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Foreword 

This volu ll1e inaugurates a new series of essays on Chinese poetry. The 
three essays included here are based on lectures presented at McGi11 
University, Montrea l. between 1999 and 2000 and sponsored by the Centre 
for East Asian Research and the Depal1ment of East Asian Studies. The 
eries owes its existence to a generous endo\\' l11 ent by the late Professor 

Paul Stanislaus Hsiang who , in the last years of hi s life‘Illoved fro l11 the 
United States to Canada. All1 0ng various other proj ects. he sought ways to 
foster the develop ll1ent of research on . and the \\ riting of Ch inese poetr)' 、

one of his great passions、 i n order to bring abou t \\'hat he hoped wou Id be a 
"renaissance of Chinese poetry" (FII f1l1ushi) . McGi11 is fo rtunate that he 
chose to realize hi s drea ll1 through a donation to the uni versit) . The fìeld of 
Chinese poetry as a whole will undoubtedly benefìt fro l11 hi s great 
generosity. Indeed , hi s remarkable gift would appear to be the fïrst in North 
America , and perhaps in the Western world 、 s pecitïc a ll y dedicated to the 
promotion of Chinese poetry in an acade l11 ic environ l11 ent 

Professor Paul Stanislaus Kao Hsiang \\as born in Yuanl 川江 In weste rn 
Hunan province, China, on August 16 、 1 9 1 5. It was an area in which the 
Catholic missionary order of the Pass ionists was ac ti ve and Paul converted 、

remaining a deeply committed Christian throughou t hi s life . Since Hunan 
was a site of m句or conflicts in the civil war between the Nationalists and 
the Communists, the missionaries and their congregations \-vere swept up in 
the turmoi l. Fr. Caspar Caulfteld (On(\' a ß<!gil1川11又 Th<! Pussio l1 isls il1 

China, 1921-193 人 1990) provides a detailed acco unt of th ese years fro l11 

the Pass ionist point of view in which he ll1 entions Pau l Hs iang. It was not 
the safest of locations to pursue a life dedicated to the Church and so he 
em igrated to the Un ited States to pursue h is stud ies 司 eventually receiving hi 
doctorate in Sacred Theology from the Catholic Uni versity of Al11 erica in 
1949. H is dissertation “The Catholic Mi ss ions in China during the Middle 
Ages (1294- 1368)" focu sed especially on the life anct mi ss ion of John of 
Montecorvino (born ca. 1247) at the court of the Mongo l e l11 perors and 
considered the reasons for the di sappearance of the Cathol ic III iss ion s in 
Ming China before the arrival of Matteo Ricci in the sixteenth centur: 

Professor Hsiang 's acade ll1 ic career in the United States spanned more 
than twenty years and he taught at a number of in stitution s 、 mos t notabl 
Seton Hall University. In his research 、 he concentrated on western 
philosophy [Meiguo six iang shi (A Hi story of All1 erican Thought) (Taibei 
Xuesheng sh叮 u ， 1972)], as well as early Chinese philosophy. In 1973 he 
published The Making 01α Calho!ic Priesl in Taiwan in cO l11ll1 e l11 oration of 

VII 
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Pope Paul Vl' s encyclical "Priestly Celibacy". In Taiwan he also served as 
a personal secretary of Paul , Cardinal Yu Pin. After his retirement, he wrote 
numerous poems in both Chinese and English, a notable example of the 
latter being 吋An Epic Song of Canada" that he wrote under the name P.S 
Highward (1996). He passed away in April 2000, in Montreal , regrettably 
on Iy hav ing had the opportull ity to attend one of the lectures of the series he 
had started with h is gi 仇 McGill University looks forward to many years of 
promoting research on Chinese poetry in the memory of the late Professor 
Paul Hsiang 

Robin D. S. y，αtes 



Editor's Note 

The essays in this volume initiate the public <l tion 0 1' thc IIsiu l1g LeclllreS () 11 

Chinese Poe fly endowed by the generosit) 0 1' thc I<l tc Professor Pau 1 
Hsiang 

The inaugural lecture was delivered by Proressor K <l ng-i SlI n Chang in 
April 1999. In it、 she examines the cllltural phenolllenon 0 1' unprecedented 
strong support of women's writings and th eir publicati on by male literati of 
the Ming and Qing periods. She di scusses the reasons and motivation 
behind this l11 ale interest in endorsing and collecting \\'omen's poetry. In 
pa閃icular， she explores the changing gender assoc iati on of the quality of 
qing (purity) from the Six Dynasties to the M ir嚕-Qing period 、 and how thi 
quality came to play an important role in the characterization and 
canonization of women 's poetry 

Professor Shuen-fu Lin gave the second lec ture in the series in 
November 1999、 the only occasion when Professor Paul Hsiang \Vas able to 
be presen t. By exa l11 ining key aspects of severa l irnportant early Chinese 
dream theories, Professor Lin sets up a frarne \Vork for reading the 1 iterar 
and philosophical l11 eanings of ci (song Iyrics) by Yan J idao , Su SI叫 ， and 
Wu Wenying from the Song period (960-1279) that depict or thernatize the 
interp lay between reality and illusion in drearn s 0 1' drearning 

My paper was presented in April 2000、 less than a week before 
Professor Hsian皂 's pass ing. In it可 1 exarnine the soc ial and physical space 
occupied by concubines in the polygynous syste l11 of M in芒-Qing China and 
how some among this group of wO ll1 en of low socia l statu s were ab le to 
transform their marginalized space into a clornain of lit erary and artistic 
productivity. 1 analyze in particular the poetry of the concubine Shen Cai of 
the eighteenth century to demonstrate th is sel f-tran sfo rJ nation 

The Hs iang Lecture Series will continue to invite speakers to present 
current research and scho larship on Chinese poetry and publish the papers 
in the Hsiang Lectures on Chinese Poelly. For techn ical ancl other help in 
the various stages of producing this first volullle 、 I wou IcI I ike to thank in 
pa此icular Kenneth Dean, Robin Yates 、 Anclrea Rosenberg、 H an Zhenhu 、

Ding J 峙， Huang Qiaole, Miranda Gass-Donnelly、 and Shaun Rein 

Grace S. Fong 





Gender and Canonicity: 
Ming-Qing Women Poets in the 
Eyes of the Male Literati 

Kang-i Sun Chang (孫康宜)
Yale University 

This paper touches on the problem of 旦ender and canon-fonnation in the 
context of the M ing-Qing 1 iterati cu Iture 、 and especially on how the 
literati's view of women brought about the changing sta tus of the canon . In 
recent years the "canon" of 1 iterature has become a focus of 1 iterary debate 
in America、 largely due to the intluence of multiculturalislll . But of course 
the idea of canon is a very old one: it is as old as 1 iterature itsel f. Since 
ancient times readers of all cultures have been stud) ing the so-called “ great 
works" in literature、 although it was only in recent years that people began 
to consciously ask questions about the canon. Such questions include 、 for

example、 what makes literature great? What Ill akes grea t literature worth 
reading? What detemlines our judgment of what is "aesthetic"? What are 
the main differences between great works and l11 in or works? Should th e 
canon represent un iversal experiences、 0 1' experiences of certain groups of 
people? Is “ difference" the main reason for \Vomen ‘ s exclusion from the 
literary canon? 

Many of these questions have been ra ised by fem in ist critics. who 
prefer to view canonicity as a political and soc ial choice rather than as 
purely aesthetic judgmen t. 1 In my study of gender and canonicity in Ming­
Qing literature, 1 was naturally inspired by these views. But 1 have also 
come to realize that the basic idea and the intention associated with the 
process of canon-fonnation in Ming-Qing China are quite unique 、 such that 
they cannot be fully explained by modern feminist criticism. Indeed 、 the

question of gender and canonicity is more complex than it appears. And 1 
think culture is still at the center of such complexity. 00 people think about 
such questions differently when their cultural experiences are different? 
How do distinct cultures shape ideas differentl y about the relationship 
between men and women? In what way do people in other cultures talk 
about these issues differently? To answer these question s 、 we must alwa 
look at the full range ofthe cultural implications in each case 
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Let llle tU I11 to the exalllple of the Ming-Qing literati culture for 
elllphasis . Frolll yea rs of resea rch in th is area , 1 have found that one of the 
1ll0St distinctive phenomena of this culture is the male literati 's 
overwhellll ing sllpport 01' contelllporary WOlllen poets.2 These men greatly 
adlllired the talent of WOlllen 、 and their keen interest in reading, editing, 
cOlllpiling and evaluating the poetry of WOlllen was unprecedented. Starting 
with the late Ming (i.e. 、 late 16th century), lllany literati made their life-Iong 
careers as vigorous supporters of WOlllen 's publishing, advocating the 
public influence of felllale t a l e n的 ， and ensuring writing women's “ right" to 
literary fallle . It can be sa id that theirs is a special kind of “ literati culture" 
in which the literary men 、 w ith their idealized notion of the feminine , 
helped create Ch ina ‘ 5 tìrst episode of'、wOlllen's studies ," 01' studies by lllen 
as inspired by the \\'ritings and lives of WOlllen. Central to this "wolllen's 
studies" was the notion 01' canonicity in literature, because these men 
actively pursued new ways to bring the marginalized women to the 
canönical position. ln particular, they a甘empted to revise critical techniques 
and priorities in literary judglllent and , in many cases, created new literary 
criteria by which WOlllen's writings could be reread. 

