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ABSTRACT

This paper considers the satiric mode in the xiaoshuo, a
multigeneric category, as well as performance literature such as
drama. | argue that satire commonly appears in xiaoshuo,
although it may not seem obvious from the types of writings
traditionally assigned to the category. In comparison with classi-
cal poetry and prose, xiaoshuo and drama frequently feature wiity
repartee and ludicrous jokes. Within the category of xiaoshuo,
chuangi tales tend to contain more subtle satire. Farces and
jokebooks include simple, straightforward satire that highlights
various inconsistencies in human behavior and life in general. In
comparison, some forms of oral literature and performance,
such as jesting, stress the witty and ludicrous types of satire
even more. In these genres, the satiric mode helps to criticize
shortcomings in society or express dissatisfaction about the
times, thereby serving as a sort of safety valve that alleviates
social tensions somewhat.
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This paper is a study of the satiric mode in a number of genres.
Taking a literary historical perspective, I have elsewhere analyzed the
satiric mode in classical Chinese poetry and prose. 1 here consider
only the wenyan X'E or classical-language xiaoshuo /[N (liter-
ally, “petty talk”), a multi-generic category, as well as performance
literature such as drama. Xiaoshuo is a protean term that includes
various types of writing that wouid not necessarily be considered fic-
tion in the West, such as “jottings” (biji ZiC) and “miscellanea”

(zalu $ESR).
|. Xiaoshuo

I argue that satire commonly appears in xigoshuo, although it
may not seem obvious from the types of writings traditionally as-
signed to the category. This literary category’s derivation from sundry
“talk” is reflected in an emphasis on wit, conversational art, and non-
serious satire for entertainment. At the same time, philosophical
thought and discussion appear in xiaoshuo, displaying its early asso-
ciation with philosephical discourse. Its key function of praising vit-
tue and censuring evil, the major purpose it shares with history, marks
its close association with history and biography. Moral admonition
and “family instructions” were included in xiagoshuo by premodem
Chinese bibliographers and critics.

A clarification of the various ambiguities connected with xicroshuo
is in order. A term used in modern Chinese to designate fiction in
general, xiaoshuo originally referred to a very different and amor-
phous literary category which encompassed a wide variety of works.
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Kenneth J. DeWoskin indicated that xiaoshuo included several sub-
genres, each of which contained great variety, and the recognized
subgenres were “consistently revitalized in subsequent times” (1986,
424-25)." 1t should be noted, however, that in the bibliographical sec-
tions in official histories, the category of xigoshuo rarely included
vernacular fiction; for traditional bibliographers, xigoshuo referred
primarily to brief anecdotes and tales written in classical Chinese,
rather than stories and novels in the vernacular language, even after
vernacular fiction became popular in the sixteenth century. As Laura
Hua Wu has observed, the bibliographers’ definition long remained
the standard, even during the sixteenth-century when litterateurs had
already begun to use xiaoshuo to designate vernacular fiction (367,

369).
Attempts to Define Xiaoshuo

From its beginnings, xfaoshuo was a marginalized type of lit-
erature fraught with ambiguity in terms of its definition and value.
Included in “philosophical discourses” (zi ), one of the four
branches of literature,” it was originally categorized as one of the nine
schools in philosophy. It referred to a group of miscellaneous sayings,
anecdotes, and brief tales. On the one hand, the works of xiaoshuo
were excluded from canonic philosophical literature in the Confucian
school, because they often portrayed “anomalies, force, chaos, and
spirits” (guai li luan shen F£18LW), all of which Confucius fa-
mously refused to discuss (Lunyu VIL.21; Lau, trans., 88). On the
other hand, because this literary category was not clearly defined at
first, it included some works that were strictly philosophical in nature
and espoused Taoistic principles. Therefore, xiaoshuo overlapped
with various philosophical discourses.

Notable works of xigoshuo such as “The Tale of Emperor Wu of
the Han” (“Han Wudi gushi” JEaFFHEE, Lu 39-40)—a work con-
taining satire on Emperor Wu’s obsessive but futile pursuit for lon-
gevity—did not appear until the Han. During the Han, when the Clas-
sic of Poetry already had a legitimate and high status, xigoshuo was
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yet to be recognized. Confucian scholars invariably looked askance at
this literary category, yet at the same time often found it fascinating
and thus made attempts to justify its value and use. Huan Tan fE3R
(23 B.C.?-56 A.D.7) assigned xigoshuo practical functions on the
personal and familial levels: “The writers of xiaoshwo put together
fragmentary sayings, using parables to compose short tales which had
considerable use for cultivating oneself and managing one’s house-
hold” (Lu 15).

Scholars’ ambivalent attitude toward xigoshuo was especially
clear in the statement regarding the origin of xicoshuo made by Ban
Gu BEiE (32-92), author of The History of the Former Hom. He
claims that the xicoshuo school evolved from “the office of petty of-
ficials” which collected “the talk and discussion in streets and alley-
ways” because these might contain something useful (Lu 17). Ban
Gu’s explanation of xiaoshuo’s origin justifies its existence somewhat
and elevates its status by drawing parallels to the Classic of Poetry.
He implies that, like the Airs, xiaoshuo had folk origins, were collect-
ed from various regions by officials, and presumably were presented
to the rulers for their information, thereby serving some political and
moralistic functions on the national level.

However, Ban Gu’s guarded judgment of this literary category
is equally obvious. He quotes a dictum from The Analects: “Even
petty paths [i.e., minor arts or skills] have something worthwhile in
them. But there is the fear that one might get stuck when pursuing
them further [in order to obtain profound knowledge]. That is why a
noble-minded person would not want to take them up.”* While re-
garding xiaoshuo as a “petty path,” Ban Gu hastens to add that the
noble-minded person would not discard it, either. He explains that as
“petty knowledge,” xigoshuo were collected and not forgotten be-
cause they sometimes contained usefu] phrases. Yet he concludes that
xigoshuo (or the usefulness of xiaoshuo) was but “the discussion of
rustic and eccentric people.”

Thus, we see Ban Gu trying to keep a balance between contempt
and fascination, Affirming that the petty discourse has some use, Ban
Gu warned the noble-minded persons not to pursue it too far, but he
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did not want to abandon it altogether. Ban Gu’s quoting the dictum
reveals his recognition of xizoshuo’s attraction as well as his fear that
its readers (and recorders) might become so fascinated they would be
distracted from studying canonical works. _

Later historians followed primarily Ban Gu’s definition and
categorization of xiaoshuo in their bibliographical sections. Reiterat-
ing that xigoshuo referred to the talk of the streets, Wei Zheng ZR%
(580-643), author of The Histor, of the Sui (Sui shu F§&), reaffirms
xigoshuo’s political and moralistic uses and emphasizes that these
discourses were collected during the ancient reigns of the sages: it
was only during such peaceful and orderly times that historians wrote
records, artisans recited admonitions, ministers offered advice, offi-
cials understood local customs from folk songs and corrected mis-
takes if they found any, and recorders wrote down all the talk of the
streets (Lu 18). Wei Zheng not only stressed xigoshuo’s political and
instructive function, but also associated it with rule by the sages. Wei
Zheng’s xiaoshuo list corresponded to Ban Gu’s definition by in-
cluding “primarily discursive or aphoristic” works, such as the Forest
of Laughs (Xiao lin %#K), and “highly didactic and moralistic™ nar-
ratives (DeWoskin 1977, 46).

In its earliest meaning, the term xigoshuo was understood as
“brief and fragmentary prose in form, spurious and expository dis-
course in nature, marginal yet of some value in pragmatic terms”
(Laura Hua Wu 340). According to Confucian historians’ idealized
explanation, xigoshuo functioned in ways similar to literature in the
Classic of Poetry, enhancing moral self-cultivation, household man-
agement, and even statecraft and government. During the rule of the
sages, officials were appointed to collect, record, and present xiaoshuo
to the rulers; after reading these records, rulers could gain a better
understanding of local customs and people’s feelings, and thereby
rectify various mistakes in governance. Yet though Confucian schol-
ars may have expected xigoshuo to serve moral and political purposes
on a grand scale, in reality it probably served mostly practical func-
tions on a much smaller scale.

Xiaoshuo became popular during the Six Dynasties (220-589),
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partly because of the disintegration of the Han empire in the second
century and the ensuing political unrest and social disorder. Two
types of xiaoshuo were most prevalent: the “records of anomalies”
(zhiguai 7E1%, also translated as “tales of the supernatural”) and the
“records of notable people” (zhiren FE A). Lu Xun attributed the
popularity of zhiguai to the widespread shamanism in ancient China,
the indigenous beliefs in spirits, and the importation of Buddhism
(47). During that time, Confucian ideofogy “fell into disrepute,” and
many intellectuals turned to relatively escapist modes of thought,
such as Neo-Taoism, “metaphysical learning” (yuanxue IH2), and
speculations about the supernatural (Gjertson 2-3). Robert Ford Com-
pany suggested that zhiguai tales, or strange reports from the periph-
ery, were collected by the capital and urban elites as a way of con-
troiling the world (1-17). I would argue that the fantastic motifs and
alluring strangeness in zhiguai tales also provided readers with an
escape from gritty everyday realities,

Moreover, the Neo-Taoist movement expressed itself in “pure
conversation” (gingtan 3&#%), which involved younger intellectuals
who wanted to “free the spirit” and “display a lofty ideal and a phi-
losophical wit”; they “acted in a most unconventional and carefree
manner” (Chan 315). The “pure conversation” movement started with
the skeptical philosopher Wang Chong’s £ % (27-100?) natural
philosophy, and many intellectuals turned to discussions of philoso-
phy and metaphysics amidst growing distaste for potentially danger-
ous political entanglements (Sun Daosheng 19-23). Lun heng iy,
Wang Chong’s embodiment of this philosophy, became famous for its
often outspoken skepticisim of established ideologies and popular
beliefs. While the interest in crafting petsonalities, conversational art,
and wit stimulated the zhiren writing, the skeptical spirit was condu-
cive to the development of satire. At the same time, befitting the es-
capist mentality of the times, both zhiguai and zhiren tales served the
function of entertainment, allowing their readers to escape the narrow
confines of ordinary life and imagine entering a realm of fantasy or
the life of a fascinating personage.

During the Tang, xigoshuo expanded to incorporate chuangi
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(“tales of the remarkable”) as well as bjji (literally, “jottings,”
including zalu, “miscellanea”), such as Duan Chengshi’s E%p% =t
(c. 803-863) Youyang Miscellany (Youyang zazu ¥ 15 HEAH ).
Xiaoshuo's inclusion of these two types expanded its functions. Biji
recorded newsworthy anecdotes and anomalies, While containing
brief but useful historical and geographical information such as the
customs of different locales, some difi also served as how-to books,
containing information on home economics (or what is nowadays
called “family resources”) such as recipes for cooking and wine-
brewing, suggestions for improving one’s health; and pharmaceutical
prescriptions, In addition to providing practical knowledge, biji in-
cluded quotable remarks and admonitory maxims for the readers’
motal self-cultivation, as weli as short tales for amusement,

Xiaoshuo thus encompasses a wide variety of subjects—gossip,
hearsay, anecdotes, legends, and tales—and has served various prag-
matic functions in both private and public spheres. As suggested by
its other meaning, “small joy,” xiaoshuo has aesthetic appeal and
functions as entertainment. The Qing scholar Liang Shaoren {81
claimed that xiqoshuo originated during the peaceful times of Emper-
or Renzong of the Song (r. 1023-1063): each day a strange tale was
presented to the emperor for his amusement; and the tale was referred
to as xigoshuo.b Yet at least since the Han, xigoshuo had obviously
provided pleasure for people during leisure hours. Even in more cha-
otic times like the Six Dynasties, varieties of xiaoshuo such as zhiguai
and zhiren tales provided readers with relaxation and diversion. To
some extent, Tang chuangi tales also functioned as entertainment.

