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Abstract

This dissertation investigates the world’s global entanglement with China through

EAN13

what I call classic Chinese novels’ “global media climates.” From the Ming dynasty (1368-
1644) to the “rise of China” after the millennium, classic Chinese novels such as Xiyouji
(Journey to the West) and Sanguo Yanyi (Romance of the Three Kingdoms), have circulated
around the world in the forms of translations, rewritings, theatrical, and other media
adaptations. However, three dominant approaches have thus far limited our understanding of
such phenomenon. First, the China-centered approach, which assumes that the novels’ spread
symbolizes “Chinese influence” over its neighbors. Second, the China-decentering approach,
which accentuates how the novels have been re-appropriated or absorbed as “national
canons” in, for example, Japan or Korea. Third, the transnational and pluralist approach,
which fully acknowledges the portable use of classic Chinese novels in multiple contexts.
While this third approach correctly highlights heterogeneity, it still fails to explain why
multitudinous agents across times, spaces or even races, have to and want to assert their own
“versions” by returning and resorting to, as well as (re)playing with and participating in the

very same infrastructure of classic Chinese novels from time to time.

This dissertation suggests that the answer lies with classic Chinese novels themselves
— their forms of affect, as well as their affordance of imaginative materials for collaborative
world-making. Drawing from new materialism, actor-network theory, ecocriticism, affect
theory and infrastructuralism, this dissertation shows how the ecological, formal, affective
and infrastructural qualities of classic Chinese novels distinctively afford (i.e. providing
materials for) and invite adaptations to globally take place as world-making events.
Theorizing Hongloumeng and Jin Ping Mei’s affordances of ecological forms, affective
worldmaking and infrastructural network as “global media climates” in the 20" and 21
century, this dissertation adopts a non-anthropocentric approach in showing how
cosmological forms of affect (such as “water” in Daoism, and “wind” as conceived in
Chinese and East Asian literature) serially link the original novels to each and all of their
adaptations across times, spaces, and cultures, dissolving the human-non-human as well the

socialism-and-capitalism dichotomy in the age of Anthropocene and Sinocene. (348 words).
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Introduction:

Classic Chinese novels as global media climates'

In China, we must concede that [great literature such as] Sanguo Yanyi and
Shuihuzhuan are still widely circulating, but that is due to the intended
sustaining of Sanguo Yanyi’s gi/air and Shuihuzhuan’s gi/air in the society.

TEMETERTE (ZEEER) 1 OKEE)  HERBTHEERZ
BERMIZKCEHRRTEEL ©

Lu Xun &3, “Preface for Ye Zi’s ‘Big Harvest™
EERME (BUL) Fr (1935)

Past events may be regarded as categorical commotions of

varying magnitudes of which the occurrence is declared by inbuilt

signals analogous to those kinetic energies...These energies undergo various
transformations between the original event and the present. The present
interpretation of any past event is of course only another stage in the
perpetuation of the original impulse.

George Kubler, The Shape of Time:
Remarks on the History of Things (1962)

Comparative literature scholars such as C.T. Hsia called them “classic” and Andrew
Plaks called them “masterworks.”* Both major critics of what have been called “classic Chinese
novels” were taking cues from the canonization of five, or six (if Rulin Waishi {EMANE [The
Scholar] is included) Ming and Qing Chinese novels in late imperial and early modern China.
Outperforming perhaps all modern Chinese literary canonical works, classic Chinese novels,

namely, Sanguo Yanyi/ “Sanguo” =[S/ (Romance of Three Kingdoms), Xiyouji Pailz

! Portions of this introduction have been rewritten from my review essay Yim Tsz-kit, “Worlding Classic Chinese
Novels: Translation, Adaptation, and Affective Network in the Age of Global China.” Chinese Literature: Essays,
Articles, Reviews. 44 (2022): 259-267.

2Lu Xun &M, “Yezi zuo ‘fengshou’ xu” EEL/E (') FF [Preface for Ye Zi’s ‘Big Harvest’] In Lu Xun quanji
vol. 6 [Collected works of Lu Xun vol.6] (Beijing: Remin wenxue chubanshe, 2005): 227-230.

3 George Kluber. The Shape of Time: Remarks on the History of Things (New Haven: Yale University Press, 1962)
4 C.T. Hsia, The Classic Chinese Novel: A Critical Introduction (New York: Columbia University Press, 1968);
Andrew Plaks, Archetype and Allegory in the Dream of the Red Chamber (Princeton: Princeton University Press,
1976) and The Four Masterworks of the Ming Novel (Princeton: Princeton University Press, 1987).

10



(Journey to the West), Shuihuzhuan/ “Shuihu” 7KZH#E (Water Margin) and to a much lesser
degree, Hongloumeng 411822 (Dream of the Red Chamber) and even less: Jin Ping Mei il
(The Plum in the Golden Vase), have continued to circulate around the world as global media.
Both within and beyond China, these literary canons continue to thrive as relatable and likeable
adaptation materials in different ways and to different degrees in the forms of multi-lingual
translations, rewritings, live-action films, TV dramas, animations, comics/manga, video games,
travel-reality shows and so forth.

To apprehend classic Chinese novels’ afterlives, one must then include classic Chinese
novels (conventionally quarantined as “late imperial Chinese literature” in what Wai Chee
Dimock calls “synchronic historicism™)? in the study of modern and contemporary Sinophone,
East Asian, Asian American, transpacific, or simply global film and media studies. Before laying
out the methodologies and theories that this dissertation employs, the following sections of this
introduction will first provide a state of the field review regarding classic Chinese novels’ global
presence. Then, it will spotlight the limits of some of the current approaches that have been and
could be employed to study the “worlding” of classic Chinese novels. The final section will lay
out this dissertation’s simultaneously formalist, affective, ecological, and infrastructural
approach in tracing classic Chinese novels’ global circulations as global media climates, by way

of Lu Xun’s prescient attunement to classic Chinese novel’s gi/air.

5 Dimock questions the approach of “synchronic historicism” which “hardly acknowledges that the hermeneutical
horizon of the text might extend beyond the moment of composition...Nor does it recognize that the passage of
time...can give a past text a semantic life that is an effect of the present, rather than of the age when the text was
produced.” Wai Chee Dimock, “A Theory of Resonance.” PMLA 112, no. 5 (1997): 1060-1071.

11



State-of-the-field:

Studies of translations and circulations of classic Chinese novels from the 1980s

While Western and Anglophone literary canonical works, such as Shakespeare, continue
to receive book-length treatments invigorated by frameworks such as postcolonial and translation
theory, feminist, queer and trans theory, ecocriticism, digital humanities, and crucially also in
East Asia studies (see, most exemplarily Alexa Alice Joubin’s Chinese Shakespeare [2009];
Shakespeare in East Asia [2021]),° the comparable case of classic Chinese novels in the world
has not been proportionately studied and theorized in Anglophone academia. Until recently,
Anglophone studies of classic Chinese novel’s translational and transmedial circulations have
been scant, especially compared to Chinese-language scholarship. On the other hand, mainland
Chinese and Sinophone literary criticism and scholarship have been especially invested in
studying the novels’ circulations from the perspectives of translation and global reception since
the late 1980s.” Since then, publications on such topics have continued to proliferate in mainland
China, often preoccupied with the question of Chinese “influence” over the world or more

liberally framing the novels’ circulations as “cultural exchange” between nations.®

¢ Alexa Alice Joubin, Chinese Shakespeares: Two Centuries of Cultural Exchange (New York: Columbia

University Press, 2009) and Shakespeare and East Asia (Oxford: Oxford University Press, 2021).

7" In Hong Kong and Taiwan, for example, book-length analyses along this line of inquiry appeared as early as the

late 1970s. For example, Stephen C. Soong FK;H’s Hongloumeng xiyouji: Xiping Hongloumeng xin yingyi 4] F£2575

HEEC: AHEPAIAREEH T2 [Hongloumeng’s journey to the West: critical essays on the English translation of David

Hawkes] (Taipei: Linking, 1976). In the late 1980s and early 1990s in mainland China, Wang Lina’s = EE#, ed.

Zhongguo gudian xiaoshuo xiqu mingzhu zai guowai [ BL/NEREX B 4 E B4 [Traditional Chinese fiction

and drama in the world] (Shanghai: Xuelin chubanshe, 1988), and Hu Wenbin’s &{SZ# Hongloumeng zai guowai
(411825 ) FEBY) [Hongloumeng in the world] (Beijing: Zhonghua shuju, 1993) are some of the earliest

treatments of this topic in the PRC.

8 1 am referring to a large corpus of articles published in leading journals based in mainland China,

such as Hongloumeng xuekan 4 {#2527] and Ming-Qing xiaoshuo yanjiu BRJE/NERITZE. The latter

journal, for example, often in each issue publishes several articles devoted to Ming-Qing novels’ global

translations and circulations.

12



In the 1980s, when Deng Xiaoping’s economic reform took off, Anglophone studies of
classic Chinese novels’ global circulations also begun. Published in Beijing in 1987 and later
translated into Chinese in 1989, Claudine Salmon’s edited volume Literary Migrations:
Traditional Chinese Fiction in Asia, 17-20" Centuries (1987) represents a pioneering
international effort in tracking how “traditional Chinese fictions” (including classic Chinese
novels) were translated and adapted in East and Southeast Asia.’ Yet Salmon’s volume has not
received book-length follow-ups until after the millennium, around the time when China joined
the World Trade Organization (WTO) in 2003 and hosted the Beijing Olympics in 2008. During
such times of increasing Sino-American, inter-Asian and East-West entanglement, discourses
surrounding “the rise of China” gained currency (not without ambivalence), and concomitantly,
the question of Chinese soft power—what it is, what it has been, or what it might be—came to
the fore in public and intellectual inquiries.!® Echoing such change of currents, in 2013,
Salmon’s out-of-print volume, long reviewed as significant by premodern Chinese literary
scholars such as Robert Hegel and Wilt Idema,!! warranted a reprint in Singapore for a renewed

interested in inter- and intra-Asian exchanges.!?

% See Claudine Salmon, ed., Literary Migrations: Traditional Chinese Fiction in Asia, 17-20th Centuries (Beijing:
International Culture Publication Corporation, 1987; reprinted in Singapore: Institute of Southeast Asian Studies,
2013).

10 The concept is originally formulated in discussing American influences over the world; see Joseph S. Nye, Bound
to Lead: The Changing Nature of American Power (New York: Basic Books, 1990).

! See the positive reviews of Robert Hegel, “Literary Migrations: Traditional Chinese Fiction in Asia (17th-20"
centuries) by Claudine Salmon (Book Review),” Chinese Literature: Essays, Articles, Reviews 13 (December 1991):
187-190 and Wilt L. Idema “Literary Migrations: Traditional Chinese Fiction in Asia (17th-20th centuries) by
Claudine Salmon (Book Review)” Bijdragen Tot de Taal-, Land-En Volkenkunde, 145 no. 4 (1989): 582-584.

12 The publisher explained the reprint this way: “Since [Salmon’s volume went out of print], more works especially
in Chinese, Japanese, Korean, and Western languages have appeared which are mainly concerned with cultural
exchanges between China and the countries of East Asia ... a new interest has arisen among scholars from various
countries on what has been termed ‘Asian translation traditions’ and conferences are regularly organized on this
topic. Judging from this rising interest in translation history, this book on traditional Chinese fiction in Asia, which
sets the question of Asian translations into a general framework, and so far has no equivalent, is still of service to
researchers.” See ISEAS Yusof Ishak Institute’s website, https://bookshop.iseas.edu.sg/publication/1928, last
accessed 5 March 2024.

13



Beginning in the 2000s, Anglophone anthologies and edited volumes on the global
circulation of classic Chinese novels and Chinese literature have steadily increased and peaked
most recently in the 2020s.!* Book-length studies have paid attention to the circulatory power of
Chinese folktales or “classics” such as Hua Mulan, Liang-zhu (“the Butterfly Lover”), Bai-she-
zhuan (the story of the white snake), Liaozhai zhiyi (Strange Tales from Liaozhai Studio).'* And
of course, the list goes on to include the even more popular cases of classic Chinese novels such
as Xiyouji," Sanguo Yanyi,'® Shuihuzhuan,'” Hongloumeng'® Jin Ping Mei,"® or discussing them
altogether.?’

Notably, these new monographs have built on while also ventured beyond the usual focus

on rewritings of Chinese canons in early modern China (see Martin Huang’s pioneering edited

13 See the following key English volumes which have included classic Chinese novels in their scope of inquiry: Leo
Tak-hung Chan, ed. One Into Many: Translation and the Dissemination of Classical Chinese Literature
(Amsterdam: Rodopi, 2003); Benjamin Wai-ming Ng 52{&BH, ed. Zhongguo xiaoshuo yu chuanshio zai Riben de
chuanbo yu zaicuang &/ NaR BUEER AT H ARRYEREEL Al [The circulation and reinvention of Chinese fiction
and myths in Japan] (Shanghai: Shanghai Jiaotong University Press, 2018); Leo Tak-hung Chan, Western Theory In
East Asian Contexts: Translation and Transtextual Rewriting. (New York: Bloomsbury Academic, 2020);; Leo Tak-
hung Chan, and Zong-qi Cai, eds. History Retold: Premodern Chinese Texts In Western Translation. (Leiden: Brill,
2022); Li Guo, Patricia Angela Sieber, and Peter F Kornicki, eds. Ecologies of Translation in East and Southeast
Asia, 1600-1900. (Amsterdam: Amsterdam University Press, 2022); Qi Lintao, and Shani Tobias, eds. Encountering
China's Past: Translation and Dissemination of Classical Chinese Literature (Singapore: Springer, 2022); Luo
Junjie, Traditional Chinese Fiction in the English-Speaking World: Transcultural and Translingual Encounters.
(Switzerland: Palgrave Macmillan, 2022).

14 Lan Dong, Mulan’s Legend and Legacy in China and the United States (Philadelphia: Temple

University Press, 2011); Sookja Cho, Transforming Gender and Emotion: The Butterfly Lovers Story in

China and Korea (Ann Arbor: University of Michigan Press, 2018), Liang Luo, The Global White

Snake (Ann Arbor: University of Michigan Press, 2021); William D. Fleming, Strange Tales from Edo: Rewriting
Chinese Fiction in Early Modern Japan. (Cambridge: Harvard University Asia Center, 2023).

15 “Tokushii: “Saiyuki” 45£2= TPH#EECa [Special issue: Xiyouji]. Yuriika=Eureka =) £ 7 (September 1998);
Isobe Akira HE(%2, Tabiyuku Son Gokii: Higashi Ajia no Saiyiiki Ji&{T < F4IEZE : W7 ¥ 7 OPEHEEC [The
traveling Sun Wukong: Xiyouji in East Asia].Tokyo: Hanawa Shobd, 2011); Song Jeong-hwa R E{Fl1, Xiyouji yu
dongya dazhong wenhua: yi Zhongguo, Hanguo, Riben weizhongxin {Fgiisc) BlsEai G AL « DAFRE - &%
~ HZA B H0.0) [Xiyowji and East Asian popular culture: the cases of China, Korea and Japan] (Nanjing:
Fenghuang chubanshe, 2011); Bai Huiyuan (2T, Yingxiong biange: Sun Wukong yu xiandai Zhongguo de ziwo
chao yue FEREEERS - TATEZE BAER (X 0 BAY B o8k [The changing monkey: Sun Wukong and the self-
transcendence of modern China] (Beijing: Sanlian, 2017); Hongmei Sun, Transforming Monkey: Adaptation and
Representation of a Chinese Epic (Seattle: University of Washington Press, 2018); Wenyan Luo, Translation As
Actor-Networking: Actors, Agencies, and Networks In the Making of Arthur Waley's English Translation of the

Chinese Journey to the West (New York: Routledge, 2020); Barbara Wall, The Dynamic Essence of Transmedia
Storytelling: A Graphical Approach to The Journey to the West in Korea (Leiden: Brill, 2024).
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volume),?! bringing to light the transtemporal, transcultural, and transnational afterlives of these
books’ global network in between literary text, translation, film, and other different media. These

pathbreaking works in Chinese, English and Japanese and other languages have altogether

16 Zako Jun 2R Sangoku shi to Nihonjin =[E& & HZ N [Sanguozhi and the Japanese people] (Tokyo:
Kodansha, 2002); Qiu Ling 548, Wu Fangling S275#%, Sanguo yanyi zai Riben =B[}#EF1E H 7 [Sanguo yanyi in
Japan] (Yinchuan: Ningxia renmin chubanshe, 2006); Tanaka Naoko FH &, Sangokushi Kyojushi Ronko = [F|

B2z [An affective history of Japan’s reception of Sanguo] (Tokyo: Kyiko Shoin, 2007); Zhao Ying %%,

’Sanguo yanyi" zai Riben de yijie yu yanjiu { =BEZ) 1F H RO/ BIHFFE [Translations and studies of
Sanguo Yanyi in Japan] (Tianjin: Nankai University Press, 2014); Jin Yong 455, Xingsi shenyi—Sanguo Yanyi zai
Taiguo de gujin chuanbo JHALItHE— (ZEIHETE ) FZREINY S E % [Alike in appearance, different in spirit:
Sanguo Yanyi’s circulation in Thailand] (Beijing: Peking University Press, 2018); Chen Xizi [(ilgT-, Riben liuxing
wenhua zhong de Zhongguo Jingdian Juzhu: Sanguozhi yu Sanguo yanyi HZARIT AR PEGHEZ: (=
&) Bl (=ZFEFR) [Classic Chinese canons in Japanese popular culture: The case of Sanguozhi and Sanguo
Yanyi] (Guangzhou: Jinan University Press, 2019); “Tokushii = ‘Sangokushi' no sekai’” #5£8= " =[E& | OHF
[Special issue: the world of Sanguozhhi] Yuriiia=Eureka ') 1 77 (June 2019); Nagao Naoshige = E H %, Honpo
ni okeru Sangokushi engi juyo no shoso "FNZ BT 5 Z[EEHZZ B DEESH [The reception of Sanguo in Japan]
(Tokyo: Bensei Shuppan, 2019); Wenqing Peng. Intertextuality in the English Translations of San Guo Yan Yi (New
York: Routledge, 2021); Hyuk-chan Kwon, How Three Kingdoms Became a National Novel of Korea: From
Sanguozhi yanyi to Samgukchi (Leiden: Brill, 2023).

17 Takashima Toshio = E & 5. Suikoden to Nihonjin K3z & HAN: 7T SHEF F T [Shuihuzhuan and the
Japanese people: from Edo to Showa] (Tokyo: Daishiikan Shoten, 1991); Inada Atsunobu fgHE(Z, ed. T7/KE
{5y O W7 Y 7B 55553 & 0B [The shocking impact of Shuihuzhuan: language contact
and cultural reception in East Asia] Ajia yiigaku = Intriguing Asia 121 (March 2010); William C. Hedberg, The
Japanese Discovery of Chinese Fiction: The Water Margin and the Making of a National Canon (New Y ork:
Columbia University Press, 2019); Wu Rongbin 2298, Shuihu zhuan zai Riben 7K#{HAE H A [Shuihuzhuan in
Japan] (Hangzhou: Zhejiang University Press, 2021); Sun Linjing 4%, Nihon kinsei ni okeru hakuwa shosetsu
no juyo, Kyokutei Bakin to "Suikoden” HZAITHIZ BT 5 HEE/ N R D2, ii=EE L T /KA | [Acceptance
of colloquial novels in early-modern Japan: Kyokutei Bakin and Shuihu zhuan] (Tokyo: Kyiiko Shoin, 2021).

18 Choe Yongchul g5, Hongloumeng zai Hanguo de chuanbo yu fanyi 4] {855 (T vRE AV (S HEBLEN =
[Hongloumeng’s translation and circulation in Korea], trans. Xiao Daping (Beijing: Zhonghua shuju, 2018); Fan
Shengyu, The Translator's Mirror for the Romantic: Cao Xueqin's Dream and David Hawkes' Stone. (Oxon:
Routledge, 2022); Chia Jee-luan #i{¢ff, Hongloumeng zai Malaixiya he Xinjiapo de chuanbo yu yanjiu {41525 )
1 B AR Py o AT I Y F% BiAT 5T [The dissemination and research of 4 Dream of Red Mansions in Malaysia and
Singapore (1818-2018)] (Shandong: Shandong University Press, 2023); Riccardo Moratto, Kanglong Liu, and Di-
kai Chao, eds. Dream of the Red Chamber: Literary and Translation Perspectives (Oxon: Routledge, 2023)

1 Lintao Qi, Jin Ping Mei English Translations: Texts, Paratexts, and Contexts (Oxon Routledge, 2018);
Kawashima Yiko || E{ET, Kin Pei Bai No kosé to sono juyo. " $HiMG | DFEME & Z D275 [The conception of
Jin Pin Mei and its reception in Japan] (Tokyo: Kenbun Shuppan, 2019), Vibeke Bordahl, and Lintao Qi, ed.. Jin
Ping Mei - A Wild Horse In Chinese Literature: Essays On Texts, lllustrations and Translations of a Late Sixteenth-
Century Masterpiece. (Copenhagen NIAS Press, 2022).

20 Kaitokudo Kinenkai {3 {E 5 2082 ed., Chiigoku yondai kisho no sekai: “Saiyﬁki, “Sangokushi engi,”
“Suikoden,” “Kinpeibai” o kataru rhEREFHOMS: T | " =EEEE | T KRHE ) T B, A58
% [The world of four Chinese masterworks: Xiyouji, Sanguo Yanyi, Shuihuzhuan. Jin Ping Mei] (Osaka: Izumi
Shoin, 2003); “Tokushii, Nihon shomin bungei to Chiigoku” $545 H AR 2= & F1[E [Special issue: Japanese
popular arts and China] 4jia yiigaku = Intriguing Asia, 105 (December 2007).

2l Martin Huang, ed. Snakes’ Legs: Sequels, Continuations, Rewritings, and Chinese Fiction.

(Honolulu: University of Hawai’i Press, 2004).
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crossed boundaries of Sinology, area studies, ethnic studies, comparative literature, and media
studies, through a genealogical archiving of Chinese storytelling’s global potential in making
world-connection in their respective language or area focus.

Overall, however, I argue that three approaches have dominated, and thereby limited our
understanding of the phenomenon of classic Chinese novels’ global circulations. First, the China-
centered approach, which assumes that the novels’ spread symbolizes “Chinese influence” over
its neighbors.?? Second, the China-decentering approach, which accentuates how the novels have
been localized, re-appropriated or absorbed as “national canons” or cultures in, for example,
Japan and Korea.?® Third, the transnational and pluralist approach, which settles on adaptations’
multiplicity and heterogeneity (a la cultural studies). But all three approaches or critical
dispositions cannot explain why diverse agents across time, spaces or even races have altogether
found it necessary to assert their own “subjectivity” or “versions” by resorting to or playing with
the same set of classic Chinese novels across centuries.

Missing out on the ontology (i.e., what classic Chinese novels are, as opposed to what
they mean and how they got received, re-presented, re-signified or re-invented),** these different
forms of scholarships have also neglected the forces of “natures” and “natural elements” in
classic Chinese novels, and they have also neglected how such non-human forces continue to
impact on modern and contemporary world. For perhaps disciplinary reasons, existing
scholarship highlighted above either focused on one classic Chinese novel’s circulation or their

circulations in one language or nation, focusing mostly on the politics of representations,

22 Such sinocentric readings are rare in academic writings, but very rampant in popular writings or public discourses
in contemporary China.

23 See particularly, Hedberg, The Japanese Discovery of Chinese Fiction; Kwon, How Three Kingdoms Became a
National Novel of Korea.

24 The ontological turn, particularly in anthropology, refers to a study of “reality” beyond the culture and nature
divide. One approach in going beyond this divide is “animism.” See the well-cited Philippe Descola, Beyond Nature
and Culture, trans. Janet Lloyd (Chicago: University of Chicago Press, 2013).
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translations, and rewritings. Though they collectively enable rediscovery of classic Chinese
novels’ worldliness, ultimately, they leave us clueless as to why, for example, one form of
classic Chinese novels such as Xiyouji have crossed national boundaries much more proactively
and profusely than Hongloumeng, or for that matter, the often-censored Jin Ping Mei.?>

Indeed, why did certain Chinese literary and cultural texts get translated, adapted, “used,”
and “appropriated” more than others? Most recent scholarship above have productively adopted
the approach of contextualizing and recontextualizing of certain “texts” in new “contexts,” but
why such “recontextualization” or “reinvention” of classic Chinese novels or texts had to take
place in the first place? Why have classic Chinese novels continued to exert ubiquitous global
presence despite their premodern as well as Chinese or sinographic origins??®* Why does any
non-Chinese nation and culture, such as Japan, continue to adapt Sanguo Yanyi into manga,
game, and anime, despite the ready existence of Japanese canons (e.g. The Tale of Genji) and the
wide availability of by now “original” anime franchises (such as Astro Boy) since the 1960s until
the post-millennial present??” And why would film adaptations of Sanguo, such as s Red Cliff
(2008-2009, dir. John Woo), find Hollywood investment and be internationally co-produced,

ultimately becoming a box-office success all over Asia? Why will a game series adapted from

25 One recent exception is Barbara Wall, who argues that Xiyouji’s very dynamics in global circulation (in her case,
60 adaptations and variations in Korea) is attributed to Xiyouji itself, whose “essence” strangely “frees’ the
adaptation from the “original.” See Wall, The Dynamic Essence of Transmedia Storytelling.

26 On using the lens of “Sinographic cosmospolis” in doing East Asian comparative literature, see most recently:
Ross King, ed. Cosmopolitan and Vernacular in the World of Wen: Reading Sheldon Pollock from the Sinographic
Cosmopolis (Leiden: Brill, 2023).

2" For The Tale of Genji’s modern and contemporary reinventions, see Haruo Shirane, ed., Envisioning the Tale of
Genji: Media, Gender, and Cultural Production (New York: Columbia University Press, 2008); Michael Emmerich,
The Tale of Genji: Translation, Canonization, and World Literature (New York: Columbia University Press, 2013).
For seminal studies of Xiyouji’s manga and animation in Chin and Japan, scholarship is copious, but for the earliest
adaptation in the 20™ century from Republican China to socialist China as well as imperial and post-war Japan, see;
Sean Macdonald, Animation In China: History, Aesthetics, Media (London: Routledge, Taylor & Francis Group,
2016); Hikari Hori, Promiscuous Media: Film and Visual Culture In Imperial Japan, 1926-1945. (Ithaca: Cornell
University Press, 2017); Daisy Yan Du. Animated Encounters : Transnational Movements of Chinese Animation,
1940s-1970s (Honolulu: University of Hawai‘i Press, 2019).
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Sanguo such as Sangoku Musou and Sangokushi, while developed by the Japanese, in turn
become popular in mainland China and the Sinophone world, affording immersive play to people
all over the world as well as leading to business collaboration in East Asia at large???

Instead of being bounded by dichotomies entrenched in the politics of representation (i.e.,
center and periphery, sinicization and de-sinicization, hegemony and resistance, China and the
world), we shall equally ask questions about classic Chinese novels’ formal as well as affective
capacities: why such “reinventions” — or more precisely, why such re-forming, and de-forming
of Chinese classics had to take form in the first place, particularly, on the border of and outside
of China? What can explain the world’s sustainable affective investment in being attached to

99 ¢

classic Chinese novels? Even when the intentions appear to be “subversive,” “resistant” or as
some may believe, to become “completely different” from the “Chinese” “original,” why can’t
they leave classic Chinese novels alone and behind?%

To answer these questions, we need a new set of vocabulary beyond simply adding more
and more new case studies of adaptations in one “area” or one “period” after another. Re-
invention of canons is important, but re-invention is always connected to other re-inventions; as
such, reinvention is never sovereign and self-sustaining, but collaboratively networked and

networking. At the same time, we also need to be cautious about the opposite tendency in

valorizing the notion of “fidelity” towards the original.>® Therefore, instead of fidelity, I argue

28 For Sanguo’s affordance of “immersion” from novel to games, see Paize Keulemans, “Immersion without
Mimesis in The Romance of the Three Kingdoms and Sangoku Musou (Dynasty Warriors)” Nanyang Journal of
Chinese Literature and Culture 3 (November 2022): 127-152.

2% On the inevitability of being attached even when one claims to detach, see Rita Felski, Hooked: Art and
Attachment. (Chicago: The University of Chicago Press, 2020); I also draw from Felski’s Latourian approach
throughout the dissertation, see also Rita Felski, “Comparison and Translation: A Perspective from Actor-Network
Theory.” Comparative Literature Studies 53, no. 4 (2016): 747-765.

30T share the concern of ontology (mostly Bazinian) in adaptation studies scholarship, but the term fidelity does not
stress the collaborative nature among originals and adaptations. On fidelity, see particularly these useful volumes:
Colin MacCabe, Rick Warner, and Kathleen Murray, eds. True to the Spirit: Film Adaptation and the Question of
Fidelity. (Oxford: Oxford University Press, 2011); Andrew Dudley, ed. André Bazin on Adaptation: Cinema's
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that it is high time to think about what Anna Tsing calls “collaborative survival,” which signals
and cultivates the entanglement between new and old, tradition and modernity, human and non-
human, and as we will add: China being with the world and the world being with China. The
challenges are: how can one accurately and affectively describe classic Chinese novels’ “kin-
making” as international affairs, which are always dynamic, multilateral, and polycentric?*! Most
mind-bogglingly, what, and who, is “behind” such a transhistorical phenomenon as classic
Chinese novels’ cross-cultural itinerancy, which has been ongoing for centuries, and surely is not

going away anytime soon?

Ecological form, affective worldmaking, and infrastructural network

Gesturing towards such unending relationality between China and the world through the
aesthetic-political form of classic Chinese novels, this dissertation suggests that the global appeal
of these novels should, first of all, be schematized and theorized by going back to the novels’
forms of affects themselves, as film scholar Eugenie Brinkema suggested elsewhere.? This
dissertation provides two case studies respectively on Hongloumeng and Jin Ping Mei,
historically tracing and feeling around the two novels’ transmedial afterlives through three
interrelated rubrics: ecological form, affective world-making, and infrastructural network. The

three keywords are not discrete entities. As reshuffle-able team players, each of them will take

Literary Imagination, trans Deborah Glassman and Natasa Durovi¢ova (Oakland: University of California Press,
2022).

31 For the idea of “collaborative survival,” see Anna Lowenhaupt Tsing, The Mushroom at the End of the World: On
the Possibility of Life in Capitalist Ruins (Princeton: Princeton University Press, 2015).

32 [ am inspired by Eugenie Brinkema’s proposal of “radical formalism” in film studies through which she reads
contemporary Euro-American avant-garde and horror films through and as philosophical and diagrammatic forms in
continental philosophy, such as grids, and other diagrams; see Eugenie Brinkema, The Forms of the Affects
(Durham: Duke University Press, 2014); see also her follow-up: Life-Destroying Diagrams (Durham: Duke
University Press, 2021).
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turns in spotlighting specific aspects of this worldly phenomenon that we can call classic Chinese
novels’ global media climates.>

Theorizing from the ecological forms by turns latent and blatant in these two novels (i.e.,
“water” in Hongloumeng and “wind” in Jin Ping Mei), this dissertation will show how classic
Chinese novels make kin, as Donna Haraway suggested, beyond the confines of ancestry and
genealogy, across nations, cultures, and species through affect. I call such kin-making “affective
worldmaking.”** Such affective worldmaking repeats across times, spaces, and contexts, and in
this sense classic Chinese novels also serve as “infrastructural network™ meditating between
China and the world, East and West, the global North and South (e.g., the “Belt and Road
initiative (BRI)” in the case of Xiyouji), and temporally speaking between past, present, and
future.

First, let’s begin with “ecological form.”* In literary studies, form and formal analyses
are nothing new; for example, we use literary forms such as meter, stanza, and couplet to study
poetry. In Chinese literature, as David Der-wei Wang in 4 New Literary History of Modern
China (2017) reminds us, the concept of wen < in Chinese literature does not simply mean, but
manifests and makes worlds as forms, as “ornament” and “cosmic pattern.”*¢ But for a theory of

form that accommodates both the workings, and sometimes collision between literary and socio-

33 Since the three terms are relationally intertwined, I could have, for instance, reshuffled the key words as
“infrastructural form, ecological worldmaking, and affective network” or “affective form, infrastructural world-
making, and ecological network.”

34 Donna Haraway defines kin-making as “something other/more than entities tied by ancestry or genealogy...the
kindest were not necessarily kin as family; making kin and making kind (as category, care, relatives without ties by
birth, lateral relatives, lots of other echoes) stretch the imagination and can change the story,” Staying with the
Trouble: Making Kin In the Chthulucene (Durham: Duke University Press, 2016).

35 For the term, 1 take inspiration from Philip Steer, and Nathan K. Hensley, eds. Ecological Form: System and
Aesthetics In the Age of Empire. (New York: Fordham University Press, 2019).

36 David Wang takes cue from Martin Heidegger and suggests how the ancient idea of “literariness” (wen) enacts
“manifestation—in corporal, artistic, socio-political, and natural terms—in the world.” David Wang, “Introduction:
Worlding Literary China.” In 4 New Literary History of Modern China edited by David Der-wei Wang (Cambridge:
Harvard University Press, 2017), 5.
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political forms, I draw from Caroline Levine’s influential volume Forms: Whole, Rhythm,
Hierarchy, Network (2015), where she defines form as “all shapes and configurations, a//
ordering principles, all patterns of repetition and difference.” (emphasis mine).’” In her
deliberately generalizing model, literary form is no different from — indeed always working
together with social-political, architectural, or infrastructural arrangements (e.g. library,
restaurant, and airport) in shaping social-political realities through nothing but aesthetics,
through nothing but forms. Detecting forms in literature and social world, as Levine argues, will
demonstrate the “affordance of forms,” which “allow us to grasp ... both the particular
constraints and possibilities that different forms afford, and the fact that those patterns and
arrangements carry their affordances with them as they move across time and space.”8
Following Levine’s trans-contextual and trans-temporal formal approach, we can now
walk a less travelled path: how come classic Chinese novels have made worlds while also
enabling so many different remakes? What “forms” and “materials” (i.e., patterns, arrangements,
ordering) have they afforded, to the extent that they have, all over the years, recruited so many
participants and co-creators in generating what we can now call their global media climates?® ¢
To grasp form as ecological is to attend to the agency of ecological “things” in classic

Chinese novels as what Jane Bennett calls “vibrant matters” and as what Bruno Latour’s actor-

network theory calls “actants,” which manifest themselves as “many metaphysical shades

37 Caroline Levine, Forms: Whole, Rhythm, Hierarchy, Network (Princeton : Princeton University Press, 2015), 3;
see also her sequel: The Activist Humanist: Form and Method In the Climate Crisis (Princeton: Princeton University
Press, 2023).

38 Alive to both possibilities and crucially, constraints, Levine defines materials’ affordance with the following
examples: “glass affords transparency and brittleness. Steel affords strength, smoothness, hardness, and
durability...A doorknob affords not only hardness and durability, but also turning, pushing, and pulling” (6).

39 Yen Kun-yang 2H &[5 likewise sees classic Chinese novels as “ingredient” which afford myriad ways in realizing
what he calls “diverse” values: see “Zhongguo gudian iaoshuo mingzhu de wenhua yuanliao xing, bu ding shi
wenben zaizhi yu duoyuan jiazhi duixian” 7[5 7 B/ NR4E RIS ABERHE ~ RENCABERIEIZ TEE IR
[The cultural ingredient-ability in classic Chinese fiction: A contention of contexts in non-designated eeproduction
and negotiation of diverse Values] Dong Hwa Journal of Chinese Studies BRHEEE 19 (2014): 281-328.
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between full causality and sheer inexistence.” As Latour suggests, these non-human actants,
while ““determining’ and serving as a ‘backdrop for human action,” might [also] authorize,
allow, afford, encourage, permit, suggest, influence, block, render possible, forbid, and so on.”*°
Taking cue from Bennett and Latour, our focus on classic Chinese novels’ ecological form will
therefore allow us to rethink agency as always already distributed and distributing among
human and also non-human.

Among all miscellaneous forms in each classic Chinese novels, this dissertation suggests
that it is their ecological forms which stand out in the affective world-making in between China,

East Asia, and the world. Ecological forms abound in Chinese literature (from flowers to

mountains, for instance), but one such most important form is ¢i (in Japanese ki %i; in Korean

99 <6 99 ¢¢

gi 71), which are variously translated into English as “air,” “energy flow,” “vital force,” “breath,”

2 ¢¢ 99 ¢¢

“vapor,” “currents,” “atmosphere,” and “mana.”*! The ecological form of ¢i has been central in
Chinese and East Asian discourses on literature, philosophy, science, medicine, art, and all

aspects of their civilizations and cosmology.*? In art and visual culture, for instance, Xie He’s

ik (b. 479-502) “Six Criteria” 7;£zR, which advocates the atmospheric imperative of gi-yun-

40 See Jane Bennett Vibrant Matter: A Political Ecology of Things (Durham: Duke University Press, 2010); Bruno
Latour, Reassembling the Social: An Introduction to Actor-network-theory (Oxford: Oxford University Press, 2005),
72. In Latour’s object-oriented account, objects and things cannot be assumed to only be able to, as most sociologist
assumes, “‘express’ power relations, ‘symbolize’ social hierarchies, ‘reinforce’ social inequalities, ‘transport’ social
power, ‘objectify’ inequality, and ‘reify’ gender relations,” Reassembling the Social, 72.

41 On a short history of gi in Chinese philosophy see Cheng Chung-ying, “Qi (Ch’i): Vital Force,” in Encyclopedia
of Chinese Philosophy, edited by Antonio S. Chua (New York: Routledge, 2003), 615-617. For a succinct
transcultural archaeology of gi (air), feng (wind) and mana, see, Yang Ru-Bin #5{F2, “Qu de kaigu xue — feng,
fengqi, yu mana,” @Y% i & ~ JESREEFESN [The archeology of gi: wind, atmosphere, and mana] Bulletin
of the Department of Chinese Literature N.T.U. Z K 57 (2017):59-204. For one non-Chinese
anthropological attempt in studying mana and mass media, see William Mazzarella, The Mana of Mass Society.
(Chicago: The University of Chicago Press, 2017).

42 For a pioneering and regularly reprinted volume in the study of ¢i or ki, see Onozawa Seiichi /NEFIRFE—,
Fukunaga Mitsuji g7k Y¢ 5], Yamanoi Yui LL/FH/5, eds. Ki no shiso: Chiigoku ni okeru shizenkan to ningenkan no
tenkai QD BAE: T ENC BT 2 BARE & AREIDERH [Thinking with qi: conceiving nature and human in
China] (Tokyo: Tokyo University Press, 1978); Yuasa Yasuo. The Body, Self-Cultivation, and Ki-Energy, trans.
Shigenori Nagatomo and Monte S. Hull (Albany: State University of New York Press, 1993).
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sheng-dong (“spirit consonance” g #54:5f)), has been influential and has been thoroughly
discussed by art historians.** Scholars working in the Western traditions have also begun to look
at the aerial form as philological, biological and physiological medium on paintings and in
literature.** Abstract yet geo-material, the East Asian conception of air and gi, is ubiquitous in
the Chinese and East Asian cosmology, highly specific in its ecological form while also highly
general(izing) and generative in its affective world-making.

In the case of classic Chinese novels, such mentioning and sensing of the ecological form
and affective world-making of gi/atmosphere can be found in one of the great modern Chinese
writers Lu Xun’s (b.1881-1936) essays. One year before his death in 1936, Lu Xun in a preface
written for a fellow left-wing younger writer Ye Zi, mentioned something about the circulation
of “gi/air” in modern China and the modern world. He further qualifies that such ecological form
of gi (henceforth interchangeably “air” and “atmosphere’) comes from two classic Chinese
novels, namely Sanguo Yanyi and Shuihuzuan.*> To witness the exceptional generativity of the

novels’ gi as affective world-making, we need to read Lu’s meditation in full:

43 1 take the translation “spirit consonance” from one early sinological treatment by Alexander C. Hoper, “The First
Two Laws of Hsieh Ho.” The Far Eastern Quarterly 8, no. 4 (1949): 412-23; see also canonical essays by Fong
Wen, “Ch’i-Yun Sheng-dong: Vitality, Harmonious Manner, and Aliveness.” Oriental Art X11, no. 3 (1966): 159—
64. James F. Cahill, “The Six Laws and How to Read Them.” Ars Orientalis 4 (1961): 37281, Art-historical
articles abound on Xie He’s principles of gi/air and aura, but let me emphasize here that gi was not immune to trans-
culturalization as early as in the 17" century China, see: Liu Lihong, “The Global Air: Atmospherics in Chinese Ink
Painting in the Seventeenth Century,” in The Routledge Companion to Global Renaissance Art edited by Stephen J.
Campbell and Stephanie Porras (New York: Routledge, 2024), 431-448; on translations of gi, see: Zhang Qiong,
“Demystifying Qi: The Politics of Cultural Translation and Interpretation in the Early Jesuit Mission to China.” In
Tokens of Exchange: The Problem of Translation in Global Circulation, edited by Lydia Liu (Durham: Duke
University, 1999), 74—106.

4 In Western art history such attention to winds on painting can be traced in Aby Warburg (b. 1866-1929). See:
Georges Didi-Huberman, “The Imaginary Breeze: Remarks on the Air of the Quattrocento.” Journal of Visual
Culture 2, no. 3 (2003): 275-289; “Aer, Aurae, Venti: Philology and Physiology in Aby Warburg’s Dissertation on
Botticelli.” PMLA 129, no. 3 (2014): 399—416; see also Eva Horn, “Air as Medium.” Grey Room, 73, no. 73 (2018):
6-25; and fog in literature, Jesse O. Taylor, The Sky of Our Manufacture: The London Fog In British Fiction From
Dickens to Woolf (Charlottesville: University of Virginia Press, 2016).

45 On atmosphere, see the following major studies: Gernot B6hme, “Atmosphere as the Fundamental Concept of a
New Aesthetics.” Thesis Eleven 36, no. 1 (1993): 113-126; Hans Ulrich Gumbrecht, Atmosphere, Mood, Stimmung:
On a Hidden Potential of Literature, translated by and Erik Butler (Stanford: Stanford University Press, 2012); on
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Many scholars believe that great literature will last. Okay, maybe (ye-xu) that’s true. But among all
great works, I’d choose to read Chekhov and Gorky rather than Giovanni Boccaccio and Victor
Hugo. The former two are more up to date, and closer to our contemporary world. In China, to be
sure, we must concede that great literature such as Sanguo Yanyi and Shuihuzhuan are still widely
circulating, but that is due to the intended sustaining of Sanguo Yanyi’s gi and Shuihuzhuan’s
gi/air in the society. Technically speaking, the author of Rulin Waishi is no worse than Luo
Guanzhong, but Chinese students today are flocking to study abroad, “swarming across heaven and
earth.” (man-tian sai-di) In this case, it seems (hao-xiang) that a book about imperial examination
such as Rulin Waishi might not last and might not be great anymore. Greatness must come from
human understanding.*

{ERHSURRAARY » #F2E ISR - il > 2P ROk AHIEE - (HIKEC » AIEEEW
20 > PRHERAYE - EAEHR - SRANE - NATEEN - MRMryE e -
Mt T ( —ERUESE) 1 CKEHE) @ BER R T HEEA =BIRAKEHRAVEIL -
(RMSME) (FBEFEATEIREE T - AM AR A RIEM DK - IS EREE A K
T WARERT o (ERMEHS AN1E ° (translation and emphasis mine)

That Lu Xun and May-fourth intellectuals craved for “new literature” and a “new China” was
well known. Most ideologically obvious in this passage was that Lu Xun prefers something
“new” in his evaluation between Chekhov/Gorky over Boccaccio/Hugo. Also obvious was that
Lu Xun singled out Rulin Waishi (The Scholars) as potentially “outdated” despite recognizing it
as being “technically” great. But his comment on the two classics Chinese novels stands out as
odd. Most indicatively, Lu Xun’s entanglement with the world’s currents or global climates is
encapsulated in his elliptical, but as such all the more telling comment that Sanguo/Shuihu qi/air
were flowing in the society. On closer reading, such a sentence is also importantly sandwiched
between the Western examples of “new” (i.e., Chekhov more “up to date” than Hugo) and the
Chinese example of “old” (Wu Jingzi’s Rulin Waishi), typographically mediating in between the
two sets of examples, two sentences, and two seeming opposites (East vs. West; tradition vs.
modernity; new vs. old) ambivalently, ambiguously, and as I emphasize, atmospherically and

ecologically.

the “air” dimension of Japanese literature, media and society, see Paul Roquet, Ambient Media: Japanese
Atmospheres of Self (Minneapolis: University of Minnesota Press, 2015).
46 Lu Xun, “Yezi zuo ‘fengshou’ xu,” 228.
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The key to unlock this passage is not to rely on any ideological opposites and
anthropocentricism.*” As I will show below, this passage should be understood with what we call
classic Chinese novels’ ecological form, affective world-making and infrastructural network
Ecologically attentive, Lu Xun pays attention more on the environment changes rather than the
secluded settings of scholar/ship. Note that Lu Xun at the very beginning has distanced himself
from the scholars’ opinion on literature, many of whom assumes that the “interiority” of
literature will unalterably endure despite what we can sum up as “environment changes” in
modernity. Attuned to such shifts and turns in modern times, Lu Xun’s judgment of literature in
this passage (if it can be called that) is also tonally suggestive and tentative, filled with hedging

and hesitant phrases such as “maybe” (ye-xu H5F) and “it seems” (hao-xiang {F{&), indicating

his opining under an uncertain atmospheric “pressure.” To borrow from affect theorist Kathleen
Stewart, Lu Xun is “atmospherically attuned” to the weather of thing, describing, for instance,
the students going abroad using meteorological language, painting them as “swarming between
heaven and earth }& K 3E#. 48

While his evaluations of European literature and Rulin Waishi can be said as socially
politically, and culturally determined by the dictates of Western modernity, the cases of Sanguo
and Shuihu’s survival are more enigmatic; the two books, in his descriptions, simply merge with
the society as an atmospheric continuum, fundamentally being with the society as
qi/air/atmosphere. Even amidst the struggles of modernity, Lu Xun very presciently sensed that

the cosmological conception as well as the geophysical air of gi from two classic Chinese novels

47 Though Lu Xun in the end of the passage mentions how important it is for the greatness of literature to be
appreciated by “human,” as I will show, the passage equally focuses on (sociopolitical and ecological) “currents” as
the sculpting force of literary greatness.

48 Kathleen Stewart, “Atmospheric Attunements,” Environment and Planning. D, Society & Space 29, no. 3 (2011):
445-453. See also Christina Sharpe’s influential volume on weather and blackness: In the Wake: On Blackness and
Being (Durham: Duke University Press, 2016).
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not only penetrated, but surrounded himself and infused modern China, which by then only had
to confront the “traumatizing” fact that itself was “just” part of the modern world, and not its
(only) center.*’

Though Lu Xun indicates that “there/this is” (zheshi 72/2) an “intention” to sustain such
air of the novels in the society,* the cause of such air’s flowing have not, and actually cannot be
(adequately) explained. As we can speculate (based on common sense), such air potentially
passes through everyone’s body. We can of course put words in his mouth and suggest that Lu
Xun, under the “historical context” and as matched with the two novels’ contents, must be
talking about “imperial rivalries” (as in Sanguo) and “rebellion” (as in Shuihu), but this will be
ignoring the open-ended-ecology of such thing as gi/air and replacing it with history and
ideology. As Lu Xun’s awkwardly constructed sentence suggests, the generation of Sanguo and
Shuihu’s air strangely escapes the logic of causality (i.e. who spreads the novels’ air), linearity
(i.e. whether the two classic Chinese novels are “modern” or. “traditional”; “progressive” or
“conservative”) and teleology (i.e., for what purpose is such air spreading and how should one
“use” it). Arguably, Lu Xun simply does not, cannot, or more precisely he was simply dwelling

with and thinking with such flowing of air without concluding.>! What Lu Xun’s “atmospheric

4 Though Lu Xun, for probably gendered reasons, only mentioned or only sensed the air from Sanguo and Shuihu,
we knew that other classic Chinese novels, such as our case studies Hongloumeng and Jin Ping Mei, as well as
Xiyouji were also circulating in his times. As early as 1923, it was reported in one newspaper that an opinion polling
was done in a teacher’s college in Beijing, where more than 800 participants voted; Hongloumeng got the most votes
as peoples’ favorite “old” novel, with Shuiku and Sanguo coming behind. See Ma Yau-woon FE4JjiH, “Xiaoshuo de
minyi ceyan.” /NRAYEEEHIES [Opinion poll for fiction] In Zhongguo xiaoshuo shijigao "B\ SR EERS
[Collected essays on Chinese fictions], 305-310. (Taipei: Shibao wenhua chuban, 1980). For “democratic” choices
regarding characters and stars-making, see Chapter One of this dissertation.

50 0i is a product of what have been called the correlative cosmology in Chinese philosophy, but this is going
beyond the scope of this essay.

31T therefore translated the awkward clause “{Hi2 /2 5y |+ & EH = ERFI/KEH RV« as “due to the
intended [zheshi weile, T ] sustaining of classic Chinese novels’ gi,” without imposing a subject on the sentence.
Arguably, “Zhongguo” is the subject of the whole sentence, but shengxing is by no means conventionally a verb. Lu
Xun was simply saying “in China” the two books were popular.
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knowing” indicates was simply the phenomenon of the sustaining of such Sanguo/Shuihu gi in
modern China being in the world, and ecologically on the planet.>?

If we believe Lu Xun’s comment that the society is filled with the air of and from Shuihu
and Sanguo, we may have to accept the radical implication that the two classic Chinese “novels”
cannot be simply located as books, as opera and as film adaptations, but more diffusively as the
very atmosphere and environment where one lives, breathes, and eats. Not only in the air, but
also on everybody’s lips, inside one’s body, or forgotten while still being the ethereal backdrop.
What Lu Xun suggests, under the atmospheric pressures and sociopolitical currents of
Westernization, appear to be exactly what we will call classic Chinese novels’ global media
climates, the yin and yang of which fluctuate between latency and blatancy, submergence and
reemergence, as well as calmness and calamity.

We may reasonably ask Lu Xun, though: what exactly is the “content” of Sanguo’s gi/air
and Shuihu’s gi/air? Why was he so relatively lucid about Victor Hugo and Wu Jingzi’s “in” and
“out” status as literary writers, but so convoluted and esoteric to the point of invoking gi about
the two great classic Chinese novels’ circulation? But to be fair, how can he (or anyone else)
dare to make a conclusion when it comes to something as shareable, circulatory, invisible,
geological, and “popular” as gi and air? What makes a full interpretation of such thing as
Sanguo/Shuihu gi elusive is that such gi circulates “inside” and “outside” so many different
people in a modern, modernizing, Westernizing and indeed revolutionizing China when Lu Xun
wrote the preface. Before and after this period of what we call modern China, such novels’ gi has

also been “worlding” and “worlded” through translations, adaptations, and in multimedia forms

52 On “atmosphere as a distinct, affective mode of knowledge” in the context of Sino-Japanese war and Republican
China, see Weihong Bao, Hermeneutics of Doubt: Atmospheric Knowing and an Ecology of the Mind”
Representations. 157, no. 1 (2022): 142-172.
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around East Asia and around the world for centuries (see the state-of-the-field session above).
Understood as an atmosphere or spirit emanating from the novels, such an idea or thing as gi are
always already no longer simply even Chinese but flowing around the world as global media.
This ¢i should therefore not be understood as simply an essentialized, ossified, and reified
“tradition,” but construed more precisely as one major “ecological form” mediating between
China and the world, between Chinese literature and world literature, between now and then,
ventilating in between any such construction of “the inside” and “the outside.”

With the benefit of hindsight, the gi, the air of classic Chinese novels has never
disappeared before and after Lu Xun’s brief but poignant meditation. To Lu Xun’s credit, he may
have presciently sensed that these classic Chinese novels had survived and would survive and
circulate around the world. Indeed, we may have to admit that classic Chinese novels’ gi
continued to outperform all modern Chinese literature (including Chinese Nobel Prize Winners,
for that matter) in circulating around the world in the 20™ century,*? through major mediation of
global cultural forms such as Hong Kong cinema and Japan’s anime and videogames, and as
some may venture, potentially also through contemporary China’s creative industry, media
platforms (TikTok and Xiaohongshu) and its gigantic consumer market in the 21% century.

% <6

Contrary to C.T. Hsia’s diatribe against classic Chinese novels’ “timidity” in dealing

with modern and contemporary issues,’* we now know that Sanguo, Shuihu, Xiyouji,

33 Classic Chinse novels need no Nobel Prize to justify their world status. On China’s “Nobel complex,” see Julia
Lovell, The Politics of Cultural Capital: China's Quest for a Nobel Prize in Literature (Honolulu: University of
Hawai‘i Press, 2006).

54 Noting that the popularity of Chinese literature was diminishing in China and the Sinophone Asia in the 1980s,
Hsia criticized classic Chinese novel (and the Confucianist, Buddhist and Daoist traditions behind them) for being
handicapped in “speak[ing] out against imperial despotism, social injustice, and the maltreatment of women.” Hsia
further claimed that if Chinese literature had served such (socio-political-gender) justice earlier, “China might have
been changed for the better five hundred, a thousand, or fifteen hundred years ago, and the literature written since
the hypothetical awakening or renaissance would have been incomparably richer.” (emphasise mine). See “Classical
Chinese Literature: Its Reception Today as a Product of Traditional Culture.” Chinese Literature. Essays, Articles,
Reviews 10, no. 1/2 (1988): 152.
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Hongloumeng, and Jin Ping Mei’s qi, to different degrees and in different ways, continue to
encircle not only in the Sinophone world but throughout the world in the form of translations and
multi-media adaptations. But the questions brought by Lu Xun’s elliptical comment remain: why
did and why have such gi of Sanguo and Shuihu remained in the society in the first place, by
turns submerging or emerging? What does ¢i do and, can we dispel and cancel it?

I argue that the lesson we could learn from Lu Xun is simply not to pigeonhole such
phenomenon into any such thing as “meaning” or “significance.” For one thing, when it comes to
qi/air, do we have to understand it first before breathing? Do we not simply inhale and exhale,
consequentially enjoying the life that such air gives? Likewise, for the readers, watchers, and
players of classic Chinese novels, does the acquisition and ascertaining of the novels or the
stories’ “meaning effect” matter more than the novels’ bringing forth of the what Hans
Gumbrecht calls the “presence effect,” such as the “presence-dimension of the typography, of the
rhythm of language, and even of the smell of paper into play?”>>

Referring to what Gumbrecht may call “the presence effect” or what we may call
affective world-making, premodern Chinese literature scholar Wai-yee Li notes the immediate

EN19

priority in attending to the classic Chinese novels’ “opening up [of] worlds” beyond the confines

of sociopolitical coordinates and contextual specificities:

Why do classic Chinese novels matter? One can make the argument based on relevance:
one needs to know them to gain cultural literacy, understand their role in modern politics, or
be attuned to their uses in popular culture. But perhaps the pleasure of reading
ultimately carries more weight. These texts open up worlds where one can roam and
get lost; the moral, religious, or political messages can always wait. ¢

55 Hans Gumbrecht critiques the predominance of “the culture of meaning” (what he calls “meaning effect”) in
contemporary criticism and instead makes a case for “the presence effect,” whereby feeling and the intense feeling
of “being present” should be valued as aesthetic and lived experience; see Hans Ulrich Gumbrecht, Production of
Presence: What Meaning Cannot Convey (Stanford: Stanford University Press, 2004), 109.

56 Wai-yee Li, “Why Classic Chinese Novels Matter,” in The China Questions: Critical Insights into

A Rising Power, edited by Jennifer Rudolph and Michael Szonyi (Cambridge: Harvard University Press, 2018), 260.
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Wai-yee Li’s emphasis on affect rather than hermeneutics ties with my reading of or more
precisely, breathing with Lu Xun’s air highlighted above. Social relevance, cultural literacy,
political appropriation, and uses in popular culture, while important, shall all wait; we will get to
those. But first, we need to deal with the novels’ affordance of form and affect. Like Lu Xun,
Wai-yee Li here also reorients us from scholars’ opinions to our very being with Chinese novels
in everyday life, as materials for us to /oosen or even lose our self-boundedness in all of the
novel’s meaning, for sure, but also what Brian Massumi calls affective intensity — that which
escapes signification.>” To rephrase Marshal McLuhan’s famous saying “the medium is the
message,” the gi/air is already the message: a message of worlding, feeling, and roaming with
classic Chinese novels, not necessarily resulting in any meaning, not to mention social
progress.>® Instead of overinterpreting (such as quarantining its meaning to thousand years of
“Chinese” conceptions of ¢gi from ancient China to modern China) or narrowing down classic
Chinese novels’ gi to “the psychology and spirit of the Chinese nation and the Chinese people &
0 H B (i B2, % most Chinese or global readers could all ideally always simply relax

their bounded individualities through the gi/air of the novels altogether across borders.

57 In Brian Massumi’s theorization, emotion is qualified content, but affect is different; the latter refers to the
a-signifying “intensity” that is unassimilable and not capturable by anything that can be termed as “emotion”, see
Parables for the Virtual: Movement, Affect, Sensation (Twentieth Anniversary Edition with A New Preface (Durham:
Duke University Press, 2021), XX.

8 Marshal McLuhan, Quentin Fiore, The Medium Is the Massage: An Inventory of Effects (Corte Madera, CA:
Gingko Press, 2001).

59 Thus far, scholarly interpretation on the line of “Sanguo/Shuihu ¢i” in Lu Xun’s preface have been reductive, by
turns psychologistic, culturalist, nationalist or classist. For example, contemporary scholar Liu Yongqgiang reduces
the “Sanguo/Shuihu ¢i” to a manifestation of “national psychology and spirit 52 E % O B EA IS RV ESER.” Another
leading scholar in mainland China, Wang Xuetai flatly reduces the gi of the two novels as “youmin gi” (the air of
hooligan-errant), attributing and equating such Sanguo/Shuihu qi to a range of activities in the long history of China:
from triad society to the mob-rule led by the Gang of Four during the Cultural Revolution. His socio-political and
ideological reading may be right to some extent, but as he admitted, such reading is not Lu Xun’s original wordings,
which are more open-ended. As I argue, the opening up of ¢i’s the atmospheric diffusion is more important than
narrowing and nailing it down prematurely. See Wang Xuetai’s original: “Fffi5 ‘=&~ 7KEHR FLERMELR
S e R R - ERE - SR A SR o SRR AR - T
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For our purpose, as Susan Sontag suggests, let’s (first of all) go “against interpretation”
and suspend hermeneutics for “experiencing the luminousness of the thing in itself, of things
being what they are” (emphasis mine).®° Let’s inhale and exhale, and let’s read, watch, play and
breath with the gi of classic Chinese novels.®! It bears repeating that it is highly limiting to frame
Lu Xun’s (ecological and elliptical) formulation of Sanguo/Shuihu gi as social, cultural, political
formations. What he calls Sanguo/Shuihu gi/air is not in itself an instantiation of some reified
notions such as “Chineseness” or “traditional values,” instead his is an ecological, cosmological,
and non-anthropocentric meditation. We must stress that Lu Xun have been much more precise
in his formulation that is Sanguo/Shuihu gi, prioritizing: (1) the literary form (i.e. specific texture
and materiality of classic Chinese novels), (2) ecological form (i.e. ¢i, air, atmosphere) and (3)
the novels’ altogether affective worldmaking — the “sustained flowing of air” in between texts
(i.e. the classic Chinese novels themselves) and shifting contexts (i.e. modern China as entangled
with the [Western] world).

In the case of classic Chinese novels, “the context” (from the antiquity to the Tang, the
Song, the Yuan, the Ming, the Qing....) for sure has shaped the “texts” of classic Chinese novels

in numerous ways, but in Lu Xun’s elliptical formulation, “the texts” of classic Chinese novels

Hyeh > TIOAK ) . DA R T L BRI L - TS5 A A D e R B
T - BEEE - BT s BRI S AIREIE,” 23, See Liu Yonggiang ¥BB54, “Zuowei dangdai jingshen
wenhua xianxiang de ming qing xiaoshuo, jian lun ming ging xiaoshuo de jian du yu quanshi” {E fy & (X5 (R
LIS/ Ne-Feam A S/ NaR A BB B E2 5% [Interpreting Ming-Qing fictions as contemporary cultural and
spiritual phenomenon] Ming-Qing Xiaoshuo Yanjiu 60 no.2 (2001): 27-46; Wang Xuetai TE22%, Youmin wenhua
yu Zhongguo shehui # e {EBA-R 11 € [Hooligan-errant and Chinese society] (Shanxi: Shanxi renmin
chubanshe, 2014).

60 Cited in Alexander Galloway, “Love of the Middle” in Alexander Galloway, Eugene Thacker, and McKenzie
Wark, Excommunication: Three Inquiries in Media and Mediation (Chicago: University of Chicago, 2013), 47-48.
61 As the following chapters will show, in certain political contexts or atmosphere, breathing with and breathing as
characters in classic Chinese novel was not only disallowed, but it might even lead to deaths; see the cases of
Hongloumeng and Jin Ping Mei during and after the Cultural Revolution. On the aesthetics and politics of breathing,
see Ashon T. Crawley, Blackpentecostal Breath: The Aesthetics of Possibility. (New York: Fordham University
Press, 2017); Jean-Thomas Tremblay, Breathing Aesthetics (Durham: Duke University Press, 2022).
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themselves also shape “the context” (i.e.., “the society”) through the leakiness of its air diffusing
and seeping throughout every corner of the society. Taking cue from Lu Xun’s non-
anthropocentric insight, we may venture that classic Chinese novel’s mediation of air between
the past and present is in every way simultaneously flowing in the air of modern and
contemporary world. The contents of all these five classic Chinese novels, for example, have
been extracted as self-help manuals in winning friends and business, facilitating romance,
navigating workplace and life troubles.®? Classic Chinese novels’ air also, of course permeates
across the board all the following: literature, film, manga, and anime in general. Examples range
from: the Hongloumeng air in Eileen Chang 558E ¥4, Pai Hsien Yung 545 and Wang Anyi
Z21%; the Shuihu air in Jin Yong ), Chang Ta-chun 58 A%, and Mo Yan B35 the Xiyouji air,
Akira Toriyama E1[[8H, Tezuka Osamu F-3%;6H, Stephen Chow & £ tfl, Maxine Hong
Kingston ;5454%, Gene Luen Yang #5:%ff; Sanguo air in Yoshikawa Eiji & J1|3%)4 and

Y okoyama Mitsuteru 511 [7¢1#; the Jin Ping Mei air in Jia Pingwa & J~[1], Lee Bik-wa Z2Z05E
and in imperial-court drama such as Story of Yanxi Palace JEfZXHE [2018]...and of course most
dramatically and world-historically, the Shuihu, Sanguo and Xiyouji air in Mao Zedong £
and the Red Guards.

Composing worlds of their own across identities, nations and cultures, classic Chinese
novels have helped us to assemble all the above “heroes/heroines” and key texts in contemporary
Chinese, Sinophone, Japanese, East Asian, and Asian/American literary, film, popular and
political culture. Tradition and modernity, China, and the West, new and old...all these binaries

cannot, and should not contain and control the very gi/air, the very ecological form, affective

2 Merve Emre calls such non-academic use of literature in global corporations, diplomatic missions, or exchange
programs “para-literary.” See her Paraliterary: The Making of Bad Readers in Postwar America (Chicago: The
University of Chicago Press, 2017).

32



worldmaking and as we will the infrastructural network of classic Chinese novels. That is
because both sides of such seeming binary oppositions are both sustained and supported by
gi/air, and as shown in the next four chapters, we will see how classic Chinese novels and the
world at large have been infrastructurally supported by water and wind, and other elements in,
through and as the very form, ecology, affect, and infrastructure of classic Chinese novels

As a conclusion, I will end the introduction by turning to the last contribution of Lu
Xun’s preface to one of this dissertation’s keywords: infrastructural network. In addition to the
turn towards ecology, post-humanism, formalism, affect and world literature (all encapsulated in
my key words “ecological form” and “affective worldmaking”), literary and media scholars
increasing reading and theorizing 1) representations of infrastructure in literature and media, and
2) literature and media as infrastructure.®® In Lu Xun’s preface, the obvious infrastructure in
Rulin Waishi is the imperial examination system, which was abolished in 1905. But as the latest
film and media scholarship suggests, ¢i, including the air of classic Chinese novels such as
Sanguo - 1s also our infrastructure.

Infrastructure is distinguished from structure. While structure, like form, is often deemed
as static, totalizing, constraining, and at times oppressive, infrastructure is enabling in all its
formal reliability, and in all its stability allow movements and even freedom of movements to
occur. As anthropologist Brian Larkin puts it, “[i]nfrastructures are matter that enable the
movement of other matter. Their peculiar ontology lies in the facts that they are things and also

the relation between things” (emphasis mine).** Affect theorist Laurent Berlant more broadly

%3 Brian Larkin, “The Politics and Poetics of Infrastructure.” Annual Review of Anthropology 42, no. 1 (2013): 327-
343; Michael Rubenstein, Bruce Robbins, and Sophia Beal, “Infrastructuralism: An Introduction.” Modern Fiction
Studies 61, no. 4 (2015): 575-586; Anand, Nikhil, Akhil Gupta, and Hannah Appel, eds. The Promise of
Infrastructure (Durham: Duke University Press, 2018); Kelly M. Rich, Nicole M. Rizzuto, and Susan Marjorie
Zieger eds. The Aesthetic Life of Infrastructure: Race, Affect, Environment (1llinois: Northwestern University Press,
2023).

6 Larkin, “The Politics,” 329.
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defined infrastructure as facilitating the “nonsovereign relationality as the foundational quality of
being in common.”® While conventional understanding of infrastructure refers to public works
such as electricity school, bridge, dam, high-speed railway and so on, natural elements and
nature are increasingly also seen as media as well as infrastructure in terms of their support for
“being-in-common” in life. Natural elements (as in John Durham Peters The Marvelous Cloud:
Toward a Philosophy of Elemental Media [2015]% and Weihong Bao’s seminal study Fiery
Cinema [2015]), such as fire, water, and geological matters have now become fertile sites of
literary and media theorizations.%” As the following chapters will show, classic Chinese novels
are often associated with infrastructure (Chapter One and Two: “star assembly” and “water” in
Hongloumeng; Chapter Three or Four: “theme park™ and “wind” in “Jin Ping Mei), and indeed
several theme parks have been developed around classic Chinese novels such as Xiyouji in
mainland China.

Building on affect and emotion studies in the field of Chinese literary and cultural

studies,® this dissertation contributes to the field with heightened attention to formalism,

65 What Berlant calls the “nonsovereign. ..is not here the dissolution of a boundary [but] the experience of affect, of
being receptive, in real time.” See Lauren Berlant, “The commons: Infrastructures for troubling times,” Environment
and Planning. D, Society & Space 34, no. 3 (2016): 394.

8 John Durham Peters, The Marvelous Clouds: Toward A Philosophy of Elemental Media (Chicago: The University
of Chicago Press, 2015); Weihong Bao, Fiery Cinema: The Emergence of an Affective Medium in China, 1915-1945
(Minneapolis: University of Minnesota Press, 2015).

%7 See the following representative works in literary, cultural and media studies: Jeffrey Jerome Cohen, and Lowell
Duckert, eds. Elemental Ecocriticism: Thinking with Earth, Air, Water, and Fire (Minneapolis: University of
Minnesota Press, 2015); Jussi Parikka. 4 Geology of Media (Minneapolis: University of Minnesota Press, 2015);
Melody Jue, Wild Blue Media: Thinking Through Seawater (Durham: Duke University Press, 2020); Cajetan
Nwabueze lheka, African Ecomedia: Network Forms, Planetary Politics. (Durham: Duke University Press, 2021);
Dimitris Papadopoulos, Maria Puig de la Bellacasa, and Natasha Myers, eds. Reactivating Elements: Chemistry,
Ecology, Practice (Durham: Duke University Press, 2021).

%8 For studies of affect in modern and contemporary Chinese literature, history and media, see: Rey Chow,
Sentimental Fabulations, Contemporary Chinese Films: Attachment In the Age of Global Visibility (New York:
Columbia University Press, 2007); Eugenia Lean, Public Passions: The Trial of Shi Jiangiao and the Rise of
Popular Sympathy in Republican China (Berkeley: University of California Press, 2007); Haiyan Lee, Revolution of
the Heart: A Genealogy of Love in China, 1900-1950 (Stanford: Stanford University Press, 2007); Weihong Bao,
Fiery Cinema: The Emergence of an Affective Medium In China, 1915-1945 (Minneapolis: University of Minnesota
Press, 2015); Ling Hon Lam, The Spatiality of Emotion In Early Modern China: From Dreamscapes to Theatricality
(New York: Columbia University Press, 2018) and most recently, Mila Zuo, Vulgar Beauty: Acting Chinese In The
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infrastructualism and ecocriticism at the intersection of Chinese and Sinophone studies, East
Asian comparative literature, world literature, and media studies. Not incongruent with what

69 scholars in the field of film, media and

Kuan-hsing Chen’s call for using “Asia as method,
videogame studies have increasingly turned to “premodern” (East)Asian sources (Confucianism,
Buddhism, Daoism) in decolonizing and deimperializing the field.”® Using classic Chinese
novels as “method,” this dissertation participates in such decolonial efforts through theorizing

classic Chinese novels’ manifestations of the global media climates where “the Sinocene” is

playing increasing role in shaping the Anthropocene.”!

Global Sensorium (Durham : Duke University Press, 2022); Charlie Zhang, Dreadful Desires: The Uses of Love in
Neoliberal China (Durham : Duke University Press, 2022); Hsiao-yen Peng, Modern Chinese Counter-
Enlightenment: Affect, Reason, and the Transcultural Lexicon (Hong Kong: Hong Kong University Press, 2023); Tu
Hang J&fiii, Qingdong yu Zhong: Dangdai Zhongguo de sixiang zhengming ui ginggan zhengzhi [EEFY " | ' &
R EHY EAESFEEFRECE [An emotional state: Public intellectual debate and the politics of affect in
contemporary China] (Taipei: Linking Press, 2023).

% Chen Kuan-hsing. Asia As Method: Toward Deimperialization (Durham: Duke University Press, 2010).

70 What is more interesting is not the mere depiction and representation of tradition in film and media, but tradition
itself as co-participating forms of world-making in, with, and through art, film and media. In other words, more
focus shall be paid to the world-making forces of the nonhuman, instead of considering non-human forces simply as
discursive construct, ideological product and social-political formation. Here I only include works that gesture
towards such paths. On Confucianist film theory, see Victor Fan, Cinema Approaching Reality: Locating Chinese
Film Theory (Minneapolis: University of Minnesota Press, 2015); on Buddhist film and video-game theory, see
Sharon A. Suh, Silver Screen Buddha: Buddhism in Asian and Western Film (London: Bloomsbury Academic,
2015); Francisca Cho, Seeing Like the Buddha: Enlightenment Through Film (Albany: State University of New
York Press, 2017); Victor Fan, Cinema Illuminating Reality: Media Philosophy Through Buddhism (Minneapolis:
University of Minnesota Press, 2022); Jeffrey G. Snodgrass, The Avatar Faculty: Ecstatic Transformations in
Religion and Video Games (Oakland: University of California Press, 2023); on Daoist art and film theory, Ellen
Johnston Laing, “Daoist Qi, Clouds and Mist in Later Chinese Painting,” Orientations, 29 no. 4 (1998): 32-39;
Frangois Jullien, The Great Image Has No Form, Or On the Nonobject Through Painting, trans. Jane Marie Todd
(Chicago: The University of Chicago Press, 2009); Sarah Shih-shan Huang, Picturing the True Form: Daoist Visual
Culture in Traditional China (Cambridge: Harvard University Asia Center, 2012); Kiki Tianqi Yu. “Cinematic
Ideorealm and Cinema Following Dao: Theorizing Film Aesthetics through Daoism.” Screen 64, no. 4 (2023): 462—
484.

"I Highlighting China’s role in the world climate (calling it “the Sinocene™), anthropologist Jerry Zee goes so far as
to suggest China itself “has become a weather system.” (238) As he writes, “[1]ate socialism thus appears as a
process not only weathering the monumental environmental challenges that face China, but also as a profusion of
practices wherein the Anthropocene is reconfigured into a Sinocene. It is in the experiments that chart out new
permutations of state, landscape, and governance in and downwind of a country that has also become a weather
system.” (emphasis mine) See Jerry Zee, Continent in Dust: Experiments in a Chinese Weather System (Oakland:
University of California Press, 2021), 238.
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In the next four chapters we will see how such gi of Hongloumeng and Jin Ping Mei
circulate in the world atmospherically combining with other ecological forms such as “water”
(shui) and “wind” (feng) through theatrical, film adaptations and other atmospheric circulations
vacillating and mediating in between social, cultural, and political or simply the mood of the
weather, our classic Chinse novels’ global media climates.”? Through precise attention to form
and affect instead of falling back on any identity categories (“Chinese-ness”, “Japanese-ness,”
“Vietnamese-ness,” “Asian-American-ness”...) or any elevated notions such as “tradition” and
“classicism” per se,’? this dissertation illustrates how latent sources of Chinese and East-Asian

99 ¢6

formulated soft-power — such as “air,” “water” and “wind” — have always been “inside” China
and “out there” in the world, ecologizing a simultaneous process of China’s worlding as well as
the worlding of China.

In sum, this dissertation argues that classic Chinese novels’ gi/air/atmosphere are not
designated for any geopolitical destination and ideological detention, but designed for
cosmological connection, inter-subjective collaboration, and transnational co-production. What
we call classic Chinese novels’ ecological form, affective world-making, infrastructural network,

and altogether global media climates, remain to be ongoing, and what we need to do is to pay

attention. It is towards Hongloumeng’s world of waters which we shall now turn.

"2 In the Chinese language, ¢i can be of and flowing with anything, including idiomatically, shui-qi/water-vapor 7K
%A (meaning “vapor”) and JE|5g, feng-gi/wind-vapor (meaning [social] atmosphere) or ZE5g, yun-qi/cloud-vapor,
which is often seen in Daoist texts and visual cultures.

3 Yang Zhiyi, “Sinophone Classicism: Chineseness as Temporal and Mnemonic Experience in the Digital Era.” The

Journal of Asian Studies 81, no. 4 (2022): 657-671.
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Chapter One:

Hongloumeng’s star assembly: the “one” among the “many”

Next was a picture of two people flying a kite. There was also a large
expanse of sea with a boat in it and a girl in the boat who had buried
her face in her hands and appeared to be shedding tears.

MR NEEMEABRE - A KE - —&RfM i A —%X

¥ BEADE IR

The Main Register [-fli} in the Land of Illusion A& 455
(SOTS 5:1:134; HLM 5:1:78, emphasis mine)’*

Throughout Hong Kong’s entertainment history, competitions among
film and theatrical adaptations have never been so cut-throat and widely
sensational! The story of Hongloumeng alone has singularly created
a sensation spreading over the whole territory. Would this flooding of
“Red Chamber” films turn into a catastrophe taking its toll?
EAEPBITA LR (MR - —ERNMBRKRLHEES
HEREE - BEzAL | A5 —(E "4 | i - SrEREE
ALY g g TR, - A ARBLIRIE ?

B S B

“Hongloumeng Movies Competing over Audiences” 4 #2588 S TmeAHHEH L,
Sin Chew Jit Poh 231 H ¥ November 2, 1977.7°

Introduction: beginning to dream in modern Shanghai

Mei Lanfang #&5§75 (b.1894-61), Yuan Mei-yun =3£5E (b.1918-1999), Zhou Xuan &3¢

(b.1920-57), Xu Yu-lan #:E# (b.1921-2017), Wang Wenjuan F345 (b.1926-2021), Ling Bo

4 The English translations in this chapter are taken from David Hawkes’ translation of Cao Xueqin, The Story of the
stone: A Novel in Five Volumes (Bloomington: Indiana University Press, [1979]-1987), abbreviated as SOTS; and
Chinese citations are taken from Cao Xueqin & EH ¥, Hongloumeng 4] f#2% (Beijing: Renmin Wenxue chubanshe,
2005), abbreviated as HLM. Both abbreviated citations are followed by, consecutively, chapter number; volume
number; page number.