As 1 have written elsewhere , numerous male editors and cO ll1 pilers of 
the M ing-Qing period undertook the task of canonizing wOlllen 's writings 
by comparing their anthologies of women poets to the classical canon , the 
Sh (jing 詩經、 and by repeatedly emphasizing that the authors of many 
Sh (j ing poelll s were WOlllen .3 This strategy of linking literary works to the 
Sh (j ing (Classic of Poetry) 、 the earliest poetic anthology which is reputed to 
have been cOlllpiled by Confucius 、 has had a long legacy in the Chinese 
commentary tradition. Ever since the Han scholar Wang Yi 王逸 (fl. 110-
120) began to place Qu Yuan 's 屈原 Li Sao 離騷 (4th century BCE) in 
the tradition of the Sh (jinιChinese poets and commentators throughout the 
dynasties consistently employed the same ll1ethod of canonization一一that is, 
using early Confucian classics like the Shijing as com ll1on signposts for 
fUl1her expansion of the canon.4 As Wendell Hanis says in his article on 
canonicity 、 “all interpretation of texts depends on a community ' s sharing 
川terpretive strategies.叮 The Ming-Qing literati 's strategy in canonizing 
women wríters was precisely to bring women ' s works into the ll1ainstream 
of the interpretive community. These literati not only used the Shijing as a 
source of canonical authority but also looked up to Qu Yuan ' s Li Sao as a 
model for women ‘ s works. For exalllple, the Fem削1η仰?ωαle S似正α7O(叭Nü缸心圳〔位ωI昀sao 女 騷)， an n 
a圳n川1th怕1010gy 0叫f、 wo叫mel

reflect臼ed the ve凹rγy philosophy oft出hi已s app叭roach. In hi昀s p叭r‘eface to t仙he Niisα0， 
the ma叫a叫le圳e叫li昀t昀怕e剖ratu s Zhao Shiyong 趙時用 calls attention to the signitìcance 
of "change" (hi(/17 變) in the evolution of literature, claiming that poetic 
form s have changed greatl y from theρ破風 and ya 雅 of the Sh(jiJ哼一
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no doubt with the implication that the poetic canon should be expanded to 
include a much wider spec廿um of styles and works、 including those b 
women. Such a strategy of canonization cel1ainly recalls Lill Xie.s 劉懿
treatment of the Li Sao. In his a口empt to canonize Qu Yuan 、 the Six 
Dynasties critic Liu Xie claims, in his Wenxil7 Dioo!川1月文心雕龍、 that

his goal is not only to demonstrate how the literary Ill ind "has its origin in 
the dao , takes the sage as its model , [and] tìnds the main forms in the 
Classics. . .," but also to “ show changes in the 品IO . "Ô Clearly Liu X ie found 
in Li Sao , and in the entire collection of the Chuci 楚辭 the awakening of 
a new spirit that helped create new aesthetic criteria in literature 

The pu巾ose of th is paper、 however， is not to continue discussing ho 
Ming-Qing l11 en attempted to canonize women through the cO l11 pilation of 
poetry anthologies, a topic which 1 have already explored extensively in a 
previous article, but rather to ask some new questions : Why did M ing-Qing 
literati begin to show such interest in women. s writings? Did their 
enchantment with women's works come 叭'om a desire to redefine 
themselves or to construct a new verbal world? Moreover, 1 propose to 
explore how M ing-Qing men developed their “ \\'omen.s studies" in view of 
their 1 iterati (wenren 文人) culture , and \vhether their support of wO l11 en 
might well have been pa吋 of a long-repressed desire 011 the part of the 
traditional Chinese lI'enren. Exa l11 ining the relationship between Ming-Qing 
I iterati and women poets , 1 also hope to di scover if the questions of gender 
and canon can be used as a bifocal lens to help foclls the study of Ming­
Qing literature and culture as a whole 

First, there was a new development in M in皂-Qing literati culture which 
engendered a rather unique attitude toward life and soc iety in general: the 
literati , with their growing dissatisfaction and contempt for the exa l11 ination 
system (and particularly their deep di sda in for the eight-Iegged essa 
required in the examinations),7 had gradually developed a sense of 
withdrawal from the conventional world of political involve l11 ent 
Confronting the undesirable world of officialdo l11、 many unhappy literati­
though not necessarily humbled by their destitution- had begun to feel 
themselves somewhat “ marginal ized . 、 . 8 Ironical 竹 it was these 
“ marginalized" literati who eventually took up the responsibility of 
canonlz lI1g women in literature. As they began (0 feel more and more 
frustrated , these literati became independen( at1ists and writers who 
constructed a self-contained world in wh ich love 、 elllotion 、 friend ship 、 and

aesthetic taste became the guiding principles of life . Prominent examples of 
such men include Zhang Chao 張潮 (1650-after 1707) 、 the author of }'0 1f 

mengy的g 幽夢影; Zou Yi 鄒漪， the compiler of HOI7月ji仰 ji 紅蕉集

Wang Shilu 王士祿( 1626 - 1673)、 the brother of Wang Shizhen 
王士禎 (1634-171 1) and editor of RUI7:hi ji 然脂集 Zhao Shijie 
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趙世杰、 the 311thologist who published the famous G lIjin 叫shi

古今女史 in 1628; al1 d Shi Zhenlin 史震林 (1693-ca.1779) ， whose 
Xiqi啥叫7Jï 西 青 散記 provided a moving record of the woman poet He 
Shuangqing 貨雙卿。 AII these men professed to an obsession (p i 癖。r
shi 嗜) with \VOl11 en ‘ s 1 ives and writings , and their enchantment with 
fe ll1 ininity in fact reinforced their sense of self-fe ll1 inization. According to 
Shi Zhenlin , one of life ‘ s two tragedies is not being able to meet a true 
/山ren (a WO l11 an of talent and beauty); the other is not being able to find a 
friend who understands the worth of one's writing. This tendency to favor 
talented and beautiful \Vomen reminds us of the novelist Cao Xueqin 
曹雪芹 who、 pe巾aps I川的 desire to escape the conventional world , also 
developed a kind of nostalgia for the aesthetic world of the feminine . IO As 
Cao says in the open ing chapter of the Hongloli me句紅樓夢， his book 
grows out of h is desire 10 recount the "actions and motives" of a “nU ll1 ber 
of females" wholll he spent half a lifeti ll1e studying with his “own eyes and 
ears'." 11 

It should be mentioned that the fa ll10us Xiangyan congshu 

香艷叢書 (Miscellaneo Ll s Writings on Fe ll1 ininity), 12 though not 
specifically contïned to works produced in the Ming-Qing era, perhaps 
reflects 1110st tl lOrough Iy the aesthetic and non-prag ll1atic approach 
characteristic of thi s literati culture. Indeed , fe ll1 ininity (or xiangyan in 
Chinese) had becollle a signifïcant preoccupation of Ming-Qing literati , and 
in their general acl l11 iration for women they especially appreciated the 
fe l11 ale talents. I J These literati devoted the ll1selves to collecting wO ll1en's 
works、 both ancient and contelllporary. By their painstaking reconstructions, 

they not ol1 ly helpecl contelllporary WO ll1 en to gain 1iterary fa ll1e but a1so 
rescued from historical obscurity those fe ll1 a1e figures whose lives had thus 
far re ll1ained hidden from history because previoLls literary historians rarely 
recognized their existence. Thus , the very frustration which caused the ll1 to 
fee1 "ll1 argina1ized ," the very obsession which led the ll1 into the wor1d of the 
fe ll1 inine and selr-reminization 、 the very energy which ll1ade it possib1e for 
them to lead 1 ives 01‘ se lf-contentment- all these sa ll1e forces they now put 
at the disposal 0 1' \\ omen poets and their causes. In the preface to his 
anthology of \vomen' s poetry HO l7gjiooji, Zou Yi quite aptly describes this 
combination 01' rorces 

I havc been a man 01' ll1<l n)' regre ts 、 and 1 love to indu1ge ll1 yse1f in 
the works 01 、 \\ o ll1 cn . r ve traveled to Wu and Yue , trying to bring 
to巴ether l as ll1<lny poems by \Vomen as possible] . . .14 
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僕本恨人， 癖 耽 查製 ， 薄 遊 吳 越 ， 加意
網羅

5 

There can be no doubt that in th eir enthusiast ic support of \\'ol1l en. 
Ming-Qing literati al so viewed the situ ati on 0 1" l1l a l芷 in a li 7.e d fe l1l ale talent 
as a reminder oftheir own marginality. Above all. the) S) mpathi zed greatl y 
with these talented women for their lac k of recogniti on in literature. In fac t 、

it was the realization that wOll1 en had been large ly le ft out of anthologie 
and literary histories which fïrst pro ll1 pted late Ming literati to engage in the 
cornpilation of wOl11 en 's anthologies. For exa ll1 ple. Tian Yih eng 出藝銜，

a pioneer in such endeavors, devoted hi s life to collecting \\'o ll1 en ‘ s writing 
mainly because of his desire to bring j usti ce to generat ions of literary 
wornen . In hi s anthology Shi J州 的i 詩女史 ( Poetic Works of Fernale 
Scribes) publi shed someti l11 e during the 111 id-1 6th century 、 Ti a n Yiheng 
argued that it was the antholog i s ts 、 fau It th at \Vo l11 en ‘ s nallles relll ained so 
obscure in literary hi story, because women ‘ s literary acco l1l pli shl11 ents since 
antiquity was no less than men 、 S . 1 5 S i l11 il a rl y 、 Qu J uesheng. the CO I11 pi ler of 

ii Sao , clai ll1 ed that wOl11 en's poeti c \\'orks shou ld be read and 
re ll1 e ll1 bered forever and th at their literary il1ll11 ortality \\'o ul d be like that of 
the Confucian “class ics and edi cts."16 AII th ese vie \\' s re fl ect the des ire of 
late Ming literati to have women ‘s writings preserved 叫 re lll e ll1 bered 、 and

canonized in the cultural mernor 
By far the strongest argurnent th ese l11 en l1l ade concern in g wO l11 en ‘ 

works was that fernal e poetry epi to l11 izes th e very qu a 1 ity of "qing' ‘ 清

(purity), a quality prerequisite of all grea t poetry. They believed th at wO ll1 en 
were naturally endowed with thi s quality of "purity:' \\ hereas contell1 porar 
rnale poets一-in their atte ll1 pt to pursue s吟' Ii s ti c effec ti veness and 
artifïcial i可-had gradually lost thi s ill1 pol1ant poeti c elel1l ent. Thu s、 Zou Yi 
said “ the humor of the cosrn ic qing shll [th e pure and the gentle] does not 
occur in males , but it does in fe ll1 ales" (乾 坤 清淑 之 氣
不鍾男子，而鍾女 子). 1 7 And Zh ong X ing 鐘惺、 th e fall1 0us late 
M ing poet and critic, urged people to open their eyes to the di stinctive 
power of qing in wornen 's poetry 

As for those great wornen poets- both ancient and 1l1 0dern一一th e ir

poetry has corne frorn true feel ing and is deep ly rooted in nature 
They rarely il11 itate others, and know no petty factions. . . Thi s i 
all because oftheir quality of q i月g. This qi l1g gives ri se to 
wisdorn. . . Certainly rnen , despite their ar1istic skill s [qioo] 、 are far 
inferior to wO l11 en . . .1 8 
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若乎古 今 名媛 ， 則發乎惰，根乎性 ， 未
嘗擬作，亦不知派. . . 唯清故 也， 清 則 慧