Xiaoshuo evolved into a confusing category for various writings
that did not fit into other well-defined categories, as can be seen in the
different types of books listed under it in the bibliographical sections
of the dynastic histories (Lu 18-21; Laura Hua Wu 341-342). Though
deploring the lack of in-depth xiaoshuo “genre” study by traditional
critics, the modern scholar Chen Pingyuan PR noted that such
literati as Liu Zhiji ZVE0% (661-721), Hu Yinglin HIFEES (1551-
1602), and Ji Yun #CHF (1724-1805) tried to better define and cate-
gorize this “genre,” using a formalistic standard and imitating genre
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studies in classical poetry and prose (Chen 168-173).

The historian Liu Zhiji distinguished three types of writing in
xiaoshuo—"lost tales” (yishi JREX), “trivial talk” (suoyan IHE), and
“miscellaneous accounts” (zaji E30)—noting that they functioned to
aid scholars in broadening knowledge. Chen Pingyuan has suggested
that these three types approximate what modern scholars call “the
historical novel,” “fiction about the lives of notable people” (zhiren
xigoshuo), and “fiction about anomalies” (zhiguai xiaoshuo) (Chen
169). However, because Liu Zhiji adopts a Confucian historian’s per-
spective and applies historiographical standards to fiction, he looks
upon fictional works with disfavor. As DeWoskin indicates, Liu Zhiji
discusses neither xigoshuo nor zhiguai as a genre, but regards such
works as “bad history, written by authors who pandered to the inter-
ests of a gullible audience” (1977, 49). Also contemptuous of “re-
cords of notable people” (zhiren), Liu Zhiji ridicules even Liu
Yiqing’s RIFERE New Account of Tales of the World (Shishuo Xinyy
THERRTEE)—a work that Hu Yinglin and Ji Yun come to defend later
{Chen 171).

Despite Liu Zhiji’s desire to exclude xigoshuo from history,
xiaoshuo survived in official histories and demonstrated a close rela-
tionship with the writing of histories and especially biographies. The
early twentieth-century critic Lin Zhijun #%E$4, for example, re-
gards both xiaoshuo and biji as “tributaries of historical narrative.”
According to Lin, since ancient histories were written by officials,
and xiaoshuo were the books of petty officials, xiaoshuo can very
well be called “petty history” (xiaoshi /[N5E). As primarily records of
events, biji are also close to history. Thus both xiaosho and biji serve
to “supplement history.”’

Indeed, the more serious works of xigoshuo are credited with the
serious purpose of history. In his preface to the multi-volume collec-
tion of xigoshuo and biji, Jiang Yujing claims that he excludes the
ones that are too absurd and incredible, selecting only those that dem-
onstrate “advising and cautioning” (quanjie) and exhibit other prag-
matic purposes (Jiang Yujing, vol. 1, p. 1). Lin Zhijun cites what Liu
Zhiji believes to be the purposes of histories—for example, “praise
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and blame” (baobian TEHZ), “[providing] cautionary examples”
(jianjie BEW), and “satire” (fengei FHH])—and argues that instead of
metrely serving entertainment purposes, xiaoshuo and biji are intended
to “advise and reprimand” (quancheng #j7&), thereby sharing a
similar principle with history. Lin believes that the select works
among xigoshuo and biji can be so useful they can serve as “remon-
strating officials” and as “able assistants to histories.”

Among premodern bibliographers, Hu Yinglin’s attempt in de-
fining xiqoshuo as a literary category is the most impressive because
he surpasses his predecessors in several areas. He affirms, unequivo-
cally, the value of xigoshuo, assigning to it a “satirical” function:
“censure and admonishment.” Adopting and modifying Ban Gu’s
nine-fold division of the “philosophical schools,” Hu observes: “The
Xiaoshuo School contains mainly works aiming for censure and ad-
monishment; and extravagantly bizarre and spurious accounts are in
appendices. . . . The Xiaoshuo School evolves from the office of petty
officials, and its writings are extravagant, fantastic, and spurious.
However, they are occasionally helpful for broadening one’s experi-
ence and knowledge, and thus they contain some value.”

Moreover, Hu Yinglin brings order to the category of xiaoshuo,
identifying six types: “records of anomalies” (zhiguai), “tales of the
remarkable” (chuangi), “miscellaneous accounts of anecdotes” (zalu
8% or “miscellanea”), “miscellaneous notes” (congfan k),
“evidential research” (bianding ¥ig]), and “moral admonitions”
(zhengui FH) (Lu 19; Laura Hua Wu 352-53). He enlarges the
scope of xiaoshuo to include the “tales of the remarkable” (chuangi),
which did not come into existence until the Tang. Furthermore, he
approves of writings about what Confucius refused to talk about (i.e.,
“anomalies, force, chaos, and spirits™), perceives xigoshuo as a re-
spectable category, and gives it “both an intellectual purpose and an
entertainment function” (Laura Hua Wu 352),

Obviously finding Hu Yinglin’s types too numerous, Ji Yun, the
prominent Qing literatus famous for his compilation of the Siku
quanshu VUEEZE (Complete Library in Four Branches of Litera-
ture), simplifies Hu's types to three: “miscetlaneous accounts” (zashi
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FEER), “tales of the strange” (yiwen FRRS]), and “trivial conversation”
(suoyu JHEE). It should be noted that the “trivial conversation” over-
laps a littie with the other two types; it contains collections of records
of anomalies and oddities, anecdotes, parables, and jokes. Ji Yun
claims he chose only those which are well-written and far from ab-
surd or obscene. He further emphasizes that his criteria for selection
and inclusion are that the works “would imply admonition, broaden
knowledge, and aid in evidential learning” (Ji Yun, vol. 2, 1182-1236,
esp., 1182),

While traditional bibliographers such as Hu Yinglin and Ji Yun
stress the admonitory aspect of xiaoshuo in their classification, some
modern scholars disagree with them. Lu Xun deletes from xicoshuo
the last three of Hu’s six types—"miscellaneous notes,” “evidential
research,” and “moral admonitions.” Lu distinguishes three types of
xigoshuo, subsuming Ji Yun’s three types into two: “records of
anomalies” (zhiguai) and “records of notable people” (zhiren). Finally,
“tales of the remarkable” (chuangi), a type retrieved from one of
Hu Yinglin’s, is also added by Lu Xun, Following Lu Xun, Chen
Pingyuan deletes Hu’s last three types entirely because he thinks they
lack literary value, though he acknowledges these stories were re-
garded as types of xigoshuo in Hu’s time (Chen 170, 173).

I would suggest, however, that some works in the “moral admo-
nitions” type should be retained because of their inherent significance
as well as their contribution to fiction. For example, the practical ad-
vice on personal moral cultivation and household management in Yan
Zhitwi’s BEZHE Family Instructions for the Yan Clan (Yanshi jiaxun
BEICEZEN), a work listed by Hu Yinglin under “moral admonitions,”
influenced writers of later satiric novels. Furthermore, Yan’s Family
Insiructions actually contains anecdotes and tales of divine retribution
and reincarnation (Yan 400-405), These tales are no different from
those included in the zhiguai, “records of anomalies,” a legitimate
genre in the category of xigoshuo according to both Lu Xun and Chen
Pingyuan. Such works of moral admonition as Yan’s have literary
potential in addition to their ethical value.

In sum, traditional bibliographers’ categorization distinguish
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four genres of xigoshou: “records of notable people” (zhiren), “re-
cords of anomalies” (zhiguai), “tales of the remarkable” (chuangi),
and the “miscellanies” which include “miscellaneous notes” (biji),
jokebooks, and works such as Yan Zhitui’s Family Instructions. These
genres are closely related and sometimes overlap. For example, biji
covers both zhiguai and zhiren.

Zhiren and Zhiguai

Satire may be found in all four genres. The zhiren genre follows
the indigenous Chinese tradition of biography, anecdote, and tale
writing, and is influenced by the recording of philosophical discourse
such as The Analects and Lie Zi. Liu Yiqing’s New Account of Tales
of the World (as well as its many followers) produces serious satire by
contrasting virtuous behavior with reprehensible conduct, while also
including witty satire and repartee. The Ming writer He Liangjun’s
AR Mr. He's Forest of Remarks (He shi yu lin {0JRFE#K) bor-
rows the title of Pei Qi’s ZEB Forest of Remarks (Yu lin FE#%) and
follows the New Account in grouping the anecdotes into various sub-
ject categories.

The zhiguai genre is similarly influenced by the indigenous
historical and biographical traditions. In discussing the development
of Chinese fiction, DeWoskin discerns a line of “structural continu-
ity” from the nonfictional biographies (e.g., biographies in the Re-
cords of the Grand Historian and the History of the Former Han as
well as exemplary biographies in such didactic works as Biographical
Accounts of Notable Women [Lienu zhuan Fl|Zz{H) ) to the “fiction-
alized biographies” in such “records of anomalies” as Records of
Spirits (Soushen ji ¥BiHEC, c. 340), and then to the Tang chuangi.
DeWoskin suggests that because zhiguai adapts the form of biography,
it becomes a useful format for Buddhist miracle writing (DeWoskin
1977, 50). As a result of its ties with exemplary biographies, the zhi-
guai sometimes contains moral admonition.

Victor H. Mair has argued forcefully that “before the introduc-
tion of Buddhism, there was no tradition of consciously created fic-
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tional or dramatic narrative in China, the two being opposite sides of
one coin because of their common origin in Buddhist performing
arts” (Mair 23). Taking strong issue with Mair’s thesis, DeWoskin
points out that fiction and history were not regarded as diametrically
opposed genres in pre-Tang China, and that theatrical entertainment,
the supernatural, and the issues of perception and reality vs, iflusion
actually played significant roles in Chinese life prior to the introduc-
tion of Buddhism there (DeWoskin 1983, 35). However, there is no
doubt that Buddhism contributed a great deal to the beginning and the
development of Chinese literature, in addition to indigenous Chinese
historical, philosophical, and theatrical traditions.

The Buddhist influence on zhiguai results in a number of col-
lections of Buddhist moral tales in which moral teachings are espe-
cially obvious. According to Donald E. Gjertson, Chinese Buddhist
miracle tales (the earliest known collection was written sometime
before 399) were greatly influenced by Indian Buddhist tale literature
(mostly didactic by natere) (Gjertson 2, 11, 13). These tales record
supernatural events as admonitions or warnings to people.

Moral admonition through the illustration of popular Buddhist
beltefs in karmic retribution and reincarnation plays a particularly
important role in these tales. Scholars have identified karma, under-
stood as the “doctrine of the retribution of actions,” as one of the
central concepts of the Indian Buddhism successfully introduced into
China.”® According to Tang Lin JEHg (600-c. 659), the author of
Records of Miraculous Retribution (Mingbao ji BB, 653-655),
Buddhist doctrine was “nothing other than cause and effect. Because
there is this action therefore there is this retribution. There is no
dharma that is not cause, and there is no cause that is not repaid”
(Gjertson 121-122). Depending upon one’s action, one can be reborn
into any one of the five paths: “denizen of hell, hungry ghost, animal,
human, or inhabitant of heaven.” The Records of Miraculous Retri-
bution, as Gjertson points out, contains many “examples which iflus-
trate all five of the paths, and the karmic process that operates to
bring about reward, punishment, and rebirth is revealed as being ad-
ministered by a rather complex bureaucracy hard at work in the nether
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world,” including accounts of “journeys to the nether world” as well
as “dreams, frances, and encounters with ghosts or other-worldly
messengers” (Gjertson 135). The author used these accounts to ex-
plain and illustrate the working of karmic retribution, thereby cau-
tioning the reader of its inevitability and infallibility.

