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ABSTRACT

The construction of masculinity is a fascinating topic which
as yet has been little explored in the context of traditional
Chinese literature. The effeminate image of the caizi in the
popular representations of the caizi-jiaren theme has been
regarded as a symbol of the “lack of masculinity” in fraditional
Chinese cuiture by today's audience. This paper explores how
the discourse of caizi came into being by focusing on the image
of Student Zhang in the Yuan zaju drama Xixiang ji, the work
that popularized the caizisiaren pattern. In light of the
Foucauldian realization that gender and sexuality are
culturally constructed and politically invested, the paper not
only identifies certain distinguishing characteristics of the
gentry-class notion of masculinity in the discourse of caizi, but
attempts a political and historical reading of them. Reading the
text as a site of power negotiation and situating it historically, it is
argued that the frivolity and amorousness of the caizi shows the
dialectical relations between subversion and containment, while
his fragility and anxiety signify the cultural and political tensions
of the Mongol Yuan period.
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The effeminate young tan in traditional Chinese theater is
notoriously well-known as a symbol of the “lack of masculinity” in
Chinese culture to Westerner’s eyes. On the stage of Peking opera and
other local operas, the young male lover is represented by the
xiaosheng /|\E role, who is usually in bright-colored clothes, never
wears a beard and speaks and sings in a mixture of high falsetto and
tenor. Marie-Luise Latsch, a European theater-goer, has recorded an
interesting example to show how much the role of xiaosheng is
disliked and miscomprehended by foreign audience: “[Tlhe male lead
had to be changed when the White Snake went on tour abroad. The
original xiao sheng was replaced by a lao sheng role, because his rosy
cheeks, soft movements of a fover, his falsetto singing and
unnaturally high-pitched voice were too effeminate for non-Chinese
audiences and earned the actor gales of involuntary laughter.”
Amazingly enough, this image has long lost its popularity among
Chinese audiences, too. It has almost become the synonym for sissy
in today’s Chinese cultural context. People refer to those young men
who look like women and behave in a feminine manner as “naivou
xiaosheng” Wildiz N4 [young man as soft as cream], with a strong
tmplication of a “lack of masculinity”. The xiaosheng is a stage
representation of the scholar-lover image in traditional Chinese caizi-
Jiaren romances, with Student Zhang in the household thirteenth-
century zaju drama Xixiang ji PGRERC [The story of the western wing]
as the representative, and therefore functions as a remaining trace that
tells us what the ideal masculine was in pre-modern China at a time
when the country was experiencing rapid westernization.

The construction of masculinity is a fascinating topic which as
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yet has been little explored in the context of traditional Chinese
literature, The play Xixiang ji offers a rich resource for such a study
since it has traditionally been viewed as a “bible for lovers,” and is
the work which popularized the literary theme of caizi-jiaren romance.
This essay seeks to identify cerfain distinguishing characteristics of
the Confucian gentry conception of masculinity in heterosexual
discourse through the exceptional, but for that reason particularly
revealing, Yuan period and the zgju drama of that time. I situate the
fictional construction of caizi historically and challenge the range of
meanings traditionally ascribed to it. T will also probe into the
dialectic relations between the dominant Confucian ideology and the
seemingly rebelliovs and subversive discourses and thus find out
some ideological features of the Yuan zagjw drama as a cultural
production in the Mongol Yuan dynasty.”

The ideals of the masculine and the feminine in pre-modern
Chinese culture are best defined by the terms “caizi” 4 F and
“fiaren” £\, which, far from conveying the full connotations of the
original words, have been literally translated as “scholar” and
“beauty”. Broadly speaking, the terms can be applied to any hero and
heroine in classical Chinese representations of love and courtship. In
a narrow sense, however, “caizi-jiaren” refers exclusively to a model
of romantic stories in popular drama and fiction flourished during the
Yuan (1234-1368), Ming (1368-1644) and Qing (1644-19i1)
dynasties. This model is notoriously known for its standard story line,
“highly conventional, and even hackneyed in the later period, style,
theme, and characterization and, above all, stereotyped and
established gentry-class notion of masculinity and femininity.

The prototype of this model can be traced back to the story of
Sima Xiangru T]FEHHAN and Zhuo Wenjun E3LHE, one of the
earliest and most celebrated classical Chinese love narratives,” and
many story lines preexisted in other literary forms such as Tang
chuangi fiction. However, the caizi-jiaren model came o prominence
only with the flourishing of the zgju B drama in the Yuan
dynasty.' As a popular entertainment, Yuan zaju gives voice to
heterosexual eroticism, which remained to be repressed and
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marginalized in Chinese gentry culture, especially after the Song
dynasty when Neo-Confucianism became the state orthodoxy. Tt is
commonly believed that this rebellious feature had something to do
. with the relatively loose intellectual controf exercised by the Mongol
rulers, who were a nomadic tribe before they invaded China, and the
prosperity of the urban economy in China in the thirteenth century.
To my mind, the significance of Yuan zaju in Chinese literary history
lies in the fact that it is not only the first mature dramatic form but
also a product of the exchange and mediation between elite culture
and popular culture in medieval China. Although little is known about
the authors of these zgju plays owing to paucity of relevant
documents, it is inferred from the extant plays and. documents that
most of them were Confucian scholars who were trained to be the
administrators of the state but had to make a living by writing plays
due to the Mongol conquest and the suspension of the imperial
examination. Since urban commoners constituted the majority of its
audience, Yuan zgju had to cater to their tastes and desires, which had
always been regarded as vulgar and lowbrow by the elite group. Yuan
zgju therefore saw a combination of the written and vernacular
literary traditiens and marked an ideologically significant negotiation
between the dominant discourse and marginal discourses.

This social factor partially explains why heterosexual love
became one of the predominant themes in Yuvan zgju.® The Yuan
period witnessed the beginning of a proliferation of literary
discourses on love and sexuality in Chinese cultural history.® It was
during this period that the images of caizi and jiaren and the plot
pattern of caizi-jiaren romances fell into stereotypes. The most
prominent characteristic of this genre is the idealization of the lovers
and their love story. The love story invariably ends with the happy
reunion of the couple, which is in most cases made possible by the
caizi’s success in the imperial examination so that their sexual
transgression that constitutes a rebellious gesture to the official
ideology at first is finally legitimized and co-opted by the latter. As
far as the characterization of the idealized couple is concerned, there
are some stereotyped patterns that the caizi and the jigren have to
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follow. A man of great literary talent, the caizi is in most cases a
handsome young man from a respectable family. At the same time,
physical beauty as such is not enough to qualify a girl as a jiaren, for
the sine qua non of a jiaren also includes chastity, virtue, noble birth,
and above all, extraordinary literary talent. As summarized in the
preface to Yu jiao Ii E48%Y, one of the best known and most
representative caizi-jiaren novels, “[t]he young man is as beautiful as
the girl while the girl is as brilliant as the young man. (BR3Lct ~ &
AR Y7 This androgynous feature is salient in the construction of
masculinity and femininity in traditional Chinese cultural landscape.
The questions motivating my study are: How did the discourse of
caizi come into being? Where does it differ from the orthodox
discourse on masculinity in the ruling Confucian ideology and why?
How does it demonstrate the characteristics of gender construction in
pre-modern China? Why did the audience in the past accept the caizi
as an ideal male lover while today’s audience finds it rather
effeminate?

One important fact that we should bear in mind is that though
the caizi has been described as the perfect lover most desired by
women in the Yuan zaju plays, he only reflects men’s own perception
of ideal masculinity since all the ideal male characters were created
by male playwrights. Representation is always political, and the
Confucian culture is particularly known for its “violence of rhetoric,”
which glosses over gender and socioeconomic class distinctions. Only
one patriarchal voice existed in most of the discursive practices. And
today we have no other alternatives but to understand China’s past
through this biased voice. But we have to bear in mind that the
discourse of caizi is the cultural fantasy of the male members of the
gentry class in late imperial China. As noted by Idema and Hatft,
“Traditional Chinese literature, both high and low, reflects male
fantasies, male fears, and a male view of society and culture.” 5
Women had been almost excluded from the signifying system; we
have no way to know their own expectation of masculinity. The caizi
is therefore the representation of men articulated by male voices from
the male perspective which reflects more about men’s view of ideal
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masculinity than women’s,

1. Caizi vs. junzi

The discourse on integrated personality and self-cultivation in
Confucianism is characterized by the absence of gender and the fack
of distinction between the public and private. The Junzi BF’, who
exemplifies the ideal personality in Confucian discourse is seldom
gendered in Confucian classics; the ungendered “men” thus
practically becomes the synonym for “people”. Someone therefore
translates “junzi” as “gentleperson” and holds that “the concept of
Junzi in Confucivs’ mind does not imply any meaning of masculine
gender domination.”'® This, however, is wrong because women had
been expelled from political and social arenas during the time of
Confucius and his followers. The addressee of all the Confucian
classics were exclusively men and all the moral teachings were
prepared for men. There were another set of discourses on morality
and virtue prescribed for women. In a rigid patriarchal society like
that of pre-modern China, women had been completely oppressed,
marginalized or even ignored; at the same time, men had been, in a
sense, “desexualized”, i.e. addressed only as subjects of the imperial
power instead of material, gendered entities in the Confucian
discourses. Political achievements and personal cultivation had
become the criteria for a “good” man by both men and women, The
Junzi can achieve self-realization only in his public vocation. The
official discourse of the ideal masculine may be summarized by the
household saying: “cultivate himself, [then] govern his family, [then]
administer national affairs, [then) bring peace to the whole world. ({&
&, BE, H, EXT)"

This ideal shows a lack of distinction between the private and
public, which is another important character of Confucian culture. As
David L. Hall and Roger T. Ames observe, “The private/public
distinction that has been so basic to Western political theories is
largely absent. The Confucian model of personal realization does not
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permit severe distinctions between ethics and politics, between the
personal and social, between the private and public.”" For instance,
Confucianism views family as the cell of society and the state an
extension of the family, so the establishment of social order begins at
home. And the patriarchal authority operated through a set of one-
sided hierarchical relations within and out of family: that of father to
son, husband to wife and ruler to subject. Confucianism therefore
holds that the institution of marriage in conformity with /i (rites) is
the foundation of the patriarchal family institution, and thus plays a
fundamental role in the maintenance of social order. In Li ji #giC
[Book of rites], one of the Confucian classics, marriage is described
as “the happy union of two families of different names, with a view,
in the upward way, to perform ritual duties to the ancestors and, in the
downward way, to secure the continuance of the family line.
Therefore the gentleman set a great value upon it” (&g e — i
HF  ELUESE > LMD BETFED)."