5 “Hongloumeng dianying jingxiang tuichu shangying” &I 1% 22 88 5 % fH #E ) B [Hongloumeng movies
competing over audiences], Sin Chew Jit Poh 2| H %, November 2, 1977.
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Z K7 (b.1939-), Brigitte Lin #A5E (b.1954- ), Leslie Cheung 5&[E{2% (b.1956 2003) ...
assembled together here are many of the most prominent national or/and global celebrities in the
history of Chinese-language opera and film arts. Two things we should note: first, at some point
in their careers, these mega-stars have all played cross-dressed and non-binary roles (fan-chuan

[z &), either on stage or in film. Second, all of them have performed in adaptations of the Qing-

dynasty classic novel, Hongloumeng (Dream of the Red Chamber, henceforth HLM). The
questions to ask here are: why such a convergence between the premodern literary masterpiece
HLM and modern stardom? And how do we explain, or more modestly, simply connect the
prevalence of crossdressing, or transgendering roles as part of what we might want to call
modern and contemporary female, queer and non-binary stardom?7°

This chapter seeks to answer these questions by tracing the affective power of such
stardom back to the form of affect in the classic Chinese novel itself. Though this chapter does
not suggest that HLM unilaterally causes the stardom of this assembly of famous actors, what it
does elucidate is how the two—the ancient classic and contemporary queer and non-binary
stardom— connect and correlate as processes of network. This chapter contends that from its
very beginning, HLM’s film adaptations are all networked through the novel itself, crossing
temporal and geographical borders, doing so through four distinct forms of affect: “star

2 ¢¢

assembly,” “glittering grief,” “queerness” and “frans-forming seas.” In the end, I will show how
these forms are already formed, or better, afforded by the novel as infrastructural resources

across times, spaces, genders, ethnicities, and races. Not all these aesthetic forms necessarily

appear in each adaptation. But as will be explained below, these forms will help us schematically

76 The term “transgender” has already begun to operate in addition to “queer” in studying cross-gender performances
even in the field of premodern Chinese history. See, most recently: Matthew Sommer, The Fox Spirit, the Stone
Maiden, and Other Transgender Histories from Late Imperial China (New York: Columbia University Press, 2024)
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link up all adaptations serially back to the novel’s world-making ecology. As such, they will also
serially link to all other adaptations productively across periodizations (ancient, modern,
contemporary, futurity...), geopolitical divisions (socialism/capitalism, East/West), medium
specificity (opera, theatre, film, TV show...), language barriers (Mandarin, Cantonese,
Shanghainese, Amoyese, Teochow or English...(see Chapter Two), as well as the human and
non-human divides.

Thus connected, we can perform comparative work among all adaptations and trace their
ecological form and affective world-making across decades or even centuries of so-called
“changes.” All these forms of affect will gain clarity as this essay traces them through the novel

99 ¢¢

and its film archive. We may gesture towards the forms of “star assembly,” “glittering grief,”
“queerness,” and as will be made clear later “trans-forming seas,” by going back to the very
beginning of HLM’s film adaptation in Republican China; and we will complete our theorization
with the affect of “trans-forming seas” as we move — and indeed, migrate, from Republican

Shanghai to post-war Hong Kong and lastly, to the present and future of global China,

Sinophone Asia, and the world at large.

In 1924, the first film adaptation of HLM appeared; it was a short film titled The Burial of
Flowers by Dai-yu 88 EZE{E, shot in Beijing at the invitation of a Hong Kong film company. In
the film, the dan actor and Peking opera star Mei Lanfang (b. 1894-1961), who would continue
to meet and impress key 20"-century modern Western cultural luminaries (e.g., Walter Benjamin
[b. 1892-1940], Sergei Eisenstein [b.1898-1949], Bertolt Brecht [b. 1898-1956], Charlie Chaplin

[b.1889-1977]) and toured the world at large (Japan, the Soviet Union, the United States...),
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cross-dressed as HLM’s Dai-yu.”” Importantly, as we will see by tracing HLM’s form and affect,
Mei’s gendered participation in HLM’s cinematicization has something to do with Chinese
international and queer stardom — “the premodern” residually re-emerging through “the modern”
and “the contemporary.”’® This HLM “tradition” of using (while also making) world stars, as
well as featuring of queer performances of what I will call “glitter and grief,” would only
continue in the next round of film adaptations - what I call “the First Red Chamber War” -
between the Fudan 1§ H. version and Kongque f[, versions in Republican Shanghai in 1927.
Mirroring the glitter and grief in HLM itself, both films sprinkled the glitter of production values,

material excess, and were released with thickly printed special booklets (fe-kan, £5+1), featuring

articles written by literati, informational snippets and colorful images of the cast, film stills, as
well as advertisements of local and foreign commodities.”

Though main actors/characters did not cross-dress in the Fudan version, crossdressing
remains evident in the film’s featuring of Grannie Liu £/[#£4#, performed by a male
crossdresser.® Interestingly, the Fudan version in the 1920s was the earliest full-length treatment
of HLM in modern and contemporary costume (shi-zhuang, H#45). That is to say, contemporary-
costume and queer adaptations in the Sinophone worlds (such as the much more recent Hong

Kong playwright Edward Lam’s #£Z5#E theatrical Awakening B £ in 2011-2013;

77 Mei Lanfang’s film was produced by Hong Kong Minxin Film Company & #E# 82 H /A5 . See Mei Lanfang
YMFRE 7S, Wo de Dianying Shenghuo IHIEE R4 5. (Beijing: Zhongguo dianying chubanshe, 1962), 13-20. Mei
Lanfang’s stardom — its gender, and international aspect in relation to modernity and nationalism — has been
extensively researched. See Chapter 7-8 in Joshua Goldstein, Drama Kings: Players and Publics in the Re-Creation
of Peking Opera, 1870-1937. (Berkeley: University of California Press, 2007); Tian Min, Mei Lanfang and the
Twentieth-Century International Stage: Chinese Theatre Placed and Displaced. (New York: Palgrave Macmillan,
2012).

8 Ra;mond Williams, “Dominant, Residual and Emergent,” in Marxism and Literature (Oxford: Oxford University
Press, 1971), 121-127.

7 See: He Weiguo’s archival findings: He Wei-guo {a] %8, “Zaoqi Honglou dianying yu haipai wenhua” F-HAZ] ##
RSB RSk [Early Red Chamber films and Shanghai culture], Xiandai Chuanbo ¥RX{##% 213, no.4 (2014):
96.

80 He Wei-guo, “Zaogi,” 97.
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Hongloumeng: What is Sex? 411%#%% in 2015; and Hello, Bao-yu & % > {R4F in 2021; Starr Wu’s
5 2 #Y film version in 2018, featuring 12 gay males as “12 beauties of Jinling” in contemporary
Taipei) are nothing “new.” Rather, such queering is an inalienable feature we can trace back to
HLM’s earliest film treatment in modern Shanghai.

Long preceding such “play” between past and present (a temporal variation of the
sartorial male and female boundary crossing), the screenwriter of the Fudan version, for
example, defended the film’s “anachronism” not in terms of artistic freedom and vanguardism,
but by appealing to the original novel’s design, citing one line from Chapter 1 which says the
story of HLM “...was set in a place, whose dynasty, date, time, and geography were irretrievably
lost. ---2REARAFESD » HBEFSRIAI 2-5% 5% (SOTS 1:1:49, translation modified: HLM, 1:1:4).3!
After this line, Chapter 1 goes on to privilege the “freshness” of fiction over the need of
borrowing historical settings, asking us not to bother with “dynasty” and “dating.”®? Addressing
simultaneously past and present, I join the Fudan version’s screenwriter in arguing that the
indistinguishability between male and female, as well as old and new, is always already
foregrounded in HLM. In other words, instead of “imposing” such transhistorical framework on
HLM, the truth is that such a transhistorical framework has always already been installed and
operating within the novel.

Noting and theorizing from such transhistorical operation, we may go one step further in

adding that HLM, to some extent, betrays an “anti-periodization impulse,” and such impulse is

81 The line cited here is probably absent in the version which Hawkes’s was based on. Hawkes simply translated this
line as “All it lacked was the authentication of a dynasty and date.” (SOTS 1:1:49)

82 As the Stone in Chapter 1 said, “...All the romances ever written have an artificial period setting — Han or Tang
for the most part. In refusing to make use of that stale old convention and telling my Story of the Stone exactly as it
occurred, it seems to me that far from depriving it of anything, I have given it a freshness these other books do
not have. FFHSCEME [ EAEEINAE o STENE EUEEE S ELRE - SO EE ? B FEARE
S B EARGENEIEE - ERET RIS R R B EREERE T MR s AL
i1 | (SOTS 1:1:49, translation modified; HLM, 1:1:4-5, emphasis mine).
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transhistorically affective within the text itself — way before “the reception” of posterity and
contemporary audiences.®® This impulse is announced in a couplet at the entrance of the Land of

Mlusion X &% 3% in Chapter 5, which says:

Ancient earth and towering sky

Marvel that love’s passion should outlast past and present
Star-crossed men and women

Groan that love’s debts should be so hard to pay.

[EsE R HEE SIEAGE 5 B AR E S REHE
(SOTS 5:1:130; HLM, 5:1:74, translation modified and emphasis mine)

Fusing and feeling across heaven and earth, as well as “the past” (gu, &) and present (jin, %), is
nothing but sentiment/emotion (ging 1%).%* In the case HLM, we may agree that the dominant
qing and sentiment mainly takes the form of grief, a term I argue that cannot be understood
without its complement, glitter, which operates with grief in its affective intensity (see Chapter
Two for “glittering grief” inside the novel).® In terms of plot, such grief in HLM arises most
vehemently as the protagonist Bao-yu is deceived into marrying Bao-chai, when he thinks the
bride will be Dai-yu. He does not discover this deception until the last moment when he
uncovers the veil of the bride and sees that another cousin, Baochai, has been substituted. Later,
he will also discover that Dai-yu has died, in fact, precisely at the moment that he was getting

married. In the end he leaves home and becomes a monk. As the book’s major plot, it is

8 On a related process of “dehistoricization” in traditional Chinese novels, see Martin Huang, “Dehistoricization
and Intertexualization: The Anxiety of Precedents in the Evolution of the Traditional Chinese Novel.” Chinese
Literature: Essays, Articles, Reviews. 12 (1990): 45-68.

8 On the interplay between gu and jin in Chinese art history, see Wu Hung, “Returning to the Past: Fugu and
Dynastic Time.” In Chinese Art and Dynastic Time. (Princeton, N. J.: Princeton University Press, 2022).

85 Contrary to the affect of grief, Ling Hon-lam, however, demonstrated with great nuance that these early film
Republican adaptations, especially the design of costumes, betrayed anxiety about dynastic transition and ethnic
tension, particularly surrounding issues of Han vs. Manchu, the Communist vs. the Nationalists, as well as ancient
vs. modernity. See: Ling Hon Lam, “Stone’s New Clothes: ‘Red Chamber’ Films at Recent Present, 1920s and
1950s,” Nanyang Journal of Chinese Literature and Culture, no.3 (2023): 101-126.
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understandable that most adaptations would rely on this grief-giving love triangle, which spells
the end of HLM’s 120-chapter assemblies.

To understand the attraction of glitter, in the conjunction of glitter and grief, it is helpful
to move from the early Republican era to the 1940s, Bu Wan-cang’s [ &% adaptation in 1944,
which, like its predecessors in 1920s, was released with special booklets, that highlighted on the
cover the two attractive film stars Zhou Xuan, and Yuan Mei-yun — the latter cross-dressed as
Bao-yu. As we will see, film adaptations of HLM from the early 20" century to the 21° century,
especially those which drew commercial investment and achieved success, all hinged on this
love triangle of grief among the major characters Bao-yu, Dai-yu and Bao-chai, all of them
sprinkled this affect of grief with a sense of attraction by highlighting the physical beauty of the
protagonists, polishing the head-shots of the stars.®

Not surprisingly, the above glamorous, commercially oriented early HLM film
productions were mainly produced in the port-city of Shanghai before 1949.87 After the founding
of the People’s Republic of China (the PRC) and the Nationalist party’s settling as Republic of
China (the ROC) in Taiwan, refugees, and émigré, including literati and film talent continued to

settle in Hong Kong during the tumultuous period. Consequently, the British colony became the

8 Of course, there have always been some exceptions which feature “minor characters.” For example, Wang Xi-
feng and You-shi(s) are some exceptional characters who had their own feature films, such as Wang Xi-feng Makes
a Disturbance the Ning-Guo House T-EREIARZE R directed by Yue Feng (1939) in Republican Shanghai, and

Two You(s) in Hongloumeng 4187, (1951), and You Sanjie J©,=4H (1963) produced in the PRC. Notably, You

Sanjie was coproduced by Hong Kong Jinsheng and Shanghai Haiyan film company, but its repercussion cannot be
compared to the Shanghai Yue-opera film of Xu Yu-lan, which this chapter focus on in later sections.

87 This is not surprising given how the novel served as role-playing materials for courtesans in Shanghai’s semi-
colonial foreign settlements since the late 19 century, as Catherine Yeh noted. Courtesan cross-dressed and named
themselves after characters in HLM. See Catherine Yeh, “Playground Shanghai: Reenacting Dream of the Red
Chamber” In Shanghai Love: Courtesans, Intellectuals, And Entertainment Culture, 1850-1910. (Seattle: University
of Washington Press, 2006.), 136-177; see He Weiguo’s {a[#E% study of the film’s paratexual materials, “Zaoqi
Honglou dianying yu haipai wenhua,” F-HAAT #8552 Bk Sk [Early Hongloumeng films and Shanghai culture],
Xiandai Chuanbo ¥ {H%, no.4 (2012): 96-100.
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major regional center of HLM movies in the period of 1950-1978, as one adaptation scholar of
HLM has asserted.®

It is this historical, migratory, and affective flow of HLM and its aesthetic affordance
which this essay continues to track through the rubric of “trans-forming seas.” As will be shown,
the motif of waters and seas in HLM, converges with the diasporic and global traveling of people
between seas, lands, and skies, producing an ecology of stardom in and through HLM and its
adaptations. Together, star-assembly, glittering grief, queerness, and trans-forming seas, create a
network of affect that all brings together overseas Chinese or anybody overseas in moments of
celebratory stardom, while at the same time mourning the inevitable falling apart of such dream-
driven congregations.

To show how these aesthetic forms or forms of affect work across political times, three
singular and historical cases will be marshalled to demonstrate this ecology of stardom that
permeates HLM’s affective and global circulation radiating from post-war Hong Kong: (1) Yue
Feng’s adaptation in 1952, followed by (2) the Second Red Chamber War in 1958-1962, and the

Third one (3) in 1977-1978.

An exemplary interlude: Modern Red Chamber Dream (1952) in post-war Hong Kong

88 He Wei-guo contends that, in terms of production of HLM movies on a regional scale, from 1929-49, Shanghai
was the production center with Hong Kong playing the supplementary role; from 1950-1978, however, Hong Kong
took the center stage. From 1979 to 2010 in the era of reform and market opening, Beijing then assumed the
dominant and central role in re-enacting HLM. See He Weiguo, “Zhongguo meng yu Honglou qing,” “rfiEZ" B

“CIMENET — & (4ME) ER2EEE [The China dream and Hongoumeng feeling: Exploring Hong Kong
Hongloumeng films], Hongloumeng Xuekan 4 {#25271], no.6 (2012): 217-218.
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Fig. 1.1 (left) and Fig. 1.2 (right):

Advertisement posters of Yue Feng’s f&4i# Modern “Red Chamber Dream” (1952).
Source: (left) Wah Kiu Yat Po, January 24, 1952; (right) Wah Kiu Yat Po, February 5, 1952.
Source: Source: The Multimedia Information System (MMIS) of Hong Kong Public
Library
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Fig. 1.3: Film stills from Modern “Red Chamber Dream”. Source: Yu Mo-wan 535535,
Xianggang dianying shihua juan si: 1950s Vol. 1 THEEF F15E 1950 F4L &— [The

Historical Stories of Hong Kong Cinema] (Hong Kong: Subculture Press, 2000)

To more fully explore the theorizations hinted at in our preliminary discussion of HLM
films in Republican Shanghai, such as star assembly and glittering grief, we can turn to the
successful case of Great Wall’s Yue Feng’s Modern Red Chamber ¥4I 82 in 1952.3° A
modern-costume and Mandarin drama, the film is set in Republican China and relied on material
excess notwithstanding the left’s purported anti-feudalist ideological stance. In its advertisements

in Wah Kiu Yat Pao Z5 H#; (Overseas Chinese Daily News), for example, Great Wall

hyperbolically claimed the film to be “the most glittering and greatest movie in China’s film

8 Great Wall is founded by no one but Zhang Shankun 5EZ¥§ — the previous founder of Shanghai Xinhua /&
#E which produced Princess of Iron Fan (1941). Due to persecution (listed by the Nationalist army as “traitor”),
Zhang moved to Hong Kong in 1946. In 1949 at the invitation of Zhang, Yue Feng joined Great Wall and the Hong
Kong film industry.
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history” and ““an unprecedented, splendorous, glorious, unparalleled production ZEFij{&f&4E HS
T A VU (O MENELSE O (Fig. 1.1) Headshots of an assembly of star performers were paraded
before the reader’s eyes, sparkling “stars” orbiting around the film title of Modern “Red
Chamber Dream” 41 f#2%, the main actors presented as if taking a seat around a banquet table
(Fig. 1.2 & 1.3). Listing of casting, screening information, song titles, and singers are all printed
in various fonts of different sizes, vertiginously in and out of boxes and frames. Everything
stuffed into the posters signify in their particularity, but it is precisely the assembly of images
and text that altogether produce a spectacle to behold. The advertisement, which presents a
banquet-like assembly of stars and glitter, mimicked the festive occasion of the date of its
release. Released on the Chinese New Year, Great Wall’s HLM film, itself a family of actors
gathered (only to be dispersed of course), affords a feast by bringing together stars actors and
audience in a single, carefully scripted moment. A feast it really was: Modern “Red Chamber
Dream” became the highest grossing Chinese-language film in Hong Kong in 1952, with high
production values and visual splendor attributed as the crucial factors enabling its commercial
success.”

What was most concerning to the film company as well as the ticket-paying audience was
perhaps the visual spectacles of glitter and grief, to be unleashed by the melodramatic plot, good-
looking stars, film sets, costumes, and commodities. Left-leaning intellectuals in Republican
Shanghai and colonial Hong Kong back then (such as the film company Great Wall) of course

harped on how Bao-yu and Dai-yu’s “rebellion” served as a critique against “feudalism” and

%0 It took the film one year to finish shooting. Film historian Yu Mo-wan suggests the box office success was
attributable to the film’s very own high production values: up-to-date fashion, artistic designs (by the legendary
animator Wan Lai-ming) and star-studded casting. See: Yu Mo-wan R553E, Xianggang dianying shihua juan si:
1950s Vol. 1 TFHTERHEE 1950 X, #— [Telling the History of Hong Kong Cinema in the 1950s Vol.2], (Hong
Kong: Subculture Press, 2000), 90-93.
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“tradition.”! But left-wing critique could not downplay (or maybe even is not possible without)
the actual and tumultuous force of the market. Left-wing cinema in Hong Kong — a battle front
and meeting place between socialism and capitalism — back then prioritized securing audiences
more than propagandistic preaching.”> Consider how Great Wall perceives the target audience
(Fig. 1.2): their advertisements poster sensationally drums up the fact that the audience was
flooding the cinema, even “inundating” the box office record itself (“¥ G544 A ERE 4D
Historian Prasenjit Duara in his proposal of “ocean as the paradigm of history” suggests
that “historical processes are not linear and tunneled but circulatory and global, like oceanic
currents.””? We may likewise regard HLM films in Republican Shanghai, and, relatedly, Hong
Kong’s Modern “Red Chamber Dream,” and most crucially, the classic Chinese novel HLM per
se —as embodying and mediating the ebbs and flows of migratory Chinese, Sinophone and
global history (and, by extension, also of seas, and tears). In the rhetoric of the advertisement

poster, we may note the audience, brought together, i.e., assembled, were courted as waves in the

! See Yu’s summary of the producer’s statement, Xianggang dianying, 92.

92 The leftist film companies in Hong Kong did receive funding from the PRC, but to compete in Hong Kong and
Southeast Asia the ideological message was often softened, and entertainment values prioritized, until the Cultural
Revolution took place which in turn demanded strict propaganda. On this point see Yip Man-fung, “The End of an
Era the Cultural Revolution, Modernization, and the Demise of Hong Kong Leftist Cinema,” in The Cold War and
Asian Cinemas, edited by Poshek Fu and Yip Man-Fung (New York, NY: Routledge, 2020), 273-277. On left-wing
cinema in Hong Kong, see Wong Ain-Ling 55%¥%, ed., Oral History Series (2): An Age of Idealism: Great Wall &
Feng Huang Days 52 N\ IlifEsigE > — « HEFERA—EN - BJEAYH T (Hong Kong: Hong Kong
Film Archive, 2001) [bilingual]; Vivian P.Y.Lee, The Other Side of Glamour: The Left-Wing Studio Network In
Hong Kong Cinema In the Cold War Era and Beyond. (Edinburgh: Edinburgh University Press, 2020). On how
Hong Kong became an ideological battlefield of cinema in this period, see Wong Ain-ling &=&¥%, Lee Pui-tak 2255
% eds., Lengzhan yu Xianggang dianying [Cold War and Hong Kong Cinema] /5B EAF#EE 5 (Hong Kong:
Hong Kong Film Archive, 2009); Poshek Fu, Hong Kong Media and Asia’s Cold War (New York, NY: Oxford
University Press, 2023).

93 Prasenjit Duara, “Oceans as the Paradigm of History.” Theory, Culture & Society, no. 7-8 (2021): 143; in the field
of Chinese literature see also, Yuanfei Wang, Writing Pirates: Vernacular Fiction and Oceans in Late Ming China.
(Ann Arbor, Michigan: University of Michigan Press, 2021); Hui-lin Hsu, When the Yellow River Floods: Water,
Technology, and Nation-Building in Early Twentieth-Century Chinese Literature (Hong Kong: Hong Kong
University Press, 2024).
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making. The language of “flood” is striking for its rhetoric mirrors, consciously or not, the influx
of Chinese migrants/refugees fleeing to the British colony of Hong Kong from mainland China
after 1949, a trend which did not subside until the late 1970s. In modern Chinese language,
analogizing crowds to volumes of waves and seas (e.g., mang-mang ren-hai ¢3¢ \J& ~ ren-chao
xiong-yong N J&8) might well be mere idiomatic, maybe even too naturalized, and therefore
sounding banal. But in terms of migration history,”* the metaphor and materiality of seawaters
invoked here, mediated through a newspaper targeting hua-giao ¥1% (overseas Chinese),”
specifically addressed the embodied migratory flows of overseas Chinese/ethnic Chinese in and
out of Hong Kong beginning in the 1950s. Through a spectacular HLM tale of a Chinese family’s
gathering and dispersing, Great Wall managed to channel these migratory “seas of people” A&
in the full houses of theatres, synchronizing the audience’s real-life “diaspora time” with the
aesthetic form of HLM.%¢

Cinematic experience, as film theorist Francesco Casetti argues, is not only consumed,
but situationally “lived” and “grasped,” allowing a “re-aestheticizing” of the audience’s lives.”’

Recently, Jie Li and Chenshu Zhou have investigated, for instance, the confluence between on-

%4 Historically, the port-city Hong Kong remained one of the key stations where Chinese, particularly in South
China, migrated elsewhere during the period of late Qing to modern and contemporary China. See the following
works on migration history which all feature prominently the role of Hong Kong in the long 20" century: Madeline
Hsu, Dreaming of Gold, Dreaming of Home: Transnationalism and Migration Between the United States and South
China, 1882-1943 (Stanford: Stanford University Press, 2000); Elizabeth Sinn, Pacific Crossing: California Gold,
Chinese Migration, and the Making of Hong Kong. (Hong Kong: Hong Kong University Press, 2013); Laura
Madokoro, Elusive Refuge: Chinese Migrants in the Cold War. (Cambridg: Harvard University Press, 2016);
Angelina Chin. Unsettling Exiles: Chinese Migrants in Hong Kong and the Southern Periphery During the Cold
War (New York: Columbia University Press, 2023).

9 See: Ding Jie ] 72 Huagiao Ribao yu Xianggang Huaren Shehui (ZEfGHZR) BIFEHEE A tte (1925-1995)
[Wah Kiu Yat Po (Overseas Chinese Daily News) and the Development of Chinese Society in Hong Kong, 1925-
1995] (Hong Kong: Joint Publishing Company, 2014).

% Moving away from stable “identity” and “facticity” of diaspora (or not), Shelly Chan defines “diaspora time” in
modern China as “the ongoing process in which a family-based strategy of survival and accumulation unfolded in
South China and negotiated with the larger forces of globalization,” in Diaspora's Homeland: Modern China in the
Age of Global Migration. (Durham: Duke University Press, 2018), 12-13.

97 Francesco Casetti, “Filmic Experience.” Screen 50, no. 1 (2009): 56-66.
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screen and off-screen movie-going experiences in socialist China.”® In this sense, the watching of
Modern “Red Chamber Dream does not merely represent and reflect but gives forms to the very
lived situations of its diasporic audience in Hong Kong in the fashion of HLM in 1952. In the rest
of this chapter, we will understand that questions of “home” and “diaspora,” as well as “China”
and the “world” are already affectively and formally dramatized in the texture of the novel HLM.
Cyclically, and serially, these main forms of affect above-mentioned ebb and flow from the 18-
century original setting to its 20"-century incarnations, from the author Cao Xueqin’s putative
“home(s)” in Qing China (starting putatively and [always] arguably from Nanjing) to potentially
anywhere in the world inside and outside modern and contemporary China.

To begin, the next section will first tease out how “star assembly” in modern adaptations
draws from the novel’s very own texture, which will then be followed by a theorization of
altogether “glittering grief,” “queerness” and “transforming seas,” in HLM’s fiction as in history,

on and off stage.

Hongloumeng’s worlding of star assembly: “one” versus/among “many”

As a start, one may wonder why should we consider most HLM films “star assemblies”?
To answer this question, we must first theorize the novel HLM as a platform of stardom. And to
understand the novel in terms of stardom, we may first want to consider the way Eileen Chang’s
formulates the characters in the novel as an assembly of stars, picked, chosen, and nominated by

readers, in her study of HLM, Nightmares of HLM (Hongloumeng yan 4] f#25Fg):

98 Zhou Chenshu, Cinema Off Screen: Moviegoing in Socialist China (Oakland: University of California Press,
2021); Li Jie, Cinematic Guerrillas: Propaganda, Projectionists, and Audiences in Socialist China. (New Y ork:
Columbia University Press, 2023).
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The most fundamental and common way to appreciate HLM is to lean toward one of its
teenage girls. As in a pageant contest, I think [the female character] Shi Xiangyun enjoys
the best chances of becoming the winning star. Some would think this is simply a modern
preference for happy-go-lucky girls, and the good-wife-wise-mother (such as Xue Bao-
chai) and wounded beauty (such as Lin Dai-yu) are no longer in fashion. Yet since the very
publication of HLM, Xiangyun has always been the most convincing favorite of everybody.
The strange thing is among all the main characters, there are very few descriptions of Shi’s
appearance ...

ROSATHES » RO ARS RAT TR R RE S PB4 - (R Py
FEHOHETEL S - iPA AR B RERAOASEERLZT - BEENENE
PELS LEVRRERVE R AR T - REEHALMEELIR » KRN ER 2R -
Zy A RS A TR S A SRR -+ (translation and emphasis mine)

Chang, herself a literary star ever so sensitive to fame,'%° here presents HLM as a pageant
contest. Written in a post-civil-rights movement California, Chang’s idea of “HLM” as a

“Chinese” star show already presages the presence of multi-racial and diverse audiences.!®! In

9 Eileen Chang 555 ¥4, Hongloumeng yan 41 ¥£228% [Nightmares of Hongloumeng] (Taipei: Crown Publishing,

2010), 300.

100 One of her most quoted and quotable axioms remain to be this “star theory”: “Be famous early! It feels not as
great if it came too late. [ L2 F. » RIS KMEATEE » R AFIER” from the forward of the collection
Romances (Chuangqi).

101 emphasize the American location where Chang wrote the book because, as will be argued, HLM is inextricably
linked to Chinese diaspora or diasporic feeling in general in the past as in the present (writers such as Pai Hsien-
yong and Liu Zaifu, for instance, both expounded on how HLM served as a comfort for them when they lived in the
U.S.). As Chang moved from Shanghai to Hong Kong and then wrote about HLM in a post-civil-rights era
California, Chang’s HLM analysis inevitably lapses into a cross-cultural and inevitably racial lens. While associating
her favorite character Xiangyun as a female warrior (xianu, %), Chang in the article suddenly digresses into a
conversation she had with a black-haired American woman “likely to be a New Left feminist.” The woman she
recalled was writing a dissertation on Chinese people’s seeming contradictory valorization of both female chastity
and female warriors. Chang first evaluates the face of this woman (“a beautiful spouse of a professor in Berkeley ...
her look is beyond compare even among film stars of her caliber”), then goes on comparing women in China with
women in Arab and Muslim countries. Her strong comments, by today’s standard, could be subject to charge of
essentialism or racism. Here I quote this intriguing but problematic passage to demonstrate what I meant by “a
diverse audience” in the background, forcing Chang’s to see a “Chinese” character comparatively in racial

terms: “Hil FAFERAEMGCRAVEHE - B — A EERIBEARARI I - BEBAGEPE L - SRy tm
SCERET B ARIBACETE - 3 T BTk ) B RS RI(E B TS - I B SRR AR =
B 0 Ry SCGERE AL - B F R PATRE (i A2 NES RS > SR » DANORE A5 - SEAG{DIHY
FEMRZE MR P » B o SRRt FIERRR AN » SECHE » MEBER AANERE - TR RIEE - {120
ANEEEE 1% RS SRS 2RI T{REC > W AE 2y P RSB R - IR LS
& BRI N B T =R - W ERECA E=A > B ER > BHEIREE TR
- SR ERN S BB Bt - SR - R (i ESEREEIVIE - i —fEEsT)

e - R ) © F A (BEREMMAAFT) G35 FREM > AW T - s
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the novel itself, female characters (e.g. Grandmother Jia’s granddaughter Yuan-chun jT%) are
chosen and promoted to the imperial court as concubines, judged and selected by no one but the
court and emperor himself, a late-imperial variation of a more “democratic” modern talent
show.!%? But by the 1970s, as Chang suggests, it is not the emperor, but the audience’s loud
acclamation (literally “shout-out,” hu-sheng 'F%) and mass gaze (zhong-wang, 7x %) that should
be ideally spotlighted. If we take pageant contests as star-making talent shows, then stars, for

Chang, are the ones that the audience “lean toward” (bian-ai, {%%). Here, not only stars are

brought together in assemblies of affect, so is the audience.

Narrative space, ideally, should be reserved for favorite characters, a role possibly played
by any character, but inevitably fulfilled by only the favorite few. Chang, for instance, complains
that her favorite Xiangyun does not get enough of a close-up in the book. If we agree that the
spotlight always follows the stars, then in HLM the stars are first and foremost Bao-yu, Dai-yu,
Bao-chai throughout all chapters, taking up more narrative space and enjoying close-ups with
their appearances, facial expressions, and bodily presence all exquisitely detailed. Here, Alex

Woloch’s analysis of the character-system in Victorian fictions in The One vs. the Many.: Minor

i o R IRt fEl 2w s - —WERSEEE LI R 2R -+ Quoted from Eileen Chang, Hongloumeng
yan, 301-302.

102 On seeing HLM through such the historical, fictional and simply formal phenomenon of “women in contest” see
Goyama Kiwamu &[5, “Senshil jo’ to Min-Shin no gikyoku shosetsu,” " #5552 | & BF DB AT/ Nk
[Concubine selection system and Ming-Qing dramas and fictions] Bulletin of Sinological Society of Japan HZxH1[E]
Egrdl 51 (1999): 137-151; and on linking HLM to contemporary Japanese idol group AKB48, see Ikema Ryoko
R E LT “Josei-hinshitsu no shosd: Genji Monogatari, Koromu, AKB48 o megutte,” M4 DL : TIREKY)
B, - T4IREEE; - AKB48 % # - C[The various aspects of women appraisal - focusing on The Tale of Genji,
Dream of the Red Chamber, and AKB48], Journal of Japan Society of Directories HAREEHT « L 7 b V) Fagk,
15 (2017): 124-133. In HLM, the prime and only example in HLM is the character Yuan-chun, one of the daughters
of the Jia family selected to promote as an imperial concubine due to her talent and conceivably also beauty. This is
indicated by the first half of Chapter 14’s title: “Jia Yuan-chun is selected for glorious promotion to the Imperial
Bedchamber B 175 4 % E# = - However, the novel does not depict many details about the procedure of
selection, but undeniably she undergoes a selection process winning the approval of the court. Her promotion (and
by extension, her talent), is crucial at the structure of the whole novel, for Yuan-chun’s winning the contest is part of
the reason why the Prospect Garden is built.
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Characters and the Space of the Protagonist in the Novel (2004) appears to apply well to the
HLM’s character system. As Woloch writes: “any character can be a protagonist, but only one
character is. ... the asymmetric structure of realist characterization—which rounds out one or
several characters while flattening, and distorting, a manifold assortment of characters—reflects

103 Assembly of stars/characters, whether in Chang’s

actual structures of inequitable distribution.
assessment, Victorian novels, or HLM itself are inevitably lop-sided, affect determining the
characters that receive the most attention.

Stated differently, HLM’s “asymmetric structure” — what I call star assembly, is
distinctively processual and interactive in its hierarchy, a selection of stars dependent upon the
gaze of a larger audience (or a judge) and equally dependent upon the star’s pre-eminence over
more “mundane” assemblies of characters. In the big family of HLM, where large gatherings
occur again and again in repetitive patterns, focalizations of major characters can only happen in
the presence of many minor characters. Consider Chapter 5, arguably the most important chapter
in HLM as it sets up the love-triangle between Daiyu, Bao-yu, and Xue Baochai as the latter

enters the novel (and the family) for the first time. A sense of a competition is already brewing in

between “the ones” (Dai-yu and Bao-chai) among “the many” at the background:

From the moment Lin Dai-yu entered the Rong mansion, Grandmother Jia’s solicitude for
her had manifested itself in a hundred different ways. The arrangements made for her
meals and accommodation were exactly the same as for Bao-yu. The other three
granddaughters, Ying-chun, Tan-chun and Xi-chun, were relegated to a secondary place in
the old lady’s affections. Bao-yu and Dai-yu both began to feel an affection for each other
which far exceeded what they felt for any of the rest. During the day, they walked
together and sat together; during the night, they rested and went to bed in unison; in

103 See Alex Woloch’s The One Vs. the Many: Minor Characters and the Space of the Protagonist in the Novel
(Princeton: Princeton University Press, 2004), 31-32. Woloch argues that amidst an incipient sense of bourgeois
democratization in the 19™ century, social stratification and inequality is felt, and narratively distributed through the
push-and-pull dynamics between main characters (the “selected few” well-rounded with a sense of freedom of
individuality, interiority, depths of a psyche) and minor characters - the “irrelevant many.” The latter can only
demand reader’s attention through their very being subordinated, flattened, and disappearance through the
competitive space of narrative.
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harmony they thought and talked. And now suddenly this Xue Bao-chai had appeared
on the scene — a young lady who, though not much older than Dai-yu, possessed a grown-
up beauty and aplomb in which all agreed Dai-yu was her inferior. Moreover, in contrast to
Dai-yu with her air of lofty self-sufficiency and total obliviousness to all who did not move
on the same exalted level as herself, most people opined that Bao-chai had a generous,
accommodating disposition which greatly endeared her to subordinates. Even the most
junior maids like to play with Bao-chai from time to time. Seeing this happening, Dai-yu
felt morose, bitter, and wronged — a fact of which Bao-chai herself, however, was totally
unaware.

WS HEME | BN LUK - ERERRE > BallE 08 & - &
F - BES(EHGZEHEE T - MEERERE ANHELE > EHERIAL
[E - HANETTEME - RAIEEEER - BEEsEIH - IE2 o FMEOSZ8K T
—EEFETY > FALMEARN S - AAiEIn )T 0 AEE > ASEEERITRRK o APE
A NAT FohiE > BETER > AL RS EHF > BiE T E » SEERERETAZ
O o ERERE/NY T IS EHEEIH - AEEROPEFEEEAZZE -
B A EIANE - (SOTS 5:1:124-125; HLM 5:1:68-69, translation modified and
emphasis mine)

Grandmother Jia (as the female patriarch) serves as the center/apex of the Jia household.
Logically, her presence, movements, and preferences function as the center of other characters’
presence. In the above passage, a series of evaluative comparisons and contrasts between female
characters is performed by Grandmother Jia. Here she ranks Dai-yu over her very own three
grandchildren, Ying-chun, Tan-chun, Xi-chun, who all appear in the sentence just to be pushed
out of further elaborations (though, as the novel works through its various rotations of characters
become relatively “major” in later chapters.) Dai-yu as a distant relative is exceptionally
privileged by Grandmother Jia and Bao-yu, and accordingly the whole household (“the many)
has to accommodate her like Bao-yu (“the one”). In Woloch’s formulation, then, the opening of
Chapter 5 appears to be a battle between “one” (i.e. the chosen ones, the candidates, the
protagonists) versus “many” (i.e. minor characters such as servants and “the people” — the
indefinite “they.”)

But this formulation of a star as the one to be exalted over minor characters has to be

qualified in the case of HLM. Instead of “one versus many,” HLM rather displays a character
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system of “one among many,” as in a star contest in process and progress where many characters
are held up for possible selection, but only a few can “win.” Like Eileen Chang, the narrator of
HLM notes what can be called “the public opinion” or “the popularity poll” at the time. But
unlike Chang who declares her own individual judgement, the narrator of HLM here hides his
presence, mostly observing and merely repeating the anonymous humming of “the people.” The
“many” people (and their judgement) are very abstractly suggested in the phrase “ren-duo-wei A
%25, meaning more literally “as people say/as they say/many would say....”. In other words,
“the many,” such as maids and servants (xia-ren, T~ A\), are exerting their judgement visibly or
invisibly mediated through the host of the contest — the narrator, voting with their feet and
“leaning towards” (bian-ai) their favorite, in this case Bao-chai.

The power dynamics of star assembly is further complicated by the lengthy permutations
of the plot of a hundred-twenty-chapter novel in which each chapter has its own focus. Whereas
major characters’ opinions and sentiments, such as Grandmother Jia and Bao-yu, are more
focalized in this passage and throughout the novel, “the many” do not only have a say, but they
do have their high moments. Servants, such as Aroma (Xi-ren), Skybright (Qing-wen) to name a
few, sometimes steal the show of major characters as these minor characters may briefly rotate to
become provisionally “major,” sidelining the major characters who now briefly become “minor.”

This is not only made possible by the fact that the story is about a family of hundreds of
people. Most crucially, the rotation of “major” and “minor” among a host of female characters is
made dynamically confusing because the polyamorous protagonist Bao-yu himself cannot weigh

them with a sense of final discrimination. As the opening of Chapter 5 continues to tell us:

As for Bao-yu, he was still only a child — a child, moreover, whom nature had endowed
with the eccentric obtuseness of a simpleton. Brothers, sisters, cousins, were all one to
him. In his relationships with people, he made no distinction between one person and
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another. If his relationship with Dai-yu was exceptional, it was because greater proximity
— since she was living with him in his grandmother’s quarters — made her more
familiar to him than the rest; and greater familiarity bred greater intimacy. And of
course, with greater intimacy came the occasional tiffs and misunderstandings that are
usual with people who have a great deal to do with each other. One day the two of them
had fallen out over something or other and the argument had ended with Dai-yu crying
alone in her room and Bao-yu feeling remorsefully that perhaps he had spoken too roughly.
Presently he went in to make his peace with her and gradually, very gradually, Dai-yu’s
equanimity was restored.

HE RIMEZIR 2 M - B R MRS — R EhtmEE > fike el —8 - iF
BT R 7 1) o FrpPRIEREE K [EREE R — R AL - SOEEE A k2 E L - FE,
8 AR PO AR e —IARKeZ 8 AEZMR - EH AR -
CAEREHEAGEAK  BRENRNWEEFTER - BRNXEHIESEEE 0 fiEN
gt FEE T 7MY (Bl o (SOTS 5:1:124-125; HLM 5:1:68-69, translation modified
and emphasis mine)

There is no doubt that Bao-yu prioritizes Dai-yu in the end of this passage (as well as the novel
overall). As the first chapter tells us: they were lovers in their past lives “destined” to reunite in
their current lives. But it is equally true that despite this seemingly pre-ordained love, Bao-yu
cannot make distinctions between all his kin, male or female, by blood or by emotional bonding.
Bao-yu is romantically attached to “(perhaps too) many” characters throughout the book, no
matter whether they are female or male, relatives, royal members, troupe performers, servants,
and nuns. Simply put, even if the narrative prompts a particular attachment to particular
characters by the reader, one of the central characters himself seems to refuse any easy
discrimination, casting a peculiarly “democratic” and “equalizing” gaze on all others.

Therefore, in this passage of Chapter 5 and HLM writ large, major character’s judgement
are dynamically qualified if not overruled by a large pool of minor characters and vice versa,
constituting a star assembly of “one among many” rather than Woloch’s formulation “one versus
many.” Of course, main characters remain “the ones” in the long run throughout the novel; but
for the novel to establish such preference, it must disregard the choice made by some of its own

central characters. One way in which the novel establishes the “main” and “minor” distinction is
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hierarchized in the registers of “Twelve Hairpins” in Land of Illusion, also in Chapter 5.!%* But
as encapsulated in this short paragraph of Chapter 5, the jealousy and negative feeling generated
by the “many”’s avoidance of Dai-yu already contributes to and foreshadows the final result of
the novel, where Bao-chai (and not Dai-yu) is chosen and arranged to marry Bao-yu, in the
process of which Bao-yu is “normalized” into hegemonic masculinity and heteronormativity (i.e.
inheriting the patriarchal assets, taking and exam in entering into officialdom, and becoming a
biologically [re]productive “man.”) !9 “The many,” here as the narrator observes, has already
decided that Bao-chai’s accommodating temperament wins over Dai-yu’s snobbishness. This is
also how the tragedy of HLM concludes in the end. Dai-yu will die of illness and emotional
turmoil. In turn, Bao-yu will renounce kinship with the whole Jia family and flee to the world of
diasporic grief (which, till this day, continues to grip contemporary Chinese and global readers).
The above passage in Chapter 5 proves to be a crucially ideological preliminary result in
the star show contest, prognosticating the result of the final competition and crowning moment
which will not take place for another 90 chapters when Bao-chai finally marries Bao-yu. In
between these chapters, Dai-yu and Bao-chai continuously vie in a seemingly never-ending
affective competition for Bao-yu, a competition that involves Grandmother Jia, as well as among

“people” — a assembly of minor characters. After this passage in Chapter 5, Dai-yu and Bao-chai

104 Female characters are hierarchized into Main Register and Supplementary Register. As Fairy Disenchantment
says, “...but only the most important ones have been selected for recording in the main register, below the cupboard
you would find two more registers of lesser importance. Other girls are mediocre; we do not accommodate them. &
BUTES  FBELTFEES - TE BRI - BEEEZE > JIEMTSS - (SOTS 5:1:132;
HILM 5:1:75, translation modified).

105 In the Land of Illusion in Chapter 5, though there is no mention of producing babies, Bao-yu’s ancestors’ wish
for the generational succession along the bloodline is clear, echoing what contemporary queer theorist Lee Edelman
similarly calls a “reproductive futurism.” Edelman defines queerness as that which absolutely resists a logic of
futurity enchained to the figure of the Child, which can be a fetishized figuration in both heterosexual and queer
coupledom. Bao-yu’s initial refusal to inherit the bloodline, then, manifest queerness in resisting the logic of
reproductive futurism. See: Lee Edelman, No Future: Queer Theory and The Death Drive (Durham: Duke
University Press, 2004).
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are joined by other male and female characters in HLM, each competing for our (and Bao-yu’s)
affection, alternately spotlighted and focalized as the story progress and as characters further
assemble.!% Readers, in contrast to “the people” in the novel, often may side with the pair of
Bao-yu and Dai-yu. This is partially a structural effect of the novel’s plot, which privileges Dai-
yu’s emotions, victimhood, and grief, creating a lengthy tragic journey that finally culminates in
her death. Indeed, this tragic journey, as well as the constant contest between stars appears to be
what the film audience wants to see as shown in choices of film adaptations. The transhistorical
phenomenon of “pro-Dai-yu and anti-Bao-chai” (peng-dai bian-chai #57$%) suggested that
Bao-chai, though a star, is almost like a villain; Bao-yu, first of all, and Dai-yu second are the
reader’s favorites, though many other female characters remain powerful contenders. !’

As our discussion shifts to modern and contemporary adaptations, the star assembly
enacted through the novel, will gain a new twist. If in the novel the voice of the “many” often
remains repressed and can only be teased out, almost against the grain, by the eye of the critical
reader, in the modern adaptations it is the audience, “the people” and “the many,” who determine
significantly not only which characters the adaptation to focus on, but also which actors and
which stars are to play key characters such as Bao-yu and Dai-yu. As shown in the following
segment, the dynamics of star assembly from the novel to adaptation occasion not only

“glittering grief” (as in the adaptation’s reception) but also repeated rounds of competitive

106 One critic echoes this view; see Mei Xin-lin #§##£, “Xuanzhuan wutai de shenqi xiaoying — Hongloumeng de
yanhui miaoxie jiqi wenhua yunyi” “JefiSE" AUz E— (402 ) g5 K HLEEFE [The magic

of “a rotating stage:” descriptions of banquets and their cultural meanings], Hongloumeng Xuekan 41 F2E211], 1
(2001): 13.

197 In socialist China, Bao-chai is understood as ““pro-feudalism” while in contemporary world she can be taken as a
“conservative” woman. It does not mean she has no fans or supporters, but obviously less than Dai-yu and even
others such as Bao-yu’s several “major” maids. The fact that in the last 40 chapters of Gao E she got to marry Bao-
yu while also winning over and “slaying” Dai-yu, perhaps most quintessentially contributes to her anti-fandom over

the years.
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cinematic assemblies contending between the (over)seas and (main)lands, as well as flying

between home and diaspora.

The Second Red Chamber War in the early 1960s (1958-1962)

Migrating its battlefield over stars, glitter and grief from Republican Shanghai to post-
war colonial Hong Kong,!%® what could be called the Second Red Chamber war broke out
between adaptations of HLM among at least three parties: (1) the Shanghai Opera troupe /il
E[=, (2) the Shaw Brothers AfE 755, and (3) MP&GI (Motion Picture & General Investment
Company, [#|Z% /& HH4H#E), whose rumored adaptation (based on Eileen Chang’s [unfinished]
scriptwriting) was eventually aborted.!?® Competing for Chinese folklore or historical stories as
material for adaptation, by then known as giang-pai ( “stealing the shoot” $&FH), was very
common. To some extent, then, one may argue that this iteration of the Red Chamber war was
merely one example of the film studios’ earlier battles over Chinese themes and historical
materials in Hong Kong during this period of time (i.e., the 1960s); there is then nothing too

“Hongloumeng” about the phenomenon of competing for Chinese materials.!!® But as we will

108 Historical and cultural accounts of the Shanghai-Hong Kong entanglement in Chinese film history and urban
culture are copious. For films, see in particular: Poshek Fu, Between Shanghai and Hong Kong: the Politics of
Chinese Cinemas. (Stanford: Stanford University Press, 2003) as well as Stephen Teo, “Early Hong Kong Cinema:
The Shanghai Hangover,” In Hong Kong Cinema: The Extra Dimensions (London: BFI Institute, 1997): 3-28.

109 See Xiaojue Wang, “Eileen Chang, Dream of the Red Chamber, and the Cold War.” In Eileen Chang:
Romancing Languages, Cultures and Genres edited by Kam Louie (Hong Kong: Hong Kong University Press,
2012), 113-130.

119 For example, the war on HLM can be seen as a replay of rivalry between the two in the case of filming the story
of Wu Zetian two years ago. See one source who made this observation: “Shaoshi qiangpai Hongloumeng jiaoyou

Yuan qiufeng zhi daoyantong” ASEC S <2 FHEERKMEERE ) 5 [Shaw Brothers appointed Yuan Chiu-feng to
direct HLM), Lianhebao Y& %, November 5, 1961. Admittedly, the practice and phenomenon of “stealing the
shoot/stealing the show” #8311 was not limited to either the Shaw Brothers or film adaptation of HLM, but as would

be shown, HLM magnetizes competitions much more dramatically than other adaptations due to its very format of
star assembly in the novel itself.
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see below, HLM indubitably stands out among all Chinese literary and cultural materials in terms
of mediating between home and diaspora. In particular, as argued above, HLM excels in such a
mediating role because, unlike other key resources such as Sanguo and Xiyouji HLM films are
distinguished by its particular combination of aesthetic and affective forms: star assembly,
queerness, glittering grief and trans-forming seas, mediating “home” and “diaspora,” as well as
China and the world.

Let’s begin to read the Second Red Chamber wars historically and politically, but equally
importantly, formally, and affectively. First, what I call the logic of “star assembly” (“one[s]”
versus/among “many,” as schematized in the text of HLM itself), glittering grief, queerness, and
trans-forming seas, persistently characterize all the adaptations concerned in the Second Red
Chamber war, including the Shanghai opera troupe from the PRC. Echoing cross-dressing and
queerness in Republican Shanghai HLM films, the Shanghai Yue opera’s HLM performance was
an all-female affair, with women playing men by default.!!! Consistently featuring two Yue-
opera female stars Xu YuOlan (playing Bao-yu) and Wang Wenjuan (playing Dai-yu), the show
first started in Beijing in February 1958, and ran for a consecutive of 54 days and to great

acclaim.!'? In 1959, the troupe went to Vietnam, greeted by Ho Chi Minh.!!3 In autumn the same

1 My approach here links their performances to other HLM adaptations across history, rather than fixating their
performances according to the dictates of a linear history of the yue-opera genre. On a comprehensive history of Yue
opera’s historical formation in relation to the PRC’s opera reforms as well as the gender reconfiguration of the Yue
opera in terms of class and gender, see Jin Jiang, Women Playing Men: Yue Opera and Social Change in Twentieth
Century Shanghai. (Seattle: University of Washington Press, 2009).

112 The show was first conceived and written by the scriptwriter Xu Jin f#f in 1955; see Wang Wenjuan 345,
Tianshang Diaoxia ge Lin Meimei: Wo de Yueju Rensheng K- ¥ T {EARERER: FehU#iE] A4 [Sister Lin Daiyu
Falling from the Heaven: A Memoir] (Shanghai: Shanghai Wenyi Chubanshe. 2012), 156, 165; for a collection of
Xu’s script including the HLM play, see Xu Jin 3, Tianshang Diaoxia ge Lin Meimei K _F 38 T {EkkEE [Sister
Lin Daiyu Falling from the Heaven] (Shanghai: Shanghai Shudian, 2010).

113 Shanghai Yue Opera Troupe Records Office _|/G#kEIFREITIEZE =, “Yueju Hongloumeng dashiji” (4T %
2) KEEEC [Key Events of Yue-opera Hongloumeng: A Timeline” #k&], Shanghai Xiju |5/5%%, no. 12 (1999):
28+29-31. According to Wang, the troupe visited Germany, the Soviet Union and North Korea before going to Hong
Kong in 1960; see Wang, Tianshang, 60.
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year, the show was the troupe’s chosen plays to celebrate the tenth anniversary of the founding
of the PRC in Beijing, attended and praised by Premier Zhou Enlai— a fan of their performance,
and his wife Deng Yingchao, as well as the Peking opera star Mei Lanfang (the previous
crossdresser of Dai-yu).!

The next year in 1960, it was Zhou Enlai who decided that the troupe was to visit Hong
Kong.!!> As one CCP leader told the actresses involved, “you are using art to fight a political
war, go win this war over there in Hong Kong! {R{"EifE 2 HEMT I TECAR » TR EEINEST
{EEL16 (emphasis mine) What is “over there” from the perspective of the PRC is, in the
words of Wang Wenjuan/Dai-yu, “the capitalist bloc.” (&4 T Z£fF2).!17 Clearly, the Shanghai
troupe’s HLM cannot be divorced from politics. As part of the military-theatrical complex, Xu
and Wang, as Yue-opera performers, volunteered to provide operatic entertainment for the
liberation army and its allies in Pyongyang, for 8 months during the Korean War in 1953118

But politics take the forms of aesthetics: why, for example, fight the “war” with HLM and
not other classics (e.g., Jin Ping Mei, or more likely, Shuihu) at this historical juncture? As
Lanjun Xu persuasively argued, the PRC utilized opera as cultural diplomacy during this period
(1950s-1960s), using art to forge socialist kinship building across geopolitical borders; before
HLM, for example, similar “diplomatic roles” had been performed with other Chinese traditional

stories such as The Butterfly Lovers (Liangzhu) yue-opera film (1954), chosen for its regional

114 Mei reportedly praised the troupe’s performance; Wang, Tianshang, 169.

115 Wang Kai F14, “Yueju Hongloumeng de danshang” #g (41125 ) AYHEAE (The Birth of Yue Opera
Hongloueng), Sanlian Lifeweek Magazine =451, no.25 (2009), 60. Wang Kai’s article incorporated direct
quotes and interview materials from several main actors in the troupe’s HLM.

116 Wang, Tianshang, 178-179.

7 Wang, Tianshang, 172.

118 They stayed in North Korea for 8 months, and played Xixiang Ji and Liangzhu; Wang, Tianshang, 92-117.
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“flavor,” femininity, softness in gendered representations, as well as “Chineseness.”!!” However,
when discussing these earlier forms of aesthetic Cold-War diplomacy, a lot of attention has been
paid to the state(s) or individual as actors, focusing how they “use” the text, as if the text is inert
and inactive and only its contemporary use by individual modern agents matters. Different from,
though not totally ignoring such socio-political, historical, “contextual” approach, this chapter,
focusing on forms of affect, sees “HLM in socialist China” as more fundamentally related to, for
example, “HLM in the Qing dynasty”, “HLM in Republican Shanghai” or “HLM in colonial
Hong Kong” or for that matter, “HLM in Japan” or “HLM in Asian America,” rather than any
other nation state, any individual artist or any film studio which “uses” HLM. The reason is that
each of these “uses” is unwittingly citing from, echoing with, and relying on other “users”
synchronically and diachronically, inevitably “networked” with other adaptations through the
novel’s very own literary and sensory attraction — its form of affect itself.

Stated differently, in the beginning, there was Honglougmeng... Before so called schools
of aesthetics (e.g., realist, socialist, modernist, postmodernist, Maoist ...) being “applied” to, or
mobilized to “change” the original HLM, there is first and above all, HLMs allowance of and
affordance for such changes and changeability. Instead of fixating on (as well as reinforcing) the

fact that “users’ and “contexts” make or impose changes on HLM through adaptations, this

119 As Xu shows, Chinese opera was part and parcel of the PRC’s cultural diplomacy with Chinese diaspora; its long
tradition in cross-dressing, and emphasis on soft feelings and femininity, appealed to diasporic audience. See her
article: “The Southern Film Corporation, Opera Films, and the PRC's Cultural Diplomacy in Cold War Asia, 1950s
and 1960s.” Modern Chinese Literature and Culture 29, no. 1 (2017): 239-282. See also Xu Lanjun. “The Lure of
Sadness: The Fever of Yueju and The Butterfly Lovers in the Early PRC.” Asian Theatre Journal 33, no. 1 (2016):
104-129. For an account which challenges such “hegemonic Chineseness” by the PRC, see Law Ho Chak.
“Restaging Zhu Yingtai in Early Communist China: Shaoxing Opera, Color Film, and the ‘New Woman’” TDR :
Drama Review 65, no. 2 (2021): 77-94. On global Liangzhu and for that matter global ‘white snake’ which were all
“used” to do cultural and political work by the PRC, see Sookja Cho, Transforming Gender and Emotion: The
Butterfly Lovers Story in China and Korea. (Ann Arbor: University of Michigan Press, 2018); Luo Liang, The
Global White Snake (Ann Arbor: University of Michigan Press, 2021). On the earlier premodern connection
between late imperial China’s cult of ging and kinship novels in Choson Korea, see Ksenia Chizhova, Kinship
Novels of Early Modern Korea: Between Genealogical Time and the Domestic Everyday (New York: Columbia
University Press, 2021).
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chapter suggests another form that must also be reckoned with: it is HLM which lends itself to
“uses” while extending its very own form of affect (such as grief and tears), triggering further
circulations across times and political spectrum in and by itself across genres, medium
specificity, linguistic determination, and geopolitical divisions. Additionally, through arguing
that HLM forms a transnational adaptation network on its own, what I show in this chapter is that
HLM, though obviously a novel written in Chinese, cannot be reduced to a mere expression of
“Chineseness” due to its cosmological world-making and world-connecting power (i.e., the motif
of water and tears), as well as the novel’s (and also the Ming and Qing’s) ecological, historical
and fictional engagement with things beyond China (such as the presence and reference of

overseas goods, overseas lands, and overseas figures of other races).!?’

120 One evocative example noted by critics is found in chapter 52, where the character Bao-qin mentioned a certain
poem written by a “foreign girl” from a certain “True-true-country” (ELEL[E). After hearing the poem the girl wrote,
which refers to a certain “water country” 7K[g, all the characters praise her poetry as “better than the Chinese &k
MR ER A ZE5E - (HLM 52:2:709). As Bao-gin evocatively describes the multi-racial-looking girl that is as
“foreign” as she is “Chinese”: “When I was eight I went with my father on one of his trips to buy foreign
merchandise to one of the Western sea-ports and while we were there we saw a girl from ‘true-true country.” She
was just like the foreign girls you see in paintings: long, yellow hair done into plaits...wearing ... a dress of West
Ocean brocade and she had a Japanese sword at her side covered all over with jewels and gold ... They said that she
had a perfect understanding of our literature and could expound the Five Classics and write poems in Chinese...$%

JNBREIIFER > BRBSCREIPDRS EEER - sERAEEERET LT & 1pk > Alem A8 -

MR A > R EEEEEE - FTEME - RS AR M~ SR ~ tHE B RS AR

ST CEERERM - WEET] > RIS - BAEEN BUIMAVEGE | A AR o i e

= ' n > selErE o it > BECRIWHE T —LEE RS TR SR M o RS E
ZFE...” (translation by David Hawkes; HLM 52:2:709). Sebastian Liao argues that the “true-true country” refers to

the Ming-loyalist regime of Koxinga/Zheng Chenggong B[54 Tfj (whose father is Chinese and mother Japanese) in
Formosa/Taiwan (1661-1683), which was also colonized by the Dutch, hence the ambiguous racial features of the
girl’s appearance and apparel. See: Sebastian Hsien-hao Liao’s B[F¢ % Honglou meng de butian zhi hen: Guozu
yuyan yu yimin ginghuai &/ fEE IR 2R © EiEE S HEERE [Regrets in repairing the sky: National allegory
and Ming loyalist sentiments in Hongloumeng] (Taipei: Lianjin, 2017). On other speculations of where “true true
country” is (e.g. the Netherlands, Cambodia. . .etc), see also Shang Wei p5{&, “Hongloumeng zhong de ‘Jia’ Bao-yu
he ‘Zhen zhen guo™ (4[#825) iy ", B EM " HEE  [The ‘false’ Bao-yu in Hongloumeng and ‘the
True-true country’], Sanlian Life Weekly =455 T, no.21 (2018): 105-109. On references to the foreign in
Ming-Qing fiction, see Liu Yongqiang, “The Description Concerning Foreign Affairs and Exotic Imagination in the
Fiction of the Ming and Qing Dynasties.” Frontiers of Literary Studies in China 2, no. 4 (2008): 531-560.
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With the above in mind, what’s more surprising in the case of the Shanghai troupe’s
travel to Hong Kong is probably not the socio-political or “contextual” subsumption of HLM’s
aesthetics, but rather the aesthetic form such politics takes (or allows). As I will show, it is the
continued affordance of HLM’s form of affect which enables our tracing of an affective network
(reunion and separation) in between and across all contexts, whether it is Republican Shanghai,
socialist China, or colonial Hong Kong, whether it is China and the (Sinophone) world. What I

2

call the logic of “star assembly” (“one[s]” versus/among “many,” as schematized in the text of
HLM itself), glittering grief, queerness, and trans-forming seas, all these will persistently
characterize all the adaptations concerned in the Red Chamber wars throughout history,
including the Shanghai opera troupe from the PRC.

To begin, we can trace the aesthetic-political form of “star assembly” — “one” and
“many,” in the rise and fall of the Shanghai troupe’s HLM performances in modern and socialist
China. But we may pause here to ask: why would it be HLM, at some point, that is thriving in
socialist China in the 1950s? How does HLM possibly lend itself in support of socialism? In
modern and socialist China, to begin with, what I call HLM’s logic of stardom — the privileging
of “star characters” such as Bao-yu and Dai-yu—evidently contradicts even in the most
obviously class-conscious point of view during the early socialist era of the PRC. As such it is
interesting that, just as the left-wing film studio Great Wall in Hong Kong released the expensive
Yue Feng’s Modern “Red Chamber Dream” (1952) to great acclaim (see the previous section),

at the same time in 1954, emerging critics such as Li Xi-fan 2245 M, and Lan Ling 854} also used

HLM to perform a critique of feudalism and capitalism. Most significantly, Li and Lan directed

their critiques at the “bourgeois” scholarship by Yu Ping-bo 4x3{.!2! In the end, both Li and

121 See: Joey Bonner, “Yii P’ing-Po and the Literary Dimension of the Controversy Over Hung Lou Meng.” The
China Quarterly no. 67 (1967): 546-581.
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Lan were praised by Mao Zedong — the ultimate “Red Star” — as “minor characters” (xiao renwu
/INAY)) now finally speaking up against the oppression of “bourgeois intellectuals.”'?? Even in
Li and Lan’s anti-bourgeois visions, however, the protagonists Bao-yu and Dai-yu, despite their
“aristocratic” privileges, are still considered as “the stars” of the novel (“the ones”), whose tragic
“resistance” to “feudalistic marriage,” quite paradoxically, represent “the people” and “the
many.”!?> How do we understand this contradiction between Communist critique of the
bourgeois and arguably the love for two characters who seem to represent the most “bourgeois”
point of view?

Following this logic of “stardom,” the standard interpretation of HLM adaptations in the
1950s appeared to be that the story is after all anti-feudalistic, and therefore, suited to the
purpose of revolution. The contradiction (i.e., that the protagonists are aristocratic “rebels,” and
not workers, peasants, and soldiers), however, would become more and more glaring as
revolutions gained heat. The revolutionary would start to press further and ask: “after all, are
Bao-yu and Dai-yu ‘socialist’ or ‘capitalist’? Why are they the ‘ones’ and not ‘the many’
others?” As the Chinese revolution escalated and demanded dogmatic and draconian
disambiguation, Bao-yu and Dai-yu’s “star” statuses — their ambiguity, and mediating function

between “oppressor” and “oppressed,” disappeared and dissolved.

122 Bdgar Snow, Red Star Over China (New York, Grove Press, 1968).

123 Tronically, Li and Lan’s book on HLM (Hongloumeng Pinglunji) has no chapter dedicated to servants. In one
chapter titled “On Hongloumeng’s people-ness” 412> A 1, Bao-yu and Dai-yu are casted as archetypical
rebels that represent the revolutionary forces of the people. As they wrote: “The tragedy of Bao-yu and Taiyu are
not only the tragedy of two aristocratic youths, but their tragedy actually reflects and refracts the contradictions and
conflicts facing the imminent collapse of feudalism, also reflecting a new social force demanding the revolutionizing
of feudalism. Here lies the historical significance of HLM; here lies the novel’s emphasis on the people-ness
[renmin-xing NN fiFHAEEIA S RI{E BV R S 55 FEAVARE] - R T BIR AR R AR kS iy
JEEZEHIRE B RNITE - S T E ) BB R BRI IR L E0K o (AIEEF) I ERMEE
> EHYEEZIR AR R EE#E (translation mine). See Li Xifan 2245 N, Lan Ling BE5¥, Hongloumeng

Pinglunji 4] f#25 554 [Criticisms on Hongloumeng] (Beijing: Renmin wenxue chubanshe, 1973), 140.
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And such loss of ambiguity takes place through aesthetics and forms as HLM’s “the
ones” descends or dissolves into “the many.” At first, it may seem taken for granted that, as in
the novel, the major characters (“the ones”) Bao-yu and Dai-yu are stars and must look beautiful,
but as political radicalism escalated in socialist China, characters/actors of HLM started to be
analogized to and lambasted as “stinking” (douchou [¥15.) enemies.'?* As Dai-yu-performer
Wang Wenjuan recounted, the tension between what I call “one” and “many” already simmered
after the public performance of HLM. In their Wuhan performances in 1958, for example, one
official considered the troupe reactionary and complained: “Why are you still playing this kind
of ‘scholar-and-beauty’ (caizi jiaren 4 1{£ ) opera such as Hongloumeng? (/R B E 1T HET
[ e N L T

Apart from the question whether HLM should continue to play, or more radically,
whether the play should still exist in a revolutionary China, the characters Bao-yu and Dai-yu
also needed to “re-form” and “re-structure” themselves physically and corporeally during the
Anti-Rightist Campaign and the Great Leap Forward. One stance as recalled by Wang, for
example, involved the “cleanliness” or “dirtiness” of Dai-yu. At the time, people were
encouraged to engage in “thought reform” (sixiang gaizao EAEI%E) and “self-criticism” (ziwo
piping HILEF) of one’s privilege; colloquially such self-re-forming act was likened to
“washing one’s hands and bodies” (xishao xizao %), As recounted in Wang’s memoir, a
colleague at that time made a joke and pointed at her: “tell your [character] Dai-yu to wash her
hands and body! Go check if she still has the two problems of ‘being proud’ and ‘being spoiled’!

(jiao-jiao-er-qi 5&#& —54,).” Maintaining that “Dai-yu” should simply be(come) herself, Wang

124 On the olfactory and scatological rhetoric during the socialist and Maoist period, see Huang Xuelei, Scents of
China: A Modern History of Smell (Cambridge: Cambridge University Press, 2023), 219-244.
125 Wang, Tianshang, 167.
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off-handedly retorted, “A Dai-yu without ‘being proud’ (jiao §§) and ‘being spoiled” (jiao #5)?
Would you still call her the real ‘Dai-yu’? ;455G R @ B EMERKIE? (translation
mine).'?¢

Retreating to (rather than revolutionizing) the form already formulated in HLM (that Dai-
yu is, by default, “proud” and “spoiled”), Wang defended herself against the socialist/Marxist
“de-famation/de-formation” of Dai-yu, that was jokingly invoked, but realistically simulated by
her colleague based on changing political currents. Like Dai-yu claiming that she is “clean and
pure” in the novel, Wang insinuated that Dai-yu’s high-mindedness was not “dirty” morally and
mentally (and therefore not needing the “cleansing” of thought re-form). Working under socialist
leadership, artists in the Shanghai Troupe however still (had to) “dirty” themselves by
participating in steel production during the Great Leap Forward. As Wang recounted, “no matter
‘Jia Bao-yu’ or ‘Lin Dai-yu,’ all of us become ‘charcoal’ (heitantou, H.5z55) -+ in the morning
we are ‘steel workers,” in the afternoon and at night we turn back into ‘performers’ [...].”1%’

As this chapter (and thesis) consistently argues, therefore, we must pay attention to
HLM’s aesthetic form because the very basic form and the very being of characters/actors (such
as Xu as Bao-yu and Wang as Dai-yu) should not be taken for granted as integral or intact in the
throes of progressive “changes.” (see the below discussion on the Cultural Revolution). As

revolutionary radicalism accelerated in the PRC, Shanghai troupe’s HLM, continued to thrive

facilitating glitter and grieve between 1958 and 1961. Though, at this point in 1958, HLM’s “star

ROl HRAE B BT - BAESUE - W2 R R TR - BRI (4IEE) [ERasE » iRk
BfETE > BTSSR © HUIR DEEY] AMEME TR TS EEERE R | RIS TWREIE 2
HEElE _ RAVBEME T ER? * (editing mine); Wang, Tianshang, 167. The highly gendered, and derogatory four-
letter idiom “jiao-jiao-er-qi E&#E 52, was likely coined by the CCP. The expression remains in use in
contemporary China, especially when referring to “a lack of masculinity” in military contexts.

PTefish e EHE R - MR —(E(EERR T R B RN NI e E A - 7
Wang, Tianshang, 167.
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assembly” was increasingly “soiled,” (i.e. by labor and increasingly, denunciation), its star
(Daiyu as well as the actress performing her) remained spoiled, drawing on the strength of the
aesthetic privilege patronized by the “favoritism” (bian-ai) of no one but the CCP leader Zhou
Enlai. In Wang’s memoir (published in 2012), Zhou is remembered as having said the following

after watching the troupe’s HLM in celebrating of the founding of PRC:

Premier Zhou half-jokingly said to us: “Everybody knows I love Yue opera. If they don’t
find your performances and other performances good, they would blame it on me and say |
privilege (bian-ai) and excuse all of you. Now as I see it, your performance of
Hongloumeng ... stand its ground.” (translation mine)

SEPBHETSMER ¢ TRSEAIEREERE] - [REEATE > AR EREIIIE L
o SBAREIRTT - BIE—F > (RMAY (4THEEE) - HAEniE T - 5 12

Zhou was indeed a fan of the Yue opera throughout his life (according to his wife Deng
Yingchao, the bedridden Zhou kept listening to Xu and Wang’s singing HLM up until the
moment he died).'?” With his endorsement, the troupe’s HLM performance (“one” among
“many’’) continued to thrive, indeed, even reaching its zenith in socialist China from the 1950s to
early 1960s; the troupe, as well as the main characters in HLM, are the “stars,” the “ones” being
favored by Premier Zhou Enlai, and officially endorsed on a national platform. The troupe, like
individual characters in HLM, was “privileged” indeed, continue to perform HLM even while the
Great Famine in the years from 1959 to 1961.

Amidst this dismal background of the “many,” what is astounding is that, as Wang
remembered and presented to us in retrospect, Zhou’s suggestions for improvement for “the

ones” in HLM appear aesthetic and formal, rather than political, about beauty rather, and more

128 Wang, Tianshang, 169.

129« STHCGERT% > BATIEE RAEEEAE B AEEENER ¢ BORKEER IR SR (ALigE) ot
AN e - BEITRESR S LA MRS - AR ~ SRE E tbIEE o (AR FETAEET 2K - 7 Wang,
Tianshang, 171.
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than ideology. First, paying attention to formal rigor of art, he complained that the troupe’s
calligraphy of the subtitles (projected on hanging clothes on the stage) as “untidy” and “dirtied
by ink spots,” citing the counterparts in Mei Lanfang’s performance as the gold standard of
“art.”13% Also not eye-pleasing enough to Zhou was the costume for the star character Xue Bao-

chai, whose crown, disappointingly, did not “glitter.” As Wang recounted:

Premier [Zhou] had two comments on our performance. First, Xue Bao-chai’s phoenix-
crown (fengguan) looked too shabby and cheap. At that time, our troupe used a red-velvet
crown; Premier found it lacking, saying that the Xue family is one the four prestigious
families in the novel, citing the following poem as evidence: “The Nanking Xue family/so
rich are they/that they have pearls as much as others have soil, and they have gold as
much as others have metal.” How come you didn’t buy her a crown in good shape
(xiang-yang)? Premier Zhou joked further, “if your troupe doesn’t have the money to buy
it for our Miss Bao-chai (i.e. Bao gu-niang), let me pay it for you.”

Y /,\sz"i%%EdTﬁlﬁ!E » I EIGERIHRUE A ZERR - TS A IR
AR - SRR - BEREIUARIE . — FTPE T REFRE () B
ffkit[liiﬁﬂf% : fE F* H—(E AR A E ? éﬂ@ﬁﬁbﬁ%ﬁ AN FGERERE 2

FHEAEWEE - TACEIRFIHL © | (poem modified from David Hawkes; translation

and emphasis otherwise mine)'3!

Similar to Wang Wenjuan’s recounted memory, Xu Yu-lan in her memoir (published in 1994)
remembered a slightly different version in which Zhou even offered to “buy (mai) [the crown]
for Bao-chai to wear.”!3? As this chapter emphasized in the first section, glitter and grief
characterize HLM’s adaptations in terms of their presence, but in Zhou Enlai’s comment we

know that glitter and grief remain powerfully glaring even in their unexpected absence. Judging

PO SHERRGA B EAVBUE B - riETe TR - HEAEEER ¢ B R AT R e - RFTE
RANFREBENREE ? 76 - FRENLE - FUTEAE T AiF - B TR AEE (B
HHET) TR ? IR S RET - Wang, Tianshang, 169.

B1'Wang, Tianshang, 169-170. David Hawkes’ translation of these lines in the poem is witty, yet far off the mark in
terms of accuracy. He translated “EHFKFH (BE)  BERU LS8 as “The Nanking Xue/so rich are they/to
count their money/would take all day.”

12 The Chinese original: “4T#EEFHEEHIGASE - N A AVIHVEHARE S - BrE B R IEER: - 26
B ? Itk 4B $UEK  ~ (emphasis mine) Quoted from the biographer’s wordings in Zhao Xiaosi 4
28, Xu Yulan Zhuan £ TR {E [Xu Yulan: A Biography] (Shanghai: Shanghai wenyi chubanshe, 1994), 242.
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the troupe’s costume in terms of what I call HLM’s “glitter,” Zhou claimed the red-velvet crown
as not “xiang-yang,” meaning “not decent/up to snuff.” Or to be more precise, the expression
means “unshapely,” lacking a form (i.e., not resembling [xiang %] a shape or form [yang %]).
The crown is not in good shape or good form, and aesthetically, Zhou implied that the crown
should take the ostentatious form of something like “pearl” and “gold,” whose overabundance
poetically metonymizes the extravagance of Bao-chai’s family. More concerned with the affect
of theatrical materiality on display rather than the ideology behind such a display, Premier Zhou
here focused on what Rey Chow calls “the feminine details,” that are often renounced and also -
as David Wang puts it — “repressed” in Chinese modernities.!

True to the form of “the ones” and “the stars” in HLM, Zhou Enlai suggests that Bao-
chai’s upper-class status should be represented as what it is and what it should be: glittering, and
pretty, and that is that.!3* Respecting the character Bao-chai (calling her Miss Bao) and her
“need” of a more expensive phoenix-crown as if it is a necessity, the revolutionary Zhou here
cares deeply about a female character that is often read by socialist critics as conniving and
“feudalistic,” as compared to the intractable Dai-yu. Yet Zhou’s comments ignore such
simplistic characterization which pits Bao-chai against Dai-yu in the binary framework of “social
progress.” Not unlike the all-beauty-loving Bao-yu, he cares about the glitter and grief for both

female characters (“ones”), as well as all the audience in the assembly (“many”). After

133 Rey Chow, Woman and Chinese Modernity the Politics of Reading Between West and East. (Minneapolis:
University of Minnesota Press, 1991); David Der-wei Wang, Fin-de-siecle Splendor: Repressed Modernities of Late
Qing Fiction, 1849-1911 (Stanford: Stanford University Press, 1997).

134 On modern film criticism’s (often politicized and gendered) bias against pretty images, see Rosalind Galt, Pretty:
Film and the Decorative Image. (New York: Columbia University Press, 2011); on glitter itself as a thing with
agency, see Rebecca Coleman, Glitterworlds: The Future Politics of a Ubiquitous Thing (London: Goldsmiths
Press, 2020).

70



commenting on “glitter,” his next (remembered) comment, addressing the moment Dai-yu dies

on stage, faulted the troupe for a lack of “grief™:

Another opinion [of Premier Zhou] was that when Dai-yu died, the festive music (xi-yue =
4%) [of Bao-chai’s marriage] set in too fast. Premier Zhou said: “When Dai-yu died, how
come you don’t grieve her with some mourning music (ai-yue Z&)? ...you should first
give forms (fi-xian §838) to the interior feelings and stirrings of the audience, before

contrasting it with the festive music of Bao-yu and Bao-chai’s marriage. Otherwise, the
audience’s feeling of grief will be blocked.”

F—HE AR EME R ZAERZt - R © T MBI T
REE 7 IRFIEGET R R T RBE B SRR ITRCR - (HEEEE LS R AL ZOK
BSELHAK - AR TS SR - BRIBURA LB - 1

As this chapter emphasizes all along, the “glittering grief” surrounding the plot of Bao-yu’s
forced/false marriage with Bao-chai (which kills Dai-yu) is a major concern of most adaptations.
Obviously, Zhou here does not favor either Bao-chai or Dai-yu, his main concern is whether
such grief can be released among characters and the audience, with the right (appropriate)
aesthetic choices, props, and music. As in HLM, “the ones” will lead “the many” through the
former’s assembling power. Though obviously favoring the “ones” (the star Yue-opera
actresses/the star characters), Zhou nonetheless asks Xu/Bao-yu and Wang/Dai-yu not to forget

99 <6

“the background heroes of the show,” “the many” and the masses.!® “The ones,” in “real life” as
in HLM, are to lead “the many” to release grief and tears in rounds and rounds of assembly (i.e.,
banquets, poetry clubs, opera watching, kite-flying...)

In 1960, Zhou Enlai, perhaps noting the affective power of such star assembly and

glittering grief, decided to send the troupe to colonial Hong Kong, one year after the troupe’s

135 Wang, Tianshang, 170.
136 Wang, Tianshang, 170.
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HLM celebration of the PRC’s birthday in 1959.137 The mission was clear: to impress the
Chinese living outside the PRC who lived in the “capitalist world.” Performing “privilege” and
acting “pretty,” Xu and Wang and the Shanghai troupe, despite the dire economic situation in the
PRC, had to become “stars”: “the ones” leading “many,” across both socialism and capitalism.
The troupe’s performance and ways its assembly of stars would allow it to transcend the gap
between socialism and capitalism can be seen in their preparation before their arrival in Hong
Kong. First, as the troupe presented itself to the “capitalist” world, the casting of Hong Kong’s
edition had been upgraded: in addition to Xu Yu-lan and Wang Wenjuan, two “A-list” actresses
(Lu Ruiying =%i3%, Jin Caifeng <5 &), previously not familiar with HLM, were called to play
Xue Bao-chai and Wang Xifeng (such is the cast for the film adaptation later.)!*?