Satire also appears in “secular” tales derived from Buddhist sto-
ries. For example, the tale “Scholar of Yangxian” (“Yangxian
shusheng” BEFEH L) in Wulun’s B3 (469-520) Xu Qixie ji {81
220 is based on an episode of an Indian story in the collection of
Buddhist tales, Jix za pivu jing BEHEEHE."" The Indian episode is
about an heir apparent witnessing his mother’s flirtatiousness as well
as another woman’s “treachery”: a brahman performs magic, spits out
this woman, and enjoys a tryst with her; when the brahman falis
asleep, the woman spits out another man and enjoys a tryst with him.
This episode ends with the Master’s statement: “Of all under heaven,
women are the most untrustworthy” (translated in Gjertson 11-12).
By comparison, the “Scholar of Yangxian” is a much more compli-
cated tale built upon the same motif of people hiding their lovers
inside themselves and bringing them forth whenever they wish.
Although the tale does not end with an explicit moral, it clearly sati-
rizes the promiscuity, faithlessness, and hypocrisy to which both men
and women are prone.

Chuangi

The Six Dynasties zhiguai tales are based on hearsay and reports.
According to Hu Yinglin and Lu Xun, they are not entirely imaginary,
and thus are distinguished from the Tang chuangi tales, which are
“conscious” literary creations. Lu Xun also concludes that chuangi
tales are superior to the many zhiguai tales: while chuangi tales occa-
sionally either utilize parables (fengyu FRIF) to vent personal griev-
ances or talk about divine refribution in order to caution and advise
(cheng quan 2%, on the whole they focus more on rhetorical style
and display more complex conceptualization and plotting (Lu 76).

Although chuangi tales may appear less admonitory than the Six
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Dynasties moral tales, 1 would suggest that the former’s satire is actu-
ally presented in more subtle ways. In fact, satire often figures promi-
nently in chuangi tales, and is an essential component in tales by those
chuangi writers who are most self-conscious about the craft of writing.
As Karl 8.Y. Kao has indicated, unlike the Six Dynasties zhiguai, the
Tang zhiguai (i.e., part of the Tang chuangi) emphasize the art of
presentation. According to Kao, the Six Dynasties attitude towards
the zhiguai was to accept the phenomena recorded as real and to as-
sume that “the natural world (including the supernatural) was govern-
ed by the same set of laws as that of the human world”; and the writ-
ers “presented their materials as given or found.” By contrast, though
the “sense of unity with supernatural realities” persists in most Tang
zhiguai, the writers consciously transform the supernatural into “the
products of a ‘civilized” world,” and care very much about the
“[a]esthetic of presentation” (Kao 21-22).

The Tang chuangi contain satire on the literati, society, and
government. In his history of Chinese literature, Liu Dajie designates
some of the Tang chuangi as “satiric fiction” (fengci xiaoshuo), for
example, Shen Jiji’s PEEEHE “The World Inside a Pillow” (“Zhenzhong
7 kLHpED, Wang Pijiang 37-42) and Li Gongzuo’s Z=/ME “The
Governor of the Southern Branch” (“Nanke taishou zhuan” REfu] K5F
8, Wang Pijiang 85-92) satitize the Tang literati who zealously pur-
sue worldly successes, and Shen liji's “Madame Ren” (“Renshi
zhuan” {EIX{H, Wang Pijiang 43-48) ridicules the women of the
Tang who were not even as virtuous as Madame Ren, the fox fairy
(Liu, vol. 2, 23-25). Both Shen Jiji’s “The World Inside a Pillow” and
Li Gongzuo’s “The Governor of the Southern Branch™ use a dream as
an allegory for the impermanence and emptiness of rank, wealth, and
fame. In attempting to enlighten readers with parables conveying this
Taoist message, these two tales are satiric allegories. Shen Jiji’s
“Madame Ren” contains “remarks that satirize the generation” (Wang
Pijiang 48). At the end of the tale, Shen Jiji praises Madame Ren’s
virtue, remarking that even women of his day “could not measure up
to this,” Shen laments that the hero merely enjoyed Ren’s beauty, but
failed to have appreciated her character.” Since Shen Jiji was demot-
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ed at one point in his life, he might very well have intended to satirize
the contemporary government—many officials lacked virtue, while
the ruler lacked discernment and appreciation of men of virtue.

Many other Tang and Song chuangi tales are satiric in various
ways, targeting aristocrats, officials, and the ruling class. One exam-
ple is “The Tale of the White Gibbon™ (“Bu lJiangzong baiyuan
zhuan” #YT# 2J% 8, Wang Pijiang 15-17), in which a Tang gen-
eral’s wife is abducted and impregnated by a gibbon, and later gives
birth to Ouyang Xun BRf5EE (557-641). This story was typically
read as a lampoon of the prominent writer OQuyang Xun, who reput-
edly had an ape-like appearance (Wang Pijiang 17-18). In “Li Shijun”
ZHE (Zhang 202-203), Kang Pian B satirizes some arrogant,
pampered sons of the aristocracy who are extremely choosy about
food and its preparation, describing with relish how they have no oth-
er choice but to deign to eat coarse food when fleeing from a rebellion.
Zhang Du’s FREE“Liiqiv Zi” BT (Zhang 187-189) satirizes
aristocrats who despise those who hail from non-aristocratic origins;
the story draws upon the Buddhist motif of reincarnation to illustrate
how one such haughty aristocrat fails to discover the Taoist way to
immortality because he shows disdain for the wise Liv Zi, who dies
and is reborn twice while attempting to befriend and enlighten him.

According to critics, Huangfu Mei’s SE# (fl. 873) Brief Re-
cords from Sanshui (Sanshui xiaodu =Z7K/|M@) implies “the purport
of handing down warnings” (Wang Pijiang 288). Huangfu Mei’s
“Governor Wen” (“Wen Jingzhao” {REJK, Zhang 184-186) ridicules
a greedy and tyrannical governor who comes to realize that he has
inadvertently offended a Taoist immortal and is in danget of dying
prematurely; he finally grovels before the immortal, begging for
mercy. Another well-constructed tale by Huangfu Mei, “Wang Zhigu™
FHE (Wang Pijiang 289-292) is a satire and a parody ot Zhang
Zhifang, a ne’er-do-well who inherited the title of Regional Com-
mandant. Zhang “acted like a feudal lord in control of an encrmous
territory, and never paid any attention to the welfare of the people™,
he “indulged in drinking in his chambers and went hunting in the
outer suburbs all day” (translated by Simon Schuchat in Kao 371).
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Embedded in the historical episode about Zhang Zhifang is a fantastic
sub-episode about a poor scholar named Wang Zhigu. The episode
recounting Wang Zhigu’s nocturnal encounter with the fox fairies is
framed by the major story of Zhang Zhifang’s addiction to over-
zealous hunting (Kao 45-46). Implicitly a cautionary tale about cru-
elty to animals, the story can also be interpreted as a political allegory.
For example, Zhang Youhe reads it as reflecting the local govern-
ment’s ruthless oppression of people (167). Furthermore, Wang Zhigu
is gently satirized. The tale exhibits a playful intermingling of fact
and fiction, and illustrates a “parodic use” of such old motifs as the
“necromantic union” and the “marriage with a Taoist maiden,” using
ornate language in the match-making scene to mock Wang Zhigu’s
“status as a failed scholar” (Kao 379).

In addition to ambitions for high rank and emolument, other
human follies and weaknesses are also satirized. Huangfu Shi’s B2
X (late Tang?) “Painting the Lute” (“Hua pipa” =, Zhang 197-
198) and “A Scholar of the Capital” (“Jingdu rushi” THER{EL:,
Zhang 195-196) ridicule irrational, superstitious beliefs. “A Scholar
of the Capital” also satirizes a scholar who boasts of his fearlessness
but turns out to be cowardly.

Biji

Moving to the “miscellanea” genre, we find both serious and
non-serious satires in bifi, which quote extensively from a variety of
collections including zhiren, zhiguai, family instructions, and joke-
books. In the elegantly written Jade Dews in Crane Grove (Helin yulu
RAF £ FE), Luo Dajing A (fl. 1226) comments on the impor-
tance of the pedagogical function of literature: “Of many ancient po-
ems, Confucius chose only three hundred to compile into the Classic
of Poetry. It was because they alone offered advice and warnings
(quanjie FAY). The poems we compose should also intend to advise
and caution so that they are not written in vain” (Luo 434).

Biji works such as Zheng Xuan's Bf¥E (Ming dynasty) Daily
Compilation of Past Errors (Zuofei an rizuan WEFEREH %) follow



Satiric Elements in Chinese Xiaoshuno, Drama, and Oral Literature and Performance 17

L

the intent and even the format of “family instructions,” emphasize
moral admonition, and are intended for moral education. Daily Com-
pilation groups anecdotes under such categories as “Incorrupt Integ-
rity” (bingcao wkig), “Planting Virtue” (zhong de 1E{H), and
“Cherishing Good Fortune” (xi fu T&iiR) (Zheng 316, 323, 356). It
advocates practical, ethical virtues, frequently quoting from Yan
Zhitui’s Family Instructions and citing positive examples from histo-
ry and anecdotes for the reader to emulate,

Serving its role as “pefty history” that supplements official his-
tory, biji provides a good vehicle for commenting on histories and
historians, appraising historical figures, and even satirizing the satirist.
In his Miscellany of a Rustic (Yeke congshu By FE), Wang Mao
T (Song dynasty) notes that during the reign of the Emperor Hui
of the Jin (r. 290-306) when there was political corruption, Wang
Chen FEPL composed “A Disquisition Explaining About the Times”
(“Shishi lun” $2R5EH) and Lu Bao B wrote “A Disquisition on
the Money God” (“Qianshen lun” £&iHER). Wang Chen was frustrat-
ed and suppressed by those in power, while Lu Bao was impoverished.
Wang Mao observed, “Had Lu Bao been wealthy and Wang Chen
successful and powerful, they might not have composed these disqui-
sitions.” According to Wang Mao, the historian of the History of the
Jin was aware of this situation, and so he first recorded that these
essays were composed while the authors were in distress. The histori-
an then went on to relate the following episode:

When Emperor Hui of the Jin heard the sound of the toads
in the Hualin Garden, he asked his attendants: “Are they
croaking for official (guan 'B) or personal (si ¥.) rea-
sons?”