. 男子之巧，淘不及婦 人 矣。

What is interesting is that by upholding qil1g as a fem ale 訓ribu峙， the late 
Ming literati radi ca ll y rev ised the traditional definition of qing , which in the 
contex t of ancient phil osophy and literature was often meant to refer to the 
excell ence of the ma l eζende r . In ancient China, qing was a concept directly 
opposed to that of :hllo 濁 (murkin ess)-i f qing was thought to represent 
the quality of )'onggol1g 陽 剛 (masculine strength), then zhuo was used to 
stand for yinro l/ 陰柔 (fema l e gentleness). The fonner refers to heaven 
and the power of tim e 、 w hi c h is forever light-giv ing, active, and bright; the 
latter sY ll1 boli zes earth and the complementary, dark impulse of space 
Generall y qing , as opposed t o 二hZ f(入 i s being given a more positive value 
because it not on Iy 勻'mbo l izes on e 、 s outward beauty (mostly male) but also 
is supposed to embody the 1l1Oral va lu e of one's inner virtue. Thus, it was 
no accident that "(jing" became an important criterion for eva luating people 
in the "pure talk" (們I1glul1 清談) vogue of the Wei-Jin Period (220-420). 19 
The pervas iveness of thi s custOIl1 can be found in the book Shishuo x iny Zl 

世 說新語、 'vv h e re num erous exa mples of exemplarγ ma le fi gures 
ell1 bodying the quality of qing are recorded . For example , the virtuous 
Wang Yan 王衍 \\' as cO ll1 pared to a thousand-foot high mountain cliff 
which is desc ribed as being "pure ancl towering" (qing二的 清 峙). The tall 
and handso ll1e .1 i K a l屯 的康 was praised as “ pure and lofty" (qingju 

清舉). Du Hongzh i 杜弘泊、 the grandson of the famou s Du Y u 杜預，
was lauded for hi s "splendid and pure" (b iaoxian qingling 標鮮 清 令)

dell1eanor.20 

This noti on of (jillg was of course not consciously conceived in gender 
te ll l1 S 、 but it was applied mainly to men because most members of the 
literary and politi ca l circles of the tirn e were male . The dominant image of 
qing can be sa id to be a rell ec ti on of th e true spirit of the Wei-J in aesthetics ; 
it concern s not on 1)' th e appearance of beauty itself but al so its ideals 
Naturall y thi s qing soon Illade its way into the realm of literature and came 
to stand for an illlportant literary style, one which was to be distinguished 
fro ll1 the murky 二hllo . Cao Pi 曹歪， Em peror Wen of the W凹， once said , 
的 In literature qi is the dorninant factor . Qi has its nonnative form s- either 
pure (qing) or ll1 urk y (二hz /() ). It is not to be brought forth by force. "2 1 
(文以氣為主 ， 氣之清 濁 有 體，不可力強而致). Thus, 
like qi (breath ) in a person , qing is a manifestation of a natural endowment 

and cannot be learned. However, it can be nurtured, provided that the 
indi vidual poet ‘ s te ll1 perall1 ent is compatible with the principle of purity. To 
be s ure 、 it was thi s s吟' I e of qing which served as the model of poetry-
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writing for many Chinese- as Liu Xie observed in his /l'e l7xi l7 dioo!ol哼、“ 111

日 ve-character line verse , a derived fonn 、 the Illost important elelllents are 
puri句 and beauty" (五言流調，則 清麗居宗).22 In hi s poelll 
"In an Old Style刊(“Gujeng" 古風)、 Li 8ai 李 n also sa id.. "In our o\V n 
hallowed age、 we have retumed to antiquity/Our ll1 ajestic Illonarch value 
purity and tt叫1刊23 (聖代復元古，垂衣 貴清真). I ndeed 、 for

centuries, qing had become the enduring principle of aesthetic and Illoral 
perfection which Illale poets continued to look up to . Moreover, the 
assulllption was that only canonical Illale fï 旦ures in the past could se rve a 
true models of qing. 

Then 、 sudden 旬， late Ming literati like Zhong Xin芒 and Zhao Shijie 
began to introduce an entirely new interpretation of the (Iing aesthetic一­

nalllely, that women 's innate qualities 'v\'ere Illore close ly associa ted with 
qing and hence their poetic works could serve as better models for writing 
As such , they represented a revolutionary sh i ft in aesthetic and Illoral 
values. Like 1110st of his Illale contelllporaries. Zhong X ing based hi 
argulllent upon a rereading of traditi onal di sco llrse . According to the 
conventional interpretation , qing elllbodies both beauty and goodness- in 
other words、 it is through qing that Ill orali吟， can be expressed in a 
spontaneous and elegant fonn . In s tead 、 Zhong Xing claillled that the 
felllinine quality of 叮laturalness" (二irul1 自然) intilllately links a wO ll1 an 
with the essential ele ll1ents of beauty and goodness 、 and is thus 1l1 0re 
illustrative of qing. Just because women' s daily e叫)eriences are closer to 
the “ natllral們 state of th ings , he in s i sts 、 fem a l e poets tend to write fro ll1 true 
feelings that are “ rooted in nature." Just because \\'o ll1 en have no pragmatic 
concems for writing poetry and are free from partisan views caused b 
“petty factions ," their works are bound to contain a more genuine spirit of 
poetry. And precisely because of their lack of social experiences 、 wornen

are 什eer to develop their poetic imagination and powers of concentration 
However convincing the Ming-Qing literatï s argll ll1 ent about qing in 

women may have been , they obviously succeeded in elevating the position 
of female poets by stressing the “ purity'‘ of th ei r work s、\V h ich in men ' s 

iew was closer to the classical conception of 們ng and could be used to 
purge male poetry of its contam inated elernents. such as qioo f5 (a鬥 istry)

In other words, this call for purifïcation came fro ll1 a strong and recognized 
need to chasten conternporary poetry. 

The fact that male literati favored the quality of qi l1g in wornen gave 
M ing-Qing female poets a pa前icular confìdence in them se lves and cettainly 
a great deal of incentive in writing poetry. Knowing that their poe ll1 s wou Id 
be read and appreciated , an unprecedented nU ll1 ber of \\'omen ll1 ade a career 
out of writing and publishing- the 3.000 01' so \\om en's anthologies and 
collections produced during the Ming-Qing period are clear inclications that 
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female writers were consciously seeking an audience. Indeed , we have 
evidence that Ming-Qing \V Oll1 en enjoyed editing and publishing, and some 
particular!y renowned profess ional women and artists like Huang Yuanjie 
黃媛介 and others were even invited by men to write prefaces for their 
own publications.2-l Huang Yuanjie 's preface to Li Y叭李漁 Yi:;hong
)'lIun 意中緣 (Ideal Love Matches) demonstrates how a preface by a 
female talent could help promote a male author' s work , when female 
literary traits were identifìed as pure and lofty.25 

In this connection 、 it is important to note that while late Ming literati 
became more and 1l1 0re absorbed in the feminine culture, many women 
poets began to de velop a lifestyle typical of the educated male. Like male 
literati 、 these \\"O ll1 en cultivated an interest in the a此s ， and especially in 
activities th at 'v\'ere non-prag ll1 atic in nature- such as exchanging poems 
with friends (both ll1 ale and female) , painting and calligraphy, and traveling 
for leisure. In their poetry these women emphasized the spontaneous 
expression of feelings and deliberately refrained rrom a “feminine" style, 
which they call叫“二h{向7 q i'、脂粉氣It was the famous woman 
anthologist Wang Duan s hu 王 瑞淑 (1621-ca. 1706) who proclaimed, 
“ Women who cannot rid their poetry ofthe feminine sty1e are those who are 
incapable of rellloving themselves from old habits"26 (女人不能脫
脂粉氣， 自是 治 習 未出耳). In her evaluation of the woman 
poet Zhu Yingzhen 朱應禎、 Wang Duanshu praised Zhu for her ability to 
avoid the contaminating influence of the feminine style (zhifen qi), and 
especially for her style of “ superb elegance" (xil仰秀雅)， which reminds 
us of the pure style of qi l7g.27 Later during the Qing, the woman poet Xi 
Peilan 席佩蘭 also called for a natural (二iran) poetry based on one' s 
“ innate disposition" (xil1gqi略性情)，28 obviously under the influence of 
her teacher Yuan Mei 交 枚 who insisted on the principle of xingling 
性靈 (spontaneou s self-expression) in poetry. Likewise, a few years later, 
the female critic Shen Shanbao 沈善寶， in her book of criticism 
M呦' l/W7 shi/71ω 名 媛詩話， again suggested the importance of a pure, 

pontaneous poetry characterized by shenyztn 神韻 (spiritual resonance), a 
term wh比h she must have borrowed from the early Qing poet Wang 
Shizhen . .!.') 

Looking back 011 the Ming-Qing male literati's and women poets ' 
enthusias l1l for a "natural" poetry rooted in qing, we cannot help noticing how 
similar their approaches were. These were serious poets and critics; they all 
sought to take back rro ll1 nature what belonged to poetry. They all shared the 
burden of an atte ll1 pt to purify poetry and they all believed in the power of 
imple language and an ideal retum to the classica l. Undoubtedly this was the 

fìrst ti l1le in Chinese literary history that l1len and women shared a belief in a 
sill1 ilar tenet in the writing of poetry. In qing the "marginalized" literati found 
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their idealized notion of the feminine 、 \\'hile \\'Olllen pocts 芒ained fro ll1 it a 
new sense of wholeness and balance derived fro ll1 th e join ing 01' the ll1 ale and 
female perspectives , Perhaps we can say thm the M in芒-Qin芒 rereading of (Iil/g 

was only pa口 of the literatï s (and \\'oll1 en' s) desire to erase the gender 
opposition in the 甘aditional cultural real ll1, Thou旦h out 01' contex t. thi 
revision of qing can be compared to the concept 01' "androgyny" in Western 
philosophy and aesthetics, in the sense that it refers to th e icleal synthes is of 
male and female. 30 In this new deftnition of (/il/丸 the ,, 'i l/ and .nlllg element 
were not only viewed as being comple ll1 entary to each other, but each went 
through a process of transfonnation and adjust ll1 ent that cu Iturally redeftned 
the male and female 

Insofar as qing was understood as being a "neutralizer" of gender 
distinctions , it m ight have helped sorn e M ing-Qing \\ oll1 en to perceive the 
conventional opposition of "ta lent" (cai 才) and "vi rtue" (de 你) in a nev 
ligh t. The common saying that 吋a \Vornan \\'ithout talent is a \\'o ll1 an of 
irtue"(女 子無才便是德) had apparently bothered ll1 any female 

poets、 such that they often found it necessar) to use th e . 'discourse of 
women's v i口ue" to defend their talent as \V ell as their active involve ll1 ent in 
literary activities.31 This is because under the influence of orthodox 
Confucianism some women (and men) believed that talent itse lf could 
impair one 's virî:ue.32 However, the growing recognition of qil/g as a fe ll1 ale 
attribute provided new insigh t: since qil1g ori g inall y refe rred both to a 
natural writing style and the inner vi rtue of the poet 司 it cou Id be reasoned 
that what is produced by a female poet in writing- that 陀、 th e natural 
expression of her "pure" m ind- was a reflection of her vi rtue. It cou Id 
further be argued that not only is a worn en's literary talent not an obstacle 
to her virtue, but, instead , a stirnulus to her 1l1 0ral convictions. Thus , the 
famous woman poet and artist Wu Qi 吳琪 S旬's in her preface to Zou Yi ‘ S 