Rationalism is the dominant note in Confucianism. To be a great
man, you have to devote yourself to the state and the emperor and in
doing so you have to control and restrain your own desires and
emotions. The Confucian discourse on masculinity therefore
advocates the suppression and restraint of personal desires in order to
achieve a state of propriety. Confucius says, “To return to the
observance of the rites through overcoming the self constitutes
benevolence” (ST {ERYR{)."* And the major principle to achieve
propriety is; “Do not look unless it is in accordance with the rites; do
not listen unless it is in accordance with the rites; do not speak unless
it is in accordance with the rites; do not move unless it is in
accordance with the rites” (JEFEZIIR > FRiloeE » JEMME - TR
4 8)).* The junzi does not look, listen, speak, and make any
movement when his action would be contrary to /i.

It is obvious that Student Zhang’s behaviors in the play Xixiang
ji constitute a serious breach of these guidelines. He catches a glimpse
of Yingying in the temple by chance and falls in love with her
immediately. He is so bewitched by Yingying’s beauty that he even
imagines her small feet by scrutinizing her footprints on the path
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when she has gone:

Zhang: . . . Needn’t mention her figure, that pair of small
feet alone are worth a hundred talents of gold.
Fa Cong: She’s so far away. You're here, she’s there and
she’s got a long skirt on, how do you know her feet are
small?
Zhang: [sings]
If it weren’t for the softness of that fragrant path
padded with tattered red,
How could it betray the light imprint of her foot as it
treads the perfumed dust?
Apart from the love that her glance inspires,
Her gait alone transmits the sentiments of her heart.

[RE] - PREAAERRSE » RUFE—B/ AR » (EEE s
i - (EREEM - fWEeE - fRIEEE:  BERESR
TRBEESII SN ? DRETERE » 5 > 2k 0 5K 0 fRAGER
EEH) i

[RRETE] ETEMHAL - 7580 - BRI
53?%;6" ELASRIR A5 R 15 - RS SO LB - (1,
i, 3)

Student Zhang makes no secret of his hunger for sex. He sings, “My
hungry eyes have gazed until they are shot through, / My starving
mouth has salivated until I swallow in vain.” (AR BIS 22 8 IREZS
A = ) (1, i, 4) After he encounters Yingying, he immediately abandons
the original plan of going to the capital to attend the examination but
decides to rent a room in the temple so that he can have chance to
meet Yingying again. Although when he makes this decision, he sighs,
““For ten years I did not-know the face of my lord and king, only now
do I believe that a beautiful woman can lead a man astray.” 1 am not
going to the capital!” ( “TERFBTE » WBSBIBTERA <~ /N
EPNETEIEWEE! ) (1, i, 4), it seems that he chooses to be “led
astray” by a woman without the least hesitation. He puts the pursuit of
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love and woman above that of official rank, which is against the
official discourse on rationality and self-restraint of man. It is
interesting to note the satirical tone in revealing Student Zhang’s true
intentions under some morally grand excuses. When he pleads with
the abbot to rent him a room, he makes the excuse that the inn is too
crowded and noisy and he needs a quiet place to review the classics.
This appearance of a diligent student, however, is belied when he
soliloquizes after his request has been approved, “If | were in the
bustles of the inn, I'd have no problem wiling away my time. But if |
move to such a secluded and elegant place in the monastery, how will
I be able to endure such dreary loneliness?” (5 TEIE AR » EIIFHE
E o BAESFRER R - EEEEERR ) (1, i, 8). When he is
talking with the abbot, Hong Niang, Yingying’s servant girl, is sent
by Madame Cui to inquire about the preparation for the religious
ceremony for the late Prime Minister. Student Zhang suddenly bursts
into crying, beseeching the abbot to allow him to pay for part of the
service to honor his own dead parents:

“Alas! alas! my parents,

With what toil ye gave me birth!

If I would return your deep kindness,

It would be like great heaven, illimitable.
The young mistress is only a girl, but even she has the
heart to repay her parents. For many a year have I, this
poor student, been tossed about on lake and sea. Since my
parents left this world, I have never been able to pay them
back even a bundle of spirit money. O my monk, I hope
that you will act out of compassion and let me also
contribute five thousand cash toward the cost of the
vegetarian meal that I may posthumously offer up
something to my parents. It won’t make any difference if
the madam knows, as I satisfy a son’s heart,

317

AR AT o AURIRIE 0 BRI - " /A
B—&F  MAEBRRKBOL MEEATRE -
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KRFT R > H T ER - FEREAER - S EdEs
Ao NETREAT  BERS MR BERALE
0F ! ERAEIARLS » DUBATFZ0 - @i, 7)

The audience will find this ironic portrayal of Zhang’s “filial piety”
funny because they are fully aware that the true reason for Zhang’s
sudden awakening of conscience is his sexual lust for Cui Yingying.
When the abbot agrees to let him take part in the ceremony, he turns
to another monk immediately and asks if the young mistress will
come to attend the ceremony. When it is confirmed that Yingying will
make her appearance, he is relieved and betrays his true attention:
“I've used this five thousand well.” GEAT#¥{F{BE 1 - ) (1, ii, 7)
More ironically, his seemingly pious prayer during the ceremony also
divulges his desires and emotions:

I only pray that all those now alive enjoy a ripe old age in
this world

And that all those who have passed away will roam freely
in heaven

On behalf of the souls of my great-and grand-and father,
I'venerate the three jewels: Buddha, dharma, and sangha.
While I burn this fine incense, 1 pray in secret:

All'T want is for Hong Niang not to be so mean,

For the madam not to be so ¢ross,

And for the dog not to be so vicious.

O Buddha,

Bring our secret trysts and rendezvous to completion soon!

WEEFEMARISE » U F L - Bt 3 - 4
S8 B % WS RABRTES  HER
IRIRSS - RAREE » REVKE | 088 » SRR T attias
#¥1d,iv, 12)

Here again the solemn filial expression that mentions the names of
the enshrined ancestors and Buddhist gods and monks turns out to be
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a joke by Zhang’s final revelation of his true wishes. It should be
borne in mind that xigo 2 (filial piety) has been regarded as the root
of all virtues in the Confucian ideology. The satire on Student
Zhang’s hypocritical “filial piety” makes his image deviant from that
of an orthodox Confucian scholar. As a matter of fact, it is somewhat
heretical for him to make use of those that have been enshrined so
much by the orthodox discourse to attain his erotic goal.

Contrary to Confucius’ teaching that the junzi should not look
vnless it is in accordance with the rites, the hero in Xixiang ji behaves
in a nearly voyeuristic way. After he moves to the temple, he learns
from the monks that Yingying and her servant girl burn incense in the
garden every night, so he hides himself behind the rocks in the garden
and peeps at Yingying from behind the rocks. “Before missy comes
out I'll hide myself near the Taihu rocks at the corner of the wall.
When she appears, I’ll get an eyeful of her,” (bt Be/MEHZR » FETE
AR A SRR MEHZE » 8RB —/) (1, iii, 9). And when
Yingying comes with her servant girl to pray to the moon, he
eavesdrops on what she prays for from behind the rocks. He then
chants a poem to seduce her when he finds out that the girl also
suffers from loneliness and sexual longing. He later even jumps over
the wall to keep his supposed assignation with Yingying, only to be
snubbed by her with a stern lecture. And finally our hero achieves
what he wishes and has an illicit affair with the beauty. In short,
Student Zhang’s behaviors in the play constitute a serious breach of
the Confuctan guidelines of behavior and deviate from the moral
conventions of a junzi. Actually, an indispensable element of the
personality traits of a caizi is his gingkuang 83E (frivolity), which
represents an undisciplined attitude toward sex and sexuality, instead
~ of restraint of them. As Stephen West and Wilt Idema point out,
“[Xixiang ji] is larded with erotic imaginary and sexual innuendo,
mainly in the form of puns. This is a point on which most Chinese
and Western critics are silent.”"®

Another important aspect in the characterization of Student
- Zhang which goes against the orthodox discourse on junzi 'is the
portrayal of his lovesickness. The Confucian culture is notorious for
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its misogyny. It treats women not much more than a tool for the
continuation of the family line and holds that a junzi should not let
women distract him from his lofty course. Female sexuvality (niise 2z
tf1) is thus regarded as dangerous because it may destroy a man’s
political career, and more seriously, it will lead a kingdom to its
downfall if the ruler is bewildered by female beauty. In Xixiang ji,
however, Student Zhang impresses the audience as “a true and
faithful lover” (HEiHIE) (11, v, 29). He is overwhelmed by Yingying’s
beauty at their first encounter and becomes completely addled
henceforth. When Madame Cui goes back on her words and refuses to
marry Yingying to him, Zhang is so disappointed and frustrated that
he falls ill and is half dead. He kneels down in front of Hong Niang
and pitiably begs her to convey his feelings to Yingying:

{Male lead kneels before Hong Niang and speaks:)
Because of your missy, day and night | forgot to eat and I
give up sleep. My soul is wearied, my dreams are broken,
and I’m constantly distracted as if I’d lost something. Ever
since [ saw her in the temple and we traded verses across
the wall, I have suffered interminable miseries in hopes of
breeze and moonlight. Barely had we achieved some
success when the old lady changed her stripes. Now 1 am
at wits’ end. When will all of this end? Young lady, please
have pity on me and tell my thoughts to your missy so she
may know my heart, And now, right in front of you, 1 will
take off my belt and hang myself.

