi, 2: 86.1136-42. In this episode, the deity
only makes the shrew confess her own outrageous behaviors without harming her body.

87 Xizhou sheng, Xingshi, 2: 76.1010.

88 Xizhou sheng, Xingshi, 2: 76.1012.

89 Xizhou sheng, Xingshi, 2: 76.1012.

% Xizhou sheng, Xingshi, 2: 76.1012.
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chains and jumps onto her shoulder, biting off her nose, gouging out one of her eyes, and

&l

defacing her countenance” A A te st & H 58T, —skkAE R4 R A, HETF, 4
IRBg, 42 JLA8 134 25" It is again the shrew’s anger, along with its resultant violence,
that fundamentally provokes the monkey to inflict the grotesque disfigurement upon herself.
Rather than a supernatural entity, the beast acts as the agent that refracts the emotion back
to the shrew in this episode. As both instances above illustrate, the shrews’ anger sometimes
features a self-oriented directionality and ultimately affects the body of her own.

Even more frequently, however, the shrews’ anger externally acts upon others’ body,
particularly that of men, in radically violent manners that recall the deity Lord Guan’s halving
of Yan Liexing and his wife.”” One of the brutal methods that a furious shrew resorts to
when threatening men’s bodily integrity is through cannibalistic violence. Once, Xue Sujie
visits the Jade Emperor Temple in company with Old Hou, Old Zhang, and a flock of
lascivious women from the lower classes for the temple festival, “‘during which men and
women intermingle with each other, and the base and the good are indiscernible” T2 F
SoAE, o RRAYPTAE” As alady of a decent household, the shrew’s stunning
appearance and lavish clothing immediately attract the crowd’s attention, making them

“wonder whether she is base, a prostitute, a favored concubine of a foolish local gentry, or a

muddled provincial graduate’s preferred concubine” 4% B £848, X &2 RN E K94

o1 Xizhou sheng, Xingshi, 2: 76.1012; for an interpretation of this episode as an instance of Xue Sujie’s
retributive punishment, see Yenna Wu, The Chinese 1'irago, 113.

92 For the insightful observation that “one of the primate targets of shrewish rage is in fact the man’s
body,” see McMahon, Misers, Shrews, and Polygamists, 74.

93 Xizhou sheng, Xingshi, 2: 73.970.
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%, RAARMERALEEIE In other words, Xue Sujie’s co-presence with other
morally dubious women forms a spectacle that not only intensifies the carnivalesque
bewilderment among the festivities, but more significantly, also confuses the audience’s
perception of her social position.” As a result, when a notoriously wanton woman offends
other temple visitors, they beat her along with other members of her group, Xue Sujie
included, almost to death, “stripping both starkly naked” BMACR E R FEF Upon
hearing about this, Di Xichen immediately goes to the temple and finds his wife.”” When he
hands some clothes to her, Xue Sujie, however, “spared no effort in biting [his| right arm so

that a walnut-sized piece of flesh dangled in the ait” £ & M L& /1 —o, etz Kk ay
— 3 AR B9 F B ¥ 75.°° When others ask why she has done so, the shrew attributes all her

sufferings to the husband’s failure in keeping her company.” The response thus reveals her
resentment against Di Xichen as a prominent factor that motivates such cannibalistic
violence toward his body.

Furthermore, castration figures as another form that a shrew’s anger takes when

menacing men’s body in the Xz'ﬂgs/yz'.loo The impact of Xue Sujie’s castrating anger extends

94 Xizhou sheng, Xingshi, 2: 73.970; this episode happens before Xue Sujie’s disfigurement.

% For a discussion of “the suspension of all hierarchical precedence during carnival time,” see Mikhail
Bakhtin, Rabelai and His World, trans., Helene Iswolsky (Bloomington: Indiana University Press, 1984), 7-11.

% Xizhou sheng, Xingshi, 2: 73.971.
97 Xizhou sheng, Xingshi, 2: 73.971-72.
98 Xizhou sheng, Xingshi, 2: 73.972.
9 Xizhou sheng, Xingshi, 2: 73.972.