Second, despite the fact that the Great Famine (euphemized as “three years of natural
disasters” = HA¥ ZE in Wang’s memoir and official narrative) was raging nationwide from
1959-1961, the very bodies and appearances of HLM actresses still needed to be upgraded so that
the stars could present their grief with an appropriate sense of glitter.!3° To present a “decent
image” (lianghao xingxiang E4F2{4) to kindred Chinese audiences (tongbao, [Elffl) in Hong
Kong, Yue opera actresses were confined and groomed in a hotel for half a month, doing only

three things: 1) rehearsals, 2) “nutritional enhancement” (buchong yingyang #i 7v/=%) [as Wang

137 See: Wang Kai F 1, “Yueju Hongloumeng de danshang” #k&| (41528 ) AV (The Birth of Yue Opera
Hongloumeng), Sanlian Lifeweek Magazine = 5T, no.25 (2009), 60. Wang Kai’s public-facing article
incorporated direct quotes and interview materials from several main actors in the troupe’s HLM.

18 <« E BRSNS R EVE RS (EBIAHAY - DARTRRE sy (42r) T HEAh, B EERI B R
WEE - WU T EENR AT T REEE o B ETEEFNARENERE - StEHE TEE
R | HYFEZS.” Quoted from Wang Kai, “Yueju Hongloumeng de danshang”; see similar comments on the new
casting by Wang, Tianshang, 172.

139 Frank Dikétter, Mao's Great Famine: The History of China's Most Devastating Catastrophe, 1958-1962. (New
York: Walker & Co., 2010); Yang Jisheng, Tombstone: The Great Chinese Famine, 1958-1962 (New York: Farrar,
Straus and Giroux, 2012).
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recounted: “our faces brightened with moisture after the restorative stay”],!*° and 3) what Wang

called “manner training” (/liyi peixun 15F5%5/) involving what she called “Western etiquette” in
dining (such as not producing noise while drinking soup) and most ideologically flexibly: calling
people “Miss” and “Mister” in Hong Kong instead of “comrades” (tongzhi [67).!4!

Judging from on-the-ground details of the trip’s preparation provided by Wang’s memoir,
it seems a huge mistake to define Yue opera’s HLM performances simply according to its
socialist/nationalist “context”; their performance of “socialism” in and by the PRC had, as Wang
showed, slipped into a semi-“capitalist” form as soon as they had traveled to Hong Kong, which
is a “backward” society of “old times” (jiu shehui 811+ &) according to socialist progressive
rhetoric.!#? On this ambiguity, Wang said the following in the 2000s: “to people like us who
once lived in ‘the old times,’ these [Western manners and etiquettes] are common sense, but to
those who grew up under the Red Flag, the training was new and exciting stuff.”!43 Neither
simply “old,” or “new,” the troupe’s “upgraded” HLM in Hong Kong can therefore not simply be
reduced to a specified and contextualized performance of a “socialist aesthetic” in the “capitalist

context” of Hong Kong itself. Rather, what the troupe’s trip performed is more generally a

moveable and moving stage of HLM star assembly harking back to an “older” China (as Wang

149 Wang, Tianshang, 172.

M PR A R PR Bl B e e A B MR L DI B SR AR - PR TURBREAN T - BT REH -
EPE AR E R BRI EE NG - AR - REMEOEALEER - BEFHEEEAEER
FFLIEM - B T EMIEARATEEGE - LSS RS HES - AT EASMNEN T B EE T
R E A ERRNLE A > I ~ NE o (emphasis mine); Wang, Tianshang, 172.

142 Indeed, during the high point of actually existing socialism which is the Cultural Revolution, “Bao-yu”/Xu Yulan
and “Daiyu”/Wang Wenjuan would turn from “socialist” to “capitalists,” in the eyes of the Red Guards, just as they
appear to transform from “socialist” to “capitalist” in their earlier Hong Kong trip; both “transformations” of “Bao-
yu” and “Daiyu,” of course, carry different historical consequences (see below discussion).

1 PRI S EIFRBARAVEE N - IS BN AT SAIEH - (HH-RAEAE THEFEERE » —
VIRREESSET e RIfE A - thFISE1S 157 BEE - » Wang, Tianshang, 172.
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hinted at) while advancing “anew” in Hong Kong, a city which, like their HLM show itself, was
bridging socialist China and the capitalist world, as well as past and present.

As artistic mediators, the troupe’s performances managed to take place between “this”
world and “that” world. Through curating a star assembly of glitter and grief with HLM as source
material, the troupe’s performance therefore re-fused the strict binary of tradition/modern,
socialist/capitalist, as well as male/female and most true to the form of HLM, dream and reality,
as well as truth and falsity on and off stage. On the one hand, the performers appeared to have
“diluted” socialist traits as they blended with western norms. On the other hand, the effect of
such “diluting” could result in more people in “the capitalist world” believing that the “socialist”
world was doing “well and fine,” comparable to or even better than the capitalist world.

The question to ask here is one of agency and control. When the performance of HLM in
HK “diluted” socialism through feminine and queer performances, was it actually the case that
the PRC and its performers were asserting control (i.e. by gaining soft power)? Were they,
instead, acceding to the needs of collaboration by performing for, with and like “others”? What if

13

agency in HLM adaptations cannot by fully attributed to the PRC state’s “use” of “culture” in
influencing overseas Chinese? What if such a thing as agency cannot also be attributed to the
overseas Chinese’s “receptive” embrace of the former’s propaganda either? What if it is instead
the transhistorical (net)work of HLM’s form of affect — for example, its specific plot and
characters glittering, grieving, and releasing tears—that provides the ingredients and
infrastructures in watering down dichotomic relations, between male and female, old and new,

self and other, socialism and capitalism, as well as China and the world, between “lands” and

“seas”?
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Back to the trip. Fulfilling the mission of performing between “truth” and “falsity,” the
HLM assembly curated by the PRC and performed in Hong Kong, proved to be a resounding
“success” in the sense of creating a great “image” in the hearts and minds of people in Hong
Kong and diasporic Chinese in Southeast Asia. As a prelude to their Hong Kong visit, the troupe
first performed in Guangzhou and Shenzhen, which already lured audiences from Hong Kong to
cross the border and see the shows.!** Though the troupe themselves lacked resources in times of
scarcity in the PRC, they nonetheless became “stars” and “the privileged” during their trip to
Hong Kong. Donning tailor-made gi-pao and with their hair permed, they got off the train in
Hong Kong and impressed everybody; according to both Wang and Xu Yu-lan’s memories (as
presented to mainly mainland readers in their memoirs), the audience in Hong Kong were all
impressed: “How come they said people were starving in mainland China! Look at them [i.e., Xu
and Wang], aren’t they looking healthy and great?”!4

Glittering, Xu and Wang’s performances enabled a performance of communal grief that
included both characters on stage and audience off-stage. From December 1960 to January 1961,
the troupe did 37 performances in Hong Kong, 18 of which were on HLM — and tellingly, it was
HLM, and no other plays, which later turned into a film.'#¢ Audiences were said to have queued
up overnight for tickets; those without tickets refused to leave and stayed outside the theater,

looked at the posters and enjoyed the sounds flowing from Astor theatre (% EEk5z).!*” Touched

by such glittering grief, audiences in Hong Kong (some sojourning in Hong Kong while

144 Reportedly, there were audience from Hong Kong going to Shenzhen to watch the show. “_F/GEEIE Y E A FE
G ERE » BTV ENFY B BRI - SZEHN SRR (G - ERIIFUEE 7K ReEw /e LS
VB o B EEAENHE > o8 UBUROKEEARTE -~ Quoted from “Xiangyu jilong, zhenrong
dingsheng, jumu jingcai, Shanghai yuejutuan houtian ligang ...” Z=245ifE [HEREE BIHERX EHEIE
1% K5fis ...[...] Shanghai Theatre Troupe arrived at Hong Kong [...]), Wen Wei Po SCEH, December 18, 1960.
R R SR - B (ff) 7 REBEAE T - fR(EEENR ? ” Zhao. Xu Yulan Zhuan, 233

146 Other plays include Xixiang Ji; Wang, Tianshang, 174.
47 Wang, Tianshang, 174.
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themselves hailing from Shanghai, and Zhejiang and Jiangsu provinces at large, who shared the
dialect of Yue opera) shed profuse tears when actresses Wang Wenjuan (playing Dai-yu) burnt
her manuscripts and Xu Yu-lan (playing Bao-yu) grieved his beloved’s death.!*® Reportedly,
innumerable audience members cried even after the show ended, only to return the next day so as
to watch the film (and re-enact its grief) once again.

Beyond the theater, voices of Xu/Bao-yu” and Wang/Dai-yucwere even broadcast live

through Radio Rediffusion AR from December:

During the broadcast, listeners are ubiquitous in every corner of Kowloon and Hong Kong
Island, in all homes and houses, in all herbal-tea shops and restaurants. That mesmerizing
singing and bewitching music, occasionally mixed with resounding applause, activated a
lingering aftertaste like those of olives for those who watched Yue opera, and for those
who never watched it, they could still hear it with great pleasure. (translation mine)

FEREIHIIREIEE - NG A% - FrAEF -~ BEiE -~ B - 85 TR ETE
B AHRAVEER > AP AAYERIE ~ SROHESE - TI EARROEEIAER - (10
BB A\ QIR - [EIvkARES - (ERE A A ES T IR ErmE - 'Y

Though performed in a different regional dialect, the assembly that HLM created acoustically
transcended and diffused beyond the linguistic and generic specificity of any single region. The
voices of “Bao-yu” and “Dai-yu”, as the left-wing media Wen Wei Pao narrates it, seeped into

businesses and daily lives as what we might want to call “food for the ears.” A feast of

148 See the report written by the leader of the troupe after the trip: Yuan Xuefen FTZE2Y, “Xianggang yanchu guilai,”
E A HEFAR [Returning from the Hong Kong trip], Wen Wei Po SCJE$R, February 8, 1961. Her Chinese original
for reference: “EREIEEIFI TN —H « FAEFTZEIIMA - Frad " MARES, - AT RMrERR - %
B T SRR © 31 2% % T ERTEVERBINEEURER © & TIRMOVED - REERHErREIE R %
FHELE? - R TISIOELLEE T - | ESAIIREENER © T IRICLABBRMENT - B T IRFrEL -
RUEEIE] T R —ERAVEE o BIER PSS — BBV SR - BRI T gk - —SeBRER
"B T IRMREFOED > R EIERSE T H S E Eia Y B O SRR A RRE ) - PR
BIZ4HESY > FTER © B R PIE B  ACR B R o M B — ST - 7
149 The live performances in December were rebroadcasted 2 months later after the troupe left. “Lidejintai jinwen
chongbo Shanghai Yueju tuan ‘Hongloumeng’,” FEFV S S SMRERE G MEIE "4 M2 Wen Wei Po SUE
¥f, February 26, 1961. On Radio Redeffusion in Hong Kong, see Wang Xiaojue. “Radio Culture in Cold War Hong
Kong.” Interventions 20, no. 8 (2018): 1153-1170.
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synesthesia was assembled by radio broadcasting, exceeding the generic specificity of (Yue)
opera and medium and spatial specificity of theaters. Tears and grief continued to overspill from
the theater to daily life, even reaching squatter houses and slum areas. After the HLM shows, the
touring “Bao-yu” and “Dai-yu,” paid visit to fire-affected squatter houses and eventually raised
money for them through charity performances.!>°

Performing as “stars” conflated as “major characters,” the show’s release of glittering
grief appears to have reached audiences on stage and off stage, across class divides, and most
crucially, reaching global audiences gathering in Hong Kong. This transnational reach of the
troupe’s performances is emphasized throughout official and personal memories of Hong Kong
visits and HLM performances. Most representatively, Yuan Xuefen =575 (b.1922-2011), the
director of the Yue opera troupe, claimed that their performances successfully reached overseas
Chinese (huagiao) coming from more than 10 countries, such as Malaysia, Indonesia, Thailand,
Canada and Latin America, many of which flew to Hong Kong purportedly just to watch their
show.!>! As Xu Yu-lan similarly recounted in her autobiography, she “heard from the theater
staff” that the audience reportedly included people flying from Taiwan and America.!>> As Wang

Wenjuan also took pain to emphasize in her memoir, one Indonesian audience member

0 LR SURROR BRI LK S S R T4+ KB — BT - KR NS BRE
T HAHIEL © ” Yuan Xuefen FEZY, “Xianggang yanchu guilai,” FF 358 HEF 2R [Returning to Mainland
after performing in Hong Kong], Wen Wei Po SCJEH, February 8, 1961.

131 Original: “FRMIVEITUEA KB EAKEE ~ HIEEMAT ~ 268 ~ &AL T EMNE L ERZ A EITEE
& o —LLfEEH T RV G S RATRIERE T B B8 R UORGE T - — e akEh IR EE (R AR B R

s TERTREAEOLEER TIRMEES M EEIRFIRE B 2] T 1B BT E 2L B AR RO
KEEHE - | HIEEAnEEEEESEER R T RUMEENSEE | FEENEEFEan BRI © A
s A—(EEEER A AR T U - FEEE T HE SR ETRERRITGRVIADERE - £
Rk o MFEHE A E B ELE  F R RS ENSEE AN %R o ” Quoted from Yuan s article is printed
in Wen Wei Po SCE], reprinted from the PRC’s media: Yuan Xuefen T 7%¥, “Xianggang yanchu guilai,” A%
HEF2K [Returning to Mainland after performing in Hong Kong], Wen Wei Po SCE#, February 8, 1961.

P iR BB EITR R 0 M T HEBCEEE AR > AR R EAREERE] - LRIV EE I A
VEEEARAYEIFENE”  Zhao Xiaosi, Xu Yulan Zhuan, 233.
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(plausibly ethnic “Chinese’’), who did not speak Chinese at all, reportedly cried very hard
watching Dai-yu dying on stage, affectively touched while totally in the dark about its
“meaning.”!>? Reportedly, certain female students from Singapore fought for tickets to watch the
show during their 48-hour stayover in Hong Kong, on their way home to after traveling in
Japan.'>* While these testimonies above undoubtedly were rhetorically inflated for propaganda
purposes, the troupe’s popularity in Sinophone Asia appears to be evident.!>> As 0f 2012, Wang
An-qi FZ4fr, emeritus professor of National Taiwan University who specialized in Chinese
opera, admitted that she smuggled cassettes of the troupe’s HLM performance from Hong Kong

to Taiwan when she was young.!>¢

g H A EP XHHEEATERR - BEILECS M ERASTIEER - WIER 5 HHSEE
A o BN R (HEE ARG 2 2 BN N BRI - EE R & AYIHIES -

1 .” Quoted from Wang, Tianshang, 174-175,

154 On Hong Kong becoming an aviation hub in Asia, see John D. Wong, Hong Kong Takes Flight: Commercial
Aviation and the Making of a Global Hub, 1930s-1998. (Cambridge, Massachusetts: Harvard University Asia
Center, 2022). The Singaporean students made a stopover in Hong Kong according to the article: “—FEHT I HTEL
4 FIFHZERAVIS RS H AR - [OHEREEEBA LT/ UNHES » M — L5 - A ek bRiES

i bR AT AR — T BRI - KBSUEREIINEFER 52 - ERCET
T AR FERIRE  RAKREER - R R EEIERS - mEBI ARG - BIEH TR ERIE
52 - HEHVEEREEN - BEAfIEIaE RS - 2 Quoted from Luo Man )€, “Kangxi jji,” B0
[Watching opera], Wen Wei Po SCEE#, February 6, 1961.

155 On the CCP’s soft propaganda in Southeast Asia through Hong Kong, see Florence Mok, “Disseminating and
Containing Communist Propaganda to Overseas Chinese in Southeast Asia through Hong Kong, the Cold War
Pivot, 1949-1960." The Historical Journal 65, no. 5 (2022): 1397-1417. On the Cold War and Chineseness in
Southeast Asia, see: Jeremy E Taylor, and Lanjun Xu, eds, Chineseness and the Cold War: Contested Cultures and
Diaspora in Southeast Asia and Hong Kong. (Abingdon: Routledge, 2021); for history of Southeast Asia Chinese in
relation to the PRC, see most recently, Zhou Taomo, Migration In the Time of Revolution: China, Indonesia, and the
Cold War (Ithaca: Cornell University Press, 2019); Kung Chien-Wen, Diasporic Cold Warriors: Nationalist China,
Anticommunism, and the Philippine Chinese, 1930s-1970s. (Ithaca: Cornell University Press, 2022).

PO BB B ELANFOR - M NIEAL RS - ST RME DS TR - BEE—UHERE
B~ BEISSREAESFEFFIM L o Quoted from “Shanghai yuejuyuan 5 duo meihua 6 yuedi dengtai,” _FJE#E
Blf5E 5 Z5H87C 6 HJEE S [5 stars from Shanghai Yue opera arrived at Taiwan in June], Lianhebao &35, May
23,2012.
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Fig. 1.4: Farewell to the Shanghai Yue opera troupe at the Tsim Sha Tsui train station.
Source: Wen Wei Po SZjE#;, February 2, 1961.

From stage to screen: the flow of water and tears

Targeting Chinese overseas as well as more broadly “the capitalist world,” the HLM star
assembly in Hong Kong on stage presented and packaged “the stars” to shine, to glitter and to
grieve in colonial Hong Kong. This assembly of glittering grief worked theatrically, but also
called for further investment cinematically. As the troupe left Hong Kong by train in February

1961, tears and grief suffused audiences lining the border. Wen Wei Po “CJE#; “reported” on the
hope for a re-union between what they called the “host” and “guest” (zhu-ke shuang-fang F & +H

77) (Fig. 1.4).157 Noting HLM’s popularity and capacitating assembly, left-wing film companies

157 “Gejie songbie bushing yiyi yuejutuan zaiyu guiqu, xianhua huiwu zhangsheng leiming chuxian dongren
changmian zhuke shuangfang xianghu dingning xiwang zaori zaijian,” 2553265 S BB EEGERE
CHESERFSHIREASGH TR HA NSRS P H A [Shanghai opera troupe holding our
admlratlon in departure ... hosts and guests remind each other to have reunions soon], Wen Wei Po SCE,

February 2, 1961.
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such as Fenghuang and Great Wall, soon competed to make a film adaptation.!>® Right before the
troupe left for Shanghai, a day of preliminary shooting took place on a film set, the shooting
itself a spectacle attended by a string of film stars.!> However, the CCP officials in Shanghai
later decided that, for political reasons, the shooting could not be done in Hong Kong. !¢

In the end, the shooting had to be done in Shanghai and the film became a co-production
between Shanghai’s Haiyan film company and Hong Kong’s Jinsheng, to be directed by Cen
Fan, a protégé of the famed director Zhu Shilin 21 (b. 1899-1967).1¢! Comparable to the
expensive HLM adaptation and cross-dressing stars in Republican China (e.g., Mei Lanfang,
Zhou Xuen, Yuan Meiyun...), HLM’s form of affect continued to exert itself in this “socialist
Shanghai” and “capitalist Hong Kong” co-production. Due to the luxurious film set as required
by the story, as Wang recounted, the film became the most expensive production since the
founding of the CCP, costing 800 thousand renminbi, which was 100 thousand more than what
was usually subsidized at the time.!%? Whereas filming was done by Shanghai’s Haiyan film
company, the film reel was imported from Germany (unclear as to East or West Germany) and
provided by Hong Kong’s Jinsheng; the reel that was left was used to shoot other movies. In

summer 1961, just when the film production was about to begin, North Korean leader Kim II-

158 Wang Kai, “Yueju” 62.

159 Wang, Tianshang, 179.

160 Hong Kong was a battleground of ideologies among the CCP and the KMT. Indeed, the troupe’s success in Hong
Kong was highly curated and managed by the CCP. As Wang recalled, the troupe were guarded by a 100-people
“support group” organized by Xinhua News Agency in Hong Kong. For fear thir own safety, the troupe’s performers
dared not even eat the (potentially poisoned) food, until leaders of the party allowed it. Wang recounted the paranoia
at the time: “rumor had it that the staff in the hotel we stayed were affiliated to the Nationalists... we first made sure
no one hid inside the wardrobe or under the bed...we almost never went out;” Wang Kai, “Yueju”, 62, 172. As Xu
Yulan vaguely echoed, “the situation was complicated at the time, of course they wouldn’t let us stay there [in Hong
Kong] for so longl” Wang Kai, “Yueju”, 62.

161 Originally, it was Zhu Shilin who were supposed to be a director, later it changed to his protégé Cen Fan. The
reason could be political; back in 1958 when his film Sorrows of the Forbidden City ;5= Fh5E was screened, Mao
Zedong already saw the film as “unpatriotic” and antirevolurionary. For a study of Zhu’s films, see Wong Ain-ling
=TS, ed., Guyuan Chunmeng: Zhu Shilin de Dianying Rensheng t{[EG 2 | 4O ER N4 [Zhu Shilin: A
Filmmaker of His Times] (Hong Kong: Hong Kong Film Archive, 2008).

162 Wang, Tianshang, 179.
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sung paid a visit to Hangzhou. Knowing that Xu and Wang served the Chinese army during the
Korean war, the troupe was invited to perform HLM in Pyongyang in September 1961. As a
result of the trip to Korea, filming was stalled.

During the troupe’s lapse in film production, however, news media reported that two
other film companies, the Shaw Brothers and MP&GI, were planning to exploit the craze for
HLM which was first ignited by Xu and Wang. As the Shanghai troupe’s resumed shooting after
their return from North Korea to Shanghai in November 1961, at the same time in Hong Kong
the Shaw Brothers held a press conference and announced that they were starting a film
adaptation, a huangmei opera version of HLM; they claimed that they had the HLM idea as early
as three years ago.!% In response, MP&GI kept promoting that their HLM was on its way as
well, with Eileen Chang as the script writer.!%* Consistent with HLM’s logic of star assembly,
MP&GI tried to make sure their future HLM would have the right stars assigned to the right
character, therefore they sent out post-screening questionnaires (expected to be to 200,000 in
number) to audiences watching their films, asking them to circle and match actors with specific

characters in HLM.'%®> To make the competition worse, rumors had it that two more adaptations —

163 “Shaoshi Hongloumeng zuoxing kaijingli nanbei yingxing hezuo yangchu,” AR ATHEENEITHESR (e FdbLEs
EE{EEH, [The Shaw Brothers started film shooting of Hongloumeng film; stars from the North and the South
collaborate], Wen Wei Po SCEH}, November 21, 1961.

164 See the story of Chang’s aborted HLM script in Wang Xiaojue, “Eileen Chang, Dream of the Red Chamber, and
the Cold War”

16512 female stars and 6 male stars were listed as options: “BERAZI EAFENL ~ (IZEMFEITE " EEF =K

F5 0 EBERIE T AR ) A\YIREERE AR - EEYIH T A B RO - AR - B Ok - &
JE >~ TEE A TS - eREL SREN - 2% BUNE S NMUBHESRE - EE &% e |
H o~ BIRE - DIAHBURRRE T N HARE T AL TRUMEA S - ERA SR ERE R EEE
% MPAEREFLMERE T4 2 | FEIRAYZ® - ” Quoted from “Xianggang yingquan Dianmao choupai
Hongloumeng, jue qing Yi Guang yan yijiao” 75 #E57 BB BB E LTS T g5 E—7” [MP&GI’s HLM

prepares for shooting HLM ...], Lianhebao Jii &, December 14, 1961.
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one made in Cantonese, one in Teochew, were being flagged as potential contenders, catering to

166

diasporic Chinese speaking the dialects.

Fig. 1.5: Promotional materials of the Shaw Brother’s adaptation (dir. Yuan Chiu-feng), in
which Dai-yu/Loh Ti was the center of promotion while Bao-yu/Ren Jie (second from the
left in the lower group portrait) was sidelined. Source: Southern Screen, no. 50, April 1962,
scanned at Fung Ping Shan Library at University of Hong Kong
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166 These dialect adaptations however never realized in this round of Red Chamber war. “EfjzEH FYEREK, ~ TN E]
ERER A | 2% MBI AE N EMEIRERER T4ENE > R E AT IRE R
—EBHIEE T 4LMEEE | o ” Quoted from “Hongloumeng sibao an sijia gongsi giangpai dianying shaoshi jinri zhaodai
jizhe” 414828 "0 | ZE VUFRA\EREIAES B S HIEFECH [Four adaptations of Hongloumeng in
competitions; Shaw Brothers Studio today holds a press conference], Wen Wei Po SCjEH}, November 20, 1961.
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Fig. 1.6: Promotional materials of the Shaw Brother’s adaptation (dir. Yuan Chiu-feng), with
stars in high definition, colors and enhanced materiality and Betty Loh focused on the
assembly. Source: Southern Screen, no. 48, February1962, 9; scanned at Fung Ping Shan
Library at University of Hong Kong.

Fig. 1.7 (above) & Fig. 1.8 (below): Stars in high definitions and colors, with Betty Loh Ti
focused on the assembly, Source: Southern Screen, no. 52, 1962; scanned at Fung Ping Shan
Library at University of Hong Kong.
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In the end, the Shaw Brothers managed to finish their HLM the earliest, before the
Shanghai Troupe’s version appeared. Once again, in their promotion of the Shaw film (Fig. 1.5-
1.8), we see the dynamic of the star assembly at work as a process of differentiating “one”
amongst and by “many””: “the chosen one” can only foreground their star status by being
differentiated against the background of “the many,” a process we see at play both within and
outside the novel and its adaptations. In the Shaw Brothers’ own promotional platform Southern
Screen (Nanguo dianying FEEHEE5),!%7 the studio stressed that to produce the film all male and
female stars in the studio had been “collectively mobilized (“55Z:HH 2 %45 H#)”) (Fig. 1.5) by
the director Yuan Chiu-feng Zifk##. The casting included a Bao-yu cross-dressed by a new
actress Ren Jie {17, while Dai-yu was played by a more well-known star at the time Loh Ti &%

7. The studio further stressed the film was shot in color (I.E. Eastman color) and had “the

biggest cast ever seen in a Mandarin production.” Not unlike the special booklets published with
HLM films in early republican Shanghai, Southern Screen spotlighted the glitter of their stars,
this time not literally by sprinkling stars, but rather with high-definition colors. Most actors and
characters received an equal-sized frame of introduction, yet only the pages with “the chosen
ones” (major characters and stars) were expensively printed in color, even if accompanied by
“many” others whose subordinate status was emphasized in the other illustrations through their
appearance in black and white. “The chosen ones” carried more weight visually and materially,
magnified in large-sized, spreadable color print (caise jufu cha ye ¥ fE EffHH), even if

backgrounded and surrounded by “the many.” (Fig. 1.5-1.8).

167 A partially bilingual film magazine (some contents are translated, some are not), Southern Screen circulated
throughout Southeast Asia. As indicated in the page of publication details, Southern Screen had distributers in
Taiwan, Singapore, Malaysia, Thailand and Vietnam.
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In July 1962, hearing the news that the Shanghai troupe’s version was slated to release,
MP&GI, already lagging behind the Shaw Brothers in terms of schedule, first postponed and
eventually aborted the film adaptation, realizing that potential audiences would likely be “taken”
by their earlier competitors.!®® Critics then turned to comparing the Shaw Brother’s Bao-yu
(played by Ren Jie) to the veteran Xu Yu-lan’s, as both were women crossdressing as Bao-yu.!¢
Alarmed by the troupe’s enduring popularity in Hong Kong and Southeast Asia,!”® the Shaw
Brothers accelerated their production and successfully released Yuan Chiu-feng’s HLM film in
August 1962, ahead of the Yue opera troupe’s adaptation (directed by Cen Fan) in November
1962.

The Shaw Brother’s HLM did moderately well commercially, but Cen Fan’s version of
HLM successfully built on Xu and Wang’s previous success of Yue opera performances in Hong
and Kong and proved to be the ultimate winner. Estimated by left-wing media to be “one million

in numbers,” !7! Xu and Wang’s fans signaled they were planning to watch the film multiple

18 “HFiEA AT TSR A oBain A 2R T o BEESIEIREER Y TS ) fERE L
WL B U ASE IO DABRSE - ASERES T 4TS | AU Ei A EAE » S T A
ST - R EGFEIEERNEP S ER T, o EEAMATEAE - HhEERE - WAWER
BEWER AR GREMH =T AR IET 4082 | mEEm "40,) R > H8E- S8 T0ERE
TAL L RV WIEAHET o (SRS EAVIR BT - R ERASHETRE » N2
MEfES "4 | B AR diRied A IWETEEREI T - BT T4
2 tg LOAHIEEE SRR - BRI —EREERHBENETT - B E RSN
EEFRAEREE RN - & T HEFREME—RRS ERO EATREAE A MEGIE TR -
Quoted from “Xiangang yingquan Hongloumeng de zhandou,” 75 #E52 FE4] AR AVEL ™ [The Fights over Red
Chamber Wars in Hong Kong cinema], Lianhebao §tE%, July 5, 1962.
TR R ERERERIE T4 RS HBNABIBEEN - LHEIERIBES AL BiRRHYEANR
INE] o BEZAERIR A=A e 2 SR - (B8 )T S EEECTEH T o (EREIRA A S R A FHHEY TR
EH—% - N2 > EipanEEEE - AR "4UEE | R FT  (EEEHRRASERE - Y T 3K
BEREH, - "=, T4 T TEaE, - B BRMHEERZ R A —HBHRTE - —
—EHEEMZ 2”7 Quoted from ¢ ... Kan honglou youfan renao,” & " 4% | H&HFE\F [---Watching HLM
movies compete with each other is fun], Wen Wei Po SCESy, April 27, 1962.
170 See: “Kan honglou youfan renao”. To fend off the troupe, the Shaw Brothers even secured the “property rights”
of adaptation HLM in Singapore and Malaysia.
171 “Hongloumeng, meng Honglou” 4T {#2% - 24T ## [Dream of the Red Chamber; Dreaming about the Red
Chamber], Wen Wei Po SCIE#;, November 14, 1961.
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times, even before the film was released. Their fans and audiences included other stars. Just as
Mei Lanfang attended the Xu and Wang’s performance of HLM in Beijing in 1959, Xu and
Wang’s advance screenings in Hong Kong were likewise attended and applauded by luminaries
and film stars, including actors from Yue Feng’s earlier 1952 film Modern “Red Chamber
Dream,” such as Yan Jun (who played Bao-yu) and Li Lihua (who played Dai-yu).!”> As Wen
Wei Po “CES; colorfully narrated the story, people bought tickets in dozens and a hundred for
their relatives, neighbors as well as for whole factories, schools and various regional
associations.!”? To avoid queuing and give easier access to tickets, some audience members
suggested a monthly pass should be available for all relatives to watch on the same designated
seats. Others suggested ticket-selling vehicles should be sent to the countryside, as the British
colonial government did for the population census.

Star assemblies surrounding Xu and Wang thus created rippling effects of more
communal assemblies overspilling the actual cinema theater (just as earlier radio broadcasts had
transcended the opera theater). Xu and Wang, both female, were praised in the press for bringing
the characters alive and their voices brought tears to the satisfaction of audiences at large. In the
scene of Xu/Bao-yu grieving the dead Wang/Dai-yu, the close-up of the cross-dressing Xu/Bao-

yu’s faces, which were not visible in live theatrical performances and simply non-existent in

172 Reportedly, stars of the day Yan Jun % (playing Bao-yu) and Li Li-hua ZREEZE (playing Dai-yu) in Yue
Feng’s 1952 adaptations, were at the audience; see Huang Ziling =1-¥5 , “Hongloumeng gingdao zhongsheng
Shanghai yueju tuan jupian shiying ceji” 4L MEEEE R 4 —— F/BEUBIE B 5 s\HfE] [Advance screenings of
Honglouemgn fascinates everybody], Wen Wei Po U, November 12, 1962.

17 BRI SRR 2 R AR R s ST HE WA RS E B H S i s —
At R A R ARCE M AR o 5 2280 P HEURA LR A B =6 - IR EEFRD
A EEE > DIFITUETE AR - SR8 R 2 SR AN SIS IEREOR - BUREE » BEREE - Bk )y
R R (—) RMBHG  BERAREAER . (2) REEFRREE - HASHRERFE

= RN REYEEMEHEI TS © ” Quoted from “Yue ju Hongloumeng dingzuo you giwen you guanzhong
jianyi mai yuepiao® HBIAMEE FTEASE AESEFE HZ [0dd request for a monthly pass amidst the
Yue opera Hongloumeng craze), Wen Wei Po SCE$, November 18, 1962,
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audio recordings, “made everybody in the cinema cry.”!’* Though undoubtedly enhanced by
rhetorical hyperbole, left-wing media’s “reports” on the wave/rave/crave for Xu/Wang’s HLM
was not entirely untrue in its affective sensory-making. The film indeed went on to become the
highest grossing film in Hong Kong in 1962.!75 A shortened version of the film was further re-
screened in Hong Kong’s theaters in 1963 and 1964, and, as will be shown in Chapter Two, even

a decade later in 1977 in the Third Red Chamber War.7°

Fig 1.9 (Left) and Fig 1.10 (Right): As in the promotion of 1962, even on contemporary
jackets of DVDs Ren Jie/Bao-yu continued to be deleted and deemphasized, whereas Dai-
yu/Loh Ti remains the focus. Left: Yuan’s Dream of the Red Chamber, Taiwan edition
DVD. Right: Hong Kong edition, DVD.

174 “Hongloumeng qingdao zhongsheng”
175 “Guochanpian yu Guoyu qunian maizuo pojilu Yueju Hongloumeng liewei sanda maizuo yingpian zhishou”

B BEEE R AR AL B - AR S B = KE B2 i 2 B [Chinese-made films and Mandarin films
last year broke box-office records, Yue opera Hongloumeng became the highest grossing movie], Wen Wei Po U

#f, February 14, 1963.
176 “Wubu caipian yejiang chongying, Jinsheng de Hongloumeng zhunbei suoduan wei liang xiaoshi chongying” 71

W R ISR | SR T 4TRSS R Wi/ NIF EE L [Five color films to be re-screen ... Jinsheng’s
Hongloumeng to be shortened into two hours], Wen Wei Po SCE#, March 7, 1962; “Yuejupian ‘Hongloumeng’
‘Qishi erjia fangke’ to be rescreened,” #EIH " 4T AHEE | "t Zx%EE | WEbEH B [Yue opera
film HLM and ... two great films to be re-screened], Wen Wei Po SCE#, January 10, 1964.

87



In retrospect, why did the Shaw Brothers lose the war? Had this anything to do with their
being “capitalist” and Xu and Wang’s version being “socialist”? Not exactly. This essay argues
that it is HLM’s forms of affect that provided, above all, the winning formula. The main question
is what version most effectively releases HLM’s particular forms of affect through its use of the
novel’s affordances, i.e. star assembly, glittering grief, queerness, and trans-forming seas. As
such, one of the possible answers is found in the stars chosen as central to the affective assembly.
As newspaper sources suggest, whenever the audience cried, it was most of the time triggered by
Xu Yu-lan’s acting in the scene of “Bao-yu grieving Dai-yu. 2 £328.” One of the keys for
commercial success hence appeared to hinge on whether the performers of Bao-yu could pull off
the release of splendid grief. It is this grief, channeled by the “appropriate” stars, that diasporic
audiences altogether craved for in the cinematic adaptations. In contrast with the Yue troupe
opera film, the Shaw Brothers did not focus on Bao-yu, which proved to be a mistake. At the
time, the Shaw Brothers’ Loh Ti (who played Dai-yu) was a much bigger star, and accordingly
received more promotional spotlight, than Ren Jie (who played Bao-yu). As if to confirm Ren’s
lack of appeal as “the one” among “the many” audiences, she faded out from the show business
right after the film had been released.!”’ Indeed, up until this day Ren continues to be
deemphasized on or even deleted from the film’s contemporary DVD covers (Fig. 1.9 and 1.10).
On the other hand, the Yue opera’s Xu at the time proved to be the right star as Bao-yu. Her

voice was able to unleash tears, signs of both glitter and grieve in HLM. It was Xu’s cross-

177 Ren Jie later “downgraded” into a supporting character — a female servant — in Li Han-hsiang’s Love Eterne
(1963); Ren did not want to take this role but accepted it knowing that parts of the production would guarantee a trip
to Japan. Ultimately, Ren faded out from the film industry. Yet Ren Jie did not seem to be on bad terms with Loh Ti.
Both Ren and Loh were from Shanghai, and they spoke Shanghainese among themselves. At the 40" anniversary of
Love Eterne in 2003, Ren also joined Ling Bo in Taiwan to celebrate the occasion. For details, see a recent interview
of Ren: Yuen Tsz-ying, “An Interview with Ren Jie: Sister Lin and Dream of the Red Chamber in the Eyes of Jia
Bao-yu” (bilingual in Chinese and English) in Hong Kong Film Archive Newsletter 81 (Aug 2017): 8-10; . Here I
want to acknowledge Po-shek Fu for directing me to this source.
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dressing that was said to be so moving and convincing that the audience simply exclaimed: Xu (a
female) is Bao-yu (a male)!

Diasporic audiences gathered to watch and listen to this story of the lover’s separation
repeatedly, paradoxically triggering more and more gatherings centered on separation. Take, for

example, the testimonial of Li Han-hsiang 2251+, the renowned director who later adapted HLM
himself (to appear in the Third Red Chamber war detailed below), who describes sitting in the
audience during the Yue Troupe’s opera performances. As he reminisced in an essay titled
“Hooked on HLM performances & (41125 ) FHATEAEE,” watching Xu’s singing in
December 1960 to early 1961 was transformative, urging him to host another star assembly

himself:

I couldn’t quite accept Xu Yu-lan appearance at first, thinking [this] Bao-yu was a bit
chubby, and a bit too old. But the scene of her shattering of Bao-yu’s jade makes you
forget all flaws: she is the Jia Bao-yu penned by Cao Xueqin! Xu’s singing style is
graceful and melodic, sometimes muscular and soaringly erective, and sometimes
meandering and calmly elastic. While grieving and singing, Xu mournfully cried: “I am
late, my dear Dai-yu!” Under the stage all was silence. You could hear other audience
members breathing. .. In real-life you simply cry your hearts out and may even sneeze
while doing so, but on the stage, you not only have to perform authentically but also
skillfully and beautifully. When your emotion turns tumultuous, it is like a thousand
miles of rivers cascading into the mountains through ups and downs, rapid when it
needs to be rapid, slow when it needs to be slow. Your singing key sometimes soar
into the cloud and sometimes sink deep into the sea .... After the performance I
couldn’t sleep all night, thinking I wish I could turn this opera into a movie!
(translation and emphasis mine)

AACEHRE B — RS - GO GRERE T 1 - R B A AT
e o ST R— SRR T B AR R R B T
B E o MAEREEEESS - AREHIS) - R ARET - TR - SRR AR
T EARHT C Rk EACE T |y B ALK -+ WA T A AR
AESE - EBRERRS - Bl LR B A BT - SEERORE
A - - RS AR BEDUO - TR ARG VSRR RS
e  JFO SR - WEIGE - 1 LTS - EEESEE - EY
B WO B (A ERREE S BRI  SPYSAR ] A
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That Xu and Wang through their performance became the characters themselves is a cliché
repeated in most reviews, promotional materials, and news coverage, earning them the names

“the reincarnated Bao-yu and Dai-yu (huo Bao-yu, huo Dai-yu ;&% % ;&8 E). Yet note Li Han-

hsiang’s emphasis on emotion, in particular grief in the segment translated above. Despite her
initially jarring physiognomy, it was the affect of grieving and crying that allowed the female Xu
to transform into a male Bao-yu, in turn moving the audience and finally touching the director
Li. In Li’s experiential retrospection; it was Xu’s voice, both episodically and simultaneously
masculine/erective/yang and feminine/elastic/yin (GHFRISH ~ #EI - AHFESE ~ 2R/ - 18 N Ef2
I%5r 5%, that stunned the audience into silence. It is this silence, in turn, which enhances the
spectacular effect of Xu’s queer affect of beauty, spontaneity, and natural effects of authenticity:
is it a boy (Bao-yu) or woman (Xu) mourning Dai-yu? Or is it “they” (the “trans-gendering”
actress/character) together with us (the audience/the writer/the reader)?

Shared affect, here, becomes a way of addressing diasporic separation and reunion. In the
quote above, for instance, Li describes how, mirroring his and the Hong Kong audience’s own
diasporic trajectories, the songstresses Xu and Wang, themselves touring the territories,
employed glittering grief to transport Li into the ecological/emotional realm of rivers, skies, and

mountains. Notably, Li’s nature-filled description mirrors Xu’s own account of her “voice

178 Li Han-hsiang ZR8§1¥, Sanshinian xishuo congtou Vol. 2, = F4HER{EHE (Z) [Thirty years of filmmaking: A
memoir vol.2]. (Hong Kong: Cosmos Book, 1987), 215.
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design” which also stresses diasporic feelings, freedom of movement and endless, but beautiful

grief that connects one’s kin from afar.!” As Xu writes:

...approaching the scene of Bao-yu grieving Dai-yu, characters had to erupt into being like
birds breaking cages and fish slashing nets ...the word ‘return’ has to be sung as if one is
summoning their kin and their loved ones across mountains, valleys and sea waves.
(translation and emphasis mine)

.. T ORER ) EEERTHY AP - EANTBHZEREAY S o BEBHERMEH A .. T TR E R
AEE B B ¥ e EIRH RS IR - ARSI AR S EE
isﬁz“lSO

HLM in this case calls forth and relies on the assembly of audience through the medium and
maintenance of stardom, but, drawing on the affordances of the novel itself, presents such
assembly as global and traveling. In fact, it can be argued that, at their most successful
assembling of diasporic audiences, the Shanghai opera troupe mirrored the diasporic experience
of the characters in the novel itself. Like, Bao-yu, the Shanghai opera troupe also left home
(chujia, 1157), if only to return — feeling and fusing binary oppositions as well as shuttling and
touring between China and the world (see Chapter Two). Unleashing tears and grief, the
Shanghai opera troupe’s “Bao-yu” and “Dai-yu” held successful assemblies and generated full
houses in 1962 in Hong Kong, but also in mainland China, and as shown above, Korea.

Yet, just as Xu and Wang’s border-crossing star assembly cinematically released glitter
and grief, releasing “overseas” tears in and through Hong Kong, the troupe’s HLM began to

crumble and de-form in the PRC. As Xu recalled in her memoir, at the time of the film’s release

179 Performing in a regional Chinese and socialist tradition, Xu and Wang certainly relate to, but ultimately differ
from the more cosmopolitan phenomenon of songstress traced by Jean Ma in her Sounding the Modern Woman: The
Songstress in Chinese Cinema. (Durham: Duke University Press, 2015).

180 Xu Yu-lan’s emphasis in this scene is diasporic and ecological; see her: “Woshi ruhe sheji Hongloumeng zhong
Jia Bao-yu kuling zheduan changqiang de?” Fe2fa[e%st (42 ) P E K T58EE | SERIERERY? (How did
I design the voice in the sequence of ‘Bao-yu grieving’?], Shanghai Xiju 75E E] 2 (1989), 44.
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in 1962, she wondered why the film was not shown in Shanghai, even after screenings in
neighboring cities such as Suzhou and Wuxi. Later, she would learn that it was in Shanghai
where the Cultural Revolution began. What was already brewing in 1958 (i.e., criticisms levelled
at the rise of the troupe’s HLM) began to gain greater momentum. In 1963, the troupe was asked

9 <6

to stop playing “anti-socialist” “talent scholar and beauty” opera such as HLM, now reduced as
an example of “feng-zi-xiu #1&{&" (i.e., “feudalism-capitalism-revisionism™).

As a prelude to the Cultural Revolution (1966-1976), in the early and mid 1960s the Yue-
opera groups had already begun to be persecuted and disband; it became simply wrong to be the
“stars” in HLM. As Wang Wenjuan recalls, during the Cultural Revolution she had to confess to
the Red Guards: “I am Wang Wenjuan, I served the artistic ‘black-line’ against the party [wen-yi
hei-xian gang-jian]...I played a role in HLM...”).'3! Forced to delink and detach themselves
from HLM’s “feudalistic” and “oppressive” star characters, the troupe as well had to disavow its

former role and start performing “modern” and socialist themes focused only on workers,
peasants, and soldiers (gong-nong-bing, T %) since 1949.1%2

Yet once again we should note that, just as we should not simply afford agency to the
PRC agents that staged the Yue Troupe triumphant socialist spectacle in Hong Kong, we should
not simply ascribe agency to the political actors of the Cultural Revolution without taking the
affordances of the novel into consideration. Instead of saying that HLM is banned or “destroyed”
in socialism, we may equally suggest that, true to the spirit of the novel itself, Mao and his rebels
had productively activated the end of HLM, where the Jia family financially, politically, and

demographically disintegrates. Here I suggest that the “demise” of HLM in the PRC during this

! Original: “FeIUE S » BOCERRAGERE - BURETEEAEL - TR T (408EF) ---"Wang, Tianshang, 229.
182 Zhao, Xu Yulan Zhuan, 241.
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period should therefore not only be attributed to ideology (i.e., Marxism, socialism, Maoism) or
the wrong-headedness of specific individuals (e.g., Mao Zedong, the Gang of Four), but also
according to the formal and affective logic of HLM itself.

Several readings would support this thesis. First, during the Cultural Revolution, HLM’s
star assembly collapsed: “the ones” in HLM dissolved into “the many” — mirroring the ending of
the original novel where the Jia family is ransacked (for example, Wang Wenjuan’s home was
raided and her [glittering] jewel “taken away”).'®> The “many” (i.e. the masses and in particular
the assemblies of Red Guards) instead of gathering to enjoy glitter and grief, started to cancel
HLM, re-forming, or even de-forming “Bao-yu”/Xu and “Dai-yu”/Wang and turning them into
“servants.”!84 Such revolutionary de-forming (rather than simply denouncing and “deleting”)
took place, for example, in 1966, when Xu and Wang were asked to keep “cleaning” HLM’s
props, and dismantled the opera stage where they played HLM and other tear-releasing plays
such as Xixiangji (The Western Wing), all now considered anti-party “black plays” (hei-xi
&), 185

Second, as exemplified in the couplet of the Land of Illusion which was echoed in
republican Shanghai’s “modern costume” adaptation of HLM (introduced in section 1 of this
chapter), HLM’s emotion/ging should be regarded as transcending time itself, outlasting both
antiquity (gu) and contemporaneity (jin), with “glittering grief” serving to merge between “then”
and “now,” between tradition and modernity. The Cultural Revolution, however, radicalized the

call for rupture latent already in the May Fourth movement, abnegating HLM’s affective, “tear-

' Original: “2#826 4 » #EIGEHY AN EFHDE T RENEIREEIFIENT - o0 E— SR RIS FH
& BEIAS  RoRKMEEE TSRS - T a2 T ARG - HEIER - IR B —/ N
oy > KER A FE4EE] ° ” Wang, Tianshang, 225.

134 See Tie Xiao’s study of the revolutionary version of crowds in modern China: Revolutionary Waves: The Crowd
in Modern China (Cambridge: Harvard University Asia Center, 2017).
185 Zhao, Xu Yulan Zhuan, 246.
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jerking” glue between past and present by emphasizing the binary thinking of “feudalism” vs.
“revolutionary.” The (im)possibility of (with)holding such grief took place when Xu and Wang,
for the very first time, saw the final product of their very own HLM performances during the
“struggle session,” (pidouhui) where the Red Guards gave lectures on ideology critique. As
Wang recounted her first watching of himself playing Dai-yu on screen, we witness how HLM

de-forms and returns to forms through affect:

The rebel groups denounced me and Xu Yu-lan, saying “listen up, let’s see how we the
revolutionary crowd denounce your Yue-opera film — the poisonous weed Hongloumeng!”
The lights dimmed; we entered and sat in the last row. This was the first time I saw the film
adaptation of our performance on a big movie screen, but I couldn’t anticipate that I would
watch the film as such kind of person (zheyang de shenfen) under such a situation
(zheyang de gingkuang). 1 felt so conflicted watching as the film credits appeared. When I
heard the line “Dai-yu Sister Lin has arrived!” My tears almost spilled, but I
suppressed them for fear that the rebellious group (zaofan pai) would see it.

OB AR EREESR IR R IERs - Bt R RE R (4#E)
vt el | SO M = V‘Hia‘??z ﬁifﬁ/\%ﬁ:f 2k o EEE - RERRE BT
EEERIERE RO o Y RIREEENER N UEENSEE - ERUH
HIFRE RO P EE B RECEE » —B T AR T | B - S TRIBEINE - A= fe#iis
[OREE] > Bidn DEREIRRE T o (translation and emphasis mine)'®®

Pushed to the back row and indistinguishable from the theater’s dense “background,” the
erstwhile HLM “stars” Xu and Wang had now dissolved into something indefinite, someone (but
no longer “the one”) formless; Wang could not name what exactly Dai-yu had become until she
“herself” appears as “Dai-yu” on screen, unleashing grief and releasing tears in her eye. Against
such identification on the part of the audience, the Rebel groups aimed to denounce Bao-yu and

Dai-yu on screen, calling the star characters “hooligan” (a-fei [i[7f). Yet their coercive

interpretation fell on deaf ears, as HLM’s form of affect — cinematically reactivated in Xu and

136 Wang, Tianshang, 231.
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Wang’s version — exerted itself against ideological critique, revolutionary interpellation, and

semiotic closure:

As the plot unfolded, the audience became entranced while entering the story. They
became quiet, some of them were even sobbing. At that moment some audience members
noticed me and Xu Yu-lan sitting in their midst. They turned their heads looking at us,
gossiping sotto voce. (translation and emphasis mine)

{EREERITEHHERE - B R TE I A T BK - it - E 2P T i
AL » WA BRSSP R A AL — 2 ABIREIBRE M - —E/ V&%
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In Wang’s recollection, the audience became silent as the story went on moving towards the
“tragic” marriage between Bao-yu and Bao-chai; they become “entranced” while also “entering
the movie” (ruxi, AJE%). Wang heard some crying, and the “soft power” of the film’s affect-
glittering grief, queerness, and trans-forming seas — initially blocked, now beckoned as the movie
“released” feeling.!®® Transforming a struggle session aimed at HLM’s “star assembly,” the
audience started to notice “the stars” return to some form in their midst. Could they be crying and
asking, “as Bao-yu and Dai-yu would leave this world on screen as in the novel, would Wang
and Xu be the same?”” The rebel groups, threatened by the affective radiance of “the ones,”
ultimately dismissed the audience for fear that the movie would restore the “stars,” the
privileged, the pretty, the glittering and grieving performers of queerness; the “ones” that
previously enacted “trans-forming seas” in mediating between opposing worlds from “socialist”
Vietnam, North Korea, the PRC to “capitalist” Hong Kong, Taiwan, Southeast Asia, and the

“diasporic” world at large.

187 Wang, Tianshang, 231.

138 On tears’ affective power, see Haiyan Lee, “Tears That Crumbled the Great Wall: The Archaeology of Feeling in
the May Fourth Folklore Movement.” The Journal of Asian Studies 64, no. 1 (2005): 35-65; Teri Silvio, “Crying
Songs and Their Fans: The Material and Affective Economy of Taiwanese Opera, 1945-1975.” positions: asia
critique 25, no. 3 (2017): 469-505.
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Prompted by the troupe’s affective performance, sessions intended to “critique” ended up
giving way to HLM’s “form of affect,” fearing down (with tears) and watering down the walled
binary between socialism/capitalism, self/enemy, and me/you, activating what I call “trans-
forming seas.” While grief and tears caused by the spectacle of feudalist glitter were supposed to
be blocked in the PRC during the Cultural Revolution, Xu and Wang’s voices continued to
virtually and portably “network” with diasporic audiences, or better, turning audiences into
feeling diasporic in the fashion and form provided by HLM. Linked by HLM, tears, and what I,
exploring the notion further in Chapter Two, call “trans-forming seas,” Wang’s crying in the
mainland, while seemingly “at home” and not “diasporic”, was therefore affectively connected to
diasporic audience’s crying watching the movie, moving in between HLM’s infrastructural

network within and beyond the PRC.

Conclusion

In sum, Bao-yu and Dai-yu’s “star statuses” — their moral ambiguity, their mediating
function between “oppressor’” and “oppressed,” could no longer be guaranteed during the
Cultural Revolution, at least not in the way Wang remembered it years later. At the risk of
stating the obvious, it was at this historical juncture during the Anti-rightist Campaign (1957-
1959), the Great Leap Forward (1957-1960) moving towards the Cultural Revolution (1967-
1977), where HLM’s star assembly and its major forms of affect, such as “glittering grief,” while
appearing and shining, were threatened with being made impossible in, and outside of the PRC.
Significantly, however, the Shanghai troupe’s success provided an “affective” model for later

adaptations during and after the Cold War; it showed, for example, to the Shaw Brothers that
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there was a huge market potential for HLM among diasporic Chinese audiences in Hong Kong,
Taiwan, and Southeast Asia to say the least; this will become clearer as we move to the Third
Red Chamber War.

Affect, the result of the glamor of stardom, queer cross-dressing, and the tragic affair of
Bao-yu and Dai-yu, was the hallmark of the diasporic audience’s reaction to the Yue opera film,
resulting in audiences assembling for a “banquet” of cinematic and operatic spectacle. Therefore,
instead of harping on how the PRC used HLM for their own “socialist” purpose, or inversely
harping on how the Shaw Brothers “depoliticized” or “commercialized” HLM during the period),
the case of the troupe’s trip in Hong Kong allows us to depart from “contextualist” approaches
which simply interpret according to the dictates of geopolitics and Cold War rhetoric in
compartmentalizing and separating “areas” from each other. Rather, HLM’s affect of grief, if
successfully made grieavable, proved to be connecting areas supposedly separate from one
another, precisely because the story of HLM itself pivots on the affect produced by the separation
and disintegrations of families.

Paying long-overdue attention to the agency of HLM’s very form of affect, I will
therefore begin to show in the next chapter, the capacitating role played by the classic Chinese
novel HLM itself. After all, it was nothing but HLM’s form of affect which affords the possibility
of a potentially global star assembly, whose glittering grief and queerness would successfully
fuse oppositions (main/land and over/seas audiences; East and West, socialism and capitalism)
through gathering “overseas” participants in releasing tears across socialist China, colonial Hong
Kong and by extension Sinophone (Southeast)Asia or even the whole world’s global media

climates.
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Chapter Two:

Hongloumeng’s glittering grief, queerness, and frans-forming sea in the Red Chamber

adaptation wars (1961-1978)

Introduction

Before approaching what I call the Third Red Chamber War (1977-1978), and arguably
also the last edition of such wars in Sinophone Asia before the 2000s, this chapter will read the
affective forms presented above (star-assembly, glittering grief and queerness, transforming seas)
back into HLM the novel itself. What I have called HLM’s forms of affect is by no means
invented out of vacuum, instead they are rubrics drawn from the novel itself. A full theorization
of HLM’s form of affect will prepare us to fully engage with the climax of the Third Red
Chamber war as mirroring the very form of assembly in the novel. It will show how star
assembly as a possibility is already foregrounded in the novel’s repeated rhythms of gatherings.
The leave and return of Bao-yu’s “world tour,” in diasporic ways enacted by other global HLM
stars across history, will be demonstrated to be already exemplified in the novel itself. Most
critically, a return to HLM will restore to us how star power assembles people in HLM takes
place through what I call “trans-forming seas” between land and skies, between home and
diaspora in the 18"-century when the novel was first written as well as in modern and
contemporary transmedial adaptations proliferating in the 20"- and 21% century.

Through reading the key Chapter 43, we will complete our theorization of HLM’s
adaptations through the novel’s form of affects, each of which is distinct from yet also working

in tandem with each other. Whereas female scholars such as Louise Edwards, Angelina Yee,
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Maram Epstein have citied Bao-yu’s feminine appearances and behavioral antics (i.e. eating
cosmetics) as evidence of his androgyny and bisexuality, few have emphasized how Bao-yu
himself performs or embodies queerness or transness in HLM.'%® Adding to studies of HLM’s
rewritings (Keith McMahon, Ellen Widmer),!*° this section in addition offers not only textual but
also textural readings of the novel. Doing so will help delineate the affective affordance of the
novel and allow us to recognize the network that reaches into and recurs in contemporary
adaptations. As will be shown that network is nothing but the star’s queer glittering grief that

anchors an assembly in the midst of diasporic flows between seas, lands, and skies.

Chapter 43: Hongloumeng’s ecological form of water-mud exchange

Consider the assembly in Chapter 43, titled “An old woman’s whim is the occasion of a
birthday gathering/And a young man’s remorse finds solace in a simple ceremony [H]H &4 {E &5
B A TIEE#R T &, The title couplet foregrounds a series of opposites that will play out in
the chapter: whims/cathexis, occasion/eternality, happiness/mourning, and birthday/death,

manifesting what Andrew Plaks calls “complementary bi-polarity,” probably a less Sinocentric

139 See: Angelina Yee, “Counterpoise in “Hunglou Meng’.” Harvard Journal of Asiatic Studies 50, no. 2 (1990):
613-650; Louise Edwards, “Gender Imperatives in Honglou Meng: Bao-yu's Bisexuality.” Chinese Literature,
Essays, Articles, Reviews 12 (1990): 69-81; Maram Epstein “Reflections of Desire: The Poetics of Gender in Dream
of the Red Chamber.” Nan Nii, 1, no. 1 (1999): 64-106; Zhou Zuyan, “The Dream of the Red Chamber: A Shattered
Dream of Androgyny,” in Androgyny in Late Ming and Early Qing Literature (Honolulu: University of Hawai'i
Press, 2003), 155-194. Most recently, Epstein mentioned that Bao-yu could be and have been seen by some of her
students as queer, see “Making Sense of Bao-yu: Staging Ideology and Aesthetics,” in Approaches to Teaching the
Story of the Stone (Dream of the Red Chamber) edited by Andrew Schonebaum and Tina Lu. (New York: Modern
Language Association of America, 2012), 317-333. As an exception, Japanese sinologist Goyama Kiwamu asserts
that Bao-yu has “gender dysphoria,” which is a medicalizing term that could be alternatively described simply as
transgenderism. See Goyama Kiwamu & 11152, “Koromu”:Sei doitsusei shogai sha no yitopia shosetsu. " 411
2 MEEEEE DO — N E 7 /N [Hongloumeng: A transgender utopia] (Tokyo: Kyiiko Shoin, 2010)
190 K eith McMahon, “Eliminating Traumatic Antinomies: Sequels to Honglou meng” and Ellen Widmer, “Honglou
meng Sequels and Their Female Readers in Nineteenth Century China” in Snakes' Legs: Sequels, Continuations,
Rewritings, and Chinese Fiction, edited Martin. W. Huang (Honolulu: University of Hawai‘i Press, 2004).
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term translated from the Chinese equivalent yin-yang. As Plaks magisterially pointed out, “non-
events” such as banquets constitute the cyclical and dense texture of the novel, which is
structured by the endless vacillation between dualities such as movement and stillness (dong-
Jjing, BEF), joy and sorrow (bei-xi, 3E5), union and separation (li-he, B/ ju-san, FHy).1°!
Gatherings in HLM exemplify this dynamic as repeated assemblies move HLM’s narrative
forward. The Prospect Garden (daguanyuan X&), the centerpiece of the novel, hosts
assemblies of all kinds: banquets, flower-viewings, poetry contests, riddles guessing, birthday
parties, funeral and so on.

Let’s be more specific. In Chapter 43, Grandmother Jia wants to hold a birthday party for
her granddaughter-in-law Xi-feng. As Grandmother Jia nonchalantly suggests: “all of us are here
together this year and it doesn’t look as if there is likely to be anything else happening, I propose
that we should get together and make a day of it. 54 A A4 » R} 45 » 1AM ARSI 4 4 —
H.” (HLM 43: 576). Pleasure, leisure, and co-participation motivate this assembly. After Bao-

yu’s mother (Lady Wang) concurs, Grandmother Jia became:

... at once (yi-fa) still more animated. Let Aunt Xue and Lady Xing be invited without
delay, she told them. Let Bao-yu and the girls be sent for. And You-shi from the other
mansion. And why not Lai Da’s wife and some of the more respected older members of the
female staff? Infected by her enthusiasm, the maids and older women-servants went
scurrying off in all directions to summon or invite. In less time than it would take to eat a
meal, all those invited, voung and old, mistress and servant, had been assembled
forming a dense blackness filling the whole house (yi-wu-zi).'*> Aunt Xue and
Grandmother Jia sat on their own facing the multitude, Lady Xing and Lady Wang on
chairs at the opposite side of the room beside the door. Bao-chai, Dai-yu, Xiang-yun and
the Three Springs sat in a row at the back of the kang behind Grandmother Jia and Aunt

191 See Andrew Plaks, “Allegory in Hsi-yu Chi and Hung-lou Meng,” in Chinese Narrative Critical and Theoretical
Essays, edited by Andrew Plaks (Princeton: Princeton University Press, 1977) and his “Complementary Bipolarity
and Multiple Periodicity,” in Andrew Plaks, Archetype and Allegory In the Dream of the Red Chamber (Princeton,
NIJ: Princeton University Press, 1976).

192 Hawkes’ translation: “[...] all those invited, young and old, mistress and servant, had been assembled and the
room was packed.” (emphasis mine).” This translation missed out on the original Chinese’s description of the

room’s “dense blackness” (wu-ya-ya, SEEEE).
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Xue. Bao-yu half reclined in his grandmother’s lap, with a multitude of people
overflowing the whole floor (yi-di).

- B - e B o fUIB A SRR R NS - G RTIEE T A
ASFFHERY IR AR RAY - oA Sl e B R dm tBpnl 72k « R Y5 » HErRE
BorE i WElEE - fCICH & H A BEEAENEE - #HIVE DY TR - &
Hy » /DHY - BHY > THY » SRR T o HERRIEFIE AL - IR AERA
HARTE BFIRTWRR T L Bk E R NE AT E o EEATEE RS > i
ORREE T —HE o (SOTS 43:2:345; HLM 43:1:577, emphasis mine and translation
modified)

As if waiting for a play or a movie to begin, the audience (“the many”) assembles to look up and
listen to Grandmother Jia (“the one”) in a room, darkened by their undifferentiated presence. Not
unlike the audiences flooding the theatre of the Shanghai Yue-opera’s HLM, the attendees at the
Grandmother Jia’s party dissolve into a background “forming a dense blackness filling the whole
house,”?? (“EBREAHE T — &) with “a multitude of people overflowing the whole floor i
SRRV T —3h.” Despite (or maybe because) of Grandmother Jia and Bao-yu playing the central
role on the stage, the biggest audience remains the anonymous crowds, namelessly classified as

2 ¢

an assembly of “the more respected older members,” “the young and old,” “mistresses and

servants.” The rhetorically repetition “yi, — in Chinese meaning “the whole/one/once,”!%*

sensorially suggests the synchronic envelopment of “the one” and “the many” in both the event

and environment. A star assembly here has reached “a full house” (man-zuo Ji) status in

theatrical, and cinematic terms, hosting “many” in and as “one.”!%*

193 My own translation here.

194 The emphasis on “one” (yi) is repeated in phrases such as “yifa gaoxing” —35 =8, “yi wuzi” —&F, “yidi > —
.

195 T suspect the emphasis on “one” (yi) here may even have cosmological and philosophical particularly, particularly
but not exclusively in the Daoist tradition, which says dao is “tai-yi &—.” See Philip J. Ivanhoe, Oneness: East
Asian Conceptions of Virtue, Happiness, and How We Are All Connected. (New York, NY, United States of
America: Oxford University Press, 2017); Philip J. Ivanhoe, et al, eds., The Oneness Hypothesis: Beyond the
Boundary of Self (New York: Columbia University Press, 2018).
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To enhance the participatory nature of the assembly, Grandmother Jia proposes that the
party this time is crowd-funded by everyone according to their budget, departing from the
previous norm of sending gifts individually. With that said, the audience’s affective response

turns more spontaneous. As the narrator senses it:

Grandmother Jia now smilingly announced the one proposal (yi-xi-hua) that she had
already outlined to Lady Wang. And who [in the audience] wouldn’t fall in with it? Some
were on good terms with Xi-feng and some were genuinely happy to give her pleasure; some
because they were afraid of her and welcomed this as an opportunity of getting themselves
into her good books, and all because in any case they could afford to do so. Accordingly,
as soon as Grandmother Jia had finished speaking, once (vi-wen) they heard it they all
enthusiastically agreed.

HREE A —FEEEan EUR ATE T« AN ZE#R? At A IEGH LY
TBERERERY » A REEETAY - EARSEAERNY © JLHAEZ PR » At —H
IE > BORIARERS o (SOTS 43:2:346; HLM 43:1:577, emphasis mine and translation
modified)'*®

A star assembly (“the one” among “the many”) as theorized above is here created, centering
around this chapter’s “stars” and “(chosen)ones” (Grandmother Jia, Xi-feng, and later Bao-yu),
yet also affectively invested and “voted” for by the “many.” The “many” spectators listen to,
watch, and ultimately pay for the real show (the next assembly) in concert and en masse.
Oneness (yi) is again emphasized (—FshH/—H L), affectively linking “the ones” and “the
many.”

Like cinema as a form of mass entertainment, affordability is one factor uniting all people
in the audience paying for the fun gathering, despite heterogenous intentions, mixed emotions,
and actual content. No one knows the exact programs of the gathering, but collective happiness

is promised and shared already through the excitement of assemblies. And yet, despite the

196 I modified Hawkes’ translation. He translated “7i A A ZE 2L 2 7 as “All present, it need hardly be said,
were willing to fall in with it.” (SOTS 43:2:346)
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emphasis on totality, crowds, and total gatherings, the show is simultaneously directed by and
centered on “the ones.” Two other females, Xi-feng and You-shi, logistically administer the
party while Grandmother Jia throws out the idea.!®” As the second half of Chapter 43 shows, Xi-
feng, the birthday star, retreats to run the entire proceedings, off the stage, directing from behind
of the show. It is HLM’s protagonist Bao-yu who eventually will steal the show — turning and
rotating a gathering of birthday party into an occasion of mourning, performing grief as if on a
theatrical stage.

In the middle of Chapter 43, amidst the joyous birthday gathering, we are told Bao-yu
leaves home to grieve one of the family’s maids on the day of her death. One year earlier (in
Chapter 30), the maid called Golden had been exiled from the family and in turn committed
suicide. We are told Golden had been punished by Bao-yu’s mother, Lady Wang, for seducing
Bao-yu, but in fact, it had been Bao-yu who had been flirting with the girl and she only
innocently reciprocated. As a mixture of grief and guilt, sexual flirtation and emotional
transgression, this trip of mourning is structurally significant because Golden’s is only one of
many moments of departure and death in the novel. Though arguably unique (like each such
occurrence of death in the novel), Golden’s suicide (and Jia Bao-yu’s moment of grieving her)
are paradigmatically important, each death offering a general significance by being serially
linked to others.

As such, consider how the mood of dispersal, starting from Chapter 30,' continues to

spread to other characters serially because of Golden and Bao-yu in Chapter 31:

197 Two female characters run the show: Xi-feng and You-shi, Xi-feng, the presumed protagonist in the birthday
party, asked You-shi to organize it according to Grandmother Jia’s liking. Xi-feng herself fastidiously deals with
finances and cheque books, which appears to be all she is interested in.

198 The beginning of Chapter 30 already starts with Dai-yu joking about her death and Bao-yu his becoming a monk;
both turned out to be true. The chapter ends with Bao-yu kicking Aroma (Xi-ren) spitting blood.

103



Lady Wang, observing Bao-yu’s dejected appearance, attributed it to embarrassment
about yesterday’s episode with Golden and ignored him even more pointedly than Bao-
chai. Dai-yu, seeing how morose Bao-yu looked assumed that it was because Bao-chai was
offended with him and, feeling resentful that he should care, at once became as morose as
he was. Xi-feng, having been told all about Bao-yu and Golden the night before by Lady
Wang, could scarcely be her usual laughing and joking self when she knew of her aunt’s
displeasure and, taking her cue from the latter, was if anything even more glacial than the
others. And Ying-chun, Tan-chun and Xi-chun, seeing everyone else so uncomfortable,
soon began to feel just as uncomfortable themselves. The result was that after sitting for
only a very short time, the party broke up.

TRAREIGETR > LAERGIFEH 25 > M B REny  sd A2 -
MEE T R Ty - ERMAREIE T ERERE LB TEE
WAHY o BHRE H MR R AR ST Tt E 23l > METRAANEE - BHEA
B oS - RihEE TR ARVREITSE - SRR - BRI AR NFERE
WEMEE T o R RFA T AT - (SOTS 30:2:346; HLM 31:1:418,

emphasis mine and translation modified)

Following this passage is Dai-yu’s long mediation on dispersal (san, §7).!%° Right after it, Bao-

yu, realizing that every girl included in the family’s gathering eventually will have to depart and
marry one day, throws a tantrum over a fan with Skybright (Qing-wen). In turn, Skybright then
protests the servants’ disposability and bitterly mocks Bao-yu’s status as a disposer. Bao-yu
significantly replies: “No worries! Our gathering will end one day! /R FHIT » B 2A BT H

F 1 7 (SOTS 31:2:346; HLM 31:1:419). The words spoken turn prophetic. In later chapters,

Skybright will be exiled and die, just like Golden, followed by the other girls, ultimately leading

199 See the passage: “Dai-yu had a natural aversion to gatherings, which she rationalized by saying that since the
inevitable consequence of getting together was parting, and since parting made people feel lonely and feeling lonely
made them unhappy, ergo it was better for them not to get together in the first place. In the same way she argued that
since the flowers, which give us so much pleasure when they open, only cause us a lot of extra sadness when they
die, it would be better if they didn’t come out at all. Bao-yu was just the opposite. He always wanted the party to go
on forever and flowers to be in perpetual bloom; and when at last the party did end and the flowers did wither —
well, it was infinitely sad and distressing, but it couldn’t be helped. And so today, while everyone else left the party
with feelings of gloom, Dai-yu alone was completely unaffected. Bao-yu, on the other hand returned to his room in
a mood of black despondency, sighing and muttering as he went.” #R8 T K MEEECAN =8 - BV A (FEEE -

fE8 - AEEBMAR  BHEE > SEEESAES ? BUEASIAEGE  FrAA OB RN EIVEF o LEAABTE
BRI NE R - SRS - FRDAER ARV - | Bt ADIEEZNF » i URAE - ARE RERHEMER
FERE > I TN - IBERBER R - Ata el T2 HEZERGCH - B SR o Wi
AIAMEr T e R - SHZEE j@%#@'ﬁi? MEEEAES - FEE R LPRNAY  BZEEEFY R
IT4GIEE o (SOTS 31:2:346; HLM 31:1:418).
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to Bao-yu’s own departure. Returning to Chapter 43, we can now recognize how here the
assembly, while still ongoing, also slowly progresses towards the diasporic ending of the novel.
At this point, Bao-yu’s leaving is just temporary and he will return home before the end of the
chapter, but eventually his leaving home will become more permanent.

Symbolically, even if the mission is defined by an offering to a girl, the leaving of the
home is initially unleashed through (but not defined by) the masculine. To make sure the trip
works, for instance, Bao-yu keeps girls and women in his family away from the secret mission.
The episode of home-leaving mourning is an all-male affair between male servants (Tealeaf and

Li Gui), performed in the name of none but his friend of bromance Prince Bei-jing 1t)% 7+, who,

we should note, is also significantly named Shui-rong 7Kj% (meaning “water flowing™):2%

“I want you to be waiting for me outside the back gate with two horses ready saddled. No
one else is to accompany me but you. Tell Li Gui that I am going to the Prince of Bei-
jing’s, and that he must stop anyone going out to look for me. He can tell them that the
Prince is keeping me and that I shall come back as soon as I can get away”....before dawn
next morning was waiting with two horses ready saddled outside the rear gate of the
Garden. As soon as it was light, Bao-yu, dressed in heavy mourning, emerged from the
postern, leaped onto one of the waiting horses, and crouching down over the reins, set
off at a brisk trot down the street — all without uttering a single word...And by
applying the whip he made his horse shoot on ahead, and presently, after a couple of turns,
had left the city gate behind him. Tealeaf, more mystified than ever, followed him as
closely as he could. When they had galloped without stopping for two or three miles and
there were less people, Bao-yu finally reined to a halt and turned back to ask Tealeaf...

THIH RSP o NSRRI - AR (EIRE - ST E - T
JUFEERT - W& A A - UMHEA A HERIUgERE T 5 - RET

AHE RS WAPIHsk s —ERRE LE > o ESe 8 T

200 Crucially linked to mourning is Prince Bei-jing is also named Shui-rong 7Ki& (Water flowing). He was also
present in the mourning of Qin Keqing in Chapter 15. He sends gifts to Bao-yu, and Bao-yu in turn finds him
beautiful. For a queer reading of homosexual relations among Bao-yu, Prince Beijing, Qing Zhong and others, see
Chapter 5 of Giovanni Vitiello, The Libertine's Friend: Homosexuality and Masculinity in Late Imperial China
(Chicago: University of Chicago Press, 2011.) Also see Pai Hsien-yung’s 4458 reading on Aroma’s heterosexual
marriage with Jiang Yuhan as a queer connection with Bao-yu: “Jia Bao-yu de suyuan: Jiang Yuhan yu Hua Xire -
jianlun Honglou meng de jieju yiyi” B & LG4 © #ENETEEE A\ SEER4 B E2 04555 [Bao-yu’s secular
attachment through Jiang Yuhan and Hua Xiren: an essay on Hongloumeng’s ending] Lianhe wenxue yuekan fi&

SCELF T 15 (1986): 25-30..
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2 RGE BE o JOEEE b5 AR EEE T RIEE T o T o e
MMEEE » AEEEHE - Rl Tt/ \HpE R - A JEEEte/ > » R (S
-+ (SOTS 43:2:356; HLM 43:1:582-583, emphasis mine translation modified)

In contrast with Bao-yu’s usual indolence and lack of masculine vigor, here the protagonist’s
physical prowess and mental decisiveness (rather than fancy clothes, poetry and sentimentalism
as usual) are uncharacteristically on show. The fitness of his body, particularly his waist (yiwan
yao, —& %) is undeniably on display in his breathless, effortless and unstoppable horse-riding
(vigi, —%). True to 18"M-century standards of masculinity, Bao-yu’s competent body and core
muscles, though implied, are not described, just as his “male” physiological/privilege/prowess
sometimes is obscured by his non-binary appearance throughout the book. Yet note how once
again, the emphasis on “one/once/yi —” in the whole passage echoes that of the pre-party,
making this chapter of assembly altogether animating and as shown below conducive to
spontaneous trans-formation.

As shown in this action scene, males and masculinities are involved in the process of
producing glittering grief. Here Bao-yu has mobilized his masculine, imperial connections
(Prince Beijing) and the Jia family’s patronage to the Temple to pull off the trip of mourning.
Losing his direction and with nowhere to perform the mourning ceremony, Bao-yu consciously
calculates that the Temple of Water Spirit (shui-xian an, 7K{ll/&F) is under the patronage of his
family and therefore must accommodate him. As the Jia’s family is connected to the imperial
court, this privileged connection explains why even though he is dressed in plain and mourning

attire he arrives at the Temple like “a bouncing dragon descending from the sky” (F&K T

{E/EFEZRHY—R%) in the eyes of the old nun; dragons traditionally symbolize the emperor’s
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imperial status in Chinese history and culture.?! But the rule/reign of Bao-yu, as shown
throughout HLM, is not defined by imperial ambitions and territorial expansions (unlike Sanguo
Yanyi), but instead defined by the endurance of ging/sentiment, beauty, and grief. Unlike his
usual self who feels inferior to girls” beauty and purity, Bao-yu on the trip is indeed leading all
the way, but like stars assembly in contemporary Chinese societies, Bao-yu leads only as a star
in glittering and grieving, not conquering and controlling, through nothing but water.

To witness how this glittering grief is produced, consider how Bao-yu initially scorns the

temple’s vulgarity and inauthenticity:

The reason I normally feel that way about it,” said Bao-yu, “is because I hate the silly,
senseless way in which vulgar people offer worship and build temples to gods whose
origin they know nothing about. Ignorant old men and women with too much money to
spend heard the name of some god or other — they’ve no idea who it is, but the mere fact
that they’ve heard it from the lips of some ballad-singer or storyteller seems to them
incontrovertible proof of the god’s existence — and go founding temples in which these
fictitious deities can be worshipped. Take this Temple of the Water Spirit. The reason it’s
called that is because the divinity worshipped in it is supposed to be the Goddess of the
River Luo. Now in point of fact no Goddess of the River Luo ever existed. She was an
invention of the poet Cao Zhi. But that didn’t stop a lot of people making an image of her
and worshipping it. The only reason I feel differently about this temple today is because the
idea of a water-goddess just happens to fit in with the thing that is at the moment
uppermost in my mind; so, I’m glad to make use of it for my own purpose.