This episode about an inept emperor is interpreted by Wang
Mao as implicitly ridiculing satirists such as Wang Chen and Lu Bao.
Wang Mao sees in this a parallel to the quarreling members of differ-
ent political cliques in the Han and Tang and asks whether they ar-
gued “for official or personal reasons” (352-353).
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Non-serious satire is most pronounced in the collections devoted
to “witty” remarks. Li Shangyin’s 2Rk Yishan zazuan |15
and Su Shi’s #Fd (1037-1101) Zazuan erxu FEHE 58, for example,
contain ridicule on human foibles as well as witty maxims that in-
clude some useful advice. Even in collections that are not dedicated
exclusively to witty satire, this element is present. Su Shi’s Forest of
Records (Zhi lin 7F£#K) records and comments on anecdotes aad no-
tables’ remarks, and is full of witty satire. Jade Dews in Crane Grove,
a collection of a relatively serious nature, also includes witty satires
such as the following: Dongfang Shuo secretly drinks the “immortal
wine” (which supposediy could confer immortality upon the drinker)
that had been acquired by Emperor Wu of the Han. As a result, Dong-
fang incurs the emperor’s wrath. Yet when the emperor flies into a
rage and yearns to kill him, Dongfang Shuo saves himself by pro-
claiming a witty paradox: “Even if Your Majesty kills me, I will not
die. If I die, then the wine is not efficacious.” Dongfang Shuo’s claim
can easily be interpreted as a satire on Emperor Wu’s pursuit of im-
mortality (Luo 422),

The late Ming, a period characterized by “liberalism,” “indi-
vidualism,” “humanitarianism,” and “pragmatism” (de Bary 145-247),
witnessed a blossoming of the satiric spirit. The emergence of literary
clubs produced an atmosphere conducive to the development of con-
versational art and satire, similar to that in the Six Dynasties which
produced “pure conversation.” A strong interest in witty satire and an
attempt to refine its categorization can be found in Cao Chen’s W[5
(Ming dynasty) Records of Tongue Blossoms (Shehua v 5 3ESE,
published 1615} and Feng Menglong’s {EEEHE (1574-1646) Survey
of Talk (Gujin tangai ™5 FEHE). Influenced by Liv Yiging’s New
Account and He Liangjun’s Mr. He's Foresi of Remarks, which
grouped “notable people” into different categories, both Cao’s and
Feng’s works gathered anecdotes from various collections and cate-
gorized them. Records of Tongue Blossoms focuses on classifying
“remarks.” Four among the eighteen categories are directly related to
satire: “humorous remarks” (xieyu &%) are pleasantries which are
not hurtful, while “ridiculing remarks” (niteyu FEEHE) make fun of
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people at their expense; “satiric remarks” (fengyu FR|) are subtle
and nuanced, while “sarcastic remarks” (jiyw F®EFE) unreservedly
taunt and deride a person (Cao Chen 52, 67, 108, 116). The Records
of Tongue Blossoms thus offers a simple but useful anatomy of witty
satire,

By comparison, Feng Menglong’s Swurvey of Talk is far more
comprehensive. It distinguishes thirty-six categories which include
“remarks” (especially in the section “Teasing Rejoinders,” or
“Chouchao bu” MBHER) as well as anecdotes of people and anoma-
lies. In his preface, Feng Menglong argues for the positive benefits of
laughing, claiming that taking things too seriously can be destructive
(Gujin tangai 1200-1201). A member of the “Literary Club” (Yunshe
#87it) which Feng Menglong chaired mentioned how the club sup-
ported Feng’s decision to record and compile what they chatted and
joked about in the club gatherings into a volume entitled Swrvey of
Talk (Gujin tangai 1198-1199). Feng Menglong satirizes impractical
sticklers for etiquette and convention in such sections as “Pedantry”
(“Yufu b’ SEREER), and ridiculous and eccentric behavior in “Ad-
dictions” (“Pishi bu” JFFEER). As Patrick Hanan perceptively indi-
cates, the satire in Feng’s Survey of Talk is “directed against Confu-
cian dogma and obscurantism,” targeting both the obsessive and the
absurd (1981, 84),

The Survey of Talk primarily contains witty satire, which is
found in both the anecdotes and the attached commentary. The
volume also includes ludicrous satire in such sections as “Follies”
(“Chijue bu” BHEZT) and “Blunders” (“Miuwu bu” ZERER). In fact,
as Li Yu (1610/11-1680) pointed  out, Feng Menglong initially could
hardly sell any copies of Survey of Talk. After Feng changed the title
to Laughs Old and New (Gujin xiao 452), thereby disguising it as
a jokebook and emphasizing its ludicrous aspects, the book began to
enjoy brisk sales (“Xu Gu xiao shi” 1202-1203).

Jokebooks and collections of humorous anecdotes have been
published and have pleased readers since the third century. Lu Xun
suggests that jokebooks written after the Forest of Laughs followed
its mocking of human weaknesses and displayed few original ideas;
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but he claims that one work is exceptional because it has a more seri-
ous purpose and contains satires on worldly scenes and social ills—
the Miscellany of Ai Zi (Ai Zi zashuo RFHEER), attributed to Su Shi
(Lw 72-73). However, the Forest of Laughs in fact does not merely
mock human weaknesses, but also contains elements of witty satire.
Written in imitation of the Forest of Laughs, many later jokebooks
include both the “witty” and “ludicrous™ satires. It is true that the
jokes they contain primarily employ ridicule and are designed solely
for amusement. However, the jokebooks also often include witty an-
ecdotes and repartee, thereby overlapping with such zhiren works as
Liu Yiqing’s New Account, which includes humorous anecdotes of
human weaknesses—e.g., miserliness, extravagance, and impatience.
For example, the Tang writer Zhu Kuei’s 3% Records of Banter
and Guffow (Xiejue lu FEURER) is primarily a record of the witty
banter of notable historical figures, though it also ridicules ill-
educated persons and stutterers.

Feng Menglong’s Treasury of Jokes (Xiaofu SEF), a classic
Chinese jokebook, is a great contribution to humorous literature.
Hanan indicated that although Feng’s jokes are primarily the staple
ones on social types, his choice is “distinguished by irreverence,
bawdiness, and simplicity of language.” Unlike those of his predeces-
sors, many of Feng’s jokes were written in the vernacular (Hanan
1981, 90).

II. Drama

The modern drama critic Zhou Yibai JEIBRE has argued, “Ever
since Chinese drama began to take its form as an independent art, it
has always utilized ridicule, castigation, and satire to suggest discon-
tent with the contemporary political establishment or to openly ex-
press what the people of a given era thought but dared not say in pub-
lic” (360). Although we do not have to accept Zhou’s view entirely, it
is true that Chinese drama contains both serious and non-serious sat-
ire to a great extent. Drama expresses the ludic, satiric spirit more
frequently than classical poetry and prose. It often treats human foi-
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bles as well as inconsistencies in human behavior and life in a farcical
manner.

Etymologically, xiju, the compound for “drama,” connotes “play
and mock fight.” X7 refers to playfuiness, and one of the earliest oc-
currences for xi is xinsie EXFE (“to mock, to play tricks on™) in the
poem “Qi a0” {HEL in the Classic of Poetry. Moreover, the character
xi contains the weapon radical and can mean “military banners” (Lin
Yin, vol. 4, 367); it is associated with fighting and playing with
weapons. Ju has a sword radical and originally meant “swift” (Lin
Yin, vol. 1, 1765). The compound juran Bl§% (“rapid talk™) refers to
quick banter, implying a playful verbal battle. Both “playfulness” and
“mock fighting,” essential in the process of human evolution and de-
velopment, are important ingredients in drama.

As DeWoskin has noted, judging from references in the classics
as well as graphic evidence from the neolithic period to the Han, the
theatrical tradition originated early in Chinese history. Dancers and
possibly actors performed in various rites and entertainments, and
impersonation was an important aspect in Zhou and Han funerary and
sacrificial practices (DeWoskin 1986, 39-41). According to Wang
Guowei T£BI#E, Chinese drama has its origin in shamanistic song
and dance rituals dating back to before the Zhou dynasty (1027-256
B.C.) (Zhou 1-2; Shih 3). Another origin is court jesters and enier-
tainers of the Spring and Autumn period (770-481 B.C.) who would
combine skills in joking, singing, dancing, and acting. They made
satirical remarks, told stories, and impersonated historical and con-
temporary figures (Shih 3).

While both “ritualistic performance” and “entertainment” have
contributed to the formation of Chinese drama, it is the “entertain-
ment” origin that has breathed the satiric spirit into drama. Some of
the court jesters (guji YETE) were actors or comedians (you {& or
paivou {JE{E), and many of them were dwarfs with special skills in
mimiery, impersonation, and joke-telling (Hu 2-8). The comedians
embodied playfulness in various aspects, employing comic dialogue
or repartee, along with verbal and mock battle in jesting and acting.

Satiric elements abound in China’s theatrical tradition. Among
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the “Hundred Entertainments” (baixi &%) in the Han dynasty, “Old
Man Huang of the Eastern Sea” (Donghai Huanggong BRIBE/D)
was a dramatic skit which features wrestling between a man and a
tiger. It relates the story of a youth quite adept at using magic to tame
fierce tigers and poisonous snakes. However, Huang loses his power
in old age because of debilitation and overdrinking, and is eventually
devoured by a tiger. Zhou Yibai argues that this skit satirized the
magicians of that time by exposing their fraudulent pretensions, and
indirectly criticized rulers who entrusted the magicians with power,
thereby allowing them to harm others (Zhou 10-14, esp., 12). Yet the
skit can also be interpreted as a caution against overdrinking and
overconfidence, enlightening the audience about the impermanence of
power and glory.

Satire is evident in “The Stomping and Swaying Wife” (Tayao
niang WEIEIR) of the sixth century and became central to “The Mili-
tary Counselor” (Canjun %:E) popular during the Tang dynasty.
“The Stomping and Swaying Wife” is a dramatic performance com-
bining singing and dancing with the story of an abusive husband, a
complaining wife, and their quarrel; it includes much teasing and
Jesting. “The Military Counselor” originated from a story of an offi-
cial who is demoted to the low social status of an actor when his cor-
ruption is exposed. Then the story was developed into a drama with a
plot and dialogue, taking the form of a farce or a political satire."
This type of theatrical act focuses on comic dialogues, jests, comic
actions, mimicry, and impersonations of historical and contemporary
figures. In addition to satirizing contemporary events, it ridicules the
saints of the three central religions—Confucianism, Taoism, and
Buddhism (Aoki 5-6; Zhou 36-52, esp., 47-48, 52).

The above-mentioned theatrical arts contributed much to the
dramatic tradition, though they seem more like popular orai perfor-
mances and skits than full-length drama. They also focus more on
character satire than on plot development. It was not until the Song
dynasty (960-1279) that bona fide drama appeared. The “Variety
Plays” (zaju 3Bi]) of the Song in northern China developed from
“The Military Counselor” into full-fledged dramas with plot and dia-
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logue (Aoki 6; Zhou 82, 110). Although we know about pre-Yuan
drama only through second- or third-hand accounts instead of primary
sources, it seems that satire remained dominant in Song drama. A
“Variety Play” had “a prologue that was usually low comedy” (Shih
7-8). As explained in Naideweng’s it 15 % (pseud, fl. mid-
thirteenth century) Ducheng jisheng #F$SACHE4, the prologue episodes
are often farces based on worldly affairs; they are intended to offer
“cautionary advice through examples” (jianjie SE57X) and sometimes
suggest “reproof and remonstration” (fianzheng FHER) (Yang 46).

The Song “Variety Plays™ usually are topical. Actors would im-
provise stories and dress up as historical or contemporary figures in
order to achieve their satirical goals. Their targets of satire include
such controversial statesmen as Wang Anshi FZ274 (1021-1086),
as well as various Song Confucians and other pedants (Zhou 70, 75-
76, 83-84). The “Yuanben” BiA—the “Variety Plays” of the Jin
dynasty—similarly retain satire and jesting as staples (Aoki 28-30;
Shih 8).