[REERL=) /MERMABRSHREEE - 5550 B2
RAVERTA - BSFh—R > FemeBAn - 2B A - 524K
FRCESE - BIRETS R KA T S B/ NS R8s -
IEERSR R T | NRFEE AR/ N IR R/
o AUNEZG ! BUV/MRTRITE TR 2% - S8
& - (11, iv, 26)

It was a deep humiliation for a man to kneel down to women,
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except for his mother or female royal members like the queen, in the
Confucian patriarchy because women were supposed to be much
inferior to men. Therefore it is notable that our hero kneels down to
Yingying and Hong Niang five times in the play (I, iv, 26; II1, ii, 35;
IM1, iii, 39; 1V, i,44; IV, i, 45). This temporary reversal of gendet role
is used as an indicator of the depth of Student Zhang’s love toward
Yingying. His kneeling down to Hong Niang, a servant girl, shows his
deep depression after being refused and painful eagerness to get
Yingying’s love, disregarding social hierarchy and code of behavior.
And he kneels down to Yingying to show his gratitude and ecstasy
after Yingying has given her body unreservedly to him:

(Male lead kneels and speaks) Thank you, missy, for not
rejecting Zhang Gong. Tonight I was allowed to share your
pillow and mat, and on another day I shall repay this favor
like a devoted servant. . . . (sings:)

I treasure you as my own precious heart,

I have defiled your virgin purity.

I had forgotten my meals and abandoned my sleep,
and was prepared for the worst.

If1 had not borne all this with sincerity and patience,
How could 1 have been able to end the bitterness of
love with perfect bliss!

(ERREIE/MEARE - RS VEHRHE - BRHRBZ
o - RIBIMLITSRER Bl T/MAKE - B
BEEAT LS - BAREA - SRE - BReFREMES
BHEK -V, 1, 45)

The portrayal of the lovesick scholar in the play verges on
caricature, This, on the one hand, can be ascribed to the traditional
parody on the pedantic scholar in the Chinese literary scene; on the
other hand, it can also be viewed as a self-caricature of the
uselessness of the frustrated Yuan literati. I will elaborate on this
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point later. For instance, when Hong Niang delivers him Yingying’s
letter in which a rendezvous is implied, he says pedantically, “I pinch
some earth to use as incense to burn, and finish the three obeisances.
If I had known missy’s letter was coming, [ would have gone out to
receive it. Please don’t fault me for not receiving it with proper
courtesy.” (M +3% - =FFig® - AV MERME - BREERE - B
TR MR (1, i, 35). And after he meets rebuff from
Yingying when he jumps over the wall for a supposed tryst with her,
his illness becomes so serious that he is almost at his last gasp. When
the madam sends a doctor to see him, he sighs in despair;

But these shit conditions cannot be cured by just any
physician. If only | could swallow down one drop of my
missy’s sweetly, sweetly delicious, aromatically,
aromatically perfumed, piercingly, piercingly cool,
dripping, dropping, lovable spittle, then this fucking illness
would be over.

BOETEALR » JE2KBPTANY - Bk EF/NMEEZHH -
FHEE 0SS B BINE RN T X B RIRE
af - 7111, iv, 40)

His symptoms of feverish lovesickness are regarded as
effeminate and deviant by the orthodox notion of manhood in the
Confucian culture. Actually, what makes the image of Student Zhang
different from those of precedent scholars is his attitude toward
~ woman and love. It seems that he puts woman and love above
anything else, and can even give up his political career for the sake of
woman, which is regarded as a shameful behavior by the orthodoxy.
His total submission to the dictates of love has been observed by C. T.
Hsia in the “Critical Introduction” to S. 1. Hsiung’s English
translation of the play:

Scholar Chang [Zhang] may appear too sentimental by
Western standards, but he distinguishes himself precisely
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by his total submission to the dictates of love, by his
shameless exhibition of all the symptoms of lovesickness
(initial high spirits, loss of appetite, languor and
sleeplessness, suicidal thoughts, revival of high spirits
upon the least sign that his fortune has changed for the
better).”®

Despite all these deviant elements in the characterization of the
caizi, | argue that the discourse of caizi has been generally speaking
contained within the framework of that of junzi. In other words, the
image of caizi still belongs to the category of junzi in the
Jjunzi/xiaoren dichotomy in the Confucian ideology. His transgression
of moral code is tolerated as a temporary misbehavior due to the
young scholar’s confidence in his talents and eventual success that
allows him to scoff at conventional morality and on condition that he
will return to “the right course” after his success in the imperial
examinations. It can predicted that Student Zhang will behave
“properly” according to the Confucian behavioral guidelines, at least
on the surface, and will devote himself to his political activities after
the happy ending of the play. In other words, the subversive elements
of the discourse of caizi will inevitably be contained and co-opted by
the dominant discourse on masculinity in the Confucian culture, i.e.
the discourse of junzi.

The relationship between the discourse of caizi and that of junzi
is actually a dialectical interplay. We may find out that the
characterization of the unconventional hero in the play never goes
beyond the limits which the ruling ideology can tolerate. First of all,
despite his frivolity, Student Zhang is by no means a profligate
playboy, but a gifted, upright, diligent and impoverished scholar who
cherishes lofty political ideals and ambitions. The primary standard
for a junzi set by the Confucian ideology is his duty and loyalty to the
sovereign and state. This is also the dominant discourse on
masculinity in Confucianism, Student Zhang’s long aria praising the
imposing Yellow River when he first appears on stage is a good
expression of his grand aspirations:
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Where are the wind-tossed billows of the nine bends most
conspicuous?

Only this place is paramount.

This river belts Qi and Liang,

Divides Qin and Jin, Cuts off You and Yan.
Snowcapped waves beat the long sky,

At heaven’s edge autumn clouds furl;

Bamboo hawsers cable together the floating bridge,
On the water a steel blue dragon reclines.

East and west it breaches into the nine regions,

North and south it threads together a hundred streams.
It irrigates the thousand kinds of flowers of Luoyang,
Enriches the myriad-acre fields of Liangyuan;

And once it floated a raft to the edge of sun and moon.

bR ERER > RIRR R IR - BRI 45
R - BIRMRZ - RESKES » MREIRHS - 7k b
B R - RSN - rEALER B BEE TR (L - 1
REEEN - hEZ2EEERAE - (,4,2)

The momentum of the Yellow River here is a metaphor of the “grand
aspiration” of the Confucian scholar. An impoverished student, Zhang
cherishes lofty ideals in his mind and dreams of pursuing an official
career and making contributions to the state and the people, just like
the Yellow River that “irrigates the thousand kinds of flowers of
Luoyang, / Enriches the myriad-acre fields of Liangyvan.” This is a
typical illustration of the masculine discourse preseribed by
Confucian ideology.

Secondly, the caizi-jiaren model is a literary construct of
idealism in love and marriage generally in conformity with the
Confucian prescriptions on ideal masculinity and femininity. In
Xixiang ji, both the ideal couple and their helpers like Hong Niang
and General Du identify the hero and heroine with the Confucian
ideals of the masculine and the feminine, i.e. the discourses of junzi
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and shu’mii Bl 7Zz. For instance, after his first encounter with
Yingying, Student Zhang is quite confident that they are a perfect
match judged by the Confucian discourses: “It’s not that I am
bragging: / She has virtue and looks, And I am “respectful, restrained,
warmhearted, and good” GERIEE 4 EES TH - /NMEER
BB E) (1, ii, 8). Here Zhang is referring to two most famous
quotations on the moralities and behavioral code of junzi and shu it
from Confucian classics, The former is from the “Marriage Rites”
section of the Li ji ia=C [Book of Rites]. There are four things that
women should learn before marriage: a wife’s virtue, a wife’s words,
a wife’s labors, a wife’s looks.?' The latter refers to the five most
important virtues of a_junzi prescribed by Lun yu §zE [The analects
of Confucius]: “[being] temperate, kind, courteous, restrained and
magnanimous” (& ~ B ~ 4% - & « ). And General Du Que, as the
representative of the imperial power, also acclaims that if Yingying
marries Student Zhang, “a chaste maiden will be married to a fine
gentleman” (£ ]l E ) (11, i, 20).