HEE " EREARREANFRLS > 2t EER - B E HAEAVEAM
FIAREEA S Edm (M - FER A - RO - AR AT A > [NERLE
BPoNGR c (HEHE T o ERAE KAl - REAEIS 0 > SRk AL © SRR
A A EE > AR TR © SERISEE AR T & - SHEAIGT

2 <

201 My reading here will simply emphasize the dominant association of dragon with “imperial authority,” “nobility”
and “greatness” in China, even though the meaning of dragon in the long history of Chinese culture varies greatly
from contexts to contexts. See the following representative work: Marinus Willem de Visser, The Dragon in China
and Japan. (Amsterdam: Johannes Miiller, 1913); Schuyler V. R. Cammann, China's Dragon Robes (New York:
Ronald Press Company, 1952); Jessica Rawson, Chinese Ornament: The Lotus and the Dragon (London: British
Museum Publications Limited, 1984); J. Keith. Wilson “Powerful Form and Potent Symbol: The Dragon in Asia.”
The Bulletin of the Cleveland Museum of Art 77, no. 8 (1990): 286-323; Zhao Qiguang, 4 Study of Dragons, East
and West. (New York: P. Lang, 1992); John Hay, “The Persistent Dragon (Lung),” in The Power of Culture: Studies
in Chinese Cultural History, edited by Willard J. Peterson, Andrew H. Plaks, Ying-shih Yii (Hong Kong: Chinese
University Press, 1994), 119-149; Martin J. Powers, Pattern and Person: Ornament, Society, and Self in Classical
China (Cambridge: Harvard Asia Center, 2006); Patricia Ebrey, “Huizong and the Imperial Dragon: Exploring the
Material Culture of Imperial Sovereignty,” Tsing Hua Journal of Chinese Studies 75ZEEHR 41, no. 1 (2011): 39-70.
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BV 0EE o fE— o (SOTS 43:2:3; HLM 43:1:583-584, emphasis mine and translation
modified).

Bao-yu’s disdain for the “ignorant” masses/messes (hun j&; suren, {5 A) is not uncommon
among literati and intellectuals as a case of “the one” discriminating against “the many.” Similar
forms of elitist charges have been levelled at some film and other adaptations of HLM, calling
them “insulting” or “distorting” the original. Even the last 40 chapters of HLM have been
considered inferior, “compromised,” “diluted” when compared to the “authentic” 80 chapters by
the “real” author/star Cao Xueqin. But HLM and Bao-yu, including Cao Xueqin, who most likely
wrote this chapter, here offer their very own theory on the “adaptation” of the real. Bao-yu first
critiques the mass people’s superstition in believing in the male poet Cao Zhi’s &g (b.192-232)
“invention” of the Goddess. Gripped with grief on that day, however, he himself suddenly feels
mixed, not going but now going to the Temple, eventually also mixing and making things up in
using and borrowing this temple of “impure and chaotic origin/Ahun &>

Ignoring genealogical exactitude, historical authenticity and ritualistic orthodoxy, things
however could turn real. Just as Anthony Yu urges us to discern the power of fictionality of
HLM rather than treating the novel as simply a historical representation and cultural specimen,?*?
“fiction” in this episode can become “real.” As if to confirm the oft-cited couplet at the entrance

of Land of Illusion in Chapter 5 which says: “Truth becomes fiction when the fiction’s true/Real

becomes not-real when the unreal’s real. F{EFEIGEJNMER » it AR A 2" this affective,

AR

202 On how Bao-yu embodies the Daoist philosophical concept of chaos/hundun; see Zhou Zuyan. “Chaos and the
Gourd in the Dream of the Red Chamber.” T"oung Pao 87, no. 4 (2001): 251-288; Liu Zaifu Z|F{E, “Hundun er de

zangge” VI FEHVEER [In praise of the child of chaos] Dushu 7 (2013): 110-119.
203 Anthony Yu, “History, Fiction and the Reading of Chinese Narrative.” Chinese Literature, Essays, Articles,
Reviews 10, no. 1/2 (1988): 1-19.
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queer and trans moment of glittering grief appears as Bao-yu’s eyes touch the Temple’s statue of

the Goddess of River Luo:

Bao-yu went on inside. Instead of bowing down, he stood and contemplated the status of
the Goddess appraisingly. Though the goddess was made of mud, to Bao-yu, her form
was really:

swept along lightly like startled swan,

was sinuous as the swimming dragon,

glowed like a lotus emerging from the green water,
shone like the morning sun rising above the mist-bank
tears spontaneously coursed down Bao-yu’s cheeks.

BRifEL > WAFEEMZ G alEEE - R - A1ER T REER - s
WHE ) ZRE 0 TR o HMEEE ) 23 - BRI TRAK -
(SOTS 43:2:358; HLM 43:1:584, emphasis mine and translation modified)**

The description of the Goddess’s appearance — her aesthetic form (tai &) - is itself a selection
and re-mix of the Cao Zhi’s “Fu on the Goddess of the River Luo. J&ili.” 2% As Wai-yee Li

pointed out, the genre of hanfu’s dominant motif is the evocation of sensuous plenitude in
encountering an enigmatic goddess.?’® As the myth goes, the Goddess of Luo died in a well;
Bao-yu’s maid Golden did the same. Instead of confining this poem to its literary “origin,” we

may have to follow Bao-yu’s lead in seeing how he is activating and activated by the Temple. In

204 The quoted passage from Hawkes is modified with Stephen Owen and not David Hawkes’s translation of Cao
Zhi’s fu. See his: Cao Zhi, “Cao Zhi (192-232), The Goddess of the Luo,” in An Anthology of Chinese Literature:
Beginnings to 1911 edited and translated by Stephen Owen (New York: W.W. Norton, 1996). 194-197.

205 While the first two lines “RIETEEIE » BiAsiFRE are from the original fir, the next two lines of the Goddess’s
description “faf &k HHMEAES” are paraphrased and as I would say re-mixed from the original, which is longer
and involves a shifting of viewing distances. The cancelling of viewing from distances can be understood, as I have
argued, as Bao-yu himself already trans-ing and fusing with the scenery and the goddess. See the original lines from
the fu: ““...When I gazed on her from afar, she shone like the sun through morning clouds mounting; when nearer I
viewed her, she glowed like a lotus coming out of clear waves..... “CBIME Y » BEERKETTRAE - dimzEr - 1N
TFERE R o 7 (trans. Stephen Owen)

206 As Wai-yee Li writes, “the fu writer uses an elaborate aesthetic surface to create and manipulate illusions. This
rhetoric directed toward pleasure comes to be associated with sensuality and unrestraint, and is sometimes
represented as an excessively adorned woman,” 19. See her discussion on the genealogy of enchantment and the
“ambiguous divine woman,” in Wai-yee Li, Enchantment and Disenchantment: Love and Illusion in Chinese
Literature. (Princeton, New Jersey: Princeton University Press, 1993).
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the description of the goddess, one notices that all four lines contain Chinese characters with
radicals of water or rain (hong, J&; you, ji%; bo, }}%; xia, £5), with additional emphasis on both
femininity (wan, #i) and imperial masculinity often associated with dragon (long, ). To
interpret this scene of queer and trans- formation, one could recall here a famous line by Bao-yu
cited by critics as evidences of his preference for nascent femininity: “girls are flesh made of
water, and men are flesh of mud %58 2 /KA E A - 5B AERMAYE 4.2 But it is more than
femininity that is at stake here. What is most striking in this scene, then, is how two seemingly
discrete elements such as mud (coded as masculine) and water (coded as feminine) are dancing
and shining indistinguishably in this brilliance of grief.

Made out of mud, the statue conjures vividly the Goddess of the River Luo and Golden
emerging up through water as flora (lotus flower), fauna (swan and dragon), and lastly tears from
flesh (Bao-yu), flying/sweeping/gliding (pian, fll) and traveling/swimming/floating (you, %)
between mud/water, lands/seas, and air/skies as natural beauty: “like the morning sun rising
above the mist-bank HALEHES.” Mesmerized altogether in grief and beauty, Bao-yu’s release of
tears connects him to and conflates him with the Goddess of River Luo, his dead maid Golden,
as both the deity and the servant Golden died drowning in water.2® Water in the well (where the
Goddess and Golden were drowned) wells up in Bao-yu’s eyes as tears. Tears connect him from
mud (taken from soil and lands) to rivers and seas, and I would add: the trans-forming seas.
Human and non-human are entangled in a tango here not in their inter-action (i.e. water

encountering mud), but what feminist theorist Karen Barad calls infra-action, whereby matters in

207 My translation here. This line is quoted in Chapter 2 of HLM.

208 As Golden dies in a well, Tealeaf, telepathically sympathetic to Bao-yu’s mind or coincidentally, suggests Bao-
yu make his offering placing the incense-burner on the stone platform of the well. This explains why Bao-yu, though
still in tears, does not kowtow but made only a half-bow as one would do to a servant in his offering to Golden near
a well, while Tealeaf, as a fellow servant, can kowtow several times,
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themselves (such as mud, and water) are dynamic and relational, always already non-discrete and
entangled.?"

However briefly, Bao-yu is affectively conflated with the water-spirits through the water,
rivers, and the release of tears inside his “muddy” body to the outside, spontaneously performing
a process of glittering grief. Being together with, rather than objectifying the female water
spirits, Bao-yu reunions rather than reveres water-spirits. (After all, as told in HLM’s beginning,
Bao-yu and Dai-yu were spirits in their past lives). This explains why Bao-yu just half-bows to
the statue, not as a sign of disrespect, but a sign of contiguous intimacy and levelling grief in
alliance.

That “mud” (masculinity) and “water” (femininity) fuses together in becoming queerness
and trans-ness is a point that acquires further clarity considering Tealeaf’s eulogy on behalf of
Bao-yu right after the moment of glittering grief. In the name of helping Bao-yu speak his mind,
Tealeaf’s eulogy is extremely pivotal in illustrating this chapter’s as well HLM’s most manifest
“manifesto” on not only masculinity, femininity, androgyny and bi-sexuality as previous scholars
pointed out, but also more generally and inclusively on queerness, transness and shared grief
among all in an assembly. As Tealeaf and Bao-yu are going to perform a mourning ceremony

near a well in the temple, Tealeaf hastens to pray for his master:

O spirit, in all the years I have served Master Bao this is the first time he has ever kept
anything from me. But though I don’t know who you are, O spirit, and don’t like to ask,
one thing I do know, and that is you are sure to be some wondrously beautiful, refined
sister of our own.?'’ And since Master Bao isn’t able to tell you out loud what he wants of

209 Karen Barad writes: “The neologism ‘intra-action; signifies the mutual constitution of entangled agencies. That
is, in contrast to the usual ‘interaction’ ... the notion of intra-action recognizes that distinct agencies do not precede,
but rather emerge through, their intra-action ... ‘distinct’ agencies are only distinct in a relational, not an absolute,
sense, that is, agencies are only distinct in relation to their mutual entanglement; they don't exist as individual
elements,” in Meeting the Universe Halfway (Durham: Duke University Press, 2007), 33.

219 Hawkes translates “Jicjic meimei HH R as “young female,” missing out on the undertones of kinship
embedded in the original phrase.
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you, [, Tealeaf, am praying to you on his behalf. I beseech you, if you still have feelings as
you used to when you were on earth, watch over my master from time to time, O spirit. |
know you are in the world of the dead (yin) separated from our life world (yang) now,
but as we are all friends and our kind who know each other (zhi-ji), that I’'m asking this,
please do it if you can, spirit, for old time’s sake. And please use what influence you can to
see that Master Bao is reborn in his next life as a girl, so that he can spend all his time
with all of you; and don’t let him be reborn as one of those horrible Whiskered Males he is
always on about.

BRZIR s T - “@mIVLE - LA FIER - RAAESHE L #AS
T Tt ARER o RE SRS o SN AR - KA ARIBARE— K E
e > MRHEBERER AR T o TERAVOSENREHI L - BRI - H T RA
& TR - BEAARRLEHERE - BERAIC 2 » FEE AR g REARH -
IrAEbz B R —aR AR A S I 2 72 5, » AR —RaAE - B ] SRR B R
T ° (SOTS 43:2:359; HLM 43:1:584-583, emphasis mine and translation modified)

To explain Bao-yu’s non-differentiating grief for girls, we must remember that Bao-yu most

famously is a character of extreme yi-yin &%, a non-differentiating kind of both emotion and

lust, though the novel prominently disproportionately emphasizes more the former.?!! Crucially,

the word yin ;% in Chinese literally means “an excess of water.” In Daoist philosophy, water,

importantly, embodies dao, and is the highest principle of goodness in Daodejing.?'? Equating
water to girliness, Bao-yu of course echoes such a Daoist view, but what has not been made clear
in previous scholarly accounts is this the book not only praises and valorizes “one” sex and
gender (women and femininity), but more generally suggests that the grief of and for femininity
could affectively impact all, because without Bao-yu’s glittering grief, the broadly defined
“family” (including, the servants) of Jia would fall apart and chaos ensue.

In this pivotal scene of mourning in Chapter 43, for example, Bao-yu’s servant Tealeaf

makes it clear that Bao-yd’s grief is directed to singularities in solidarity. Echoing the all-

211 For a sustained treatment of eroticism in the book, see Wu I-Hsien, Eroticism and Other Literary Conventions in
Chinese Literature: Intertextuality in the Story of the Stone (Amherst, New York: Cambria Press, 2017).

22 Cf. FZEF/K. On water in early Chinese thoughts, see Sarah Allan, The Way of Water and Sprouts of Virtue.
(Albany: State University of New York Press, 1997); also see Zhou Zuyan, Daoist Philosophy and Literati Writings
in Late Imperial China: A Case Study of The Story of the Stone (Hong Kong: The Chinese University Press, 2013).
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pervasive grief of water as mediated by Bao-yu, Tealeaf’s eulogy makes it clear that the grieving
through the Goddess of the River Luo is not only the singularity of Golden (wu-shuang, %) but
simultaneously such singularity is generally attributable to all single idiosyncratic sisters,
referring ambiguously to both specifically “her” (yiwei, —f{ir) and generally “them” (jiejie-
meimei, {HIETEEE.). As Tealeaf makes this even clearer in the end, he addresses the water spirits
as plurally “all of you” (ni-men, {{f]), only to continue that. Bao-yu wants to be with and
transform into a “them” in his next life. Schematized and even summarized already by the
prognostication in the Land of the Illusion in Chapter 5, Tealeaf’s emphatic mourning of
singularities in solidarity ties with how the death and subsequent grief of Golden, as shown in
Chapter 30 and 31 (see the above discussion), is to be serially linked to other female characters’
fate in the novels.

Viewed thus, Tealeaf’s statement made in the name of Bao-yu, here then enacts a much
more generally applicable grieving than it seems. Also crucial is that he addresses girls not as the
other sex to be either objectified, idolized or fetishized, but as his and Bayou’s kin (zAi-ji, HI):
their very own (and not otherized) older and younger sisters (hence there is water in mud and
mud in water; boys and girls are not that separate). Neither outside nor inside but beside each
other, Tealeaf and Bao-yu’s grieving here therefore assembles girls named and nameless across
separations between death/female/yin, and life/male/yang (yin-yang jiang-ge (&[5 fE[F) through
the transhistorical mediation of the Goddess.?!? Instead of casting this episode as male grieving
female, what takes place is more accurately male-and-female grieving altogether and beside each

other, bonded by and through a neutralizing sense of queerness and transness. The Chapter 43

213 For one attempt in bridging ancient Chinese concept of yin-yang from Yi-jing to contemporary “decolonial”
transgender theories, see Xiang Zairong, “Transdualism: Toward a Materio-Discursive Embodiment,” Transgender
Studies Quarterly 5, no. 3 (2018): 425-442.
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event of glittering grief therefore re-fuses and trans-forms gender and life-and-death boundaries,
mediating an interdependent sense of loss, dispossession, and vulnerability, to borrow from

Judith Butler.2!4

What is theorized above as the glittering grief continues as Bao-yu returns home, after his
“diasporic” leave-taking. The scene of him together with the Goddess, scintillantly crystallized in
the moment of the fu i, captures spontaneity and beauty that mirrors Bao-yu’s very own
freedom of movement between “home” and “diaspora.” His exceptional ability (alternately and
simultaneously masculine, feminine, queer and trans — thoroughly non-binary) to travel and leave
home renders him just like another mud-water-mixing statue crossing seas, lands and skies. If his
visiting the Temple renders him arriving like a dragon, his returning home is equally trans-
human. Changing his mourning attire to a glamorous outfit, he returns to the partying room

glittering, flying, and then landing like a phoenix:

Bao-yu quickly took off his mourning clothes and put on a glamorous outfit. “Where is
the party?” he asked the old women as soon as he had dressed ... As he approached the
gallery, he came upon Silver [i.e. Golden’s sister], sitting under the eaves of the covered
way and crying. She left off hurriedly when she saw him coming. ‘Here comes the
phoenix (feng-huang) at last!’ she said sarcastically. ‘Hurry up and go inside. If you stay
away much longer, there’ll be a riot!” Bao-yu smiled at her sympathetically. ‘Guess where
I’ve been.” She ignored his question and turned away from him to wipe her eyes. When he
entered the hall and greet his grandmother and his mother, he really appeared as a
phoenix to everybody.

BERIERURZERR 7 > BRSF THERMAE - FHEERT AR R R a8

2141 borrow the idea of “beside” oneself from Judith Butler. Provocatively, Bao-yu’s gender and sexuality is
probably most accurately described not only as queer and trans, but as a kind of “ec-static” relation of “grief” per se,
which relationalizes all (gender) identities. Judith Butler describes the affect of grief this way: “As a mode of
relation, neither gender nor sexuality is precisely a possession, but, rather, is a mode of being dispossessed, a way of
being for another or by virtue of another...To be ec-static means, literally, to be outside oneself... to be transported
beyond oneself by a passion, but also to be beside oneself with rage or grief. I think that if I can still address a

“we” ...I am speaking to those of us who are living in certain ways beside ourselves, whether in sexual passion, or
emotional grief, or political rage.” (emphasis mine), Judith Butler, Precarious Lives: The Powers of Mourning and
Violence (London: Verso, 2004), 23.
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FEJER Tf*?i R —RMAK - FBORSE - T EREART o BHEREE - g Tk
T - BERKE T REREIEET S ? BYIHEAE > REER - R
AEREE %TEB’%A % BANENE T EEf% - (SOTS 43:2:361-362; HLM
43:1:585-586, emphasis mine and translation modified)
The phoenix (feng-huang JE|JZ) in China traditionally signifies auspiciousness associated with
the arrival of king and the sage; Confucius, for example, once took the non-arrival of feng-huang
as himself being rejected by the heaven.?!> However in HLM (a book more Daoist and Buddhist
than Confucianist), it is the queer and non-binary feng-huang, such as Bao-yu, that affectively
rules the household with his soft-power.?' Though modern and contemporary usage tends to
associate dragon with masculinity and phoenix as femininity, etymologically the word feng [E,
refers to male phoenix and huang &, female.?!” In HLM, this distinction between male and
female phoenix is indeed maintained — only to be also intentionally confused/re-fused in key
characters. Most representatively, Wang Xi-feng, the birthday party’s protagonist is

transgenderingly called a “female feng” (ci-feng, it a “female-male-phoenix”) in the Registers

of the Land of Illusion.?!® Like Bao-yu she herself also queerly trans-gresses gender boundaries

215 Most representatively, Confucius equates himself to feng-huang, and sees the absence or the arrival of
phoenix/feng-huang as indicative of his own disuse during his times: “The Master said, ‘The feng (i.e., the male
phoenix) bird does not come; the river gives forth no chart. It is all over with me! 7-H @ B\EARZE @ A AHE - &
ELZ25” (translation from James Legge). See James Legge, The Chinese Classics.vol. 1. Confucian Analects, The
Great Learning, The Doctrine of Man (Hong Kong: Hong Kong University Press, 1960), 219. Some scholars
consider “phoenix” as a mistranslation of the Chinese cognate feng-huang; here I keep both phoenix and feng-huang
to suggest comparability rather than Chinese exceptionality. For a comparative survey of Chinese phoenix, see
Joseph Nigg, “Royal Bird of China,” The Phoenix: An Unnatural Biography of a Mythical Beast. (Chicago: The
University of Chicago Press, 2016), 19-32; Michael Marder, “Generativity and Generationality in Confucianism,”
The Phoenix Complex: A Philosophy of Nature. (Cambridge: The MIT Press, 2023), 175-195.

216 He has been called “King of chaos” (hun-shi mo-wang JE 8 F) by Grandmother Jia.

217 In modern and contemporary Chinese and Sinophone world, it appears to this author that the word feng JE\, often
already metonymically representing phoenix/feng-huang itself, is overwhelmingly used to name female rather than
male.

213 The whole judgement for Xi-feng in Chapter 5 is quoted below:

“Next was an iceberg with a female phoenix perched on the top of it, and these words:

This phoenix in a bad time came;

All praised her great ability.

“Two’ makes my riddle with a man and tree:

Returning south in tears she met calamity.”

®HEEE—R KL > LEA SR
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in taking up a traditionally masculine leadership role in the household as a female. As partners-
in-crime, the party was organized by Xi-feng, but Bao-yu has really stolen (half of) her show
through his star power by displacing her and appearing like the real phoenix in return. Mediating
between feng (male) and huang (female), as well as changing costumes between grief mourning

attire (su-fu, Zfik) and glittering clothes (hua-fu, #f), Bao-yu’s comeback (on stage) is a matter

of life-and-death and correspondingly yang-and-yin. His presence is obviously a sign of
profound privilege, but his death-mourning is also lifesaving as a source of mass pleasure, even
for “many” that are “oppressed” and “underprivileged.” One example is Golden’s sister Silver &
#1152, who has no choice but to comment that: had the queer and trans-forming Bao-yu not

returned, the family would be turned upside down: a riot would take place and things would be
turned upside down (fang-le, 52 'T).

Absent the “nonhuman” Bao-yu (i.e., he is originally also a stone) queering and trans-ing,
as well as glittering and grieving,?!” banquets dis-band. Previous scholarship has tended to cast
the Prospect Garden as a female utopia of freedom, but as shown also in this chapter, to the
protagonist Bao-yu’s mission of glittering grief, it is the female that appears to threaten to punish
Bao-yu for his leave-taking and indeed queerness — neither listening to male or female dominant
protocols. First, Bao-yu faces punishment upon his return by the female-led poetry club (called

by Li Wen) and more seriously, by his father, as Grandmother Jia threatens: “If this happens

FUBRIER T » ERIEFLEAA -

—R TS ZEAKR  BRagBEE o 7 (SOTS 5:1:135 emphasis mine; HLM 5:1:78).

219 On Bao-yu as a stone medium, see Wang Jing, The Story of Stone: Intertextuality, Ancient Chinese Stone Lore,
and the Stone Symbolism in Dream of the Red Chamber, Water Margin, and The Journey to the West. (Durham,
N.C.: Duke University Press, 1992); see also, Chapter 2 of Shaoling Ma, The Stone and the Wireless: Mediating
China, 1861-1906 (Durham: Duke University Press, 2021). On theorizing queerness, transness with the non-human,
see Eva Hayward, and Jami Weinstein. “Introduction: Tranimalities in the Age of Trans Life.” 7SQ: Transgender
Studies Quarterly 2, no. 2 (2015): 195-208; Dana Luciano, and Mel Y. Chen. “Queer Inhumanisms.” GLQ: 4
Journal of Lesbian and Gay Studies 25, no. 1 (2019): 113-117.
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again, [ shall tell your father when he comes back and get him to give you another beating.”
(SOTS 43:2:362).22° We tend to associate authority in the novel with the male patriarch, but
female authority here is no less prohibitive than the patriarch Jia Zheng.??! Indeed, at this
moment of the novel, Grandmother Jia here invokes the patriarch only to manage but not at all
suppress Bao-yu’s wayward queerness. She is happier than ever to first lose Bao-yu and have her
dragon back returning like a phoenix, even more loveable and charitable after he flies and then

come backs home:

Grandmother Jia had in fact been extremely worried and her anxiety had made her angry.
Now that Bao-yu was back. Anger is all gone, and she can’t be more delighted. All she
cares about now is that Bao-yu may have been unduly distressed by his visit, or have failed
to eat enough while he was away, or have been involved in some accident on the way there
or back. As a result, she spoils him further in all sorts of ways.

FHRSEARUL - BAASIR - S RMAKT - EHAER - TEER - it T 5 &
taftt A2 - SR BRIz - Bg B T o S ARAYMED - (SOTS 43:2:361-362;
HLM 43:1: 568, emphasis mine and translation modified)

Grandmother Jia invokes the patriarch just to make sure the star/“the one” stays within her reach
and her favoritism, but at this point, she is not really restricting his freedom and asking him to
change his queer “star quality” — this will happen only in the end of the novel. He can continue
to shine and sometimes run off only if he returns to the family. Grandmother Jia both indulges in

the queer, in turn paradoxically frustrated by Bao-yu’s departure/diaspora, and concomitantly all

??0In the Chinese original: - R ER AZRMARELTF S » T EBWASERLEET - B8 TH | BIR
FHERE  FEERMEZ > DETHMITIR - 5 (HLM 43:1:586).

22 The management of queerness in this Chapter 43 is serially linking at least two other chapters. First, in the Land
of Illusion in Chapter 5, where the Fairy Disenchantment collaborates with the Jia patriarchs in getting rid of Bao-
yu’s yiyin (excessive lust), trying to inculcate Bao-yu’s heteronormative masculinity by arranging a sex scene.
between him and a mysterious female character Jianmei. Second, in Chapter 33, Bao-yu’s father Jia Zheng beats
Bao-yu up for his scandalous relations with not only Golden but Jiang Yuhan — a male cross-dressing performer that
Bao-yu is also romantically attached to. Like Golden, and like Bao-yu in this chapter (and in the end of the novel),
Jiang was also forced to leave his “home” and live elsewhere due to this queer affair. In all these three episodes male
authorities, to different degrees, join with female authorities in the Jia family/Land of Illusion so as to discipline
Bao-yu’s wayward desires. On Bao-yu and Jiang Yuhan, see Pai Hsien-yung, “Jia Bao-yu de Suyuan.”
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the more delighted and relieved with his return. Major female characters such as Dai-yu and
Bao-chai likewise already had a sense that what Bao-yu was up to in this trip and remain silent
waiting for his return. As the narrative of HLM goes further, Bao-yu continues to shine in other
grieving ceremonies of girls’ death and departure (e.g. Skybright/Qingwen, Dai-yu), but
incrementally his “star power” and “soft-power” in holding assemblies will dwindle towards the
end of the assembly and the book, where he first takes up a heteronormative masculine roles in
marriage and civil exam, and in the end negating all this through leaving home — the star’s stage
—in a de facto diaspora.

Star assembly and glittering grief, as theorized in Bao-yu’s trans-formative trip of waters
in this chapter, therefore can be understood as queer and trans. The above analysis should add
that the Garden is, sure, a female utopia, but also a queer utopia. Or, to borrow from Howard
Chiang, the Prospect Garden is perhaps best understood as a “trans-topia” mediating between
what Yu Ying-shih calls “the two world” of reality and ideal in HLM.??? Spearheaded through
the privileged Bao-yu, themselves already a mixture beyond the two worlds of male and female
(his gender pronoun is probably: “them”), the garden allows for both female and male to be both
uninhibited and indulgent across male/female boundaries; in this sense, there is no surprise that
the enigmatic commentator Red Inkstone (Zhiyanzhai) calls the non-binary Bao-yu “the

99 X

champion of all beauty” %%~ 5&f/& among all female characters.??® Transitioning and

222 1 borrow the term from Howard Chiang, Transtopia in the Sinophone Pacific. (New York: Columbia University
Press, 2021); also Yu Yingshih 53505, Hongloumeng de liangge shijie 4 M2 AN WA{EH 5 [The Two worlds of
Hongloumeng ] (Shanghai: Shanghai Academy of Social Sciences Press, 2002).

223 The so-called ging-bang (“the feeling ranking”) does not really exist per se, but it is mentioned by Zhiyanzhai,
and most major critics presume that such a ranking exists. Major critics such as Stephen Soong, Yu Ying-shih and
Zhou Ruchang all discuss and debate on the ranking. However, all concur with Zhiyanzhai’s comment that Jia Bao-
yu tops the tanking, serving as “the champion of beauty [guan]” &5~ 7iF. But some suggest that the original
diction of the Zhiyanzhai, guan, is actually the character guan/& (connecting) and not guan/5if (winning). For
example, Wu Shih-chang cites one HLM edition arguing that Bao-yu should be understood as the “super-connector
& who inks up with all the beauties in the book. Either way, Bao-yu’s centrality appears undeniable. No matter
“winning” 7, or “connecting,” & Bao-yu remains a supreme nodal point in the Prospect Garden’s affective world-
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transforming between human and non-human, dragon and phoenix, mud and water, male and
female, truth and falsity, as well as home and diaspora/exile, Bao-yu proves to be a star of queer
and trans affect: performing as “shimmering” aesthetics of change (Eliza Steinbock), as “politics
of transitivity” beyond identity (Jack Halberstam).?2* His ability to move, a privilege given and
gifted, is also an ability to be moved, and to be moving in what I call glittering grief in a star
assembly.

If a missing or departed Bao-yu would lead to chaos and upheaval, then a Bao-yu that
eventually returns unveils a problematic of stardom in gendered transformation, enabling an
affective assembly pivoted around glittering grief that conjures a concatenation of qualities:
beauty, spontaneity, queer- and trans-ness. All this is most exemplified in Chapter 43 by Bao-
yu’s shuttling between land/mud and sea/water, as “dragons” or/and “phoenixes” traveling and
touring between home and world. No surprise then “stardom,” in particular that of Bao-yu but
also including others in the assemblies, is a major problem for adaptations to contend with: who

can successfully glitter and grieve with feminine, queer and trans sensibilities and physicality?

making and infrastructural network. Emphasizing his non-binary excellence, Bao-yu was also named by his family
as “the King of Chaos™ JEtH B T-. If the “the champion of beauty” seems feminine and sounds equivalent to that of
a “beauty queen,” his another identity as “King of Chaos” appears simultaneously masculine; in this sense, Bao-yu
is a non-binary queen-and-king par excellence. For debates on the ranking, see Stephen Soong 77K, “Lun jia Bao-
yu wei zhuyan zhiguan” & 2 & et S~ 57t [On Bao-yu as the champion of beauty] Hongloumeng shiyao :
Song Qi Hongxue lunji 4T f#E2 555 © RIHATEESm%E [Stephen Soong on Hongloumeng] (Beijing: Zhongguo
Shudian, 2000): 39-78; Yu Yingshih §x3LHE, Hongloumeng de liangge shijie 4] FEEZHIR(E S [The Two worlds
of Hongloumeng | (Shanghai: Shanghai Academy of Social Sciences Press, 2002): 47-49, 90-118. Zhou Ruchang &
7 E,, following Hu Shih, claims that HLM’s “feeling ranking” takes its cue from Shuihu’s “ranking of 108 heroes,”
and he even created a complete ranking of 108 beauties in HLM, see Honglou Xiaojiang 41 ¥&/|\z# [Short essays on
Hongloumeng] (Beijing: Beijing Chubashe, 2002), 54-10. See also David Rolston’s discussion on rankings,
Traditional Chinese Fiction and Fiction Commentary: Reading and Writing between the Lines. (Stanford: Stanford
University Press, 1997), 191-208

224 For a cognate theory of “shimmering” images as trans cinema, see Eliza Steinbock, Shimmering Images: Trans
Cinema, Embodiment, and the Aesthetics of Change. (Durham: Duke University Press, 2019); for theorization of
“trans” beyond identity politics, see Susan Stryker, Paisley Currah, and Lisa Jean Moore. “Introduction: Trans-,
Trans, Or Transgender?” Women's Studies Quarterly 36, no. 3/4 (2008): 11-22; Jack Halberstam, Trans*: A Quick
and Quirky Account of Gender Variability. (Oakland: University of California Press, 2018).
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Which stars can generate a global circuit of “full houses” on and off screen, across seas, lands,

and skies?

The Third Red Chamber War in 1977-1978

As a continuation — a recurrent ebb and flow of “trans-forming sea” - of the Second Red
Chamber war (1958-1962), the Third Red Chamber war involved at least a total of nine HLM
film and media productions in the short period of 1977-1978. As we will see, it is a follow up on
or even a “sequel” to the second one, on a transnationalizing scale, involving Hong Kong,
mainland China, Taiwan, Singapore, Malaysia, Macau, and to some extent Japan, Korea and
America. If in Chapter 43 we see Bao-yu flying across the seas and skies successfully through
his star assembly of grief, the water he faced here is more treacherous. In 1977, a Malaysian
Chinese newspaper Sin Chew Jit Poh 2}l H# sensed that a war was happening in Hong Kong

across the South China sea:

Throughout Hong Kong’s entertainment history, competitions among film and theatrical
adaptations have never been so cut-throat and widely sensational! The story of HLM alone
has singularly created a sensation spreading over the whole territory. Would this flooding
of “Red Chamber” films turn into a catastrophe? People in the industry nodded: “Very
likely! In this great power struggle, you must reach the shore as fast as possible, or you die
from drowning. Who would sink into this bitter sea of hell? Needless to say, we know
who we are talking about.

TR E R LK (TS E  aENFFRAOLE GRS HIREHE Bz
B! s—(E "4LiEEE | B iR RRREE AR > EOF T _TLUEZ R
Hss > gAg DR, > AARFRIE ? Bl AFEEER 0 T RAERE | 1E
ESHAFFET > REEER T LR BARIEZE | S ATTEE TR T
? AR NIEL Y > S OVEERL o (translation and emphasis mine) %2

225 “Hongloumeng dianying jingxiang tuichu shangying” 4 #HEEE 2/ fHHE L L [Hongloumeng movies have
started to compete], Sin Chew Jit Poh 2| H ¥ November 2, 1977.
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HLM adaptations clashed as a “flood” (fang-lan, ;= %), as this article sensationalized it. The
metaphor of “reaching the shore” or “landing” (shang-an, I-j5*) appears to mean surviving and
succeeding in the box-offices, asking: can the “Bao-yus” land home or will they be drowned in
the bitter sea of grief? As demonstrated in Chapter 43, Bao-yu at the height of his power not only
did not drown in the sea and its water, but he also floats and trans-forms with it through
glittering grief “like a swimming dragon.” Xu Yu-lan was one such exemplary case in the early
1960s. In the late 1970s, the winning Bao-yu is another queer Bao-yu and cross-dresser - Ling
Bo.

But Ling’s beginning with HLM dated back to the previous Second Red Chamber war
(1958-1962). One must first start with the director Li Han-hsiang — her enabler-turned-
competitor in the Third Red Chamber war. In the early 1960s, Li Han-hsiang, by then an
established director of box-office successes such as Kingdom and the Beauty ;T.LLIZE A (1959),
was once recruited by Zhu Shilun (the ultimate art director of Cen Fan’s adaptation) to
cinematize the Shanghai troupe’s HLM. As noted above, Li was a fan of Xu and Wang’s HLM
performance. Knowing that Li watched several times the troupe’s HLM performances, Zhu Shi-
lin, an old acquaintance of Li arranged a dinner for Li with the troupe’s Wang and Xu. Due to
Zhu’s affiliation to a pro-communist film company Feng-huang [E|/EZ 5, Li hesitated. But his
wife, a fan wanting to meet Wang and Xu, suggested that the dinner could be just art and not
politics.??¢ Zhu offered to collaborate. However, Li, equivocated. In a cold war context where the
communist government (the PRC) faced off the nationalist government (the ROC) in Taiwan, Li

worried problems would arise with the Taiwanese market if he agreed.??” After initial

226 Li, Sanshinian, 221.
227 Indeed, he could not go back to Taiwan several years later because he started making films in the PRC in the
1980s.
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consultation, Li’s potential collaboration with Xu and Wang was not approved by Run Run Shaw
Ai’ K of the Shaw Brothers, by then his employer at that time, despite the fact that the company
was a distributor of Fenghuang’s films in Singapore and Malaysia.??® Later, the Shaw Brothers
withheld information from Li when he was in Japan shooting other films, appointing another
director Yuen Chiu-feng to direct HLM, starring Loh Ti and Ren Jie (see Chapter One).

Though Yuen deferred to Li’s opinion in the final cut, Li still complained in his memoir

about this preemptive set-up by the “small-minded people” (xiao-ren, /)N \) to prevent him from

directing HLM. Commenting on his own star status (“the one”) being sidelined by “the many” in

the previous Red Chamber War, Li mentioned how Ling Bo (previously named Xiao-juan, /]\45)

suffered the same as the backstage singer in Yuan’s HLM in 1962:

Xiao-juan backstage singing as Bao-yu is the only saving grace in Yuan’s adaptation of
HLM ...Indeed Xiao-juan sing and look better than Ren Jie ({£%), why wasn’t Xiao-juan
to play Bao-yu and the lead? It was a colossal mistake. Maybe Xiao-juan felt wronged
and put down by this. Maybe that was also why I insisted on casting her for the film

The Love Eterne. Maybe that’s also why Ling Bo wanted to play Jia Bao-yu so much
later [in Jin Han’s adaptation]? ...

PRIRAE 2H B0 (ALERE) - St 2/ MEAY AR - FRE—RBHEETE/N
EERZRRENE » SN N EERTFSZ » BOIHER A/ IMEEE | - SR ? FE
FFRE AR o FIREt R/ INE OB R » 22 0] B P B N 22 LAY B
W2 H 1% W B EE B EAY R RN ? 220 (translation and emphasis all mine)

The craze for the film Love Eterne, therefore, has a thus far obscured origin, which is the classic
Chinese novel HLM. Star assembly, as shown above, is what HLM affords: from minor to major

or vice versa, decided by “the many” — the audience and those who surround the stars/“the one”.

228 11, Sanshinian, 217-218.
229 Li, Sanshinian, 221-222.
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As Li further details, Ling was not allowed to play Bao-yu because of her projected “minor”

status as a third-tier star in dialect films:

In casting Xiao-juan for The Love Eterne, 1 finally found out why Xiao-juan wasn’t cast as
Bao-yu in Yuan’s adaptation: investors from Singapore opposed it, opining she was only a
second or third-tier actress in Amoy-dialect movies and people would not like her in
Mandarin-productions ... I insisted on my view to Mr. Shaw [i.e. Run Run Shaw]. Xiao-
juan’s acting must be good because her backstage singing is so full of emotion ... As long
as her appearance and performance fit, why care about her social background? Mr. Shaw
agreed ... that was how Xiao-juan changed her name to Ling Bo and starred in The
Love Eterne.

FeREA HIE AR NEREE KRVIER - ERhis 7 e - MR85 A
A AER A PAFE A BE I/ NE - R R A VIR TR e [ERE A Y — R 2 - N
R —ERANE - B HERR] B EHCER sl hiEmRA e NG ENE
&L - BIEHNBIVE —EH G W mE BRI EERAD - S1RFEER
R Rz » ARVIRFIUERE) - B8 B R EMIMYREE G - T AT EIFERL AT LA - SR
smEE ? - N EIF R R Y - SR NEA T T B - 0 T —
g CRUMEBLNES ) o 20 (translation and emphasis all mine)

Since most scholarship on this classic film do not take a long durée view of how HLM networks

with stardom, they fail to accentuate that without Li noticing Ling’s queer and star potential as

Bao-yu, Ling would have remained as “Xiao-juan,” a third-tier star acting in Amoy-dialect

movies, but not the more marketable Mandarin movies.?*! By 1963, one year after Yuan’s HLM,

Xiao-juan was “reborn” and trans-formed as Ling Bo, through nothing but the smash hit The
Love Eterne Z2 U I{HEMIE S (Liang-zhu).

We might trace Ling’s rise to stardom by reference the story of Liang-zhu, but as I will
show, it is more productive and transhistorically accurate to trace her stardom making by
referring to the original star-maker HLM. (And as will be shown below, Ling Bo remained

persistent in wanting to perform as Bao-yu [and not simply as a singing voice] long after her

20 Li, Sanshinian, 222.
231 See the definitive study of the genre: Jeremy Taylor, Rethinking Transnational Chinese Cinemas: The Amoy-
Dialect Film Industry in Cold War Asia. (Abingdon, Oxon: Routledge, 2011).
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being marginalized in Yuen Chiu Feng’s version in 1962). As Li Han-hsiang biographically
noted, it is precisely Ling’s voice singing as Bao-yu that make Li and later Run Run Shaw, the
boss of the Shaw Brothers, believe that diasporic audiences (“the many”) in Hong Kong, Taiwan
and Southeast Asia would buy her (“the one”). To this, the “overseas” diasporic audience
relocating from mainland China to Taiwan (in what Dominic Yang called “a great exodus”),
agreed.?*? Ling’s cross-dressing performance of The Love Eterne brought record-breaking box-
office success particularly in Taiwan, with the audiences repeatedly watching the star-crossed

EN19

lovers’ “glittering grief.” Described as a “cyclone” (Ling Bo xuan-feng 7 }75g/#) landing in
Taiwan, her arrival in the airport and her tour in the city was guarded by military police and
surrounded by fans, most passionate of whom were school girls and housewives. Mirroring the
female characters in the novel, especially Grandmother Jia’s indulgence of Bao-yu in the novel,
dozens of female diasporic fans in Taiwan even claimed Ling as their “lost” daughter.?* As
Zhang Zhen has astutely pointed out, Ling’s biographical orphan status sets her apart from other
cross-dressing actresses in the business. She writes: “[Ling Bo’s] orphan origin in the mainland,
now beyond reach behind the iron curtain of the Cold War, along with Nanyang as the rumored
destination for her biological parents after her abandonment, endows her stardom with loaded

geopolitical meanings and extra mythic dimensions.” 234

232 Dominic Meng-Hsuan Yang, The Great Exodus from China: Trauma, Memory, and Identity in Modern Taiwan.
(Cambridge: Cambridge University Press, 2021).

233 On a psychoanalytic reading of Ling’s star-fan relation with female audiences (ranging from homoeroticism,
lesbianism, and mother-daughter affection) and Ling’s queer legacy in Taiwan irrespective of Ling’s “straight” self-
identity and marriage, see Wang Chun-chi. “Eternal Love for Love Eterne: The Discourse and Legacy of Love
Eterne and the Lingbo Frenzy in Contemporary Queer Films in Taiwan” NCU Journal of Art Studies, 11 (Dec
2012): 169-238. Also on how Ling Bo and The Love Eterne in terms of queerness, see Jasmine Yu-Hsing Chen,
“Queering” the Nation?: Gendered Chineseness, Cross-Dressing, and the Reception of Love Eterne in Taiwan”
Prism 18, no.1 (2021): 49-69; Tan See-kam, “Huangmei opera films, Shaw Brothers and Ling Bo” Jump Cut, 49
Spring (2007). https://www.ejumpcut.org/archive/jc49.2007/index.html

234 Ling was born in Xiamen and later moved to Hong Kong with foster parents. See Zhang Zhen, “Ling Bo:
Orphanhood and post-war Sinophone film history,” in Chinese Film Stars, edited by Mary Farquhar and Yingjin
Zhang (New York, NY: Routledge, 2010), 121-138. See also film scholar Edwin W. Chen’s latest historical account:
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Fig. 2.1. Ling Bo staying “afloat,” making waves of people in Taipei amidst the The Love
Eterne craze on October 31, 1963. Source: Hsu Chung-mao Studio #5414 [E SZEE,
recaptured in “70 years after the restoration of Taiwan: The craze for The Love Eterne and

Huangmei opera” [IF)¢ERRL] &UEEE - HHACEEQR) RUBLEIEREE, The Merit
Times, April 4, 2017, https://www.merit-times.com/NewsPage.aspx?unid=469505

With no “real” home to speak of, Ling initially fled from mainland China through
colonial Hong Kong and later claimed both national (i.e. calling the ROC her motherland/zuguo
tH[E]) and regional identities (i.e. Xiamanese/Fujianese) speaking to the press in Taiwan. The
origin of her name, as some theories posit, was due to its association with the regionality of the
port city Ning Bo #£k7. Under strict control from her foster mother, Ling managed to continue

her acting career only after she found a home, not unallegorically, in the Shaw Brother studio — a

Women de dianying shenhua: Liang Shanbo yu Zhu Yingtai T 6B S  RUA¥EBIIES [Our Film
Legend: Love Eterne] (Taipei: Azure Publishing House, 2023).
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dream factory of cinema.?** (Ling recalled “it’s a life that she misses most” living in the Shaw
Brother’s dormitory.)?*¢

It is here crucial to remember that HLM itself is a book about dream and reality, not
unlike the oneiric cinematic experience. Particularly in the Land of Illusion in Chapter 5, we are

told that, one day, Bao-yu falls asleep and is invited by his nephew’s wife, Qin Shi, into her

room. Arriving at the chamber, he exclaimed:

What a delightful place!” [Bao-yu] thought. ‘If only I could spend all my life here! Who

cares if that makes me homeless! How much nicer it would be than living under the

daily restraint of my parents and teachers!

EE T AR | JOEREEEE—E MK TRFRE @ 580K RS R
ARETRIE | (SOTS, 5:1:128; HLM 5:1:71, translation modified and emphasis mine)

Bao-yu’s desire and destiny for diaspora is consciously displayed in his excitement: his home
could be, to him, oppressive and he prefers to travel in the realm of fantasy (you huanjin 4% J5%).
And in Chapter 42, as shown above, Bao-yu left home again to grieve and consequentially trans-
form.

In the case of Ling Bo as Bao-yu, a “loss” of “real” home and wandering on screens,
Ling’s temporary travel (as in a world tour) and personal/performative diaspora enacts flows of

queer, and relatable soft power, as in Bao-yu’s queer and trans- circulation particularly in

235 The Shaw Brothers re-hosted Ling in their dormitory to prevent interference from Ling’s foster mother.
Allegedly, she was re-named as “Ling Bo” in a dinner with Run Run Shaw. According to several accounts: first,
they thought her sing so well, reminding them of the Ling Bo fairy ;&7 {l[[ T in Chinese mythologies. Second, Run
Run Shaw was ancestrally from Ning Bo, and it was reported that Ling Bo could speak Ning Bo dialect. See “Ling
Bo gushiwai yi zhang Yuan Qiufeng kou zhong de Liang Xiong Ge” 27t Zayb—25 TRl 1 ATZE bl 5F
[Another story of Ling Bo according to Yuan Qiufeng’s], Lianhebao [ &R, October 29, 1963.

236 “Zhai Haoren 72754, “Zuokan lingbo xiongyong shi” 4475257 4 8% [Days of Ling Bo making waves]
Guang yu ying de jitihuiyi Y-ELEZRVEREEE V [Collective Memories of Lights and Shadows] (Hong Kong: Ming
Pao Weekly, 2015), 199.
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Chapter 43. Even the change of her artist name demands attention for its ecological and gender
transformation, for the highly feminine name Xiao-juan /)\#5 in Chinese means “petite beauty,”
while Ling Bo /i means “surfing the waves,” unleashing the ecological form and affective
worldmaking possibility of what would later be shown as “glittering grief” and “trans-forming
seas.” Indeed, the invention of the stage name Ling Bo is coincidentally yet resonantly already a
citation, a performative “reinvention” from the “Fu of the Goddess of the River Luo” which is
featured in Chapter 43 HLM. Embodying buoyant and itinerant movements of female, queer and
trans- sensibilities, her name’s “wavy” and hydraulic connotation the media is always poised to
punned on. Her fans, for example, are called “fans of waves” (bo-mi }7#k).

Like Bao-yu transforming with water and sea waves, Ling was not only a new iteration of
the Goddess of River Luo, but to many, she is the Goddess herself. One article titled
“Welcoming Ling-bo #Z 87 in Taiwan’s pro-KMT Lianhebao ¥ & #H; even explicitly cites Cao

Zhi’s poem in describing Ling:

“Her delicate footsteps swept over the waves/and dust rose from her stockings of gauze.”
(quoting from Cao Zhi’s “Fu on the Goddess of the River L.uo”). Today Miss Ling Bo’s
arrival at Taiwan is a great news to fans of The Love Eterne (Liang-zhu)! To be sure, Ling
Bo’s ‘delicate footsteps’ would trigger tremendous waves of people (ren-chao)...

AN o TERIERE ) - (EHE EMEE ) MISHRE  EEEHE TR
Bk o TAENE IR BSEEEE TR, W | TLURRARE - AW
PS5 | B DGR A o8] . 2

237 See “Ying Ling No” 287 [Welcoming Ling Bo), Lianhebao B &, October 3, 1963. The original quotes
from the ode, consistent with Chapter 43 and Chapter 5’s appearance of goddess, emphasizes body movement,
unpredictable transformations as well as agility and itinerancy, see an excerpt from the fis:

“ B8R SE Her body, more fleet than ducks in their flight,

B /2515 flitted past in a puff, like the goddess she was.

ZER et Her delicate footsteps swept over the waves

SRR and dust rose from her stockings of gauze.

FfEH52¢ To her motions there was no set pattern:

B 5 HIf as if apprehensive, then as if at her ease.

#E [F#EHA And her movements were hard to predict:
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Echoing the centuries-long transmedial tradition of reconstructing the Goddesses of the River
Luo in Chinese literature, calligraphy and painting (including Bao-yu’s conflation and
congregation with her “sculpture” in HLM),?*8 the cinematic Ling Bo likewise fuses sea/water
and land/mud across the skies in releasing and composing grief among diasporic flows of people
(Fig. 11). Not unlike the filtered promotion of Xu Yu-lan on the PRC’s Wen Wei Po “CE$; in
Hong Kong during the 1960s, Ling Bo’s was certainly welcomed by the ROC state in her
assembling power of glitter and grief. With Love Eterne’s success, Ling even got to meet Soong
Mei-ling R ZE#, the wife of the by then Kuomintang President Chiang Kai-shek %7745, more
than once.”

In the state-sponsored Golden Horse Award in Taiwan, like Bao-yu’s mud-water
exchange in grieving, Ling’s cross-dressing performances earned her a what can now be called a
“queer/trans/non-binary” category of her own: she was given an unprecedented “Best Actor
Special Prize” (zui-jia yan-yuan te-bie-jian g%{% 5 545 74%) for her ambiguous gender and
unambiguous popularity.?*® As the story goes, the jury was “confused” as to which gender

category under which Ling should be assessed. The media also called Ling by the name of the

e 3Em

¥ 53 she would seem to go off, then seem to turn back ... ” (emphasis mine) See Stephen Owens’ full
translation: “Cao Zhi (1 92-232) , The Goddess of the Luo,” in An Anthology of Chinese Literature: Beginnings to
1911 edited and translated by Stephen Owens (New York: W.W. Norton, 1996); 194-197.

238 On this transhistorical, transmedial and interactive phenomenon among artists from so many periods of time
throughout Chinese history, see Shih Shou-chien 757§, “Luoshen fu tu: Yige chuantong de xingsu yu fazhan” }&
TR - —(E(EYSAYI ¥HEL 282 [The Goddess of the Luo River: The Shaping of a Tradition] Taida Journal of
Art History 1728 KB EMT SLHFFEEET], no. 23 (2007): 51-80; Chen Pao-chen [E{EEEL, Luoshenfit Tu yu
Zhongguo Gudai Gushihua &5 B B P B & (i EEE [The Goddess of the Luo River and Traditional Chinese
Painting Narrative] (Hangzhou: Zhejiang University Press, 2012).

23 Ling Bo was twice invited to the President’s House of Soong; see Zhai Haoren, “Zuokan,” 191.

240 Lianhebao Y& 3 reports on the opinion of the juror: “Ling Bo is a male impersonator, and her identity is
unclear... Undeniable, however, was her unprecedented box-office success and popularity, so we gave her a special
award.” (“EHUZER 2 BAL » BIRER > SRR EE S ERS T RS eI R g PR » B
TE GBS AE FERR S LUK S [REEURAYZE AT - BN SRS E » Frbl - Ralés T — /s - )
“Jinmajiang gongbu pingshen ceng jibian” < FEH% /i 3% 5 d:k [Golden Horse Award announced amid jury’s
heated debates], Lianhebao 5t &%, September 5, 1963.
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character Liang Shanbo, “Brother Liang” (liang-xiong-ge, %% 7 &F). For fear that Ling’s highly
marketable androgynous and queer image after Love Eterne would be tainted, the Shaw Brothers
even burned her first film produced by the studio, Romance of the Western Chamber (Xi Xiang-ji
PajfEED), in which Ling inconveniently played Cui Yingying, nothing short of an iconic feminine-
only role.?*! Her cross-dressing became a coveted style as other star actresses of the studio
fought hard to grab Ling’s cross-dressing opportunities, and her queer stardom overwhelmingly
eclipsed that of the actress Loh Ti who played only female roles in both HLM (as Lin Dai-yu)
and The Love Eterne (Zhu Yingtai). Such is HLM’s affordance of winning stardom, glittering
grief, queerness, and trans-forming seas.

Like Bao-yu, HLM stars such as Xu Yu-lan and Ling Bo thrived on circulation that
generated but also capitalized on not only gender fluidity and queerness, but also the twinning
and trans-ing affect of homelessness and mobility — that of transitory return and departure in
staging affective assemblies. In the early 1960s, Xu and Ling’s queer voice, performance, and
embodied circulations, both centrally initiated affinitively through Bao-yu and HLM, as well as
mediated through huangmei opera, made waves differentially, and as shown below, also
competitively across the PRC, Hong Kong, Taiwan, Southeast Asia and global Chinese diaspora
in Sinophone Asias.

Whereas Xu and the Shanghai opera trope’s adaptation was demonized and not screened
in Taiwan, Ling Bo was not as (well-)known as Xu in the PRC either: the two winning “Bao-
yu(s),” which one would guarantee full house across lands and seas? Who can hold border-
crossing tours, like the queer Bao-yu in HLM? Both Xu Yu-lan and Ling Bo’s circulation touch

on the aesthetics and politics of “glittering grief” that are politically instrumental for, yet to

241 Zhai, “Zuokan,” 190.
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different degrees irreducible to both state apparatuses of the PRC (Xu) and the ROC (Ling). Both
pass through the treaty port of colonial Hong Kong because ultimately, it is the affective passage
of “water” (femininity and transness) and the “sea” (overseas circulation), as well as their
“landing” fluency on the soil that would unleash tears and joys in the assembly of mass audience
across the straits and the world. As we know there are two Bao-yus in HLM, the major and

rebellious Bao-yu’s family name is Jia &, rhyming with jia/{Ez/“false”, and the minor and
conforming one is called Zhen 2, rhyming with zhen/E./*true.” In modern and contemporary

Red Chambers wars, then, which one, then, is “real”?

Towards a global banquet: star assembly on and off screen

Table 1: A timeline of films’ release dates in the Second and Third Red Chamber Wars:

To provide a sense of temporal order of theatre releases, films involved in the Second and Third
Red Chamber Wars are listed from top to bottom according to their chronological order of releases
in Hong Kong. Chiu Kang-chien’s adaptation was listed at the bottom since it was not screened

anywhere outside Singapore.

HLM film and Director/ Release or Screening Date(s)
TV adaptations Production

Hong Kong Taiwan The PRC | Singapore
Dream of the Red Yuan Qiufeng (1) Aug 3, 1962.24? (HN/A N/R N/A
Chamber = G (2) 1977
KA
Dream of the Red Cen Fen (1)Nov 22, 19622 | NR (1) N/A (1) N/A 1977
Chamber 2 1978
KL=

242 Hong Kong Film Archive, “The Dream of the Red Chamber 4 f#25” (Yuan Chiu-feng)
https://mcms.lesd.gov.hk/FAMS ipac/cclib/search/showBib.jsp?f=e&id=65537599040005
243 Hong Kong Film Archive, , “The Dream of the Red Chamber 4T f#22” (Cen Fan)
https://mcms.lesd.gov.hk/FAMS ipac/cclib/search/showBib.jsp?f=e&id=65537114534405
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(2) Oct 27, 19772%

Dream of the Red Li Han-hsiang (1) Oct 26, 19774 (1) Dec 3, 1977 N/R N/A
Chamber AREFIE
BEBGLAEE
Dream of the Red Commercial (1) Oct 31, 1977 N/R N/R N/R
Chamber Television (CTV)
e HEEE
Dreams of Eroticism | Ho Meng-hwa (1) Nov 18, 1977%46 N/R N/R N/R
RS Ep=2c

Hua Shan

s

Sun Chung

Pl

Mou Tun-fei

GG
Erotic Dream of the | Chin Hsin (1) Jan 19, 1978%7 N/R N/R N/R
Red Chamber &=
R bR
Dream of the Red Jin Han (1) May 18, 1978248 (1) Dec 8, 197724 N/R N/R
Chamber GE
AR
Waken from a Chiu Kang-chien | N/R N/R N/R (1) Jan 6, 1977%3°
Dream of Chamber E[B]ﬁ]”{@

244 Before the official re-release on the 27" Ocrober, however, there were several premier screenings. “Yueju

Hongloumeng jiang gongying” & (41822 ) H#F/ L [The Yue opera film Hongloumeng on show soon in

theatre] Ta Kung Pao, October 19, 1977.

245 «“Shaoshi gongsi kuaiyibu zai gang tuichu HLM> B\ ER—F 12 38HE H 4T f# 25 [The Shaw Brothers takes
the lead in the market of HLM film in Hong Kong], Lianhebao &5, October 17, 1977.

246 Hong Kong Film Archive, “Dreams of Eroticism 4 &2

https://mcms.lesd.gov.hk/FAMS ipac/cclib/search/showBib.jsp?f=e&id=655371125939205

247 Hong Kong Film Archive, “Erotic Dream Of Red Chamber 4185 &>

https://mcms.lesd.gov.hk/FAMS ipac/cclib/search/showBib.jsp?f=e&id=655371115929605

248 Hong Kong Film Archive, “Dream of the Red Chamber F4 {#E5"

https://mcms.lesd.gov.hk/FAMS ipac/cclib/search/showBib.jsp?oai=Y &f=e&id=65537111590405

249 “Duli yingzhan shaoshi lianhuan gongshi Jin Han zai tai tugi yangmei Xinhongloumeng quansheng zoujie” & 7]

FNERHASES IR I B, £ F EM R E il #EE 24225 [Jin Han alone braved the Shaw Brothers’ attack, New

Dream of the Red Chamber sounded victories all over Taiwan], Wah Kiu Yat Po {5 H %, December 15, 1977.

250 “Hongloumeng xing siuan jinqi xianyig,” 412 FEVURESEEBRR [Waken from Dream of the Red Chamber on

show in four cinemas today], Nanyang Siang Pau F& ;¥ 5%, January 27, 1977.
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(1)= The date of release
(2)=The date of re-release
N/R=Not released

N/A=Not known, not available

As in HLM, assemblies end and begin again. It is difficult to tell when did the Third Red
Chamber war exactly start. First, Red Chamber wars historically began in the republican
Shanghai. Second, every participant in the Third Red Chamber Wars claimed that they had the
idea first; and every participant had something to do with the previous Second Red Chamber war
(1958-1962). Overall, we can safely assert that the Third Red Chamber war “recurred” in 1977.
The participants of the star assembly in the early 1960s, like banquets in HLM, rotated with old
and new participants joining in the late 1970s. (See Table 1)

We can begin the story of Third Red Chamber war with Ling Bo. As argued above, Ling
shot to stardom with her Bao-yu voice in HLM (leading to Li Han-hsiang’s discovery of her and
consequentially her meteoric rise in The Love Eterne. By 1977, Ling left the Shaw Brother, but
she and her husband Jin Han remained committed and attached to HLM as adaptation materials
and a stardom platform after more than 15 years.?! In the early 70s, Ling missed out on an
opportunity to play Bao-yu. At that time Li Han-hsiang was assigned to direct another huangmei
opera film of HLM but he refused; the project was altogether aborted, but never taken off as a
possibility.232 Though Ling was already a well-established star based on the success of Liangzhu,

in the 1970s Ling had aged and her popularity, while still high, already dwindled.

25! Jin Han the maintained in a 2008 interview that Ling is the ideal actor for Bao-yu; Zhai, “Zuokan,” 195.
252 i thought Ling Bo was by then already too old for the role; he preferred an actress whose real age matches with
Bao-yu’s real age. Li, Sanshinian, 223.
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In this context, it is remarkable that the lure of HLAM’s form of affect, its affordance and
promise of “star assembly,” remained appealing to her, and indeed, to many stars and stars—
infrastructurally working its wonder across time-periods and geopolitical contexts. In 1974, after
leaving the Shaw Brothers, Ling and Jin set up their own film company Jinri < H in Taiwan.
Being the boss, Ling could now play the major character Bao-yu and her husband Jin Han would
be the director. Yet during the early production stage, the Shaw Brothers, now represented by
and collaborating with Li Han-hsiang, decided to “resume” their aborted HLM project and “steal
the shoot.” (giang-pai) as they similarly did with MP&GTI in the 1960s.2%3

But the stakes went even higher: as in the Red Chamber war in the 1960s, the duel
between HLM (the Shaw vs MP&GI in 1962; the Shaw vs. Jinri 1977) was again triangulated by
the same challenging party on the PRC front, nothing other than Xu and Wang’s yue-opera film.
In the PRC, after the fall of the Gang of Four, previously suppressed local operas could re-
emerge. As discussed in the above session, Cen Fan’s Yue-opera version was briefly screened in
1962, before being publicly banned during the Cultural Revolution. In 1977, Hong Kong’s
Jinsheng film company announced that Xu and Wang’s smash hit HLM in 1962 would be re-
released to join the Third Red Chamber war.

The Shaw Brothers and Li Hang-hsiang heard the news of the PRC’s re-release of the
yue-opera film only when they started to film a new HLM in July 1977. Facing the resurgence of

Xu/Wang’s still popular HLM, the Shaw Brothers rushed the production, and resorted to

233 Li Han-hsaing claimed that if he knew Ling Bo and Jin Han were making HLM at the time, he wouldn’t have
made HLM with the Shaw Brothers: “& AMAE AR BN S EHVEERE > H CIEFRER - HEAFHEMEC
SR - EAAEEEIATE A - AR TR ) VRN BEEIAEIAN AT IR ERE
BAGEHIR (A - WIRIREREMAI SRS "M | BORIE(RSHY SR N EH - RN
MELR BN 5 RBAE - SRR T4L, Rl T "RER - HESRA SR 48E |, iR
B —ERAETINE - BERAENR L8R —ESATENS - EHMEA R IRENE - NEZELERA N
5 - ” Quoted from Li, Sanshinian, 225.
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transborder filmmaking to try to win by an earlier release. To get ahead of both Xu/Wang (based
in the PRC) and Ling/Han (now based in Taiwan), the Shaw Brothers reshuffled its established
inter-Asian film network and cancelled a planned 10-day location shooting in Korea.?>* They
also performed a fast-track sound recording in Tokyo to rush for completion. While shooting,
however, the Shaw Brothers discovered that they had forgotten to renew their registration of the
film title “Hongloumeng” with Hong Kong and Kowloon Cinema & Theatrical Enterprise Free
General Association Limited (/1. B 52521252 5 Hh48 ). 25° The registration would be
necessary if films were to release in Taiwan. As seen from the record, Jin Han had preemptively
registered three film titles in both Hong Kong Taiwan, respectively Hongloumeng 411822, New
Hongloumeng #4182 and Jia Bao-yu and Lin Dai-yu &2 kM E E in both Hong Kong and
Taiwan by April, 1977, thinking that doing so would defeat Shaw Brother’s “appropriation” of

his original” idea of shooting HLM in this round of Red Chamber War.2>¢

PeErg o E—UIEREC T 208 - AR R BRI ME R - BT A E R MBS G BT R T AT
2 BEEAEBNEFRS AL > A REHTRRAVEEE - HEUABENGUE T » IEATAEGEIE - 5
Jads o BRT/\ERERE L — AT - BRI T AT /Y B RN R SRR TERRRE
T RAMRAVETE] » #HY)\ ESREH - GFRT /B —(E N B EEASR  SHEA B 4T
2 | ZFi_ R Quoted from Li, Sanshinian, 251. On the Shaw Brother’s inter-Asian network, see Kinnia Yau
Shuk-ting, Japanese and Hong Kong Film Industries: Understanding the Origins of East Asian Film Networks.
(New York: Routledge, 2009), especially Chapter 4. Further on the Shaw Brother’s “copying” and coproduction
with Japanese during this period, see Stephanie DeBoer, Coproducing Asia: Locating Japanese-Chinese Regional
Film and Media. (Minneapolis: University of Minnesota Press, 2014), especially Chapter 2. Emphasizing the Cold
War origin and context of the inter-Asian film network which the Shaw played a major role, Sangjoon Lee, with
more emphasis on the American and Korean connection, observed that the vibrant inter-Asian network disappeared
by the end of late 1970s; see Cinema and The Cultural Cold War: US Diplomacy and the Origins of the Asian
Cinema Network. (Ithaca: Cornell University Press, 2020).

255 According to Li, the registration of film title had to be renewed every 6 months. “AREF B F4E @I H 253
b FRE—ZAVEESE R GEE R E TS E A B - RIRERE T &R RGLES IIRT - &
FIEC T - ERR AR R E R T IU(E AT R MCEEREEHRMITER - BEEg
1778) » BRI NPead il /N —EH B SAE 5 #E.” Quoted from Li, Sanshinian, 252.

PO eSO RAEIOH TR, - TEAEE ) K TEEREMNEE ) SEA % SRHEGERE
FEREEZER e BRI E B ESsd - DIVt A8 - FHEHSF LPFENTESRE - ” Quoted
from “Lingbo Jinhan wei xinpian banbing, fuqi dang pai Hongloumeng” /257 47 B F 0T SRFFEIn4 82
[Ling Bo and Jin Han produce Hongloumeng as a couple]. Lianhebao Y&}, April 7, 1977.
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Fig 2.2: Ling Bo’s backstage singing becomes “the lead,” sidelining Ren Jie who played
Bao-yu. Source: Advertisement for Yuan’s adaptation in Z7i Wanbao H 178 1977,

recaptured from Su Yongzhi #55k %2, “Honglou dahunzhan Lin Qinxia yan Bao-yu zui
jungiao Zhang Guoron zhan qingse zui xisheng” 4 #ACREL M EHE ERE(Y BRI
B B REZEE S T [Messy wars on Hongloumeng; Brigitte Lin is the
most handsome Bao-yu as Leslie Cheung suffered from sexualization] Lianhebao ¥ &4,
June 15 2018, https://stars.udn.com/star/story/10090/3200345

In the end, the Shaw Brothers scheduled the film to be released in Hong Kong on 26"
October and sent the copies to Taiwan on 27" October 1977.257 But to their surprise, Jin Han and
Ling Bo, who only started filming in August 1977, filed a complaint to Taiwan’s KMT
government, accusing the Shaw Brother and Li of “plagiarizing” “a Communist bandit’s”
production” (fei-pian, BEF; ).2°® Stalled by Taiwan government’s film censorship, the Shaw
brothers decided to re-release an old HLM adaptation of Yuan Qiu-feng’s from the previous war
in 1962 into Taiwan’s market.?>® To exploit the lingering popularity of Ling further, they

spotlighted Ling Bo’s name and called her the lead in the advertisement (Fig 2.2) when in fact,

257 Here I rely on Li Han-hsiang’s detailed account on dates.

POGRBERRMEE TEE ) EEIENERAT - —ORERFHHEIVEERY T4,  BEbA
M - RS AR ES AR B G - BT BEAKR TS BN &EE—BYE
_EJE - ” Quoted from “Liangbu Hongloumeng zhengxian shangying, guanggao qi zhengzhi,” WWEf4 M2 « S5
B RS #E SR [Two Hongloumeng movies fight for an earlier release and cross fire over posters], Lianhebao
&2, November 26, 1977.

259 Yuan’s film was released in Hong Kong in 1962, but its release date in Taiwan was probably 1964, since this
advertisement and other source suggested it was released “13 years ago” in 1977.
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as we already know, she was just a backstage singer.?° This somewhat misleading strategy of
using “the early 1960s Ling Bo” to compete with “the late 1970s Ling Bo” was geared towards
occupying the market and preempting Jin from using the title Hong-lou-meng.>°!

Though Jin Han registered the title Hongloumeng, according to the rules set by the film
regulatory organ in Taiwan, an earlier registration got the priority This meant that Jin Han could
not use the same title. As Taiwan’s film policy dictated, Jin had no choice but to change it to
“New Dream of the Red Chamber” (Xin Hongloumeng, ¥4 f#2) to comply and avoid
confusion. On the other hand, the Shaw Brothers in turn, changed the Chinese title of their new
HLM (directed by Li Han-hsiang) to Jinyu Liangyuan Hongloumeng % E $41f#2% (in English:
“The fated encounter of Gold and Jade in Hongloumeng”) to avoid confusion with their 1962
HLM (directed by Yuan Chiu-feng).26

While the above historical details suggest that the Third Red Chamber War involved
politics between film talents, film studios, as well as the Cold War politics between the CCP and
the KMT, we must note that the war done in the name of HLM always aesthetically involved the
form of affect that I outlined: star assembly, glittering grief, queerness, and transforming-sea.
First, the Third Red Chamber wars’ rivalries remained held by the logic of stardom, which takes
the form of actor recruitments across geopolitical borders. For example, to appeal to younger

audiences, the Shaw Brothers and Li, decided to use young and rising actress Brigitte Lin to

260 Ling was even described as “the lead” (ling-xian, 4877) in subsequent advertisement. Diplomatically, the Shaw
Brothers claimed it was a mistake made by the typesetter. “Liangbu Hongloumeng zhengxian shangying, guanggao
qi zhengzhi,” WWERATfEEE « Fa5 FAf BEEE5#ESR3h [Two Hongloumeng movies fight for an earlier release and
cross fire over posters], Lianhebao [ &%, November 26, 1977.

26! The book HLM, likewise, had many alternative titles throughout history.

2R ARIR S EIREEAVEE A (RIBER g R BB I AE - SUEERAEEA 4D
M2 FR % HIEETHE - HIE#EHE R - DZEEER % o 7 Quoted from “Hongloumeng shui
xianjue? Liangjia faxing pian shang hu bu xiangrang, Ling Bo zida dui tai huibudangchu” 41 #822 « 308 W%
TR « BAMHE ZREFTHES « 18R E%¥) [Who would first quit dreaming? Two distribution companies
fight over adaptations; Ling Bo shall regret], Lianhebao H &5, November 19, 1977.
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cross-dress as Bao-yu, with Sylvia Chang playing Dai-yu. This dealt a blow to Jin because

263

Brigitte Li had allegedly agreed to join his HLM adaptation.*° To compete in foregrounding new

faces, Jin recruited Zhou Zhiming &= HH, an ethnic Chinese actress from America (dubbed as
“the foreign/overseas Dai-yu [yang Dai-yu 7£5%%]) to play Dai-yu. 264 Also “returning” from
America after migrating there was Ling and Jin’s retired old friend, Li Li-hua Z=gE%£, who
agreed to play Grandmother Jia in their new adaptation.?®> Not coincidentally, Li Li-hua had
played Dai-yu twenty-four years eaerlier in 1953 in Yue Feng’s HLM adaptation Modern “Red
Chamber Dream” in Hong Kong (see the first section of this essay). On the same stage with Li
Li-hua and Ling Bo was another award-winning actress Li Ching 25, playing Bao-chai. As
advertised in Hong Kong and Taiwan’s media, Ling and Jin had assembled three “movie queens”
(ying-hou, 52J5) across generations to stage a new HLM (Fig. 2.3), forming nothing but a star

assembly 266

263 When asked about this in an interview, Lin said she could not really remember. See Zhai, “Zuokan”, 199

264 ““Jin Han paixi you xuetou, Zhou Zhiming shi yang Dai-yu,” $7EFEEIEEE B2 BHE ¥ £ [Jin Han films
with a gimmick; Zhou Zhiming is a foreign Dai-yu], Lianhebao 5t &%, August 19, 1977.

265 On Li Lihua’s Sino-US crossing, see Chang Jing Jing. “China Doll in Flight: Li Lihua, World Today, and the
Free China—US Relationship." Film History 26, no. 3 (2014): 1-28.

206 “ERIMRBAIRARFE - BEFEE T TR BEEORE S — — FREEE - AN - FE 0 DURENH
MEEREZEH - BB RHHIZRRESE - MARVIEE - BRRIRE - BRRERB T - BRARNIPE TR
B o AMEFEREHHEEERIZE H.” Quoted from “Sidai yanyuan xieshou heyan Honglumeng, renma
daoqi, xiangshi yinghou dahuichuan” VO{{JEH & « #FEEELES AEERT - G225 KEH$, [Four
generations of actors joined hands in Hongloumeng], Lianhebao Y& ¥, August 19, 1977.

137



L BB 89 | imAT | R
}f-’%ﬂ%&‘?ézﬁ%ﬁ%é%*“\

'y

w

‘iﬁ&'ﬂ&ﬂﬁkﬂtﬂn‘nm "l'AB "r '

(£ i3l 2

?‘V&ﬂ%ﬁéFﬂxt_._

@;mm AT xmﬁ il

—nmauut&mmmur
R—AGIE MM ARIS S R

*ﬁ%ﬁﬁﬁﬂ@ﬁﬂﬁ-

IR A4 N AR Y T R M B - ZoAEBEaE
.\:'L&HQ_".QK‘WI ¥mew ) "ﬂ'dﬂkllﬂ%ﬂﬂ'*ﬂ

Fig. 2.3: Advertisement poster for Jin Han’s HLM in Hong Kong, which says, “movie
queens assembled” and “the most ‘Hongloumeng-ish” Hongloumeng,” also spotlighting the
new actress Zhou Zhiming. Source: The Kung Sheung Daily News 175 H#}, May 19,

1978. Source: The Multimedia Information System (MMIS) of Hong Kong Public
Libraries.

The Shaw Brothers managed to get their HLM screened earlier than both the Shanghai
troupe’s as well as Ling and Jin in both Hong Kong and Taiwan. But in terms of Taiwan’s box-
office, Ling and Jin declared victory. Calling their HLM adaptation the most “Hongloumeng-ish”
HLM (54T 24T 2 [Fig. 2.3] Ling and Jin’s off-screen assembly mirrored gatherings in
HLM itself, not only in terms of the focusing on glittering grief, but in their very embodying of

the banquet through real-life re-gathering of “the ones” among assembled diasporic audiences
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(“the many”’). What makes the third Red Chamber war Hongloumeng-ish, then, is that most
competitors were all “relatives” or old acquaintances at some point: Jin Han, Ling Bo, Li Li-hua,
and Li Ching were all ex-employees of the Shaw Brothers, now combating and coming back to
face not only their ex-colleagues and ex-companies — the Shaw Brothers — but also the returning
of Xu Yu-lan and Wang Wenjuan in Cen Fan’s 1962 adaptation. What happened on and off
screen in the Third Red Chamber wars was actors, directors, friends, colleagues, and companies
gathering, confronting, and parting with each other through multilateral yet concerted acts of

adapting HLM, with Bao-yu’s non-binary stardom as the anchoring radius.

&iﬁ% SSRGS  RAEE
#gﬂﬂ&ﬂf

o

Fig. 2.4: Advertisement poster for the Shaw Brother’s omnibus
pornographic adaptation Dreams of Eroticism. Source: Wah Kiu Yat Po, November 19, 1977
Source: The Multimedia Information System (MMIS) of Hong Kong Public Libraries.
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Fig. 2.5: Chin Hsin and Ng See-yuan’s pornographic adaptation Erotic Dream of the Red Chamber, Wah
Kiu Yat Po, January 14, 1978. Source: The Multimedia Information System (MMIS) of Hong Kong
Public Library.

Fig. 2.6: Minor and obscure characters receiving close-ups and credits in Dreams of Eroticism 4] M35 55,
Source: Screen captures by the author.
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Fig. 2.7: A photo taken on set of Chiu Kang Chien’s Waken from a Dream of Chamber
Source: “Xinjiapo dianying fazhan chuangye yingpian Hongloumengxing jing shaqing
bujiu jiang tuichu xianying” ¥ B HEAIZER F AP RLARTT A URHHELIR
ik [Singapore Film Development Company’s Hongloumeng adaptation was finished with
shooting and ready for screening soon] Xinming Ribao 378 H $, December 5, 1976.
Source: NewspaperSG, last accessed 14 Mar 2024,
https://eresources.nlb.gov.sg/newspapers/digitised/article/shinmin19761205-1.2.45

On the Hong Kong front, Li’s adaptation was released slightly earlier than the re-release
of Xu and Wang’s Yue-opera first screened in Hong Kong in 1962, now re-released in Hong

Kong in 1977. This re-release is notably earlier than its counterpart in the PRC.2¢’

267 In the PRC, Xu and Wang’s Yue-opera was first re-screened exclusively to foreigners in 1978, which was
followed by sudden, yet impactful public screenings in 1979. See: “— 1 B ¥4 MR B A\ S SFHIREAVE )
SRAEACHE - ERSULRELIRITE X - ph (4EE) EieEEr R8s = REE.
Quoted from “Beijing ying Hongloumeng zhaodai waiguo jumin,” JbERBRATHEEEA YN B S [Hongloumeng
movie screened in Beijing for foreigners], Wen Wei Po SCESR, February 4, 1978. For the official date of the public
rerelease in 1979, my dating comes from this source: See: “1979 4 _F7 36 FRERHEZEIRTEE]— R (4118
2) o REMIEEDINEH RS E EEE N EALHEEY - AASREE EETHBE N Ea » 2IERESE -
EREERANETGPATELN - PR 1 B - BbiiFGPRER » A—R B TR T — AR - 7
Quoted from Wang Kai, “Yueju,” 64.
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Whereas the adaptations discussed above are all opera movies focusing on “the one” and
the glittering grief of HLM’s love triangle, other contenders in the HLM banquet in the Third Red
Chamber war were more “vulgar/vernacular” or “localized” in terms of genre, language and
casting, venturing towards the pornographic, the comedic (or the non-tragic), and the episodic.
These films, admittedly not without some fidelity to the novel’s heterogenous non-grief affects,
either highlight minor characters or deviate from the mainstream love triangle.?*® For example,
Chin Hsin $:3% and Ng See-yuan 5= %2, previously working for the Shaw Brother but now
supported by the rising film company Golden Harvest 3R, decided to make a “trendier” HLM
(xin-chao i, literally meaning “new wave.”) Shot in Cantonese instead of Mandarin, their
adaptation Erotic Dream of the Red Chamber 4] 187 F#2%° sported nudity, comedy and sexual
jokes. (Fig. 2.4-2.5)

To compete with this “lewd” adaptation, the Shaw Brothers assembled four directors

(Ho/Hwa/Sun/Mou) to produce an omnibus HLM film Dreams of Eroticism 4 {52, also with

sex as selling points (Fig. 2.5), spotlighting a host of minor episodes, characters and actors (Fig.
2.6).27° Cheaper in production cost and “minor” or “lower” in “taste,” they perverted the fixation
of stars and glittering grief, but accordingly also not (intendedly) “winning” the war in terms of

reputation and box office. Another obscure contender Chiu Kang-chien’s G3fll{# Waken firom a

268 On the rise of “minor character” as a marketable genre, see Jeremy Rosen, Minor Characters Have Their Day:
Genre and the Contemporary Literary Marketplace. (New York: Columbia University Press, 2016).