Hong jiao ji, “writing can never be harrn fu 1 to a woman ‘ s moral 
integrity."33 Perhaps it was this new conftdence in the ll1 se lves which led 
M ing-Qing women to produce an unprecedented all1 0unt of poetry 、 and to 
devote themselves to compiling women's anth ologies (\\'hich often included 
their own works) as a way of bringing wo men into the 1 iterary canon 

In this context, Ming-Qing China readil y re ll1 inds one of 18th and 19th 
century England when women writers entered the 1 iterary profess ion in 
record numbers. Like the M ing-Qing femal e poets 、 Briti s h wO ll1 en noveli sts 
were extremely prolific and a great ll1 an y of thern entered the literary 
market. However, unlike the Ming-Qing wOll1 en 、 British wO l11 en noveli sts 
in the 18th and 19th century did not rneet with the general approval of their 
male peers, and consequently few received practical support 01' help from 
the l11 . In fact , according to Elaine Showalter. a 旦ender \\ ar between male 
and female authors ignited during thi s ti l11 e 、 especially \\'hen rn en began to 
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feel threatened by what they perceived to be a "female literary invasion" in 
which wO ll1 en noveli sts see ll1 ed to be "engaged in a kind of aggressive 
conspiracy to rob men of their ll1 arkets, stea l their subject matter, and snatch 
away their yo ung lady readers. . . ."34 Under the pressure of competition , 

many male intellectuals clai ll1ed that women were unable to write great 
novel s because of their "inex perience in life ," their "sexual innocence," and 
the fact that they would "always be im itators and never innovators."35 Even 
Robert Southey 、 the great 8ritish poet laureate , proclaimed: “ Literature 
cannot be the business of a woman 's life and it ought not to be."36 

It wa的s in t叫仙h e con川1刊t閃ex叫t of 、 t仙hi沾s pr陀.它edominant叫Iy ma叫le woαrld t趴ha剖t 8ritish 
、叭、f跆e ll1 in川1叫i叮st'、們、叭W圳T叫r叫' ite凹rs we臼re bo叫rn .

coàe of fe切male se lf、三'- s acrifice 、 in s i sted on their independence, patticipated in 
the suffrage move ll1 ent 、 and tried to break down the male “ monopoly" of 
publishing by establishing their own publishing outlets.37 There were of 
course other female writers who used different strategies to cope with male 
prejudice and hostility, such as adopting male pseudonyms to avoid 
di sc ri ll1 ination 、 explaining their need for relief 什om financial crises, 0 1' 

justifying th ei r writing and 1 iterary activities as deeds of self-sacrifice- the 
last of these strategies se rves to remind us of the Ming-Qing wO ll1en's 
di scourse of "virtue… (de) which they used to neutralize and overcome the 
ι'ai/de dichotorn y in an atternpt to legitimize their writing 

The success story of the 8ritish women novelists tells us that most of 
their strategies see ll1 to have worked 、 for modern readers well remember the 
great exa l1l ples of Jane Austen 、 the 8 1'O nt缸 ， and George Eliot. After all , it is 
these few canonical wO l1l en authors , along with male novelists like Charles 
Oickens and Willia ll1 Thackera)九 who cause us to regard 19th century 
England as the Aεe of the Nove l. However, as Elaine Showalter has argued , 
the impress ion 0 1' fe l1l ale greatness in this case might have come from a 
general rn isco J1 cept ion about wO ll1en 's 1 iterary history , which only 
acknowledges the contributions of a few great authors at the expense of 
lesser authors 

Criticis l1l of wO l1l en novelists , while focusing on these happy few , 
has ignored those who are not “great," and left them out of 
anthologies 、 histories 、 textbooks ， and theories . Having lost sight of 
the minor nove li sts, who were the links in the chain that bound one 
generation to the next, we have not had a very clear understanding 
of the continuities in wO l1len 's writing. . .38 

lt is because of th is incorrect view of women writers, Showalter 
e l1l phasizes 、 that the diversity of English wO l1len novelists has been reduced 
to a tiny band of the "great ."39 
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This problernatic notion of the “ grea t" as pointed out by Showalter 
seerns to contrast sharply with the all-inclusive policy of rnany Ming-Qing 
poetry anthologies, in wh ich both rnajor and rn inor authors were rneant to 
be included. In fact , in the rn inds of M ing-Qing anthologists、 the exhaustive 
approach was the only good approach for thelll to use if they were to 
dernonstrate the extraordinary range of WOlllen' s \\'ritings frorn ancient 
times. The tenn caiguan 采觀 (collecting)、\\ hich the late Ming literati 
used to describe the general policy of their anthologies of \\'omen's poetry , 

refers precisely to a sweeping, all-encompassing proced ure of "collecting 
all ," including unearthing lost works by wO ll1 en 

Thus, regarding the "all-inclusive" approach of Wang Duanshu's 
Mingyuan shill'ei (which includes works by about 1 ，000 叭'o ll1 en poets), Wang' 
husband Ding Shengzhao T 聖肇 explained: “Why did llly wife Yuying 
[Duanshu] cornpile this MÌI呦 'lIC1n shiH'ei? It is because she cannot bear to see 
excellent poe ll1s by wornen of our times vani sh like mist and grass.""W 
Obviously, as early as the late M ing、 Chinese poets and scholars. both rnale and 
female、 were already aware of the danger of losing sight of \\'ornen' s literat 
works一--especially works ofrninor fernale fìgures which ll1 ight later be hard to 
retrieve. In other words, the Ming岳-Qing 1仙ite凹r祠-a剖ti and fI跆e ll1 a訓le w、V圳/凡汀rite凹rs ， in t出he叮1 1'. 

common a仕empt to promηot臼e woαrnen ， seern to have done their best to rewrite 
women 's literary history by adopting a broadly based strategy and preservation 
rnechanis ll1s. Fortunate妙， many ofthe antho logies of wornen' s poetry cornpiled 
in the Ming and Qing are sti ll avai lable in libraries in the U.S. ‘ Mainland Ch ina 
Taiwan、 Japan ， and elsewhere 

Most curious of all , however, is the fact that M ing-Qing wornen poets 
(rnany of whom had already distingu ished the ll1 se lves as canonica l author 
in their own tirnes) have been alrnost cOlllpletely ignored by literar 
historians of the twentieth century. Indeed 、 it is onl)' recentl y that critic s 、
inspired by contemporary feminist schol a rs hip 、 h ave begun to read these 
works. It has been observed by Maureen Robertson that Liu Daj 峙 's
critically acclai ll1ed history of prernodern Chinese literature ll1 entions only 
five women writers and none of the ll1 frorn the M ing and Qing dynasties. 41 

Until recently, most rnodern texts of 1 iterary criticis ll1 have Illentioned Tang 
and Song WO ll1 en poets like Xue Tao 薛 濤. Li Qingzhao 李清照 and
Zhu Shuzhen 朱淑真-like fulfilling the "quota" of a Illodern-da 
cornmittee42- without taking Ming-Qing women poets into consideration 
Even those indi viduals who have read the collected \vorks of sorne M ing­
Qing women often project their gender biases into their evaluations. For 
exarnple, the ell1 inent historian Hu Shi 胡適 said 、 "Although there have 
been so many WO ll1 en writers in the last three hundred yea rs 、 their

contributions are unfortunately quite rninillla l. In 1110St cases 、 their works 
are without value."43 
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Under the intluence of contemporatγmulticulturalism ， one is tempted 
to interpret such biases as coming from the patriarchal ideology which 
always tends to marginalize women. According to Paul Lauter, the New 
Critics' strategy of "marginalizing" the woman poet Edna St. Vincent 
Millay is a good exa l11 ple of how a patriarchal ideology can trap people 
within their OW Il biases .-l-l 0 1', as Hazard Adams has explained , some critics 
view this kind of pr叮 udice as contributing to the “ power criteria" at work in 
the process of our constructing canons.45 8ut critics like Harold 8100m 
would never agree with such an interpretation ; for 8100m , great authors are 
made canonical mainly because of the “aesthetic value" found in their 
works , without any connection with the power facto r. 46 Thus , the so-called 
“cultural wars" in America today have gradually focused on the question of 
canon-fonnation a l1 d its relation to gender and class 

However、 canonicity is itse lf a mixed concept, a complex 
phenomenon not eas i 1)' reduced to the simple principles of aesthetics and 
power. 1 am 1110re concerned about how the canon has changed in 
1 iterature 、 and how certain writers can stand the test of time and how some 
others canno t. 111 the \\'ords of the European scholar Ernst Robert Curtius, 
吋 it would be a use ful task for literary science to determine how the canon 
of antique authors has changed from 1500 to the present, i.e. , how it has 
diminished.叫7 In his study of American literature, Richard H. 8rodhead 
uses Hawthorne as an example to illustrate the “vicissitudes" of an 
author's rise and fal l. He says 

Like his ri se 、 Hawthorne 's decline was intimately connected to a 
broader action 01' canon-construction in America. H is decay 
presents a h istorical locus in which to study the questions raised by 
canonical degradation in general: by what process canons get 
dislodged or drai l1 ed of force; what happens to the work such 
canons had included when it loses this system 's cultural backing; 
and what the effects are for possible followers when authors get 
displaced fì 'o ll1 traditional positions of influence.48 

AII of which is to show how canon-formation and canonical decline are 
intimately linked to the whole cultural sphere of a particular pe臼ri昀od in 
hi昀story. In order to stucly t叫he rise ancl decline of a certain author (or groups 
of aut叫hor吋 in time 可 we need to take all of the cultural , social and political 
factors into consideration . 8rodhead ' s detailed study of Hawthorne 
demonstrates that literary traditions are never made accidentally. 

But certain 紗， canon icity is also about selection and choices. As 
Louise 8erniko 'v\' has sa id、的what is commonly called literary history is 
actually a recorcl of choices . Wh ich writers have survivecl their time ancl 
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hich have not depends upon who notices them and chose to record the 
notice. " 的 If so、 can we say that the general neglect of Ming-Qing women 
poets is caused by the gender biases of our modern-day h istorian s and 
literary scholars who chose not to record their "notice" of these female 
talents? Or is it simply a result of our changing critical considerations 
whereby canonical inclusions and exclusions have to depend on our new 
cultural expectations and possibly the dem ands of our times? Or is it 
because our idealization of canonical ancient au thors has become so 
overwhelming that we have ignored poets of the imllledi ate past- that i 門

poets of M ing-Qing times? Any answers to such questions may be 
inconclusive. 8ut however inconclusive they may be. canonicity itself 
exhibits the kind ofpower the critical community possesses . Today可 as we 
try to reinterpret the M ing-Qing 1 iterati cu Iture and its connection with the 
"v icissitudes" of the female poets position in 1 iterature、\Ve shou Id be 
pa付icularly aware of the tremendou s po \Ver and cultural burden which 
have been placed upon us. 