Last but not least, the subversive and deviant elements of
Student Zhang’s personality as well as his sexual transgression with
Yingying have been co-opted by the ruling ideology with Zhang’s
success in the examination and his marriage with Yingying in
conformity with the rites. Madame Cui promises to marry her
daughter to Zhang on condition that the student succeeds in the
examination and returns with official rank. In other words, the
prerequisite for the recognition and legitimization of their
transgression is that the subversive elements have to be co-opted by
the dominant ideology through power negotiations. Jonathan
Dollimore points out that “[s]ubversion and transgression are not
merely defeated by law, but actually produced by law in a complex
process of (re)legitimation.”™ The caizi-jiaren romances can be
viewed as a typical example of the dialectic interplay between
subversion and containment in classical Chinese literature. The illicit
love story between a caizi and a jiaren ends with the legal marriage
between a junzi and shu'nil, as Student Zhang happily sings when he
returns with office, fame, and property to marry Yingying, “At the
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gate we welcome the four-horse chariot; / At the door are displayed
eight pepperwood pictures, / A fourfold virtuous, threefold obedient
chancellor’s daughter. , . .” (FIEEBNEE S » BYIEE /\WE - 7 A
POEE =1L ) (V, iv, 68).

2. The fragile caizi and male anxiety

In her discussion of the reversal of gender roles in Yuan drama,
Jiang Tsui-fen points out that in the Yuan zaju plays “men . . . appear
to be weak and timid”™ and “[bjehind this reduced man is the
disguised scholar playwright, reeking of self-doubt and an inferiority
complex.” The emasculation of the heroes in the Yuan love plays
has increasingly attracted scholarly interest. Sexuality must be viewed
in the context of the structures of language and culture. This insight
provides a broad framework out of which can emerge a
deconstruction of literary representation of masculinity. By
examining the social milieu of the Yuan period, especially the
situation of the Yuan literati, a historical reading of the image of caizi
as a literary construct exemplifying ideal masculinity will focus on
the problem of male anxiety as a signifier of cultural tensions and
contradictions during that period.

Compared with those qualities that have been labeled as
“masculine” in contemporary Western dominant discourse such as
courage, fortitude, endurance, stoicism and physical strength, the
character of Student Zhang is rather frail and weak, both physically
and emotionally. C. T. Hsia holds that “[h]e is not at ail points
believable, and to Western readers used to romantic heroes of greater
self-assertiveness he may appear too easily despondent, too ready to
commit suicide, and toward the end too cowardly in the face of Cheng
{Zheng]} Heng’s challenge.”®

Zhang is portrayed as a physically weak and slender student.
And his image in his lovet’s eyes also turns out to be rather feminine.
For instance, Yingying praises Student Zhang’s charms when she
meets him during the ceremony in the temple: “In appearance he
looks gallant, being in the prime of his youth; / In nature he must be
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clever, with a knowledge unequaled in this world, / Twisting and
turning his body in a hundred posturings, / Pacing to and fro before
the crowd he displays his graces” (JMEFABER - BFFD Pt 5
WARR o REH AR o R BT ERE - SRERARG - BFE
{4) (0, iv,13). It is interesting to note that the words describing the
handsome young scholar here such as niunie P (walk in an
affected and bashful manner), zwozuo ¥ {F (affected, artificial),
mainong BF¢ (show off)y are usually used to describe coquettish
women like courtesans. This description thus leaves a womanly
impression of Student Zhang on the audience. In the next act,
Yingying reiterates that what makes her love Zhang is “The fresh
beauty of his face, the distinction of his bearing, / The warmth of his
nature, the compliance of his feelings” (gl E S S 5L MEELTE
EEEINE) (1L, i, 15). This eulogy also conjures up an image of a
scholar of refined features and modest demeanor, who exemplifies the
somewhat androgynous characteristic of the ideal masculine discourse
in pre-modern China.

We can also find many feminine traits in the characterization of
Student Zhang. He appears to be fragile, vulnerable, passive, and
remarkably weak in several places throughout the play. His health is
so delicate that Yingying’s refusal in the garden almost kills him:
“Since suffering through that scene in the garden last night - what
with my old symptoms - I'm evidently done for” (EERERIERFIZ

SE—IBS J SR IR RS T ) (11, iv, 40). And he seems
not quite confident on his health and, more significantly, potency. For
example, he worries about his health at the same time when he is
bewitched by Yingying’s beauty in the temple: “How can my body
that is full of grief and full of sickness/ Stand a beauty that can topple
cities and topple states?” (INFH RS, EE hERERS) (,
iv, 12) This line clearly betrays a male anxiety and fear of female
sexuality. The allusion to the legend of the femme fatale, who is
capable of “overturning 2 kingdom”, represents a traditional fear of
the destructive force contained in female sexuality. And we can at the
same time sense a mentality of self-pity and lack of self-confidence,
which is peculiar to the frustrated Confucian male scholars under
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Mongol rule. The emotion of self-pity is a predominant feature of the
self-representation of Confucian scholars in the corpus of Yuan zaju
and the reason for this is probably attributable to the politically and
economically powerless position of the Chinese literati during the
Yuan period.

This feeling of self-pity and lack of self-confidence also
engendered a reversal of gender role and, as noted before, a
divergence from the Confucian tradition of men’s moral superiority
over women in the Yuan drama. A typical example of this is Student
Zhang’s long aria when he kneels down in front of the bed and sings
to his lover with heart-felt gratitude and sense of inferiority:

This incapable budding talent Zhang,

This lonely traveler from Western Luo—

Ever since I encountered your beauty,

I longed for you so much that I couldn’t get you off my mind.
[ 'was anxious and saddened by obstacles;

My love-longing had no relief.

O my loved one,

How grateful I am for not being chastised.

- MRERVRFE A - IBTIRE - Gibaiae  BENR
T'r?% » BRCEIRENG - AR - BIIRRE - aV, |,
45)7

The feelings of inferiority is a characteristic of the mentality of the
Yuan scholars. This might explain why most of the caizi-jiaren plays
end with the hero’s success in the imperial examinations with the
highest honor and marries the heroine by the order of the emperor,
which in reality remained to be a male fantasy throughout the Yuan
dynasty. What makes the student most grateful and moved is the
beauty’s ability to recognize the potential for greatness in the
impoverished student. This recognition is just what the playwright, or
the Yuan literati as a whole, longed but could not obtain from the
rulers. In this sense, the love plays in the Yuan drama can be read as
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an expression of narcissistic grievances of the frustrated male
playwrights. Their fantasy of unswervingly loyal love, insightful
recognition and unshakable trust is most ideally expressed by Qiuhu’s
faithful wife, in another Yuan love play titled Qiuhu xigi FXAHELE
[Qiuhu tries to seduce his own wife], who scolds the matchmaker for
trying to persuade her to leave her husband, a poor student, and marry
arich man:

Be there cobwebs in his ovens

and his saucepans all filled with dust,

That’s the way of my destiny,

and in him I put all my trust.

Generals and ministers of power and celebrity

have always been produced from hovels of poverty,

and even if we both have to share

the poor man’s coarse and meagre fare,

we’ll only be waiting till glory’s thunder

calls my dear dragon from his lair!

You see him as a nobody doomed to rot amid white-
washed walls,

I vow he’ll be a man of state who’ll swagger in golden
halls.

When marriage was broached, when we met, at the stat,
when first I set my eyes upon him, I gave him all my heart.
Oh, a man who’s not a sprout from the soil of poverty,
lacks the solid roots which can secure prosperity.

BAMbEE AR © AR  ERERASE o K
RORHAEIESERT - BUE R BB - SRR
SECRBRER - REMEHERE  REMRERE - 8
f@f&ﬁﬁf’:ﬁ%ﬁﬂ“{r » —RT SR - BAGEEHEA - B
we

“Generals and ministers come from humble homes”™ represents
the Confucian ideal that every student, no matter from what family
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background, could join the ruling group by his merits and knowledge.
Originated in the Han dynasty and reintroduced by the second Sui
emperor (r.605-617), keju F{EE (imperial examinations) had been
the major recruitment system of the bureaucracy based on the study of
Confucian classics before the Mongol invasion. Although at no time
were all Chinese officials successful graduates of the examination
system, this system provided a stepping-stone to official position for
students from humble families. The myth that any poor student might
by perseverance and intelligence rise through the examination system
to the highest positions in the state became a strong incentive for
innumerable students to study and memorize Confucian classics
assiduously. It is noteworthy that the Song dynasty (960-1279), the
Chinese regime before the Mongol conquest, was commonly
acknowledged as the heyday of the examination system® and “an
open society in which a new kind of elite of merit was recruited from
a broad social base to rise into personally achieved, non-hereditary
official rank and so to dominant society.”*

The dream of a fair and open society, however, was interrupted
by the Mongol invasion and its destruction of Chinese civilization.
The Yuan dynasty was an unusual time in Chinese history when the
whole of China was occupied by an alien nation for the first time. The
Mongol invaders, people of the steppe, had brought with them serious
damage and setbacks to Chinese Confucian culture, especially in the
early period of their conquest. It is well-known that the imperial
examination system had been suspended for eighty years and during
its practice, very few Han scholars could achieve office through it due
to the Mongol rulers’ ethnically discriminatory policies.’’ The merit
system had been replaced by an ethnically based fourfold system of
social classes.” The Chinese Confucian scholars had been deprived of
their actual or potential power and became the politically, ethnically,
and socially suppressed and marginalized. Their path to office had
been blocked, many of them were forced into jobs considered
unworthy of the efforts of scholars. One widely cited legend notes
that Confucian scholars were ranked ninth in terms of class, only
higher than beggars in society.*
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In view of the above-mentioned situation of the Chinese literati
during the Yuan dynasty, we can better understand the literary
construct of the vulnerable, weak, pedantic and anxious image of the
scholar in the Yuan drama, characterized by lack of self-confidence,
desire for physical fulfillment and fantasy of political and personal
achievements. As Mark Breitenberg points out, “anxiety is a restless,
agitated, never-consummated search for something that may not exist,
a state in which certainty is always suspended.””® In case of the Yuan
literati, their never-consummated search was that for the internalized
masculine identity based upon the Confucian discourse on
masculinity, namely, the ideal of proving one’s manhood by pursuit
of power and political achievements that can eventually “bring peace
to the whole world.”