100 McMahon uses castration to illustrate the man’s sex as a particular part of his body that the shrew’s
anger aims at; see McMahon, Misers, Shrews, and Pohgamists, T4.
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beyond her henpecked husband’s body to that of her father-in-law.'”! Notably, her repeated
attempts at castrating Di Xichen’s father have involved a series of economic motives. When

her father-in-law takes the female cook Tiaogeng as his concubine, Xue Sujie becomes

furious and calls him “a shameless old skunk with no morals whatsoever” 74 G Ju ¢ 7, 4

2.2 The shrew then utters the following tirade that betrays the reasons for her furies:

Father and son together bought this woman and had “randomly shared boots” over
the past few months.'” Now the father occupies her as a concubine! If you've
prodded a child out, I'll see how you can figure out who it belongs to! If the child
were ours and shared our inheritance, I could still bear such anger. Even if it were
that of the shameless old skunk, it would still be fine. I'm just afraid the child
belongs to Di Zhou [a servant]!'"*

HRARMEKER TEEE, ALFHEMEMA, R ATAHEZTHIE
D RTMIEZFR, RAERR! Z2RMENET, »MENHEKE, TBLERAN
W RAEEFEROELETR, RHELRKEGE

At first glance, Xue Sujie’s anger seems to result from her suspicion about the potential
incest between Di Xichen and his fathet’s concubine. Nevertheless, as the shrew herself
explains, such an incestuous relationship actually does not concern her, because the child
born out of it may still have legitimate claims to her father-in-law’s family properties despite
its illegitimate birth.'” It is only if the child belonged to a servant that Xue Sujie would find

it intolerable, since that would mean the de facto annexation of her husband’s inheritance,

100 McMahon, Misers, Shrews, and Pohygamists, T4.

102 Xizhou sheng, Xingshi, 2: 56.752.

193 The phrase luan chuanxne AL F # is an idiom that refers to incestuous relationships, and in this
context, the potential wife-sharing between Di Xichen and his father.

104 Xizhou sheng, Xingshi, 2: 56.752.

105 If the concubine had an incestuous relationship with Di Xichen and gave birth to a boy, the born
child would nominally be Xue Sujie’s brother-in-law, but in fact, her child considering her status as Di Xichen’s
main wife. This is because “the children of a concubine considered the legal wife as their mother, but accorded
their biological mothers less respect;” see Yifeng Zhao, “Concubinage,” 75; also see Hsich Bao Hua,
Concnbinage and Servitude in Late Imperial China (Lanham, MR: Lexington Books, 2014), 43.
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and by extension, that of hers as well. Therefore, what fundamentally underlies the shrew’s
anger is in fact her anxiety over the potential loss of her father-in-law’s legacy, as the narrator

further clarifies: “Xue Sujie is just afraid that Tiaogeng will give birth to a son and snatch
away her inheritance” A FHBAHAZET LT, & T HAEFC The shrew’s
consequent anger in turn propels her to “stealthily pick up a knife and try to cut off her
father-in-law’s cock several times when he was asleep. She intended to make him no longer
able to give birth to sons so that no one would take away the family properties. [Once

castrated,] he was also able to serve as a eunuch and accumulate more inheritance for het”
BARNNRER, BAST IERNNGHEE T, B THRELT, 28
toeg ¥, XIFMT NE, BIFEFIHM In this way, not only can Xue Sujie ensure

her husband’s monopolization of the inheritance, but also augment the amount of her
father-in-law’s legacy. Although her attempts have all failed eventually, there is no doubt that
the shrew’s castrating anger against the patriarch’s body is economically motivated.
Although she has not tried literally castrating him, Xue Sujie still imposes a symbolic
castration upon her henpecked husband. More precisely, the shrew targets her anger at a
phallic object of his and furiously detaches it from his body. The object in question is a pair
of sleeping shoes that a courtesan has given Di Xichen as a farewell gift shortly after his
matriage with Xue Sujie.'” The husband has greatly cherished this intimate object, but when

he is about to leave for the capital later, it suddenly occurs to him that he has forgotten to

106 Xizhou sheng, Xingshi, 2: 56.752.
107 Xizhou sheng, Xingshi, 2: 56.752-53.

108 Xizhou sheng, Xingshi, 1: 50.672.
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take the courtesan’s sleeping shoes with him.'”” Afraid that Xue Sujie will discover them, Di
Xichen dashes into the bedchamber to fetch the shoes without realizing the presence of his

wife there.""” Having found them, he immediately “inserted the parcel [that wrapped the
shoes] in his crotch and was about to rush out of the door” HL4PAF AR €, 534 /2 4% 42
d, &b Iis significant that Di Xichen has inadvertently positioned the intimate

object where his genitals are located, which suggests the overlap between the sleeping shoes
and his penis. On his way out of the bedchamber, nonetheless, the shrew, who has become

furious by this point, intercepts her husband, heavily slapping him in the face and snatching

the parcel away from his crutch.'? Wondering “what that soft stuff is” el G R E Y
£.%, she unwraps the parcel and spots the shoes inside, at which moment the narrator
notably refers to the intimate object as wushi 41 % (things) and adds the following verse:

“The exterior is made of crimson silks, while the interior white ones. Fluffy furs form the

base as soft as cotton, and the openings are sealed with green and blue threads” % &, 4 4%
B, AR AT, BERRS I, S0 R T L4 Beyond its literal meaning

rendered above, the word wushi also serves as a euphemism for the male genitals, on the one

hand."* On the other hand, the ensuing verse further hints at the shoes’ imagistic

109 Xizhou sheng, Xingshi, 2: 52.693.

110 Xizhou sheng, Xingshi, 2: 52.693.

11 Xizhou sheng, Xingshi, 2: 52.694.

112 Xizhou sheng, Xingshi, 2: 52.694.

113 Xizhou sheng, Xingshi, 2: 52.694.

114 This is precisely the term used to denote Wu the First’s impotent penis in the Chongzhen
recension of the Jin Ping Mei, a work that, as mentioned above, has undeniably influenced the Xingshs; see Liu

Hui and Wu Gan, Huiping hujiao, 1: 4.138.
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resemblance to the male organ. In this light, even Xue Sujie’s earlier description of them as
ruangunong B JE (literally “soft-boned”) seems to imply impotence. All these intimations

point to the shoes” symbolization of Di Xichen’s penis as the phallic objects.'”
Consequently, the shrew’s furious act of depriving her husband of the shoes clearly assumes
the connotation of castration.

Nonetheless, rather than normalizing him into the “sexual position of a man,” as in
the Lacanian sense,''® Xue Sujie’s symbolic castration of Di Xichen not only leaves their
sadomasochistic entanglement intact, but also marks her own assumption of the “phallic
potency” instead.'” In this case, it is power rather than money that correlates with her
symbolically castrating anger against his body. One indicator of Xue Sujie’s accession to the
phallic authority is the increasingly extensive application of regal diction to the shrew as the
Xingshi approaches its end. For instance, having failed to catch up with Di Xichen, who is on

his way to Sichuan for the official post, Xue Sujie tries to summon him back by going to

" However,

court to prosecute him for monfan 3 K. (conspiracy against the emperor/state).
what virtually underlies her charge is the husband’s escape from her control. Hence, the

shrew’s indictment against him for rebellion betrays her presumed supremacy similar to that

115 For the Lacanian distinction between penis and phallus, see Jacques Lacan, Eerits: The First Complete
Edition in English, trans. Bruce Fink (New York: W. W. Norton & Company, 20006), 579; also see Dylan Evans,
Abn Introductory Dictionary of Lacanian Psychoanalysis London: Routledge, 1996), 144.

116 Bvans, An Introductory Dictionary, 23-24. For a pertinent passage directly from Lacan’s own writings
on the “normalizing effect” of the symbolic castration on the male sex, see Lacan, Ecrits, 575. Needless to say,
the normative conception of the male sexual position is problematic.

117 For a description of the couple’s relationship as “grotesque sadomasochistic bonds,” see Wai-yee
Li, “Early Qing to 1723,” 218. I have borrowed the term “phallic potency” from Steven Z. Levine, Lacan
Reframed (London: 1. B. Tauris, 2008), 21.

118 Xizhou sheng, Xingshi, 2: 89.1176-77.
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of the sovereign, at least within Di Xichen’s household. Later, Xue Sujie again departs for
Sichuan in company with Old Hou and Old Zhang.""” And the title of the corresponding
chapter describes the shrew’s trip as “Xue Sujie Embarks on an Imperial Expedition of Ten
Thousand [.7° B & 48.% 2 HLAE. " Not only is the word ginzheng BAE (imperial
expeditions) reserved for regal usage, but also repeatedly occurs when referring to Emperor
Yingzong’s (1427-1464) disastrous expedition against the Mongols earlier in the novel,
during which he falls into the hands of the enemies.'” Therefore, the shrew has subtly
mirrored the emperor as his “figural reflection.”'* Indeed, after Xue Sujie artives at her
husband’s official residence in Sichuan, the narrator at one point explicitly refers to her as “a