Note 
A different version of this paper was presented at th e Intel11 ational 
Symposium,“New Directions in the Study of Late Illlperi al Literature and 
History," Organized by the Department of Hi story at National Chung Cheng 

niversity and the Department of East Asian Studies at the University of 
Arizona (Taip凹， Taiwan , April 30-May 2 、 1999) . 1 am deeply grateful to 
Grace Fong, Robin Yates勻 and William R. Schultz \\'ho offered man v useful 
suggestions for revi sion. 
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Through a Window of Dreams: 
Reality and IlIusion in the Song 
Lyrics of the Song Dynasty 

Shuen-fu Lin (林順夫)
The University of 鬥 ich igan

1 should like to begin my paper by way of a passage frorn perhaps the Illost 
celebrated of all Spanish plays 、 ca ll ed L(f{! Is .i DreullI by Calderon de la 
Barca who lived 什om 1600 to 1681. 1 Calderon de la Barca closes Act 11 of 
his play with the protagoni st 、 5 passionate soliloquy in which we fìnd the 
following line 

What is th is 1 ife? A frenzy、 an illusion. 
A shadow、 a deliriulll 、 a fìction 
The greatest good ‘ sbutlitt峙， and this life 
Is but a dream 、 and dreams are onlv drearn 

Powerfully expressed here is the theme ofcomparing life to a dream 、 a

theme 什equently found in the poetry of the Baroque period in the Wes t. 3 

However, the Baroque poets do not have the l1l onopo句， on the view that 
"We are such stuff as dreams are made on:. -I to borrow a line frorn 
Shakespeare. Cornparing life to a drearn is an old theme not at all 
uncomrnonly found in other literary traditions . Chinese \\Titers through the 
ages , for instance, can actually clairn more than their fair share in the 
representations ofhurnan life as an illusion 

In this paper, 1 would like to examine a few literary dream s that may 0 1' 

may not have been based on actual drearn experiences but are constructed 
by writers to fìt into the contexts of their works for particular aesthetic 0 1' 

philosophical purposes. My focus will be on sample works by three m句0 1'

poets of the c i 詞 . 0 1' “ song Iyrics" of the Song 的'nas ty (960-1279 CE) 
Yan Jidao 晏幾道(刊. late 11th century CE)、 Su Shi 蘇軾 (1037 - 1101

), and Wu Wenying 吳文英 ( fl . m id-13th century CE). 1 shall take 
into consideration both traditional Chinese dream theory and the artistic 
developrnent of the song Iyrics as a 1 iterary genre 
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Let ll1e begin \\'ilh a brief review of traditional drea ll1 theory which 
bear special rele Vél nCe 10 the depiction of dreams in classical poetry. 1 shall 
focus 011 the ideas 0 1' three people which are representative in Chinese 
dream culture.) The three scholars are: the ancient Daoist philosopher 
Zhuangzi 莊子 (ca. 369-286 BC E) , the scholar Yue Guang 樂廣 (d.304

CE) of the Eastern Jin Dynasty , and the scholar-official-literatus Su Shi of 
the Song Dynasty 

Zhuangzi is the tïrst thinker in the tradition to offer impo口ant

observations on the nature of dreaming. 6 In the chapter entitled “Qiwulun" 
齊物論 or "Discou rse on Evening Things Out," Zhuangzi says,“During 
sleep, the paths of sO lll s cross (l71 fJ ?jio() 魂交); during wakefulness, the 
body opens (.r ingkui lfj 開). "7 As argued here , in the waking state, the 
body is open to things in the external world and interacts with them. In the 
sleep state 、 the body relllains in a closed condition , allowing the soul to 
wander off and come into contact with souls or spirits of other people or 
thiligs.X The crossing ofthe paths ofsouls results in dreams. The idea ofthe 
path-crossing of so ul s is related to the ancient beliefthat in sleep a person ' s 
sou 1 (1川1 魂) or spirit (shl!J7 神) can go wandering away 台om its abode, the 
body , and encounter sp irits of all sorts .9 Dream divination is thus greatly 
ell1 phasized in earl) Chinese dream clllture. The idea of I1lenghun 夢魂。r

.、drealll sou 1" has a fal可eaching influence on later dream theories and 
literature 

This idea obviollsly underpin s the beautiful fable that ends the 
吋 Discourse on Evening Thinεs Ou t" chapter in which Zhuangzi dreams that 
he is a butterfly. What fo llows is a rendering of the passage adapted from 
the translations by Burton Watson and by Ä. C. Gl訓1am:

Once Zhuang Zhou dreamt he \ ,vas a butterfly, a butterfly flitting 
and tluttering around 、 saying to h illlself,“Doesn ' t thisjust suit my 
fancy? “ He didn't I-: no\\' about Zhou at al l. Suddenly he woke up 
and there he \\'ll 昌、 so l id and un ll1 istakable Zhou. He didn 't know 
whether he \\'as Lhou \\'ho had dreamt he was a blltterfly or a 
buttertly dream ing he was Zhou. Between Zhou and the butterfly 
there l1l ust be some di stinction. This is what is meant by the 
transfonnation of th ings. 1 0 

There is no denying that when Zhuangzi asks whether it was a butterflv 
drea l1l ing he was Zhou 、 he illlplies that a butterfly also has a soul which 
enables it to cross paths with a human sou l. The pu叩ose of this fable , 

howeve r. is not to clarify the nature of drea l1l ing per se; rather, it is to 
illustrate the philosophe r' s skeptici slll regarding the ultimate validity of a 
rigid distinction between the two states of being. 11 By indicating his 
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inability to detennine whether the drearner drearn s he is the buttertly or the 
other way around 、 Zhuangzi sets forth an argurnent for the reversibility of 
subject and object and blurs the distinction between reality and drearn 

Zhuangzi also moves away from the ancient popular belief in the 
prophetic value of dream s in another section in the sa l1l e chapter 

He who dreams of drinking wine cries and \\'eeps at cla\\'n: he who 
dreams of crying and weeping at daw n goes otT to hllll t. Wh i le he 
dreams he does not know that he is drea ll1 in 旦 and in h is drearn he 
even interprets a dream . Not until he wa kes cloes he kno\\' th at it 
was a dream . And only after a great awakening does he kn ow that 
it was all a great dream . Yet fool s believe th句， are awake、 so sure 
that they know what they are 、 princes or herdsrnen- hov,l clense! 
Confucius and yo u are both drearns 、 and \\'hen I ca ll yo u a drearn 、 l

am also a dream! 12 

This passage begins by pointing out the lack of a necessary connection 
between what we see in a dream and what \ve rnay do the nex t mO l11 ing. It 
moves on to comment on the fact that while in a drealll we tend to accept 
what is experienced as true, and even engage ourselves in interpreting a 
dream within a drearn . It then concludes with a disqll iet in g assertion that 
life is but a dream to be awakened. Implied here is the idea that the 
realization that life is but a dream constitutes a kind of sp iritual liberation 
A Ithough Zhuangzi has no intention to set forth a theory of drearn s, both 
the idea of “ life is but a dream to be awakened" and the distinction he draws 
between the dream state and the waking state have considerable intluence 
on later Chinese thinking about dream s 

80th passages above frorn the “ Di scourse on Evening Things OuC al so 
illustrate Zhuangzi 's penchant for viewing things frorn a perspective that is 
diametrically opposed to one nonnally adopted by people . 80th begin with 
a dream , and both asse付 that our ordinary wakeful existence is vittually no 
different from a drearn . As a part of hi s persistent atte l1l pt to deconstruct 
such binary oppositions as large and sm a ll 、 beau ty and ug liness 、 ri ght and 
wrong, usefulness and uselessness , drearn and wakefu Ine ss 、 a nd life and 
death that have structured our culture、 Zhuangz i here advocates a new way 
of looking at life and the world through what l1l ay be called "'a window of 
drearns ." This epistemological method also has a profound intluence on 

later Chinese literature 
Yue Guang of the third century was the first person in Chinese hi story 

to atternpt a theoretical explanation for the psychophysiological 
phenomenon of dreaming. In the 5th-century text Shishllo xil1)'1I 

世說新語 (A New Account of Tales of the World). there is th is stor 
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When Wei Jie 衛盼 was a boy with hi s hair still in tu船， he 
once asked Yue Guang about dream 

Yue replied 、“They are thoughts (xiang 想)."
Wei sa id 、 “ Dream s occur when body and spirit aren ' t connected 

How can they be thoughts?" 
Yue replied、“Th句， are contingencies ()'的因). Nobody 's ever 

drea l1l t of entering a rat hole ridíng in a carriage , 0 1' pulverizing 
leeks and chewíng an íron pestle , because there have never been 
any such thoughts or contíngencies in both cases." 

Wei pondered over "contíngencies們 for a month without getting 
any understandíng , and consequently beca l1l e il l. Yue heard about 
this and ordered hí s calTí a!.!.e and went to make a detailed b 

explanatíon for hím . Weí íl1l lllediately recovered a little from hís 
illness . Síghín皂、 Yue sa íd ，吋There wíll never be any incurable 
illness in thi s boy' s chest!"13 

What Yue Guang has precisely intended to Illean by yin 因 (here rendered 
"contingencies") is diftïcult to discern. Since his detailed explanation is 
regrettably not recorded 、 we \vill have to try to work out some interpretation 
from the general u sa巴e of the two tenns and from the context of the two 
exalllples Yue Guang has provided. In classical Chinese, xiang 想 can

Illean "to wish , hope 、 covet 、 desíre ， 0 1' long for" in its verbal sense; and 
的thouεht， ponderíng 、 illlag ll1l11 g、 retlecting ， cheríshing the memory of, and 
visualizing" in its nominal sense .l-l In Buddhist texts, xiang 想 is used to 
refer to the activity or"bringing forth to the Ill ind the images ofthings."15 It 
is possible that Yue Guang íncludes in x叮咚想 at least a few of these 
enses 