269 “Ng See-yuan jueding yingpeng Shaoshi lianri ganpai xinchao Honglouemeng” 2 87 L8 BERGADES, 2 H 2
0 FTEALIA#EE [Ng See-Yuan decided to brave the Shaw Brothers’ challenge], Xinmin Ribao #rHH H %}, November
2,1977.

270 Critics criticized these films as “shitty,” gimmicky, messing up with the great, and “decent” and “beautiful”
original. Noted Hong Kong film critic Sek Kei opined that both erotic adaptations were cheaply made and full of
obscenities, yet he found it regretful that Cheung and Wong, the leads of Chin’s HLM, were the most fitting actors
for Bao-yu and Dai-yu. Sek described the situation as “flowers stabbed on cow dung ff(CFE{EA-2E |, meaning
“talents went wasted,” January 25, Ming Pao Evening News BA#RH:%R, cited in “1978 Honglou chun shan chun” in
Zhangguo Ruo de Dianying Shijie iREIZEHVEFZHFL vol. 1 [Leslie Cheung’s Movie World Vol. 1, edited by
Editorials of Film Bi-weekly] B2 % /] (Hong Kong: Film Bi-weekly Press, 2013), 16-21.
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Dream of Chamber 4112512 was a box-office disaster which went on show for only two days in
Singapore, never picked up by any distributor anywhere else.?’! Notably, Singaporean investors
preferred local actors and local setting in Singapore, aiming to nurture a local, even national film
industry. (Fig. 2.7)*"? Due to disagreement on the use of stars and locations, the director seat
changed hands from Yue Feng, the director of Modern “Red Chamber Dream” (1952), to a
younger film scriptwriter Chiu.?’? Deviating from the glittering grief, this avant-garde adaptation
“dared” to turn the sad ending into a happy one.?’* The absence of grief, always expected,

together with the low production value, could be some of the reasons why none of the young cast

27! The script of this adaptation has recently been published. For an analysis of the script, see Liu Qing #%, “Shidai
cuoguo de ganying yu guanzhao” B5{UE 18 A gl FEEAER IE [Forgotten Resonance and Reflection] in Xiongyanzhe de
sexiang ui meidian — Qiu Gangjian biandao dianying juben JESEF 0 EBISE i — — ORI (@ 4R BB B AR &
[Erotic Thoughts and Aesthetic Canon of Sensuous Men: An Anthology of Chiu Kang-chie’s Film Scripts] edited by
Liu Qin (Hong Kong: Hong Kong Film Critics Society, 2021).

272 On filmic network between Hong Kong and Singapore: see Grace Mak 28X B, Xianggang Dianying yu
Xinjiapo : Lengzhan shidai Xing-Gang Wenhua Lianxi, 1950-1965 T 5B BLH Y  AERIFACE B LEY,
1950-1965 [Hong Kong Cinema and Singapore: A Cultural Ring between Two Cities, 1950-1965] (Hong Kong:
Hong Kong University Press, 2018); and on Singaporean film, see Hee Wai-siam, Remapping the Sinophone: The
Cultural Production of Chinese-Language Cinema in Singapore and Malaya before and during the Cold War (Hong
Kong: Hong Kong University Press, 2019).

273 The first appointed director Yue Feng, the director of Modern “Red Chamber Dream” (1952) disagreed, arguing
that Singapore lacked a film studio for a costume drama. Later Yue changed the film’s setting into a modern one.
Investors were however concerned about the cost, so they hired local actors in the end and hired Chiu to shoot the
film. See “Wu gudong yijian fenqi Yue Feng zuoyou zuoren nan, Xin Hongloumeng gaiyong Xinjiabo yiren” 7%
BRI A A B Bl AR I ZE A [Investors” opinions differ; new Adaptation of
Hongloumeng casts Singaporean actors] Nanyang Siang Pau B, %5 %, September 25, 1976.

274 Lianhebao ¥t &4 in Taiwan reported on Chiu’s film in the amidst the Li-Jin battle. According to the article,
Chiu transported HLM to the context of twentieth-century Singapore in his modern-day comedy, hiring a cast of
fresh, local Singaporean actors of the average age of around 22. The film, with a happy ending of Lin Dai-yu

rebelling, was a box-office disaster in Singapore. See “Ni keceng tingguo Hongloumeng xing qiugangjian jiu paile
zhebu guaixi.” {R0] i T ALEEEERE | GORIfEREFA T 2 2088 [Chiu Kang-chien shot a weird film: Have you
heard of Waking from Dream of the Red Chamber?], Lianhebao ¥t&#), November 3, 1977. In Li Han-hsiang’s

account, Chiu’s film was not well-taken by Run Run Shaw, and it was on show in Singapore only for two days; see
Sanshinian, 244-246. Chiu (1940-2013) was born in Xiamen, moved to Taiwan in 1949. Invited by Shaw Brother’s

head of scriptwriting Stephen C. Soong (a HLM critic himself, see first half of this chapter) in 1965, Chiu wrote
several scripts for Chang Cheh (Zhang Che) and left the company in 1974. Later, he wrote scripts for notable films
such as Ann Hui’s Boat People (1982) and Stanley Kwan’s Rouge (1987), and most recently Feng Xiaogang’s The
Banquet (2006), etc.
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succeeded in shooting into stardom. Ultimately the avant-garde film itself failed to travel across
overseas.

Despite the deviances and diversities in genres, there is no doubt that all these HLM films
in the period of 1977 and 1978 altogether constitute proliferating assemblies altogether in the
form of many banquets all in the name of the larger banquet HLM — “many” in “one”. Indeed,
this kind of diversity only mirrors the assemblies in the novel itself. In Chapter 43 alone, we

already see several assemblies within one:

In a twinkling the second of the ninth was upon them. The denizens of the Garden had been
informed that You-shi was planning an impressive variety of entertainment: not only the
customary plays, but also juggling, acrobatics, story-telling by blind ballad-singers —
in short, everything one could possibly think of that might contribute to the success of the
occasion and the pleasure of the participants. Li Wan reminded the cousins that the second
of the month was also one of the regular meeting-days of the poetry club. Xi-chun was,
of course, excused. ‘But why hasn’t Bao-yu turned up?’ she asked. ‘I suppose he’s so intent
on enjoying the fun that he has forgotten his former enthusiasm for these more civilized
amusements! ...

BEIREZN AW —H - BT AEITIESE LRS- B - SEHREL > T R
s Ea e e o A TREHEEETE - FR N ERebEE @ T SRBESHEH
ATRST - EERMAK > ot S B - HUEHERLER T - 5 (SOTS 43:2:353-
354, HLM 43:1: 352-354, emphasis mine)

As highlighted by Li Wan, there are more than one table, one genre and one assembly happening
simultaneously in the larger banquet of HLM; some more elegant and “civilized” (such as poetry
club) than others. When Bao-y returns, he joins Grandmother Jia and other girls in watching a
play. This is the realm of star and glittering grief, but at the same time nearing the end of the
party, Xi-feng’s husband Jia Lian is having a sexual affair as shown in the next Chapter (Chapter
44). The “low brow” HLM adaptations in this sense serves as a continuum and not a rupture with

the so-called “highbrow” ones, both simultaneously hosted by the larger HLM assembly.
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More generally, the onstage enactment of “artistic” affect is complemented by the orality
of off-stage eating.>”> Food indeed appears in both the birthday party and the Temple of Water
Spirits. Grandmother mentions soup and congee at the start,?’® and Tealeaf mentions the
importance of eating before leaving the Temple.?’” In Chapter 43, we learn that in this party

watching plays and eating food are also of a piece:

Not feeling sufficiently energetic to sit with the rest, however, she had retired to the inner
room with Aunt Xue, reclining on a couch there in a position from which it was still
possible to watch the players. A small selection from the dishes which had covered the
two tables laid for her outside had been set down within easy reach where she could
pick at them while conversing with Aunt Xue. The remainder she had made over to the
maids and older women on duty who had not been catered for, bidding them take their
banquet outside on to the verandah where they could sit down and enjoy themselves
without restraint.

AACH EMERFALRE - N R E A LR R AR - LB HIR ST
WNLE - BEEZESRE R E MR EEAR AR EA AN Y B A E =
Wim AN > apft RS SNERHE Tt PUE A iz ns > e » R ARIER A
FER SR B SNEETE S AP IRMIAL o (HLM 44:58, emphasis mine)

275 For food in Chinese literature, see Isaac Yue, and Siufu Tang, eds., Scribes of Gastronomy: Representations of
Food and Drink in Imperial Chinese Literature. (Hong Kong: Hong Kong University Press, 2014).
276 At the beginning of Chapter 43, Grandmother Jia commented extensively on foods: “I’ve had a sip or two of the
“pheasant stew you sent me. It was very tasty. I ate some of the meat in it and enjoyed it very much ... If there’s any
of the meatstill left, I’d rather like a few pieces of it fried. It has a pleasant, salty tang that goes well with the rice-
gruel I am taking. The stew is very nice, but stew and gruel don’t go very well together.” Bt © 5 H B[ K
T o FANRIEREHE TS - WE T8 0 fAWR > JUZ T WA > OERZH - 5 RAKE
TERRY BEEFERCEE AR - BMAVEEORE - RE T R HEACRKAM, o ERIEEEASOE ¢ T R R
EEEALERT > FEERIE - BORHY  IZHTARS o ANSEEY o SR A ERRER o o (SOTS 43:2:344; HLM
43:1:576).
277 Extensively, Tealeaf talks about food this way: “ ‘I’ve already spoken to the nun about getting you some food,’
he told Bao-yu as they were going in together. ‘I told her you hadn’t eaten yet. You ought to get something inside
you. I realize that you came out here because there’s a big party and lots of racket at home today and you wanted
some-where peaceful where you could do this. But I think just staying out here in the quiet all day is showing all the
respect you need to this person you’ve just made the offering to. You don’t need to fast all day as well. That’s out of
the question.”” “That seems reasonable,” said Bao-yu. ‘As I’m missing the party all the time that I'm here, [ am in a
way abstaining already; so, I suppose there can be no harm in my taking a bit of vegetarian stuff ... still talking, they

made their way to the old nun’s parlour, where they found she had set out a table of vegetarian food. Bao-yu ate a
bit, and so did Tealeaf.” ZYEFEARWCETNE - M FAEZ - NE © T HRELEHNEFRT - “asE@2Hik - 1
BB YRS T EEERPY > EREGRIZEE - FRIES SIAMTEIIATFES - BRIRY - ZaRMIEA B T K
Y o HEFEEHEDEF—K > WEENG T - EAIZHREE - BT - ) HEE - TBUATERIZ - EEER
HZEEMY o ) BE T AREEE - RN T > e 7 —RE X > HEElZ 7L ZEWIZT -
(SOTS 43:2:4; HLM 43:1:585).
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The Red Chamber wars were similarly “fought” like a banquet; indeed, they are of a piece,
acting as “complementary bi-polarities” in Andrew Plaks’ term. As in all other cases of
competition over the same story (giang-pai) in this period of Chinese films history, media in

Hong Kong described the fighting between companies and directors as a situation of “fighting

) 278

over the first taste of soup.” (cheung-tau-daam-tong $898%s:5;).”” The Cantonese phrase refers to

“people wanting to taste the benefits from the same pool ahead of others.” Li Han-hsiang in his
memoir recounted how two other HLM adaptations®’® plotted to release the films earlier and

“steal the taste” before Ling Bo/Jin Han and the Shaw Brother “drink” it. Li wrote:

When Chiu Kang-chien was shooting his HLM in Singapore [...] he was trying to get
ahead of the Shaw Brother’s and Ling Bo’s adaptations, launching a sudden attack to us.
[...] At the same time, Chin Hsin in Hong Kong, claiming to be my own student (actually
he was just an assistant in my film production) was supported by another film company to
produce a pornographic adaptation of HLM. Chin was also trying to throw a sprat to
catch a mackerel, getting ahead of everybody in sipping ‘the first bowl of soup.

SRR R hOsEFohk 4T RE | AU - EDABHEARE - BEBER S » ¥
TEAPRRIZ R YR ED T 4TSS ) RIEZFiIe BR o SR—(EmERS R - (RSN
LE T EREANASE (REMIEIRENET - IHERGFIRINE) - F5—%
RAFINER R T » Ffa T —Esmmalis - R0l T4asE Ba - DU
AR DB TSy BE L ER i " GERSS | © (translation and emphasis mine)**°

278 On theorizing taste (such as sourness, sweetness, spiciness), Chinese femininity and cinema, see Mila Zuo Vulgar
Beauty: Acting Chinese in the Global Sensorium (Durham: Duke University Press, 2022).

27 According to an article in Sin Chew Jit Poh 2 H#g, Li started shooting in July; Jin Han started in August in
Taipei. In September Ng See-yuen’s 52 £ 72%) Seasonal Film Corporations, supported by Golden Harvest, announced
the shooting of Fengyue Baojian, later retitled Erotic Dream of the Red Chamber. In October, reacting to Ng’s
admittedly erotic and gimmicky production, Shaw Brothers summoned a team of directors and soft-porn actresses
(A58, literally “flesh bombs™) to shoot an erotic film called Dreams of Eroticism to compete; see “Hongloumeng zi
zheng bai-ri hua” 412 ¢ 2L 2 HWNER4) 4y & [The Hongloumeng war turns white-hot], Sin Chew Jit
Poh 2 JH#R, October 26, 1977.

280 Li, Sanshinian, 245
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Ling Bo likewise described their box-office victory in Taiwan over the Shaw Brothers in terms

of the colloquial idiom of soup drinking:

The Shaw Brothers tasted the soup [i.e. reaped the benefits] first; but theirs was no more
than some standard broth they serve in an average local restaurant. What we have now is
Ginseng chicken soup. Its aftertaste lingers deeply - a great boost to our health.

HSECBEEREARS S - HZBS - B CHEIESHIE NS HES - XCH X - (translation

mine)*8!

The Red Chamber wars have therefore always been a transmedia phenomenon — a “banquet”
form of cinematic experience which metaphorically or literally, involves dinner tables.

In this iteration of Red Chamber war, televisual adaptation is also a competitor with
movie adaptation. The most telling manifestation of Red Chamber war as a banquet is
exemplified in Commercial Television’s (CTV) {£§i’s televisual HLM.?%? Partially shot in
Korea, CTV’s 100-episode HLM adaptation is the second attempt of its kind in Hong Kong,
before counterparts appeared in Taiwan (Chinese Television Services [CTS] #4 in 1978) and in
the PRC (CCTV, 1987).283 Though one may assume that the audience of TV and cinemas were

not the same, but they were competing.?3* This is demonstrated by the fact that on the 315

281 “Xin Hongloumeng zai tai shoude Ling Bo Jing Han fangxia xin lai” &85 /E S ULTS B S0EB 0K
[New HLM with good box-office in Taiwan, Ling Bo and Jin Han feeling relieved] December 28, Wah Kiu Yat Po
HEfE H #e, 1977.

282 CTV was launched in 1976 and closed in 1978. For a brief history of television in Hong Kong in relation to
identity and (de)sinicization, see Eric Ma, Culture, Politics and Television in Hong Kong. (London: Routledge,
1999).

283 A)brief history of HLM’s TV adaptations is instructive here. In Hong Kong, HLM was adapted as TV drama first
by Television Broadcast Limited (TVB) 4 EE {1 in 1975 (5 episodes); and then by Commercial Television (CTV)
AEREETR in 1977 (100 episodes). Later in Taiwan, the novel was adapted by Chinese Television Services (CTS)
4 in 1978 (73 episodes); the second time in 1983 (16 episodes) and the third time in 1996 (69 episodes). Dozens of
journal articles focused on the PRC’s TV adaptation in 1987, but historically it was preceded by TV adaptations in
Hong Kong and Taiwan.

284 On the “localization” of the Shaw Brother’s diasporic cinema, see Poshek Fu’s seminal article: “Introduction:
The Shaw Brothers Diasporic Cinema,” in China Forever: The Shaw Brothers and Diasporic Cinema, edited by

147



October of 1977, which was the first day of the HLM drama’s airing, CTV, the Shaw Brothers,
and Jinsheng film company of Wang and Xang’s Yue opera all placed advertisements in Wah
Kiu Yat Po (Fig. 2.8-2.11), competing for attention altogether. Aesthetically, all three posters
deploy calligraphic fonts, traditional seal stamps, as well as their company logos in the graphic
designs. Simultaneously modern and traditional-looking, all claimed their HLM the most
authentic (zhen-ben, 1K) or the most worthy to contemporary audiences.

As a sign of fierce competition among TV companies, CTV placed a front-page
advertisement for their HLM, which takes the form of an invitation card, saying “on show
tonight; all of your family members are invited (hefu tongqing, FEF45:5)” during the prime time
(i.e., 6:55 pm). The dinner time off screen then mirrors the banquets and foods of HLM on
screen.?®> More broadly, on screen and off screen HLM also mirror each other in terms of
financing and consumption. In the original novel, as Grandmother Jia instructed, the party in
Chapter 42 is crowdfunded; half of Chapter 42 details how Xi-feng and You-shi collect money
from and return money to people in the household. As if answering to this part of the novel, in
the lower section of CTV’s invitation card are displayed local, national and international brands,

sponsoring nothing but a contemporary adaptation of the Chinese literary masterpiece HLM.?%6

Poshek Fu (Urbana: University of Illinois Press, 2008), 1-25. Indeed the Shaw Brothers shifted their movie empire
to producing TV dramas after the 1980s in the name of TVB #4585 1R, as they could no longer satisfy the
increasingly localized and transnationalized Hong Kong audiences with period pieces of imaginary, cultural and
mythical China. Film companies like Golden Harvest became the leading film company in Hong Kong increasingly
in the 1980s, displacing the Shaw Brother’s previous dominance.

285 The practice of family dining with the television was a social phenomenon in Hong Kong when television
became a companion or even part and parcel of the meal, as encapsulated by the Cantonese idiom “mixing rice with
the television sauce.” (din-si jap lou-faan B 145 6K) starting from the late 1960s. The Cantonese phrase was a
hyperbolic expression referring to people’s fervent consumption of television programs (analogized as “TV sauce”)
while eating at home.

286 The products include cigarettes (Kent, Winston), alcohol (Shanxi Chu Yeh Ching Chiew LLIPE/TE#5E ),
electronics (SONY and National [present day Panasonic]), cosmetics (Shiseido), cars (Honda and Blaupunkt) and air
flights (Cathay Pacific), as well as department store (Wing On) and banking (HSBC).
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Fig. 2.8: The front-page advertisement of CTV’s 100-eposide TV adaptation.
Source Wah Kiu Yat Po, October 31, 1977, from the Multimedia Information System (MMIS) of Hong
Kong Public Libraries
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Fig. 2.9: Advertisement poster for Li Han-hsiang’s Dream of the Red Chamber
Source: Wah Kiu Yat Po, October 31, 1977, from the MMIS of Hong Kong Public Libaries
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Flg 2.10 (Left). Advertisement poster for Cen Fen’s adaptation featuring Xu Yu-
lan and Wang Wenjuan Source: Wah Kiu Yat Po, October 31, 1977, from the MMIS of
Hong Kong Public Library
Fig. 2.11 (Right): Advertisement poster for Cen Fen’s adaptation emphasizing
simultaneous screenings in port cities such as Macau, Singapore, and Hong Kong
Source: Wah Kit Yat Po, November 5, 1977, from the MMIS of Hong Kong Public Library
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Invested in “the dream” of HLM, these foreign, overseas and flowing sources of capital
from America, Japan, the UK, and Germany, in turn seek the audiences’ consumption of their
products. Therefore, while the show was in Cantonese, it was nonetheless a star assembly that is
trans-pacifically and globally invested, as well as collaboratively created, mirroring Hong
Kong’s take off and its future facilitating of China’s world trade (in particular Sino-US trade).?®’
These products were sent to and through Hong Kong in the 20™ century — what Prasenjit Duara
calls a “global frontier” and “interface of China, Asia, and the World” — through cars, railways,
ships and planes across seas, lands, and skies.?8®

Not unlike the novel HLM which catalogues the luxurious glittering inner lives (and
indeed featuring imported goods: clocks, mirrors, scissors...) of an upper-class family in the 17
century,?® the foreign goods advertised alongside a HLM banquet invitation card serves not only
contemporary viewers, but equally the characters of HLM - if they lived in Hong Kong in the
1970s. The “Jia family” in Hong Kong would, first, need food (i.e., Lion and Globe %fiEkIZ) and

alcohol (i.e. Shanxi beer [[[PE/TEEE 1) for banquets (indeed right after Chapter 42 in Chapter 43

where the party ends, Xi-feng gets drunk and beat her maid up, suspecting her of adultery). The
family would surely need cosmetics (i.e., Shiseido), since Bao-yu and girls in the Garden use that

often. For traveling and fleeing the family or country in diaspora, especially for those “star” and

287 See Peter E. Hamilton, Made in Hong Kong: Transpacific Networks and a New History of Globalization (New
York: Columbia University Press, 2021).

288 Prasenjit Duara, “Hong Kong as a Global Frontier: Interface of China, Asia, and the World,” in Priscilla Roberts,
Mary, and John M Carroll, eds. Hong Kong in the Cold War (Hong Kong, China: Hong Kong University Press,
2016), 211-230.

289 On foreign and imported goods in the novel HLM, see a seminal article by historian Fang Hao /55%, “Cong
Hongloumeng Suoji Xiyang Wupin Kao Gushi de Beijing” {4l 20 /9 £ 5 i EEATET 5 [A study of
Hongloumeng’s setting through depictions of Western goods] in Fang Hao liushi zidinggao [shang] 775751 B IE
f& (_F) [Fang Hao: Selected Works] (Taipei: Taiwan Xuesheng Shuju, 1969), 413-496; Chow Tse-chung & S4t,
“Hongloumeng Wangqia Yangyan Kao” 4Tf#25 JT)4 %% [A Study on Imported Cigarettes in Hongloumeng]
Hongloumeng An: Qiyuan Hongxue Lunwen Ji 41122 22 FE[FE AT E25m & [The Case of Hongloumeng] (Hong
Kong: Chinese University of Hong Kong Press, 2001), 157-167.
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“first-class characters” who did not die like Golden (such as Bao-yu), they would need cars (i.e.,
Honda and Blaupunkt) and planes (i.e. Cathay Pacific). For financial difficulties and bankruptcy,
which plague the Jia family near the end of the novel, they need a bank (i.e., HSBC). Most
importantly, they need a television (i.e. Sony and National), for watching plays and dramas.

Far from being anachronistic and presentist, this kind of transhistorical, transtemporal,
transmedial reading, as shown also in Bao-yu’s affective worldmaking of mud-water exchange
with the Temple’s statue, is exactly what HLM’s banquet invites us to contemplate. Indeed,
reading the story on stage as one’s very own story off stage is exactly what characters in HLM
do: it’s the novel’s very own “contemporaneity.”?*° Consider, still, Chapter 43, where the Jia

family resumes watching plays after Bao-yu returns home:

...the rest of the company resumed the play-watching which [Bao-yu’s] arrival had
interrupted. The play being performed on this occasion was The Wooden Hairpin.
Grandmother Jia and the other ladies found it greatly affecting, shedding copious tears in
the course of it and sighing or cursing in the appropriate places.

RENEERL - & HENZE GIED) - ERIEREEEEN OISR - A
1y HHBERY o (SOTS 43:2:363; HLM 43:1:586)

With Bao-yu’s glittering grief of returning, a star assembly is reestablished: tears can be dropped
even though it is also grief which brings people back together. But who would have thought that
the Jia family are watching themselves, as well as grieving for themselves in and through the
play The Wooden Hairpin? Dai-yu’s ironic comment on the play is illustrative of HLM’s overall
strategies in blurring the real and the false, which surely carry over to transmedial adaptations:

A play being performed on this occasion was The Wooden Hairpin, and it chanced that

they had reached that section of it popularly referred to as ‘The Husband’s Offering’, in
which the hero Wang Shi-peng, believing that his wife has drowned herself, goes with his

290 For an argument on the “presentness” in late imperial Chinese literature, see Paize Keulemans, “Onstage Rumor,
Offstage Voices: The Politics of the Present in the Contemporary Opera of Li Yu.” Frontiers of history in China 9,
no. 2 (2014): 165-201.
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aged mother to the river Ou-jiang to make offerings to her soul. At this point Dai-yu, who
was able to guess what the real purpose of Bao-yu’s early-morning excursion had been,
turned to Bao-chai and remarked, in a voice loud enough for Bao-yu to overhear, that she
thought Wang Shi-peng a ‘very silly sort of fellow’. “He could have made his offering
anywhere. Why was it necessary for him to go rushing off to the riverside to make it?
They say that “objects aid recall”: well, since all the water in the world comes ultimately
from a single source, a bowlful of it scooped up anywhere should have sufficed. His
feelings could have been just as effectively relieved by weeping over a bowlful of water as
by rushing off to the banks of the river.” Bao-chai made no reply. Bao-yu, who had
certainly heard her, got dumbfounded.

st B EAHR— A - FRAEE GEGe) - BERER (BE) &l L -

EMEIGEE © T EE Tt EIR - DB KR T 0 VERIETE B
ARAAEE 7 {5550 rﬁ%?%ukg K T /KEEER IR > A HLAEA Kt > B
ZRF - WHRET o ) BIRE - BRI TAIEHESIK © (SOTS 44:2:364-365,

HLM 44:1:588, emphasis mine and translation modified)

As Dai-yu intuited and sarcastically commented in Chapter 44, what happens on stage (a male,
Wang Shi-peng, mourning a female beloved and drowned), is exactly what happened off stage
(Bao-yu mourning Golden outside home). Characters in HLM, as shown in this small passage,
are simultaneously on stage and off stage, mirroring each other fusing reality and performances
through tears. Similarly in the Red Chamber wars, star assemblies on screen extend to the “real”
world. If as Dai-yu suggests, “all the water are of the same source,” then glittering grief, that
which performed and mediated through Bao-yu’s mud/water and land/sea exchange, percolates
portably and relatably anywhere (buju nali ~$yF[5#), unbounded by borders. Such global,
affective and ecological world-making between lands, skies and waters and the seas have been
seen in the novel itself, as demonstrated in Bao-yu’s ecological trans-formation in Chapter 43. It
follows that HLM’s Prospect Garden (daguanyuan) of the Jia family as well as the Temples of
Waters Spirits can become globally portable as long as infrastructural connection to “waters” and
“sea” is possible (such as online streaming services). Cinemas and theaters everywhere in

principle can then play HLM and release glittering grief, channeling flows of people, diasporic or
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simply global, into tears on and off-screen fusion through assembling stardom of queerness and
trans-ness.

Stardom and glittering grief have been historically demonstrated in this essay in how
HLM films have migrated from Republican Shanghai to Hong Kong and elsewhere. The cases of
the PRC’s Xu Yu-lan and Ling Bo also demonstrates the portability of grief as stars travel
around the world — before and after such movements were aborted by their “internal diaspora” in
the Cultural Revolution. Beyond geopolitical borders, glittering grief then can ideally be fluidly
processed and performed anywhere: inside as in outside, at home as in diaspora, as long as
mud/water and land/sea exchanges can fuse with each other elegantly and infra-actively as in the
cases of Bao-yu and the Goddess of the River Lo in HLM, as well as (future) global stars
performing Bao-yu in the “real world.”

To conclude, in the last but most dramatic and energetic Red Chamber wars, this affective
and ecological connectivity can be illustrated with the three films released together on the same
day in Wah Kiu Yat Po — a newspaper for diasporic and ethnic Chinese overseas. First, CTV’s
advertisement demonstrate how global capital can invest in a supposedly “Chinese” and
localized dream in the adaptations of a literary masterpiece, just as local citizens can go global
by consumption and migration, exemplifying one case of land/sea, and mud/water fusion.
Second, Xu and Wang’s HLM, itself a Hong Kong-Shanghai coproduction, continued to
magnetize audience from the early 1960s to the late 1970s. With its re-release in post-Cultural
revolution China, its posters in the Third Red Chamber war promised a globally diasporic
connection — one that was promising and aborted in the 1960s, as it spotlighted the film’s

simultaneous screenings in other port cities (bu #) such as Macau and Singapore (buji lianying,

M) (Fig. 2.10-11).
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Thirdly, Li Han-hsiang and the Shaw Brother’s HLM. poster exemplifies HLM’s stardom
format of “the one” among “the many,” featuring Bao-yu and Dai-yu (Fig. 2.9). Above the two
stars are extensive “quotes,” plausibly all simulated positive feedback from a wide spectrum of
social class and social types: housewives, students, lovers, grandmas and grandpas, brothers and
sisters, factory workers, and professional women. As if rehearsing the assembly in Chapter 43,

the gathering this time has “invited,” most curiously “foreign dudes” (ngoi-kwok-lou, 4NeHFE)

similar to gwei-lo % in Cantonese, and 4} lao-wai in contemporary Mandarin) [Fig. 2.9].
Most likely referring exclusively to English-speaking British colonials, Euro-Americans and
white populations in the context of colonial Hong Kong, these “foreign dudes,” both intimately
and sometimes derogatively named in gendered terms (lou &, meaning “dudes”) were imagined
to be sitting in a corner among all the diasporic and global audiences, saying in Cantonese:
“Good! Very good! [original in English] Even if one can’t understand the language and can’t
sing along, the costumes and film sets alone are worth the ticket price!”?°! As if echoing what
Dai-yu suggests, “objects” such as costumes and film sets already have the power to make
people “recall” people they miss and love already (duwu siren, FE¥)E A .) Hoping to transcend
linguistic and cultural boundaries through beautiful objects, spectacles and acoustics, this Shaw
Brother’s HLM poster further imagines, if not successfully hosts, a global star assembly based on
qing/sentiment, through glitter, grief and tears. As it prays (just as it hopes the audiences pay):
“May every one with a heart under the heaven would cry a handful of tears fiX 515 A —#7[E
1HJR,” presumably for our star-crossed two protagonists, the only “ones” featured on the poster

surrounded by “the many.” Here lies the importance of tears, waters, and seas in turning HLM’s

2! The original line (the second from the left) is written in English and Cantonese: “Good! Good Job! FtEiEE

I8 > TR - BERIRHY [sic] MHARMEHIRES - 5 » B O EERE |7

155



into global assemblies. This is a lesson offered by the Red Chamber wars (1961-1978), and as
suggested by HLM itself, the connective conjuring of star assembly, glittering grief, queerness
and trans-forming seas would be an endless and timeless task crossing the thresholds of time. To
end this section on a speculative note, I would like to cite (again) a couplet the entrance of the

Land of Illusion X & %J3% in Chapter 5 of HLM. Future possibilities of HLM’s adaptations are

trans-temporally sealed and concealed here, to be assembled:

Ancient earth and towering sky

Marvel that love’s passion should outlast past and present
Star-crossed men and women

Groan that love’s debts should be so hard to pay.

EiER - ELSFA R
ISR LC > w] ke H (REEE
(SOTS: 5:1:130; HLM 5:1:74, translation modified)

Conclusion

Mean hovels and abandoned halls

Where courtiers once paid daily calls:

Bleak haunts where weeds and willows scarcely thrive

Were once with a stage of songs and dance

In such commotion does the world’s theatre rage:

As each one leaves, another takes the stage.

In vain we roam: Each in the end must call a strange land home.

WEZEE - EETRIR
TR o 8 RASES
ALBEEL > IROTIEREIRESS  SERMARZ AT

Zhen Shi-yin, “Won-done Song 4f T ¥ (SOTS, 1:1:64-65: HLM 1:1:18)

One may ask what exactly is the ultimate cause for “a Red Chamber war” in late 1977? What
rekindled the war after an almost 15 years of hiatus since the previous war of 1962? Several

lenses can be deployed to analyze the above materials: geopolitical, commercial, and industrial,
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and all relatedly, cultural. Geopolitically, Cen Fan’s and Xu/Wang’s adaptations, like other
opera tours at the time, sought to employ and enact China’s soft power to profile itself globally
in assembling empathetic audiences listening to socialist China. As shown, Xu and Wang also
went to not only Hong Kong but also North Korea playing HLM. No surprise that the Shanghai
theatre troupe’s popular tour from the PRC was viewed with caution if not alarm not only by
film companies such as the Shaw Brothers, MP&GI, but also the colonial government in Hong
Kong and vilified by the ROC state of KMT in Taiwan.?*?

Second, an economic, cultural, and sociological argument would suggest that the Red
Chamber wars were driven by flows of capital and the will to dominate the “diasporic” Chinese
market. According to this logic, HLM was only one Chinese classic amongst many that confirm
this pattern of cultural nationalism. The Red Chambers wars, accordingly, can be seen as
symptoms of a perennial “cultural nostalgia” among Chinese diaspora across respective
historical periods, each new iteration, each new spectacular HLM, helping audiences connect to
the “homeland” of “China.” This marketing of cultural nostalgia for an imagined homeland
indeed informed the Shaw Brother’s business model and cultural vision. As Poshek Fu has
argued, the Shaw Brother’s Chinese-customed period films all drew full houses with the
reimagining of a mythic homeland.?** The profit driven logic examined by Fu in the Shaw
Brother’s production in turn also sheds light on less market-centered forms of argument. As

such, the Red Chambers wars as competitions of “Chineseness” also illuminate the logic of

22 For instance, Lianhebao, a major newspaper affiliated with the Kuomintang (KMT, the Chinese Nationalist
Party) described the popularity of the Shanghai troupe and its film adaptation in Hong Kong as a product of the
CCP’s “united front” (tongzhan, 4tHE). See “Fei pai yueji Hongloumeng dianying, yi yin neihong er xuaogao
tingzhi,” FEFA# B4 2R CRNE & 515 1 [The Communist bandits’ cinematization of Yue opera
halted by internal factional struggles], Lianhebao ¥ &3, December 12, 1961.

293 See Poshek Fu “Introduction: The Shaw Brothers Diasporic Cinema,” in China Forever.
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center/peripheries in Tu Wei-ming’s argument on “cultural China,” or more critically in Shu-mei
Shih’s term “Sinophone articulation.”***

Yet instead of expounding on how HLM and its adaptations have been shaped by socio-
political contexts, I more emphatically ask how HLM’s 18" -century formal and affective
dynamics, re-enacted through so many remediations across the twentieth century, persist in
shaping, fashioning while also constraining historical, cultural and political formations through
several affective forms: star assembly, glittering grief, queerness and trans-forming seas.
Eschewing a straightforward adoption of any of the above approach, this essay seeks to discuss
the Red Chamber wars through a formalist and affective lens, using the worldliness of
“Hongloumeng-ness” (what makes Hongloumeng “Hongloumeng”) in lieu of Chineseness in
demonstrating affective world-making and infrastructural network afforded by the 18®-century
masterpiece.?”® The otherwise correct and lucid frameworks above, all applicable to the case of
Red Chamber war, are insufficient in covering the mess, as well as the aesthetics and politics of
Red Chamber wars as star assemblies/banquets. As I argue, socio-political readings have to be
recalibrated by the textual/textural specificities and affordance of the classic Chinese novel
HLM. Only if we imagine these various wars in terms of what I above called the “banquet” style
of inviting audiences to participate in the star assembly of affect (glittering grief), and only if we
understand such a style of banquet invitations in terms of the affordance of the novel itself, can

we begin to understand the affective dynamisms of “the ones” (protagonists and stars) among

“many” (minor characters and the audiences) across lands and seas, and China and the world.

294 See Wei-ming Tu, “Cultural China: The Periphery as the Center.” Daedalus 120, no. 2 (1991): 1-32; Shu-mei
Shih, Visuality and Identity: Sinophone Articulations Across the Pacific. (Berkeley: University of California Press,
2007).

295 See for example, one representative volume: Jeremy E Taylor, and Lanjun Xu, eds, Chineseness and the Cold
War: Contested Cultures and Diaspora in Southeast Asia and Hong Kong (Abingdon: Routledge, 2022).
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For this reason, this chapter has reconstructed the affective textures and tensions of the
repeated Red Chamber wars, reading and curating archival sources, trying not to streamline and
flatten the messy, sensory phenomena to a mere case study confirming socio-political-cultural
hypotheses of only one place and one time. Instead, I suggest we need to apprehend an aesthetic-
political formalism infrastructurally, repeating across localities, temporalities, and even media.
All the above frameworks, this chapter argues, can be re-described and recast (and not negated)
through a more transhistorical, formal rubric generated from HLM’s textual source: the affective
assemblies of banquets centering on star assembly, glittering grief and queer/trans-ness through
the ecology of land/sea and mud/water.

Banquets and assemblies of many characters are depicted in basically all classic Chinese
novels, but this essay contends that among all of its peers, only HLM’s adaptations and affective
network often readily assumes the form embodied by the Chinese banquet. As the novel and its
remediations show, such banquets are defined by relatives or guests gathering together, eating,
chatting, celebrating, even while harboring resentment, devolving into bickering, or as is the case
of the various HLM cinematic battles described above, turning into cultural wars. Colorful and
noisy, such gathering celebrate togetherness (even while preparing for the mourning of
departure) by producing senseless but sensible noises/gunfire/renao 4. Indeed, as we have
seen, in the Red Chamber wars, the notion of the banquet is reenacted not only on, but also off
screen through adaptations, filled with music and food, tears and joys, bitterness and
ambivalence, competition and alienation, all centering on the celebration of the ultimate dispersal
through “glittering grief.”

As a conclusion, I would like to suggest future directions of research based on current

findings, specifically following up on the Red Chamber wars of 1977 by zooming in on
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contemporary China (the PRC) and a different media, television. After the Third Red Chamber
wars which connected Hong Kong, Taiwan, the PRC, Southeast Asia and other parts of the
world, the craze for adapting HLM into movies disappeared among the Chinese diaspora and
Sinophone Asia. The exact reasons need to be explored further, but one can be sure the diasporic
craze has “migrated” from the former overseas back to the PRC. From the late 1980s onwards,
Beijing became the center of HLM adaptations. The PRC’s craze for HLM was dramatized first
on a national scale in the contemporary China’s “classic” TV adaptation, Wang Fu-lin’s Ffk
televisual adaptation of HLM of 1987. Produced by China Central Television (CCTV), it is
considered by many in the PRC as a classic. As a re-enactment of the earlier search for finding
the perfect star to enact the perfect role (or to find the perfect girl to serve as the perfect bride for
Bao-yu), the 1987 production also staged a dramatic hai-xuan, searching for and training actors
from different provinces of China, many of whom remain popular and memorialized in the PRC
until this day.?

Yet to zoom out from this further from the scale of the national to the global, one may
note that the “origin” of CCTV’s 1987 adaptation is motivated not only by national passions but
also global concerns: the director Wang proposed the adaptation after witnessing the popularity
of the BBC’s Shakespeare TV dramas in his trip to the Britain.??” This exposure to the outside
world kindled Chinese sentiments of a lack of (or a lag in terms of) cultural infrastructure,
sentiments which, after the end of Cultural Revolution and in the midst of reforms and opening,

were shared by the Communist Party (the CCP) leadership. As put by one redologist Hu Wen-bin

296 For a first hand record of what went into the production and reception of the 1987 drama, see the volume:
Ouyang Fenqiang BXF5E TR, 1987 Wo men de hongloumeng, 1987 FefIHIALIES [1987, Our Dream of the Red
Chamber] (Beijing: Zhongguo ginggongye chubanshe, 2017).

27 Xueping Zhong, “The Story of the Stone on Television,” in Approaches to Teaching the Story of the Stone
(Dream of the Red Chamber), edited by Andrew Schonebaum and Tina Lu (New York: Modern Language
Association of America, 2012), 427-441.
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HHCHZ in a special issue of the leading mainland-baased Hongloumeng Xuekan (The Journal of
HLM Studies) on the 1987 TV drama, the genesis of the TV adaptation was a positive
phenomenon against the backdrop of “the flooding popularity of wu-xia, adventure and action
films from Hong Kong and foreign countries” in post-socialist China.??® Foreign and “outside”

influences, like sea water, were felt as an overabundance, a flood (fanlan, ;2 %) that threatened

to drown China. Inspired by and in response to the foreign production of cultural goods invading
China, Hu was gladdened by the “HLM fever” generated by the PRC TV adaptation which, he
claimed, reached a historical high in China and overseas (hai-neiwai, J&/N47)). With a tone of
pride, he cited the high ratings (approximately 70%) of the show in Deng Xiaoping’s designated
special economic zone — Shenzhen, where normally TV programs and popular culture of Hong
Kong (at that point still a British colony) dominated.?*® Global consciousness shows both in the
“BBC” and “Hong Kong” moments in the story of the PRC’s 1987 adaptation: with forces of
“the sea” and overseas perceived as both inundating volatilities (“a flood”) and also circulating

opportunities (“overseas impact”).

298 Hu wrote: “Five years ago, our comrades in the party noticed our very lack of development in cultural
infrastructure on screens and stages; wu-xia and action-adventure movies from Hong Kong and foreign countries
have been in full flood, in the face of which our comrades suggested: ‘China has so many writers and classics, why
don’t we develop our very own products with our own cultures to satisfy the audience? That was how adaptations of
classics (such as HLM and Journey to the West) came into being. Hu’s original paragraph in Chinese is: “7L R °
ERRMAIRFENES LEHEZ » BEMNSNEFIEMA ~ BlaiT R 2 Z BB IR - iR E]
EELIEH: TEAEESER - HEBELZHE WA —REA R ErERrs » ff—=0haEk
AR R (D) AVdR (s (PEiEe) FHETHSCERLENNR) - Bt
B —{E R 5 T EE 4. See Hu Wen-bin #37#, “Danshi tansuo qishi: dianshiju Honfloumeng yinghou
ganyan” & B2 BUR - BRE (42 ) Mg 8= [Courage, exploration, revelations: Comments on the
airing of the TV drama HLM)], Hongloumeng Xuekan 4] f#25E271], no. 4 (1987): 212.

2% See Hu “Danshi,” 217. However, Hu’s description of the drama’s reception in Hong Kong — the only
representative of the what Hu calls “overseas” - is carefully qualified, saying only that ‘the rating of HLM’s drama is
one of the best two highest rated program in this TV channel (i.e. ATV, Asia Television Limited, 5ijiEE7).” Yet,

ATV, unlike TVB, was not and have never been the leading TV channel in Hong Kong.
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Fig. 2.12 Maps from the media conference of Dreamers in Dream of the Red Chamber.
Ten zones were designated, with Taiwan initially zoned into hosting overseas contestants
(and not included in the news articles title, hence 9 instead of 10 zones); later, the so-called
overseas candidates competed in Shenzhen instead. Source: “Exclusive: Nine competition
zones designated for the HLM talent show: a strategy guide” f&%¢ @ 4[f#250 A 0 K&
[EHETE SEINEEEfE, Sohu, October 16, 2006, last accessed 20 March 2024,
https://yule.sohu.com/20061016/n245810096.shtml

Around twenty years later, this coveted yet volatile reach for, and rechanneling of the

“overseas” elements were not lost in yet another nation-wide HLM adaptation. In 2006, Beijing
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Media Network organized a media campaign, Hongloumeng Zhongren 41 f#2 1 \ (Dreamers in
Dream of the Red Chamber; hereafter Dreamers), claiming to recruit new talent for the
upcoming TV adaptation, which ultimately resulted in Li Shaohong’s Z=/[>4T 50-episode drama
in 2010.3%° Major media outlets including People’s Daily, extensively followed the 10-month
talent show from start to finish. Despite the hype, the process and outcome were plagued by
controversies: several major roles were left vacant, other winning contestants made it to the final
production but not in the roles they competed for, all of which raised doubts and triggered
speculation about rigged results and underhand dealings.’°! Directors, initially Hu Mei and later
Li Shaohong, asserted auteurist power in casting, claiming the talent show was not their own
idea. What commands our concern here, however, is that the overhyped and ultimately
disappointing recruitment of Dreamers was also branded to be global and reaching out to the so
called global/overseas Chinese (quangiu huaren 2EK=E N /haiwai huaren J5§553 \) beyond
mainland China. Indeed, the show’s target of overseas aesthetic appeal had a markedly global

and political overtone: its adoption of the hai-xuan format (j&3#, “sea selection”) originating in

300 The campaign comprised interactive platforms between TV programs, mobile phones and online activities such
as voting, blogging and commenting. The contestants, recruited and catalogued according to their provincial origins,
mainly competed for three roles: “Jia Bao-yu,” “Lin Dai-yu” and “Xue Bao-chai,” with some contending for the
role of “Granny Liu.”

301 Several newspaper sources alleged the problems of rigging and even corruption, see for example: “Honglou
xuanxiu bei zhi shexian gizha gianwan duanxin toupiao dashuipiao” 4 MEEEFHHIEHHIGEE T B SG(EEFT/KE
[HLM talent show alleged to be a scam: millions of SMS votes nullified], Sohu, June 14, 2007,
http://news.sohu.com/20070614/n250567701.shtml. Many suspected the show was simply a marketing stunt, a

gimmick, a load of hot air (in Chinese, chao-zuo ¥)H{E). Most controversially, only one winning contestant made it to

the TV adaptation itself, with the director (first Hu Mei, later changed to Li Shao-hong) insisting on their casting
autonomy. Fans of Wang Fu-lin’s inaugural televisual adaptation of HLM in PRC history often harp on how all the
actors, most prominently Ouyang Feng-qian’s Bao-yu and the late Lin Xiao-xu’s Dai-yu, are “irreplaceable,” citing
their “unsurpassable” excellence as one insurmountable difficulty in new adaptations.
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post-socialist China’s village elections, rhetorically casting the sea of human talent as political

potentialities of open-endedness, inclusivity and democracy.?%

In the case of the Dreamers show, all contestants were arranged to compete in 10
competition zones: Taiwan serving as one zone alongside Shanghai and Beijing (Fig. 2.12);
special administrative regions such as Hong Kong, Macau, were lumped together with what has
been called overseas Chinese, competed in the zone of Shenzhen.>** Nevertheless, from the
stages of competition to production, from the Dreamers show to the eventual tv-remake of HLM,
the production remained largely “PRC/(main)land”-based, with some but overall negligible
participations of Hong Kong, Taiwan and the so called overseas Chinese or diasporic talents.>%*

More ethnocentrically was the assertion that no Japanese and Korean actors should be cast for

this Chinese classic.’% In this case, no sensational complaint, however, was made regarding this

302 The nomenclature “hai-xuan” is an inclusive-sounding term originating in post-socialist China’s village elections,
later widely applied to describe voting mechanisms in phenomenal star shows such as Super Girls FB&RZE. Tt
encodes the self-governing ideals of direct democracy in village elections, where candidates are filtered stage by
stage through theoretically broad-based, open and unfiltered participations, metaphorized as the sea (hai Ji&,) Baidu
Buaike, the Chinese equivalent of Wikipedia, explains hai-xuan as that of “freely selecting the chosen one among a
uncensoring pool of candidates as boundless as the sea.” (“FEETETE NP PRET SR EREFMEA - 57
B WL M SREET ER > REEERMEEREA - BB T DR o (2) HERE
PHEA  TEE(REE EITERER > AR T I HE PR — R H C(SEHY.” See,
https://baike.baidu.com/item/%E6%B5%B7%E9%80%89/391166. On village election in relation to democracy, see
Robert A. Pastor, and Qingshan Tan. “The Meaning of China's Village Elections.” The China Quarterly, 162, no.
162 (2000): 490-512.

303 “Shenzhen as a ‘window city’ serves again as a window through which Shenzhen, Hong Kong, Macau and
overseas Chinese (huagiao) and ethnic Chinese (huayi) competing in the Shenzhen zone.” See “Hongloumeng
Shenzhen juesai zhouliu daxiang Beijing weishi xinlang tongbu zhibo” 4T #2275 B AN H T2 LR HrR
[E20 E#% [Hongloumeng’s Shenzhen zone begins its final on Saturday; broadcast live on Beijing & Radio

Television and Sina], Sina, February 8, 2007, http://ent.sina.com.cn/v/m/2007-02-08/13381443341.html

304 The Oscar-winning Hong Kong art director Timothy Yip Kam-tim 87 played a significant role in Li’s

adaptation. Under his direction, the costumes and make-up of female actresses’ forehead in the drama drew heavy

criticism in mainland China.

305 Netizens were quoted as having entertained the possibility that Korean actor Lee Joon Gi could play Bao-yu, but

it was reported that many opposed the idea of having non-Chinese actors in HLM. See: “¥fik (41ME2) S HE®

BHE - BUThR (/KGEF) SREDESA /R H i B A pR IR 2 AT A T SR SILL - mEFR L > BThR
(4T ) REEIUBEIRHI RO ABEREGE g2 > FEALEEE £ — Tl 7 #E L EErEfA
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problematic lack of “inclusion and diversity,” as Li Shaohong’s drama did not (perhaps also not
genuinely intended to) make a big impact overseas, and did not receive sufficient attention
outside mainland China. Put metaphorically, in Dreamers the (main)land and (over)seas failed to
transfuse and materialize relatably and reliably. Not surprisingly, the issue of Chinese soft
power, both within and outside China, was not lost on media reports of the drama’s “hard (but
not soft) landing” in audience reception and global circulation, notwithstanding the promise of its
“globally open” sea-election (“hai-xuan”).

History, however, suggested alternative routes between lands and seas. Our affective and
historical study of Red Chamber Wars is one counterexample. As seen in the first section, film
adaptations of HLM’s appeared most vibrantly in Republican Shanghai and colonial Hong Kong,
and multiple regional “centers” exist before Wang Fu Lin’s Beijing-based adaptation in 1987 and
several others that followed it. Therefore, Wang’s and Li Shao-hong’s TV adaptions, irrespective
of their received artistic merits and their national popularity, are historically preceded by at least
four televisual adaptations of HLM in colonial Hong Kong and Taiwan,** not to mention dozens
of cinematic adaptations in Hong Kong film history that remain largely unconsulted as
comparable kin.

Why are these Bao-yu(s) — and his kins, friends, and alliances — missing? Or have we

failed to locate them? Indeed, in the post-millennium era of Li Shaohong’s TV adaptation, there

# > HEHPNBENCHEIRAK - (AEE) BRI T REE H@HEN %A 5 HiER HEH
2 AR BEIEE S EFE R T EREE ” Quoted from “Hongloumeng xiang rihan yanyuan shuo
‘bu’ LTAEEE[E HEgE 232 " K | [HLM says no to Japanese and Korean actors], Xinmin Wanbao, 7GR,

November 3, 2007.

306 Dozens of journal articles focused on the PRC’s TV adaptation in 1987; a brief history of TV adaptations outside
mainland China is in order here. In Hong Kong, HLM was adapted as TV drama by Television Broadcast Limited
(TVB) ff#£4% in 1975 (5 episodes); and then by Commercial Television (CTV) 228 in 1977 (100 episodes). In
Taiwan, the novel was adapted by Chinese Television Services (CTS) ZE1R in 1978, (73 episodes); the second time

in 1983 (16 episodes); the third time in 1996 (69 episodes).

165



was also no dearth of notable and comparable adaptations, mostly modern theatrical
performances beyond mainland China. Renowned playwrights such as Edward Lam #£Z5zE
(Awakening, 2011-2013; What is Sex? in 2015; Bao-yu), as well as Asian American David Henry
Hwang &= i and Taiwanese American Stan Lai §8%)1| (2016-2018), continued the circuit of
HLM across the Sinophone pacific and Asian American communities, even touring or
“returning” to cities in the PRC with considerable media exposure. How do we historically
understand and trace the affective glue that link all these relaying cases of adaptations bordering
between what has been called “mainland” and “overseas” — which are otherwise all respectively
contextualizable — networking with each other by default through theater, cinema and other
transmedial adaptations? My essay has suggested a formalist and affective answer: star
assembly, glittering grief, queerness, and trans-forming seas.

Geopolitically, HLM’s assembly as a banqueting aesthetic platform mediates but is not
meant to resolve the fraught intimacy/intimidation nexus that informs HLM’s “star contest.” As
shown in the 2007 star show and elsewhere, tensions must remain between contemporary China
and the world with originally multiple, but increasingly unilateral “centers” of adaptations
competing and striving for “the real Bao-yu.” The key of “success” for adaptations, as per HLM
as a whole and shown particularly in Chapter 43, lies with the queering and trans-ing — crucially
as well as the “landing” and materializing of water through not only global mobility but also the
capacity to deploy both mud and water in crafting aesthetic containment, or contentment, or
entertainment that is assembling, composing, and consoling the masses (zhong k). However,
spectators eyeing contemporary China are increasingly global, cautious, and anxious. Can HLM

cross the seas while the participation of overseas Chinese, Sinophone communities or people
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from other nations and races, still true to the spirit of Bao-yu “mixing” with mud-and water,
where “impurities” turn out to be beautiful and even real in Chapter 43?

While other classic Chinese novels’ affective networks (such as Sanguo and Xiyouji
provide often trans-racial and cross-ethnic alternatives mediating the processes of worlding
China, HLM in contrast so far remains an indoor affair of “a family.” Theoretically there is no
geopolitical determinism in valorizing diasporic communities as better equipped than land-
locked populations in articulating glittering grief and holding affective assemblies. Dai-yu, for
one, has suggested “all water are from the same source.” Our Red Chamber wars suggested such
affective assemblies and stardom making were once and would always be possible, and the
future remains uncertain.

In sum, HLM, again and again, serves as an infrastructural platform of queer and trans(-
forming) star-making in process; Mei Lanfang, Yuan Meiyun, Zhou Xuan, Xu Yu-lan, Ling Bo,
Brigitte Lin, Leslie Cheung ... all mega stars in post-war Chinese and Sinophone film history
rising from minor characters transforming into queer and non-binary stardom. Could it then
really just be a coincidence that, all these stars were once summoned as a medium by and
through, or simply as Bao-yu in HLM?

To briefly revisit the representative queer stardom HLM has produced and intersected
from the 20" century: Mei Lanfang, the star par excellence of modern China in the early 20%
century who once cross-dressed as Dai-yu, “impersonates China” to the world until a mustache
appeared on his face due to patriotism, as David Wang has reminded us.’*” Xu Yu-lan performed

as Bao-yu, and Wang Wenjuan as Dai-yu in Hong Kong releasing diasporic Chinese’s tears until

307 David Der-wei Wang, “Impersonating China,” Chinese Literature: Essays, Articles, Reviews., 25, (2003): 133-
163; and Kim Suk-young, “From Imperial Concubine to Model Maoist: The Photographic Metamorphosis of Mei
Lanfang.” Theatre Research International 31, no. 1 (2006): 37-53.
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the Cultural Revolution set in. Yet since the reform era in 1980s, Xu and Wang, as well as the
HLM adaptations produced in the PRC and its “star-making,” did not seem to make any impact
on Hong Kong, Taiwan and Sinophone Asia. But even younger Bao-yus and Dai-yus in later
mainland adaptations, such as Ouyang Fengqiang Exf5 5% (b. 1963) and Chen Xiaoxu [ fH
(b.1965-2007) in the TV adaptation in 1987, while considered canonical in the mainland, did not
(or perhaps did not want to or need to?) seem to achieve “global” star status beyond mainland
China. Why is that? And is “global stardom,” particularly one that involves HLM, a problem at
all? For those who are concerned with China’s soft power (as compared to Hong Kong cinema in
Hong Kong, manga and anime in Japan, K-pop and K-drama in Korea, Hollywood and Disney in
America), the answer could be “yes,” it should be a concern. If “soft power” is not a concern,
then maybe no, these often nationally funded and organized adaptations do not need to travel and
be relatable to, not to mention “conquering hearts and minds” of the “outside” world.

We might not want to just resort to geopolitical framework (e.g., the so-called binary
between socialist/capitalism, as well as authoritarianism/liberal democracy) in framing the issues
of a (im)possible “global” Bao-yu and Dai-yu from the PRC, which reeks of the Cold War
legacy of confrontation. Here instead of binaristic “hostility,” we may look at what I call “the
volatility of tears” in Xu Yu-lan and Wang Wenjuan’s case in terms of HLM’s forms of affect.
By the time Xu and Wang returned to the stage of HLM from the Cultural Revolution in the late
1970s, both opera stars already had passed their prime and were already in their 50s. As Wang
recalled, during the Cultural Revolution she could not say a line (basically, a slogan) wrong, or it
would turn into a political mistake that invited denunciation. As a result, right after the end of the

Cultural Revolution in 1977, she lost her art and needed to, in her own words, “find her feelings
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back #;[0]EE.”*% On the stuckness of emotional flow, Wang’s very own description of her

post-revolutionary condition, particularly, her maritime and hydraulic metaphor, is worth our

close attention:

I couldn’t retrieve feeling of the past. The stage doesn’t seem to be mine... My heart is
like a small boat self-spinning at the center of river. I keep reciting the script, but my
body was all tied up, my action mechanical, and my expression deadened.

(EFAE = AFEEENRE - EEFEFGEIHEBREC - LEGELLTEN
C —ZINMEREE G TGRS E T O - BhERERE - RIE T

K o (translation and emphasis mine) *%

Crucially, Wang suggested that her feelings inside her heart was like a stuck “little boat” “self-
spinning,” in, please note, “a river.” We may ask: does this “boat” connect to the (over)seas, if it
does not even float in “a river”? The blockage of HLM’s waters, and tears (as we noticed in the
above section) during the Cultural Revolution appear to remain in post-socialist China. Later in
1979, their HLM film returned to screen; audiences rushed to cry over this tragic story on, and
off screen. In 1980, Xu and Wang visited Hong Kong after two decades of hiatus (their last
previous visit was in 1960). There the troupe delivered 24 full-house performances. she

encountered several fans in Hong Kong, whose tears poured upon seeing her. She wrote:

After our performance, two young and passionate female fans ran to us and held our hands.
Their Cantonese was breathlessly fast; tears were streaming down their faces. After
someone “translated” for us, we learned that they watched our HLM film 30 times over the
years. They said, “Finally, we have met brother Bao-yu and sister Dai-yu!” Language
barriers dissolved in our laughter.

‘REFFARMAZVOA AT > FIRERMOT - e R S R L8
HER &n TEEE) > THEMITRRECHRE 730 EEy () - TSXK

308 Wang, Tianshang, 238.
309 Wang, Tianshang, 239.
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HH QPR EFEf ~ MRk T | | - sESEVEBHERILAVER R FORK T -

(translation and emphasis mine) *'°

Though in this visit they did not play HLM but Xiyuan Ji P[EEC (The Story of the West Garden),

their fans still called them by “Bao-yu” and “Dai-yu,” testifying to HLM’s formal and aesthetic

endurance and survival across contexts, as this chapter suggests. But affectively speaking, what

is peculiar in Wang’s description is that it is laughter, and not tears, that dissolve the limits of

identities. As shown in the next paragraph, Wang seems to take the grief of dedicated audiences

(i.e., audiences who looked up to them as “stars” in the first place) ideologically and

geopolitically, as deriving from if not equivalent to something like a Cold War “bias”:

At that time Hong Kong still understood mainland China according to the frame of the
Cultural Revolution; their image of us carried a “demonizing” tone ... [a colleague of
mine] also a met female fan that she knew long time ago. That little girl cried so hard while
hugging [my fellow performer], and she said we must have suffered a lot...some
audiences from Taiwan saw us and hesitated to inquire about the following: “you must
have suffered a lot! I heard you got beaten and they forced you to kneel...” We explained
to them, that these belong to the past. Now the policy has changed, and the mainland has
changed a lot too. I persuaded them to visit mainland China and take a look.

T A ARSI MEEE " o0, b HIgeAs THRELL, L[S EEAE
—(EZEEPLERAY INESR - BT HHETRSSEAK » SRRz T - SEEEER L
TEMEERR TSR TR TR ? B TR ~ ST - FAMI Ot
fRrE i BB ENE T » WEBCRE T > BtfTARGHOIKEE » T AREE
{BIEKUE © (translation and emphasis mine) *"!

Grief and tears, only belong to the “past,” but also strangely not shared and shareable in Wang’s

perception. At this point in her descriptive account, Wang appeared to be severed from her own

suffering during the Cultural Revolution, and simultaneously severed from the Hong Kong and

Taiwan audiences “imagined” or “real” suffering between “home” and “diaspora” during the

319 Wang, Tianshang, 253.
31 Wang, Tianshang, 253.
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same period. Tears therefore do not form a continuum of muds and waters, as in Bao-yu’s trip in
Chapter 43.3!2 From the beginning of HLM, Bao-yu and Dai-yu would almost never stop to
(productively or unproductively) grieve, until Bao-yu got overtly “political”, taking the imperial
examination (i.e. paving way for being officials), becoming “a man,” and starting to lose his
queer capacity in unleashing “trans-forming seas” and tears in the Prospect Garden. We may
wonder if this the same is happening in Wang’s description of her encounter with their Hong
Kong and Taiwan fans (the most plausibly sympathetic audiences of theirs), whose grief, as
perceived by Wang, cannot but be understood as some products of Cold War bias against
“communism” in modern and contemporary China. In the name of national policy changes and
social progress — this time not only socialist, but post-socialist and capitalist progress — the
HLM’s infrastructural basis of common and shared queer grieving across land and seas appeared
to be traumatically stilled and stunted in Wang’s description.

As the Shanghai yue opera troupe slowly recovered from the trauma yet still “self-
spinning at the center of the river” (in Wang’s own analogy) in the 1980s, other HLM emerged
during the hiatus between 1960s to 1980s. Many other Bao-yus and Dai-yus, such as Ling Bo,
and later Brigitte Lin and Leslie Cheung, took the center stage of HLM in Sinophone Asia and
the global world at large, surfing on waters and serving tears in assembling audiences, be they
“local” or considered “overseas” in Hong Kong, Taiwan, Southeast Asia, or global Asia in
general. First, Ling Bo rose to the occasion. Starting from the 1960s, her queering sensibilities

gathered seas of people during and after the Martial Law of KMT in Taiwan. (In her 70s and 80s,

312 Later, some of their fans from the overseas visited mainland China, Wang treated them dinner in the canteen of
Chinese People's Political Consultative Conference (E{{73 & &), but some refused to go inside the canteen. It
appears that overt politics, or a certain kind of political assembly (as in the Cultural Revolution) deactivates rather
than activates HLM’s aesthetic-political form of stardom assembly and glittering grief across “home” and
“diaspora”; Wang, Tianshang, 253.
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Ling was still flying to and fro from her country of retirement Canada to Hong Kong and
Taiwan, reuniting with nostalgic audiences until the first decade of the millennium.)

After Ling Bo, Brigitte Lin and Leslie Cheung took the lead as inheritors of HLM’s Bao-
yu, glittering and grieving as “virtual” Bao-yu(s) or Dai-yus(s) in Chinese-language cinema in
general. In important ways, HLM launched the mega-stardom of Brigitte Lin in Li Han-hsiang’s
HLM, as well as Leslie Cheung playing Bao-yu in Chin Hsin’s adaptation, a film which Cheung
in fact hated.?'3 In that pornographic film, “glittering grief” eluded him, instead he was
surrounded by female nudes. Yet it was with the imprinting of this debut HLM film that Leslie
Cheung was first invested as a future star, as he himself expected this film to be functioning as a
platform to become a lead actor. 3'# In particular, Cheung’s cross-dressing (and by now possibly
understood as also trans-gendering) role as Peking opera actor/actress Chen Die-yi in the 5%
generation director Chen Kaige’s Palme d'Or-winning Farewell My Concubine 7 F 5 (1992)
(itself indebted to female Hong Kong writer, Lilian Lee’s namesake novel) may have marked a
highpoint of HLM’s often obscured infrastructural contribution to what can be now called

LGBTQIA+ stardom. !> To this day, despite Cheung’s own dislike of how the film portrays Jia

313 1t is one reason why the film is not further circulating and rereleased in DVD forms. The film’s VHS and VCD
forms have been out of print. However, it remains elusively possible to buy a Japanese copy, which, true the logic of
stardom, features only Leslie Cheung on the cover.

314 1n Chin Hsin’s adaptation, both Leslie Cheung (Bao-yu) and Wong Hang sau (Dai-yu), hoping to be the leads
and collaborate with another (both were rising stars catching attention). Yet both turned out to hate the movie Erotic
since a cheap porn was not what they were promised. Cheung denied and discounted this as his debut film, while
Wong said she was not even invited to the premiere and never saw it. According to Zhai’s interview, Wong played
the maid Skybright in another Hong Kong adaptation by TVB in 1975. At the time actors Ng Wai-kwok {F %[5
played Bao-yu and Liza Wang ;FBHZE played Dai-yu. There was already suggestion that Wong should play Dai-yu
instead of Wang since the latter’s aggressive personality does not match with Dai-yu. Yet Wong was considered too
new and therefore not chosen (105). Wong discovered she was cheated when she was only directed to “wake up
from a dream” and acted “very scared,” when the sex scenes were performed by extras. Wong found that an “insult
since she never needed extras even in martial art movies. Wong was not consulted before the film went into the
market, though she was promised she would be. See Zhai Haoren 22543, “Huangxingxiu yitan huiyilu” &5 5%k
HEAfE$% [Memories of Wong Hang-sau in show business] in Guang yu yuing de jiti huiyi vol. V YGELEZH SRS H]
& V [Collective Memories of Lights and Shadows] (Hong Kong: Ming Pao Weekly, 2015), 104-111.

315 For a representative queer and trans reading of both Lin and Cheung’s works, see Helen Hok-sze Leung, “Trans
on screen,” in Transgender China, edited by Howard Chiang (New York: Palgrave Macmillan, 2012), 183-198.

t1)
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Bao-yu, fans and critics keep insisting that the late Cheung is the most ideal actor performing Jia
Bao-yu given his looks, wealthy family background (like Cao Xueqin’s family background in the
textile industry, Cheung’s father is a famed Western-style tailor; Cheung himself studied textiles
at the University of Leeds in the UK) and later coming out as gay and queer: “a glittering me,” as
his coming-out biographical song “Me Fk,” says.3!¢

For Brigitte Lin, Li Han-hsiang’s HLM is the only film in her oeuvre that is adapted from
a premodern Chinese literary classic. In 2023, Lin received the Lifetime Achievement Award at
the Golden Horse film festival. Despite the fact that, curiously, the 3-minute interview video of
hers failed to mention her role as “Bao-yu” in Li’s pivotal adaptation, Lin was nonetheless
shown reading and highlighting a copy of HLM (Fig. 2.13-14).>!” The poem that Lin highlights
on screen, as well as on pages, makes it clear that the whole book of HLM is “penned with hot and

bitter tears.”

BBAE B

N S

316 The lyric of the song (which has Mandarin and Cantonese versions) is penned by the legendary Hong Kong gay
lyricist Lin Xi #£47. The biographical song is often understood as a self-affirmation of his sexuality and in general
human diversity. One line of the lyric glitters, and it goes like, “I am what I am (i.e., original in English)... F¢zEE
| BBAEA—EERTE K (I am myself, a special kind of firework)....” Here I am referring to the Mandarin version.
317 Lin discusses her “fate” linked with HLM in several articles in her essay collections, Lin Ching-hsia #£5 88,
“Wo ye meng Honglou” F 2541 ## [I also dream about Red Chamber] Yungu Yunlai ZE£7F3E7E [Clouds come and

clouds go] (Taipei: Shibao, 2014), 72-75.
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Fig. 2.13-2.14: Brigitte Lin reading HLM in a promotion video of Golden Horse Award in
2023: “Pages full of idle words/penned with hot and bitter tears/All call the author fool/
None his secret message hears.” JiialUfH = - —{UFEHOR - #alFERE - sk 2
(SOTS, 1:1:151; HLM: 1:1:7) Source:

“Lifetime Achievement Award — Brigitte Lin”, The Golden Horse Awards’ YouTube
Channel: https://www.youtube.com/watch?v=qLYwcFHCkIs

This chapter has hopefully and historically restored the world-making power of HLM in
kick-starting global star assembly, such as Lin’s. All these stars’ successes (or failures), as
suggested above, depends not only on playing in HLM, but whether they, under lived
circumstances, could prove to activate and embody the mud-water exchange as formulated in
Chapter 43. Their star-power could be innate within the stars themselves (as “talents”), but as in
the novel HLM, such innate power may exude and expand (as in Chapter 43) but may also
extinguish itself (as in the ending of the novel) according to the sociopolitical circumstance, and
also according to the aesthetic-political logic of HLM.

Could there be a queer/trans Bao-yu acting on screen, when effeminate men or “Boy’s

Love” face the risk to be removed, or encouraged to be “a man” re-producing babies?*!® Can

318 On the queer turn in contemporary China, see: Alvin K. Wong, “Towards a Queer Affective Economy of Boys'
Love in Contemporary Chinese Media.” Continuum 34, no. 4 (2020): 500-513; Song Geng “‘Little Fresh Meat’: The
Politics of Sissiness and Sissyphobia in Contemporary China.” Men and Masculinities 25, no. 1 (2022): 68-86; for a
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“land/mud” interact beautifully with “sea/waters” evincing a transformative queer, and trans-
forming (i.e. forming trans-ness) power in the forms of grief unleashed by border crossing stars?
As more and more artists and singers from Sinophone Asia, East Asia, and also the Western
world now work in and work for the entertainment industry in mainland China, we may wonder
if the snippet of Wang Wenjuan’s termination or disavowal of grief represents a larger global
media climate of grief disavowal within and beyond mainland China, across lands and seas,
ebbing and flowing with HLM’s aesthetic form: star assembly, glittering grief, queerness and
trans-forming seas.

Yet all this, however, is not totally new, as HLM’s network of transhistorical grief tells
us. Contemporary sorrow, as HLM told us, probably has an ancient origin in the past. It is
therefore no surprise that contemporary adaptations keep returning to the form HLM in talking
about their contemporary lives; the two are one and the same in a continuous series and relays of
affective assemblies. For what we call queer and non-binary stardom, for example, we may note
that in Wai-yee Li’s magistral work Women and National Trauma in Late Imperial Chinese
Literature (2014), she already showed that transgendering performances among writers and
intellectuals (i.e., male impersonating female; female impersonating male) remained a dominant
mode in mourning “national trauma” in the Ming-Qing transition (not long after which HLM was

first written), extending the modern China (in the figure of Chen Yinke [ &%, for instance).?!”

As this chapter shows, such gendered trauma of “loss” (the content of which, as Sigmund Freud

suggests, remains expansive, sometimes ambiguously associative) continues from time to time,

stringent critique, see Charlie Zhang, Dreadful Desires: The Uses of Love in Neoliberal China. (Durham: Duke
University Press, 2022).

319 Wai-yee Li, Women and National Trauma in Late Imperial Chinese Literature. (Cambridge: Harvard University
Asia Center, 2014).
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varying from context to context, but all related, and relayed through grief and tears blocked and
unblocked through HLM.3%°

Can tears of all be released, and grief be altogether grieved across ancient and premodern,
China, modern and contemporary China, Sinophone Asia and the world at large? Can we expect
a future border-crossing Bao-yu “arriving like a phoenix” in the future world as in Chapter 43,
watering down and dissolving (if not resolving) binaristic relations and oppositions through
nothing but maintaining and sustaining all kinds of assemblies, as in HLM, on and off screen? As
this chapter suggests, the ecological form of water, its affective world-making and infrastructural
network as afforded bu HLM remains the key in unblocking tears spontaneously flowing in
between “hearts and minds” that are wanting in, as well waiting for grief and grievability.
Promising the assembly and re-assembly of stars, HLM remains an open book written in tears
that shine through a seemingly endless re-constellation of glittering grief, queerness and trans-
forming seas. One can only always start again, to feel the stars grieving and glittering from the

beginning, after the ending begins.

320 Therefore, throughout this chapter, I never specified what is being “grieved” and what constitutes “loss,” instead
I try to show grief and tears are simply related to each other, no matter what and who leads to such HLM’s tears. In
the context of modern and contemporary China and Sinophone Asia, such thing as “loss” can be anything on Freud’s
list: “Mourning is regularly the reaction to the loss of a loved person, or to the loss of some abstraction which has
taken the place of one, such as one's country, liberty, an ideal, and so on.” (emphasis mine) See Sigmund Freud,
“Mourning and Melancholia,” Collected Paper vol. IV (London; The Hogarth press and the Institute of
Psychoanalysis, 1953): 152-153.
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Chapter Three:

Jin Ping Mei’s wind-curtain fluttering: Li Han-hsiang’s atmospheric cinema

I am afraid we have still not walked away from the world of Jin Ping
Mei. That is to say, our contemporary experience is part and parcel of
the social, historical and cultural great divergence that took place 400
to 500 years ago.

HEREFELERMESHAEL (BHHE) FEVGRE - aEEs
TS RATEER—V]) > BEhIER MY AR REBH G S At
JESE ~ STAE R THY—(EEREN

Ge Fei #£3E, Snow-concealed Egrets:
Sensuality and Nothingness in Jin Ping Mei
T[EE . IR O (2014)

Is not the most erotic portion of a body where the garment gapes? ...
it is intermittence ... which is erotic: the intermittence of skin flashing
between two articles of clothing (trousers and sweater), between two
edges (the open-necked shirt, the glove and the sleeve); it is this flash
itself which seduces, or rather: the staging of an appearance-as-
disappearance.

Roland Barthes, The Pleasure of the Text (1975) (emphasis mine)**?

Introduction

In China as in the world, the 17" century erotic novel The Plum in the Golden Vase (in
Chinese, Jin Ping Mei, hence JPM) has been the least adapted classic Chinese novel among its
canonic peers, the Four Masterworks of late-imperial fiction. Owing to the book’s sexual
content, the erotic novel faced issues of expurgation, censorship, and heavy editing ever since its

first appearance in late imperial China, extending to its 20™ and 21% century book circulation, its

321 Ge Fei t&3E, Xueyin Lusi: “Jin Ping Mei” de shengse yu xuwu. FZ[EEERE « ST (CELE # [Snow-
concealed Egrets: Sensuality and Nothingness in Jin Ping Mei] (Nanjing: Yilin chubanshe, 2014), 1-2.
322 Roland Barthes, The Pleasure of the Text (New York: Hill and Wang, 1975), 9-10.
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translations and visual adaptations. This chapter does not read the novel, however, as a passive
victim of imposed socio-political censorship; rather, prior to any “imposed” censorship from
editors or emperors, the story of JPM in and by itself already produces perilous pleasure through
its very own curation of sexual/sensual/sensorial covering and uncovering, which is ambiguously
indistinguishable from and co-extensive with what we may now conveniently call censorship.
Spotlighting the inevitable conflation of the sensorial with the censorial, this chapter
makes an intervention in the study of JPM and its afterlife by focusing on ecology and affect
rather than power and ideology alone (i.e., discursive, institutional, gendered). Taking our cue
from new materialism in emphasizing the agency of non-human and material actants, we extend
our critical vocabulary beyond the limiting framework of censorship in tracking how the original
novel’s very own immanent staging of affect between the force of “wind” (feng) and the texture
of “curtain” (/ian) projects itself and perpetuates in Li Han-hsiang’s atmospheric remakes as well
as other JPM visual adaptations. In seeing how the novel JPM demonstrates to us the
surrounding agency of the “wind” enveloping both individuals or the states, we attune to how the
novel itself suggests a larger non-human force of “the environment” in decentering the
anthropocentricism latent in our understanding of JPM and its affective circulation. In tandem
with “wind,” we also track how “curtains” in JPM exert its very own textural power in both
conveying and constraining patterns of visibility and invisibility. As opposed to the
metaphoric/material/digital/infrastructural “wall” fending off the inside from the outside (such as

the Great Wall or the firewall) in the long history of Chinese empire,*?* what the novel JPM re-

323 The wall is arguably the central metaphor or material manifestation of state power in Chinese history from past
the present. See, for example: Carlos Rojas, The Great Wall: A Cultural History (Cambridge.: Harvard University
Press, 2010); William A.Callahan, “The Politics of Walls: Barriers, Flows, and the Sublime.” Review of
International Studies 44, no. 3 (2018): 456-481; Li Jinying. “Toward a Genealogy of the Wall-Screen.” Differences.
33, no. 1 (2022): 28-59.
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enacts is a distinctive material form at once porous, semi-transparent but also opaque, that of
“the curtain,” fluttering in sync with an environmental form: “wind.”