person with the emperot’s disposition” F 48R AR 2 769 AP There, the shrew

suffers from repeated frustration and intimidation by another shrew, namely, Di Xichen’s
concubine Tong Jijie. When the concubine threatens to mistreat her and points out that she

has no one to rely on, Xue Sujie cries out loud that: “How regretful I am, Heaven! I'm a

divine dragon that’s left the seas” R ART) REHR! K448, »&REET KE

119 Xizhou sheng, Xingshi, 2: 94.1252.

120 Xizhou sheng, Xingshi, 2: 94.1243; in fact, it is the servant Xiang Wang instead of this chapter title
that first applies the phrase yujia ginzheng #7 % FLAE to Xue Sujie’s trip; see Xizhou sheng, Xingshi, 2: 77.1017.

121 Xizhou sheng, Xingshi, 1: 7.95-96, 8.102, 15.200. Historically, the expedition happened in 1449,
during which the Mongols captured Emperor Yingzong and imprisoned him for years; for introductions to this
historical event known as the Tumu Crisis, see Timothy Brook, The Troubled Empire: China in the Y nan and Ming
Dynasties (Cambridge, MA: The Belknap Press of Harvard University Press, 2010), 95-97; John W. Dardess,
Ming China, 1368-1644: A Concise History of a Resilient Empire (Lanham, MR: Rowman & Littlefield Publishers,
Inc., 2012), 15, 41.

122 For the apt concept of “figural reflection,” see Andrew H. Plaks, The Four Masterworks of the Ming
Novel: Ssu ta ch’i-shu (Princeton, NJ: Princeton University Press, 1987), 116, 352, 404, and passin.

123 Xizhou sheng, Xingshi, 2: 95.1258.

124 Xizhou sheng, Xingshi, 2: 95.1262.
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In other words, the shrew has evoked the imperial symbol of shenlong 7 #E (the divine

dragon) for self-comparison.'” On the one hand, the natrator has eatlier applied precisely

the same metaphor to the captured emperor, calling him “a divine dragon caught out of
water” AP HE K 7K. On the other hand, the symbol itself signifies “natural male vigor and

fertility,” and thus, clearly features phallic implications.'”” Therefore, these regal dictions
constantly intimate a comparison of the shrew with the emperor, and thus, gesture toward
her attainment of the phallic authority.'*

One last form that the shrew’s anger takes in relation to men’s body further confirms
her assumption of the phallus, namely, her abusive acts with the connotation of
penetration.'” Immediately after she deprives Di Xichen of the sleeping shoes, Xue Sujie ties
her husband to the bed with a pink brocade rope, stabbing him with a pair of large needles

while questioning him about the object.” If his bondage suggests “her tangled emotions and

125 For the dragon as “the symbol of the Emperor, the Son of Heaven,” see Wolfram Eberhard, 4
Dictionary of Chinese Symbols: Hidden Symbols in Chinese Life and Thounght, trans. G. L. Campbell (London: Routledge,
1983), 97.

126 Xizhou sheng, Xingshi, 1: 8.102; Nyren, The Bonds of Matrimony, 100; translation modified.

127 Eberhard, A Dictionary, 97; Kam Louie observes that: “Dragons not only refer to power and
control, but more importantly, by the description of its expandable penile quality, they also invoke a specifically
male potentiality;” see Louie, Theorising Chinese Masculinity, 27.

128 For a related observation of the comparison between concubines and eunuchs in the novel, see
Yenna Wu, The Chinese 1irago, 111. Notably, Wu has left the main wife out of the comparison and cites
Zhen’ge’s disruption of Chao Yuan’s household as an example for the “analogy between the inversion of the
hierarchies at the family level and that of the state.” My interpretation pushes Wu’s observation one step
further to argue for Xue Sujie’s more radical subversion of the familial power structure.

129 For a summarization of the ways in which Xue Sujie tortures her husband into “needle stabbing,
pinching with a fire pick, finger pressing, mosquito attacks, flogging, or scorching with coal ashes,” see Ling,

“Law, Deities, and Beyond, 35.” Notably, at least half of these torments amount to penetrating acts.