In classícal Chínese、l'1I7因 can mean both “ reason" 0 1' "cause" in its 
nO l1l inal sense ancl "to follow , to rely upon" in its usual verbal sense. 16 To 
my knowledge 、 the .1 ' in 因 Yue Guang uses in the above quoted passage has 
always been taken by scholars in the past to mean “following 0 1' relying 
upon ." Therefore 、 1 prefer to render it “contingencies" rather than "causes." 
What can )'in 因 or “contingencies" possibly be refelTing to in the context 
of a cliscussíon about the sources of dreams? Yue Guang says that we never 
dream of “ enteríng a rat hole riding a carriage" 0 1' "pulverizing leeks and 
chewing an iron pe stle刊 because we never have such thoughts or 
contingencies. It is not difficult to see that we do not have a desire for or do 
not "think 0'" cloing these two things . But it requires some effort to realize 
that perh aps "contingencies" refer to the sensory stimulation 0 1' sense data 
on which our imag川川g or dreallling depends. We never dream of doing 
these two activíties because we never wish to do 0 1' think of doing them 
And we never have such thoughts because we never have, 0 1' have never 
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had、 these two kinds of sensory stimulation 0 1' sense data to begin with 
Thus xia l1g and )'in- the psychological and physiological factors 0 1' bases一

are not sharply separate but intelTelated. 1 

Prior to Yue Guang, explanations of dream s along t\\'o. separate lines 、

namely the psychological and the physiological lines 、 could be found 
already. In the ancient text Zhollli 周禮 (The Rites of Zhou)、 six types of 
dreams are distinguished on the basis of content and the psychological 
factors involved. 18 Of the six types 、 s il7/ C!l/g 思夢 or "thought dream ,. 
explicitly refers to the type of drea ll1 s that have resulted from daytime 
reflections 0 1' mental preoccupations.19 We can sa)' that "1 th ink therefore 1 

dream ," to borrow a phrase from the American schol ar Bert States that 
describes well an enduring belief in traditional Chinese dream theory .20 
Explanations along the physiological line could be found in early ll1edical 
literature、 dating back to the earliest class ic of medicine 、 the HZlangdi 
neijing 黃 帝 內經 (The Classic of the Yellmv Emperor、 s Internal 
Medicine).21 Yue Guang has derived hi s two concepts of "thoughts" and 
"contingencies" from these two previous traditions of dream interpretation 
Cryptic and terse as they al亡 ， Yue Guang's t\Vo concepts rernain ver 
influential on later developments in Ch inese drearn interpretation 

Su Shi of the Northern Song offers another e:\plication of the relationship 
between thoughts and contingencies. In an essay called "Mengzhai ming' ‘ 
夢齋銘 01'“An Inscription for the Dream Studio," he s旬's

The human m ind depends upon sensation data for its e:\ istence . It 
has never been an independent entity in itsel f. In the el1l erg ing and 

anishing of sensation data , there is no thought (l1iol1 念) that 
remains fixed . Between dream ing and \\ a kin 皂、 sen sation s interact 
with each other, and after several tran s ferences 、 th句 . lose their 
original identities. Is it not all due to yil1 因 (contingencies ) that we 
th ink of body and spirit as being unconnected ? There was once a 
shepherd who fell asleep. From (rin 因 ， literally. "rel ying upon") 
his sheep, he thought of (nia l1) horses: fro l11 the horses. he thought 
of a carriage; from the carriage、 he thought of a carriage canopγ; 
and then he dreamt of a curved canopy、 fan fare 、 and hi l11 self 
becoming a lord. A shepherd and a lord are far apart from each 
other indeed . Can we regard the drea l11 as strange when we 
understand what the thought (xiωr 想) [ofbeco l1l ing a lord] i 
contingent upon (yin 因)?22

In Buddhist thought, there are six kinds of sen sation data , which are 
called gunas (chel1 塵 in Chinese). They are s ight 、 sound 、 s l11 el l， taste 、

touch ‘ and though t. In the above quoted passage , Su Shi offers a definition 
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of the human m ind as a storehouse of these six kinds of sensation data. In 
his actual discussion 、 hm，vever、 he seems to have somehow separated 
thought fro ll1 the other fìve senses. It is clear from the example that Su Shi 
uses "though t'. to refer to both what Sigmund Freud calls “ the dream 
content們 or "'drealll thoughts"23 and the process of imagination and 
association observable in dreams. To borrow Freud ' s terminology, as the 
“ manifest content" indicates、 the example Su Shi uses here is a rather 
simple dream of "wish-fulfillmen t.'企4 I should like to note in passing here 
that “ wish-fultìllmen t" is an important theme in Chinese literary dreams. 
The shepherd 's desire for wealth and status is fulfilled in the dream through 
a chain of associations beginning with the sense impression of the sheep 
and culminating in his becollling a lord. The sense impression of the sheep 
may come fro ll1 the memory of the shepherd who has had a long-standing 
experience with the anima l. It may also come from the stimulation of the 
environment where the shepherd is sleeping. The concept yin or 
"contingency" is here used to refer to the necessary dependence of 
imagination and association on sense data. Dream thoughts, and in fact all 
thoughts , rely on prior sensorial experience for expression. Though not 
explicitly stated 、 yil7 carries the meaning of an "associative process" as wel l. 
The relationship between psycholoεical and physiological aspects of the 
dream experience are thus clearly spelled out in Su Shi's brief essay. 

Before turning to examine song Iyrics in which dreams are depicted , let 
me recapitu late the key points in the above discussion of traditional dream 
theory. First , \\'e have talked about one ancient belief that dreams have 
resulted from the crossing 0 1' the paths of souls. Poets have resorted to using 
this popular belief in their poellls even though they do not necessarily 
subscribe to it. Second , we have briefly talked about some previous 
explorations in the psychological and physiological bases of dreaming 
Third 、 we have also brietly talked about Zhuangzi's influential notion that 
“ life is a dream." It goes without saying that these three important points do 
not account for the diversi吟， 0 1' the 1 iterary dream in the song lyrics. But to 
ach ieve some fOCLI 且 and coherence in my subsequent disCllSsion , I shall 
restrict myself mainl) to these key points 

The tìl到 song Iyric I \\'ould like to exallline is a shol1 one set to the 
tune of "Zhegutian" 鵰鵲大 or "The Partridge's Sky" by the Northem 
So月 poet Yan J idao 妥幾道 who was a senior contemporary of Su Shi, 
active during thc second half 0 1' the eleventh century. Unlike Su Shi , Yan 
J idao has not \\T ittell ally theoretical discourse on the dream. Nonetheless, 

he is a skillful writer of the drealll experience, and his treatment of the 
subject is in cOlllpl iance with t1叫 itional views of the sources and nature of 
dreams. In a prehlCe to his collected works written late in his life, Yan Jidao 
says 
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Whenever 1 try to investigate what these song 1) ri cs have reco rded 、

1 find that the events of joys , sorrows、 pa叫ings 、 and reunion s have 
vanished like phantasrns and li ghtning、 like drea l1l s and sensation 
data ofbygone days. 1 can do nothing but to close the vo lurne and 
stroke it、 feeling touched by the swift passing of tirne 、 sigh ing that 
encounters in rnv life are so unreal! 25 

Expressed here late in the poet 、 s life 、 after ha\ ing re-read hi s o\V n song 
Iyrics, is a poignant sense that life is like a drea l1l . Let Ll S no\\ exa l11 ine the 
text of 叫The Partridge's Sky": 

Colorful sleeves attentively carried a jade goble t: 

That tirne, 1 didn 、 t rnind letting rn y face be tlushed with \V ine 
She danced the rnoon down below the \\'illows in the mansion , 

And sang her peach-blossorn fan out of air 

Since we pa鬥ed
Rernernbering our meeting、

How rnany tirnes have our souls ll1et in the sarne drea l1l s。

Tonight 1 hold up a si lver lall1 p to shine on yO Ll. 

Fearing still that thi s rneeting is in a drearn 
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In a short song of 55 characters , Yan Jidao has provided a rather cornplete 
account of hi s relationship with a sing ing girl fro l1l their tïrst encounter、 to

their yearning for each other after parting. and fìnall) to their re union. The 
opening two lines describe their first meetin g: the gi rl was holdin g a 
lu xurious goblet attentively urging her guests to drink , and the poet- the 
speaker in the poem- rnost willingly allowed hirn se lf to 伊t drunk. The 
next two lines describe the sight of the girl clancing and singing for hirn 



26 Shuen-fu Lin 

al ll1 0st the whole night through at that ll1eeting. This first stanza consists of 
i ll1 ages、 which are thc sense ill1 pressions in the poet's me ll10ry of the 
inging girl 、 impressions that he could easily recall to life when he wrote 

the song Iyric . These illlages are the )'in or contingencies- the physiological 
elements- d isc ussed earl ier 

In the beginning two lines of the second stanza, the poet tells lIS that 
after he parted from the girl 、 he has reme ll1 bered their meeting. This 
"'remembering" refers, 0 1' course , to the psychological element of xiang 01" 

“ thollgh t" 1 have discussed above. We can illlagine that the actllal content of 
his reme l11 bering l11 uSt be a replay of the sense impressions stored in the 
poet 、 s ll1 ell1 ory as dcpictcd in the first stanza. His remembering efforts have 
several times resultcd in dreallls which obviollsly represent the flllfillment 
of his wish for rellnion \\'ith hi s girl friend. Here he describes on pllrpose 
the reunion 0 1' thcir drc é.l lll so ul s to indicate that their love for each other is 
genuine and not one-sided . Up till thi s point、 the elements of the crossing of 
the' so uls 司 path s 、 mental preoccupation 、 and contingencies are clearly 
rdlected in thc song Iyric . The concluding two 1 ines offer a twist. The poet 
ays that they l1l ect again alìer a long separation , but this time he holds a 

la l1l p to shine upon her, for fear that they have met in a dream . Here Yan 
.1 idao makes an allusion 10 Ihe sequence of three poe l1ls entitled “ Qiangclln" 
L 村 01" '"Qia l1 g Village" by Du Fu 杜甫 (712-770) of the Tang Dynasty 

(618-907) . Du Fu concludes the tïl叫 poem in the seqllence with these two 
li l1 es : “ Toward 11 ight ‘ s e l1 d 1 take another candle, / and face you , as if still in 
a drea l1l ."27 The cndings in both Du Fu 、 s and Yan Jidao 's poems describe 
their experience 0 1' the fear that the reality they are facing may be simply an 
illusion 

u Shi , Yan Jidao's junior but more famous contemporary, is an 
important writer not only 01' dream theory but also of the literary dream in 
poetry. Ile has \\Tiltcn a large nU l1l ber of poems abollt dreams or in which 
the word drealll is alllldcd to . 吼叫1i le Yan .J idao usually sticks to direct 
depiction 0 1' the drCél l11 e :x perience 、 S lI Shi enjoys philosophizing about it 
The idea that life is like a dream is found cOllntless times in his song Iyrics 
and shi 詩 poetry . 2H The following song Iyric set to the tune "Yongyule" 
永遇樂 or '"Forever Meeting with Happiness" is a good example 

Written arter Dreaming of Panpan while Staying Overnight at 
the Swallow Tower in Pengcheng 