Satire is evident even in other forms of popular, theatrical art
like the shadow play. According to Naideweng, in the shadow show,
“the righteous and the loyal have a proper appearance, while the
treacherous and the evil appear ugly. This is done in order to praise
the virtuous and censure the wicked.”"

It is in “Southern Drama” (nanxi F$% or xiwen BE3L) of the
Song in southern China that satire ceases to be central and begins to
be subordinated to plot (Zhou 134). Zhou Yibai notes that in the Yuan
dynasty, drama shifts from topicality to historicity, with most plots of
plays taken from history or the classical tales and miscellaneous jot-
tings of the Tang and the Song. Zhou argues that this shift was due to
the socio-political background of the Yuan: forbidden to satirize con-
temporary Mongolian rulers and their officials, Han Chinese play-
wrights would turn to history and folk legends for plot materials,
which could sometimes allegorize present-day concerns (Zhou 182).

However, it would be an oversimplification to say that govern-
ment censorship is the only reason for the role of history to loom large
in Yuan drama. Satire, mimicry, and topicality have, after all, their
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limits in entertainment. Viewed from an evolutionary literary per-
spective, the audience of bustling amusement centers naturally would
develop and demand more variety in subject matter. Moreover, since
bibliographers of narrative works had for several centuries “made no
formal distinction between history and fiction” (DeWoskin 1986, 3%),
it would be natural for Yuan dramatists to turn to history when look-
ing for plot materials. Many factors other than censorship contributed
to changes in drama during the Yuan."” For example, the suspension
of the civil service examinations for seventy-eight years (1237-1314)
forced many scholars to earn a living by practical means such as
writing plays. Bringing with them a strong background in history,
these scholar-dramatists thus transformed the Yuan drama into an art
form far more sophisticated than the “Variety Plays” of the Song.
Yuan drama is also influenced by storytelling and other public per-
formances, with which it competed in the amusement centers of cities
like Beijing, then known as Khanbalik. For example, historical tales
figured prominently in both storytelling and the shadow play (Shih 10,
14).

The shift from topicality to historicity does not imply the disap-
pearance of satire from drama. While the “Variety Plays” of the Song
are explicitly satirical because they directly lampoon contemporary
figures, some of the plays from the Yuan and later times satirize con-
temporary times indirectly and implicitly by featuring historical fig-
ures in the past.

Satire in the form of jesting and buffoonery was still indispen-
sable to the Yuan drama even after its “demotion” to an incidental
role. The Yuan drama (Yuan zqju JT3EE) shares with the Song
“Variety Plays” (zqju) a common referent, the same four-act division,
and an identical use of a role system. In terms of structure, the comic-
satiric element is essential, providing comic relief and alternating
with the serious scenes, thus preventing the play from becoming mo-
notonous (Acki 63). Yuan drama’s treatment of the serious theme of
Justice can also be “lightened by touches of coarse humor” (Shih
104).

As regards to style, because prose is a better medium for con-
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veying a comic tone than verse, most humorous interludes in Yuan
plays are in prose (Shih 170). Many Tang and Song theatrical skits
are based on puns (Shih 174). The Yuan dramatists frequently utilize
a play on words, generating puns to create and enhance humor. As
Chung-wen Shih argues, “Play on words that sound alike but have
different meanings are sometimes purposely adopted as a veiled
means of communication, and their intent can be serious” {172). Such
a use of language enables the writers {and actors) to mock authorities
as well as human weaknesses and inconsistencies in a playful and
non-confrontational mannet.

The comic aspect is expected of actors in the four main roles—
leading male (mo ), leading female (dan B), villain (jing ), and
clown (chou Tk)—and of a number of minor roles as well. In a typi-
cal “Southern Drama,” for example, the jing and the chou tease one
another, while the mo scoffs at them, appearing to be superior to them
in wit (Zhou 133). The chou role represents primarily a harmliess fig-
ure whose utterances are humorous and whose motions and move-
ments are ridiculous. The actor playing the fijing EIl{E, a role in
Song and Jin plays, makes silly remarks and movements, and then is
taunted and knocked about by the fumo BIZK (Zhou 21-22, 80),
thereby providing the fun of slapstick antics for the audience. In Yuan
drama, the jing role (which combines humorous and villainous be-
havior), the painted female role (chadan ¥tH), and the chou, are all
comic roles. As Chung-wen Shih indicates, “Coarse humor, slapstick
comedy, extravagant fantasies, and villainy are their trademarks.”
They speak primarily in prose, interspersed with doggerel verse (Shih
171).

Satire in drama can also be detected in the stage directions. The
term giao & is used to indicate exaggerated burlesque in acting for
fun-provoking purposes. The term kehun FliH#, short for chake TS}
(making impromptu comic gestures and expressions) and dakun §TRE
{making comic remarks) (Zhou 25, 33), is especially important in the
expression of satire in drama.

Satire is significant in some of the Ming and Qing zaju drama.
In comparing Yuan and Ming zaju drama, Zeng Yongyi points out
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that in the Ming, there were far more zaju plays about the literati than
in the Yuan; Ming dramatists often used plays to vent their frustra-
tions or lampoon their enemies (110). Scholars who failed the civil
service examinations tended to project themselves onto characters
such as talented but unappreciated literati or women. Grouping the
zgju drama of the Qing by subjects into seven categories, Zeng
Yongyi indicates that the plays based on “historical stories” often
imply satire of the world (fengshi FRiH), while the plays about
“ghosts, spirits, Buddhism, and Taoism” either satirize or dispense
advice to the world (quanshi Ehft) (120-121). In both Ming and
Qing, plays about the literati sometimes also express the authors’
grievances and criticism of their times.

Because of its brevity and structural unity, zaju drama is par-
ticularly suitable as a focused expression of the satiric spirit. Satire,
possibly in the form of personal lampoon, can be found in such drama
as Wang Jiusi’s EJUE (1468-1551) Du Fu on a Spring Outing (Du
Zimei gujiv youchun 13 7L5%E%) and his friend Kang Hai’s f#
1§ (1475-1540) Mr. Dongguo Inadvertently Rescued the Wolf of
Zhongshan (Dongguo xiansheng wujiu Zhongshan lang RN 4ER
#rh13R). In his play, Wang Jiusi used Du Fu’s criticism of the
prime minister in order to express his own resentment and anger for
the powerful minister who had caused his demotion. Kang Hai’s play
was supposedly written to lampoon Li Mengyang ZEEERS (1472-
1529), who failed to help Kang Hai—the very man who had once
saved his life—and even caused Kang to lose his position (Aoki 156-
157). While it is not certain whether these fopical references were
intended by the playwright or not, this play expresses indignation
about ingratitude and cautions the audience against treacherous op-
portunists (Zhou 258-260), :

Xu Wei #8278 (1521-93), one of the best satirists of sixteenth-
century China, wrote a collection of four zgju plays entitled Four
Cries of a Gibbon (Sisheng yuan DIE5R) to vent his frustration over
the foibles of his society. The play Yuyang nong ifaf35F re-enacts
the historical episode of the low-ranking but courageous Mi Heng il
{fy castigating the powerful but wicked Cao Cao E#, thereby al-
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lowing Xu Wei to denounce the contemporary ruling strata through
Mi Heng. The Girl Mulan Joins the Army in Place of Her Father (Ci
Mulan tifu congiun HEARTERATEE) and The Lady Who Becomes a
Top Palace Graduate (Nii zhuangyuan ci huang de feng Z{RITEEE
{8 depict two women who break through the social constraints
placed on their gender and enjoy successful careers in the martial or
the civilian arena by disguising themselves as men. In depicting ex-
ceptional heroines such as these, Xu Wei satirizes some of the male
elite as well as society’s unfair treatment of women (Yenna Wu 1997,
74-75). Even though Xu Wei did not go very far in subverting the
patriarchal system, and generally portrayed a heroine who would fi-
nally return to the family to play the role of a submissive wife, his
satire still cannot be ignored. Xu Wei’s play Singing Instead of Whis-
ting (Ge dai xiao WACWH) satirizes corruption in government
through the case of a henpecked magistrate.'® Through droll dramati-
zation, Xu Wei mercilessly points out the inconsistencies in the soci-
ety: the magistrate’s jealous and angry wife sets fire to the residence,
vet she gets off scot-free; by contrast, the local commoners who come
with lamps to help fight the fire are blamed by the magistrate, who
forbids them to light lamps in the future.

Xu Fuzuo's #1HiiE One Copper Cash (Yiwen gqian —3(§%)
and Wang Heng’s Ty Yu lun pao B&mil are two “satirical plays”
(Liu, vol. 3, 169-170). One Copper Cash, which exaggerates the par-
simoniousness and greed of a miser, is a work intended to “satirize
the world” (fengshi). Yu lun pao mocks the examination system and
the literati’s obsession with officialdom, high rank, and emoluments.
Both zaju plays end with a monk who appears in order to enlighten
the deluded characters. Although Liu Dajie calls the ending a “flaw”
expressing “passive sentiments” (vol. 3, 170), this type of conclusion
reflects the increasing influence of Buddhism in Chinese drama and
provides a structural expedient for arriving at an admonitory denoue-
ment. The motif of a monk’s enlightening characters is also often
adopted by later vernacular novelists.

It is not easy for the chuangi plays (derived from nawxi and
popular in Ming and Qing) to muster sustained satire, since they are
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much lengthier and more loosely structured than zaju drama. Still,
serious satire is found in Wang Shizhen’s (1526-90) T topical
play The Crying Phoenix (Mingfeng ji WBJBEC), which condemns the
powerful and corrupt prime minister Yan Song 8. Li Kaixian’s
ZRAE (1502-1568) The Precious Sword (Baojian ji BHIZD) criti-
cizes contemporary government by castigating some wicked Southern
Song court ministers” oppression of Lin Chong, an upright hero in the
famous Shuihu story cycle (Liu, vol. 3, 153-154, 159-160).

Moral exhortation is important even in the less serious satirical
plays and farces. Sun Renrw’s $R{_7% (fl. 1573) Dongguo ji HHHEC,
a satiric work that weaves together several stories from Mencius, is
intended to be admonitory. It is praised as an excellent, well-written
play which, “though farcical, did not sink to the level of hurtful ridi-
cule” (Aoki 195-196). Wang Tingna’s yEZEHH (fl. 1596) play The
Lioness Roars (Shihou ji JWfLC) warns about female jealousy and
ends with Buddhist enlightenment, It is, in Aoki Masaru’s evaluation,
the most outstanding of all the Ming-Qing farces (254). Wu Bing’s
SR (1595-1648) Antidote for Jealousy (Licodu geng PFLP3E),
while ridiculing the jealous wife and her intimidated husband, im-
plicitly satirizes the political scene. This play reenacts the familiar
pattern of a worthy official suffering his ruler’s mistreatment because
of an envious and wicked official’s slander: a talented and virtuous
concubine is mistreated because of an angry wife’s domination of her
husband (Yenna Wu 1995, 132-133; 1997, 85-86).

Drama Criticism

Moving from drama to a consideration of its criticism, we find
that readings of drama, as those of poetry, can be controversial. Fol-
lowing the tradition of “reading between the lines,” Chen Jiru [ll{E
(1558-1639) made unusual comments on Gao Ming’s =80 (ca.
1301-ca. 1371) The Lute (Pipa ji FEEEID). Chen argues that the play
is entirely a “manual of derision™ or “mockery” (chaoma pu WEi)
because it scoffs at the hero in various ways (Zhou 309). By contrast,
Zhou Yibai asserted a more common interpretation, claiming that the
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playwright Gao Ming in fact wrote The Lute to justify the hero’s vir-
tue, rather than to jeer at him. To explain why such literati as Chen
Jirn would receive such a negative impression of the hero, Zhou sug-
gests that precisely because the heroine’s filial piety is presented as so
striking and positive, the hero appears lacking in virtue by way of
contrast (Zhou 309-310).