In Xixiang ji, Student Zhang’s manhood and potency have been
the target of ridicule for Hong Niang. The role of Hong Niang is a
point deserving more critical study. She functions not only as an
important helper of the two lovers but also the mouthpiece of the
uncultured discourse in the play. West and Idema find out that
“{Hong Niang] functions in the play as a spokeswoman for common
sense and for human feeling stripped of all pretense or obscured by
questions of social position.””® As a product of the negotiation
between elite culture and popular culture, Yvan zaju had to cater to
the taste and needs of urban common people. Hong Niang’s bawdy
language in the play, full of sexual innuendoes, can be read as a
reflection and expression of the sexual desire of the uneducated
comimoners. Despite her praise of Student Zhang’s appearance and
talent, Hong Niang often pokes fun at him on account of his pedantry
and weakness. And her general comments about these “vinegar”
students is, “Budding scholars are always weaklings” (&4 RHENE)
(11, iv, 25). When she tells Student Zhang that the affair is known and
the madam is calling him, Zhang is so scared that he takes Hong
Niang to task for divuiging the affair; Hong Niang then taunts him
with cowardice, “You turned out to be a sprout that wouldn’t bud. /
Bah, you’re just a spear-head that looks silver but is really wax™ ({R

TeAR “HHMIRS » UE | AR EARRMIATE) (IV, ii, 48). The sexual
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insinuation in these two lines is so clear that the humor will not be
lost on the audience. These two lines become well known and have
been cited by the heroine in Hong loumeng $I#8% [Dream of the
red mansions] to make fun of the hero®® Another innuendo of
Zhang’s impotence appears in Book Three, Act Four, when Student
Zhang is overjoyed to receive Yingying’'s letter, and Hong Niang
once again ridicules his manhood, “Having received this bit of paper,
you are making much ado about nothing. / But when you saw the
Heavenly One, / Why did you prove so helplessly weak?” (15 T {EHE
HEIERAREL > ERERWEARKIEGE) (1L, iv, 41). These
sexual innuendoes can also be read as indicators of the male anxiety
of the Yuan literati.

3. The process of initiation and the role of the
masculine helper

To use Joseph Campbell’s theory on the mythological archetype
of a hero’s journey of initiation, the story of the western wing can be
read as a process of Student Zhang’s initiation into masculinity, in
which he is lured by the temptress to enter a different world,
experiences frials and obstacles, and finally defeats the opposite
forces and returns with the boon, his bride. According to Campbeli,
the archetypal pattern of adventure is summarized as follows:

The mythological hero, setting forth from his commonday
hut or castle, is lured, carried away, or else voluntarily
proceeds, to the threshold of adventure. There he
encounters a shadow presence that guards the passage. The
hero may defeat or conciliate this power and go alive into
the kingdom of the dark. . . . Beyond the threshold, then,
the hero journeys through a world of unfamiliar yet
strangely intimate forces, some of which severely threaten
him (tests), some of them give magical aid (helpers). When
he arrives at the nadir of the mythological round, he
undergoes a supreme ordeal and gains his reward. The
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triumph may be represented as the hero’s sexual union
with the goddess-mother of the world (sacred marriage),
his recognition by the father-creator (father atonement), his
own divinization (apotheosis), or again—if the powers
have remained unfriendly to him—his theft of the boon he
came fo gain; intrinsically it is an expansion of
conscionsness and therewith of being (illumination,
transfiguration, freedom). The final work is that of the
return. . . . At the return threshold the transcendental
powers must remain behind; the hero re-emerges from the
kingdom of dread (return, resurrection). The boon that he
brings restores the world (elixir).”

Student Zhang is the hero in Xixiang ji. At the beginning of the
play, he is on his way to the capital to attend the imperial examination,
which is his “common™ life. We learn from the play that this twenty-
three-year-old student is unmarried and knows little about women and
sex.”® He even feels bashful in front of girls: “When I saw any
powdered faces before, 1 really was embarrassed, / Or saw any
painters of eyebrows, I really panicked.” (¥ RGN EEZR -
BEWIBER (, i, 5). Yingying functions as the temptress who
lures him away from the common world as well as the goddess who is
won by him as his boon in the end. According to Campbell, the
goddess “is the paragon of all paragons of beauty, the reply to all
desire, the bliss-bestowing goal of every hero’s earthly and unearthly

quest . . . . she is the incarnation of the promise of perfection; . . . the
comforting, the nourishing, the ‘good’ mother-young and
beautiful . . . .”*’ Yingying’s extreme beauty has been eulogized

repeatedly in the play, not only from Student Zhang’s point of view,
but also through others’ eyes, like those of Sun Feihu £RIRFE and
the monks in the temple. Sun Feiliu besieges the temple and wants to
snatch her away as his wife because she is well-known for her “black
eyebrows with a winning expression, a face as beautiful as the lotus in
spring, and [is] of such overwhelming charms as make [her] the peer
of that city- and state-toppling Precious Consort Yang” (JE 875 8 >
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4R  FIEBWAEZ®) (L i, 15). She is the incarnation of beauty
and lures Student Zhang away from the ordinary world as soon as
they meet. Zhang loses his head when he encounters Yingying in the
temple: “Wow! now I run smack into my alluring karmic sentence
from five centuries ago!” (W ! TF#EE A HERIMFER) (1, i, 3).
And his passage of initiation begins from then on. Madame Cui, who
prevents him from marrying Yingying, functions as the power that
guards the passage. The struggle between Student Zhang and Madame
Cui results in the reconciliation between the two, i.e. Student Zhang
can marry Yingying only if he succeeds in the examination. There are
other obstacles in the way of his adventure, which give his tests, like
Zheng Heng and Sun Feihu, who compete with him for Yingying and
have been defeated by him. There are also helpers in the journey, such
as Hong Niang, General Du and the monk Huiming HHH who risks
his life to deliver Zhang’s letter to General Du, And the supreme
ordeal at the nadir of the mythological round is embodied by the
imperial examinations. The triumph not only leads to Zhang’s sexual
union with the goddess-mother of the world and his boon, Yingying,
but also to his being recognized by the father-creator, the patriarchal
power. Therefore the hero has experienced process of transformation
and achieved initiation when he returns to the normal world with his
bride and official rank, for, according to Campbell, “[t}he mystical
-marriage with the queen goddess of the world represents the hero’s
total mastery of life; for the woman is life, the hero its knower and
master.”’

A point deserving special attention is the role of the masculine
helpers in the adventure. It is interesting that although Hong Niang is
known to be the major helper, the seemingly unimportant General Du
actually plays a crucial role in the play. He offers help to Student
Zhang twice, both at crucial moments. Should he not rescue the
temple from Sun Feihu’s besiege immediately after he gets Zhang’s
* letter, Yingying would be plundered by the rebel general and Zhang
could not become Yingying’s legitimate husband by the madam’s
promise. And when Zheng Heng basely slanders Student Zhang by
lying that he has seen Zhang being selected as the live-in son-in-law
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by Minister Wei in the capital, it is General Du again who arrives
timely to lay bare Zheng’s lie and officially announce the love couple
husband and wife on behalf of the imperial power. Without Du Que, it
is almost impossible for Student Zhang to complete this passage of
initiation and obtain the boon successfully.

This military general as a helper is of great significance in terms
of the initiation of masculinity. He embodies the masculine elements
that is lacking in Student Zhang and needed for completing the
process and winning the boon. Unlike the hero in the caizi-jiaren
fiction of later ages who is adept with both pen and sword, the caizi in
the Yuan zaju is always a frail scholar who lacks physical strength. A
masculine helper is therefore needed to make up the hero’s weakness.
This feature may also have something to do with the anxious
mentality of the Yuan literati.

The monk Huiming is only a trivial character in the play.
However, he also plays an important role of helper in the hero’s
initiation into manhood, for he is the incarnation of physical strength
and courage. Unlike Student Zhang who is a “spear-head that looks
silver but is really wax,” Huiming betrays no fear in face of danger
and fights his way out of the heavy encirclement to deliver the letter
to General Du on time. Notably, his macho bravery has been
heightened and exaggerated in the play, constituting a sharp contrast
to the feminized caizi. The singing role in Book Two, Act Two is
assigned to him. There are a series of arias sung by him, in which he
boasts his dauntless courage and even displays homicidal tendencies:
“I can make a dumpling stuffing out of those five thousand men . . .
The leftover meat P’ll pickle with dark salt” (AT A fi—iEESHE
Féa--- B R AR AT B BERE) (11, ii, 18). The following aria is sung by
him to show off his resolution and decisiveness after he has accepted
the assignment: :

I’ve always been of a nature bold and intrepid,
And I’ve never known what fear means;

[ am never weary of fighting,

Heaven having made me a mass of bravery;
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In all matters, I have invariably acted with determination,
Unlike those who fiddie about, unable to come to a
decision;

My mean nature gives everyone the chilfs,

Disregarding my own life, | raise my knife and wield my
sword;

Fearing me even more, they rein in their horses and halt
their chariots.