130 Xizhou sheng, Xingshi, 2: 52.695.
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pent-up frustration,”"”!

the shrew’s anger has in turn materialized into the form of
penetrating violence toward her henpecked husband. Moreover, the shrew’s penetrating act
figures again at the critical juncture immediately before she enrages her mother-in-law to
death. As noted earlier, Xue Sujie becomes furious with Di Xichen due to her suspicion of
his adulterous involvement with two women to whom he is speaking."”” To vent her anger,
she picks up a pair of iron pincers and pinches her husband until he is black and blue."”” Not
only does the shrew’s pinching torture directly lead to her mother-in-law’s death, but is also

reminiscent of the act of penetration. One final instance comes from the very last chapter of
Xingshi. There, a monk meets Di Xichen and warns him of “a disaster that may hurt his body
and cost his life” 3% & 154 Z 5)%, foreshadowing Xue Sujie’s upcoming attempt at
murdering her husband."”™ One day, as he comes out of the lavatory, the shrew, who has
been awaiting him in a bedchamber, instantly shoots an arrow at Di Xichen and almost kills
him."” Situated at the end of the novel, Xue Sujie’s murderous act structurally echoes Chao
Yuan’s ruthless shooting of the fox fairy in the first chapter, exacting precisely the same
retribution on his reincarnated body. Simultaneously, it is an act that clearly features

penetrating violence. Afterwards, her husband recovers, whereas the shrew ends up passing

131 Yenna Wu, The Chinese 1irago, 114-15; Wu also notices the signification of the red color to the
shrew’s passion.

132 Xizhou sheng, Xingshi, 2: 59.793. For my previous discussion, see the section on the marriage of Di
Xichen’s sister above.

133 Xizhou sheng, Xingshi, 2: 59.793-94.
134 Xizhou sheng, Xingshi, 2: 100.1326-27; the monk has recounted Chao Yuan’s killing of the fox fairy
to another character earlier in this chapter, and thus, reminded the reader of that episode at the beginning of

the novel.

135 Xizhou sheng, Xingshi, 2: 100.1329.
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away."® Thus, not only does Xue Sujie’s ultimate act of penetration signal the culmination of
her anger, but also marks the eventual return of the phallic symbol from her to her husband.
Conclusion

In the analysis above, I have teased out three facets of the interrelation between the shrews’
anger and karmic retribution in the Xingshi. Frequently following matrimonial occasions, the
shrews’ emotion has served as an agent of retributive punishment in the novel, either directly
afflicting their reincarnated nemeses, or posing threats to familial power structures by
enraging the patriarchal and matriarchal authorities to death. Repeatedly characterized by
themselves as inexplicable, the shrews’ anger further functions as a lens that throws the
traumatic quality and impacts of their pre-reincarnate experience into sharper relief. With its
persistent opacity, a shrew’s remarks on the emotion paradoxically allow valuable glimpses
into her inner states from her own perspective. Lastly, the shrews’ anger has figured as a
force that most prominently impinges upon the body, from which two main topologies have
emerged. On the one hand, a shrew’s anger may prove ultimately self-oriented, affecting her
own body via a provoked spirit or beast. On the other hand, cannibalistic violence,
castration, and penetration are among the major forms that a shrew’s anger may concretize
into when encroaching upon the male body. Moreover, the particular manifestation of the
emotion through castration can be both literal and symbolic, involving complicated
economic considerations and power implications. As for her violent acts with penetrating
connotations, they have confirmed a shrew’s usurpation of the phallic symbol by castrating

the male body, either literally or symbolically. To sum up, the shrews’ anger is intricately

136 Xizhou sheng, Xingshi, 2: 100.1329-34.
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interwoven with karmic retribution, traumatic experience, and the body in the Xingshz, and

thus, guarantees further fruitful explorations.
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Chapter Seven
Epilogue: A Late Qing Look at Anger

Writing at the beginning of the nineteenth century, Li Ruzhen & (1763-1830) largely

devoted the latter half of his novel Jinghua yuan $636.% (The Destinies of the Flowers in the

Mirror) to female characters.! Toward the end of the work, however, the writer shifts his
attention back to men. Such a change of focus roughly coincides with the start of the
allegorical treatment of the four obsessions through four corresponding passes in the novel:

“To the north is the Wine Pass, and to the west the Lust-knife Pass; ... to the east is the