For the sake of convenience and conciseness, I call this non-anthropocentric form of
affect in JPM “wind-(and)-curtain fluttering” (in Chinese feng-lian-ju-dong &\ {2.8}), whose
configurations will be explained in detail below. To fully theorize this affect of wind-curtain
fluttering, this chapter focuses on Li’s enterprise since it best exemplifies JPM’s form of
affective circulation in our contemporary mediascape. The first section of this chapter details
Li’s life journey that led him to produce and reproduce adaptations of JPM. Remarkably, in spite
of the book’s contentious nature, Li singularly adapted JPM (itself adapted from Shuihuzhuan)
into movies five times across three decades from the 1970s to 90s, namely a short film Huilian
H3E in his omnibus film //licit Desire & 882 (1973), Golden Lotus 456 (1974), Tiger
Killer &F (1983), The Golden Lotus “Love and Desire” %38\ 3 (1991), and lastly The
Amorous Lotus Pan /V22%4:3# (1994). Pivoting around Li’s case study, I would show how
“wind-curtain fluttering” incessantly punctuates Li’s experience of JPM: from trying to gain
access and read a “complete” JPM copy in his childhood, to becoming a filmmaker who traveled
from Republican China to (post)Cold-war East Asia, eventually passing away in mainland China

after several failed attempts in making JPM movies there.

Curtain and curtaining in Li Han-hsiang’s experience with JPM

In 1985, film director Li Han-hsiang published a book titled Jin Ping Mei Trilogies <5

g =0 in Hong Kong. The book collected film scripts of three adaptations based on the 171
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century erotic novel JPM.32* Remarkably, while Li has produced movies out of many traditional,
historical and mythical Chinese stories, this JPM anthology is the only book he published
besides his three volume memoirs. Indeed, after the publication of these JPM screenplays, Li
would go on to make two more JPM movies in the next decade.’*> One may ask: why was JPM
so fascinating for Li? To trace how this obsession began, we may look at the opening essay of
Li’s anthology, where he recollects his primal encounter with JPM, an experience filled with

frustration but concomitantly, pulsating desires:

I first read JPM Cihua when I was about 12 or 13 [i.e., in 1938 or 1939].%%° It was an
expurgated version available on the market. I was on the cusp of beginning to understand
about the birds and the bees and had heard great things about the episode of Pan Jinlian
creating a spectacle at the grape arbor. So, I thought it would be even more spectacular than
the “Brocade Pelted Rat escapes from the Copper Wire Trap” episode in The Seven Heroes
and Five Gallants. But, after reading it, I found it nowhere as exciting as Shuihuzhuan.
When I reached the age of 18 or 19, I purchased another copy of JPMCH available on the
market, found it much more readable than the other expurgated versions. Yet at key
moments, the content remained CIC1CIC], followed by parenthetical notices such as
“(18 words deleted below)” and “(78 words deleted below)” throughout the whole

copy ...

BIAEREAIE  ARERR = BRARHIRI » BV _E ARSI B - 1
RERIEES  BEASRR CESEAREL | AT BOLR A H
S BB SRABIE | JBEEIVE o (RE T MR - RS K, RIS
% BT+ Uk XEE TR EEG—A TSRS, o BE i TS
) AR BG S T » BB ST AR AR - LOOOCHA » Y :
WUTFBHAT) - QAT+ AF) -

Li, it appears, experienced a series of censorship. Intrigued by Jin Ping Mei’s reputation as a
“spectacular” read, he is frustrated in his early teens when the expurgated edition he reads does

not measure up. Then, years later nearing his twenties, when he gets his hands on a more

324 A short film Huilian in his omnibus film I//icit Desire (1973), Golden Lotus (1974), and Tiger Killer (1983).
325 The Golden Lotus “Love and Desire” (1991), and lastly The Amorous Lotus Pan 'V &4 (1994).

326 i was born in 1926.

327 Li Han-hsiang ZEE§ ¥, Jin Ping Mei Sanbuqu g =50 [Jin Ping Mei Trilogy] (Hong Kong: Benma
chubanshe, 1985), 7-8.
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scholarly and supposedly complete edition (i.e., Jin Ping Mei Cihua), he is frustrated that, even
in the much more readable copy now in his possession, each Chinese character in the sexual
paragraphs had been replaced by a device that is 0. Li, not surprisingly, tells how he was
incensed by the substitution of O for sexual content. But it is worth noticing Li did not
straightforwardly present himself as a victim of imposed “censorship.” For some crucial reasons,
he carefully presents to the reader the exact O he saw on pages, which is followed by
parenthetical notices that are not only obstructive but also instructive; for one thing, the editor
clearly stated to the reader how many words are deleted following a series of [I.

I ask that we take Li’s reconstruction of the censorial scene not only ideologically but
sensorially. Like Li’s sticking with [, I would not rush to presume the [1 is necessarily a sign or
a symbol meaning anything; on the other hand, I also would not assume that it represents a
“blank” meaning nothing: it is “something” censorial/sensorial in between the two, which would

go on to assume many different forms in our tracing of JPM’s affective circulation. As Li

describes further his frustration, he analogizes the [ to “circles”/O in a song lyric:

... The [0 would have been harmless if it were a one-off thing as in that “circle” in “My
longings for you I long to convey but to no avail, let a circle be drawn instead.” But gosh, 1
didn’t expect that (she would continue to) “draw circles all the way through.” I was mad as
fucking hell, wishing I could find the bookstore owner so I could kick her ass, just like
how Ximen Qing kicked Pan Jinlian in JPM.” (translation mine)

- EEAEEES - EEE RS ) B —EE Y Bt RiIRE T 8
EHETR, - EMSHEL KR =T0 IR EREFIEE - GIAMIEP & SE
1k » IRIRAYE AL - >

Referencing a pop song titled “Quan’er Ci & 555 (Song Lyric of Circles),” Li analogized the

presumably repressive [ /“squares” to some emotionally expressive O/“circles,” the latter of

328 i, Jin Ping Mei, 7-8.
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which the female persona uses to express her longings for her lover.??* Echoing what Paulo
Varsano calls “the rhetoric of hiddenness” in traditional Chinese aesthetics, Li could tolerate this
aesthetic of politics, until it becomes endlessly unforthcoming.?3°

Evidently, Li is both annoyed but also excited by these two “content-deleting” devices.

Even more intriguingly, through encountering L1 and O, Li appears to have become Ximen Qing

upon encountering these multiple layers of “censorship.” In expressing his desire and frustration,
Li imagined himself to be Ximen, the uncouth merchant in JPM, wreaking violence on both the
bookshop owner and Pan Jinlian — both covering up (while also troublingly promising the
uncovering of) the “content.”

Why would censoring devices (supposedly only imposed on the novel) in turn re-enact

and recreate a scene drawing from and echoing with the novel itself? Following Li’s lead, I argue

329 Li did not mention the source of this citation, but he seemed to assume that this reference was famous, and the
reader should be able to “get it.” The line he cited can be found in a song by a female folk singer from Taiwan called
Bao Meisheng fZ£8E, who released a song titled “Quan’er Ci [& 5253 (Song Lyric of Circles] ” in 1980. Official
credits attribute the lyric to an anonymous author (i.e., ‘% - #E[K”) in the Qing-dynasty. The full lyric of Bao’s
song goes like this: “My longings for you I long to convey but to no avail, let a circle be drawn instead/My words are
outside the circle and my heart inside/ I draw more and more circles and you are warm to my affection more and
more/One circle is me, double circles are you/A whole circle is union and a broken circle is separation/Uncountable
are my longings drawing circles all the way through. (translation mine) 15 EANZHE 2 E(EE RS /ALEE AN
OERS AR IR . (RA SRR B 5 R R S (/R Rl S 2 B (B e Sl A
KREAVFEE B —ER B 5B K. See: https://www.youtube.com/watch?v=ATIlmdteOaRs.” Since Li wrote the
article in the late 1980s, I would presume that he was referring to Bao’s song. Misleadingly, dozens of online sources
from mainland China overwhelming suggest that “Quan’er Ci” is written by a famed Song-dynasty poet called Su
Shuzhen 4 E, but literally none has provided a legitimate citation. Also, such a poem is nowhere to be found in
one electronic edition of an authoritative anthology of Su that I have located, titled Zhe Shuzhen Jizhu - E 5+
edited by Ji Qin (Beijing: Zhonghua Shuju, 2008). No academic articles can be found about this poem either. The
authenticity of this poem/ci goes beyond the scope of this essay, but comparable contents of “Quan’er Ci” can be
traced in some Qing-dynasty sources; for an informative argument that it is a “fake” traditional poem, or a poem
wrongly attributed to Su, see netizen Lin Shan #££Z, “Wangluo wei shi kao diyi dan — huage quanquan zuzhou ni zhi

Zhushuzhen de Quan er ci” 4845 {555 55— 08— (EREIERL IR 2 AMERY (& 5%56) [Fake poem online
vol.1 — Drawing circles in cursing you: Zhu Shuzhen ‘Quan’er Ci’], Weixin, last accessed February 24, 2024,
https://mp.weixin.qq.com/s? _ biz=MzIINZAXNTUxMw==&mid=2651861278&idx=1&sn=4b93faf84495dbb5b2dc
45cd62e6e9dc&chksm=f1197aa8c68ef3be7608b61f8a9d5bec241adc9255bb43d94d02bdb2852¢ce52c17ea758dcObf&
scene=21#wechat_redirect.

330 After all, what has been called “the rhetoric of hiddenness,” as termed by Paula Varsano, has a long tradition in
Chinese literature, a tradition Li Han-hsiang, the art school trained director, was well-versed in, See Paula Varsano’s
collection on “hiddenness” in Chinese literature and culture The Rhetoric of Hiddenness in Traditional Chinese
Culture, edited by Paula M. Varsano (Albany: State University of New York Press, 2016).
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that we should understand and locate the censorial and sensorial affect produced by [1 and O

(and many other cognate “censorial” devices, as explained below) as the very form of affect —
what I call “wind-curtain fluttering” — that is locatable inside JPM.

What I will do in the rest of the chapter is to read each and indeed every adaptation of
JPM within the scope of discussion as fundamentally related to and enabled by such form of
affect called wind-curtain fluttering. Due to the limit of space, my job in this chapter is less to
suggest that each adaptation is self-sufficient and self-discrete in their contextualized meaning-
making, which is a case that certainly can be made. Instead, my intervention is more specifically
connective and fundamentally alliance-building; I show how JPM and its global circulations
adaptations are all related to the novel (how can it not be?) across geopolitical, temporal,
cultural, and sensory (linguistic, visual, acoustic, haptic) and medium divides (literary, material,
cinematic, infrastructural, etc.) through the affective ecology of “curtains” and “winds.” In doing
so, I show how JPM’s very own aesthetic, formal, as well as ecological world-making; the book
therefore plays a pivotal or even primordial role in contributing to worlding Chinese literature
and media, rather than being merely a carrier or tool serving human (e.g., individual artists),
institutional (e.g., state-level censorship) or socio-economic forces (e.g. capitalist globalization).

To begin apprehending JPM’s wind-curtain fluttering, we need to first turn to the text of
the late 17" century novel itself. In the opening couplet of Chapter 2, as in some other chapters,
Pan Jinlian is described as covered up by the curtain. Noting Pan’s architectural liminality, the

narrator locates that Pan: .. attracts the attentions of those, beyond the door, outside the curtain
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EHEF95ZEES M0 Her habit of censoring herself within a curtain, in turn, sensorially seduces

¢

and assembles the (mostly male) public:

Every day, after she had seen Wu Da out the door, this woman would stand within the
curtain, cracking melon seeds with her teeth, and revealing her tiny golden lotuses for all
to see. Such conduct attracted the aforesaid young gentlemen, who gathered on her
doorstep day after day, strumming guitars and ukuleles and giving voice to every indecent
suggestion their fertile imaginations could invent.

Em N HFT8 IR RAEREL M/ 5 - — 18— Nl B Ik
)5 (a8 N HAZAEFTsEaA 5 ~ F5A% - CHUH DS =55 - SRRtk -
(PIGV 1:1:29; JPMCH, 1:1:13, translation modified and emphasis mine)*>?

As this scene from the novel shows, the curtain — what German media theorist Bernhard Siegert
would have called a “cultural technique” distinguishing the inside and outside— is separating the
Pan from those being seduced, a host of young gentlemen.?** As what Siegert calls “the

materiality of the symbolic,” it is precisely the curtain and the way it allows small parts to be

331 The English quotes throughout his chapter are taken from David Roy’s English translation of, The Plum in the
Golden Vase (Princeton: Princeton University Press, 1993), abbreviated as PIGV; the Chinese quotes are taken from
Lanling Xiaoxiaosheng BHFEEEEE4E | Jin Ping Mei Cihua: Meng Mei Guan Jiaoben $:HiFG:7EE | EEFGEER AN edited
by Mei Jie ff§8], revised edition of the first printing (Taipei: Liren shuju, 2009), abbreviated as JPMCH. Both citations
are followed by, consecutively, chapter number; volume number; page number.

332 David Roy translated lian sometimes into “screen” or “blind.” For the sake of consistency, I would translate all
appearance of /ian into “curtain” throughout this chapter. See the full quote of this mentioning of curtain: “In making
this match, the Old Man under the Moon has made a mistake

Displaying her talents, P’an Chin-lien flaunts her beauty.

Merely because she dreams of assignations under the moon, beneath the stars;

She attracts the attentions of those beyond the door, outside the curtain.

Tempted by greed, Dame Wang employs a crafty scheme;

Peddling his fruit, Yiin-ko becomes the object of rancor.

How can she foresee that a later day will bring domestic disaster

That her blood will spatter the standing curtain and make the whole floor red?”

RERGBCRE - SEE 2 - REHA TERE » ZEFI5FERIM -

EAEFEIHEITE - FEFE RARIE o ALRI1& H aises - (o g eI &L - (PIGV 2:1:43; JPMCH, 2:1:25,
translation modified and emphasis mine)

333 Curtains, like Siegert’s example of doors, “thematize this distinction [between inside and outside] and thereby
establish a system that is made of the operations of opening and closing. Doors thus pertain to architecture as a
whole and as a cultural system; that is, as something that surpasses the individual building.” (8). JPM’s curtain, as it
turns out, also operates as another cultural system not reducible to one individual JPM, but all. See Bernhard

Siegert, “Doors: On the Materiality of the Symbolic.” Grey Room 47 (47): 6-23.
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revealed—tiny golden lotuses, the sound of melon seeds being cracked—while still hiding the
figure, that sets in motion the act of seduction and its corresponding male assembly. As the poem
suggests, the (male) hearts (xin .[,) are stirred by the suggestion of the curtain itself. Like these
young gentlemen gathering behind the curtain, Li Han-hsiang is seduced, not by actually seeing
pornographic content, but rather by the promise thereof, which, ironically, is hinted at precisely
by the curtain which hides.?** In the case of Li, the curtain is nothing but the O, and their formal
affinity is made clear on one page of his anthology Jin Ping Mei Trilogies. On the same page
where Li recounted his experience of JPM’s censorship, a series of [ altogether appear to echo
with the curtains in a film still, where the character Li Ping-er (played by the Shanghai-born, by
now Canadian citizen Tanny Tien &g, b. 1948-) lurks behind, as well as being surrounded by

or with(in) curtains (Fig. 3.1).

CARAEATR EAYWMIUZAMA Y

334 In other films still of the anthology Jin Ping Mei Trilogies that Li had included photos of himself not only
directing, but also acting like and acting alongside with actors of Ximen Qing, Pan Jinlian and other characters.
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Fig. 3.1: The (un)intentional juxtaposition of [1 and curtain(ing), as the caption says: “the
erotic garden is fully blossoming; the auto-erotic Li Ping-er cannot contain herself” in Li’s
Jin Ping Mei Trilogy

Veiled in all her (un)availability in between lights and shadows, the film still presents to
us what we call curtaining. Following the analogy of Li’s layers of censorship being like a series
of suggestive curtains, I propose to understand the modern and contemporary censorship of JPM
as more precisely an aesthetic-political form of curtain and curtaining. By curtain, I specifically
refer to the invocation of varied kinds of curtains frequently described in the domestic setting of
the novel JPM; by curtaining, however, I more generally refer to all kinds of aesthetic and
political, as well as material and symbolic arrangement which gives forms to visibility with/in
and through invisibility, as well as transparency with/in and through opacity. While certainly
there exist different specific ways to censor or hide the novel JPM, my approach here
accentuates their affective affinity to the novel’s very texture of curtain rather than analytically
insisting on their separability and detachability. By doing so, I argue that any censorship of JPM
could only be one specific (yet serially linked) extension of Pan’s very own curtaining of herself
in the novel’s environmental infrastructure.

In fiction as in history, this chapter argues that such “censorship” is not outside of or
imposed on the text. Like Pan behind the curtains, Li’s JPM has been historically covered up,
and more precisely serially “curtained.” When Li grew up in Republican China in the 1930s, for
instance, JPM was actively sold and circulating, though not without, as we have seen, different

forms of sometimes erratic censorship of so-called obscenity.?* Yet such censorship never was a

335 See: Geng Yushu, “What Is Obscenity? Morality and Modernity in 1920s China.” China Perspectives, no. 3 (122)
(2020): 9-18; Zhao Wei j###, Zhao Xingqin, BB E]. “Shenbao suozai wanqing minguo Jinpingmei de liaobo”

(ERER) FrEiites REL (&) BYRHE [The circulation of Jin Ping Mei in the late Qing and Republican
China: The case of Shen Bao] Tribute of Social Sciences 1 & F} 5518 no. 3 (2016): 169-188.
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full act of complete suppression of visibility. Zhou Shou fE#j (b. 1916-2003), a senior and

esteemed editor of Shanghai Classics Publishing House & & i+t recalled how in 1930s

Shanghai, a publisher of JPM would secretly hand to customers a supplementary book where

words deleted could be cut and paste onto the [J in the parent copy.>® If the [J first covered up

the “indecent words” to be censored, they also neatly demarcated the places where the

supplementary text could be inserted. In so doing, the curtain drawn by the [ hinted at a

supplementary text that, supposedly at least, would allow a full view of what was hidden behind

the .

386 THE GOLDEN LOTUS

“Now, you abandoned little creature,” he cried, “I'll attend
to you." He took out the plum, and gave it her to eat. Then,
sitting on the pillow, he took from a pocket in his gown a case
of love instruments. First he put on the clasp, and tied a
sulphur ring about the root of evil. Desilire nolens tam diu
circa introitum ludebat ut mulier furibunda clamaret “Cor
meum, mel meum, aut vir es celeriter aut ¢ mente excedam.
I see what it is. You are angry with me because of the Lady of
the Vase. That is why you tease me like this. But now I have
toupd"how cunning you can be, I will never make you angry
again.

“Ah,” cried Hsi-mén, laughing, “so you have learned your
lesson. Well, speak nicely to me.” )

Fig. 3.2: “Desilire nolens tam diu circa”...one latinized passage “hidden” in the midst of an
otherwise, English paragraph in Chapter 27 of Clement Egerton’s 1939 translation
Source: The Golden Lotus (London: G. Routledge, 1939), 386.

Transculturally translatable, similar aesthetics of curtaining have been employed in

English translations of JPM; as per conventions at the time, Clement Egerton’s pioneering

336 See Zhou Shao fEFf “Xueye bimen du jinshu,” Z 7% EAFT:EZEZE [Closed-door reading of banned books
on snowy nights], Dushu gz, 10 (1994): 132. Original: “8| 7 =+ > TR ( (&) ) (FIOEE
BT o MEINESA —ZEREIENERERE U > AR C (&) ) F > FRFHEED > FLEM

HOFERMRLAOO » BEE A AYE - Bt — AR S M - S SCFER OO0 —f A/ - HZEfELE

DIRBIAG 75 Rl Ry EE -
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English translation published in 1939, toned down but also cloaked the obscene passages “intact”
in Latin, reserving the pleasure of uncurtaining only to educated readers (Fig. 3.2).%*” Delighted
by this curtaining strategy common in the England and applied in JPM, a well-known bibliophile
in the Republican era Zhou Yue-ran EjfliZA (b. 1885-1962) endorsed curtaining and even
proposed that: “if our country China in the future reprints JPM, we no longer need to delete
passages; we can follow Egerton and replace obscene passages with the ancient style of seal
scripts.”*38 For those who can read the Latin or seal script, curtaining takes the form of
libidinally charged linguistic deciphering, but for those who cannot, the archaic scripts are
nothing linguistic at all; they are just some “stuff” and “gibberish” that stick out, or at its
aesthetic best, some incomprehensible or ornamental graphs.

In both cases of linguistic or graphic curtaining, censorship goes beyond the censorial
reduction of something to nothing; rather, it takes effect through sensorially acquiring the texture
of curtains or curtaining, arranging as well as deranging visibility through invisibility. Uncertain
or even unnecessary in its signification and therefore politically unsettling, the use of [ itself
was banned at different point in Qing, Republican and contemporary China.**® The [J appears to
enact, then, not only an institutional and discursive replacement of display, but also an aesthetic,

formal, and material display of replacement. Noting the [1’s vacillating affective and political

337 They were both referring to Clement Egerton’s pioneering English translation published in 1939. For studies of
Egerton’s translation, see Junjie Luo. “Translating Jin Ping Mei: A Preliminary Comparison of the Golden Lotus
and The Plum in the Golden Vase.” Perspectives, Studies in Translatology 22, no. 1 (2014): 56-74; Lintao Qi, Jin
Ping Mei English Translations: Texts, Paratexts and Contexts. (London: Routledge, Taylor & Francis Group, 2018).
338 See: Zhou Yue-ran [E#kZA “Ping Shuo,” J#Ei [On Jin Ping Mei], in Zhou Yueran Shuhua [Zhou Yuran’s essays
on collecting books] E#ZREET, edited by Chen Zishan [i-F-2. (Hangzhou: Zhejiang renmin meishu chubanshe,
1999), 235. The Chinese original: “... BB AAGEIRE » HERNNHS > \RALKZE  DEERE”

339 See Thomas Chen’s such a genealogy account: “Blanks to be Filled: Public-Making and the Censorship of Jia
Pingwa’s Decadent Capital,” China Perspectives, 1 (2015): 15-22. As Chen points out, Lu Xun once commented

that the [ can be traced to the transcription of missing words in bamboo strips of Chinese antiquity, and therefore it
is a “domestic” form compared to “...... ” imported from the West.
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consequences, Thomas Chen has stated that the use of LI in Chinese contexts mediate “worlds of
meaning as well as yearning.”3#° In the case of JPM, one may even venture that what [
designates is not only a fill-in-the-blank space but also feel-in-the-blank space, specifically, of
curtain and curtaining.

Curtains, as we will show, move with winds. Li managed to “overcome” censorship by
changing the environment through migration and global traveling. In November 1948, Li went
from Shanghai to colonial Hong Kong and became involved in film production and direction in
1948.3*! In Hong Kong, where “East” meets “West” as the cliché goes, Li saw another JPM copy
- arelatively more “complete” version in an antique market. The book was displayed and kept
inside a wooden box in red color, on which engraved four letters stated: “an all-time

masterpiece” (gujin qishu, <-%1E). The price of this book set had been reduced, Li was told,

because 4 out of 20 volumes were missing. Nonetheless Li opened the lid, flipped through the
book and noticed the chapter he had been hoping to see in full (i.e., the infamous Chapter 27
where Pan Jinlian, Pang Chunmei and Ximen Qing have sex in the grape arbor) appeared

intact.3#? Li described his delayed yet pleasurable uncurtaining this way:

...I brought the book home, and fastidiously perused what had been [ in the copy I used to
read. This was like reading a supplementary book on JPM. I read 18 words if they deleted
18, and 70 words if they deleted 70. Finally, my frustration was released. While
reading, my blood circulation heated up, my mouth dried up and my tongue got stuck; my
face reddened, and neck thickened. I was young and single, and I was almost losing control
of myself. (translation mine)

- IEEEFIRG - Sl AT T EEEE ) #iTT  EEIREET - FERE
" EfteE Ly BT/ CRETA\S > M TFET T FIB T S LIREIRTE

340 Chen, “Blanks to be Filled,” 22,

341 Born in Liaoning in northern China, Li studied oil painting in Beijing and drama in Shanghai before moving to
Hong Kong, joining the film industry and becoming a film director.

342 i, Jin Ping Mei, 8. This incomplete boxset costed him $60 Hong Kong dollar; as Li emphasized, at that time $10
was enough for a day of spending.
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Li’s repetitive desire to read and purchase a “more complete” JPM stemmed from the fact that
the version he read in Republican China was expurgated in parts.>** As can be inferred from Li’s
exceptional encounter, an uncensored (or less obviously expurgated) version of JPM was openly
displayed in the 1940s in the British colony of Hong Kong. Li happened to find such a copy in a
different environment, a place where a different kind of air and social atmosphere reigned due to
him crossing the border from mainland China to colonial Hong Kong. Geographical dislocation
blew open the curtain for him, thus ventilating his pent-up frustration, invigorating his blood
circulation, and providing him with an erotic charge: “his mouth dried up, his face reddened and
his neck thickened.”*

However, the version he found in Hong Kong, though unexpurgated and un-curtained,
was still an incomplete copy. As Li moved on, making films not only in Hong Kong but East
Asia in general, he further searched for JPM in a myriad of social-political milieux, in each of
which JPM circulated differently. In 1961, while shooting films in Tokyo, he saw another set of
JPM which was the same edition as the one he had bought in Hong Kong, a Kangxi-yihai edition
(BFEE 7,22 7K).346 This version, however, was complete and offered two additional volumes of
illustrations. The price was high - an equivalent to one-fourth of his salary; he did not buy it.>#’

Around three years later in 1964, he temporarily left the Shaw Brothers to set up his own film

33 14, Jin Ping Mei, 8.

344 The exact location where he read the version of JPM he referred to is unclear. My conjecture here is a temporary
speculation based on the fact that Li grew up in Shanghai early.

35 14, Jin Ping Mei, 8.

346 LLi’s essay was published in 1984, and he referred this discovery in Tokyo as something that happened “23 years
ago.” Li mentioned it was a time when he had outdoor shooting with films of The Magnificent Concubine/Yang
Guifei ¥ 4T (1962) and Empress Wu Tse-Tien/Wu Zetian IR, Accordingly, I projected that the date was 1961.
347 The price of the book was 150,000-yen, which Li calculated as equivalent to 2250 Hong Kong dollars. The salary
he received for shooting one movie was 8000 HK dollars at the time. On average, he shot less than 3 movies a year.
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company Grand Motion Picture (Guolian, f) in Taiwan.>*® In Taipei, near the site of his film
company, he saw yet another set of JPM, once again incomplete, but the volumes of which
would seem to supplement and complete the first set he bought in Hong Kong. Yet, when put
together, the two sets varied in sizes and printing materials, and as a result they did not sit well
together on the bookshelf (the former was woodblock printing and the latter lithographic
printing).>*° The frustration of “seeing” the novel in a single, complete form remained.

Li’s heart remained obsessed with the complete edition he saw in Japan. In the same year
of 1964, another movie shoot brought him to Japan once again. After long weeks of film
production, he went to Tokyo again looking for an intact edition of JPM in the Kanda-Jinbdocho
district fHHH{RHT, a famous area of second-hand bookstores even today. To his surprise, he
found the same copy and the price had remained the same as before. As he got hold of the
complete copy, the affective dynamic of the “wind curtain” once again got hold of Li. And, just
as he had inhabited the protagonist Ximen Qing when buying the JPMCH edition in the 1930s,
on this occasion, breathing “fresh air,” while walking Tokyo, he once again likened himself to

Ximen Qing:

348 Li mentioned that he was 38 years old at that time; in this calculation it was 1964. Li also mentioned it was the
time after he set up his own company Guolian, which was in 1963. I decided to project the date as 1964. On Li’s
career in Taiwan, see Emilie Yueh-yu Yeh, “Cong shaoshi dao guolian — huangmei diao yingpian de zaidihua” {¢#
eS| ET]i =MGEES F AYfEH L [From Shaw Brothers to Grand Motion Picture: Localisation of Huangmei
Diao Films]. In Fenghua xueyue Li Hanxiang [E\{525 H Z#51# [Li Han-Hsiang, Storyteller] edited by Ai-lin Wong

JFE SR AR [The five years when Guolian changed Taiwanese film industry] (Taipei: Wanxiang tushu, 1993)

¥ Li, Jin Ping Mei, 10-12. - 808 - {EASaEIEE L B R T RAHENGE/NE " &ifE, - T2
B THFREAR > AT Ml TIRIEANTNA SRR T o A0 ERE AR
o REAETR/INA— » RENERRE R EEEMAIER - TRESRBREARKEN ",
fEEE tBEHUE 5 AR < 7 It is unclear from the passage whether he bought that copy in Taipei. As he later
recounted the issue of confiscation of his JPM landing Taiwan from Japan, it remains unclear why he could then
bring the copy to Hong Kong, if he bought it. If he bought it, it would be due to the randomness of confiscation
policy, which Li does put his finger on in the essay.
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...I felt great spending all the money. I felt so refreshed like fresh wind/air was blowing;
my eyes and hearts brightened up. Holding the books in my hands I secretly giggled on

my way back. The happiness cannot be described with mere ink and pen. All at once it felt
like laying my hands on Pan Jinlian, Li Pinger, Wang Liu-er...I couldn’t verbally describe
this exhilaration. (translation and emphasis mine)

B R A s — PRI LR - —REEEEEE  —REE
KPf— T TIHESE - 5 - TG - ACKEFEIT  IESEYS » BER
ERIELE o O

The curtain was lifted again as he obtained, finally, a “complete” edition of JPM, through
traveling and purchase in Japan. Li here emphasizes a changed environment both in terms of
space (Japan, more specifically Tokyo) as well as atmosphere (“fresh air”), which has a clear
physical and spiritual affect, i.e., “illuminated eyes” and “refreshed spirit”. In turn, the physical
and affective response is marked as indescribable with words and ink and therefore beyond
linguistic and non-representational: words that are not words, i.e., a [ that blocks and reveals.?>!
Finally, once again, we see how opening up and passing through the curtain allows Li Han-
hsiang not simply access to the book, but rather to inhabiting the central male protagonist in that
book; it allows him a fantasy of “getting his hands on the female characters in the novel.”

It should not surprise us at this point that Li’s feeling of being Ximen Qing - and owning
his female characters through getting a “complete” version of JPM - did not last long; the fantasy
of hyper-masculinity (Ximen is after all the “Don Juan of China” and inhabiting his persona a
strong aphrodisiac for Li Han-hsiang) could not sustain itself. As if returning to the Republican

era of censorship when he grew up, his copy bought in Japan was confiscated in the custom

office as he returned to Taiwan from Japan:

330 i, Jin Ping Mei, 10-12.

351 Li emphasized the pleasure was indescribable and beyond linguistic mediation, but he nonetheless analogized it
in haptic and corporeal terms, as an experience of “laying hands on” (F£&/]|F-, nong-dao-shou) Ximen’s female
character.
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Human calculations can never outwit that of the Heaven’s (tian-xuan). 1 brought the copy
back to Taipei. Once the custom officers saw my JPM, they got excited and wouldn’t let go
of it. Yet they didn’t know how to deal with it, so they went to their seniors and had a
group conference for almost half a day. In the end, they gave me a bill saying that [ brought
prohibited items into Taiwan. They confiscated my book and added: “if you were not the
director of Love Eterne, we would have fined you as well. Now you are good to go.”
(translation and emphasis mine)

AEAFANKRE - wESEE GILHRHEEH LHEE - — BBl EAE—5F
By T, o B ERAL TIREARET - BEEC SR ANREE - ERSHE MY
L?ﬁﬁ-‘ﬁ?ﬂd\zﬂsﬁ » S H AR Z*%“ﬁz%?ﬁ?ﬁ? AL
EA AT EFRWTES > EAERE T RUMEOERG | AVERE . —EEEEE

352

The O that Li saw on pages so long ago in Republican China,*>* now emerge as an embodied,
institutional, and state-level curtaining in Taipei. But note that this is curtaining, a protracted
dance of veils, and not censorship tout court. After all, as Li’s account makes clear there were
always ways to negotiate and there were no hard-and-fast rules in place. Like curtains, the
operation of the state-level security check, it turns out, could be very undisciplined. Officers in
Li’s descriptions were, for example, hesitating and faltering in their response as to how to deal
with this mesmerizing book. Trying to negotiate with the officers, Li requested sending JPM to
his home in Hong Kong but to no avail. As a last resort, Li provocatively suggested: “What
about we burn the book right now, on the spot?”” The leader of the officer team frowned and put
down the book: “Director Li, we have been very kind to you. Don’t talk non-sense and just
observe the law.”%* Clearly, the point of the custom check is not the outright banning or
destruction of the book; rather it suggests a hiding or “safe keeping” of the book, the suggestion

being that somewhere, somehow the book would still be accessible.

352 14, Jin Ping Mei, 12.
333 The exact place where he read is not mentioned.
354 14, Jin Ping Mei, 12.
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As Li’s biography shows, the book JPM is best understood not as simply censored (not to

mention destroyed), but rather as curtained and re-curated each time. Director Li would

eventually find his own copy after its official confiscation. One day he serendipitously chanced

upon a familiar-looking JPM copy at a back alley near his film company in Taipei. He examined

the pages upon which he once made corrections with a red pen: it turned out to be his copy. Li

believed it was leaked or sold to the market through back doors. Surprised that the copy was

openly displayed, Li asked the owner:

Li:

Shop owner:

Li:

Shop owner:

Shop owner:

Li:

Shop owner:

This is a banned book. How dare you openly display it?
(Smiling) Depends on who. If Director Li [Z2ZE75] were

interested, of course you can purchase it.

Why can 1?

Aren’t you a director? Surely this can be your reference
book.

[Li thought the owner was probably clueless. He told the
owner about the confiscation. ]

(Eyes opened in disbelief) How dare they do that! They just
should have given it back to you when asked!

Forget about it! If they got angry, they may call me a

criminal and send me to the Green Island 4% & .33

(Shaking his heads and unconvinced) What a joke. In that

case how dare they call Taiwan a “Treasure Island of
Freedom™? [555% » FBEN( T2 H EHE ST

(translation and emphasis mine)

The lived experience of Li exposes the insufficiency of understanding censorship as top-down,

static, repressive, and all-powerful. Rather, the so-called apparatus of the censor could equally

355 “Green Island” hosted political prisoners during the martial-law era of Taiwan (1949-1987), especially those

1dentified as communists.

356 For easier reading, I presented the conversation in the form of a dialogue; see Li, Jin Ping Mei, 12-14.
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flail, fail or flutter like a curtain, be it hard(lined) or soft(handed) in execution. In the case of Li,
the surprising insight is both the antique shop owner (a civilian) and the officers (representing
the government) took “Li” and “film” seriously, either excusing him from fines (because of Li’s
mega hit Love Eterne, released around the moment of confiscation, see Chapter 1 and 2) or
expecting a JPM movie from him. Therefore, different individuals, materials and “wind
directions” would generate numerous nuanced ways of “curtaining,” some(times) harder,
some(times) softer. For example, Li successfully retrieved his JPM copy back in the antique
shop, meaning there were loopholes in the confiscation, without which he could not have gotten
his copy back. Second, the surprising result of the confiscation was that his JPM copy not only
survived but returned enhanced with a nicer binding: the antique shop owner intimated that the
copy was reconstructed with a sophisticated binding by a veteran diasporic specialist hailing
from Beijing now settled in Taipei. Pages of the copy were further protected in between by some

delicate rice paper (xuanzhi, E4X), known for its resistance to discoloring and weathering.

These shifting environments, from Tokyo’s antique shops to Taiwan’s borders and
eventually to yet another antique shop in Taipei, showed to Li Han-hsiang the contingency of
censorship as political climates changed. Drawing a broader, more explicitly political and legal
lesson from his experience. Gesturing towards the “wind” element in “wind-curtain” fluttering,

Li wrote:

Thus far, the laws in China [i.e., the ROC] are nebulous, capricious, and contingent upon
each circumstance ... Just consider yourself unlucky if the person of law enforcement
happened to have a bad mood [xin ging ,»{E] and act like “monks holding umbrellas”
Their mood affects their judgements, and they are always right because there are
loopholes in the law, and their on-the-spot judgment rules. I am not certain if the custom
offices in Taiwan legislated specific laws in prohibiting JPM from entering Taiwan. If so,
how come now we see them openly on sales in bookstores? Which specific line of the law
has changed, so that now different versions of JPM have been released from presses
recently? I wish the police and law enforcement in Taiwan government could openly tell
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me, which specific line of the law stipulated that JPM had to be confiscated — and how
come (and since when) this line had been changed now?

BT BIEA ARG  5eE - E > APl TIREAIRE , - —HERAM
FRAEANE - LIEISPC AR - #E% T EEA L B o M EfT 4 - 152
_CF) R - MBS E Y - NEMAYES - st iR e - A fa
B L AEYSORET " BliiE ) AR BB ARAIIRCSS  WRE 0 B
(HEAEEEREN > XAIDIABTHES AR " St | 7 WaFanS AR s e
T2 FrUANMER TSR EE A RV EEITHIHERE AT EZAR ri}ﬂiﬁﬁ
st o WA TRTEFRERTERENE - ERZEaEBHEESHE - sy 5]
BHEBT - BRI " Slg ) ERRERER 2 ﬁﬁiﬂ—%iﬂ%i@ﬁ%ﬁﬁﬁzﬁﬁ 237

Li used an idiom heshang da san, wu-fa wu-tian 15§74, #EEZHEK to criticize the KMT’s
lawlessness, analogizing the latter to “monks holding umbrellas,” in which case there the monk
has no ‘hair’ [fa £2, punning on fa ;%, “the law”] and do not see the sky [tian K, “the workings of
the heaven”] either. Indeed, Mao Zedong famously used this idiom to describe his very own
freedom from laws, superstitions or other constraints in 1970.3°® Be it exaggerated or not, Li
appeared to be comparing the censorship of martial-law-era Taiwan to that of Maoist China,
which is not surprising given that both authoritarian regimes across the straits began to loosen up
and “liberalize” in the 1980s (see Chapter Four). In the case of Taiwan, JPM began to be

popularized in 1980 after a cheap version became available.?> As of 1982, the book’s “banned”

357 i, Jin Ping Mei, 15.

358 Mao once said, “I am never sacred of saying something wrong, I am just wu-fa wu-tian; 1 don’t have fa (hair) [fa,
i.c. the law] and I don’t see the tian (sky) either [tian, i.e. heaven] T N HER SRS - PR AR » U FI+T
A o (k) MK JGFTEE - )45 K o ” Mao appeared to mean that no such thing as law (fz) and heaven
(tian) applies to him, and no such as thing as heaven (tian) scares him. Reportedly, Mao said this with an American
journalist Edgar Snow. See Qin Zhang Z2#’s defense of Mao’s saying in “Mao Zedong yiju ‘Wo shi heshang da
san, wufa wutian youwu qingshi fazhi”> EJEH—4A] “TEMIETT4r - MAMK" Bt “KEUEE" 7 [Does
Mao’s saying of “wufa wutian” mean ignoring the rule of law?] Central Institute of the Party History and Literature
i 4 Hr B S RSO BRI ZE5E, November 15, 2016, last accessed Mar 2, 2024,
https://www.dswxyjy.org.cn/BIG5/n1/2019/0621/c428059-31174504.html

359 As one newspaper article of The China Times precisely dated JPM’s fraught book history in Taiwan, the book
began to be reimported from Japan in 1973, gradually people could see the whole version; yet different copies of
JPM remained expensive. It was only in 1980 when a cheaper version became widely circulating. Lao Yin &
“Doushi Jin Ping Mei re de huo,” 3 ESHAMGERYHE [Blame it on Jin Ping Mei] May 8, The China Times 1 [SF]HF
¥ 1982.
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status (while circulating as “licensed publication) was only nominal, to the point that
conservative lawmakers still tried to push for a strict banning in the Legislative Yuan.?¢°

The KMT’s fluctuating policy corroborates Li’s account. He almost got prosecuted and
suddenly he sensed the air of “progress.” To Li’s surprise, new editions of JPM were now
suddenly allowed to be published. To Li, this was a perplexing “change” in the environment, as
things, or as we would add, “winds” were starting to flow many directions at the same time; he
wanted clarification and not caprice. Feeling ambivalent about the contradiction between his
copy’s confiscation and the society’s evidential “openness,” Li ironically thanked the Taiwanese
government in the article: their confiscation helped him “strengthen the binding of his personal
JPM copy,” which he triumphantly retrieved. With the Taiwanese government’s (insecure)
“liberalization” of JPM by the time of his writing the essay, he ironically concluded: “[if not for
the government], how could I fully collect a total of ten different versions of JPM?3¢! Li’s
sarcastic “acknowledgment” of the government’s censorship/curtaining reveals the ambivalent

nature of curtaining. For Li, this is how the [ on pages translate into a dynamic yet ultimately

360 Noting that some circulating copies contained illustrations from the copy stored in the National Palace Museum
in Taiwan, one legislator in 1982 asked in the legislature: “Is JPM a banned book?” “How are the sales?” and “Have
the staff members failed their duties in National Palace Museum?”” Quoted from “Guben Jin Ping Mei tanghuang
shangshhi lingyou dengji zheng zhe hua zen jiang” ARSI E & F i A S 0525558 7 [Original copies
of Jin Ping Mei openly on sale; how come they got permits to publish?] The China Times & [BiF$;, April 20, 1982.
361 The full quote: “But pay attention, I don’t really cherish that copy of JPM, and I am not asking them to return it
(because they can never return it.) I just hope this “the Treasure Island of Taiwan” of freedom can tell us the limits
of our freedom. On the other hand, they do not need to worry: the copy they have helped me re-bounded is now in
my hands. I bought it with 20000 Taiwan dollars. Thus far it is still in good condition. But of course, after that they
took me and my wife to the interrogation room for 48 hours, but they don’t need to think too much now, because we
are proven finally not to be Communist spies. Now that I think of it, I want to say “thank you” to them. I thank them
for helping me give my Kangxi Yihai copy a new binding. I thank them for allowing the publisher Lianjing to
reprint JPM Cihua, otherwise how could I have obtained 10 different versions of JPM now?” (translation mine)
o THMER - WICAZEIA "2, - RTS8 (RBRAMREE) REEXKICEHES
EREBRRESETIAR T - —HHESEMIRL - P RE RN T e o EHER AR
BWETER » E5RENETEESE  @EMITZE A BRI EIEFHEE AR T/ VNS > B
AT DA - RIS IEE T HRARMHE TBER ) - IERRM RIS N RV T - FrbLE
SRS (BB AR MBI - BB TR R SR AR ER 2R T i, | S X
FFRAE IR SE A E] - EHED iR o SRIRERRR R TEAREMAN T &, ? Li, Jin Ping
Mei, 16.
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opaque confiscation of JPM in life, but this is also what made him treasure and crave a “full
version” of JPM.

Curtains hide and at the same time elicit desire, filtering but also inciting an affective
experience triggered by uncovering, and in turn, covering. To be sure, sex is one of the covered-
up sources of sensation in the novel, but definitely the affect of wind-curtain dynamics is not
irreducibly sexual, but more generally and generatively, both sensorial while being censorial.
This chapter, as a result, seeks to focus on JPM’s ecological forces of air and wind, as well as the
materiality of the curtain which are shared by the two protagonists as well as the people around
them. It is by emphasizing both the material and ecological forces at play with curtaining, that I
echo but also depart from a sole focus on feminist critique (Ding Naifei and Yau Ching) or
feminine excess (Dingru Huang).3*> Nor do I center my analysis through the lens of eroticism
and sexuality (see Robert Hans van Gulik and Keith McMahon’s foundational oeuvre; Chen

Jianqing).3%3

In tune with the general turn towards new materialism, affect studies, ecocriticism,
and object-oriented ontology in literary and media studies, I propose to understand Li’s

exemplary aesthetic-political experience of “winds” and “curtains” as JPM’s very own eco-

system of seduction.

362 Ding Naifei, Obscene Things: Sexual Politics in Jin Ping Mei. (Durham: Duke University Press, 2002); Yau
Ching, “Porn Power: Power: Sexual and Gender Politics in Li Han-hsiang’s Fengyue Films,” in As Normal as
Possible: Negotiating Sexuality and Gender in Mainland China and Hong Kong, edited by Yau Ching. (Hong Kong:
Hong Kong University Press, 2010), 113-131; Dingru Huang, “The Sensual Surplus of History: Cao Hanmei’s
Pictorial Adaptations of Jin Ping Mei in Wartime China,” Modern Chinese Literature and Culture, 35 no. 1 (2023):
58-93.

363 Robert Hans van Gulik, “Chapter 10: Ming Dynasty,” in Sexual Life in Ancient China: A Preliminary Survey of
Chinese Sex and Society from Ca. 1500 B.c. till 1644 A.d. (Leiden: Brill, 2003); Keith McMahon, Misers, Shrews,
and Polygamists: Sexuality and Male-female Relations in Eighteenth-century Chinese Fiction. (Durham: Duke
University Press, 1995); Jianqing Chen, “Adapting Jin Ping Mei, Serializing Sex: Hong Kong's Pornographic Serial
Melodrama,” in Erotic Literature in Adaptation and Translation, edited by Johannes D. Kaminski (Cambridge:
Legenda, Modern Humanities Research Association, 2018), 186-200.
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As argued below, it is this eco-system that sustains the novel’s narrative from beginning
to end and from the semantic content of the words on the page to the material form they take in
each remediation. The figure of the woman as well as the act of sex are pivotal for such an affect
of wind-fluttering-curtains, but, as the materiality of the object and the atmosphere of the wind
suggest, such affects also go beyond the woman figure and sex. Our experience of JPM as a
fluttering or frustrating curtain is always determined and fluctuating depending on the wind
circulation. Yet, even if a certain atmosphere suggests “openness”, it should be emphasized that
JPM’s curtain is never fully taken down: it is never taken down because the curtain and wind are
precisely how JPM unfolds as its narrative flows. As both a “victim” and “victor” in his battle
with curtains and winds with JPM, Li and Li’s cinema, in opening up and uncurtaining JPM,
would not only paradoxically preserve, but even propel this dynamic further into folds and folds

of transmedial curations.3¢*

Wind-curtain fluttering in Jin Ping Mei and cinema

Fig. 3.3 The inauguration of wind-curtain fluttering.

364 On the philosophical and aesthetic of “folds,” see Gilles Deleuze, The Fold: Leibniz and the Baroque, trans. Tom
Conely (Minneapolis: University of Minnesota Press, 1993).
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Li’s first full length adaptation of JPM, Golden Lotus (1974), opens with Pan Jinlian’s
(played by Hu Chin &H$f b. 1947 -, born in Jiangxi now living in San Francisco) encounter with
Ximen Qing (played by Peter Yang Kwan #5#£ b. 1934-2022, born in Harbin and died in Los
Angeles): a scene inaugurating the affect of what we call “wind-curtain fluttering.” Before we
turn to a thorough discussion of the film itself, however, we will first discuss the novel, in
particular the scene the film here references Chapter 2 of the text. It is in this scene of the novel

365

that Pan loses control of a stick as she opens the curtain (/ian ), setting in motion the lengthy

flirtation of Pan Jinlian and Ximen Qing (as well as the reader).

Joining recent scholars who investigate the aerial form in visual culture and art history, I
show that this dance of seduction in JPM is not simply the result of internal emotions or
individual desires, but rather to the environmental forces we might typify as the rush of wild
winds, in Chinese, feng J& (Fig. 3.3).*°° Indeed, what we call the wind-curtain dynamic begins in
Chapter 1, where Pan seduces another important (though sidelined until the end) male character
in the novel — Wu Song, the younger brother of Pan’s legal husband Wu Da (aka Wu the Elder,
as rendered in David Roy’s translation). Not unlike the author of JPM, who turned Pan (by no
means a major character in Shuihuzhuan) into a full-blown character occupying a novel on/of her
own, Li Han-hsiang’s Golden Lotus likewise chose to sideline Pan’s failed seduction of Wu
Song in Chapter 1 (more on Pan and Wu Song later) and chose to begin with Pan and Ximen’s
romantic encounter in Chapter 2. Clearly, Pan and Ximen are the main protagonists of JPM.

Unlike the self-censoring and censorious Wu Song, Pan and Ximen are both sensorially

365 Depending on materials (silks, cloths, beads, woods...), the Chinese word /ian could refer to partitioning devices
ranging from curtain, blind, screen, drapery, to veil. In this essay, I change all the translations of /ian into “curtain”
rather than “blind” to maintain consistency.

366 Here I am borrowing from the American singer Roberta Fleck’s “And So It Goes,” the lyric of which has this
poignant line on the affective force of wind carrying both love, scent, and sound of whistles: “Love is a rush of wild
wind/The scent of a summer rose/A whistle blowing on a distant track and when it goes, it goes.”
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amenable and susceptible to what we call “wind-curtain fluttering,” the main engine of JPM’s
affect.
To schematize this ecological form and its affective world-making, let us first turn to

Chapter 2, where Pan and Ximen meet through the mediation of winds:

The woman was in the very act of reaching up to take down the curtain with a forked
stick when a gust of wind dislodged it from her grip so that it fell. Neither correctly nor
precisely, but right onto the hat of the passerby. As she hastened to put on an ingratiating
smile she looked at him and saw that he was [...] quite a dashing figure ... A man after my
own heart, as romantic [feng-feng-liu-liu, wind-flowing] as can be; beneath the curtain,
he tips a wink at me.

i NIETF LS5 T B PR S CEEENE - 4 N TR R IE -
HFTEABABAM L« fm AERITRSE - BIREBA - A 1+ HAREL - Efe1+0
PR - ARG o EUECRUR (6 T B T EBYEIR (1 5 BRI A © (PIGY
2:1:48-50; JPMCH, 2:1:29, translation modified and emphasis mine)

The emphatic use of the term feng-liu is absent in Shuihuzhuan, which JPM is derived from.?¢’
As JPM makes clear, the fledgling romance between Pan and Ximen is set in motion through
both environmental (i.e., wind) and material (i.e., curtain) co-operations. On the environmental
side, the novel repetitively uses the word “wind” (feng) to describe Pan and Ximen’s romantic
beginning: blowing from the actual wind as a force that makes the woman lose control of her
grip, to a metaphorical reference in the term feng-liu, i.e., “romance” (literally twirling winds),
which best characterize both the flirtatious Pan and Ximen. In turn, almost as in a slapstick
comedy, these atmospheric forces of wind have a clear material effect, in that sticks get blown

out of hands and curtains are set fluttering.

37 JPM used “feng-liu” to describe Pan Jinlian while Shuihu does not: see the comparison made in Sung Te-hsi & {#

Z, “Cantou feng-liu er zi chan — feng-liu ciyi zai zhongguo shehui wenhua shishang de dibian” 3% E/R — 1 —

meaning in Chinese social and cultural history] Tamkang Journal of Chinese Literature 73 ;T. -0 37225, inaugural
issue (1992): 68.
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As the novel takes pain to ecologize their desires, it is this environmental and material
combination — what I call “wind-curtain fluttering” that sets in motion feelings and desire,
guided, through the gaze of the woman as it falls (like the stick on a head) on the figure of the
man. As already noted above, the word feng-/iu in Chinese (lit. “wind-flowing”) is used to
describe romantic, unorthodox and promiscuous persons, behaviors, or styles of living that
impart a sense of (often sexual) freedom from social mores, often meaning both irresponsible
aberration from the norm that is also meant to be “charming.”*%® Feng-liu’s sense of sensual
“excess,” for example, is implied in Pan’s mishandling of the sticks (i.e., phallic instruments of
power, pleasure and punishment), indexing her fluttering (and flirtatious) body and her

behavioral “looseness,” as the novel emphasizes.**’

368 Philosopher Feng Youlan ;% & B argues that feng-liu/wind-flowing (Feng translated feng-liu as “wind-
streaming”) in Chinese philosophical discourses could be understood as equivalent to “romance” and “romanticism”
in the Western tradition. According to Feng, feng-/iu is kindred to Daoism rather than Confucianism, tracing it to
neo-Daoist particularly the Qing-tan J& &£ movement in Jin dynasty (266-420), when “living according to oneself”
was valued. The term’s elusiveness, as Feng concedes, precisely imparts a sense of “freedom and ease” that the
literal meaning (“wind-flowing”) invokes. See Chapter 20 in his 4 Short History of Chinese Philosophy (New Y ork:
The Free Press, 1948), 231-240; and “Lun Feng-liu” 3B [On feng-liu] n Feng Youlan xuanji %} #5542 [Feng
Youlan’s selected essays], edited by Tu Youguang ;5 X 5% (Tianjin: Tianjin renmin chubanshe, 1994), 323-332.
Additionally, Ogawa Tamaki /|\] [|E5f8f, scholar of Chinese literature, noted the upsurge of the use of feng-liu also
in Jin dynasty. The term gained the connotations of “decadence”, “sensuality” and “sexuality” in later dynasties,
epitomized in the term “feng-liu caizi” (“romantic talented scholar”) from the Tang Dynasty onwards until today.
See: Ogawa Tamaki, “Feng-liu ciyi de yanbian” JE{ji 581280758 [The Semantic Changes of feng-liu] in Lun
Zhongguo Shi i EEF [On Chinese Poetry], translated and edited by Yue-him Tam 2%, et al. (Hong Kong:
The Chinese University of Hong Kong Press, 1986), 33-48.

369 Then narrator emphasizes that the stick falls “neither correctly [not duan] nor precisely [not zhen]” (buduan
buzheng RN 1F). As the Chinese words duan-zheng Ui [ means “decent” and “appropriate,” her handling of the
stick is then implied to be “indecent.”
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Fig. 3.4 & 3.5: Relaying of male-and-female gazes captured by camera of feng-liu.

As in the novel, the cinematic adaptation evokes such wind circulation through
camerawork. Translating this scene from words into sounds and images, Li’s camera movements
can be understood as itself a force not only visualizing and representing, but also mimicking,
augmenting, embodying and ventilating such wind circulation. Cinematically, Li Han-hsiang’s
camera captures such flowing of the wind through camera movements. First, it zooms from a
wide shot of the town then panning into the outside of Pan’s window and curtains. Then, when
the two characters begin to interact, the camera movements dynamically capture, like wind
circulating between them, how their relations flow into formation with the two’s body
movements and point-of-view shots (Fig. 3.4 & 3.5). The camera first follows Pan coming down
to the door apologizing to Ximen. Then as Pan retreats into the house step by step, a tracking
shot embodying her retreat inside shows Ximen’s intently looking at her (and the camera’s)
retreat (Fig. 3.5). The fast and alternating movements of the camera(s) in and out of the house, as
well as in between the male and female, enacts the exchangeability of subject-object positions
between Pan to Ximen (also man and woman) and vice versa. It also, of course, allows a
whirlwind of different cinematic gazes and positions, the cinematic apparatus seducing the
viewer as much as Ximen’s and Pan’s appearance seduce the other.

In a way, Li’s cinematic wind movement is pre-formulated already in the novel,

mirroring the to-and-fro gazing between the two in the novel. As this wind-driven scene moves
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forward, descriptions of Pan, supposedly from the perspective of Ximen, continue to flow like a
camera searching and moving on her body in a careful sequence of what some may call

fetishistic cuts:

Behold, she has: Glossy, black, raven’s feather tresses; dark, curved, new moon eyebrows.
Clear, cold, almond eyes; redolently fragrant cherry lips; a straight, full, alabaster nose.
Thickly powdered red cheeks; a handsome, silver salver face; a light, lissome, flowerlike
figure; slender, jade-white, scallion-shoot fingers; a cuddlesome, willow waist; a tender,
pouting, dough-white tummy; tiny, turned-up, pointed feet; buxom breasts, and fresh, white
legs. And there is something else as well: tight and squeezy, red and wrinkly, pale and
fresh, black and cushioned; who can tell what it might be? The beauties of this woman
were such that he could not look his fill.

ERM - BEREEFIRINVE - ZESHANEY - BEL ot IR - BEE
T%@EDEE HZ[EEE SN BRRAISEIR 5 SRR BE s
b EBERERT R RSB - HOREN Eﬁiﬁi 722 BB GE - 4D
Wik 5 - HARAERR G - AN - e - B - IEAA RIS SR - B
AFEtm ANBI - (PIGV 2:1:50; JPMCH 2:1:29, translation modified and emphasis
mine)

The description of Pan is, for sure, erotic. But more crucially it is also cursory and diffusive,
breezing past only the surface of her body, akin to the flow of wind. Admittedly, Pan’s
appearance is scrutinized in searching fashion from head to toe, involving up-and-down ocular
movements like a camera panning— a classic case of what Laura Mulvey calls the “male gaze,”
as Ding Naifei astutely noted.>”°

In Ding’s feminist reading, the description in this scene is penetrative and voyeuristic,

objectifying woman in nothing short of a “striptease.” Ding writes:

It is as if [Pan] exuded a particular and permissive being-looked-at-ness that compels the
looking eye to aggressive penetration and decomposition. For if the male body [of

370 See Laura Mulvey, “Visual Pleasure and Narrative Cinema,” in Visual and Other Pleasures (New York: Palgrave
Macmillan, 1989), 14-28; Naifei Ding, Obscene Things: Sexual Politics in Jin Ping Mei. (Durham: Duke University
Press, 2002), 161.
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Ximen] was ... unseen and whole, the female body is now seen in a virtual lyric
dismembering. (emphasis mine)®”"

Ding rightfully notes that the description of Ximen looking at Pan is more extensive than her
looking at him, but one may also ask, at his moment of the text: has Pan’s body really been
“penetrated,” “decomposed,” and “dismembered”? What Pan exudes is not passive to-be-looked-
at-ness per se, but flowing and atmospheric charm of “wind” (feng-liu) circulating through and
surrounding her body, corresponding to but not resisting “gaze.”?’> As the narrator marvels,
Pan’s beauty, in the eyes of Ximen, is visually unmasterable, forever delaying rather than finally
conquerable. After all, the ultimate object of the questing gaze (the folds of the vagina) are
described as “an object I know not what it is” just as the gaze cannot be fully satisfied (“The

beauties of this woman were such that he could not look his fill,” guan-bu-jin ). In

addition, the gaze of the narrator is floating but fixating as well; the series of reduplications of

words in Chinese starting with B.5¢ %% (hei zhenzhen, “[g]lossy, black, raven’s feather tresses”)

were triggered first of all by the “windy” and romantic (feng-feng-liu-liu, J&\ /&7 57, lit. “wind-
wind-flowing-flowing”) way Ximen looks, which flurries as a continuum of “the gust of wind”
that impacts Pan’s hold of the stick, the curtain’s prohibitive/enabling presence, and then the
two’s bodies.

Not exactly invasive (for Pan, even attractive and lucrative) and definitely not conclusive,
the feng-liu and wind-flowing pleasure (not at all or not yet arriving at sexual intercourse)

generated in this scene for both Ximen and Pan is of atmospheric, cursory, impressionistic, and,

37! Ding, Obscene Things, 161.

372 For example, Ximen’s wife Wu Yue-niang describes Pan’s charm in terms of feng-liu — the way the latter’s
charms flow across her body as “winds:” “As Wu Yue-niang scanned [Pan Jinlian] from head to foot, her glamour
[feng-liu] ran downward apace; as Wy surveyed her from foot to head, her glamour [feng-/iu] flowed up with her
gaze. If one were to describe Pan’s glamour [feng-/iu]; it is like a shlnmg pearl rolling on a crystal plate.” 52 H 4R{¢

THEDEE R > BEURE T (eIERITE » BURLE DR - selEUR - A/KSEEEAREHER - (PIGY 9:1:174;
JPMCH 9:1:116, translation modified and emphasis mine).
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crucially, non-penetrative quality.3”® Not only is Pan unharmed, the man in case, Ximen is
arguably paralyzed by the winds that stirs from and through Pan’s wind-flowing power, which
disempowers the male protagonist more than it does the woman. After all, even for the veteran
womanizer Ximen, whose “mischievous eyes [were] ...adept at assessing [women’s] romantic
possibilities (feng-ging, lit. wind-sentiment J#{%),” lingering with the sight (as well as tarrying
with the descriptions of) Pan is a suspensive experience. According to the narrator, Ximen’s

body is literally immobilized by the wind: his “starch begins to melt” (zisao liao banbian, ik T
2£3%) and his presumed aggression was “sent to Java.”?”* Pan’s susceptibility to, and indeed

superiority in feng-liu, simply overpowers but not empowers Ximen.?’>

Wind-carrying in her demeanor, Pan is not to be underestimated as (merely) an object;
rather, as Naifei Ding memorably called her, she is a “part subject and part object.”3’¢ As a
subject (i.e., woman) conflated with object (i.e., curtain) as well as exuding flows of charm
(feng-liu), Pan indeed stands tall and stands by her “female” gaze. Evaluating Ximen’s worth

(just as Ximen evaluates her), she is more than ready to play “winds” with him:

The woman, for her part, had had a good look at the man and thought to herself, “He’s
dashing and romantic [feng-liu] as well as soft-spoken, and he seems to be rather taken
with me; but I don’t even know his name, or where he lives. If he didn’t care for me he
wouldn’t have glanced back at me seven or eight times before going his way. Who
knows? This may turn out to be the very love-match I’ve been waiting for.” She fixed her
gaze upon the man until he was out of sight before taking down the curtain, closing the
front door, and going back inside.

373 Some similarly sensual but not necessarily sexual adjectives for women in Chinese include, for example, [E 5
Sfeng-yun,(lit. wind-rhythm) and &[5 feng-ging (lit. wind-sentiment).

374 On Java in late Ming China, see Yuanfei Wang, “Java in Discord: Unofficial History, Vernacular Fiction, and the
Discourse of Imperial Identity in Late Ming China (1574—1620).” positions: asia critique 27, no. 4 (2019): 623-652.
375 “The mere sight of her makes one’s ethereal and material souls take flight; Shown off to such advantage, she is a
beautiful, if heartless, lover. No sooner did the man catch sight of her than His starch began to melt and his anger
flew to Java, as the irate look on his face changed into a broad smile.” i A — &, » e HEL T 138 » IPREFECE
ANERZE T (PIGY 2:1: 51-52; JPMCH, 2:1:30).

376 Ding described Pan as “part subject, part object;” Obscene Things, 155.
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Eliim AR TR EURER - sESEE - N et - T AR A AT S
ot fAlEfEE - MEIRIEER - A AREEL/UR - MRS - HITEM
B alEEET TIREEHVENRAN - 54U T L B LR BREET -
(PIGV 2:1:52-53; JPMCH, 2:1:30, translation modified and emphasis mine)

Pan half-heartedly closes the curtain, momentarily ending the wind-flowing romance between
the two. Though the scene is only the first of many in which Pan and Ximen will reciprocate
feng-liu, it is crucial that here Pan brings the scene to an end (just as she, much later, will bring
an end to Ximen’s very life) through the medium of curtain/ing. Therefore, assuming that the
male character is the sole owner of the capacity to gaze is to fail to appreciate the power of feng-
liu as being inevitably a mediation between man and woman and across all genders.

More crucially, for Pan, woman is and can also be @ man. For instance, after failing to stir
“the flame” of Wu Song’s desires, she was talked down by the two Wu brothers to stay put
inside the house and stop being flirtatious. In response, however, Pan did not simply fall back on
womanhood and claim victimhood, she even progressively asserts that she is “a (long-haired)
man” vis-a-vis the two Wu(s). As she curses the latter against expected feminine norms: “I may

not wear a turban but / am such a man, not to mention I am also a dingdong dame!/ I can lift a

man on my fist, carry a horse on my arm, and trample on anyone else’s face. & {EAAHETIAY

FE > ISR | 2200 EITE A iRl EERE-- |7 (PIGY 2:1:45-46; JPMCH

2:1:27, translation modified and emphasis mine).>"’
Confining Pan to the category of woman is, therefore, reductive if not a misgendering
mistake. It follows that feng-/iu must be understood as neither male nor female-exclusive, but

rather as a shareably environmental and potentiating in the atmospheric background. As testified

377 Pan clearly says: “I am (shi &&) ...a man (nan-zi-han).” David Roy’s translation toned down her transgressive
assertion of masculinity or perhaps even transgendering claim on manhood, rendering the phrase as “I may not wear
a turban, but [ am a match for any man.” (PIGV 2:1:46),
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by the poem describing Ximen’s delight in the counter, the curtain flutters with wind and

weather:

In the cool breeze and genial weather, he has sauntered out for a stroll;

By chance, beneath the curtain he encounters a seductive beauty.

Merely because, “on the point of departure, she gives him a meaningful glance”
His desires are so aroused that he cannot call it quits.

JEHEFRS (5 - e D afdEas - RINEREDORE &0 FEH -
(PIGV 2:1:52; JPMCH, 2:1:30, translation modified and emphasis mine)

Throughout JPM, the book and characters often invoke the elements of winds. This poem begins
with the congenial weather facilitating flirtation between Pan and Ximen under the curtain. As
Ling Hon Lam theorized in The Spatiality of Emotion in Early Modern China (2018), emotion in
Chinese literature — better understood as “emotion-realm” (ging-jing %) — is not an
interiorized and psychologized state of mind; instead it designates an affective atmosphere that is
fundamentally spatialized and embedded often in the topos of winds since ancient China.>’® As
Shigehisa Kuriyama and Elizabeth Hsu have also noted, in the Chinese conception of body and
health, as well as self and emotion, wind/feng figures as a prominent element (often negative) in
mediating the body’s inside and outside from ancient to China to even contemporary Asia. "

Since wind, like air (gi), circulates from the outside to the inside of the body, and vice versa, the

378 Ling Hon Lam, The Spatiality of Emotions in Early Modern China: From Dreamscapes to Theatricality (New
York: Columbia University Press, 2018), 20-23.

379 As historian Shigehisa Kuriyama notes, health was considered dependent on the circulation of wind inside and
outside the body in Chinese culture. Elizabeth Hsu, building on Kuriyama, made a fine distinction and overlap
between “feng” (wind) and “qi” (air), noting that the former often carries negative implications. On winds in
literature, Ling Hon Lam traced how in early modern China emotion was conceived as an affective realm
theatricalized by the fopos of winds. See: Shigehisa Kuriyama, “Wind and Self,” The Expressiveness of the Body
and the Divergence of Greek and Chinese Medicine (New York: Zone Books, 1999), 233-270; Elizabeth Hsu, “The
Experience of Wind in Early and Medieval Chinese Medicine." The Journal of the Royal Anthropological Institute
13, no. s1 (2007): 117-134.
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surrounding environment therefore “sculpted the shape and possibilities of the body, molded
desires and dispositions, infused a person's entire being.”38°
Crucially, winds move with the curtain. As Ximen vividly remembers Pan and the

curtain after the first encounter: “...I don’t know why it is, but ever since I caught sight of her

when she was taking down the curtain the other day, it’s been just as though she had stolen away

my three ethereal and my seven material souls. “NHFFEZIRER » RNAVEMN » 2T H XEETHG R T
—IA AR T R = BENA—RY” (PIGV 2:1:60; JPMCH 2:1:36, emphasis mine). Clearly,
Ximen is hooked on Pan not just as any woman, but as a specifically curtained/curtaining
woman. Once triggered, the wind-flowing process of feng-/iu continues to drift through curtains
after curtains throughout the novel among other characters. For example, what happens in
Chapter 2 is indeed a continuation of the wind-curtain fluttering in Chapter 1 — where another
kind of “wind” is invoked to curtail Pan’s romantic and erotic advancement. (Li Han-hsiang
would spotlight this Pan vs. Wu Song episode in another film adaptation Tiger Killer [1982];
more on this film below.)

To see how winds play a role in Pan’s seduction of Wu Song, let’s turn to Chapter 1.
Right before Pan seduces Wu Song, the weather suggest that it is a snowy day, and strong winds

prevails:

Before anyone knew it more than a month had gone by. It was now the eleventh month and
a strong north wind began to blow, day after day. In every quarter what should appear
but:

Dense masses of dark clouds and all of a sudden:
Fluttering and swirling, a skyful of auspicious snow came flying down.

Behold: For ten thousand /i dark clouds are densely massed
In midair the auspicious omen ripples the curtains

380 Kyriyama, “Wind and self,” 235.
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NEBT — A BET—HRR - EHPEEHE - AR TMEESMG » PG
YR T — KR » FEAT | B ? (5 BRIV - 2R e
(PIGV 2:1:52; JPMCH, 2:1:30, translation modified and emphasis mine)

The “rippling curtain” in the sky is a mood that sets the tone for Pan’s fluttering that follows.
Right after this passage we are told about how Pan, always standing near the curtain in her

house, flutters in concert with the curtains in the sky:

Wu Da was hustled out of the house by Pan Jinlian to ply his trade. Now she asked Dame
Wang, next door to buy her some meat and wine, and then went into Wu Sung’s room and
lit a brazier of charcoal. “Today I’ll give his cinders a real stirring,” she thought to
herself. “Never fear, he’s bound to be hooked.” Cold as it was, the woman stood inside the
hanging curtain at the door, all by herself, until she caught sight of Wu Sung... as he
made his way homeward through the snow. The woman raised the curtain to let him in
and said with a smile, “Brother in-law, you must be cold.”

B N A MEE - RRMEEEEE TR - KRR EEE T —aR

Koo pmEEE  TRsHEwE® R . RErres - wBEss
AL [ EREMIEASE - IEE LB SRR - i AR - W
KiE: TRIBBES ?

(PIGV 1:1:36-37; JPMCH 1:1:17, translation modified and emphasis mine)

What follows is Pan’s seduction of Wu inside the room. The fluttering of curtains and Pan are
therefore, as the novel emphasizes, in concert with the stirring winds. While Pan appears to be
the seducer, she is as well just another bearer of winds. Of course Pan herself a seductive
subject/object of flirting (/iao, $) and fanning (bo, #%),*8! wanting to move Wu Song’s heart and
bodies (bupa ta budong qing 1AM EH). Yet note that Pan’s almost choreographic breezes
and winds are counteracted by Wu Song putting on airs of being self-righteous.

Unsettled by her “wind,” Wu Song’s language of rejection reveals another kind of
contending wind at work, that of “local custom/social mores/public morals,” in Chinese feng-su

&4, literally “wind-folk/custom”:

! Original: “HSf NIRFHHELE SRR B - EORAE{ERE QR EE -
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Opening his eyes wide, Wu Sung said, “I’m the sort of man who stands erect between
Heaven and Earth, with teeth in his mouth and hair on his head. I’'m not the sort of pig or
dog who poses a threat to social mores (feng-su) or violates the standards of human
decency. Sister-in-law, this kind of shameless behavior must cease! From now on: if
something happens around here (feng-cui cao-dong), my eyes may recognize you as my
sister-in-law, but my fists won’t recognize you. Let’s have no more of this.”

RIAHEEIR ARG E ¢« T R TR IS S E B 1% - FEIVERIRERE
NfwHFESs | IR EE R =00 - BILSEAE - A EIREE) - Pl IR
PRHYE I - RUEAIR AR

(PIGV 1:1:40, JPMCH, 1:1:19, translation modified and emphasis mine)

In face of Pan’s frivolous and flirtatious feng-liu, Wu struggles to maintain his corporeal and
moral composure while gripped by a velocity of conflicting winds between feng-liu and feng-su
(i.e., social mores).*®* Japanese sinologist Mio Kishimoto genealogically investigates the use of
the word feng-su (local custom) during the Ming-Qing period. She notes that feng-su is neither a
static concept of boundary- and distinction-making (as in “culture” and “custom”) nor is it
implying linear progress (as in “civilization””). Amorphous and ever-changing like wind, feng-su
is also not the law itself, nor is it simply locatable in either individuals or social structure. Rather,

in the eyes of Ming-Qing statesmen such as Gu Yanwu gf 3% #, and Wang Fuxhi F1 2, feng-su

designates an affective diagnostic of whether a society is declining or improving without
resorting to explanatory rubric such as the law, institutions and the state, but through sensing the

spirit, hearts and minds (ren-xin A.[») of people as demonstrated in their social interactions. Put

simply, feng-su designates “local custom” that is by nature dynamically inter-subjective and

382 In David Roy’s translation this statement of Wu Song is treated as a poem. Here 1 presented it as a paragraph.
383 The term feng-su (social mores) appears less than 10 times in JPMCH: Ch.1, Ch. 22, Ch. 30, Ch.34, Ch. 48, Ch.
76, Ch. 77. In contrast, feng-liu (frivolous romance) appears at least more than 40 times throughout the book.
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environmental, and therefore susceptible to changes and cultivations (as implied in the phrase yi-
feng yi-su F5JEG15).384

Winds/feng in JPM, therefore, gathers multiple possibilities of conjugation (feng-liu,
feng-su, feng-cui-cao-dong....). While Pan threatens to curtain and un-curtain herself through
feng-liu, Wu Song cites feng-su and threatens to freeze the former’s fluttering movements. Wu
Song’s own speech, foregrounding winds/feng two times, encapsulates how winds as
“background” forces compel characters to move and think. He is caught in between the
woman/the curtain’s fluttering and rectitude. Pan facilitates the fluttering erotic of feng-liu, we
are told in this passage that Wu Song “was an adamantly straightforward man and did not rise to
the bait.” (EMEAYET). “Erecting between heaven and earth,” he cites straight/strict social
customs and public decency, threatening to extinguish the soft fluttering of Pan’s (in)voluntary
seduction under the atmospheric pressure of the “weather.”

Taking our cue from Wu Song’s entanglement with competing winds, the novel JPM as a
whole can be summed up as the fluttering between (at least) two modalities of wind
conjugations: one that is mainly mediated through Pan in this passage (feng-/iu) and one invoked
by the self-righteous Wu Song (feng-su). This volatility and indeterminacy in differentiating
between overlapping yet colliding types of winds is epitomized in Wu Song’s phrasing
describing his quagmire, that is feng-cui cao-dong JExE&f, (lit. “wind-blowing and grass-
moving”). The generic expression often refers to “occasions arising in the surrounding,”
contingent upon which further and follow-up actions should be pursued. While the blowing wind

(feng-cui) Wu Song refers to at first appears to be merely the flirtatious physical movements of

384 See: Mio Kishimoto FEANZESE, “Fengsu yu lishiguan” T JE{& | BAFES2# [Feng-su and historiography] 13, no. 3
New History ¥ 52£2 (2002); 1-19.
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Pan, at this point Wu is arguably already provoked and bodily affected by her seduction. Put
differently, Wu is suppressing that licentiousness of hers (and his own body reacting) through
summoning the seemingly solid, but always dissolvable feng-su/social mores. In this sense, Wu’s
mentioning of feng-cui cao-dong refers not only to Pan’s sexual advance, but an atmospheric
attunement to a hypervigilant, constantly oscillating environment where(by) whirls of different
kinds of winds gather and contend. The circulatory tension in between feng-liu and feng-su
threatens to erupt in either sex (Wu succumbing to seduction) or murder (Wu suppressing

seduction or killing Pan, which happens only near the end of the novel.

Conclusion

This chapter uses the historical case of Li Han-hsiang’s book-and-cinema entanglement
to theorize the nuances surrounding JPM’s circulation in contemporary world. More than any
other classic Chinese novel, cinematic and transmedial adaptations of JPM are entangled through
a “wind-curtain” dynamics that overlaps with but is not reducible to any institutional covering
and statist acts of censorship. Rather than taking a binaristic view on “openness” and
“repression” in viewing the book’s circulation, Li’s case suggests to us that the slippage between
covering, and exposing is always more unpredictable than assumed. Indeed, as his film texts
demonstrate, curtaining proliferates as an aesthetic device on screen. I argue that this is due to
the affordances of the original novel itself, which is anchored in an ecological form of winds and
the infrastructural networks of curtains. As it stands, frivolous romance (i.e. feng-liu) in JPM, in
whichever remake, is inevitably accompanied by the fluttering of curtains; the degree of such

affective world-marking intensity depends on the “winds” of local customs (feng-su) and the
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world’s climactic happenings (feng-cui-cao-dong). As Li traveled from Republican China to
colonial Hong Kong, post-war Japan, and (post)martial-law Taiwan, we witness how his itinerant
geographical movement (“winds”) gave form to different modes of fluttering of curtains through
JPM.

In the next chapter, I will show further how Li Han-hsiang’s cinema demonstrates that
curtaining does not disappear even in the absence of censorship. We will move from Li’s JPM
journey (as provided to us above through his autobiography) to more close readings of his
adaptations from the 1970s to early 1990s. The next chapter will demonstrate how the literary
texture of wind-curtain fluttering in the novel is interrelated to what Zhang Zhupo calls “splitting
of seam,” which in turn becomes re-mediated in the fabric of Li’s cinematic staging. As Li Han-
hsiang moved his film-making base from Hong Kong and Taiwan to mainland China in the
1990s, JPM’s wind-curtain fluttering took a new direction as Deng Xiaoping opened up
mainland China, inaugurating a volatile transition from socialism to post-socialism. In the
context of China reintegrating into global capitalism, the last section of the next chapter will then
look at JPM’s sensuous entanglement of films, books, and infrastructure. It will show how wind-
curtain dynamic surfaces as aesthetic-political (im)possibility as the so called “Iron Curtain”
(between the communist world and the post-socialist world) appears to vanish. Finally, the
conclusion will move beyond China and the Sinophone world and discuss JPM’s cinematic

circulation across East Asia and Euro-America.
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Chapter Four:

Jin Ping Mei’s po-zhan/split-seam, and the global fabric of wind-scape

After theorizing the contention of winds (feng-liu versus/and feng-su amidst feng-cui-
cao-dong) in the previous chapter, this chapter continues to trace the leaky circulation of wind-
curtain fluttering in JPM through staging a conversation between Ming-Qing literary aesthetics
on the novel’s curtain and curtaining with the mise-en-scéne of JPM’s contemporary film
adaptations. Before continuing to discuss Li Han-hsiang’s film adaptations, here we theorize in
further details what have been called “curtaining” as distinctively different from while also
working in tandem with censorship. More particularly, this section discusses how winds circulate
through the aesthetics of curtaining in film in relation to what the 17" century critic Zhang
Zhupo 5ET7TH (b. 1670-1698) calls po-zhan (split-seam) fifi%¢, meaning “loopholes,” but more
precisely suggesting the “splitting of seam.”