ROEFERESS R RS  ITHRERMRAE
B - FROERITTRSEE B —  POUREEITEE= -
P NEE  SF IR FIEREEERE - (1,
ii, 18)

Embodying the discourse of haohan Ifi# (something like
“brave man”) in classical Chinese literature, Huiming is characterized
by imprudence, bravery and loyalty. However, the foolhardy hachan
can only serve as a helper to be used by the scholar because he *has
valor but lacks strategy.” (55 B4EZ) In Xixiang ji, there is an
interesting scene about how Student Zhang makes use of Huiming by
strategy. When Student Zhang finishes writing the letter, he is
worrying about who can deliver it to the general, And the abbot tells
him that he has an acolyte called Huiming, who is good at drinking
and fighting, “if you try and make him go, he is sure to refuse; but if
you can strike home with a few words, he will be willing to go.”
Student Zhang then loudly calls, “I have a letter to send to General Du.
Who dares to go? Who dares to go?” And Huiming, as expected,
answers, “l dare!” (11, ii, 17) The implication is that, brave and strong
as the haohan is, he is only to be used by the real hero, the feminine
caizi, who is intellectually superior to him.

General Du and Huiming represent such masculine elements as
military power and physical strength that cannot be found in the
discourse of caizi. These elements, however, are needed for achieving
the goal of initiation and therefore have been replenished by the
masculine helpers. The plot that the caizi has to seek help from the
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military general is a vivid reflection of the lack of confidence and
male anxiety of the Yuan Confucian scholars. However, the military
general and the Aaohan can only function as helpers, as
supplementary discourses to the dominant discourse on masculinity in
the caizi-jiaren romances, but can never become the hero themselves,
because, as I will elaborate below, the textual power is not in their
hands.

4. Sexual rivalry and political tension

Anne Laskaya, in her study of the discourses on gender in
Canterbury Tales, observes that “men who seek power over others
inevitably run into conflict with one another; that is, that competition
between men is an obvious consequence of men trying to realize, in
their lives, a masculine identity based upon control.™' The
representations of the conflicting masculine discourses and their
struggles for the control over women in the Yuan drama reflect the
situation of power distribution in the Yuan society. The political
implications are obvious if we take the conditions of the Yuan literati
into consideration.

There are three male characters in Xixiang ji who compete for
Yingying, namely, the caizi Student Zhang, the viflain Zheng Heng
¥r%, and the rebel general Sun Feibu (“Flying Tiget™). They
represent textual power, political power, and military power
respectively. '

The major rivalry over Yingying represented in the play is that
between Student Zhang and Zheng Heng. Zheng Heng is depicted as a
pampered son of an influential family and serves as a foil to Student
Zhang, though, amazingly enough, the two actually share the same
family background. Student Zhang tells the audience when he first
appears on stage, “My late father, who was appointed minister of the
Board of Rites, unfortunately died of an ifIness in his fifties. One year
later 1 lost my mother.” (FEAFEERREE - Rz a)e KK S
= o $—EFERF - ) (1,1, 1) This sets a stereotype for the caizijiaren
fiction in later ages, i.e. the hero is without exception from a
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distinguished family and is very likely orphaned. However, Zheng
Heng’s self-introduction is unbelievably similar to Zhang’s: “My late
father was minister of the Board of Rites, but unfortunately he died
early. Several years later 1also lost my mother.” (e AFESERikE
AR o U - IR (v, i, 60-1). Nevertheless, the same
signifier has contradictory connotations for them. For Student Zhang,
it serves as an evidence of his noble origin while for Zheng Heng, it is
used by him to boast his-hereditary privilege, “My ancestors are a
family of chancellors, and T still have to give way to that starving
fellow, that bankrupt gent all clad in white? Those who hold office,
hold office!” (FRH {CRABZ T > BIAANRIN ) 2 biREs L » e
FISUE) (V. iii, 62).

Zheng Heng is depicied as a xiaoren in the play, contrasted with
the junzi hero. As an unprincipled, repugnant, vulgar and shameless
villain, he exempiifies the literary image of ya'nei X (a title for
the son of a high official), who bullies people on the strength of his
powerful connections. He is Madame Cui’s nephew and has a
marriage contract with Yingying which was made by their late fathers.
Therefore he is, or at least he supposes himself to be, within the
privileged group. His attitude towards Student Zhang is arrogant; he
is indignant when he learns that Yingying has been given to Student
Zhang by Madame Cui, “I of all people have to give way to him? As a
humane person, I’'m capable of humanity; my status derives from the
roots of my status. Moreover, I'm a relative—he doesn’t even have
her father’s mandate!” ({REERAM ? FA—FHE « B0 BHIR
Wil SURE EMER © aRfAE) (V. i, 61). He emphasizes his
relations with the Cui family because the Chinese traditionally
believed that marriage between cousins could “cement old ties.”
Notably, there is a transformation of position in the power hierarchy
between Student Zhang and Zheng Heng in the play. Student Zhang is
“tossed about the world with books and sword, and ha[s] yet to
achieve merit and fame” (EHIZRE a3 (1, i,1) when he first
appears on the stage. Madame Cui is not willing to marry her
daughter to him on the excuse that “for three generations past our
family has never had a son-in-law who had no official rank.” (fle=%
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SURIEHIRLIE) (1V, i, 48). Zheng Heng is in an advantageous
position as far as political power is concerned, because the marriage
contract between Yingying and him is arranged when his father and
Minister Cui were alive and might serve to form an alliance between
the two powerful families in the court. However, when Student Zhang
comes back with the title of the Number One Scholar in the imperial
examination and prefect of Hezhong, he has been admitted by the
ruling power and becomes a member of the ruling group. He therefore
is qualified to be a son-in-law of the Cui family. And Zheng Heng, as
a commoner without office and fame, is in no way his match now.
General Du, as the representative of the supreme imperial power,
persuades Madame Cui, “Junrui is also the son of a minister of the
Board of Rites. Moreover, he succeeded in the examination” (Bt
BLMER s sE , W3R T IR —HR) (V, iv, 67). The rivalry therefore
ends with Student Zhang’s complete victory, and the poor Zheng
Heng has no other choice but to commit suicide by butting a tree (V,
iv, 68).

West and Idema argue that the model of the scholar-courtesan-
merchant love triangle in the Yuan drama “provides a hidden yet
significant structure for the action of the play.”"* This hypothesis,
however, lacks sufficient evidence since Zheng Heng’s sense of
superiority comes from his family background and the marriage
contract with the Cui family. We can hardly find his boast of wealth
in the play. In Book Five, Act Three, there is a vivid argument
between Hong Niang and Zheng Heng on Zheng’s rights over
Yingying. And the focus of their argument is that Zheng Heng claims
his rights over Yingying by boasting his distinguished stock while
Hong Niang defends Student Zhang by praising his virtues and ability.
And the major contrast between Zheng Heng and Student Zhang is
that, according to Hong Niang, “Relying on teachers and friends, he,
as a gentleman, cultivates his essentials; / Leaning on your father and
brothers, you abuse power and bully people” (fIRENAZ B 54 » IR
RyA T s B ) (V, iii, 62). | therefore take the view that in terms
of discourse on masculinity, the play registers a tension between the
Confucian scholar and the powerful noble. This tension is embodied
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by Zheng Heng’s claim that “those hold office, hold office!” and
Hong Niang’s strong refutation to it:

You say only officials are svited to being officials;

You let your mouth run off

Without considering your lot.

You say that the poor will always be poor,

But isn’t it said, “Generals and ministers come from
humble homes™?

REREEARSMEA » BUE - T4 - fREES R
ERBR > SETEIBHLERR - (V, iii, 62)

These lines voice the aspiration of the Yuan literati. As noted
before, the Confucian Han scholars had been expelled from the power
institutions and suppressed to the bottom of society in the Yuan
dynasty. And those who held power were the Mongolian and Western
Asian nobles who obtained power and positions by their blood lincage
and family background instead of merits and knowledge. This
constituted a reaction to the relatively open and fair recruitment
system of the previous Song dynasty, which was nostalgically thought
of by the Yuan literati as a more civilized society, as recorded in the
Cambridge History of China:

China before the Mongolian conquest had become a
society having no aristocracy by ascription, no legally
privileged or legally disfranchised (in the sense of being
denied access to upward mobility or official status) closed
classes, and no segment of its populatlon bound to place or
to occupation,®

Despite their low social status, the Han literati remained to be
the producers and circulators of the Confucian textual discourses,
which sustained the feudal system and served the interests of the
ruling class, throughout the Yuan dynasty. They never lose their
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group consciousness and sense of moral superiority. The Cambridge
History of China therefore observes that two elites coexisted during
the Yuan period, one de jure (the Mongolian and Western Asian
nobles) and one de facio (the scholars):

[I}t was clearly demonstrated that the de facto elite of the
Chinese social order, while beset by economic
uncertainties and psychological rebuffs, in fact maintained
themselves as a superior stratum in society. They no longer
had access to the civil service system of examinations for
gaining status, office, and wealth. They were forced to
cooperate with the de jure elite, displaying a variety of
noble and less than noble motives.™

As the de facto elite, the Han scholars dreamt that they could put
their talent and knowledge to good use and function as the pillar of
the state, just like what their predecessors did. This explains why in
almost all the Yuan caizi-jiaren plays, the hero succeeds in the
imperial examinations in the denouement and thus gains fame, office,
wealth and beautiful wife overnight, In the words of Valerie Traub,
“To the extent that all representations are cultural fantasies, they
inevitably involve projection, compensation, and wish-fulfillment, on
the part of both author and audience or reader.” As cultural fantasy,
these caizi-jiaren plays are a manifestation of the playwrights’ own
dream that they could compete with each other in the examinations to
prove their worth and earn their deserved place in society. Living in
hunger and cold in reality, they held the belief that they would stand
out and rise to power one day. This self-conception is displayed by
what the heroine says in Ju'an gimei SZHIH, another caizi-jiaren
play, “Scholars are like streamer poles lying in the grass, when they
are laid down, they are lower than people; when they are set up, they
are higher than people” (54 EEHIEE » EHRAA » LRSI
A).% Success in the imperial examinations in Xixiang ji is what in the
end actually validates Student Zhang for Yingying. And indeed it
appears in the end that the “true virtue” which gives him power over
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militarists, barbarians, aristocrats and women derives from the
imperial examinations only. It is also the power of this virtue that
ultimately also trumps the “wax spear-head.”