Treasure Pass, and to the south the No-fire Pass” &b &2 A K, HLET], R4+ B, &

4 7K 7 In order to subvert Wu Zetian’s rule, an army of young men plan to first attack the

passes that her four brothers have been guarding.’ In this way, the four obsessions are again
associated with male characters, paralleling the four female virtues that have opened the

novel.* Most pertinently, the episode on ¢7, namely, that concerned with the No-fire Pass,

1 For the compositional time of the Jinghua ynan and the focus on female characters in the second half
of the novel, see Maram Epstein, Competing Discourses: Orthodoxy, Authenticity, and Engendered Meanings in Late
Imperial Chinese Fiction (Cambridge, MA: Harvard University Asia Center, 2001), 249-50; Stephen J. Roddy,
Literati Identity and Ifs Fictional Representations in Late Imperial China (Stanford, CA: Stanford University Press,
1998), 171, 173. For the translation of the novel title, see Paolo Santangelo, “Ecologism versus Moralism:
Conceptions of Nature in Some Literary Texts of Ming-Qing Times,” in Sediments of Time: Environment and Society
in Chinese History, eds. Mark Elvin and Liu Ts’ui-jung (Cambridge: Cambridge University Press, 1998), 617.

2 Li Ruzhen 2%, Huipingben Jinghna ynan B 3% K &I 4% (Ji'nan: Qilu shushe, 2018), 2: 96.777; Li
Ju-chen, Flowers in the Mirror, trans. Tai-yi Lin (Nanjing: Yilin chubanshe, 2005), 2: 28.854; translation modified.
Lin’s rendition is partial, and thus, I will leave the reference blank when there is no corresponding translation.
The novelist has in fact decomposed the four obsessions into their ideographic parts to name the four passes.
That is why there is a reference to a knife in the Lust-Knife Pass. The pass that corresponds to ¢7 is named

after the word’s variant %&. For the allegorical nature of the four passes, see Epstein, Competing Disconrses, 254;
Roddy, Literati Identity, 197.

3 Li Ruzhen, Jinghua ynan, 2: 96.776-77; Li Ju-chen, Flowers, 2: 28.853-54.

* Li Ruzhen, Jingbua ynan, 1: 1.1. For an observation on the gendered implication of the four passes,
see Roddy, Literati Identity, 197 For a note on the framing significance of the four female virtues at the start of
the novel, see Epstein, Competing Disconrses, 256.
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neatly recapitulates the major themes regarding anger elaborated in the previous chapters
and allows invaluable glimpses into how such themes persisted in the late Qing literary
imagination.

To begin with, anger again figures as the most prominent manifestation of ¢7in the
emotional sphere, as is the case in previous chapters. When he enters the No-fire Pass, the

general Lin Lie sees a man “raging and shouting as loud as thunder, and knocking his head

against the [Incomplete Mountain]” & Bt4eF, @ 7 —#, Jes@ A #.0 X The
general then attributes the man’s violent act to his nugi %&£, (fury).® Subsequently, Lin Lie

encounters another tiger-fighting man “who was also extremely angty” 4R KR F The

two men that the general observes at the No-fire Pass later turn out to be Gong Gong and
Zhu Hai respectively, both of whom embody the obsession with gz through their bursting
rage.”

The novelist proceeds to not only flesh out the menace of anger to both the legal
order and one’s body, but also emphasize the importance of patience as a countermeasure to
the emotion. When he arrives at a bun shop, Lin Lie meets crowds of prisoners and asks
them why they have been arrested.” In response,

The prisoners sighed, “We deserve our punishment! There is no injustice!” and

pointed to the steaming pots and said, “Because of those, we committed crimes that
led to the loss of lives! It is too late to regret! General, we wish that you would
gt > Y

5 Li Ruzhen, Huiping Jinghua yuan, 2: 98.791; Li Ju-chen, Flowers, 2: 30.871.
¢ Li Ruzhen, Huiping Jinghua yuan, 2: 98.791; Li Ju-chen, Flowers, 2: 30.872.
7 Li Ruzhen, Huiping Jinghua yuan, 2: 98.791; Li Ju-chen, Flowers, 2: 30.872.

8 Li Ruzhen, Huiping Jinghua yuan, 2: 98.794; for notes on the identity of both men, see Li Ruzhen,
Jinghua ynan, ann. Zhang Youhe 7k & 5% (Beijing: Renmin wenxue chubanshe, 1979), 2: 98.755.

o Li Ruzhen, Huiping Jinghua yuan, 2: 98.793; Li Ju-chen, Flowers, 2: 30.873.
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remind everyone to pay more heed to the word ‘patience.” If one has patience, even
bad luck can be turned into good, and a person will not meet the same kind of fate
as we have."