Drama criticism in the sixteenth and seventeenth centuries em-
phasizes the s¢ {& (uncouth) and the satiric elements in plays. An
opposite to ya H (elegance), su also means being “conventional,
vulgar, unrefined, boorish,” and “popular,” in the sense of being
common to the great mass of people and thus easy to understand.
Drama, it is argued, should represent the lives of ordinary people, use
common vernacular, and be comprehensible to an audience of widely
varying educational levels. The great seventeenth-century writer Li
Yu believes that the rhetorical flourish (cicai §3%) of drama should
be the opposite of that in classical prose and poetry:

The rhetorical flourish of classical prose and poetry favors
canonic elegance and despises boorishness, prefers refine-
ment and profundity and shuns explicitness, but drama is
different. Drama should base its subject matter on the talk
and discussion in streets and alleyways, and be straight-
forward and explicit in its presentation.'’

The purpose of drama is seen as teaching moral lessons through
entertainment. In terms of diction, Li Yu emphasizes “pivot” (ji 1)
and “piquancy” (qu ), which are crucial in enlivening the play. The
“nivot,” or key link, allows the “blood vessels” of the play to be con-
nected and insures that there are no broken traces, while “piquancy”
allows the play to avoid a dull and pedantic atmosphere. Pedantry
should be eliminated not only from romantic passages but also from
those dealing with virtues and grievances."

Satire and burlesque are important for amusement and some-
times enlightenment to moral truths. But critics noticed that the boor-
ish and burlesque could also contribute to aesthetic pleasure. The
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famous drama critic Wang Jide EER{E (?-1623) obviously realized
that great writers are able to make the boorish aesthetically appealing.
According to Wang, burlesque songs should be able to “take the un-
couth as the elegant” and impress the audience with their perfection.
Wang praises Xu Wei as one capable of composing many comic-
satirical ditties. However, Wang notes that good burlesque (paixie {E
&%) songs in drama are very difficult to compose unless the author
possesses outstanding talent and extremely fluid wit and can produce
the finest writing (148-149). Wang also stresses the importance of
chake dahun (making impromptu comic gestures and remarks), which
it skillfully done and perfectly timed are like “a good jester who is
able to make everybody convulse with laughter without saying any-
thing or moving around.” While valuing a playwright’s ability to in-
sert some good comig relief into serious scenes and let the audience’s
tension dissolve in laughter, Wang warns that if the comic relief
seems forced, then it is better to do without it (165-166).

By the same token, Li Yu stresses that kesun is crucial in play-
writing and should be handled with care so that it will suit both re-
fined and popular tastes. It serves an important practical function
maintaining the audience’s alertness, which might falter during
lengthy chuangi plays. According to Li Yu, kehun should avoid ob-
scenities, be somewhat uncouth (su) and yet not excessively boorish;
and be spontaneous and natural, rather than bizarre, absurd, and ir-
relevant. In fact, Li Yu regards kehun as essential not just for the
clowns, but for all the actors. Thus, kehun should be lively, balancing
refinement and uncouthness. Li Yu believes that when kefnm is han-
dled well, it can manifest virtues such as loyalty, filial piety, chastity,
and fidelity, serving as a means of enlightenment that awakens people
to the truth of Tao (Li Yu, Xianging ouji, 55-59).

Despite his ideal of kefum, Li Yu realizes that for popular taste
and consumption, kehun often leans toward the vulgar, thereby failing
to strike a balance between elegance and boorishiess. When watching
a play and finding the kefum in a particular episode repulsively boor-
ish, Li Yu was surprised to find that the other viewers showed no
disgust or boredom. This reaction led Li Yu to lament that literary
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boorishness might appeal to the entire audience, while refinement
might be summarily abandoned (Li Yu, Xianging owji, 58-59). Still,
the ideal of aesthetically transforming the uncouth and balancing be-
tween elegance and boorishness was adhered to by great satirists such
as Xi Zhou Sheng FEJE4 (17th century) and Wu Jingzi LREHFE
(1701-54).

While no writer disputes the principle that satire should serve
public functions, in practice satire is often used (or is thought to be
used) for personal ends. Yan Zhitui’s advice against lampooning is
taken seriously by Li Yu. In “Warning Against Satire” (“Jie fengei”
TR, an essay placed near the beginning of the drama chapters in
his collection of essays, Casual Expressions of Idle Feeling (Xianging
ouji THIE{EED, pub. 1671), Li Yu emphasizes that the pen of a writer
can kill in a more rapid and fierce manner than the sword of a warrior.
According to Li Yu, writers in the past composed plays with the in-
tention of encouraging the common folk to do good and warning them
~ against evil, and thus their plays were “prescriptions that cure peo-
ple’s ilinesses and lengthen their lives” and “instruments to save peo-
ple from suffering and dispel their disasters.” But in later times, acri-
monious (kebo %[3#) writers used their plays to vent their anger and
avenge themselves by casting their enemies in the roles of the wicked.
Deploring these acts which “commit evil that will bring retribution”
(zao nie ¥5E%), Li Yu urges playwrights to be sincere, kind, and tol-
erant (zhonghou FEJE) instead of cruel and ruthless: “You may use
your play to repay other people’s kindness to you, but not to take re-
venge; to encourage good deeds and punish and reprimand the wicked
(quan shan cheng e EhEMEE), but not to abuse the good and com-
mit evil” (Li Yu, Xianging ouji, 5-8, esp., 5-6). It is clear that what Li
Yu objects to is not so much topicality itself, but rather the lampoon-
ing of one’s enemies.

Arguing against writers’ using lampoon in drama, Li Yu also re-
proaches readers who enjoy “reading [lampoons] into” the plays. Li
Yu’s warning is partly a reaction to the swoyin Zg&f@ (“searching for
the hidden”) type of readers who, constantly hunting for possible ref-
erences to historical persons and events in plays, often misread the
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plays and misconstrued the playwrights’ intentions. For example, they
wrongly accused Gao Ming of lampooning one of his enemies in his
masterpiece The Lute. Li Yu also suffered because of the gossip of
such “allegorists,” or “busybodies” (haoshi zhijia 1782 %), as he
calls them: “Each time they watch a play, they would inquire whom
[the playwright intends the fictional characters] to allude to.” In de-
fense of his personal integrity, Li Yu contends that he never intended
to lampoon anybody in his plays and took a solemn vow long ago not
to do such a cruel thing. The clownish or wicked characters in his
plays are purely fictional and are intended to provide comic relief and
enliven a given scene (Li Yu, Xianging ouji, 5-6).

It may sound uncharacteristic of Li Yu—the “paradoxical far-
ceur,” as Patrick Hanan aptly calls him (1988, 76)—to warn against
satire in such a solemn manner. Nor is it completely credible that Li
Yu never lampooned his personal enemies in his works, However,
what matters here is the strongly stated belief that an author should
not intentionally lampoon his enemies and that satirical elements
should be fictional and aim for the purpose of entertainment. Li Yu
states in his “General Guidelines” (“Fanli> FLBI) to his Casual
Expressions of Idle Feeling that he intentionally proceeds from essays
discussing interesting and refined topics to those containing instruc-
tion and warning so that readers will not be put off or intimidated
from the start (Xianging ouji, 2). In Li’s view, the element of enter-
tainment serves as a crucial lure to the final instruction of the readers.
Thus, in defending himself against accusations of attacking personal
enemies and in advocating comedy as a means to achieve the ultimate
goal of instructing the reader, Li too endorses the ideals expressed in
the moralistic tradition.

While agreeing with Li Yu’s suggestion that playwrights should
not use drama as mere lampoon for venting personal grievances, Zhou
Yibat takes issue with Li Yu’s argument that drama functions to “en-
courage good deeds and reprimand the wicked.” Arguing in a Marxist
or Maoist vein, Zhou claims that this pedagogical function benefits
only the “feudalist” ruling strata, because the so-called “good” and
“evil” were viewed exclusively from the ruling strata’s perspective
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(360-361). However, Zhou’s argument is somewhat anachronistic.
According to the moralistic tradition, sative expressing people’s
grievances was legitimate; rulers were supposed to learn about their
mistakes through satire, and then to correct them. At the same time,
there was fear that satire might become so slanderous as to instigate
rebellion. But, as we have seen so far, satire in traditional China had
always been expected to “encourage good deeds and reprimand the
wicked,” and its educational effects were supposed to extend to both
superiors and inferiors. The “good” and the “wicked” were ofien
viewed in the same way by both the sensible rulers and the people:
the “good” were usually those who would benefit all of society, while
the “wicked” were those who threatened the welfare of both the ruler
and the people.

Ill, Oratl Literature and Performance

This section will sketch the importance of satire in songs, jokes,
related entertainments, and especially storytelling. Satire appears to
be closely connected with everyday life and is an important compo-
nent in popular culture. There has always been a close, transformative,
and interactive relationship between elite and popular culture in China.
Folk songs were the primary sources for the Classic of Poetry and the
“Music Bureau Poems,” which inspired later poets to write in imita-
tion. Folk materials were constantly gathered, processed, distilled,
and transformed into elite literature. At the same time, some types of
elite literature, such as histories and classics, were popularized and
transformed into vernacular materials for the consumption of the
spottily educated through drama and storytelling.

At least two conjectures about the origins of folk songs connect
these to political satire. One is that of yinghuo 5%, which refers to
“the planet Mars” and also means “to delude or mislead.” According
to the “Record of Astronomy” in the History of the Jin, the spirit of
Mars could descend to earth in the incarnation of a child singing
rthymes for fin, and depending on the lyrics, these rhymes could bode
ill or well for the dynasty (Zhu Ziging 22). As recorded in histories,
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some children’s rhymes served as omens that foretold the dynasty’s
fate. Because of the popular belief in the rhymes® power of divination,
potential rebels sometimes fabricated rhymes and taught children to
sing them in order to spread rumors and delude the common folk
(Zhu Ziging 57-58).

The other possible origin which relates folk songs to satire is
yuanbang #0EE (“grievance and slander”), The “Record of Five
Phases” in the History of the Former Han mentions shivao 55k
(“evil spirit or heresy in poetry” or “weird poems/songs™), which
refers to the manifestation of the spirit of grievance in songs when the
ruler’s policy goes against people’s wishes (Zhu Ziging 22-23). The
term shivao also appears in the chapter “On Poison” in Wang
Chong’s Lun heng as something that occasionally occurs. According
to Wang, fire is related to speech, and speech to petty and wicked
people. Wicked people commit evil or do weird things (yao #%)
because of their mouths and tongues (Wang Chong 224). Thus, while
recalling the function of poetry in expressing grievances, the songs
grouped as yuanbang have a negative connotation. Instead of “show-
ing grievances without being rebellious,” these songs defame the ruler
and incite a rebellion. From the perspective of historians who support
the ruling house, such songs are heretical and subversive.

In terms of the subject matter, songs have been used politically
or socially to praise or blame. Songs may lampoon, condemn, and
even curse political figures. For example, a song in the Records of the
Grand Historian satirizes Wei Zifu {#F%, the consort of Emperor
Wu: “No need for joy when you bear a boy, no need for anger when
you bear a girl. Don’t you see how Wei Zifu lords it over the coun-
try!” (Zhu Ziging 121).