Bright moon 1 ikc rrost, 
Fine brcczc like walel 
Clear vie\\' c:\tcnding cndlessl 
Fish arc Icaping in thc \\'inding creel七
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Round lotus leaves shake off dew 
8ut no one sees the l11 in this solitude 
800111 goes the third-watch drum 、

Ding falls a single leaf, 
Dejected: my drea l11 of clouds is broken 
1 n the vastness of the n ight、

1 can find it nowhere again 
Waking up , 1 've walked to every 1 ittle garden pot in thi 

A weary traveller at the world 's end , 

I've gazed at the 1110untainous road back 
Till my homesick heart and eyes break 
The Swallow Tower stands empt 
Where is the beauty now? 
In vain the swallows are locked inside 
Past and present are like dream s: 
Who has ever wakened from them ? 
All we have is old joy, new grie f. 
In the future , when people see 
The night view at the Yellow Tower、

They ' ll heave a long sigh for me! 29 
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Unlike "The Partridge ‘ s Sky" which depicts Yan Jidao 's dreaming ofa girl 
he has lllet befol毛“Forever Meeting with Happiness" describes Su Shi's 
dreaming of a WOlllan who lived two centuries earlier. [Guan] Panpan [關]
盼盼 is the name of a co川ubine of Zhang Yin 張惰， the son of Zhang 
J ianfeng 張建封 who was Prefect of Pengcheng in the ninth century.31 
According to legend 、 afte r Zhang Yin died , Panpan never remalγied and 
lived in the Swallow Tower at the Zhang Residence for ten years. When Su 
Shi wrote this poe ll1 , he was hilllSelf Prefect of Pengcheng 

Su Shi 、 s song Iyric is divided into two stanzas, each consisting of 
four strophes with three lines in each of thelll. The six lines of the 
open ing two strophes depict a qu iet and beautifu 1 scene of the dream. The 
th ird strophe describes that h is drealll of Panpan is awakened by the 
sounds of the th ird-watch drUlll and of a falling lea f. The last strophe 
describes the poe t' s sea rch for the dream in the little garden after he 
wakes up. The sense 01' loss “ in the vastness of the night" here contrasts 
harply with the "clear view extending endlessly" in the dream world. In 

the last 1 ine of the first stanza 、 Su Sh i seems to say that as soon as his 
dream is di s turbecl 、 he goes out to look for the WOlllan in his clrealll in the 
garden in a sort 0 1' half-awake 、 half-asleep state: “ Waking up, 1 've walked 
to every spot in thi s little garclen." 

The second stanza rOC lI ses on the sentiment of "past and present are 
like drea ll1 s" that has derived frolll his failed attempt to find the dream 
again. In the tìrs llhr~e lines orthe second stanza、 Su Shi presents himself as 
sO ll1 eone \'v' ho is \\'~ary 01' ollicial se rvice and hopes to , but cannot, return to 
hi s hometo\\'n . The SCCOIH.I strophe goes back to the theme of Panpan. lt is 
worth nOling lhal SlI Shi docs not provide any direct description of this 
beautirul wO ll1 an 01 ‘ 1\\'0 hundred years ago. At this point, the poet has 
walked lhrough lhe \\ hole garclen and is probably standing right in front of 
the Swallow To\\'er. IIc says lhat the tower is empty, Panpan is nowhere to 
be seen 、 ancl lhe s\\'allows are locked in there, bearing witness to the 
absence of the lovers. Drea ll1 ing of a person in history depends entirely 
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upon historical imagination . The impress io l1 s 01' <1 11 <1l1 cie l1 t person \\'hom 
one has never rnet can on Iy be the imagi l1 i l1芒S one de\'elops f 、'ro ll1 hi s or hel 
tudy of documents . Although Su Shïs illlpress io l1 s 01' j>tlllP <1 11 are not the 
ame in origin and nature as Yan Jidao' s ill1 press io l1 s ()f、 hi s girl friend 、 they

are the same in being "images" ex isting in the ll1 incl s 01' the poets. As time 
passes 、 a person 's first-hand experiences il1 1 i fe \\'ill il1 evitably become 
sense impressions or images stored in h is or her llle ll1 01γThese images 
from the past can resurface in the m ind frolll tillle 10 tillle 、 in a manner 
resembling dreaming. 1 believe Su Shïs line "Past and present are like 
dreams" in the third strophe can be understood in thi s sense 

In the concluding three lines、 Su Shi takes us from the present moment 
into the future. From his experience with the Swallow To\\'er, he predict 

hat will happen in the future to the Yellow Tower he built in Pengcheng 
According to Su Shi's own account、 he built the Yello\\' Tower after he had 
successfully led the residents of Pengcheng to control tloods in the 
prefecture.32 The construction of the tower cOlll llle l1l orated an imp0l1ant 
achievement in hi s career as a scholar-officia l. Nonetheless 、 Su Shi predict 
that the Yellow Tower will only become an object to provoke deep sigh 
from sorne sentimental people who know abolll hi s life and career. In the 
end , even a life of accomplishment and sign ifïcance sllch as Su Shi ' 
amounts to no rnore than a source of dream-like experiences for later 
cultivated and sensitive people. If we can understand thi s fundamentally 
illusory nature of our experiences as Su Shi points out here 、 we will have to 
agree with him that human life is but a great dream frolll which nobody ha 

et awakened. To conclude thi s section on Su S圳、 we can say that the 
drearn experience in the Swallow Tower provides Su Shi a spec ial kind of 
window through which he views life and rea lity 

We now come to the works of the th irteenth-century song-writer Wu 
Wenying 吳文英 for whorn the dream holds a special significance. Wu 
Wenying styled hirnself “ Mengchuang" 夢窗 01'﹒'A Window of 
Dreams ," and toward the end of his life changed it to "Jueweng" 覺翁
。r “The Old Man Who Has Awakened , "33 The word me l1g 01'“dream" 
appears more than 170 tirnes in the collection of h is 340 some extant song 
lyrics.34 And there are song Iyrics in the collection which depict dream 
without directly mentioning the word "dream ," Recentl y some Chinese 
scholars have started to approach Wu Wen yin g ‘ s di stinctively compl郎、
allusive 、 and obscure style of poetry from the perspective of the aesthetics 
of the dream. It has been observed that Wu Wenying look s at life and the 
world usually through a window of drealll s and illu sion .35 The following 、
for instance, is a very peculiar and original song Iyric that depicts a 
dream. The poem is set to the tune "Yeyollgong ，.夜游宮 or "A Tour 

through the Palace at N ight" 
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1 Listened to the Rain by a Window bes ide Ball1 boos. After 
Hav ing Sat There for a Long Till1e, 1 Leaned on a Small Table 
and Fe ll Asleep. Upon Waking Up, 1 Saw Narciss i Sway ing 
Gracefull y in the Shadow of the La ll1 plight. 

30 

Outside the w indow、 th e sound of rain sweeps across the brook, 
Re tl ec tin g、 in s i de the w indow 、 a co ld lamp chew ing a blossoll1 

1 fee l as if lll oo ring a lone boat on the Xiaox iang; 
1 see a so litary goddess 、

Walking on the waves 
A shadow by the 111 00n 、 s side 

Fragr司加a剖nt tl o 叭wers are h an叫l
Tugg ing a剖t lll )' drea lll so ul to go ro und a thousand acres of blue waves 
Wak ing fro l1l l1l y clrea lll - a new grief, the old scenery 
Oark clouds are d roopin也

The jade hairpin is as l 創刊，

Someone j ust sobering up frOlll wine 

見水既覺
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A Ith ough th e prose preface is brief, it provides such contextual 
info nn ati on fo r an understanding of the poe ll1 as the experience to be 
depicted, the environlll ent in which the poet has a dream , and the real 
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objects to which the images in the dream are supposed to refer to. The 
preface is a brief but rational account of the entire process from before the 
poefs entering a dream to his waking up frolll it. It cloes not clescribe the 
dream experience itself, but only hints in the last line that upon waking, the 
poet still sees in the lamplight images of narci ss i \叭\ .叫' hich are clearly can叫l
over 而什'om h is drealllη1. The dream itself is the subject of the song Iyric 

The poem opens with a line that describes the e.\perience of"listening 
to the rain by a window beside bamboos," But the 忱。rcl "balll boos們 is not 
mentioned at al l.叭Ihat Wu Wenying is trying to do is to present the sense 
impression of the rain falling on the bamboos outsicle the \yindow a 
perceived by the mind of someone about to fall asleep . In such a clrow 
state、 the poet has lost his awareness of the balllboos outsicle hi s winclow , 

and consequently interprets the sense impress ion as that of the rain 
sweeping across a brook. The second 1 ine describes the sight inside the 
window as perceived by the soon-to-be drealller. }ïng 日央 meaning

“ retlecting," is a word that norrnall y refers to the sen se of s i旦ht， but Wu 
Wenying uses it here to write about the contrast bet\\'een the sound outside 
the window and the sight ofthe lamplight in side it. "A colcllamp chewing a 
blossom" is an astonishingly original im age depictin旦 a lamp's flame 
buming its wick. These two lines are rich with appeal to the senses of 
hearing、 sight， and touch . They constitute the ph) siological element of yil7 

0 1' contingencies , refen'ing to the sti l11 ulation 0 1' sensation a sleeper receive 
frorn the environ l11 ent . As we shall see 、 the poe t' s drea l11 described later 
evolves frolll the two sense illlpress ions 0 1' the "brook" and the "blossorn" 
in a process of free association. With the thircl line 令 the poet enters the 
dream world proper. He feels as if he has moored a lone boat on the 
Xiaoxiang River 瀟湘 江， and subsequently sees a solitary goddes內

walking on the waves, beside the reflection of the moon in the water. The 
‘solitary goddess" refers to one of the tw。“Goddesses of the X iang" 
(Xiangfuren 湘夫人)的 depicted in one of the ancient "N ine Song 們

九歌37 The irnage of the goddess llluSt have derived fì'o l11 the previou 
sense impression of the "brook" and what the poet relllembers of the 
“Goddesses of the Xiang" from his reading of the "Nine Songs ," Although 
Wu Wenying has not explained 、 the element of λ' ial1g 01'“thoughf 、 i

probably at work as well in the dramatization process from the sensation of 
the "brook" and the "blossorn" to the "dream event" of encountering one of 
the Goddesses ofthe Xiang River 