The rivalry between the poor student and the powerful noble
over a woman therefore embodies the conflict and tension between
the de facto elite and the de jure elite in the Yuan society. Here
woman’s body functions as the site of power struggle because “men
may tend to substitute power relations for positive emotional ones, . . .
‘This in turn becomes the articulation of the desire for power-over
women.” ¥ And what registered in the play is a tension between
political power and textual power during the Yuan.

The Chinese society was traditionally operated by textual
authority and therefore put texts, especially the Confucian classics, in
a supreme positioni. As the first emperor of the Wei dynasty (220-265)
said, “Writing is the Great Work in the ordering of the state; it is an
accomplishment that does not pass away” (3L EZ§8E]Z A% » T2
REER)." Chinese rulers of different dynasties had always regarded
political and literary texts as an indispensable ideclogical institution
in the operation of the state power mechanism and attached great
importance to the scholars who were the producer and circulator of
text. The shi £ [scholars] had therefore become the most privileged
group in society. The Mongol rulers adopted rather pragmatic policies
after they conquered China, What they cared most was how to best
exploit their conquered populations to serve their further expansion.
Therefore the Uighur merchants enjoyed much more trust and respect
from the Mongol rulers than the Chinese elite of learning and
cultivation. This was a striking reaction to the Chinese tradition of the
worship of text. Since the worth of the Confucian scholars lay on the
production and reproduction of the text, the scholars would become
good-for-nothing if textual power was not valued by the rulers any
more. The Yuan drama, therefore, reflects their fantasy for the return
of textual authority and re-discovery of their own values.

In Xixiang ji, an important plot that legitimizes Student Zhang’s
claim to Yingying is the Sun Feihu event. When Zhang and Yingying
fall in love with each other after their first meeting, the rebel general,
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Sun Feihu, who is covetous of Yingying’s beauty, besieges the temple
with five thousand soldiers and asks Madame Cui to give Yingying to
him as wife, otherwise he will kill all the people in the temple.
Madame Cui, following her daughter’s suggestion, announces that
whoever can defeat the bandits can marry Yingying. Student Zhang at
once answers to the announcement and writes a letter to one of his
childhood friends who is now a general stationed nearby. The letter is
recorded in full in the play (I, ii, 19). We can see that the letter is
composed in exquisite and elegant language, and in conformity with
the Confucian propriety. It exemplifies the Confucian social writing
which has a rigidly set pattern. General Du leads five thousand
soldiers to the temple upon receiving the letter and rescues the Cui
family. A frail scholar who cannot fight himself, Student Zhang has
“a million soldiers in his breast,” because he is the holder of textual
power, which defeats all the five thousand bandit-soldiers and makes
him the legitimate son-in-law of the Cui family. The Sun Feihu event
serves as a manifestation of the power of text. The playwright wants
to vindicate the usefulness of text and scholars’ value as text producer,
which is fully illustrated by Hong Niang’s arias in the play:

Thanks to Student Zhang for extending his will:
As soon as his letter arrived, it raised an army,

Showing clearly that fine writings have their use
And proving that heaven and earth are impartial.

AR . —HEEIFEEA - B ERH  ERX
AR - (111, i, 30)

In another place, she sings:

We'll rely on your merit in extinguishing the bandits,
Your ability in recommending a general.

These two meritorious successes are like the red
engagement gifts.

Why is our Yingying’s heart full of compliance?
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Simply because the million soldiers in Junrui’s breast
Showed off the refulgence of his literary style!

T RINRET) » BREE » MR SETIUIALE - R
BT - SRR E IR & - SR
B (11, i, 23)

Someone holds that the punishment for Zheng Heng is too
severe since the punishment for the rebel general Sun Feihu is only “a
hundred strokes™.*’ However, this ending, on the one hand, shows the
incompatibility of the two male groups in the struggle over women, as
stated in the play: “A single horse does not carry two saddles” (— &
TS (V, i, 61) and “A chaste woman doesn’t take a second
husband” (FUZ AN ZK) (V, iv, 67). Zheng Heng has to die to make
Student Zhang’s win of Yingying a complete and eternal victory. On
the other hand, the punishment of Zheng Heng symbolically reveals
the Chinese literati’s hatred towards the Yuan Mongolian rulers. The
playwright emphasizes Student Zhang’s status as the legitimate owner
of Yingying in the end of the play. This could also be read as the
Chinese literati’s claim for power over women, land, and politics:

You want to force your way into Fairland

Regardless of whom the master there may be!

By the Lord of the East you, you honeybee, have been barred.
If you don’t believe it,

Go to the shade of the green willows and listen to the cuckoo
That says in every note, “Better go home,”

PRI A SRS - TSR T » W R R 5
W - SRS B 5 » —Ba5E R A0E
£ o (V, iv, 67)

It ts obvious that the satire is directed against the Mongol
invaders and reveals the implication of nationalism in the gender
discourse. This kind of political innuendo is not rare in the Yuvan
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drama, giving voice to the repressed wrath and anxiety of the male
Chinese scholars as a group. The theme is clearly expressed with a
derisive tone in the poem at the very end of the play: “Because they
matched couplets by the light of the moon, / A frustrated girl and
unmarried man have been brought together. / It displays well the
abilities of that ambitious head of the list/ And the misery of that
unlovely Zheng Heng!” ([RIAH B G 0] - BUR T 820k - 515
AAE EARITTRE » IEIEBIEME ) (V, iv, 68). Student Zhang’s
triumph over Zheng Heng is the triumph of scholar masculinity and
textual authority, which is merely a fantasy of the Yuan Confucian
scholars, who had been deprived of, and longed for, social and
political power.

What the construction of the discourse of caizi sheds light on the
Chinese conception of gender and sexuality is a strong interaction
between political power and gender discourse. 1t is noteworthy thai
the Post-Mao era in China has witnessed a trend of “searching for real
man” and a phenomenon popularty known as “yinsheng vangshuai”
BERERSEE (prosperity of the feminine and decline of the masculine),
which can be counted as the Chinese “crisis of masculinity.” There
are profound cultural and political factors contributing to this social
phenomenon, which merit a full-length study elsewhere. However, it
is important to note that this phenomenon is also a reflection of the
complex interactions between gender discourses and political
discourses. One of the reasons leading to this seeming gender reversal
in contemporary China is that the Chinese people feel at a loss as to
issues like gender identity and nationalism in the face of rapid
westernization after the collapse of the communist ideology.
Therefore a re-examination of the country’s cultural heritage has been
brought to the fore in the hope of rediscovering “real” manhood by
tracing the “essence” of Chineseness.*® A dialogical re-reading of the
discourse of caizi and the conception of masculinity in pre-modern
China, in light of the Foucauldian realization that gender and
sexuality are culturally constructed and politically invested,” in
the context of contemporary Chinese society is therefore of great
significance.
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NOTES

I am grateful to Tonglin Lu, Jeremy Tambling, Xiaoying Wang
and Jessica Yeung for their comments on an earlier version of this
paper.

! Marie-Luise Latsch 16.

2 Recent scholarship by Wilt Idema and Stephen West has raised
serious questions about the nature of the texts that we have
traditionally referred to as Yuwan drama. Actually, with the exception
of 30 individual play texts printed in the Yuan dynasty, namely the
plays in Yuagnkan zaju sanshi zhong TTTIFESEI=-FE [Thirty Yuan
editions of zaju}, all of the texts which we have referred to as Yuan
zgju are Ming editions and have undergone heavy revisions and
adaptations by the Ming literati editors. The nature of the texts
therefore had transformed from scenarios for performance to closet
drama to be read in the literati’s study. See West, “A Study in
Appropriation: Zang Maoxun’s Injustice to Dou E” and Idema, “Why
You Never Have Read a Yuan Drama.” However, the texts under
discussion in this paper are still mainly treated as cultural productions
of the Yuan period, instead of that of Ming, because it was during the
Yuan that those zagju plays first came into being and flourished on
stage. The extant Ming editions are based on the original
“commercial” texts used for performance and are supposed to
preserve most of the plots, characterization and style of the original
Yuan plays. [t is one of the most salient characteristics of traditional
Chinese drama, or even literature as a whole, that a text had been
repeatedly adapted, revised or rewritten after its first production.
Rarely can we find an “original” literary text that remains in its intact
form in the canon of classical Chinese literature. This, however, does
not mean that the authorship of the text should be attributed to the
editors and revisers. I therefore argue that the plays under discussion
are, generally speaking, produced during the Yuan and should be
studied as a cultural production of that period of time. This, of course,
is a rather complex question that deserves full-length treatment
elsewhere.
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*The influential love story between the gifted scholar Sima
Xiangru and widowed beauty Zhuo Wenjun first appears in Sima
Qian’s (145-90 B. C.) Shiji. See Shiji, vol. 9, pp. 3000-3061.