Some folksongs and Buddhist songs are intended for admonition
(Zhv Ziging 163). Many foiksongs are farcical, ridiculing physical
defects, certain vocations, and domestic problems such as laziness in
a wife (Zhu Ziging 157-158). Ludicrous satire abounds especially in
children’s songs, possibly because a barbed jibe can be better tolerat-
ed when in the guise of children’s banter. These songs mercilessly
jeer at such targets of satire as dwarfs and impoverished relatives
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(Zhu Ziqing 147).

Similar to songs, jokes had a humble origin. It is true that some
of the court jesters acquired a legendary status through anecdotes in
“literary” histories. Famous for his skill and wit in both pleasing and
admonishing Emperor Wu of the Han, Dongfang Shuo appeared in
many accounts and even was reputed to have authored a number of
works about distant lands (Lu 36-43). Notable jesters such as Dong-
fang Shuo and Chunyu Kun were frequently alluded to as representa-
tive originators of China’s humorous literature. It should be remem-
bered, however, that all the court jesters in fact hailed from common-
ers’ backgrounds and earned their living through “oral” skills.
Though serving as critics at court and remonstrating with the ruling
strata, the court jesters functioned primarily as entertainers.

Other professional jesters also shared the same humble back-
grounds and entertaining function with the court jesters, though they
addressed a different audience. Professional jesters were popular in
the entertainment quarters during the Tang and Song times. Meng
Yuanlao’s EHICE (fl. 1103-1127) Dongjing menghua lu RGBS HE
2% and Zhou Mi's JAE (1232-1298) Wulin jiushi HEAREE men-
tioned entertainers who specialized in telling jokes (shuo hunhua i
=HEE), while Tao Zongyi’s PRl (fl. 1360) Chuogeng lu [EE 5rEa
mentioned the singing of jokes during the Song (Hu 119).

Some jesters even played the role of social critics, satirizing
both the government and the people. Originally a jester from  Shan-
dong, Zhang Shou 3EZ (fl. 1068-1103) was noted for his talent in
satire and in composing poems. Hong Mai dti# (1123-1202) de-
scribed Zhang Shou as follows in his famous Yijian zhi FRELE:

Although his diction was unrefined, his poems were clever
and outstanding, often containing satire, Wherever he went,
people were so afraid of his mouth that they vied with one
another to give him wine, food, money, and silk (Hu 59).

This anecdote recalls both Yan Zhitui’s caution about how satire can
hurt more than a weapon and Mencius’ claim about how wicked
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ministers and wsurpers were frightened when Confucius completed
his Spring and Autumn Annals. Just as the ministers were afraid of
Confucius’s satirical pen, so the people were afraid of Zhang Shou’s
taunting tongue. They would pay just to “shut him up.”

Court jesters may have contributed to the origins of a number of
popular jesting entertainments. A form of popular entertainment re-
lated to jokes is xiangsheng FHE (commonly translated as “comic
dialogues™), which began as early as the Tang and has continued into
modern times. Originally meaning “to mimic sounds, voices, and
speeches,” xiangsheng later referred to primarily comic dialogues on
social trivia (Yang 125-126). The dialogue typically takes place be-
tween a somewhat naive “straight man” who helps set up a joke and a
worldly-wise wit who applies the coup de grace and elicits most of
the laughter from the audience. Xiangsheng was possibly influenced
by the oral and dialogic form of fu B, (“exposition™). It was certainly
related to ke/run (comic gestures and remarks) in drama, especially
the taunting between the fijjing and the fimo.

Two types of popular entertainment in the Song that belonged to
the arts of teasing and satire were hesheng &4 and shangmi T3k
As explained by Hong Mai, hesheng involved extemporaneously re-
citing poems or singing lyrics on a designated object, while giao
hesheng B4 referred to a type of hesheng that was funny and
satirical in nature (Hu 124). Shangmi involved the making and
guessing of satirical riddles about objects or people, requiring a quick
wit and considerable verbal skill as in hesheng (Hu 127-129),

Court jesters provided origins also for the storytelling tradition.
The modern scholar Hu Shiying argues that storytelling originated in
these dwarf-comedians who entertained the ruling class with jokes
and funny tales, in addition to singing, dancing, and acting (2-8). The
records of the comedians’ questions and answers are among the earli-
est form of fu (“exposition”) which became prevalent in the Han;
following this folk tradition, fir sometimes adopted the form of a
comic dialogue. Hu contends that while many fir eulogize the rulers’
achievement and elaborate their enjoyment, some of the fu are intend-
ed to “satirize and admonish” (feng jian F3%) (Hu 9-10).
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Jesting, humor, and satire had developed into an important part
of life between the third and the sixth centuries. Historical records
mentioned many figures who were ludicrous (guji) and witty, enjoyed
teasing and playing tricks (xiniie), quick banter (jutan HiZ%), and
telling jokes (tan xinong FEEYFF) (Hu 12). Comedians were called
upon to entertain at banquets, sometimes having to improvise comic
dialogues (Huo 13-14). In addition to the lower-class entertainers, a
number of officials, royal guests, and even members of the ruling
strata enjoyed telling comic tales. For example, The Chronicle of the
Three Kingdoms (Sanguo zhi =[B&) mentioned that Cao Zhi By
(192-232) once recited a “comedians’ petty talk” (paivou xiaoshuo
HE{E/1\ER) of several thousand words in length.'”

An important public entertainment in the Tang was professional
storytelling, in which the teiling of jokes and the ridiculing of histori-
cal figures continued. According to Hu Shiying, the debate on the
three doctrines in the royal court began to include teasing and satire,
and actors in the Tang and Song used the three doctrines as a means
for satire and admonition (Hu 20-21).

The chantefable “transformation texts” (bianwen #437) of Dun-
huang, one of the earliest vernacular narratives, resulted from story-
tellmg in the Tang. Primarily used for popularization of Buddhist
scripture, bianwen also included secular stories. The most famous
bianwen story is “The Great Maudgalyayana Rescues His Mother
From Hell” (“Damugianlian mingjian jiumu bianwen” - i gie
RIS R0 This tale extols the virtue of the filial and selfless
Maudgalyayana, who descends into hell to save his mother as well as
other condemned souls. The story also satirizes his mother’s greed
and stinginess, showing how she falls into the realin of the “hungry
ghosts” because of her sins, and how she betrays her unrepentance by
refusing to share food with others, One of the secular Dunhuang sto-
ries in ballad form, the “Book of the Quarrelsome Bride” (“Yake shu”
BFHIE), deftly satirizes both an unruly bride and her helpless in-laws
(Yenna Wu 1995, 166-167).

Storytelling competed with the “Variety Plays” in the entertain-
ment quarters in the Northern and Southern Song capitals. According
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to Naideweng, each professional storyteller specialized in one of the
following four categories: (1) xiaoshuo—stories dealing with love,
spirits and demons, marvels, law suits, sword fights, and contests with
cudgels; (2) shuo tiejir 8751 —about larger battles; (3) shuo jing
#3® elucidation of Buddhist scripture, and shuo canging #2235,
stories of Zen Buddhist dialogues for enlightenment; and (4) jiang
shishy %512 —historical recitations.”’ '

Of the four categories, shuo canging had the most direct rela-
tionship to satire. According to Hu Shiying, this type of storyteller
related playful stories and dialogues that supposedly took place in
Zen Buddhist halls, including witty verbal battles as well as foolish,
ridiculous matters. Such recounting of teasing and bantering materials
probably functioned as a comic introduction, arousing the audience’s
interest, before turning to the more serious elucidation of Buddhist
scripture. Alternatively, it may have served as comic relief or an in-
terlude in the elucidation (Hu 116-117). Satire could also be found in
the telling of vulgarized Buddhist stories (shuo hunjing FEHEAR)
mentioned in Wu Zimu’s SREBHr (fl. 1274) Mengliang ln B3k
and Zhou Mi’s Wulin jiushi. The use of hun (“jests, obscene jokes”)
indicates that the telling of Buddhist stories might have become
secularized and included ridicule and jokes (Hu 103, 118).

Satire, it should be recognized, is an important element in sto-
rytelling in general. The skills of successful storytellers include their
abilities to pass moral judgment on people, make their stories serve as
a moral example or warning, and improvise brief jesting and satirical
remarks (shi gi $BI]) (Hu 84, 87-89). A certain storyteller named
Zhang Ben was famous for his skills in reciting satiric poems and
joking about contemporary affairs (Hu 60-61).

In the context of storytelling, xiaoshuo refers to the vernacular
story; nevertheless, it has been very much influenced by the tradition-
al bibliographers’ xiaoshuo categories—anecdotes about notable peo-
ple, records of anomalies, tales of marvels, and miscellaneous notes.
The influence can be seen in the thirteenth-century writer Luo Ye’s
HEE classification of xigoshuo (the telling of short stories in the
vernacular) in his Notes of an Old Tippler (Zuiweng fanly BEERER):
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spirits and demons, love, marvels, law suits, sword fights, contests
with cudgels, immortals, and sorcery (Hu 109). All the eight types
also appear in classical-language xigoshuo.

Conclusion

To summarize, we can see the distribution of satire in the spec-
trum of genres ranging from elite to popular literature. While the type
of satire found in such elite literature as classical poetry and prose is
often serious, witty and ludicrous satires figure prominently in the
various types of relatively popular literature examined in this article.
To be sure, classical-language xicoshuo and drama borrow a great
deal from classical poetry and prose, and continue to offer admonition
as their stated purpose. Yet in comparison with classical poetry and
prose, xigoshuo and drama frequently feature witty repartee and ludi-
crous jokes. Within the category of xiaoshuo, chuangi tales tend to
contain more subtle satire. Farces as well as jokebooks (which fall
under the biji genre) include simple, straightforward satire that high-
lights various inconsistencies in human behavior and life in general.
In comparison, oral literature and performance, especially jesting,
stress the witty and ludicrous types of satire even more. In these gen-
res, the satiric mode helps to criticize shortcomings in society or ex-
press dissatisfaction about the times, thereby serving as a sort of
safety valve that alleviates social tensions somewhat.

A multitude of genres in elite and popular literature contributed
to the formation of vernacular fiction in its complex development.
Having originated directly from storytelling, the vernacular story
(xicoshuo or huaben FEA) was influenced by literary xiaoshuo and
drama, as well as by classical poetry and prose. It expanded beyond
Luo Ye’'s eight categories, absorbing such materials as history and
biography, tales of warning and moral admonition, “family instrue-
tions,” and jokes and burlesques from oral performance traditions. In
terms of the satiric mode, vernacular fiction obviously shares much
more affinity with popular literature than with elite literature. How
satire developed in vernacular stories and novels must await another
study.
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NOTES

** The writing of this article was partially supported by grants from the
University of California at Riverside and the University of California Pacific
Rim Research Program.,

" In this paper, I do not follow most critics in referring to xiaoshuo
as a “genre.” Instead, I refer to xigoshuo as a “literary category,” and |
refer to zhiren, chuangi, and the like, as “‘genres,” rather than “sub-
genres.”

2 The four branches of literature are jing ¥8 (classics), shi 02
(history), zi (philosophical writings), and ji £ (collection/anthology).

3 This remark was made by Zixia -7, one of Confucius® dis-
ciples. Lun yu, XI1X. 4.

* Note, however, that some scholars claimed that biji did not be-
gin until the Northern Song. See Jianming Zhongguo gudian wenxue
cidian, 295,

* The shuo in xiaoshuo is cognate to yue 5 (“joy”). See Lin
Yin and Gao Ming, eds., vol. 3, 710.