ﬂA%ﬁD%ﬁﬁmﬁEﬁax,ﬁﬁ?HWI%%\%@ﬂﬁm%ﬁ
R A mA, UBFHAGER, ltm%%:raba MR, 2R E A
By AJeAR B FIFIF AR SR, BPAE 4R 3RO, A%ﬁ B, mibiTE
M EXNLE, REHBT,

The steaming pots clearly symbolize ¢7 a word that also means “steam.” According to the
prisoners, the obsession has propelled them to inflict harm upon others’ body, underlying
their legal transgressions and resulting in their apprehension. Their words recall Zhu
Youdun’s relevant caution in his Qujiang chi. With the prisoners’ voice, the novelist further
proposes the notion of patience to fend off anger, just like the writers of deliverance plays
centuries earlier.

Later, Lin Lie walks into another shop, where he sees a group of emaciated
customers who have difficulties eating and apparently suffer from some kind of malady."
reply to the general’s inquiry,

The customers, ... pointing to the steaming pots, said, ““They are the cause of it all!

Because of them, we have become, after a long time of accumulated illness, unable to

swallow, and no medicine can cure us. But it is too late. We hope that you will tell all

men to think constantly about “forbearance.” Then when something unfortunate
happens, calamity will turn into blessings, and they will not suffer like us."?

2

BANo o o BAGEFAE: “BIERMMAZ, AEZAMAA R, %—%"‘TT@’*‘
%%W%,%A&w&% 18 RE % E A By A e B <m0 A S 9
BN, REBA TAF, &R TEATEM A4, NELET,

Besides reiterating the efficacy of forbearance in countering the emotion, the customers’

answer reveals the damaging effects of one’s anger upon his or her own body. Their

10 i Ruzhen, Huiping Jinghua yuan, 2: 98.793; Li Ju-chen, Flowers, 2: 30.873; translation modified.
11 Li Ruzhen, Huiping Jinghua yuan, 2: 98.793; Li Ju-chen, Flowers, 2: 30.873.
12 i Ruzhen, Huiping Jinghua yuan, 2: 98.793; Li Ju-chen, Flowers, 2: 30.873.
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response is reminiscent of the cases of Sun Ce in the Sangno 3hi yanyi, Li Ping’er in the Jin
Ping Mei, and Xue Sujie in the Xingshi yinynan 3huan, all of whom bear witness to the self-
oriented bodily impacts of the emotion.

Despite the repeated reminders to Lin Lie of reining in his anger, the general soon
cannot help getting furious when a waiter neglects him." In fact, the general later becomes
so wrathful that he accidentally kills the waiter, committing the same crime as the prisoners."*

At that moment,

The steaming pots in the shop began to let off more steam. Lin Lie cried, “We shall
see who is going to let off steam! I'll see it through to the end!” He wielded the
broadsword with both hands and started to destroy the steaming pots. His fury
ignited the spell-binding flames and from all four sides hot air invaded his mouth
and nostrils, and he was overcome and went into a coma.'

AR AR AANNE . HAE: “RERFMRAK, HREAKFGA?

RS —T M, KR! " F R KT, BEIRLARIEL AL S—TEE
R, KT ELKILENRK, WEARAG D BHER —xkE,
ik,

The steaming pots again serve to indicate the intensity of the general’s anger. Not only does
Lin Lie’s emotion lead him to infringe upon the waiter’s body, but also engulfs the general
himself in the end.

In sum, the allegory of gz in the Jinghua ynan has foregrounded the gendered
association of anger, fleshing out how the emotion relates to the body and affirming patience
as a countermeasure against anger. Through such an allegory, the novel confirms the

continued presence of many a theme pertinent to the emotion into the nineteenth century,

13 i Ruzhen, Huiping Jinghua yuan, 2: 98.793; Li Ju-chen, Flowers, 2: 30.874.
14 i Ruzhen, Huiping Jinghua yuan, 2: 98.794; Li Ju-chen, Flowers, 2: 30.874.

15 i Ruzhen, Huiping Jinghua yuan, 2: 98.794; Li Ju-chen, Flowers, 2: 30.874; translation modified.
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forming a bridge to the further exploration of the role of anger in the late Qing literary

landscape and beyond.
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