* For the origin and development of the caizi-fiaren model, see
Hu Wanchuan, “Tan caizi-jiaren xiaoshuo,” esp. 223-24. Hu holds
that the following motifs are essential for a standard caizi-jiaren story:
(1) It is a love story between a handsome young scholar and a
beautiful girl; both display exceptional gift for poetry and prose,
especially poetry. (2) Both the hero and the heroine come from
distinguished families. They are usually the only child of their
families and amusingly enough, they are usually orphaned or lose one
of their parents. (3) They meet under an unexpected circumstance and
fall in love with each other at first sight. (4) Some hindrances will
occur in the way of their marriage, usually it is the girl’s mother or
father who is opposed to the match because of the scholar’s lack of an
official rank. (5) The beauty sometimes has a clever girl servant who
helps mediate in between the lovers and functions as a matchmaker
for them. (6) The Jove story always ends with a happy reunion; the
most likely case is that the scholar wins the first place in the imperial
examinations and marries his lover by the order of the emperor, We
may find that although comparable themes had existed in the oral
narratives of the Song and Yuan dynasties known as huaben ZLA
and the Tang chuangi {H%F fiction, the caizi-jiaren theme, plot
pattern and characterization had not been stereotyped until Yuan
drama,

* In Luo Jintang’s Xiancun yuanren zaju benshi kao, there are 20
plays categorized as “lian 'ai ju” ¥3Z B (love plays) and eight plays
as “fengging ju” JREE] (romantic comedies). According to Luo,
the “romantic comedies™ are plays stressing the romantic aspects and
comic elements of love, to be distinguished from the love plays which
are more serious in tone and attitude and more passionate in feeling.
Besides, several plays in the category “jiaring ju” ZZREE| (family
plays) also bear the characteristics of caizi-jiaren romances. So
altogether the plays with fove theme make up nearly one-fifth of the
total 161 extant Yuan zgjv plays under his discussion. And Fung Shui
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Lung, in his M.Phil. dissertation titled “Yuandai aiqingju yanjiu,”
categorizes 35 Yuan zaju plays as “aiging ju” Z|EEI (love plays).

®The Ming and Qing dynasties following the Yuan generally
saw a transformation of narrative paradigm from heroism to eroticism
in popular fiction and drama. The caizi-fiaren model inspired not only
numerous imitations but also satire and parody when the pattern had
become stereotyped and established. The masterpiece Honglou meng
AIHREE [A dream of red mansion] can be viewed in a sense as a
reaction fo the caizi-jiaren theme. And Robert Hegel holds that the
“pornographic novel” Rou putuan J%EE [Prayer mat of flesh] is a
parody and satire of the caizi-jiaren model: “ The Prayer Mat may
well be deliberately satirizing both literary fashions by combing the
straightforward descriptions of seduction and copulation of erotic
writings with conventional characterization and plot of genius-beauty
romances.” (The Novel in Seventeenth-Century China 177.)

T Yu Jiao Li S.

8 Wilt Idema and Lloyd Haft, A Guide to Chinese Literature 45.

? Junzi has been variously translated as gentleman, superior man
or great man. However, the term will remain its Chinese form
throughout this essay for the lack of precise equivalent in Western
culiure.

'% Xin Hu, “A Study on Confucius” Philosophy of Junzi* 6.

""This well-known saying comes from the Confucian
mastetrpiece Daxwe KE [The great learning]. The original passage
is: “Only after study comes wisdom; on the attainment of wisdom
comes the thought sincere; only by sincerity of thought is the heart
made right; only with a right heart can one’s deeds be pure; only after
purity of action can one’s home be what it ought to be; only with
well-ordered homes can the state be governed; only by a well-
governed state can the world find peace.” (WIS HRANZE, HZEMHE
B, BEEMEBLE LCIEMREE, BEMBRERE, KEMmMERE
5, BiIGmEXTY)

"> David L. Hall and Roger T. Ames, Thinking from the Han
161.

B Liji792.
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Y Lunyu yizhu 130.

B Lunyu yizhu 130.

' In this essay, all the quotations of Xixiang ji are drawn from a
new edition annotated by Wu Shuyin, which is mainly based on the
earliest completely preserved edition, the Hongzhi BAiE edition of
1498. Further references will be included in the text, with the
numbers of volume, act and page bracketed. The English version used
is mainly as translated by Stephen H. West and Wilt L. Idema, in
Wang Shifu, The Moon and the Zither, with minor modifications.

" The lines are from a poem in Shi jing Eif& [The classic of
odes]. See Wang Shifu, The Moon and the Zither 193.

'* Stephen H.West and Wilt L. Idema, “Introduction,” in Wang
Shifu, The Moon and the Zither 141,

"Both 5 and J& are low terms meaning “penis.”

% C. T. Hsia, “A Critical Introduction” xviii.

2 Liji794.

2 Lunyu yizhu 7.

2 Jonathan Doltimore, Sexual Dissidence 81.

# Jiang Tsui-fen, Gender Reversal 22.

% Jiang Tsui-fen 19-20.

* Hsia xiv.

#” Similar expressions cannot be found in the prototypical Tang
chuangi fiction, Yuan Zhen’s JTFE “Yinying zhuan” & {H [The
tale of Yingying], or the Jin zhugongdiao poem, Dong Jieyuan’s #f
R 5C Xixiang ji zhugongdiao TOREICEE = [The story of the
western wing in all keys and modes], which is the immediate
precursor of the Yuan play.

% Shi Junbao FHEE, “Qiuhu xiqi FKHHEEE [Qiuhu tries to
seduce his own wife], in Zang Jinshu, comp, Yuanqgu xuan (hereafter
referred to as YQOX) 2: 543. The English translation is drawn from,
with minor modifications, William Dolby, trans. with an introduction,
Eight Chinese Plays 55-6.

# See, for instance, Yao Shuyi, Yuandai wenren xintai 11,

3 Herbert Franke and Denis Twitchett, The Cambridge History
of China 6: 627.
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1« According to the regulations, half of the those [finshi degrees]
were to be awarded to Mongolian and Western Asian candidates who
took simpler examinations judged by lower standards.”

2 The four ethnic classes, in order of descending privilege,
consisted of (1) menggu ren 5 A (the Mongols); (2) semu ren
H A (people of various categories, including Central Asians,
Moslems, Europeans, and other ethnic groups from the Western
regions);, (3) han ren A (people of northern China, composed of
the Chinese under the domination of the former Jin dynasty and tribes
of the north, such as the Jurchen, the Khitan, the Po-hai nation and
Koreans); (4) nan ren F A (southerners, who were Chinese of the
former Southern Song dynasty). The two upper categories were the
privileged groups, the higher official posts were reserved for them,
The Chinese, hanren and nanren, suffered great political and
economic deprivation and generally speakmg were not entitled to
hold important official posts.

* This categorization was recorded in Zheng Sixiao’s Xin shi.
Zheng was a loyalist of the Southern Song dynasty and his works
unavoidably bore strong hostility against the Mongol invaders. He
said in Xin shi, “The barbarians’ law [gives the order of the various
estates in society as]: members of government, lesser officialdom,
Buddhist clergy, Taoist clergy, medical men, artisans, hunters,
commoners in general, Confucian scholars, beggars.” (§#id:: —B
T EIEAE AT LRARAETS) (980b). Today’s Chinese
scholarship, however, commonly holds that this statement should not
be taken too seriously since no convincing evidence can be found in
serious historiographies, but it did reflect the low social position of
Confucian scholars to some extent, See Deng Shaoji, Yuandai wenxue
shi 43; and Guo Yingde, Yuan zaju yu yuandai shehui 112,

" Mark Breitenberg, Anxious Masculinity in Early Modern
England 4.

3 Wang Shufu, The Moon and the Zither 122.

% See Cao Xueqin and Gao E, Hong loumeng 326.

*7 Joseph Campbell, The Hero with a Thousand Faces 245-46.

®In the play, there are places implying that Hong Niang
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functions as his sexual informant (11, iii, 22).

* Campbel! 110-1.

* Campbell 120.

" Anne Laskaya, Chaucer’s Approach to Gender in the
Canterbury Tales 44,

2 Wang Shifu, The Moon and the Zither 143-4. West and [dema
further elaborate their argument by pointing out the parallels between
Xixiang ji and the scholar-courtesan-merchant triangle model: “the
madam is usually insistent that the courtesan marry the man of the
madam’s choice, usually an ugly merchant; the courtesan on the other
hand has usually fallen in love with the poor scholar; and the maid
acts as go-between for the scholar and the courtesan. We find close
parallels in our play. Madame Cui’s insistence that Oriole [Yingying]
marry the repugnant Zheng Heng is clearly based on the model of the
madam and the merchant; Zhang Sheng is the poor and unknown
scholar that Oriole refuses to repudiate; and Crimson [Hong Niang]
acts as the liaison between the two in the face of the madam’s wrath.”
For details about the scholar-courtesan-merchant triangle plays, see
Zheng Zhenduo, “Luri Yuanren suoxie shangren, shizi, jinii jiande
sanjiao lian’aiju.”

“ Franke and Twitchett 627,

* Franke and Twitchett 634.

* Valerie Traub, Desire and Anxiety 6,

* “Juran qimei” BZEPFG [Holding the tray level with the
brows], in YOX 3: 916.

" David Buchbinder, Masculinities and Identities 39.

“ Cao Pi, “Dianlun lunwen” 240.

 See Zhang Yanjin, Xixiang ji gianshuo 156-7.

*See Xueping Zhong, “Representing Chinese Men.”

5! Michel Foucault, History of Sexuality, Vol.1.
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