Traditional Chinese fiction critics (such as Jin Sheng-tan, Mao Zong-gang and Li Yu), as
Andrew Plaks noted, were more invested in assessing craftsmanship of fiction in terms of texture
rather than structures, analogizing good writing to sophisticated stitching and tailoring.’%> Zhang
Zhupo is not an exception. In his “How to read JPM” (dufa) essay, Zhang likewise cast JPM as a
sophisticated “volume of a thousand stitches and ten thousand threads” (vi bu gianzhen wanxian

—E T8 4%) — a product of what Gu Ming Dong (a la Zhang) has called JPM’s “poetics of

weaving.”¥¥¢ Viewed in this light, po-zhan can be translated literally as “split-seam,” (as Plaks

385 See Andrew Plaks’ magistral summary in “Traditional Chinese Fiction Criticism: d) Terminology and Central
Concepts,” in How to Read the Chinese Novel, edited by David L. Rolston (Princeton: Princeton University Press,
1990); 92.

386 Cited in Ming Dong Gu, “Brocade of Human Desires: The Poetics of Weaving in the Jin Ping Mei and
Traditional Commentaries." The Journal of Asian Studies 63, no. 2 (2004): 333-356.
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hinted at),**” an expression sensitively restoring the senses of materiality of the Chinese character

zhan %¢, which is constructed with the silk radical (i.e. £). The word zhan and its various
semantic cousins signify not only “loopholes” (po-zhan tfi4g) or “the fraying of fabric” (zhan-po
4Ehf), but also other forms of affective opening such as “blossoming,” (zhan-fang %4€ji¥) and
physical splitting, i.e. the “blistering (of flesh)” (pi-kai-rou-zhan F7BHA4%E).>%® As Zhang sees it,
the novel JPM is driven by how different loopholes (zhan) unravel” (po) and and “un-curtain. As

Zhang writes:

There are many episodes in JPM where the clandestine activities of some of the characters
are disclosed to others through loopholes (po-zhan). For example, Ximen’s sexual
intercourse with Pan during the funeral service for her husband is overheard by the monks
outside the windows; Pan Jinlian’s affair with Qintong is discovered by Sun Xue’e, and
the even more incriminating perfume sachet that Pan Jinlian has given him is also found on
Qingtung's person; Pan Jinlian discovers Ximen Qing's secret assignations with Li Ping-er
over the garden wall and stumbles upon Song Huilian's affair with Ximen Qing; Li Ping-
er's remarks in the Feicuixuan are overheard by Pan Jinlian, bur her own antics in the grape
arbor are witnessed by Tiegun...(translation modified and emphasis mine)

() ARG - MEPEE > NETER - EE > SWERE - tE
i > EEhRTE - fEEm > kR E R o Bkl SEfphEE - 353 0 B
AR TEEAL - AR FERASEA ZRAEAK AR A2/ #FVFLZ
1% - SR - TEPYRELELE - B IF RSB R Y

Echoing with what we have been theorizing as (un)curtaining, Zhang theorizes po-zhan as

accidental and incidental (pian {iF) moments where hidden activities are exposed through

omnipresent voyeurism and atmospheric surveillance, particularly along windows and walls, and

387 «“Split-seam” is one of Andrew Plaks’ translation of the word po-zhan. In modern usage, po-zhan often negatively
refers to errors and flaws in one’s plot, design or reasoning. The term has been alternatively translated as “crack”
and “rifts” by David Roy; see Plaks, “Traditional Chinese Fiction Criticism,” 92.

388 See the entry of “zhan 48~ in Revised Mandarin Chinese Dictionary BE4RBIEERF H{EZT A, National Academy
for Educational Research [F|% 2y 5557,
https://dict.revised.moe.edu.tw/dictView.jsp?ID=7824&q=1&word=%E7%B6%BB

389 The English translation is cited from David Roy’s in How to Read the Chinese Novel edited by David Rolston
(Princeton: Princeton University Press, 1990): 207; Chinese original cited in Zhang Zhupo, “Jin Ping Mei dufa 3
MgEE %, in Jin Ping Mei Ziliao Huibian 5 ERESR, edited by Zhu Yixuan Z&—2Z (Tianjin: Nankai
University Press, 1985), 211.

216



of course: curtains. That the novel is full of descriptions of curtain is well-noted by Zhang and
contemporary critics. Martin Huang, for example, has pointed out that JPM is “dominated by
images of screens, windows, and bedroom curtains;” spying on others or overhearing them
almost becomes a ritual.**® Extending the notion of the po-zhan from within to the outside of the
novel, Katherine Carlitz contends that readers of JPM perform voyeurism just as characters
do.**! In this light, it is understandable that contemporary critics interprets Zhang’s marveling at
po-zhan in terms of surveillance.?

Besides concerns about power, what is more surprising is perhaps the fact that Zhang
finds the aesthetic of po-zhan revelatory of something profound: “the predicament to which

human emotions lead.” (renqing zhi kewei \{%& > n]£%). For Zhang, as we have argued, JPM is a

novel punctuated by po-zhan one after another, uncurtaining and curtained by turns. As he goes

on to extol the author of JPM:

Examples of po-zhan are too many to enumerate. In general, the author uses risky
technique [Asien-pi [Z&] in order to show the predicaments to which human emotions can
lead. But even more remarkable is the way in which he enables the characters whose
clandestine activities are disclosed to cover their cracks with plausible alibis so that he
does not have to waste his energy on tedious explanations. This is why his technique is so
miraculous [hua-bi {EEE)]

390 Martin Huang, “The Materiality of Desire and the Beyond in Jin Ping Mei,” in Desire and Fictional Narrative in
Late Imperial China. (Cambridge: Harvard University Asia Center, 2001); 86-87.

391 As Carlitz writes, “The author of JPM... communicates the illicit nature of JPM’s sexual encounters by making
us voyeurs: in clandestine company with Pan Jinlian, Ying Bojue, or various little boys, we watch these encounters
through keyholes, we listen through walls. These other characters catch us in the act of watching Ximen Qing and
his various partners, thus exposing our own frailties, demonstrating that the reader has as great a need for self-
cultivation as do any of the characters in the novel. (emphasis mine).” Katherine Cartliz, The Rhetoric of Chin P'ing
Mei. (Bloomington: Indiana University Press, 1986), 51-52

392 See, for example, Chen Jianhua [#Z2#E, “Yu de ningshi, Jin Ping Mei Cihua de xushu fangfa shijue yu xingbie
WEVEER ¢ (BIfEEEEE) AR A ~ R ELM:HI [On the gaze of desire, Jin Ping Mei’s narrative, visuality
and gender], in Jingdian Zhuanhua yu Ming Qing Xushi Wenxue %5 BLiE - EBLHH 5 REE 2 [Transforming classics
and the Ming-Qing literary narrative] edited by Ayling Wang F-¥5¥% and Hu Siao-chen &8 H. (Taipei: Linking,
2009): 97-128; Shi Xiaojun 52/]NE, “Jin Ping Mei zhongdi toukui yu gianting” 3 { &HRHE) rPHY a5 B &S
[On Jin Ping Mei’s voyeurism and eavesdropping] in 2012 Taiwan Jin Ping Mei Guoji Xueshu Yan Taohui
Lunwenji 2012 & /&SN EIPR Z400H 51 @56 £, edited by Chen Yiyuan (Taipei: Liren Shuju, 2013): 149-166.

2
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sEAUER > SR AT RL - B2 > R ANBZ R - [IOERREEENY > Tk
BIfiZ » SiAE I RE - HATLAR(LE -

(translation modified and emphasis mine)

Po-zhan, as a form of curtaining and uncurtaining in JPM, is pleasurable and fascinating. What
impressed Zhang was that po-zhan, once uncurtained, were smoothed over and curtained
immediately through techniques and craftmanship of writing and weaving. Curtaining and
uncurtaining by turns dynamically propel the narrative forward. As Zhang asserts, such po-zhan
demonstrates finesses of writing that are both “risky” (xian bi [Z) and eventually “miraculous.”
(hua-bi {£2&.) The revealing through po-zhan, in Zhang’s view, thus not only relates to questions
of power and ethics (e.g., intrusion of privacy, transgression of social mores and gender norms)
that are entrenched in dichotomy (e.g., male/female, private/public), but more generatively and
infrastructurally about affording the very possibility of sustainable wind-curtain dynamic,
without which the story of JPM would stop, or stop from being read, or watched (in the case of
film adaptations) due to a full ban from circulation.

With a contextualized understanding of the aesthetics of po-zhan/split-seam as a form of
(un)curtain/ing, we can now trace how winds conjugate (e.g., feng-liu, feng-su, feng-cui-cao-
dong...) and circulate through more and more “loopholes” and po-zhan, punctuating and
articulating the plot and the narration of the story. As discussed in the previous chapter, wind-
curtain fluttering begins in between Pan Jinlian and Wu Song (Chapter 1 of HLM). As shown in
Wu Song’s wrestling with winds, feng-/iu (flirtatious romance) and feng-su (social mores)
collide and converge as the wind-curtain dynamics in the novel. Initially, Wu Song tries to arrest
the wind-curtain dynamic. To prevent Pan and the house’s curtain from extra-marital romance,

Wu Song urges his brother Wu Da to observe and enforce local customs (feng-su): go home

393 Zhang, “How to Read,” 207; “Jin Ping Mei dufa,” 211.
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early, lock the doors and close the curtain on time (zixi menhu {F4fif'77), preventing Pan from
“shameless” exposure.’*

Not coincidentally, the Chinese word for curtains, /ian &, significantly rhymes with
“shame,” (lian-chi BEHD),>%° serving as an aesthetic device demarcating spatial, architectural and

by extension social and gender hierarchies. Following this spatial and formal logic, Wu Song
urged his brother Wu Da — the legal husband of Pan — to lock Pan up, disallowing her to dress up
and aesthetically curtain herself at the border of home and the outside world. The arrival of
Ximen Qing, himself a wind-bearing figure of feng-/iu, however, stirs up Pan’s curtain. The

curtain is emphasized three times within one paragraph of this pivotal scene:

One day in the third month, when spring was at its most beautiful, Pan Jinlian dressed
herself up alluringly and could hardly wait for Wu Da’s departure before taking up her
position behind the curtain that hung over the front door. She had become accustomed to
standing there until her husband was expected home and then taking down the curtain and
going inside to wait for him. But this particular day was one of those occasions on which
something was destined to happen. Just as she was about to take down the curtain a
certain person happened to walk by...

—H » ZABCHER S > TR > BEERRHPT > SAEFTRIEE TIEIL - &Y
R R MR AREE oy BT T L BEEERNAN - —HWLESERE > aAlFE—EA
T N WA (PIGV 2:1:48, JPMCH, 2:1:28-29, translation modified and emphasis
mine)

PHCRRR SN ¢ T ERE  AVEEERERT » AEZFFTE o 7 (JPMCH 2:1:28)

395 This observation is echoed throughout many studies (interestingly, all by female scholars) which argue that the
aesthetics of curtain in JPM demarcates social, moral and gender boundaries, but none of them emphatically
connects it to the novel’s figuration of wind and weather, as well as JPM’s censorship and cinema. See: Dai Na %

48, “Shilun Jin Ping Mei zhong de lianzi yixiang,” i ( &JififE) 09 "B+ F 5 [On the imagery of curtain
in Jin Ping Mei), Wenjiao Ziliao SCE Y}, n0.34 (2007): 40-43; Xue Lei g8, “Jin Ping Mei Zhong de ‘lianzi’
yiziang de shenmei” (EjfifF) H " HEF | HEAVESEIEH [The aesthetic role of the curtain imagery in Jin
Ping Mei), Journal of Guangdong Polytechnic Normal University B B figEMEE2EEER, no.2 (2010): 6-8; Huang
Hui-ling &= E$%, “Lun Jin Ping Mei Cihua zhong daode yu qingyu zhi liudong — yi ‘lian’ zhi wuxiang wei kaocha
zhongxin”if (<EififaazE) FETEBER mE—DL T HE, ZWS f75 22407 [The flow of morality,
Sentiments and sensuality in Jin Ping Mei based on the portrayal of curtains], Studies in Chinese Literature g2
BTS2 no. 50 (2020): 135-172; Shao Liguang APRE Y, “Shilun Jin Ping Mei lianzi yixiang de xushi gongneng” &
M (EHE) TEET EZAYAEETHAE [On the functions of the curtain imagery in Jin Ping Mei), Journal of
Henan Polytechnic University (Social Sciences) Ja[Fa ¥ T K EH (1 € RIERR) 22, no.4 (2021): 80-84.
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Marking the inside from the outside, the curtain later falls due to some geophysical wind;
Pan himself blames it on the wind. Drawing Ximen in, the wind also gathers repeatably and
infrastructurally more and more participants as the story progresses. For example, the lady pimp
named Dame Wang T 2% (henceforth Wang). Catching wind of Pan’s curtain/ing, Wang’s
opportunistic participation in feng-liu suggests that wind-circulation is never a private but public
affair; wind-flowing is a social, sexual, and crucially, commercial, and capitalist event of profit-
making. It is therefore not for nothing that, as an expert in matchmaking and pimping, Wang
calls her earnings feng-liu-gian & ;i 3% (lit. wind-flowing money), meaning “agency fees” in
pimping outside of social mores.

Noting Wang’s zest for match-making of feng-liu, Ximen calls Wang “a feng/mad
woman” feng-po-zi [E\Z£f- but unusually with the Chinese character feng/wind J& in replace of
the homophonous word feng/crazy J&, whose graphic also carries a wind element in its
character.>® For Ximen, then, Wang is a “crazy” (feng J&) matchmaker and deal-maker of
“wind” (feng, [&). Given that the conventional Chinese character for feng/crazy J& has been used
in other chapters,*’ the consistent rendering of Wang’s “craziness” in JPM’s Chapter 2 as
feng/wind [ is therefore a stylistic choice on the part of the author or editor, spotlighting her as a

profit-driven, transactional or even transgressive medium of wind, gravitating towards the

396 The editor of JPMCH in a footnote suggests that in this instance feng/wind/[& is synonymous with feng/madness/
Ji, feng without explaining why. The element of wind in the Chinese character feng is totally lost in translation after
rendered in English. For example, Ximen says to Wang: “What a crazy old crone you are [feng-po-zi, literally
meaning “wind-old-woman”]...you just keep joking and making a crazy face [feng-lian, “wind-face”] {[ 7B 12 [El %
F o HEhEEEEEHEE. ” [PIGV 2:1 56; JPMCH 2:1:33, translation modified] Later, Ximen again calls Wang a
woman of wind: “Why you crazy old crone [feng-po-zi], you are just crazy [feng, literally ‘you are just wind.”] {5
BEET > HEE " [PIGV 2:1 59; JPMCH 2:1:45].

%7 For example in Chapter 28: “PEFIEEE : " BEAEER > W iEioEstE ,
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alright-ness of feng-liu regardless of the airtightness of feng-su. Note how Wang captures and

capitalizes on the wind-induced “hook up scene” between Pan and Ximen:

This scene happened to be witnessed by Dame Wang, whose teahouse was situated next door.
Breaking into a laugh, the old lady said, “And whatever induced you to walk under these
particular eaves, sir? It serves you right.”

A EMEE R ER EETER - IMETE © TR RE A TEEE TE ?
FTHYIESF | | (PIGV 2:1:52; JPMCH, 2:1:30, translation modified)

Fig. 4.1: Wind and air circulation between the inside and outside.

Fig. 4.2: Dame Wang’s catching wind of feng-liu in the Ming woodblock illustration
Source: PIGV: 2:1:49.
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Fig. 4.3: Catching winds from Dame Wang’s teashop.

Wang does all kinds of business including coupling man and woman; she has been
described as an enabler of another compound word feng-yue & H (lit. wind-moonlight), which is
another slippery term like feng-liu. The term feng-yue, literally meaning “light breeze and bright
moon,” in Chinese ambivalently refers to “romantic and sexual feelings outside of norms,” or
“sexual/sensual promiscuity.” Most poetically, feng-yue refers to “the beautiful scenery to be
savored at the moment (while dismissing serious and political affairs),” and most vulgarly, as an
adjective for “brothel,” as in the modern Chinese phrase feng-yue chang-suo J& H 5.3
Ventilating all these nuance and ambivalence of the term feng-yue, Li Han-hsiang has been

known as the initiator of a film genre called feng-yue movie & H F, often referring to his profit-

driven Chinese-costumed soft porn movies.**

398 JPM’s Chapter 2 describes Wang thus: “It so happens that this Dame Wang, the proprietress of the teahouse, was
not the sort to abide by her lot. In fact, for years she had played the procuress, made a living as a matchmaker,
peddled human flesh been a broker, meddled in midwifery, acted as accoucheur, and revealed a knack for every sort
of knavery ... she is also [a]dept at manipulating the breeze [feng] and the moonlight [yue] to her own advantage.”
JFAREBZE DN EE - WARRTADHY - EERAEEE) - s - g% BCr% . Xauhey > i
IR > NER BT IWAVESAEA IR (PIGY 2:1:57-68; JPMCH 2:1:34). My explanation of the word
feng-yue is drawn from Revised Mandarin Chinese Dictionary ZE 4R BlsEEF HLIEE TR, s.v. “feng-yue JE H” edited by
National Academy for Educational Research %2y 5 1/15¢ 7%, accessed February 23, 2023,
https://dict.revised.moe.edu.tw/dictView.jsp?ID=37327&q=1&word=%E9%A2%A8%E6%9C%88

399 Rejoining the Shaw Brother studio in 1972, Li is known to have produced a series of ancient-costumed films in
the genre of what was called feng-yue movies. Li himself differentiates his more “Chinese aesthetic” inflected feng-
yue movies from what have been called Category III movies that he made in the 1990s, though he admitted both are
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Fittingly, Golden Lotus is one such example. In Li’s reconstruction of Pan, Ximen and
Wang’s wind-induced and -produced erotic/economic collaboration, winds similarly easily
circulate around Pan’s household installed with gigantic windows, ventilating air and Pan’s
desire for self-exhibition through covering of curtain (Fig. 4.1). Next to it is Wang’s teashop.
Compared to the Ming illustration of the scene (Fig. 4.2), where readers are positioned as a
virtual passerby (Fig. 4.3), the film more viscerally treat the audiences with a point-of-view shot
from the “inside” of Wang’s shop. Carefully curated to focalize while also decenter Pan and
Ximen, the teapots and bowls, while blocking and framing the incident, index not only the very
environmental entrapment of Wang/the audience/the camera. More precisely, the so-called
blocking of objects help focalize and aestheticize the center of attention (here in this shot,
Ximen) through what I call curtaining throughout the chapter: an aesthetic-political practice

which takes place through the rendering visible within and through the invisible.

Fig. 4.4: Golden Lotus’s multiple layers of curtain(ing): fabric(ation) displayed to the
privileged audience while also hidden at the background from other diegetic characters,

for profit-making. The less literary sounding and less Chinese-culture-derived latter category “Category III film”
emerged only after Hong Kong set up a film classicization system in 1988. See: Edwin C. Chen [§i{&%;, “Daguan
shijie fengyue qingnong, qiantan Li Hanxiang doyan de fengyue dianying [yi]” KRR - B A E R ——=23E
EEEDERY T &R, (—) [A cosmos of sentimental feng-yue: On Li Han-hsiang’s feng-yue movies],
Funscreen F{HEER of Taiwan Film and Audiovisual Institute [ 52 8852 K (A=A oy, 31 July 2020,
https://funscreen.tfai.org.tw/article/7974.

223



Without Wang’s catching wind of Pan and Ximen’s feng-/iu encounter, the novel, as it is,
simply will not proceed further — in the fashion of curtain(ing) and uncurtaining as well as po-
zhan, the covering and uncovering of loopholes. While we noted that Pan hides herself behind
the curtain to attract male gazes, the novel echoes curtaining not only in terms of her
exhibitionism, but in terms of plot progression as well. Foregrounding the texture of hiding, the
novel takes pain to describe to us that the feng-liu trio (Pan, Ximen and now also Wang)
altogether employs the traditionally feminine and domestic task of embroidery to “curtain” an
illicit affair with “curtaining” the (dead) body as the pretext. To help Ximen further develop his
and Pan’s feng-liu, Wang sets up a meeting between Pan and Ximen on the pretext of nothing but
making the old lady’s burial clothes.**® Wang is highly selective in terms of the texture, style and
value of the fabric, ordering from Ximen (himself, notably, a wealthy merchant trading in fabric)
“a bolt of blue pongee and another of white, along with a bolt of white damask [and also] ten
taels” worth of good quality silk wadding. — €84l » —C A4 —EH45 - FH T4,
displayed in great colors in the film Golden Lotus (Fig. 4.4) (PIGV 3:1:65; JPMCH, 3:1:40,
translation modified). As Wang highlights, Pan’s father was a tailor, and her embroidery training

is noted as excellent. Wang therefore uses the high-end fabric to convince Pan to make burial

400 Wang and Pan flatly transgress tradition and chose “an ominous day” (po-ri, i H, lit. a day of “split”) in
traditional Chinese calendar [ to make the burial garments: “[Pan Jinlian] took the calendar in her hand and
examined it for a while. ‘Tomorrow is an unlucky day,’ she said, ‘and the day after tomorrow is bad too. The next
good day for tailoring is not until the day after the day after tomorrow.” Dame Wang snatched the calendar away
from her and hung it back on the wall, saying, ‘The fact that you’re willing to do it for me, young lady, makes you
my lucky star. What need is there to be particular about the date. I already asked someone to check for me and he
reported that tomorrow is an unlucky day. But I for one, see no reason to pay any attention to the taboo against
doing tailoring on ominous days.” Pan said, ‘burial garments made on an ominous day, that’s a good idea.” % A 3%

EFRN - FT—E - E: "THHEKH > REEAY - BEEYMEHTREKH - | TEEFHUAFRETEK
IR b (i 0 DA SR EIE S o iR —REE - B | WY AERK > SREHH 2
WeH - ZHFUESKH AW H - Rl | | B AE ¢ TERERR - ERBHET - 7 (PIGY 3:1:70;
JPMCH, 3:1:44, translation modified and emphasis mine)
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clothes for herself. With tailoring and “curtaining” as a pretext, Wang, as feng-liu facilitator, next
arranges for Ximen to appear during the tailoring. Wang then threatens to tell Wu Da about the
affair, unless (the by then all-too-willing) Pan agrees to engage in an affair with Ximen from

then on.

Fig. 4.5: Curtaining by the curtain and wooden bars from Dame Wang’s perspective.

Fig. 4.6: Curtaining by the door from Dame Wang’s perspective.

Fig. 4.7: Dame Wang looking at Ximen and Pang through curtains.

Fig. 4.8: Looking from an aesthetically carved hole in the wall.

In the film’s re-curation of this secret meeting, the motif of po-zhan/split-seam, and by
extension, tailoring, translates into an embodied cinematic texture of wind and curtaining. In
Golden Lotus, Wang first peers into her room through the veiled windows, filtered with the
camera’s wooden bars and the curtain’s fabric. (Fig. 4.5) As Ximen and Pan move to the bed for
sex, Wang moves towards the door for a better look. Her sight fluctuates and body vibrates as

she struggles to see more through the swinging door’s gap, indexed by the heady, jerky
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movement of the camera, proffering a simultaneously titillating and/or frustrating cinematic
experience (Fig. 4.6 & 4.7).

Wang is, however, just one “camera” among many hidden eyes. Like the invisible air, the
film (and of course, also the novel’s) narration are themselves the very all-encompassing
atmospheric apparatus of sensory surveillance itself, tailoring to us a montage that suggests
suffusion through several diegetically impossible angles. Most outlandishly in Golden Lotus,
such po-zhan is offered through a smoothly carved and curved hole behind the “wall” of Dame
Wang’s room, which extends, arguably as a hole in the film set, the film screen and the theater.
What is busily displayed on screen here is the curtaining itself, affectively curated through layers
of “veils” such as the wooden frame of the wall, bed curtain, bedsheet, the door curtain, the
window curtain, as well as the “curtain” (i.e. layers of clothing) on Ximen and Pan’s bodies.
(Fig. 4.8).

Throughout his career, Li was renowned for his meticulous attention to art direction and
props.**! As the film progresses, Li Han-hsiang’s curation of curtains — and by extension, the
cinematic screen — would only mirror the very texture of the novel more effectively. Film and
media theorist Giuliana Bruno (who in turn draws from Giles Deleuze) in her book Surface:
Matters of Aesthetics, Materiality, and Media (2014) argues that “affect is actually ‘worn’ on the

surface as it is threaded through time in the form of residual stains, traces, and texture.” *°2 Going

4011 i said the following about another JPM adaptation The Golden Lotus "Love and Desire” 4B H (1991): “Our
attention to costumes makes our feng-yue and Category Three films stand out. Take the furniture in the Ming-
dynasty for example; they are simpler in design and patterns, but the Qing counterparts are more complex. We were
meticulous about all this [...] not a single bed would look the same in the past ... there were also various kinds of
curtains and we paid attention all styles, colors, and tonality ... in this way we make films richer in texture so that
the audience has something more to look at.” Quoted from Chen Qingwei, Li Qin, [§%{& - 228, “Li Hanxiang tan
chuang lunxi Jinping Fengyue zhizuo gianhou” ZR#EFrEsiRamEY (S3ET ) ELERT% [Li Han-hsiang on the
production of “The Golden Lotus "Love and Desire”], City Entertainment Magazine BasZ 283 T, No. 315 (May
1991): 47-48

402 Giuliana Bruno, Surface: Matters of Aesthetics, Materiality, and Media (Chicago: University of Chicago Press,
2014), 5.
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beyond the platitudes of (subject-centered) voyeurism and (power-driven) surveillance, we can
now understand Golden Lotus as Li Han-Hsiang’s very own affective reconstruction and
reactivation of “wind-curtain” fluttering drawing from the novel itself, demonstrating to us, in
Bruno’s words, “the tailoring of film,” which in itself echoes the aesthetic of po-zhan (derived
from Zhang Zhu-po’s earlier theorization) of JPM.

Understood as po-zhan and “split-seam,” the curtains as well as the curtaining curated by
Li Han-hsiang on screen can be serially understood as virtual and material “blossoming” or
eventful unravelling (zhan) of loopholes in the novel. These textural curations demand us to
reclaim analytical rubrics afforded by the novel’s form of affects such as wind-curtain fluttering
and po-zhan, before an otherwise useful application of psychoanalytic term such as voyeurism,
derived either from Sigmund Freud or the panopticon by Michel Foucault. The goal here is
therefore to foreground how objects such as curtains intervene in fashioning a textured JPM
experience, both textual and cinematic, of wind’s flowing in feng-liu.

Viewing film itself as sartorial worldmaking, as Bruno suggests, Li’s JPM films not only
block, expose and filter, but more fashionably decorate and dress the shots and mise-en-scéne,
re-curating what Jonathan Hay has called “sensuous surfaces” which permeated the Ming and
Qing dynasties” material cultures.**> One may recall that in the novel curtains sensuously, or
sometimes simply infrastructurally flutter in two-thirds of the chapters.*** Depending on
materials, curtains (or other materials or surfaces performing curtaining) vary in design and

transparency. The novel itself shows a keen awareness of the textural and material

403 Jonathan Hay, Sensuous Surfaces: The Decorative Object in Early Modern China (Honolulu: University of
Hawai‘i Press, 2010.)

404 Oftentimes, characters are said to lift the curtain just to enter the room. According to Huang Hui-ling’s statistics,
the character for “curtain” appears 207 times in the novel, spread across 80 chapters, totaling around two-thirds of
the books. See: Huang, “Lun Jin Ping Mei,” 141-142.
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differentiations among different curtains as coverings, ranging from “embroidered hangings (xiu-
lian %558), “crimson bed curtain” (sha-lian 4V5), “hanging blinds of speckled bamboo,” (xiang-
lian #f%), “beaded portieres” (zhu-lian ¥:f#), “the emerald blind” (cui-lian Z5&), “the curtain of
crystal beads” (shuijing-lian 7K 545€)”, as well as “the gauze mosquito netting” (sha-zhang Vi)

and “fragrant silk” (xiang-lu %), to name a few.*0

Fig. 4.9 & Fig. 4.10 : Curtaining (Left) and uncurtaining (Right)

through an upward tilt shot passing through the flower-patterned screen.

Fig. 4.11 & Fig. 4.12: Stylistic display of multiple curtains of diverse textures and shapes.

4051 am indebted to Huang’s listing here see: “Lun Jin Ping Mei,” 144.
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Fig. 4.13: Layers and folds of un/curtaining on and off bodies, on and off screen.

Echoing such textural diversity, across Li’s adaptations (and indeed most other JPM
films; see below) the affect of curtaining and uncurtaining assumes multifarious forms of
curation of screens (as objects and props in the film set) as well as the cinematic screen itself.*
In Golden Lotus, explicit shots of female nudity, while certainly available, are by turns or at the
same time covered and curtained: through a hole in the wall and floral pattern curtain (as
mentioned above Fig. 4.9 & 4.10), a close-up of glass beads curtain (Fig. 4.11 & 4.12), or an
explicit juxtaposition or conflation of curtains with curtaining/clothing on female bodies (Fig.
4.13). Such curtaining at times, as Bruno argued in a different context, move affectively along
with the tracking wind of camera movement. Consider, for instance, another sequence where Pan
spies on Ximen and another of his wives, Li Ping-er, through the door gap. The camera (a
surrogate of Pan’s vision) first hides behind a semi-transparent floral screen before tilting

upward to unravel the latter two’s erotic zhan: “seam-splitting” (po-zhan ff74¢) and, as per the

flowers on screen, flowering (zhan-fang, 4€5%) in all its texture (Fig. 4.13).

406 Wu Hung discusses the “ambiguous identities” of screen as an object, a painting medium, and a pictorial
representation in Chinese art history in The Double Screen: Medium and Representation in Chinese Painting.
(Chicago: University of Chicago Press, 1996).
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As the film and the novel come to an end, wind-curtain fluttering begins to subside.
Circulation of feng-liu persists throughout the novel as in Golden Lotus, from the moment of
Ximen, Pan and Wang’s murder of Wu Da (Chapter 5), followed by the exile and sentencing of
Wu Song (Chapter 10). Near the end of the novel, however, the curtain subsides but does not
disappear; indeed, the curtain will infrastructurally remain, only to be turned into a fabric of
blood: a curtain that can no longer conceal. Tian Xiaofei has incisively pointed out that the story
of JPM appears to be bookended by two events of curtaining, both involving Pan seductively
hiding herself with(in) the curtain.**” The first instance occurs in the case of Pan curtaining
herself while encounters Wu Song in Chapter 2 on a cold winter night. The second occurs,
fatally, in Chapter 87, where she repeats her seduction in her “reunion” with Wu Song.**® In the
second time, Wu would (successfully) kill her, as foretold in the opening couplet in Chapter 2,
which says “...That [Pan and Dame Wang’s] blood will spatter the standing curtain and make
the whole floor red [ 8571 RiHIAT.”

As JPM begins to end, the climatic concern of feng-su (local custom), itself a dynamic
interaction of human and environment, begins to override the currents of feng-liu. Wu Song, who

abhors Pan’s “corrupting” of feng-su with feng-liu/feng-yue, all of a sudden stages a whirlwind

407 Tian Xiaofei writes: “In Chapter 87, when Pan leaves Ximen’s family and waiting to be married off, she has
already become a very different person than before. But as Wu Song returns, it is as if time has suspended: she once
again stands under the curtain: what a familiar curtain! We would almost forget that the sheer masterpiece of
JPM extends across two curtains 55 /\ [0 » SEECEERAFEFTE - AETEFEAHE - ElHyaE - 0
BE Y - HPEWA » 2R S — VIR A A By - MR TR o BB E TR
R o EERENIEAE » 2 PEHEERMSE T - AEE N A WlEEE T2 [ (translation and italics
mine) See Xiaofei Tian FHEEIE, Qiushuitang Lun Jin Ping Mei FXK7K 5 55 $:fiMF [Qiushuitang on Jin Ping Mei)
(Guilin: Guangxi Normal University Press, 2019), 39.
408 In Chapter 87, Pan deliberately hides herself behinds the curtains this way: “The next day, he put on his turban,
donned his clothes, went straight out the door, and headed to Dame Wang’s place. [Pan] Jinlian was standing
behind the curtain that hung over the front door at the time, and when she saw Wu Sung coming, she promptly
disappeared into the inner room. Wu Song lifted aside the curtain and asked, “Is Dame Wang at home?” X H » 52
IEEFEAK > S PTREIEEFTE - SRR Mg > REAK - EITPI A ZE - BPAHRBHER(ER -
FFAEMESESR ? | (PIGV 87:5:121; JPMCH, 87:3:1494, translation modified and emphasis mine).
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comeback after a hiatus of more than around 70 episodes. As he returns with a vengeance, the
narrator himself is caught off guard by the environmental changes taking place within the

imperial court and imperial politics:

Who could have anticipated that, while [Wu Song was] on his way [to seek patronage from
military exile], he heard that an heir apparent had been designated to reside in the Eastern
Palace, and that at the Suburban Sacrifice to Heaven on the day of the winter solstice, a
general amnesty had been issued to celebrate the occasion ... Wu Song ... resume|s] his
post as police captain. On returning to his brother’s home ... he was told, “Ximen Qing is
already dead, and your sister-in-law has been expelled from his household and is currently
residing at Dame Wang’s place where she is waiting to be married off. When Wu Sung
heard this: His old resentment awoke in his heart ...

AREILERE > BEERAR - BARFEARIEIR - FUEHM T 730G » IREEMREZE
BHCETEA - RS EIERORFFZe - FTHRPEPIECSE - TRE T KT S
BETE > RN BETEE T > BOEL. ..

(PIGV 87:5:120; JPMCH 87:3:1494, translation modified and emphasis mine)

Winds have changed; as we can recall, Wu Song claims to defend feng-su (social mores) vis-a-
vis Pan’s feng-liu, and his return signals a resurgence of the former which has subsided in most
of the novel. As Wu Song swiftly transforms from an outlaw to the enforcement of law and back
to extrajudicial avenger (i.e., from a murderer of guards who escort him to exile, to a police
inspector), he is determined to expose the final loophole/po-zhan in the novel, which is the secret
murder committed, covered, and curtained up by the feng-liu trio Pan, Ximen and Wang.
Foretelling the ending of Pan, Chapter 87 announces in its opening couplet, “...Good and evil
acts inevitably bring their appropriate results/ Though you fly high or travel far you cannot run

for cover ZEFITA A H o miEEWER" (PIGV, 87:5:113; JPMCH, 87:3:1489, translation
modified and emphasis mine). Coached still in the language of covering and curtaining, the poem

refers to Pan, Ximen and Wang’s covered up murder of Wu Da in Chapter 5. The feng-liu trio

decides to kill Wu Da after the latter got wind of their tailoring of an affair, but even their murder
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involves fabric(ation). Consider the invocation of covering and fabric in Wang’s instruction for

Pan’s murder:

When the poison starts to take effect his stomach and intestines will burst and he may cry
out. You must muffle his cries with a quilt so no one will hear, holding_the quilt in place
as tightly as you can. You must also heat a pan of hot water beforehand and put a rag to
soak in it. When the poison takes effect there may be hemorrhaging from all his seven
apertures as well as telltale marks where he has bitten his lips. After he stops breathing you
must remove the quilt, take the rag that you have soaked in hot water and wipe away any
signs of blood.

frs s R AT - ARG T - RO — - fRalfEg—& - A AZEAIER - BEW
UYL - TR T —805 - BE—IREEAD - MEHR 2R > t8NRm - OB R
H A ERIAEDE - e Rl T 0 IR - AR AR R —1% - &g T
B o (PIGV 87:5:120, translation modified; JPMCH, 87:3:1494)

Fig. 4.14: The looming curtain in the Ming illustration; Source: PIGV, 5:1:108.
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Fig: 4.17 & Fig. 4.18: Murderous curtains in 7iger Killer (1982)

Buoyed up by the winds of feng-liu, all steps of the murder are done through the very materiality
of fabric used in covering and curtaining. First, Wu Da dies of arsenic (first “wrapped in cloth”)
and additionally smothered (by quilt), just as his corpse later is dressed up as “natural” and in
turn covered up by bribery.*%® Such textural attention to fabric(ation) persists or even magnifies
in the Ming illustrations, where the bed curtain (not underscored at all in the novel’s crime
scene) cloud over the murder, in sync with the illustrator’s depiction of vapor/clouds (and

metonymically, breath/air) at the picture’s upper half (Fig. 4.14).

409 Fabric appears, first, with the arsenic: “...Ximen had not been gone for long when he returned with a wrapped
packet of arsenic HERPEFIBENLES - & 7 —H&HEFE - (PIGV 5:1:105; JPMCH, 5:1:69, translation modified);
second, with the act of smothering: “... [Pan] jumped onto the bed...and pressed down on the edge of the quilt with
all her might... Bk FPRA » BE RS b ST LRI TGS - SRR (PIGY 5:1:107; JPMCH,
5:1:71); third, with Wu Da’s corpse: “Pan and Dame Wang] combed his hair, placed a turban on his head...stretched
a strip of white damask over his face and covered the corpse with a clean quilt.... AR 758 » &k 5 » ZET7AK
2o QUSEERIEUEE T o KR 04E T SIREZ SIS ESERES b -7 (PIGY 5:1:109: JPMCH, 5:1:69)
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Likewise in Li’s contemporary cinematic reconstruction, the mise-en-sceéne of this crime
scene is busily stuffed with curtains or objects performing as curtains. In Golden Lotus, for
example, Pan’s weaponizing of the quilt is backed up not only by bed curtains (Fig. 4.15), but
also accompanied by table clothes and laundry (Fig. 4.16) displayed in a medium shot where
Wang enters to join the murder. In Tiger Killer (1983), the sequel of Golden Lotus which
spotlights Pan and Wu Song, curtains and bedsheets envelop Wu Da layer upon layer (Fig. 4.17),
of a piece with a mysterious object (plausibly a mirror) whose covering is juxtaposed with Pan’s
face as she prepares poison (Fig. 4.18). The mirror, as it turns out, serves no narrative function,
affectively signaling but not necessarily signifying as part and parcel of the overall atmosphere
of curtain. This seemingly minor detail of the mis-en-scene only reinforces the point this chapter
has argued all along, that what is curtained remains elusively less important than the act of

curtain/ing itself.

As a conclusion of this section, we will proceed to read how winds and curtains settle into
stasis and dormancy in JPM and Li’s adaptations Golden Lotus as well as Tiger Killer. The film,
as in the novel, signals ideological closure sensorially through acoustic, material and atmospheric
evocations of wind and curtain. First, we may read how Pan’s feng-liu ends in the novel. After
his return from exile, Wu Song deceptively proposes to marry Pan while offering a sum of
money to Wang. It proves to be Wu Song’s conceit whereby feng-su is masqueraded as, or
mobilized in cracking down on feng-/iu (romance), ultimately locking up Pan and Wang in a
room. Murdering the two wind-bearing women in the name of protecting feng-su, Wu unleashes

his phallic weighty weapon (“A two-foot long, fine-edged, thick-bladed dagger...—{E — K& 7]

SHEETE L 7)) with “a swishing sound” (““ I REAY— 2L ),
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Consistent with the novel’s ecological consciousness of wind’s multiple possibilities of
conjugation, the unleashing of Wu’s lethal sword produces a particular sound, indexed by the
onomatopoetic word “sou” J#&, which graphically presents a radical of wind/feng J& with an
added atmospheric “reality effect” of what Paize Keulemans calls “acoustic imagination.”*'? If in
Chapter 2, Pan’s loose handling of the falling stick stirs up feng-/iu of romance and sex, then in
Chapter 87 we witness an instance of a patriarchal and “(f)right(ful)”” handling of the phallic
stick in debriefing/“de-breathing” the culprits of feng-liu. Intent on destroying wind-curtain
fluttering, Wu Song is adamant in “un-covering” both the body of Pan, as well as her mind. First,
he demands Pan to unveil her mind (forcing her to confess) and observe patriarchal norms (feng-
su) in kowtowing in front of Wu Da’s shrine. Then Wu Song undresses/uncurtains her body
(“stripping her stark naked” Jigs)% T xuan bao jing le), eventually pulling out her heart —and in
the most graphic way “uncurtain” her body surface so that there is nothing interior to hide and no

wind/air/breath to circulate through her anymore.

Fig: 4.19 & Fig. 4.20. In Tiger Killer, Wu Song assembles a public trial in executing Pan
Jinlian (Left) after which he arrives at the teahouse to kill Ximen Qing (Right)

419 See Paize Keulemans’s study of onomatopoeia in martial arts novels Sound Rising From the Paper: Nineteenth-
Century Martial Arts Fiction and the Chinese Acoustic Imagination (Cambridge: Harvard University Asia Center,
2014).
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Fig: 4.21 & Fig. 4.22: A frantic relay of subject-object position between Pan and Ximen in Golden Lotus.

Fig: 4.23 & Fig. 4.24 The shaking of wind-chimes vis-a-vis the “rectitude” of the plaque in Golden

Lotus.

In Tiger Killer, Wu Song’s murder hews closer to Shuihuzhuan than JPM particularly in
its assembling of public onlookers. The film begins with Pan’s seduction of Ximen, followed by
Pan and Wang’s murder of Wu Da, and in turn immediately followed by Wu Song’s return and
execution of Pan during Wu Da’s funeral. Most noteworthy is that, unlike the execution scene
which takes place in a locked up private room in the novel JPM (where no onlookers are
present), Wu’s executions of both Pan, Wang and Ximen in Tiger Killer (as in Shuihuzhuan)
involve participations of a large number of public onlookers, all assembled at the funeral to bear
witness how Wu’s tumultuous assembling of “social mores” (feng-su) in extinguishing Pan,
Wang and Ximen’s stirrings (feng-/iu) of the social and moral fabric of Chinese society. After
executing Pan and Wang, Wu, accompanied by sound and visual effects of sand rising and flags
fluttering, kills Ximen Qing in a teahouse (Fig. 4.19 & 4.20) — an ending that echoes with
Shuihuzhuan rather than JPM. In the end, Wu Song putatively joins the rebellion, escaping the

rule of law and Qinghe with a gust of wind blowing up a sandstorm and trailing after him. More
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publicly foregrounded, winds in Tiger Killer ecologically invokes the publicness of feng-su in
the masculine realms of “rivers and lake” (jiang-hu).*!!

In contrast to Tiger Killer and Shuihuzhuan’s foregrounding of publicness (i.e., public
trial), Golden Lotus’s ending hews closer to JPM in that the murder takes place in a private
room. As in JPM, Golden Lotus ends with Ximen’s sexual excess and death, only the film
presents his death with shots of wind-bells making eerie sounds. The shaking of wind bells (Fig.
4.23) begins with Li Ping’er and her son Guan Ge’s deaths, persisting until Ximen’s deadly
copulation with Pan and imaginarily, his other concubine Li Ping’er. The sex sequence alternates
with a series of fast cuts between mainly two point-of-view shots. One from the angle of Ximen
(zooming in and out of Pan and Li Pinger’s faces and bodies) (Fig. 4.21), and the other one from
the angle of the Pan and Li Ping’er, facing and “riding” the body of Ximen (Fig. 4.22). Saturated
with juxtaposed sounds of moaning and bell-chiming, the quickening shifts of angles excessively
enacts the frenetic exchangeability of subject-object positions between Pan/Ximen and
female/male in the act of feng-liu, as Golden Lotus presented in the opening scene of their
encounter (see Chapter Three)

Wind-bells and feng-liu die down as Ximen himself dies of sexual exhaustion. As
opposed to the fluttering curtain whose aesthetics punctuate so much JPM as well as the film,
Golden Lotus’s last shot rests with seemingly hard-and-fast and opaque materials: a Chinese
calligraphic plaque hanging on the wall, preaching Buddhisst/Confucianist maxims (ji-de xing-
ren 18{E17{), meaning “to cultivate and realize moral virtues” (Fig. 4.24). Not unlike the novel,
the film appears to end by punishing the protagonists who transgress social norms, ending feng-

liu/romance in the name of feng-su/social mores. But as Emily Yeh and Darrell Davies have

411 See Song Geng. “Masculinizing Jianghu Spaces in the Past and Present: Homosociality, Nationalism and
Chineseness.” Nan Nii: Men, Women And Gender in China. 21, no. 1 (2019): 107-129.
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argued, like other Hong Kong Category III movies (i.e., movies limited for people who are over
18 years old), Golden Lotus’s “association with China’s historical past enables tfhem] to endorse
Confucian values and, in turn, justifies it transgression of the boundaries of sexual depiction.”*!2
Like the original novel’s occasional but pivotal indulgence in sexual descriptions,*!® the
moralistic and didactic ending could just be another playful “curtaining” enacted by the shrewd
director Li in the fashion of the author of JPM, using the veneer of feng-su to cover up (i.e.,
censoring) while also covering for (i.e., to provide an excuse for) the sensual process of feng-liu.

And it is by going back to the wind-curtain fluttering in JPM itself that we can navigate
contemporary adaptations of the novel affectively, and not only ideologically. Ideologically
committed and critique-hungry readers might ask: does the JPM, then, endorse feng-/iu and/or
feng-su? Does JPM describe or prescribe men (but who exactly? Ximen or Wu Song or Wu
Da?...etc) “oppressing” woman (but who? Pan, Dame Wang, or Li Ping-er...etc.)? Whereas
these questions are urgently needed and relevant, the ecological form and affective world-
making of JPM’s infrastructural network complicates any easy and dichotomic answer while
repeatably generating different possible answers depending on the vicissitudes of the global
media climate.

In JPM, passages of wind implicate the whole community beyond the gender binary: co-
participatory pleasure-seeking (consider not only male, but female characters’ solicitation of and
pleasure in sex), the capitalist ethos deviating from the Confucian norms (consider Ximen and

Wang’s feng-liu business, but also Pan’s and Wang’s calculations moving across households),

and most “levelling” of all among male and female characters: collateral death (consider the

412 Darrell W. Davis and Yueh-yu Yeh. “Warning! Category III: The Other Hong Kong Cinema.” Film Quarterly
54, no. 4 (2001): 14.

413 See Keith McMahon, Saying All That Can Be Said the Art of Describing Sex in Jin Ping Mei. (Cambridge:
Harvard University Asia Center, 2023).
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ending where most major characters, men and women, die or perish in abjection). Put simply,
characters are, though hierarchized, making kin with each other, sustained by their unanimous
immersion in and subjection to the perils and pleasures of wind and curtain. Binaries do not
sufficiently allow us to understand the book’s form of affect. Our focus on environment
(wind/feng) and objects (curtain/l/ian) allow us to go beyond individualities and identities,
affectively grasp their entangled relationality in the midst of environmental changes as well as
ecological provocations.

Whereas the story of JPM seemingly polarizes the questions of gender (e.g. Pan Jinlian,
Li Pinger, Pang Chunmei vs. Ximen Qing and other men) and class (e.g. Wu Da and Wu Song
vs. Ximen Qing, Ying Bojue, Chen Jingji...), this chapter ventures that what the novel JPM
offers, overall, is more precisely about the indeterminate affect of winds curtaining and
uncurtaining all kinds of feng-/iu induced feng-bo JEf7 (i.e., wind-waves), in Chinese referring to
the dramatic occurrence of a “scene” (or a trouble, situation, accident, or incident), often
followed by a ripple of repercussions (hence bo; wave). In Chapter 2, for example, Wu Song
tries to moralistically talk Pan Jinlian out of adultery and feng-liu after her failed seduction.
Displeased, Pan is said to further provoke feng-bo in JPM. One poem testifies: “Good advice
proves bitter to the taste; as do words of admonition; Jinlian resents him for this, creating one
situation after another (feng-bo): So mortified herself, that she can scarcely remain at table; She
arouses the anger of the hero, young Wu the Second ¥ 1 E S30#I % - &IEEIREEN - HFIE

PR AN | 4

414 The expression feng-bo appeared in JPMCH at least four time in Ch. 2, Ch.12, Ch.25, Ch.28. Roy translated
feng-bo as Pan “throwing a tantrum,” but what the repercussion of Pan’s action is certainly more than a tantrum, in
the long run hers enacts a butterfly effect. (PIGV 2:1:46; JPMCH 2:1:27, translation modified and emphasis mine).

239



In sum, what winds and its promiscuous conjugations in JPM afford us is the
opportunities to switch, slip, and shuttle in between male/female characters, cultivating our
susceptibility to a concatenation of winds(feng)/craze(feng): feng-liu (romance; adultery;
abandon; freedom from norms), feng-su (local norms and social mores), feng-yue (sensuality),
and more generally all kinds of feng-bo (dramatic episodes) potentiating in the feng-cui-cao-
dong (the always imminent eventfulness of the world’s surroundings) of China and/in the world.
Obviously, both feng-liu and/or feng-su take place in the novel and the book’s affective charm
lies with the interplay — the “wind-waves”/feng-bo between both in relation to curtains fluttering,
by turns up and down, turning stagnant or frenetic. Yet if we closely follow wind and curtain
instead of fixing ourselves with preexistent social or gender identity as well as fictional
character, we will know that in the novel subject-object positions can dynamically (and never
permanently) switch and even dissolve on the strength of all kinds of wind/feng circulating
among and beyond male and female characters, as well as readers and audiences. What JPM and
its adaptation dramatize is, therefore, such wind-induced and wind-producing happenings. The
key is to observe the wind’s direction and potential current. Conjugating irregularly with either
romance or norms (or both), winds in the world of JPM more generally signal the potential
imminence of all happenings, events or non-events, action or stasis, as well as surprise or
suspense, or even its history making potentials.*!>
In this sense, Li’s JPM cinema has demonstrated the novel’s wind-curtain fluttering of

the most sensuous kinds, and his curation of feng-/iu remains a series of singular wind-carrying

415 Wang Fan-sen ] # discusses the concept of winds as indicators of “historical changes” in the historian Liu
Xianxin’s BIENT (1896-1932) writings; Liu argues that history writing is not just about recording, but about
observing currents of all kinds and should be event-centered based observation of “winds.” See the chapter “Feng —
Yixhong bei hulue de shixue guannian,” J - —fHE#E ZHZHY S ¥ 2 (Wind — a neglected historiographical
concept) in Zhiniu de Diyin : Yixie Lishi Sikao Fangshi de Fansi $i# iK% | —tEE s B =K A
[Obstinate Bass: Some Reflections on Historical Methods] (Beijing: Sanlian, 2014), 169-209.
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events curtaining and uncurtaining between China and the world. In this sense, wind is the
possibility of cinema itself — in the fashion of JPM, arousing emotion and bodily affections.*!¢
Through the major case study of Li Han-hsiang, we have approached the wind-mediated
possibility and impossibility of adaptation of JPM’s wind-curtain fluttering “inside” or “outside”
mainland China, Hong Kong, Taiwan as well as East Asia. From 1973 to 1994, Li produced four
JPM film adaptations through colonial Hong Kong. Within Li’s 70-year life trajectory from 1926
to 1996, his film production and circulation take place across national and geopolitical borders,
or more precisely, “curtains,” knotting and unknotting the entanglement of multiple time-periods
and geo-climate zones: from Republican China to transborder filmmaking in colonial Hong
Kong, martial-law Taiwan, Japan, Korea, as well as post-socialist China under Deng
Xiaoping.*!’

Enacting and evoking “wind-flowing”/feng-liu in between China and East Asia
throughout his career, Li managed to evade but also in some ways sensorially respond to the
censors in martial-law-era Taiwan from 1949 to the early 1990s (see Chapter Three) and post-
1949 mainland China. *!® Thus far, most JPM film adaptations have been made in or through
colonial and postcolonial Hong Kong — a colony, a port city, a business center with relatively
porous “curtain/ing” and wind circulation (feng-/iu) compared to mainland China and Taiwan

from 1949. Arguably, Hong Kong is the center of JPM’s film adaptation from 1949 (through the

416 One such ambitious, but short statement can be seen in French historian Alain Corbin’s chapter “The Wind, the
Theater, and the cinema,” in A History of the Wind, trans. William A. Peniston. (Cambridge: Polity, 2023), 118-123.
417 Li’s filmmaking has been divided into roughly four periods: the first Hong Kong period (1948-1963), Taiwan
period (1963-1970), the second Hong Kong period (1971-1982), the mainland China period (1982-1996). See Huang
Ren (" ed. Yongyuan de Li Hanxiang: Jimian zhuanji 7x Y Z851F « 4072588 [The everlasting legacy of Li
Han-hsiang: A commemorative volume] (Taipei: Jinxiu chu ban, 1997), 3.

418 According to Hong Kong Film Archive’s database, The Golden lotus "Love and Desire” (1991) is produced by
Cannon Profit Film (International) Ltd =B 85. And The Amorous Lotus Pan (1991) is produced by a certain
“Lianhe” film production J & HIEHG TR/ E], yet I note that The Amorous’s film’s DVD has been distributed by the
Shaw Brothers.
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Shaw Brothers) #!? to the early 2000s, such as The Forbidden Legend Sex & Chopstick it 1
and 2 (2008, 2009, dir. Cash Chin $£37 %) which, reportedly, drew mainland Chinese tourists to
cross the border to watch the films in Hong Kong’s theaters.

Though Li’s films and other JPM adaptations in Hong Kong from 1949 to the late 1970s
were not made and publicly screened in socialist and post-socialist China (from 1949 until now)
as well as the martial-law era Taiwan (from 1949-1987), it is inconceivable that these
adaptations are not in some ways produced, consciously or unconsciously, responding or reacting
to JPM’s troubled publication and book circulation across the Taiwan straits. The fact that Li
found it so difficult to collect copies of JPM (except in Hong Kong and Japan during this period)
has everything to do with the censorship of the book form of JPM in, respectively but also
relatedly: 1) Republican China, 2) martial-law-era Taiwan and 3) socialist and post-socialist
China. In the case of Taiwan, for example, only illegal or private screenings were possible in the
late 1970s; one newspaper source in Lianhebao HF&; suggested that Li’s Golden Lotus film-
reel was smuggled in 8mm format from Japan and home-screened in Taiwan.*?* As newspaper

records suggest, it was not until the early 1990s where JPM films were publicly screened in

419 Before Li Han-hsiang’s foray into JPM, the ever-commercially driven Shaw Brothers made two adaptations of
JPM; one in 1955 directed by Wang Yin T 5] starring the legendary Japanese/Chinese actress Li Xiang-lan 227 [;
the other one in 1964 directed by Chow Sze-loke &z and scripted by Chang Cheh/Zhang Che 5El,

420 One Hong Kong newspaper source put it thus: “Taiwan government claimed that they strictly prohibited violent
and pornographic movie from public screening, but these movies were popular and circulating well in Taiwan.
Recently in Hong Kong, a visitor from Taiwan told [the actress] Hu Jin that “Those European, American and Hong
Kong movies with nudity were abundantly available in the form of 8mm copies. The visitor said that he had
watched Li Han-hsiang’s Golden Lotus (starring Hu Jin as Pan Jinlian) with his friends at home! Evidently these B-
movies became “household items”! According to some sources, Li’s Golden Lotus was transferred into 8mm format
in Japan, and each copy was sold at $50 Hong Kong Dollar. & &t AR B PR G D B S H 7Y _Ehk »

B AEREL—EEGERT - &0 —REEREHHANRR ?%LXE&EA%?EI%%%%H =0 ZEPAS
[EFEH - W HREHEL - SASR R (SRR MAESEER T - BEXRELN T BB - 1R
B TN ) B ARES | iEH <<iﬁﬁﬁﬁ““‘@>> B BAEHAE T JCRER R EEaEME - &4 BT}?
&“A+EIT ° ” Quoted in “Taiwan suishuo yao yanjin baolupian jinru jiating” &7& iR BT EEE R H

Ji£ [Despite Taiwan’s nominal banning, pornographic films enter households], Wen Wei Po SCIE$, May 18, 1978.
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Taiwan, such as Hong Kong director Clara Law’s The Reincarnation of Golden Lotus ;%53
Fith44: (1989) (see the next section),**! as well as Li’s previously banned Golden Lotus in
1991,*22 before the emergence of a Hong Kong-Taiwan coproduction titled New Jin Ping Mei it
M (1995). In the case of mainland China, what can be called “liberalization” with regard to
the book’s publication accelerated only in the late 1980s (see Table. 1 at the end of this

chapter) and it was in a way coeval with Taiwan’s liberalization (with the lifting of the martial

law in 1987).

JPM’s infrastructural network: from post-socialist to global China

After focusing on Li Han-Hsiang’s Hong Kong adaptations of JPM, this last section
provides an admittedly partial glimpse of JPM’s wind-curtain fluttering starting from mainland
China, extending to East Asia and Euro America. Focusing on film texts, particularly extra-
filmic, para-textual materials of film and books, this section will discuss how JPM’s film
adaptation is transmedially entangled with, first of all, infrastructure, and equally importantly,
the book form and publication history of JPM particularly in mainland China. Through the
affective and ecological form of “wind-curtain fluttering,” the previous sections complicate the
binary of “man” versus “women.” As a follow up, this section would continue to draw from the

form of affect of JPM itself to refuse reading adaptations of JPM according to the Cold War

421 Clara Law’s film Reincarnation, however, faced censorship issues due to its portrayal of Cultural Revolution, in

particular with its use of Mainland China’s revolutionary anthem The East is Red B J74]. See: “Qianshi jinsheng

jian chujiao dongfanghong ge yinqi zhengyi”Fijtt <4 fafilghiz B8 418K 5 |#E F# 55 [The Reincarnation of Golden

Lotus stirs controversy], Lianhebao Bi&%, July 30, 1989.

422 The film was finally screened in Taiwan in 1991 after being shelved for a decade, “Bendang waipian fuji wei

zhuli” RAZSNF il By I ) [“Parental guidance” films were dominant among local and foreign films]. Lianhebao
s, December 7, 1991.
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framework of socialism/capitalism, liberalism/authoritarianism, as well as complicating the
East/West binary as JPM travels around Asia and the West. This section will show that JPM’s
wind-curtain fluttering has put all these binaries into relations rather than oppositions and
isolations. It will show that what we theorize as wind-curtain fluttering — the major form of affect
fluctuating inside the novel — relatedly takes place outside of the novel live and alive in history:
in the literary text, embodied in the book, carried through theater, film and other infrastructure
across China and the World.

Let’s begin, and return, to wind, as events of changes and happenings. Winds change and
conjugate promiscuously in JPM (feng-liu, feng-su, feng-yue, feng-bo, feng-cui-cao-dong...) —
such is the lesson from our theorization of JPM’s wind-curtain fluttering. This is testified in, for
example, Li’s real-life encounter with the book of JPM (see Chapter Three), which was
allowed to circulate all of a sudden after being banned. Similarly in the novel, the sudden return
of Wu Song near the end of JPM (due to something also political - an amnesty), puts an end to
Pan’s erotic and economic circulation beyond Wu and Ximen’s household. Also similarly, in
post-socialist China, what has been called “the Iron Curtain” separating the communist and the
capitalist blocs, appeared to vanish, coupling “China” and “the world” through economic
integration and capitalist globalization — what we can call wind-circulation (feng-/iu). Since then,
mainland China is increasingly integrated into the world economy, resulting in the coupling of,
most significantly, mainland China and the U.S — a post-socialist “status-quo” which keeps
fluttering from post-1989 Sino-US economic entanglement to the so-called “New Cold War”
between mainland China and the U.S. in the late 2010s and early 2020s.

Preceding all that, however, was the fact that China in the Ming dynasty was already

entangled with the global economy in the form of silver circulations — an economic fact
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erotically reflected in JPM, as Ning Ma has demonstrated.*?* No surprise, then, that post-
socialist China’s renewed embracing of global capital flows simultaneously entails not only an
economic, but also an aesthetic and erotic curtaining and uncurtaining re-forming of itself -
modelling after its very own proto- and incipiently “capitalist” JPM (i.e., the overwhelming

obsession with money, buying and selling of commodities, or in Chinese “things 47°).4** Luring

Chinese diasporic and foreign investments, post-socialist mainland China appeared to host and
facilitate feng-liu through exactly the aesthetic-political-infrastructural arrangement of wind-
curtain fluttering as afforded by and through JPM.

One such attempt at this aesthetic, economic, and erotic re-formation in mainland China

involved no one but the filmmaker Li Han-hsiang. In 1992, the PRC newspaper Wen Wei Po <
JE# reported that Li had signed a contract with the Linqing city government to build a film set

in the city to shoot a 40-episode JPM TV drama:

Linging was the ideal site for the film set because the prosperous city life along the Grand
Canal in Linging was the novel’s real geo-cultural setting. Many physical references in the
novel remain visible in today’s Linqing. After on-site investigation, Li Han-hsiang decided
to build a Qingming Shanghe Entertainment Complex along the Canal. Another big
infrastructural project would be “JPM Cultural District” which would include shopping
centers, restaurant streets, wax museums of JPM characters, housing complexes of
characters such as Ximen Qing, Li Ping’er, Dame Wang, as well as a closed-door casinos
and red-light districts — all are used as film sets for media production.

TEGTHERLLRER S Ry BRR (SfifE) FERZIVE T S EERER
A Ry R SIS L E =Y <<i>> iEPT PN RS HE B AR S - &2
$/ﬁ$%«§iﬁl%?g{§/jlm TR BT B MM > DL TR B E | Ay EE AR

— IR R DB B S LBEER - S—IEATEREE T (SiE) Uk
f}JjZJ WA Eﬁ%ﬁ Eal  RUERMFREE - (SfifE) YERllGeE - rmHrEE

423 Ning Ma, The Age of Silver: The Rise of the Novel East and West. (New York: Oxford University Press, 2017).
424 See Sophie Volpp, “The Gift of a Python Robe: The Circulation of Objects in ‘Jin Ping Mei.”” Harvard Journal
of Asiatic Studies 65, no. 1 (2005): 133-58.; Li Wai-yee, The Promise and Peril of Things: Literature and Material
Culture In Late Imperial China. (New York: Columbia University Press, 2022).
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BIFT o (translation mine)*?

Li reportedly came up with such an idea of real-location shooting and at the suggestion of
scholars in a JPM conference in mainland China.**® As Cheng-hua Wang has pointed out, the
long tradition of Qingming Shanghe Tu (“Up the River during Qingming Days”) paintings,
particularly its Qing iteration, spectacularizes and theatricalizes streetscape and business
activities for the pleasure and political legitimacy of viewers — mainly the emperors.*?” As
socialism appears to recede in the reform-era, what Li tried to restage for the mass consumers
and foreign visitors is exactly such urban, “feudalistic” and “capitalist” activities along the river
in the aesthetic-political form of JPM from 2D painting and pages to 3D infrastructure.

In the end, however, both the TV adaptation and the “cultural park™ only surfaced and
then subsided as a fluctuating possibility, despite the promise of market opening (gaige kaifang,
A BARY). Li only managed to make his last two JPM film The Golden Lotus “Love and Desire”
(1991), and lastly The Amorous Lotus Pan (1994) in Korea. All his JPM films were, as a result,
made outside of the PRC as he himself and his films circulated in the rest of Sinophone pacific
and East Asia. Indeed, Li was not alone in wanting to activate JPM. In the late 1980s and early

1990s, several mainland Chinese directors reportedly flirted with JPM’s wind and curtain: from

425 «Jin Ping Mei beijing youji kexun, Li Han-xiang Linqing jian waijinde,” &GS A0S ZiiasE
JNEeht [The real setting of Jin Ping Mei is traceable; Li Han-hsiang builds film set in Linging], Wen Wei Pao,
November 10, 1992.

426 As one participant of the conference, He Xiangjiu, wrote, Li “brought the film Golden Lotus (1974)” to the

conference in 1992. Probably, then, Li also showed the film to experts and officials as well. See He Xiangjiu {a[ &4
“Jin Ping Mei” Chuanbo Shihua : Yibu Qishu Zaiquan Shijie De Qiyu SHEHHEIE 5L | —H A =L 2 FRAYZ

78 [On Jin Ping Mei’s global circulation: Curious encounters] (Beijing: Zhongguo wenlian chuban gongsi, 1998),

305-309.

427 Wang Cheng-hua. “One Painting, Two Emperors, and their Cultural Agendas: Reinterpreting the Qingming
Shanghe Painting of 1737.” Archives of Asian Art 70, no. 1 (2020): 85-117.
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the so-called first-generation director Ling Zifeng %J&,**® to famed director of historical TV
drama Chen Jialin 52 #%,*? to fifth generation auteur Chen Kaige [#&[5.43° Reportedly, major
mainland Chinese actresses such as Liu Xiaoqing £/ and Gong Li Z{f| were going to play
Pan Jinlian in the 1990s.**! None of these erotic/economic projects, however, fully materialized,;
they flicker and flutter as flight of fancy. News of the banning of a TV adaptation in 1993, for
example, was reported after it emerged as an opportunity.*3? Unlike cinema, JPM’s Sichuan
opera did witness a brief boom in the early 1980s, but not in other media.**

The controversies of JPM’s wind-curtain fluttering persist until 2010s, as city and
provincial governments in mainland China flighted with the opportunity to develop JPM into

touristic infrastructure, whose efforts were portrayed by the media as “profit-driven” and

428 Ling Zifeng claimed he obtained funding from “West Germany” to shoot JPM in Korea or Japan. Ling opined
that previous adaptation of JPM in Hong Kong and Taiwan “were not up to standard,” though he had no chance to
prove he could do better.” The Chinese original: “Z B #E A —(CELHE - i B0 B8 FEEANRSF > 8
7 (UF) 2t - Bg TIE ) T OB EHEEESASR - EHEMRT () - JMtETRE &
HASGERE] - SifitEHEIsEE - RTE R — TR R GBI AMEMIER - BEK A% 7
a] DU —{E LB AT A FE AR EEE - 7; Yu Wei 2EY, “Diwu dai daoyan congming huoyue Ling Zifeng ye yao
kuang shenwei di yidai daoyan zicheng sixiang kaifang gen bengang dianying gongsi pai wan ‘Kuang’ jiang kaipai
JPM FEHACEEIENIER AT RME TE ) BRE-REE B EERBORAREE AT ()
HFBEFE ( &Iffikg) [The fifth generation directors are making waves; as a first-generation director, the open-minded
Ling Zifeng will direct Jin Ping Mei], Wen Wei Po U, June 26, 1991.

429 A source from Xinhua News Agency claimed that Chen Jialin’s TV adaptation will have 40 episodes. See “Jin
Ping Mei shang dianshi jinnia shiyue kaiji mingnian di paijun” {&ffitEg) FEHR SE+ HBEIHEERE
[Jin Ping Mei to appear on TV; shooting starts in October and will finish at the end of next year], Wen Wei Po SUJE
¥, April 20, 1988,

430 The project was cancelled not because of any overt censorship, but because the investor of Fuyi, Cai Ziming £
F-BH, was murdered; see “Fuyi yao Chen Kaige zhidao Jin Ping Mei Gong Li zhuyan shiyue neidi kaipai” & Z534[#
Yl #hE (SR BEFIFEE B AiFE$E [Chen Kaige invited to direct Jin Ping Mei with Gong Li as the
lead], Wen Wei Pao, Feb 9, 1992.

41 Liu Xiaoqing said Pan Jinlian is a challenging character to play; she also said shooting was approved in mainland
China in 1995; see “Liu Xiaoqing xiang yan bian zhongguo ming nuren,” SEEEE A8 H @ -H [F 442 A [Liu Xiaoging
said she wants to play all famous Chinese female figures] Global Times ¥ZEREFER July 9, 1995.

432 “Sheji luoti huo xingmiaoxie Dalu qunian jinpian wubu” 3 & fRESEGIERE R KlEEFEER FHES [Five movies
were banned last year in mainland China due to nudity and sex], Wen Wei Pao, March 16, 1994.

433 For example, Wei Minglun’s ZHH (& Si-chuan opera adaptation (chuan-ju) created a stir in mainland China in
1987. See: Wei Minglun, Pan Jinlian : Juben He Juping ;%43 : BIAHIEIZTE (Beijing: Sanlian shudian, 1988)
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“shameless.”*** In this sense, JPM’s dependence on the curtaining of uncurtaining by “winds,”
stands out among its canonic peers. Compared to other well-circulated classic Chinese novels
and Chinese literary canons such as Xiyouji, Sanguo, and Shuihuzhuan, the conspicuous absence
of JPM’s film adaptations in mainland China is not surprising as the source novel itself was
systemically censored and affectively “curtained” in public consciousness since the book’s
publication from the Ming to mainland China in 1949 until the present day. As an instance of
simultaneous curtaining and uncurtaining, in the 1950s, Mao Zedong reportedly commanded that
JPM can be circulated “internally” (neibu faxing NE#$17) as a reference book among party
officials, praising the book’s critique of “feudalism” while noting its misogynist undertone (i.e.,
using feng-su to cover up while to a certain extent covering for feng-liu).*3°> The authenticity of
Mao’s comments and quotations is tenuous, as Yvon Wang pointed out.**® But, clearly “elites”

were allowed to read the novel; the masses were prevented (and curtained) from seeing it.

434 One article in 2010 brought this phenomenon to frenzied attention; see Pei Yu ZE§%, “Ximen Qing guli liang
sheng san de zhi sheng” PGF9EE T EE M 44 =2 5% [Three cities in two provinces flighting to claim as Ximen
Qing’s hometown], China Economic Weekly L 75HT], May 4 2010, reposted on Sohu
https://business.sohu.com/20100504/n271900458.shtml, Indeed in 2006, it was already reported that in Yanggu
County and the city Linqing competed to develop tourist sites themed around JPM. The park(s) even to some degree
materialized in its bid to attract investment and capital, though eventually halted by moral(istic) criticism, lambasted
by some as morally suspect, socially irresponsible and gimmicky. See: He Yong, {i] 58 “Shangdong liang de
zhengxiang jie Jinpingmei kaifa wenhua luyou yinfa Zhengyi, ruci kaifa Jingpingmei heshi ma?” L[5 iyt FAE &
TN FESULIRIES [# ek —— LRSS T $IfE , &S ? 7 [Two city governments in Shangdong
compete for developing Jin Ping Mei cultural tourism — but is that appropriate?], The People’s Daily N\ H¥f, July
19, 2006.
435 Mao was often quoted as having said, for example, that “JPM was great at exposing the contradiction between
the oppressors and the oppressed in a feudal society, but it doesn’t respect woman, and exposes only the dark side
with obscene details, so it didn’t circulate well fH3% % { &iiE) 1EHSEEENHEE G40 A E RIS A% Sl
FHPIE TR A RAN - (EAE M - HREEET - sHE0  SLIREEEBE.” See Yan Zhen B H, “Xiaoyi
Jin Ping Mei chuban zhi kanke,” /N ( &3fifg ) HARZIKIT [The tortuous publication history of Jin Ping Mei],
The Library Journal of Henan ;7 FE[BIZEEEL T, no. 2 (1993): 58-59.
436 For a series of Mao’s comment on the book, see: Yvon Wang, Reinventing Licentiousness: Pornography and
Modern China (Ithaca: Cornell University Press, 2021), 196-199; also see Wang’s discussion on JPM as a “brand,”
“Nation, Brand, Afterlives: The Plum in the Golden Vase in Early-Twentieth-Century China,” in Approaches to
Teaching The Plum In the Golden Vase (the Golden Lotus), edited by Andrew Schonebaum (New York: Modern
Language Association of America, 2022); 172-185. Wang’s accounts on this particular point draws from Cai Qiong,
#X38 “Mao Zedong lun Jin Ping Mei ji dui qi yanjiu de yiyi” )25 (e ) MEEDTZEAIET Mao
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Echoing the novel itself, in the case of Mao and mainland China, feng-liu is reserved
“privately” and “internally” (as enjoyed by the mercantile “Ximen Qing”) whereas
simultaneously, feng-su (i.e., first Confucian norms in premodern China, then Mao’s
“progressive” commitment to “gender equality” in socialist China) applies to the wider Chinese
society (as censored/curtained by the revolutionary bandit “Wu Song”). Arguably embodying
both “Ximen” mode and “Wu Song” modes, Mao in 1957 mandated that 2,000 copies of an
uncensored JPM edition could be published. Readers, however, were limited to high-level party
members, distinguished professors and cultural luminaries, married and above 45 years old. Each
copy and buyer was assigned a number in purchase, and transaction were one-to-one between the
publisher and individual buyers (duikou faxing, ¥} 18%17), curtained from the public. In 1961,
Premier Zhou Enlai put a stop to Ouyang Yugqian’s Egf% T-{% theatrical performance of his play
“Pan Jinlian” (1926), whose feminist revision of Pan was previously understood as “anti-
feudalist” but now understood as “walking the wrong path.”*}” Such animosity towards JPM
further escalated during the Cultural Revolution (1967-1977) the circulation of the work took a
more violent turn: the Ming masterwork was attacked as a “poisonous weed.” The publishers of

JPM, previously mandated to manage circulation, were persecuted as a result.*3®

Zedong’s comments on JPM and its significance for research). Mao Zedong Sixiang Luntan %)% 5 B AERIE

[Forum on Mao Zedong thought] 2 (1994): 63—65.

437 Liang Bingkun Z238%2, a CCP party member and a playwright, provided a first person and almost word-to-word
“transcript” of Zhou Enlai’s conversations with Ouyang Yugqiang and other participants of the play in his memoir.
His account has been re-circulated by several official media with variating wordings and contents; Liang Bingkun 2%
55, “Tingyan Pan Jinlian {%;8% 43 in Shijia Hutong 56 hao: Woqin li de renyi wangshi 22785 56 5% : T
FFERI N EFEH [Memoir of my days in Beijing People’s Art Theatre] (Beijing: Jincheng chubanshe, 2010), 4-11.
438 Just recall how Wu Song summoned an assembly of onlookers to witness his execution of Pan, Wang and Ximen.
As if echoing that mobilization of the mass, during the Cultural Revolution, the publisher Renwen She A £t was
persecuted by the Red Guards, see Huang Yi &=, “Jin Ping Mei Chuban yiwen {&jffifgsEss) HARERE
[Anecdotes on the publication of Jin Ping Mei Cihua], Guangming Ribao Y¢:BH H#f, February 24, 2000,
https://www.gmw.cn/01gmrb/2000-02/24/GB/02%5E18340%5E0%5SEGMC3-221.htm
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333

Fig. 4.25: Curtaining with asterisks in Xiaoxiaosheng Z£2&4:, Xin jiaodianben Jin Ping
Mei Ci Hua B AR 4 EEEE, edited by Hongsen Dai # & 7% (Hong Kong; Hong
Kong Joint Publishing, 1986), 333

In the fictional JPM as in the real world, winds keep changing. After Mao died, and
mainland China is ready to uncurtain and open up further for capital flows, as well as less
inhibited buying and selling — allowing feng-/iu coupling. It was not until the so-called reform
era in 1985 that a “tidied up” version (zhenli ben), based on the 1957 version, was re-released
officially for research purposes, setting a milestone in JPM’s re-uncurtaining in mainland
China.**° Passages containing sex and deemed obscene were edited out, but like Li Han-hsiang’s
Republican-era copy, the deleted word count in most editions were meticulously recorded,
justified in prefaces; the extent of censorship is therefore “transparently” displayed and
aesthetically curtained in and as footnotes and annotations (Fig. 4.25). What should also be
emphasized was that, over time, expurgation of words were recalibrated with care by different

editors, compiling from different versions of JPM. Reminding of Li’s encounter of [1 in

439 For a history of this landmark 1985 publication, see Dong Xingjie 2 B, “1985 nianban Jin Ping Mei Cihua
chuban faxing kaocha,” 1985 Rl ( &iffitgEasE) HREEF T 2L (Study on the Publication and Distribution of
the 1985 Version of Jinpingmei Cihua), Zhongguo Chubanshi Yanjiu " H RN S2EHSE, no.4 (2016):144-149.
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Republican China, in socialist China words deleted and the styles of replacement also varied and
fluctuated, from “squares” (“[0”), footnote numbers (“(1) ,(2), 3)”), ellipsis (“....... ), asterisks
(“****”) Serially linked to each other, each expurgation was in itself a singular
curation/curtaining with different rationales, fluctuating and not exactly simply conforming, but
aesthetically negotiating with state policies and approvals.*** Expurgations and limited
circulations have been consistent in the context of mainland China under Mao and later Deng,
but by no means were monolithic; they are like different materials and qualities of covering
(veils, blinds, screens, windows or walls, etc.) curtaining the curtained in changing winds and

weather both within the novel and on screens.
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Fig. 4.26:(Left). Jin Ping Mei Cihua. (Renmin Wenxue Press, 1985; expurgated)
Fig. 4.27 (Right): Zhang Zhupo Piping Diyi Qishu Jin Ping Mei
(Shandong Qilu Press, 1987; expurgated)

440 For the latest visual and bibliographic archive, see Shi Xiaojun 52/NE, and Zhihuan Luo ZEE#K, eds. Jin Ping
Mei Banben Zhijian Lu {£5fMg) HRAH % [A Companion to JPM’s Editions] (Beijing: Guojia Tushuguan

Chubanshe, 2016); Huadong Qiu A[S#EFH, and Qingsong Zhang 5EEFA, editors. Jin Ping Mei Banben Tujian 53f,
M B[22 [An Illustrated Guide to Various Editions of Jin Ping Mei] (Beijing: Peking University Press, 2019).
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Fig. 4.28 (Left): Xinke Xiuxiang Piping Jin Ping Mei. (Shandong Qilu Chubanxue, 1989; unexpurgated)
Fig. 4.39 (Center): Jin Ping Mei Cihua. (Renmin Wenxue Chubanxue, 1992; 2™ printing; expurgated)

Fig. 4.30 (Right): Gaohetang Piping Diyi Qishu Jin Ping Mei. (Jilin University Press, 1994;
expurgated)

Fig. 4.31 (Left): Jin Ping Mei Cihua, expurgated (Renmin Wenxue Press, 2000)
Fig. 4.32 (Right): Jin Ping Mei Cihua, expurgated (Renmin Wenxue Press, 2008)

As curtains “opened up” and mainland China rejoined the capitalist world in embracing

marketization, the re-activation of JPM’s affective world-making and infrastructural network
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gained momentum by fits and starts (Fig. 4.26 - 4.32, see Table 2 in Appendix). In response to
publishers’ high demands for publishing, abridging, or adapting JPM, the CCP’s National Press
and Publication Administration (NPPA, [B{5¢ % kR ) in 1988 published a JPM-targeting
guideline justifying its expurgation of JPM on social grounds, citing the book would influence
young people negatively.**! In 1989, an unexpurgated version was approved for publication (Fig.
4.28), corresponding to an all-too-revealing book cover that is unprecedentedly awash with
blooming colors, exquisite detailing, and, of course, curtains and the ever-presenting affect of
“split-seam.”