5 From Liang Shacren’s Liangban qiuyu’'an suibi fREXFKFRE
FE4E, quoted in Lin Yin and Gao Ming, eds., vol, 3, 710.

7 See Lin Zhijun’s preface in Jiang Yujing, comp., vol. 1, 1-2.

®Ibid., vol. 1, 2.

? Quoted and translated in Laura Hua Wu 350. I have modified
the translation,

' Edward J. Thoman, The History of Buddhist Thought. Cited in
Gjertson 119,

"Lu 55-56. See “Yangxian shusheng” in Duan Chengshi,
Youyang zazu, in Jiang Yujing, comp., “Tang” section, 68-69.

"2 «“Ah, the principles of man can be found in the emotions of
supernatural beings! To be accosted and not lose one’s purity, to fol-
low one man until death—even among the women of today there are
those who could not measure up to this. Unfortunately, Cheng was
not a very sensitive man. He only enjoyed Jen’s beauty, and never
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fathomed her character,” See “Miss Jen,” translated by William H.
Nienhauser, Jr.,, in Y. W. Ma and Joseph S. M. Lau, eds., 339-345,
esp., 345,

" Wang Guowei, Song Yuan xiqu kao FRITERHEZE, quoted in
Yang Yinshen 44-45; Liu Wu-chi 160.

" Quoted and translated in Chung-wen Shih, 10. I have modi-
fied the translation.

"% For a discussion of puppet and shadow shows, the oral narra-
tive tradition, and the social milieu, see Shih 9-19,

1 Xu Wei, Ge dai xiao in Xu Wei, Sisheng yuan. The “whis-
tling” in the title comes closer to “whooping” and is a means to vent
one’s own indignation.

" Li Yu, Xianging ouji, 17. I borrow Stephen Owen’s translation
of the term cai as “rhetorical flourish.” See his Readings, 592.

'® In Li Yu, Xianging ouji, 20. See a discussion and bibliography
on the translation of the important term gu in Williams 203, n. 28.

" Hy 11-13. Hu Shiying conjectured that this might well have
been recited in the fir style. See p. 9.

*In Wang Zhongmin. See also Eugene Eoyang’s translation,
“The Great Maudgalyayana Rescues His Mother From Hell,” in Y. W.
Ma and Joseph 8, M, Lau, eds., 443-455,

! See Naideweng, Ducheng jisheng, and Wu Zimu, Mengliong
fu, quoted in Hu 102-103, For the great controversy on the four cate-
gories, see Hu 100-109. I followed Hu’s division of the categories on
p. 107.

WORKS CITED

Aoki Masare HRIEF. Zhongguo jinshi xiqu shi ST TER TS,
Trans. Wang Gulu L& 1936; rpt. Taibei; Shangwu yinshu-
guan, 1982,

Cao Chen HEi. Shehua lu 5#EEE. In Cao Chen and Hao Yixing #f
817, Shehua lu, Song suoyu THIHERR, KIHEE. Yu Yueheng i)
517, ed. Changsha: Yuelu shushe, 1985.

Chan, Wing-tsit, trans. and comp. 4 Source Book in Chinese Philoso-



42 Tamkang Review, Vol. XXIX, No. 3

phy. Princeton: Princeton UP, 1973,

Chen Pingyuan. Xiaoshuo shi: lilun yu shijian /NaR5 © HEGEIE L.
Beijing: Beijing daxue chubanshe, 1993.

Company, Robert Ford. Strange Writing: Anomaly Accounis in Early
Medieval China. Albany, NY: State U of New York P, 1996.

de Bary, Wm. Theodore. “Individualism and Humanitarianism in
Late Ming Thought.” In Wm. Theodore de Bary, ed., Self and
Sociery in Ming Thought. New York: Columbia UP, 1970.

DeWoskin, Kenneth J. “Hsiao-shuo.” In William H. Nienhauser, Jr.,
ed., The Indiana Companion to Traditional Chinese Literature.
Bloomington: Indiana UP, 1986.

—. “On Narrative Revolutions.” Chinese Literature: Essays, Articles,
Reviews 5 (1983): 29-45,

——. “The Six Dynasties Chih-Kuai and the Birth of Fiction.” In An-
drew H. Plaks, ed., Chinese Narrative: Critical and Theoretical
Essays. Princeton: Princeton UP, 1977.

Feng Menglong. Gujin tangai. Lit Dequan, ed. Fuzhou: Haixia wenyi
chubanshe, 1985,

—. Xiaofu Ei¥. In Guang Xiaofu BE%JNF. Shanghai: Zhongyang
shudian, 1936,

Gjertson, Donald E. Miraculous Retribution: A Study and Translation
of T'ang Lin’s Ming-pao chi. Berkeley: Centers for South and
Southeast Asia Studies, U of California at Berkeley, 1989.

Hanan, Patrick. The Chinese Vernacular Story. Cambridge, MA: Har-
vard UP, 1981,

—. The Invention of Li Yu. Cambridge: Harvard UP, 1988,

Hu Shiying #A+2. Huaben xigoshuo gailun §5E25/)N\Ri%ER. Bei-
Jing: Zhonghua shuju, 1980,

Jiang Yujing yT#548, comp. Lidai xiaoshuo biji xuan FE{L/NEREED
2, Shanghai: Shanghai shudian, 1983.

Jianming Zhongguo gudian wenxue cidian SRR &7 2AgEd
Xuzhou Shifan Xueyuan Zhongwenxi #JMEfifE kb0,
comp. and ed. Nanchang: Jiangxi Renmin chubanshe, 1983.

Kao, Karl S. Y., ed. Classical Chinese Tales of the Supernatural and
the Fantastic. Selections from the Third to the Tenth Century.



Satiric Elements in Chinese Xigoshto, Drama, and Oral Literature and Performance 43

Bloomington: Indiana UP, 1985.

Lau, D. C., trans. Confucius: The Analects. Harmondsworth: Penguin
Books, 1979,

Li Shangyin. Yishan zazuan ZH(LFESE. In Zhu Yunming e HA
(1460-1526) et al., eds., Chunshe weitan Fi1IRER (Ming ed.).

Li Yu. Xianging owji. In Li Yu quanji ZEWEEE. 20 vols. Hangzhou:
Zhejiang guji chubanshe, 1992. Vol. 3.

——. “Xu Gu xiao shi” FEH% ¥, In Feng Menglong, Gujin tangai.

Lin Yin #F and Gao Ming =8, eds. Zhongwen da cidian =aigvy
H-g%HL. 10 vols. Taibei: Zhongguo Wenhua Daxue chubanbu,
1982,

Liu Dajie A, Zhongguo wenxue fazhan shi RS2 E RS, 3
vols. Rpt., Hong Kong: Hock Lum Co., 1980.

Liu Wu-chi. 4n Introduction to Chinese Literatyre. Bloomington:
Indiana UP, 1966.

Lu Xun 23R, Zhongguo xiaoshuo shiliie JAENELSIE. Rpt; Xi-
anggang: Xinyi chubanshe, 1981.

Luo Dajing FEARR. Helin yulu #BH#AEFE. In Jiang Yujing, comp.,
Lidai xiaoshuo biji xuan, “Song” section.

Ma, Y. W. and Joseph S. M. Lau, eds. Traditional Chinese Stories:
Themes and Variations. New York: Columbia UP, 1978.

Mair, Victor H. “The Narrative Revolution in Chinese Literature:
Ontological Presuppositions.” Chinese Literature: Essays, Arti-
cles, Reviews 5 (1983): 1-27.

Owen, Stephen. Readings in Chinese Literary Thought, Cambridge,
MA: Harvard UP, 1992.

Shih, Chung-wen. The Golden Age of Chinese Drama: Yiian Tsa-chii.
Princeton; Princeton UP, 1976.

Su Shi. Zazuan erxy ¥ —##. In Zhu Yunming, et al., eds., Chun-
she weitan (Ming ed.).

— Zhi lin. In Jiang Yujing, comp., Lidai xiaoshuo biji xuan, “Song”
section, 31-42.

Sun Daosheng fRiEiF . “Qingtan giyuan kao” EEIBIR. Dong-
Jfang zazhi WHHERE 42.3 (February 1946): 16-24.

Wang Chong EF8. Lun heng §ully. In Zhu zi ji cheng TR



44 Tamkang Review, Vol. XXIX, No, 3

Shanghai: Shanghai shudian, 1986, Vol. 7.

Wang Jide FER{E. Wang Jide qulii TEEEAR{R. Chen Duo [
and Ye Changhai 3ER¥4, ann. Changsha: Hunan renmin chu-
banshe, 1983,

Wang Mao 4. Yeke congshu PFE#EE. In Jiang Yujing, comp.,
Lidai xiaoshito biji xuan, “Song” section, 345-358,

Wang Pijiang 7ER¥EE, ed. Tangren xigoshuo | A /N3, Taibei: He-
luo tushu chubanshe, 1979,

Wang Zhongmin EER, et al,, ed. Dunhuang bianwen ji B8
££. 2 vols. Beijing: Renmin wenxue chubanshe, 1957.

Williams, Philip F. Village Echoes: The Fiction of Wu Zuxiang.
Boulder, CO: Westview Press, 1993.

Wu, Laura Hua. “From Xigoshuo to fiction: Hu Yinglin’s Genre
Study of Xiaoshuo.” Harvard Journal of Asiatic Studies 55.2
(1995): 339-371.

Wu, Yenna. The Chinese Virago: A Literary Theme. Cambridge: Har-
vard University Council on East Asian Studies, 1995.

—— “Venturing Beyond the Domestic Sphere: Suggestions of Proto-
Feminist Thought in Ming-Qing Fiction.” Journal of the Chinese
Language Teachers Association 32.1 (1997): 61-94,

Xu Wet. Sisheng yuan, Ge dai xiao V985, Tt Zhou Zhong-
ming, ann. Shanghai: Shanghai guji chubanshe, 1984,

Yan Zhitui. Yanshi jiaxun jijie BRECENERE. Wang Ligi FH]2,
ed. Beijing: Zhonghua shuju, 1993,

Yang Yinshen 1B{&EER. Zhongguo suwenxve gailun THEE ST EA%
o In Zhongguo geyao, Zhongguo suwenxue gailun thEIERE,
HREA S B 2g . Taibei: Shijie shuju, 1961.

Zeng Yongyi ®k¥K. Qingdai zaju gailun FEHEEIREN. 1975; pt.,
Taibei: Lianjing chubanshe, 1979,

Zhang Youhe JRAKHH, comp. and ann, Tang Song chuangi xuan J&
KAHETE. Beijing: Renmin wenxue chubanshe, 1982.

Zheng Xuan B¥E. Zuofei an rizuon WEIEEHEE. In Jiang Yujing,
comp., Lidai xiaoshuo biji xuan, “Ming” Section, 307-403.

Zhou Yibai. Zhongguo xigu fazhanshi gangyao chE|ELHh 28R & 4
2. Shanghai; Shanghai guji chubanshe, 1979.



Satiric Elements in Chinese Xiaoshno, Drama, and Oral Literature and Performance 45

Zhu Kuei k8¢, Xiejue Ju Z5NE$E. In Jiang Yujing, comp., Lidai
xigoshuo biji xuan, “Tang” section, 171-177.

Zhu Ziqing 2B . Zhongguo geyao TEIKEE. In Zhongguo geyao,
Zhongguo suwenxue gailun. Taibei: Shijie shuju, 1961.