However, a linear development or envelopment it is not; the ecological form of wind-
curtain dynamic progresses and regresses, waking and weakening. Consider the cover of the
1994 version, release at the height of reform spirit then reigning in mainland China. Three
female characters (presumably Pan Jinlian, Li Ping-er, Pang Chunmei) are depicted outside of,
and “liberated” from a home setting/Ximen’s compound (Fig. 4.30). Achieving “autonomy” and
seemingly “free” to circulate, however, the female figures look circumspect and confused. Their
outfit, far from seductive, exudes a fearful anxiety of overexposure, and their bodies fastidiously
folded with fabric from neck to toe: are they in the 4ot or cold (a 1a Zhang Zhupo) sections of

JPM’s world?**? Sumptuous visual details seen in the background of previous covers were also

441 The guideline, phrased as a “Notice” (tongzhi ##H]) to all parties concerned, emphasizes that “there is no need

for JPM’s circulation among the general public.” See “Guanyu zhengli Jin Ping Mei ji qi yanjiu ziliao de tongzhi”
REATNELHE (S3ffE) M EFEERIAYEA [Notice on sorting out Jin Ping Mei and its research materials]. In
Xinwen chuban gongzuo wenjian xuanbian (1988-1989) Neibu Wenjian ¥R TAE X5 4R B
[Selected documents on news and publishing work (internal Ccrculation)], edited by Office of the National Press
and Publication Administration HFE A B ILA[ER #r A& ZE /2= (Beijing: Zhongguo Zhongxin, 1990): 212-
214. Song Muwen KK 3Z, by then the Director of NPPA, suggested that this document had set the direction of
JPM’s publication in the next two decades from 1988; see Song Muwen chuban wenji KRS HihiSCEE[Collected
essays of Song Muwen] (Beijing: Zhongguo shuji chubanshe, 1996): 238-242.

442 Zhang Zhupo famously uses thermal rubrics such as heat and cold to describe the book’s fluctuating dynamics.
See: “How to Read the Chin P'ing Mei,” trans. David Roy, in How to Read the Chinese Novel, edited by David
Rolston (Princeton: Princeton University Press, 1990); 202-244.
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unprecedentedly preempted by verbal explications of the book’s literary merit and copyright
materials. Indeed, fluctuating from this version onward, JPM’s covers sport much less vivacious
design (Fig. 4.31 & 4.32), while on the other hand, expurgation has been reduced over time,
from 19,161 words in 1985 to 4,500 words in 2008.#*3 Whereas the state plays the dominant role
in shaping JPM’s fluttering, many individuals and creative agents (i.e., editors, illustrators,
publishers) co-curate in each JPM’s publications. Instead of seeing censorship as top-down
operation, it could be more productive to note its fluctuating and “environmental” nature, and

ask: “How’s the wind blowing?”’ or ponder: Is it Ximen Qing or Wu Song, or is it Pan Jinlian or

ef)444

Dame Wang who is in charge her

Fig. 4.33 & Fig. 4.34: “Curtaining” between pages and on screen in
the opening credits of Golden Lotus (1974)

443 Though each mainland China’s version is compiled from different historical copies of JPM, the argument still
holds that the number of words deleted decreased over time.

444 My discussion on wind is largely based on close reading of JPM itself; for other works discussing the winds of
contemporary politics in mainland China, see Michael J. Hathaway. Environmental Winds: Making the Global in
Southwest China (Berkeley: University of California Press, 2013); Jerry Zee, Continent in Dust: Experiments in a
Chinese Weather System (Oakland: University of California Press, 2021).
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The Golden Lotus
LOVE AND DESIRE

Fig. 4.35 & Fig. 4.36: Film title shown with the cover of Jin Ping Mei Cihua (Left) and
A curated display of JPM related books in The Golden Lotus “Love and Desjre” (Right)

Fig. 4.37 & Fig. 4.38: JPM books presented as both “cheap” (recklessly arranged) (Left) and
“expensive” (carefully stored) (right) in Golden Lotus “Love and Desire” (Right)

Fig. 4.39 & Fig. 4.40:
Sex in both the Ming illustration and painting in Golden Lotus “Love and Desire”

To return to Li Han-hsiang’s peculiar cinematization of JPM. Given the fraught
circulation history of JPM and its prohibited adaptation in mainland China, it is no surprise that

the book’s Hong Kong film adaptations spectacularize, however briefly, the book form of JPM
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as objects worthy of attention on their own.**> Echoing the long-established practice of using
book motif in opening sequences, Li Han-hsiang’s Golden Lotus (1974), for example, opens with
Cao Hanmei’s &)i%3E Jin Ping Mei Quantu 4:5ffiig 4, first published in the 1930s.446
Seamlessly fitted or cropped to the edges of the screen, the inky print of Cao’s illustrations
bleeds across the folds of pages and screens (Fig. 4.33 & 4.34). As what Georg Stanitzek calls
“an eminent spaces of cinematic intermediality,” this opening sequences invoke the possibility
that audience might as well be watching “the (tabooed) book™ as well as reading “the (tabooed)
film.”**” Doubling down on this intermedial un/curtaining of JPM itself, Li in The Golden Lotus
“Love and Desire” (1991) opens with more varieties of print materials: from studies of JPM,
illustrations, paintings, to the box set of JPM that Li alluded to in his JPM essay (see Chapter
Three). The camera zooms into titles and covers one by one, flipping its pages to the audiences,
while the narrator keeps elaborating on the publication history, as well as the traditional and
contemporary significance of the book (Fig. 4.37-4.40).*4® Supposedly already “adapted” into the
film themselves, the surface of JPM books and printed materials, not diegetically serving any

function, are meant to just flicker in quick succession as curiosities; they are to be skimmed

445 On how “books” appear in films, Ling Hon Lam discusses such intermediality in the case of HLM: see Ling Hon
Lam, “Bao-yu's Multimedia Classroom: Reading, Performance, and the Vicissitudes of the Voice from The Story of
the Stone to Its Film Adaptations,” in Approach to Teaching The Story of the Stone edited by Andrew Schonebaum
and Tina Lu (New York: The Modem Language Association of America, 2012), 454-476.

446 See Dingru Huang, “The Sensuous Surplus.”

47 Reading, as the title sequence conventionally suggests, has always part and parcel of the experience of film-
watching; on the intermediality of “books” and “films,” see Georg Stanitzek, “Reading the Title Sequence
(Vorspann, Générique),” Cinema Journal 48, no. 4 (2009): 44-58.

448 The narrator’s introduction goes like this: “JPM is a traditional classic. It has been called one of the “Six Talent’s
books” (liu caiji shu, 754 F2 [sic]). There have been translations of JPM all over the world. Across the sides of
the strait (i.e., haixia liang-an J§IFFA & i.e. mainland China, Hong Kong and Taiwan), around 300 studies of JPM
have been published. Like “Red-ology” dedicated to Hongloumeng, “Jin-ology” is a scholarly field devoted to JPM.
The female protagonists of JPM includes Li Pinger, Pan Jinlian, Pang Chunmei, and the male protagonist is Ximen
Qing. He is the decadent scion of a family of considerable wealth who never study. Yet he knows to how wield
swords and sticks, colluding with the government. He is an official of the Qinghe county, equivalent to today’s vice-
chief of the Police Office. He befriended hooligans and was the playboy and godfather of Shandong province in
early modern China, equivalent to today’s kingpin of crime syndicate.” (¢ranslation mine)
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through in all their visuality, tactility, materiality before “the film” per se begins as they also per
se begin “the film.”

449 ywas likewise traceable to the

But such seemingly superficial, and “surface reading
premodern world. In extant Ming and Qing-era copies, as Robert Hegel shows, pages with
illustrations evince wear and tear while the main text appeared untouched.*>° Relatedly, Shang
Wei has pointed out that the novel could be read more like an encyclopedia and a magazine of
information retrieval.**! Indeed, reading for the sexual scenes, as opposed to the inner workings
of the texts refined aesthetics, was frowned upon by serious scholars such as Zhang Zhupo.
Surface reading, it seemed, presented itself as the opposite of the curtain, a deliberate decision to
focus on and touch the most pornographic bits of the text. At the same time, of course,

fulminating against such forms of “surface” reading became a curtain the intellectual elite could

employ to keep the riffraff out. (see Ding Naifei).

Fig. 4.41: The burning of an imaginary edition of JPM published
by a Hong Kong literary press Su Yeh in the heat of the Cultural Revolution in Reincarnation

449 T borrow the term from the well-cited article by Sharon Marcus, Stephen Best, “Surface Reading: An
Introduction,” Representations 108, no. 1 (2009): 1-21.

430 Robert Hegel: “...the fascicle containing the illustrations in many late Ming novels may be well worn whereas
the text seems scarcely to have been opened, much less given extensive use.” Reading Illustrated Fiction in Late
Imperial China (Stanford: Stanford University Press, 1998), 200.

41 Shang Wei, “Jin Ping Mei' and Late Ming Print Culture,” in Writing and Materiality In China: Essays In Honor
of Patrick Hanan (Cambridge: Harvard University Asia Center, 2003), 187-238; “The Making of the Everyday
World: Jin Ping Mei Cihua and Encyclopedias for Daily Use,” in Dynastic Crisis and Cultural Innovation: From
the Late Ming to the Late Qing and Beyond. (Cambridge: Harvard University Asia Center, 2005); 63-92
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Our theorization of JPM’s affect form of wind-curtain fluttering, as has been shown
throughout the chapter, will therefore allow us to trace the book’s affective circulation across
media and areas. As we trace further JPM’s cinematization, we will see the continued invocation
of “the book” impressing and leaving imprints in films and film-related paratextual materials
such as posters, advertisements, DVD covers...etc.

One prominent example of “book” in “film” is Macau-born Hong Kong (and by now also
Australian)*>? female Chinese director Clara Law’s Z& ¥ adaptation The Reincarnation of
Golden Lotus (1989), itself based on Hong Kong female writer Lillian Lee 22285 (Lee Bik-
wa)’s namesake novel. Unlike Li Han-hsiang’s cursory showcasing of “the books™ as objects,
Clara Law’s Reincarnation (1989) incorporates the book history of JPM into the fictional
narrative itself. The film first appears to reinforce the Cold-war binary as it easily depicts
socialist China as “oppressive.” The protagonist Shan Yulin & F3# (the modern reincarnation of
Pan Jinlin, played by Joey Wang), for example, is raped and persecuted as a “licentious” woman
(yin-fu) in Shanghai during the Cultural Revolution, in which the Red Guards, seeing JPM as
embodiment of “feudalistic oppression”, burn copies of this classic (Fig. 4.41). The copy burned
on screen is indicated to be printed by a Hong Kong literary press, referring to perhaps the
history of smuggling books from Hong Kong to mainland China.)*>* Shan, however, survives the

Cultural Revolution. Catching the winds and waves of Deng’s market reform, she (like Pan

452 Law and her husband migrated to Australia in 1995; their later films explore issues of Chinese diaspora; of
course, as this chapter shows, such “diasporic” experience is already thematized in the “escape” of Pan Jinlian from
her putative household in JPM as well as in Reincarnation.

433 Interestingly, the copy burned in the film, certainly just a prop, indicates that it is printed by the famous literary
press of modern Hong Kong literature called Su Yeh press ZE£H i tt. The press, however, never published JPM.

The press mostly published literary works by local Hong Kong writers, and it was founded in 1978 by a group of
writers including most famously the writer Sai Sai (Xi Xi, F575).
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Jinalian) manages to marry Wu Yuda (the modern Wu Da), migrating to Hong Kong where she
later meets Simon (the modern Ximen Qing), and Wu Long (the modern Wu Song), her ex-lover

in Shanghai, now reduced to a chauffeur driving for Wu Yuda.
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Fig. 4.42 & Fig. 4.43 Shan Yulin/Pan Jinlian discovering and reading a copy of JPM.

Fig. 4.44 & Fig. 4.45: The book of JPM unravelling near the end of Shan’s life.

Most crucial for us is the film’s depiction of JPM as a book, as well as its rendering of
wind-curtain fluttering. Throughout the film Shan is not aware that she “is” Pan Jinlian, though
she is increasingly haunted by flashbacks of her “ancient” lives as Pan. Through reincarnation,
Pan Jinlian, now becoming Shan Yulian, is not only a character in the fictional world, but also
becomes a contemporary reader (Shan) who is first unable (in socialist China) and then able (in

colonial Hong Kong) to read about “herself” in the book of JPM.
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Carrying winds from her “past life”” as Pan, Shan can not help seducing men. Shan’s
becoming of Pan culminates in the ending of the film; at the invitation of Simon (the modern
Ximen Qing), Shan/Pan was asked to perform as “Pan Jinlian” for a photo-shoot (themed around
“traditional Chinese beauty”) in her husband’s ancestral village-compound in the New
Territories.*** There she serendipitously finds a dust-covered, likely always unread copy of
JPM % Alternating from shots of key words and sentences from the book to superimpositions of
the pages on the face of Shan/Pan, herself doing the reading, Reincarnation performs what has
been theorized as “wind-curtain fluttering” cinematically; it renders the problems of curtaining
(i.e., making visible through the invisible) diegetically in the film, as well as undigetically to the
audience reading about Pan/Shan’s reading. (Fig. 4.42 & 4.43) Just as Shan connects with Pan,
the contemporary audience connects with JPM also through reading — partially — the book “on”
the film screen.

Not unlike Li Han-hsiang who “uncurtained” the book moving from mainland China to
Hong Kong, Shan/Pan (as well as contemporary audiences) realizes “her fate” in the past which
has haunted her all along as flashbacks. In the end, Shan/Pan tries to run away with Wu
Long/Wu Song, ultimately dying with this true lover of hers in a car crash. Here, the film
crosscuts to show the pages of a JPM copy unravelling with a gush of wind (Fig. 4.44 & 4.45),
echoing the ecology of wind-curtain fluttering in several Li’s JPM adaptations (see the above)
and the novel. Like in JPM and in Li’s Golden Lotus, this gush of wind (feng-liu) results in
deaths of both Pan and this time — not Ximen — but Wu Song. Just as the book unravels on screen

(Fig. 4.45), Shan/Pan and Wu Long/Wu Song (not having read or not needing to read JPM),

434 The New Territories is part of Hong Kong where “indigenous Chinese inhabitants” living in Hong Kong since the
Ming and the Qing Dynasty retain their (male-exclusive) rights during and also after the British colonial era.

455 Perhaps, Law is suggesting that in Hong Kong, people do not (need to) read JPM— they simply be and perform
the book’s feng-liu (frivolous romance) in the erotic/economic coupling between “China” and “the world.”
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simply re-enact JPM in their real-lives — dying altogether under the whims of wind’s multiple
conjugations (feng-liu, feng-su, feng-bo...). “Liberated” from socialist economy and the national
censor, the two protagonists ultimately still perish in market economy. Isn’t this “tragic” ending

of Reincarnation also the “original” ending of JPM?
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Fig. 4.46: Wind and curtain across book, film, and woman:
fluttering across past and presence on the same surface. Source: Captured from
https://mcoun.com/voddetail/46336.html

Flowing across East and West at the intersection of post-socialist China and colonial and
capitalist Hong Kong, Shan/Pan’s border-crossing in her “real life” as in the original novel,
results similarly in her annihilation at the hands of feng-liu, which simultaneously convey (as
well as constrain) her power as she “sells” herself through and to other men. As Shan/Pan
embodies the transition from mainland China’s socialism to Hong Kong through participating in

global capitalism, what awaits her/Pan Jinlian — a transferable “commodity” troublingly yet
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sympathetically re-enacted in the film - is not complete autonomy, but another round of
quandary and impasse shrouded in the form of the materiality of curtain. Through, again, the
depiction of forces of winds, in the ending of Reincarnation the “book” of JPM unravels its
pages and dissolves into “reality” in Shan/Pan’s car crash (Fig. 4.45), as the “past (of JPM)”
finally catches up with “the present” in post-socialist China merging with capitalist Hong Kong.
And the book (flipping on its own as wind blows it) is no longer needed, since now JPM has
merged into contemporary reality in the diegetic world of Shan/Pan. The film appears to suggest
that what is needed is not just adapting JPM into film, instead, it is also about recognizing and
seeing our “reincarnated” selves through returning to the book of JPM.

While the female authors Law and Lee are sympathetic to emphasizing the individuated
agency of “Pan Jinlian’ (i.e. Shan/Pan chooses to run away with her “own” lover, who, is no one
but Wu Long/Wu Song, as in JPM), they nonetheless observe that, true to the affective texture of
the novel, Pan remains trapped, disoriented and lost, as well as “curtained” in a “free” economy
and the larger scheme of “winds.”**¢ If, in JPM, Wu Song is the state-released terminator of
feng-liu, the rush of wind derailing the car and killing Pan/Shan and Wu Long/Wu Song in
Reincarnation is a more mysterious asocial force of wind blowing from the book of JPM — as
well as the contemporary market economy in Hong Kong itself: is that feng-/iu, or feng-su? The
film offers no answer, but it is the suggestiveness and wind’s/feng’s conjugative promiscuity that
matters. Such suggestion is rendered in the poster of Reincarnation (Fig. 4.46), which, still,

foregrounds this ecological motif of wind and curtain. With past/present as well as

436 As Steve Fore points out Law and Lee “do not explore the differences among the patriarchal ideologies
encountered by [Pan Jinlian] in the film's feudal, socialist, and capitalist settings; they emphasize the common thread
of women's oppression across historical and sociopolitical moments”; Steve Fore, “Tales of Recombinant
Femininity: The Reincarnation of Golden Lotus, the Chin P'Ing Mei, and the Politics of Melodrama in Hong Kong.”
Journal of Film and Video 45, no. 4 (1993): 57-70; see also Yomi Braester, “Modern Identity and Karmic
Retribution in Clara Law's Reincarnations of Golden Lotus” Asian Cinema, 10 no. 1 (1998): 58-61
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book/novel/film stitched altogether as a visual continuum (literally, “put on the same page”), the
poster shows an entranced and meditative Pan Jinlian/Shan Yulin/Joey Wang wrapped and
wrestling with half visible curtains, neither looking delighted nor deflated. Winds blow her hair.
Let’s take a look at this transtemporal and transmedial entanglement — the poster seems to,

simply affectively, suggest. Wind and curtain flutters: is contemporary Pan Jinlian free?

Sensing wind-curtain fluttering from global China to East Asia and Euro America

Taking a cue from Pan Jinlian’s transtemporal and transmedial border-crossing in
Reincarnation, this essay finally ends on a brief survey of JPM’s transnational and transcultural
cinematic afterlife beyond mainland China and the Sinophone world. This section chooses to go
through a selected curation of paratextual materials instead of the film texts themself for several
reasons. First, they are not (widely) available; even if available in the form of DVD, the film text
(such as Notorious Concubine, more below) itself appears to be a heavily edited version from the
original. Second, as theorized above, the goal of this chapter is to theorize the affective
circulation of JPM — which, even within the novel itself, is always curtained and “partial,”
depending on the potentiality of wind circulations as well as taking places through surfaces
rather than “depths.” While it is impossible for me at this stage to “recover” these adaptations in
full, it appears to be an opportunity missed if we do not use existing and available materials of
transnational JPM to gesture towards what this chapter has emphasized throughout: the
relationality between the original novel and its even-extending networks of film and other

adaptations across China and the world.
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Fig. 4.47: Film poster of The Notorious Concubine
Source: IMDB.com, https://www.imdb.com/title/tt0145027/mediaviewer/rm2714450432/
Fig. 4.48: Film poster of The Notorious Concubine
Source: Detroit Free Press, Feb 10, 1970, Newspapers.com,
https://www.newspapers.com/article/detroit-free-press-the-notorious-concub/31246667/
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Fig. 4.49: The VHS cover of The Notorious Concubine, released in 1992,
Source: VHS Collector, https://vhscollector.com/movie/notorious-concubines
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As in mainland China and the Sinophone community, JPM’s film circulation in the West
continues to demonstrate wind-curtain fluttering as an ecological, erotic, and economic
entanglement among otherwise disparate JPM adaptations. As shown below, such curtaining and
uncurtaining similarly characterize the affective texture of JPM’s global adaptations. Consider,
first of all, some American promotional materials of 7he Notorious Concubine (henceforth
Notorious; original title, Kin Pei Bai, dir. Koji Wakamatsu #5fAZ% . 1968). Gleaning from the
rhetorical strategies and forms of these posters intended for American audiences in 1970 (Fig.
4.47 and 4.48) and 1992 (Fig. 4.49), we can sense the curtain/ing at work across the binary of

East and West, as well as past and present:

“The Rage! The Fire! The Passion! Thousand-year-old ribald classic...Banned for 400
years...New York Times Book Review states ‘it is possible that this is the greatest novel
ever written...A love affair from one of the world’s best classics of eroticisms.”

Under the covering of liberal cosmopolitanism (quoting print materials such as New York Times
Book Review and “inclusively” deemphasizing the Asiatic origin of the film), the promotional
materials still promise an affective experience in unprecedentedly (“never before seen”)
uncovering to the Western audience love, and perhaps more crucially, sex (“a love affair,”
“ribald”), that is suppressed by a “pre-modern” world, temporally far-away and ancient
(“thousand-year-old...,” “banned for 400 years”). Marketed and distributed by Harry Novak
(1928-2014),%7 known as the “legendary” sultan of sexploitation” films, Notorious was branded

and perceived as a “B-movie.” While superficially sensational, the promotional passage

457 For a summary of his otherwise recognizable (if not respectable) career, see Pierre Perrone, “Harry H Novak:
“The Sultan of Sexploitation’ behind cult hits like ‘Mondo Mod’ and ‘The Secret Sex Lives of Romeo and Juliet’
The Independent, June 6, 2014, last accessed February 2024, https://www.independent.co.uk/news/obituaries/harry-
h-novak-the-sultan-of-sexploitation-behind-cult-hits-like-mondo-mod-and-the-secret-sex-lives-of-romeo-and-juliet-
9481019.html
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nonetheless acknowledges JPM respectably as a novel of world-historical statue and canonicity,

2 ¢

calling it “one of the world’s best classic,” “the greatest novel ever written,” without explicitly
ethnicizing or racializing the book’s “oriental” origin (though the word “concubine” might have
done the work for some).*>®

While not obviously orientalizing the films, the DVD cover nonetheless fails to mention
the name of the Japanese director K6ji Wakamatsu, deemphasizing the novel and the
adaptation’s origin in China or Japan and Asia. Echoing the whitewashing or embodying the
transcultural ideal of cross cultural and cross-racial feng-liu, the supposedly “Chinese” or
“Japanese” or “Asian” characters/actors, look bi-racial, racially ambiguous, or deracinated. For
Western and American (men)’s quick and easy consumption, this assimilative edition also
changed the original title Kin Pei Bai (the Japanese equivalent to Jin Ping Mei) to a more generic
title of sexploitation film “The Notorious Concubine.”

As we read on the more recent promotional material, as well as watch the film itself in its
2002 version, strangely, the hidden and underlying racial logic of orientalism, likely to be
previously “hidden” and “curtain” off in the 1970s and 1990s posters, becomes laid bare. In the
film’s DVD version released in 2002, two named white individuals appear in the film credits. It
is revealed in the film credits that this current version has been “presented” by Harry Novak and
dubbed in English by a certain James McLarty. Indeed, both white individuals in this DVD
version have excised the Japanese original version from 90 to 72 minutes (Fig. 4.49), cutting the

Asian male auteur’s film — and by extension the latter’s phallic power — shorter, amounting to

458 Such contradictory rendering of both the “highness” and “lowness” of JPM are also visible in the Italian and
German poster of this film, see the last session of Andrew Schonebaum, “Dreams and Plums of World Literature:
The Hong Lou meng and Jin Ping Mei in English (1827-1939),” in History Retold: Premodern Chinese Texts in
Western Translation edited by Chan Tak-hung Leo, and Zong-qi Cai. (Leiden: Brill, 2022.), 259-260.
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nothing but a male-to-male racial castration.**® The reduction of the original film’s length can be
due to the fact that the DVD producer wants to add extra materials to the film of JPM including
an excessive two hours of “special features” titled “Asian stripteases” “Geisha playmates” and
“Oriental typhoons.” All are racist tropes, and this is no surprise given the long history of

Hollywood’s racial fetishism of Asian people as “yellow peril.”*¢0

Juae ltarsd (4 Tawing Vheman) a3 the twisted Mes Ché
)
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masic vy MASAC YAS)
soreenpiay by JIKY YAMATOTA -
it versien by JAMES £ McLARTY o s s Rivs b e Somte 903

T s
Fig. 4.50 and 4.51 Front and back cover, The Notorious Concubine (edited from Kin Pei Bai,
released in 2002, purchased on Amazon in 2017.) Source: Scanning by the author.

dNONOD SNONO.ILON i

459 On racial castration, see David Eng, Racial Castration: Managing Masculinity in Asian America (Durham: Duke
University Press, 2001).

460 On the problematic representation and reception of “Asian women” in Hollywood and Western imaginations, see
particularly: Gina Marchetti, Romance and the Yellow Peril: Race, Sex, and Discursive Strategies in Hollywood
Fiction (Berkeley: University of California Press, 1993); Celine Parreiias Shimizu, The Hypersexuality of Race:
Performing Asian/American Women on Screen and Scene (Durham: Duke University Press, 2007); Rey Chow,
“Framing the Original: Toward a New Visibility of the Orient,” PMLA, 126, no. 3 (2011): 555-563.
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Fig. 4.52 & 4.53: Two white men’s editing, financial and affective investment
Source: Screen capture by the author.
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Fig. 4.54 & 4.55: Curtaining on the DVD menu panel.

However, as a product of East-West romance of feng-/iu, the orientalist, masculinist, and
racist paratextual materials of Noforious are, formally and affectively speaking, not unlike its
Chinese counterparts in the case of Li’s cinema as well as JPM’s circulation in mainland China.
After all, true to the wind-curtain fluttering in the original novel, Notorious’s promotional
wordings still unmistakably promise an experience of uncovering and uncurtaining some “thing”
erotic — and that “thing” is most representatively Pan Jinlian — the “Asian” and “oriental” woman
being under the male gaze of her by now no longer Chinese but Western and presumably white
editors/buyers/viewers.

Instead of stopping at calling out the objecthood of Pan and “Asian woman,” however,
comparative race theorist Anne Anlin Cheng has theorized Asiatic femininity in Western
imagination not only as “oriental” (cf. Edward Said) but also “ornamental” being, referring to the

yellow woman (as counterparts of black, brown, and white woman) surviving, enduring and
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being as aesthetic — while also compromised and violated — object in the long history of
unending orientalism.**! Indeed long before “the objectification by the West” of Pan Jinlian in
America, Pan in the original novel is always already half-objectified and self-conflated with
things such as curtains (see Chapter Three). What happens in the American case of Notorious is
only a new version of the old. For example, Notorious’s paratextual materials echo the novel’s
obsession with fabric in calling Pan Jinlian as “a monster in woman’s clothing!” (Fig. 4.51),
while at the same time figures of curtain continue to cover and uncover in the DVD’s playing
menu, Fig. 4.54 & 4.55). As in Pan’s seduction at the doorsteps in the original novel, such
conflation between Pan/women with curtain paradoxically releases her seductive power of feng-
liu, thereby releasing her from one man to another man (i.e., between Wu Da and Ximen Qing),
and one “home” to another “home” (i.e., between mainland China, Hong Kong, Taiwan, Japan
and East Asia as well as the West). In the case of Notorious, therefore, Pan Jinlian’s ecological
form and affective world-making of feng-liu is no longer reducible to Chineseness,*6? as she
transfers from Chinese households to a new Western household while negotiating with patriarchy
in the Chinese novel as well as masculinist, sexist and racist fantasies in the West.

Such is the staying persistence of JPM’s ecological form and affective world-making —
wind and curtain fluttering across contexts infrastructurally switching on and off, coupling and

decoupling “Asia” and “the West.” In the cases of JPM soft-power, the East-West boundary

461 Cheng provocatively asks: “What about bodies not undone by objectness but enduring as objects?” (emphasis
mine) in her masterful theorization: Anne Anlin Cheng, Ornamentalism (New York: Oxford University Press, 2019),
22.

462 For one such use of “Chineseness” in framing transpacific circulation sex workers and female representations see
in particular Lily Wong, “Erotic Liaisons: Sinophonic Queering of The Shaw Brothers’ Chinese Dream,” in
Transpacific Attachments: Sex Work, Media Networks, and Affective Histories of Chineseness (New York:
Columbia University Press, 2018), 79-102. In the case of Pan Jinlian’s representation in global media, I do not find
it necessary to limit her world-making as necessarily “Chinese”; she could be and has been played and performed by
actresses of other nationalities such as Japanese or Korean actresses, and her feng-/iu goes beyond the geo-body of
China.
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dissolves in the case of Pan Jinlian’s transcultural survival as oriental/ornamental figures. While
we may simply criticize the masculinist and racist visual and affective logic in the American
“editing” of Koji Wakamatsu, it remains remarkable that, such American, white, and male
affective “investment” in Notorious and by extension JPM remains “low(ly)” but highly
persistent all through the years. The film was screened in 1970s and remains distributable four
decades later. By all counts only a “minor” Japanese film of a major Chinese novel, Notorious
has sustainably circulated in America for four decades. First released in American theaters in the
early 1970s, it was re-released in VHS in 1992, and lastly in DVD in 2002. This is all the more
remarkable given that no Chinese, Japanese and Asian distribution companies ever bothered to
distribute this minor film of the legendary “pink film” master K6ji Wakamatsu in any audio-

visual forms.
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Fig. 4.56: Advertisement poster for Koji Wakamatsu’s Kin Pei Bai (1968)
Source: Yomiuri Shimbun 575c#], June 21, 1968, from Yomidasu rekishikan
(Yomiuri newspaper database)

Fig. 4.57: Advertisement for Li Han-hsiang’s Golden Lotus (1974) in Japan
Source: Yomiuri Shimbun Fi5ciE, January 16, 1976, from Yomidasu rekishikan
(Yomiuri newspaper database)
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Through our new critical vocabulary of JPM’s wind-curtain fluttering, we can now
critically re-describe the sometimes moralistic, disciplining charge of the critique of
“orientalism” in Asian woman’s representation and presence in the West. We now understand
that the long-continued (but low-key) circulation of Noforious can be more affectively (and less
rigidly) apprehended as a creative common of wind-flowing and curtain-blowing, coupling men
and women through circulating across the East and the West, with all its promise, perils,
problems, and politics. For instance, one Japanese advertisement for Li’s Golden Lotus (Fig.
4.56), champions JPM and Ximen Qing’s display of f0yo (“oriental”/East Asian) secret sexual
techniques (t6y0 no higi, 5-£DFY), claiming that such t6yo ecological form triumphs over its
Western and South Asian “counterparts” in its otherwise “super international eroticism i [E|f4

I OF AL (Fig. 4.57)*3 As historian Stefan Tanaka has noted, the term 76yd, literally

meaning “East Seas,” refers to “a geocultural territoriality” including both China and Japan, and
other countries in Asia, as distinguished from seiyo (“the occidental”) and the West.*®* Like the
circulation of JPM across East Asia, feng-liu (pronounced in Japanese as fii-ryit and Korean as

pung-lyu) have been a persisting portable “style” shared while also shifting across traditional and

463 The full quote: “A visionary erotic classic finally adapted into a film at its home front. A JPM debut that jeers at
Western pornography. Arabian Night and Kama Sutra, whatever they are, are only some baby steps in comparison to
JPM, a crystallization of two thousand years of time-tested East Asian secret sex techniques, all revealed by Ximen
Qing, the ultimate King of Sex and Crime ... A super international eroticism has now completed! %D ¥ B ~
RETHEL | WORDORNL /886K THWBH 777 A MDD ZDHh—< « A— | ZEF
HEF 12000 S8R D ISR TRFOM DT X T 2 it — (U B TFER ~ EFIES IR L £ 9 - BEE
TOFALEFER

464 As Stefan Tanaka pointed out, the earliest form of the sinographic word 16y /dongyang (eastern seas) was used
by Chinese merchants to refer to waters around Java as distinguished from seiyo/shiyang (western seas). After Meiji
Restoration, the use of term in Japan started to mean “the oriental” as defined against Europe’s modernity. See:
Japan's Orient: Rendering Pasts into History. (Berkeley: University of California Press, 1993), 4.
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modern Japan, from the 8" century waka collection Man'yoshii to kabuki and Natsume Soseki’s
writings and East Asia in general.*6®

Importantly, the ecological and world-making formula of feng-/iu (in connection other
aerial form such as feng-su, feng-bo....etc.) in the specific case of JPM are by no means static
and essentialist, but highly infrastructural in its ecological volatility and affective
unpredictability, assembling and reassembling across literary and cultural contexts. To do justice
to the complexity of Pan Jinlian’s being, Pan’s story is not only a reaction to male violence (can
the coupling of “Ximen Qing” and “Pan Jinlian” only be characterized as “violent”?), but also a
reconfirmation of Pan Jinlian’s wind-bearing capacity of feng-liu without this Wakamatsu’s
adaptation Kin Pei Bai (to be discussed below) would not even be made or seen (for example,
by me as a researcher), either permanently “curtained” out of either statist, masculinist
censorship (particularly in mainland China) or commercial disinterest (outside of mainland
China). While confirming the long-established pattern of orientalism, Noforious’s hardly
respectable global circulation is not solely attributable to Western man’s objectification of Asian

women, but equally attributed to women figures such as Pan, whose superiority in winds-making

compel her and JPM to circulate here and there.

As we return from America’s edition of Noforious to two related adaptations of JPM in
Japan and Korea, the East-West boundary continues to fluctuate and flutter under the

erotic/economic pressure of feng-liu. To date, two film adaptations of JPM outside China and the

465 For one comprehensive survey of how the sinographic word feng-liu/fii-ryii exerts itself in Japanese literary
history from, see Okazaki Yoshie [lzF5 2 Nihon Geijutsu Shicho: Dai 2 Kan no Ge: Fiiryii no shiso H i &
1 EE 2 5D JE D EAE [Trends in Japanese literary thought Vol. 2: The Ideas of Firyi] (Tokyo, Iwanami
Shoten, 1948); see also the Sino-Japanese comparison of the word in Suzuki Shiiji $5ARKIEZK, “Faryt ko.” T ER |
2% [The genealogy of fi-ryi], in Chiigoku Bungaku to Nihon Bungaku F1[E 5 & H A S [Chinese literature and
Japanese literature] (Tokyo: Tokyo Shoseki, 1987), 121-203.
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Sinophone world exist: Koji Wakamatsu’s Kin Pei Bai <3l (1968) and Kim Ki-

young’s 717193 /4:%5k Ban Geum-ryun ¥4 ;%43 /Pan Jinlian (1978/1981). To begin
tracing the wind and curtain network back in post-war East Asia, we can start from Koji
Wakamatsu (b.1936-2012). Now recognized as an art house auteur, Wakamatsu has been
associated with “pink films,” an industrial genre of pornography reaching its peak in the 1960s,
serving almost exclusively urbanized blue-collar male workers and politicized students. But Kin
Pei Bai, based on a 17" century Chinese erotic novel, appears different from pink films’ urban
settings and perhaps because of this, it has been therefore ignored by critical analysis on the
director’s left-wing and avant-gardist politics.**¢ Unlike his low-budget pink films, Kin Pei Pai
was the first film of his that was distributed by a mainstream production house (Shochiku 24
77),%7 and was considered a commercially expensive and big-budget production (faisaku 7
E).*8 1t was also arguably the first Japanese film financed by foreign capital; as one source
suggests, due to the popularity of Japanese-made pornographic film in Europe (in particular West
Germany), Kin Pei Bai was made with financial investment by a certain German film company

named Hansa.*¢?

466 Wakamatsu’s Jin Ping Mei adaptation was not mentioned at all major studies of Wakamatsu in the West, for
instance: Markus Nornes, ed. The Pink Book: The Japanese Eroduction and its Contexts (Kinema Club, 2014), also
the first two chapters of Alexander Zahlten, The End of Japanese Cinema: Industrial Genres, National Times, and
Media Ecologies (Durham: Duke University Press, 2017); Alberto Toscano and Go Hirasawa, “Walls of Flesh: The
Films of Koji Wakamatsu (1965-1972) Film Quarterly 66, no. 4 (2013): 41-49; Sarah Hamblin, “Pink Film, Red
Politics: Koji Wakamatsu's Revolutionary Pornography.” English Language Notes 53, no. 1 (2015): 123-139

467 «Kin Pei Bai de ote shinshutsu eiga-kagai no gerira taichdo wakamatsu koji kantoku” " &3fg | TAFHEL
BLESR D7) xR BEinZE B [The guerrilla leader of cinema: Koji Wakamatsu’s breakthrough with the
major production of Kin Pei Bai]. Yomiuri Shimbun 575¢5H], September 10, 1968.

468 See “Wakamatsu koji intabyt kikite yomoda inuhiko hirasawa g0” #5fAZ _—— 1 > ¥ B2 — (H&F IWUHH
KRE - ERMI) [Interview: Wakamatsu Koji by Yomoda Inuhiko, Hirasawa Go] in Wakamatsu Koji Han
Kenryoku no Shozo F52% A& )] D Eif4: [An Icon of Rebel: Wakamatsu Koji], edited by Yomoda Inuhiko 475
K, Hirasawa Go YRl (Tokyo: Sakuhinsha, 2007), 257-258.

469 In 1965, one newspaper article reported that a West Germany company named “Hansa-film” first proposed to
finance Toei BEAJ with 100 thousand US dollars in producing a JPM film (meant to be comparable to Roger
Vadim’s La Ronde [1964]); the director was reported to be a lesser known director called Watanabe Yuusuke &3/
{671, whose pornographic films were financially successful in Germany. See: “Kin Pei bai eiga-ka de shimei sa reta
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In this light, then, the financial and affective investment in JPM (and Pan Jinlian) was
shared by the East as in the West: an erotic/economic process of feng-/iu trading and coupling.
Echoing the plan of luring foreign capital through JPM infrastructure in mainland China, the
earlier and comparable cases of Japanese pornographic films (including Wakamatsu’s Chinese-
themed Kin Pei Bai) were also said to be “earning foreign currencies” from European, American,
Australian, Latin American, and Southeast Asian markets in solving financial issues of the

Japanese film industry.*’® In 1969, another Japanese male auteur Nagisa Oshima X &%

somewhat sourly observed that, while his own movies had difficulties in getting screened (i.e.,
this was way before his global fame with In the Realm of the Senses in 1976), Wakamatsu’s Kin
Pei Bai appeared to enjoy certain commercial success in Europe as an “Asian” pornographic
film.*”! While censorship per se did not appear to affect Kin Pei Bai, the pink films’ foreign

receptions began to raise concern of “national shame” in post-war Japan, which echoes Wu

shinjin kantoku Seidoku kara tokubetsu chimon” $HFGHLE L TR I N - ABEE Wil o5 5ES

[ Jin Ping Mei to be directed by a new director; Commission from West Germany] Shitkan Shincho #EH[HE] 10,
no. 24 (1965): 17.

47% One Lianhebao article meticulously listed out where these Japanese porn, often ancient-themed or “orientalized,”
movies were sold to the point that the Japanese Ministry of Foreign Affairs raised concern about such “humiliating”
phenomenon for the nation. “Riben huangse yingpian daliang shuchu guowai...Riben waiwusheng jinggao wusun
Guoyw,” HAZT G R REH L ESN ERYNENBGE G HIMSE S5 7)1HE2 [Huge amount of
pornographic Japanese films exported overseas to earn foreign currencies...Japanese Foreign Ministry warned that
this brings shame to the nation]. Lianhebao ¥t &%, January 23, 1969.

471 In 1969, Nagisa Oshima in one newspaper article lamented that it was difficult for his own films to be shown
overseas especially in Europe. In contrast, Wakamatsu’s Kin Pei Bai was shown in three cinemas in Paris when
Oshima visited there. He noted that Wakamatsu’s name didn’t appear on the poster and speculated that the film
could be taken as “some Hong Kong erotic movie.” He further noted that Wakamatsu’s film was sold to a “Western
Germany” broker, which, according to him, was not a good thing for Japanese cinema in general. Though it is hard
to imagine from today’s point of view, the Chinese story JPM might have served as a “more international” source
material than distinctively Japanese materials during that period. See: Oshima Nagisa A &% “Bari no Nihon eiga
minishimiru kaigai joei no kon'nan.” /3 1) @ HARBRE 52 | A& % /SN EBLOKEE X [The deeply felt difficulty
in going overseas; Japanese cinema in Paris,” Yomiuri Shimbun 5%5¢57E, 10 September, 1969. In an interview
published in 2007, Wakamatsu remarked on Oshima’s lament when asked about the film’s overseas distribution. ...
ChiEI—a v " TRESADHMEL D ERENOAL 20 2D ~ RES AL A TU 2 o 7 See:
“Wakamatsu koji intabyi kikite yomoda inuhiko hirasawa go” iz ——A > Y B2 — (& F WHHKE -
SR [Interview: Wakamatsu K6ji by Yomoda Inuhiko and Hirasawa Go]. In Wakamatsu Koji han kenryoku
no shozo FFAZE " KZMESID Ei {4 [An Icon of Rebellion: Wakamatsu Koji], edited by Yomoda Inuhiko FdJ5FH K
=, and Hirasawa Go 2 R[], 234-265 (Tokyo: Sakuhinsha, 2007)
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Song’s moralistic and violent containment of Pan Jinlian’s feng-liu through invocations of feng-

su (i.e. local customs).
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Fig. 4.58 & 4.59: Promotional materials for Kim Ki-young’s Ban Geum-ryun in 1981
Source: https://m.blog.naver.com/cine212722/221696965756

Catching winds of JPM’s feng-liu in China and other parts of Asia, JPM film adaptation
was also censored and curtained in Korea under the censorship of Park Chung Hee’s military
regime. In the case of Korean director Kim Ki-young’s (b.1919-1998) the film had to change its
title from Geum Byeong-mae (Jin Ping Mei) to Ban Geum-ryun (Pan Jinlian) (Fig. 4.58 & 4.59).
The film was shelved in 1974 due to reasons of “obscenity” and “violence.”*7? As
contemporaries, Kim Ki-young and Li Han-hsiang both navigated governmental censorship in
their respective grappling with East Asian authoritarian regimes (Park Chung-hee in Korea;
Chiang Kai-shek in Taiwan). In 1981, Kim’s iteration was released from storage after 7 years of
suspension. Echoing JPM’s form of affect, the release of film was advertised and described in an

advertisement as an event of passionate and temporal “unsealing” (gaebong, 71-5-/Fi%}) between

472 See Molly Kim, “The Intersection of Authorship and Film Regulation During the Period of Military Rule: An
Analysis of Kim Ki-young’s National Policy Films, Soil (1978) and Water Lady (1979),” in The Films of Kim Ki-
Young, edited by Kim Chung-kang (Edinburgh: Edinburgh University Press, 2023), 129-145.
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art (i.e. deep) or obscenity (i.e., superficial)” (<l < [Eiffij] o] vk 2] A2 [fEE5] 0] LF Al 8] Sl bz
&2 [BHERE]).

What connects Kim’s JPM to those by Ko6ji Wakamatsu and Li Han-hsiang was that,
while all these filmmakers are celebrated and legendary male/masculinist auteurs in their
respective national film historiography, their JPM films are without exception not considered as
their major films in their oeuvres. Either suffering from moral or governmental censorship at
some point or falling out of f(l)avor critically or commercially, none of their JPM films are
easily watchable as of 2020s. Kim’s Ban Geum-ryun, while available for streaming inside Korea,
is not released in DVD form like other Kim movies; Wakamatsu’s film is only available,
paradoxically, in its Americanized, excised, and dubbed form as Notorious; Li’s JPM, while
watchable online on several dubious and illegal platforms, are not widely available in DVD form
either.

Put differently, JPM films, like the book JPM itself are both exposed and hidden from
view through a variety of sensible “curtains,” political censorship or commercial unavailability.
Though this chapter as a result cannot fully analyze all the actual “content” of these films due to
their limited circulation, I would argue that it is precisely this atmospheric feeling of
incompleteness, this affective intensity of partiality and limited exposure that accompanies the
original novel’s ecological form and aesthetic world-making of wind-curtain fluttering.
Regardless of any real or imagined issues of censorship, the infrastructure network of wind-

curtain fluttering in the novel and its adaptations serves as a conduit for connecting, conveying,

473 A translation of some of the key message on the poster: “It’s your luck to be able to watch this movie! Passionate
stories of passionate lovers. Is she an embodiment of desire or a mysterious devil beauty? ...Passionate acting,
passionate love, passionate movie. Art or obscenity? All is finally revealed amidst the controversy!” The Korean
verb, “gaebong 715" suggests “1. open; unseal, 2. release; be coming soon; to open something wrapped or
sealed tightly to protect or conceal it,” last accessed 20 March, 2024,
https://en.dict.naver.com/#/entry/koen/08dcba8bc7f84b10a8457974dc8c8244.
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while also constraining the transnational adaptations of JPM, fluttering beyond and between late

imperial, modern and contemporary mainland China and the world.

Conclusion

This chapter has made interventions in the study of JPM’s global circulation through
illuminating the infrastructural entanglement of “wind-curtain fluttering” in between the cases of
Li Han-hsiang, Clara Law, K6ji Wakamatsu, and Kim Ki-young film adaptations. By
“windsurfing” beyond dichotomies (such as man/women, oppressor/oppressed, Asia/West) and
steadfastly holding onto JPM’s ecological and economic form of winds, these two chapters see
Pan Jinlian, Dame Wang, and Ximen Qing in JPM as players in “wind-curtain fluttering”
working in tandem with a larger scheme of geopolitical deal-making in between China, Asia and
the Western world.

As shown in the cases of JPM as infrastructure of luring capital, what we see in JPM
could well be like what anthropologist Kimberly Hoang calls “the co-constitution of sex and
global capital” in contemporary Vietnam and Asia. Like the racialized and minoritized sex
workers that Hoang described in Dealing in Desire: Asian Ascendancy, Western Decline, and the
Hidden Currencies of Global Sex Work (2015), Pan Jinlian shall also not be understood simply
as a victim or a sell-out (such is the standard view of the CCP: that Pan Jinlian is either a victim
of “feudalist oppression” or that “she took the wrong path of liberation”), but more fascinatingly
and/or disturbingly, as role-playing performers and deal-makers calculating gains and losses in

doing business with a highly hierarchized assembly of men (between white and Asian, expats

277



and locals, and in JPM, between Ximen Qing, Wu Da, Wu Song...) competing in global
capitalism.*7*

While this dissertation’s Chapter One and Two have shown how HLM has kickstarted or
provided a platform in creating queer and trans stardom between China and the world, Chapter
Three and Chapter Four theorize JPM’s distinctive global media climate distinctively,
showcasing its comparative advantage and disadvantage. On the one hand, JPM, unlike HLM,
has been covered up by multiple agents and in multiple aesthetic forms both inside and outside
the novel. Strangely, however, while there are no film adaptations of HLM made outside of
China and Sinophone communities, the wind-flowing appeal of Pan Jinlian has attracted, at least,
two adaptations of major auteurs in Korea and Japan; in contrast, no film adaptation of HLM
took place outside of Chinese-speaking world.

While Pan and JPM also “enjoyed” some Western presence, purchase, and investment,
HLM has largely been an “indoor” emotional affair in terms of cinematicization, though stars
who played or have become Bao-yu make waves (i.e., mud-water exchange) globally in their less
obvious “adaptations” outside of HLM platform. In a way, HLM creates “major” stars of
glittering grief, who actually also exhibit feng-liu (such as Dai-yu),*’*> But to do justice to the

“minor(itized)” stars of Pan Jinlian and other female characters in JPM, we should acknowledge

474 See Hoang’s analysis of Vietnamese sex industry in the throes of economic liberalization and participation of
world trade in her ethnography: Dealing in Desire: Asian Ascendancy, Western Decline, and the Hidden Currencies
of Global Sex Work. (Oakland: University of California Press, 2015). Hoang’s book, in the fashion of JPM’s
diagnostic description of Pan Jinlian, “looks at women who choose to enter into sex work as a strategy to advance
their economic and social positions in the local economy.” (17). Also problematizing the argument that Asian
women are only “objects” but not subjects of desire in romancing with the West, see Karen Kelsky, Women On the
Verge: Japanese Women, Western Dreams. (Durham: Duke University Press, 2001)

475 Compared to JPM’s eroticism, HLM’s frequent mentioning of the very loose word feng-liu is often de-
sexualized; in particular, characters such as Dai-yu and Qing-wen have been described as feng-liu: see Hong Tao jit:
7%, “Feng-liu, bushi feng-yue: Hongloumeng de hexin ci, fanyi xianxiang he pingjia shuyu,” A > N H: (40
MREEE) Bk ~ BRI HENTSE [Feng-liv and not feng-yue: Evaluations and translations of keywords in
Hongloumeng]| Hongloumeng Xuekan 4 ##222271] 3 (2021): 29-66.
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that Pan Jinlian and her likes have managed to craft their own niche in the world of winds; she
makes deals with the likes of Dame Wang, and Ximen Qing; and she lingers with and as object
across the threshold of the doors and curtains, in between legitimate and illicit arenas as
formulated in the novel.

Staying true to the fashion of JPM itself, Chapter Three and Chapter Four refuse to
exclusively endorse either feng-liu or feng-su, but more broadly and generatively double down
on attuning to (rather than judging, critiquing, and concluding) the Ming novel’s, as well as each
adaptations’ rounds and rounds of resettling and unsettling of winds: that of continual feng-bo
(incidents), and feng-cui-cao-dong (imminent happenings in the unfolding environment as well
as surroundings). Through our non-anthropocentric theorizing with the winds — or in
environmental anthropologists Jerry Zee and Timothy Choy’s formulation, through our
“becoming-atmospheric” with JPM’s affective world-making across media, cultures and
boundaries, this chapter has hopefully shown how winds in JPM “shift from states of settlement
or condensation to ones of airborne agitation, to settle again in time, or to activate a reaction,

somewhere else.”*7°

476 Jerry Zee and Timothy Choy, “Condition — Suspension,” Cultural Anthropology 30, no. 2 (2015): 210-223.
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Conclusion: Further worlding

The limitation of this dissertation is clear: It has only focused on tracing and theorizing
from two classic Chinese novels, namely: Hongloumeng’s “water” (Chapter One and Two) and
Jin Ping Mei’s “wind” (Chapter Three and Four). This conclusion will briefly highlight future
directions which will go towards completing our theorization of all classic Chinese novels’
global media climate in 20" and 21% century China and the world. It will provide some clues as
to how to procced with, for example, theorizing the affective worldmaking of the ecological form
of “cloud” in Xiyouji, while I will have to leave “fire” in Sanguo s global media climate, and
Shuihuzhuan’s “rivers and lakes” (jianghu) behind for future explorations.

As I am finishing dissertation, Akira Toriyama, the author of the world beloved
animation Dragon Ball, has passed away. The world-famous series, as Toriyama openly
admitted, draws from Jackie Chan’s kung-fu films and obviously Xiyouji. Apparently, the series
departs from the original story wildly as it goes on and on, hence many simply ignore the power
of the source novel judging by the blatant change of content, plot, as well as social-political
contexts. But how come the character of Dragon Ball, despite the changed and changing forms,
remains to be called in Japanese Son Gokii 472, which is equivalent to the Chinese written
form Sun Wukong 4525 if written in kanji J£ or sinographs? Against such tracing of Japan’s
entanglement with classic Chinese novel’s global media climates, most will often retort that
“Dragon Ball is already Japanese and not Chinese,” even though such affordance of Xiyouji and
Chinese culture (especially Jackie Chan’s kung-fu films) have been openly admitted and

acknowledged by Akira Toriyama as formative influences.*”’

477 My observation is based on personal experiences when I mentioned this argument to friends in Hong Kong.
Understandably, very few media coverage of Toriyama’s death mentioned the link between Xiyouji and Dragon
Ball, or China for that matter. After all, it has been known as a Japanese franchise, if not only Japanese. However,
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Avoiding or trying to dispel the haunting notion of “Chinese influence” or for fear of
augmenting “Sinocentricism,” these comments I have heard flatly ignored the form and affect of
Xiyouji. What these responses have missed is that Dragon Ball’s display of “change,”
“changeability,” and “to-be-continuedness” (or as media scholars call it, the “seriality” in
popular narratives),*’® is not an indication that Sun Wukong is no longer who he is. On the
contrary, the more changes he displays, the more he is the Monkey King. Paying attention to
monkeys’ morphological and serial form, Eileen Cheng-yin Chow has provocative suggested that
Wukong’s tail always betrays his non-human quality while he tries to transform into a human,
making Wukong always a mediating figure between the human and the non-human. As Chow
writes:

Given that Monkey’s identity straddles the boundary between beast and divinity, it

is perhaps not surprising that the conjuring trick he finds most challenging is that of

fully transforming himself into human form. His telltale simian tail—the only part

of him that resists change and concealment—always gives him away. The Monkey

King’s tail, therefore, is both part of and persistently outside of all Monkey tales

already in circulation: it is the trace of the untameable, unassimilable, vestigial

remnant, that which vexes, betrays, and provokes the telling of yet another version
of the tale.*”®

Chow traced the self-regenerating and always-forthcoming Wukong as not only Xiyouji’s
seriality, but even as the life of Chinese cinema itself. We may add to this insight by saying that

the Monkey King’s very form has been also Chinese/Japanese/Asian animation itself.

the 30" anniversary official history book of Dragon Ball, published in 2016, indicates that Akira Toriyama took a
field trip to China while creating Dragon Ball in the late 1980s during the beginning of China’s economic reform.
See Akira Toriyama 5 (LB, 30th Anniversary Dragon Ball Super History Book =30th Anniversary Doragonboru
Ché Shishii K< T > R— )L #851£& (Tokyo: Shiieisha, 2016), 18.

478 For one recent example by media scholars, see: Frank Kelleter, “Five Ways of Looking at Popular Seriality

,” in Media of Serial Narrative, edited by Frank Kelleter (Columbus: Ohio State University Press, 2017), 7-34;
Shane Denson, “The New Seriality.” Qui Parle 32, no. 2 (2023): 301-339.

479 Eileen Cheng-yin Chow, “Afterword (F2%): Chinese Cinema as Monkey’s Tail.” In The Oxford Handbook of
Chinese Cinemas, edited by Carlos Rojas and Eileen Chow (New York: Oxford University Press, 2013), 650.
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What if we theorize such “vestigial” beastliness of the monkey (who is also strangely
human) not in terms of the tail but in terms another non-human form — that of the (Daoist) cloud?
In Xiyouji, we know that Wukong’s changes and more fundamentally, changeability highly
relates to his “cloud somersault” (jin-dou-yun §j3}-%£) and “cloud-wandering” (yun-you ZE i)
alongside another kind of gi, the yun-qi — “cloud-vapor” ZE4g. As art historian Martin Powers
shows, such an ancient and cosmological pattern of dragon-and-cloud appeared in as early as
classical China’s artifacts, but it could still be seen in the visual design as well as the plot of early
episodes of Dragon Ball (Fig. 5.1).48° No matter Chinese and Japanese, the infrastructure of
cloud-vapor — the yun-gi — remains supportive and connecting whoever that is riding with the

cloud.

= , Akira Toriyama
Fig. 5.1: Akira Toriyama and Son Goki riding cloud-vapor and dragon
Source: Photo AFP, https://www.thestar.com.my/lifestyle/culture/2024/03/08/039dragon-
ball039-creator-akira-toriyama-dies-aged-68

480 See Martin Powers analysis of the cloud pattern in early China in Pattern and Person: Ornament, Society, and
Self'in Classical China (Cambridge: Harvard University Asia Center, 2006): 184, 229-253.
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More interestingly, the continuation of Xiyouji’s gi/air can be testified in one recent South
American commemorative event in paying tribute to Toriyama’s death, which illustrates what Lu
Xun could be referring to as “air” from classic Chinese novels (see the introduction). On the
11" of March in 2024, thousands of fans in Argentina paid tribute to the Japanese animator
Toriyama, not only by cosplaying as the Monkey, but also by altogether performing one major
trick of Son Gokii, which is called gen-ki dama 7T E(T A & 72 %) (Fig. 5.2), literally meaning
“vitality-ball” and translated into English as “the Spirit Bomb.” In this introduction Lu Xun
mentioned the gi of classic Chinese novels, which in Japanese is pronounced as ki, which is
found circulating in this weapon of gen-ki dama. One fan-site of Dragon Ball called “Dragon
Ball Universe Wiki” describes this “ultimate weapon” of Wukong as a communal and

environmental gathering of ki:

What sets the Genki Dama apart from most ki manipulation techniques in the series is that
it is fueled by the energy gathered from one's living surroundings. The user, who must
be at internal peace, focuses their thoughts on living beings around them — animals and
plants, anything with a life force — and pulls on their energy. The accumulated energy
gathered by the user is gathered at a specific point. In earlier uses, Goki could only gather
enough energy toward his clenched fist, but other times, he would raise both hands
upwards and hold his palms out flat so as to focus the accumulated energy into a massive
sphere above his head.*®!

What this assembly exactly means, as I argued in the introduction, may be beside the point. What
this event of affective worldmaking (and infrastructural network) suggest is simply that fans
were creating and enjoying one such “allure of elemental envelopment” of air/ki/qi (Fig. 5.3)

through Dragon Ball and indeed also through Xiyouji’s ecological formulation.*®?> What Lu Xun

481 “Genki Dama,” Dragon Ball University Wiki, last accessed March 15, 2024,
https://dragonballuniverse.fandom.com/wiki/Genki Dama

482 Derek McCormak, Atmospheric Things: On the Allure of Elemental Envelopment (Durham: Duke University
Press, 2018).
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said about classic Chinese novels is invoked and even performed in the Argentina case; such
“air” from the novel, through the very affective world-making of Monkey King, survives
transculturally with people invoking, performing but not always needing to understand Chinese
or Japanese. Such invisibility of “air” constitutes the very definition of classic Chinese novel’s

infrastructural network, which often goes unnoticed in our “climatic media.”*%3

Fig. 5.2: Son Gokui’s “Genki Dama”
Source: The Dao of Dragon Ball,
https://thedaoofdragonball.com/blog/martial-arts/the-genki-dama-explained/

Fig. 5.3: “Dragon Ball fans in Buenos Aires gather to mourn creator Akira Toriyama” The
Associated Press, March 11, 2024.
Source: Captured from Associated Press video,
https://apnews.com/video/animation-and-comics-television-movies-pedro-ferrer-
74153e19333648d{8cbec369b97425a6

483 Yuriko Furuhata, Climatic Media: Transpacific Experiments in Atmospheric Control (Durham: Duke University
Press, 2022).
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Moving back from South America to Asia, Xiyouji’s global media climate is emitting a signal on
a more diplomatic platform. On the 8" of March in 2024, Mao Ning, the spokesperson of the
Ministry of Foreign Affairs of the People's Republic of China stated that they mourned the death
of Akira Toriyama. It turns out that such statement of mourning is elicited by a Japanese TV
reporter, and it is not the Chinese government or media, in this case, trying to claim a

connection:

TV Tokyo: The famous Japanese manga artist Akira Toriyama passed away due to illness. His
masterpiece Dragon Ball draws on the story of China’s Xiyouji as its background.
Do you have any comment about his death?

Mao Ning: We express deep condolences over the passing of Mr. Akira Toriyama and sincere
sympathies to his families. Mr. Toriyama is a renowned manga artist, whose works are
popular in China, I noted that many Chinese have expressed condolences over his
passing online. We hope and believe that more people with vision in Japan will
make active contribution to the cultural exchange and friendship between China

and Japan. (transcript modified and emphasis mine) 484

China’s spokesperson has stated what many studies have shown: that Xiyouwji is a product of and
has also been a platform of “cultural exchange.” However, it is telling that the Japanese reporter
has openly acknowledged the entanglement between Dragon Ball and Xiyouji, which is
described as “background” matters; but the background, as we have discussed, does matter. Like
air, it is neither the ground nor figure of representations, it constitutes our surroundings and very
being, the very air of things. In this case, China and classic Chinese novels, as the Japanese
reporter emphasizes, does have a role to play. But what roles are they?

The background of cloud and its gi/air shall receive more scholarly attention. As

contemporary China officially associates their Belt and Road Initiate (BRI) to Xiyouji,*® it is not

484 Quoted from the English transcript in “Foreign Ministry Spokesperson Mao Ning’s Regular Press Conference on
March 8, 2024,” Official Website of Ministry of Foreign Affairs, the People's Republic of China, March 8, 2024,
https://www.fmprc.gov.cn/eng/xwfw_665399/s2510 665401/202403/t20240308 11256513 .html

45 “Live: Monkey King & the Belt and Road Initiative! What's the connection?” CGTN (China Global Television
Network) F1EERER EE 744, October 16, 2024, https://www.youtube.com/watch?v=Xe-2MB6Z4GU
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inconceivable then, to see the Dragon Ball as Japan’s very own activation/adaptation of classic
Chinese novel’s historical and fictional infrastructural network: a world-historical journey along
the silk road which signals the long entanglement between South Asia, East Asia and the world
at large through the spread of Buddhism (which, as one scholar argues, also generates “an
international style” in Buddhist art).*3® Similarly in the case of Japanese anime such as Dragon
Ball, the series has conquered the world through the novels’ very ecological form, affective
world-making, and infrastructural network of Xiyouji under Japan’s specific historical
circumstances in, to borrow from historian John Dower, “embracing defeat” (just as Wukong
embraces defeat in Xiyouji) after losing the Second World War. Consequently, Japan has re-
formed and trans-formed its image from an imperialist aggressor in Asia to a “cuter” (kawaii) ,

29 ¢

demilitarized, softer, and more “collaborative” “pop culture nation” under Pax America.*?’

Yet, the world of Pax America has now faced the challenge of Pax Sinica. Back to the
present and looking ahead, one can be assured that contemporary China is seeking to repurpose,
reclaim, and recentralize classic Chinese novel’s ecological form, affective world-making, and
infrastructural network. If post-war Japan under Pax America — which some have called “pop-

culture Japan” — has activated some of Xiyouji’s “aesthetic categories” (such as the Monkey

King’s “cuteness” and “interesting”-ness) of classic Chinese novels in acquiring soft-power in

486 See: Dorothy C. Wong, Buddhist Pilgrim-Monks as Agents of Cultural and Artistic Transmission: The
International Buddhist Art Style in East Asia, Ca. 645-770 (Singapore: NUS Press, 2018).

4871 will explore such Japan’s world-making through Xiyouji in future publications; for now, Daisy Du’s Animated
Encounter (2019) remains to be the standard reference. On Japan’s “changing persona” during and after America’s
occupation, see the classic John W. Dower, Embracing Defeat: Japan in the Wake of World War 1I. (New York:
W.W. Norton & Co., 1999). For a ruthless critique of nationalism in post-war Japan as “complicit” with America’s
presence in Asia, see Naoki Sakai, The End of Pax Americana: The Loss of Empire and Hikikomori Nationalism
(Durham: Duke University Press, 2022). Several articles have explored such “tenuous” connections between Xiyouji
and Dragon Ball, as well as Dragon Ball’s “energy” in generating protests. None, however, successfully links it
back to the novel’s ecological form itself. See: Bounthavy Suvilay, “Dragon Ball: Body Control and Epic Excess in
Manga and Anime.” Loisir Et Société 41, no. 2 (2018): 250-267; Xavier Minguez-Lopez. “Folktales and Other
References in Toriyama’s Dragon Ball.” Animation: An Interdisciplinary Journal 9, no. 1 (2014): 27-46; Camilo
Diaz Pino, “Weaponizing Collective Energy: Dragon Ball Z in the Anti-Neoliberal Chilean Protest Movement.”
Popular Communication 17, no. 3 (2019): 202-218.
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winning hearts and minds in the world including the U.S. and mainland China (e.g., the

popularity of Dragon Ball),*3%

contemporary China is now poised to regain classic Chinese
novel’s affordance with “Chinese characteristics,” turning Xiyouwji into their very own “IP
(intellectual properties)” films, their very own “national-style” (guo-feng Ef|J#|) animations in
tandem with the precarious resurgence of han-fu ;%£f (i.e. the apparel of the Han or Han-style
Chinese clothes).*®

How will such classic Chinese novels gain new forms as they got re-assembled into
China’s self-projected international order called fian-xia X | (“All-under-Heaven”)?4° Will
such infrastructural network enable affective world-making? Will the new “Wukong” be able to
draw fans and followers around the world (such as the Argentine fans in Gokii’s case) paying
tribute to as well as contributing their “air/gi/ki” to Gokii’s/Akira Toriyama’s world-connecting
“force-field,” in Chinese, gi-chang @35? This dissertation has suggested that the answer lies
with the classic Chinese novels’ ecological form, affective world-making, infrastructural
network, a permutation of sensory devices through which China and the world co-constitute our

global media climates. Before we rush to conclude, we shall first notice how the ¢i is going in

our times: does it smell like the beginning or the end of Hongloumeng or will it be a new era of

488 On Japanese popular culture and affect, the term “popular culture Japan” is from Daniel White, Administering
Affect: Pop-Culture Japan and the Politics of Anxiety (Stanford: Stanford University Press, 2022); see also the
classic in the field of East Asian cultural studies which “recenters” Japan in globalization: Kdichi Iwabuchi,
Recentering Globalization: Popular Culture and Japanese Transnationalism (Durham: Duke University Press,
2002). On aesthetic categories in late capitalism, see Sianne Ngai, Our Aesthetic Categories: Zany, Cute, Interesting
(Cambridge: Harvard University Press, 2012).

489 On the notion of “IP” in mainland China’s context, see Li Jinying. “The Platformization of Chinese Cinema: The
Rise of IP Films in the Age of Internet.” Asian Cinema. 31, no. 2 (2020): 203-218. For problematiziations of such
nation-bounded or ethnocentric brandings, see Eve Ng and Xiaomeng Li. “Brand Nohomonationalism: Guofeng
('National Style') Framings of Boys' Love Television Series in China.” Asian Studies Review 47, no. 3 (2023): 613-
630; on the problematic of hanfu, see Kevin Carrico, The Great Han: Race, Nationalism, and Tradition in China
Today (Oakland: University of California Press, 2017).

490 See Wang Ban, ed. Chinese Visions of World Order: Tianxia, Culture, and World Politics (Durham: Duke
University Press, 2017); Zhao Tingyang, All Under Heaven: The Tianxia System for a Possible World Order, trans.
by Joseph E. Harroff (Oakland: University of California Press, 2021).
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Sanguo and Shuihu up-and-coming? Are the Wukongs/Gokuis/Monkey Kings trying to “rebel”
and creating uproar in heaven? Are they being defeated, or more than ready to embark on a team-
building journey of self-reflection, self-revision, and multilateral collaboration — between self
and other, human and nonhuman, between China and the world? We leave it to our ever-

unfolding sense-making, and currently, the undercurrents run deep.
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Appendix

Table 2: A brief timeline regarding JPM’s circulation within mainland China from 1957-1997 as gathered from
available source. The table is not meant to be exhaustive from 1957 to the present. It is to provide a glimpse of what
I mean by “wind-curtain fluttering” in terms of the book’s publication and circulation in mainland China.

Year Titles/Versions Publisher | Book Details Audience and consequences
1957 Nov | Jin Ping Mei Cihua, | People’s - Unexpurgated - Mao Zedong considered the book
(reprinted | (aka Wanli version) Literature (zu-ben & A); worth reading for party leaders.
in 1991) Publishing also known as - Approval of Mao Zedong sought
House “Minister by Zheng Zhenduo B[JEEE, the
(Renmin Version” vice-minister of the Ministry of
wenxue (buzhang ben &[5 Culture; JPM was allowed for
Chubanshex EA ) “internal circulation” (PNEFEE(T)
NERSCLE | 9000 copies*®? 04
HIRRFE)/ In | _ 40 RMB93 - Auvailable only to high-level party
the name of | - Thread-bounded members, distinguished
Wenxue - Printed by professors, and cultural
Guji Kanxin photocopying. luminaries.*>
She - 2 boxes; 21 - Each copy has a number; buyers
N EET) volumes had to register their names and
171t - The first volume were all assigned a number in
contains their purchase.
illustrations taken | - Buyers had to be married and
from the above 45 years old.*%
Chongzhen
version; the rest
of the 20 volumes
are the main text,
1983 The Story of Jin Ping | “Jian-hun” - Han Yingsan §& - Jian-hun was shut down as a
Mei (Jin Ping Mei #5E a i, a writer of result
Gushi) Shaan-xi- the Liberation

41 See: Li Xin g, “Buwei tuli lieqi, zhiwei chuancheng wenhua — 1949 nianhou Jin Ping Mei de jici chuban
qingkuan,” B EFE A SRR EASUE—1949 F1% (Bififk) B HhIED [Not for profit but cultural
heritage — On Jin Ping Mei’s several publications after 1949], Wen Wei Po SCE#, January 14, 2019, last accessed
March 26, 2024, https://www.sohu.com/a/289679840 48835.

492 Li Xin, Song Chundan and Song Muwen suggested 2000 copies; Yen suggested 1000 copies. See Li Xin,
“Buwei”; Yan Zhen 7 E., “Xiaoyi Jin Ping Mei chuban zhi kanke,” /\&& ( &3ififg ) HiRk k3] [The bumpy road
of Jin Ping Mei’s publication], The Library Journal of Henan ;5] g B ZEEEZT], no. 2 (1993): 58-59; Song Chundan
KEST, < Jinshw’ Jing Ping Mei de tuomin zhilu,” “ZEE”  ( $ifiiE) AIAREZ K [On the un-censoring of the
banned book Jin Ping Mei] Dongxinanbei BHEREF L no. 24 (2016) [reposted on Sohu], last accessed February 23,
2024, https://www.sohu.com/a/229490575 176673

493 Yang Muzhi, #4% > “Chuban shishang de yiduan gushi — Jin Ping Mei, Chataiai furen de gingren chuban
faxing de ganxiang” HHARSE FRY—FisE —— (Bifilg) (EZFFERARIHEAN) HAREITHIEAE [On the
publications of Jin Ping Mei and Lady Chatterley’s Lover], Zhonghua dushu bao "PEEZEZEH, October 30, 2013,

last accessed, March 26, 2024, https://epaper.gmw.cn/zhdsb/html/2013-10/30/aw.D110000zhdsb 20131030 1-

05 htm. Yang is the chairman of The Books and Periodicals Distribution Association of China (B Z T2 T
FHER).

494 Yen, “Xiaoyi,” 58.

495 Yang, “Chuban,” n.p.

49 Li Xin, “Buwei,” n.p.
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based Army (budui - Han Yingsan lost his status as an

1iterary zuojia EFIES) army soldier.
fmagaziiie abridged the one

million word
original Jin Ping
Mei Cihua to a
170-thousand
word version

1985 Jin Ping Mei Cihua People’s Expurgated - Initiated by the press’s chief
(May) Literature Edited and editor Wei Junyi 2EH
Publishing annotated by Dai | - Include university professors,
House Hongsen #S#% scholars of classical Chinese
Editorial work literature, members of China
was already Writer’s Association
complete in 1980. | - Issued purchase vouchers to
Also known as qualified buyers

“the clean - Illegally obtained copies of the
version” (jie ben book were sold to roadside
%N vendors by the press’s back-
10000 copies office staff and drivers.>*
(20000 copies - Reprinted in July 1989.

were initially
requested)*’

- 12 RMB
Included 36
“non-sexual”
woodblock
illustrations*’®
Deleted
approximately
19161 words
from the 1957 zu-
b e 1’1499

Deletions were
annotated.

1987 (Jan) | Zhang Zhupo Qilu Press - Expurgated - Reprinted in 2014
Piping Diyi gishu Jin The first ever
Ping Mei publication of
RITHAEF S — = Zhang’s
(&M ) commentary
version in
mainland China

47 Song Chundan &}, “*Jinshu’ Jing Ping Mei de tuomin zhilu,” “2£2&” (L)) IRk [On the un-
censoring of the banned book Jin Ping Mei] Dongxinanbei BPE 1L, no. 24 (2016), accessed through Sohu,
https://www.sohu.com/a/229490575 176673

498 Li Xin, “Buwei,” n.p.

499 Wang Rumei 71 suggested “19161” words; Yen suggested “19061” words; Yang suggested “19174” words;
see Wang, Jin Ping Mei banben shi $:HiFGHK A5 [The history of Jin Ping Mei’s different versions] (Jinan: Qilu
shushe, 2015): 186; Yen, “Xiaoyi”; Yang, “Chuban.”

999

500 Song, ““Jinshu,” n.p.
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- Deleted 10385
words of “lurid
sex” but kept
descriptions of
sexual customs
and rare sex
toys*!

- Printed with
typesetting

- 10000 copies

- 25 RMB

1988 The Story of Jin Ping | The Writer’s | - 300000 copies; all

(May)3? Mei (Jin Ping Mei Publishing copies were later

Gushi) House confiscated.

(Zuojia - 166000 words®%

chubashe) - Sexual
descriptions were
deleted

- Han Yingsan
abridged JPM
into 170 thousand

words.

1988 Xinke Xiuxiang Peking - Unexpurgated

(Aug) Piping Jin Ping Mei | University - Photo-facsimiles

(Chongzhen version) | Press - Two illustrations
per episode

- 2000 copies®™

1989 Xinke Xiuxiang Shandong - Unexpurgated - Sold out in three months

(June) Piping Jin Ping Mei Qilu Press - 200 - Professors above the rank of

G G B illustrations®% Associate professors could

(also known as - 50003°6/8000°°7 purchase with a letter of reference

Chongzhen version) copies from their home institution as well

- Traditional as proof of their rank.>%
Chinese/vertical - Reprinted in Hong Kong in 1992

- 175 RMB%

- Not granted to
reprint one year
later

- The first typeset
unexpurgated
version

501 1i Xin, “Buwei,” n.p; Yang suggested 10398 words, “Chuban.”

5 9

502 Song, ““Jinshu’,” n.p.

503 Song, “‘Jinshu,”” n.p.

504 i Xin, “Buwei,” n.p.

505 Yang Muzhi, “Chuban.”

506 “Quanben Jin Ping Mei, Shandong Mingxia yinxing kongzhi faxing fanwei zhiyin wugianen,” &4~  £&3HiiE)
LLIBRRHEENTT P18 TEE HEN 7745 [Unexpurgated version of Jing Ping Mei printing quota capped at
5000], Wen Wei Po S, December 8, 1989.

507 Song, “Jin-shu,” n.p.

508 Song, “Jin-shu,” n.p.

599 Song, “Jin-shu,” n.p.
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1991 (Sep) | Xinke Xiuxiang Zhejiang Expurgated
Piping Jin Ping Mei | Guji Press Published as the
(in the form Li Yu’s vol. 12, 13, 14 of
Collected Works Z& Li Yu’s “Collected
e Works”
1994 (Oct) | Gaohetang piping Jilin Expurgated
Diyi gishu Jin Ping University 3000 copies.
Mei FHERHEEFEE— | Press The exact number
ZHE of deleted words
not indicated>!°
1995 Jin Ping Mei Cihua Yuelu Press Expurgated
Annotated EEEE 3000 copies
SRR FE 2500 words
deleted®!!
1997 Xinke Xiuxiang Guangming Expurgated
Piping Jin Ping Mei | Ribao Press Published as the
(in the form Li Yu’s vol. 5-7 of Li Yu’s
Collected Works 55 Collected Works
G EE) 1000 copies
13871 words
deleted’!'?

519 Song, “Jin-shu,” n.p.
511 Song, “Jin-shu,” n.p.
512 Shi Xiaojun, Zhihuan Luo, "Jin Ping Mei" Banben Zhijian, 60.
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