The second stanza continues to describe the clrealll. 的 Fragrant flowers" 
must refer to the narcissi rnentioned in the preface 、 wh ich appear in the 
dream. The feeling of chill here must have evolvecl from the sense of 
coldness described at the beginn ing of the fïrst stanza . The beautiful 
narcissi entice the poet' s dream soul to go about acres and acres of blue 
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waves、 perhaps in searc h 0 1' rh e Goddess of the Xiang who appears in the 
previous stan za. A Ithough the poet di rect ly mentions “waking" fro l11 his 
drealll in the third lin e 、 he is obviously still in a state between dreaming and 
waking. He feels a "new" sadness , presulllably because the narcissi rem ind 
hilll of the goddess who has already vanished. And then he is ill1 mediately 
taken over aga in by the "old scenery," the scenery in his dream that he has 
just left behind . The old scenery is presented as the image of a beautiful 
wOlllan who is just sobering up from wine , with drooping dark hair, and a 
jade hairpin hung aslan t. This is no doubt an illlage of the charllling 
goddess. At the sa ll1 e ti ll1 e 、 it can also be interpreted as a Illetaphor of the 
narci ss i l1l entioned in the preface 

Not to be ignored is the fact that the word chuang 窗 or "window" 
appears twice in the rirst stan za 、 and t忱h忱e w附01'叫dm仰?紹e愕夢 O叮r “"d由rea
appea剖rs tw叭ic臼e 川 l仙he secωond s叫tan za. It is as if Wu Wenying has self­
consciously el1l bedded hi s literary style Mengchuang 夢窗，“Dream
Window ,'‘ in th is short song Iyric. Perhaps even more important than the 
apparent wordplay. Wu Wenying seelll s to be telling us in this poe ll1 that 
reality and drealll-illusion are two closely interpenetrating states to be found 
on the two sides of an open window 

Wu Wenying 's treatlllent of drealll s as seen in "A Tour through the 
Palace at Night" differs rad ically from that by Yan Jidao and Su Shi 
discussed previously. Although Yan Jidao often regards reality as dream or 
vice versa and Su Sh i often expresses the view that human life amounts to a 
series of dreallls 、 they express in their song Iyrics a very strong sense of 
time and a clear distinction between reality and illusion. In Yan Jidao 's and 
Su Shi's song Iyrics about dreallls , tenns such as “ that year" (dangniαn 
當年)“that tim e" (dangshi 當時)，“before" (congqian 從前)， “right
now" (川jin 如今)，“ton igh t" (jinxiao 今宵)， and “since 1 woke up" 
。illelai 覺來) which indicate a clear concept of ti ll1e are cOlllmonly used 
These te ll1 poral words help lI S differentiate the scenery in front ofthe poet' s 
eyes from the ill1 ages that appear in his dreallls . In Wu Wenying's "A Tour 
through the Palace at Night ," however, the scenery in front of him and the 
il1l ages from hi s drea lll 、 th e inner and the outer, the present and the past, 
and reality and illusion are indistinctly juxtaposed side by side. Although 
“ dream" and ‘"a\ 
enhance any sense of til川11川ne . The song Iyric itself lacks the sense of a linear 
tel1l poral order discernible in the prose preface. Instead , what "A Tour 
through the Palace at Nighr刊l1l anifests is a kind of spatial order that is 
derived frolll the parallel ing、 juxtapos ition ， and correspondence of elements 
within the song Iyric . Professor Kao Yu-kung has used the term "spatial 
design" to refe r to thi s kind of poetic structure.38 1 should like to point out 
that a drealll itse lf revea ls a “ spatial design" or a montage. In a dream , the 
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images that random Iy make up the drealll evcnt s u叫1 <1 11::- cOllle from the 
ense impressions stored in our me ll1 0ry th at belon芒 to difTerent temporal 

and spatial framework s. The ll1 erging of di\'erse telllpo ra l and spatial 
boundaries and the appearance of randollln叮叮 in ..^ Tour throu旦h the 
Palace at NighC is the result of Wu Wen::- in芒 s atte川 pt to \\ rite h is song 
Iyric as a direct manifestation of a drealll . Thi5 sort of structural 
characteristic cannot be found in any of the song Iyrics about drea l11 

ritten by Yan Jidao or Su Shi 
“ A Tour through the Palace at Night" is a poelll recording an actual 

dream experience. Some people m ight sa)' th at since it is a poe l11 about a 
dream , it is natural for Wu Wenying to adopt a dreall1 -like structural 
feature. However, the same kind of spati al design as \\'e see here can al50 be 
found in many of Wu Wenying ‘ s song Iyri cs wh ich are not depictions of 
dreams at al l. The following poe l11 set to th e tune .、 Bash eng Ganzhou" 
八聲甘州 or "Eight-Rhymed Ganzhou Song" is a good exa l11 ple 

An Outing on Mt. Lingyan with Co lleagues from the Grain 
Transport 

An endless void. mist to the four distance 
What year was it 
The meteor fell from the clear sky。
IIlusory green crags and cloud trees司

Celebrated beauty" s Golden Chamber、

Failed Leader' s palace wall 
On An'ow Creek a sour wind impales the eyι. 
Creamy water stains the flower 、 s stench 
At tirnes tripping paired-Iovebirds echo 
An auturnn sound in corridor leave 

In the pa lace the King of Wu is dead drunk 、

Leaving the weary traveler of Five Lake 
To angle alone, cold sober. 
Ask the blue waves: they don ' t talk 
How can grey hairs cope with the mountai n' s green ? 
The water envelops the void; 
From the balcony 's height 
1 fo ll ow random crows and slanting sun dropping beh ind 

Fisherrnan's Isle 
Again and again 1 call for wine 
And go to climb Lute Tower 
Autumn level with the clouds.39 
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In recent years, not a few scholars have devoted energy to interpreting thi s 
masterpiece. All1 0ng th e l札 Professo r Florence Chia-ying Yeh 葉嘉瑩，
has offered one of the 1l1 0st original, penetrating, and exhaustive 
interpretati ons.-I I A conde nsed version of Professor Yeh 's reading of the 
song Iyri c can be found in the arti cle titled “ Wu Wen-y i峙's T:::: 'u : A 
Modern View: ‘ done in coll aboration with Professor James Hightower and 
published in the !-Iun'w.d .}o l/I"naf 01 Asiatic Studies in 1969.42 I shall 
generally foll ow Professor Y eh 、 s exegesis as presented in that article in my 
di scuss ion below of Wu Wenying' s penchant for looking at things through 
a window of drea lll s 01' illusion 

Wu We叮 ing was in S u zh o u 蘇 州 ， the base of the ancient Wu State 
吳 國勻 around the yea r 1232, and he was in hi s thirties at the time. He had 
been a res ide nt in the SuzhoLl region for a long time and so was familiar 

ith the hi stori ca l sites and 1l10nU ll1ents there.43 According to the historical 
gazetteers of th e reg i o n 、 M t. Lingyan is 360 fathom s high , and lies three 

。
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leagues from human habitation. Situated on top of the rnountain were the 
pa1aces of the ancient Wu State. From the top of Mt. Lingya n one can 100k 
down on both Mt. Juju and Mt. Dongting. Over vast billows of mist the 

iew stretches a thousand 1eagues.44 Th is was the setting in wh ich Wu 
Wenying had that unusual experience recorded in "Eiεht-Rh)' ll1 ed Ganzhou 
Song." As noted in the subtitle, the song was \\Titten on the occasion of him 
accompanying his colleagues from the Grain Transpol1 Office on an outing 
to Mt. Lingyan 

The two lines of the beginning strophe juxtapose th e poet.s view of the 
endless stretches of space and a fantastic th ought that erne rges in hi s mind 
The unusua1 appearance of Mt. Lingyan inspires in hirn a bizarre thought , 

and he asks 句 "What year was it a meteor fell froll1 the sky?' ‘ In two brief 
lines. he fuses infìn ite space with an enormous span of ti ll1 e. The next three 
1ines of the second strophe continues the poe t" s wondering: th e rneteor that 
has fal1en out of the blue sky transfonned itself into illu sory green crags, 

misty trees , the Beauty's Golden Challlber, and th e Failed Hege ll1 0nic 
Leader Fuchai ‘ s 夫 差 palaces. By adding the \\"ord //IfUl1 幻 or "i lluso rv" 
to the "green crags and m ist-en shrouded trees:' Wu Wenying equates these 
ubstanti訓 ， natural objects with the ephe ll1 eral \\'orks of Fuchai 、 the King of 

Wu. Thus, rea1ity and il1usion are a1so fused togethe r. From here to the fìrst 
trophe of the second stanza, the poe ll1 focuses on illusory images of the 

past that emerge in the poet 、 s mind . These illu sory ill1 ages constitute a kind 
of dream 、 or to be preci se ‘ “daydream. 、 . that Wu Wenying had that da 
when he climbed Mt. Lingyan. Since these ill1 ages that appear in hi s ll1 ind' 
eye can be compared to a dreall1、 the fonnation of thi s daydrea ll1 must be 
based on similar psychological and phys iological elements. The phys ical 
aspect of Mt. Lingyan and the endless space ll1 ust ha ve given the sensitive 
and imaginative Wu Wenying a powerful sensori al stimulat ion. In the 
1anguage of traditiona1 Chinese dream theory 、 thi s is the element of )'i l1 or 
contingency. The fantasy about a meteor fallin g from the sky to transform 
into the mountain and other natural as well as man- ll1 ade th in gs 司 provoked

by this sensoria1 stimulation , represents then a synthesis of the poet 、 s

thoughts and sense impressions of the environmen t. It seell1 S clear that here 
Wu Wenying uses the technique for depicting drea ll1 s to write about hi 
innermost feelings and thought 

The remaining two strophes of the fìrst stanza clesc ribe King Fuchai 、 s

life of debauchery. Arrow Creek is a nickname for Plucking Fragrance 
Creek 采香徑 whose stream flow s straight as an arrow. The Wl!jll l1::hi 

吳郡志 (Wu Prefecture Gazetteer) says、中luck ing Fragrances Creek is a 
small brook on the side of Fragrant Hil l. King Wu planted fragrant p1ant 
on Fragrant Hil1 and had his harem beauties pick the ll1 as they drifted down 
the brook in boats.們4 5 This gazetteer mentions that Plucking Fragrances 
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Creek is where K ing WlI‘s favorite lady Xishi 西施 bathed ， and where h is 
palace ladies washed 0 1'1' their makellp. Further, it mentions that in the 
Palace Where the Beallty Was Lodged 、 a

響屐廊 wa的s b仙u山i山It ov忱附e剖r a S Oll川n吋1叫d-c仙ha圳mbe切e凹r of cωatωa叫lp閃aw附O∞Oωd ， sωo t出ha剖t when 
Xi昀sh圳1叫i walked a訓10叫11屯g it wearing lovebird-shaped slippers, her steps 
resounded . As WlI Wenying views the ruins of King Wu 's palace, he 
l1l ingles illusion with reality 、 a nd past with presen t. This part of the song 
Iyric carries tremendolls sensory ill1 pact. The autumn wind tastes sour and 
impales hi s eyes 、 thè water is creall1 y, and the flowers can'y a stench. In one 
moment he seems to hear X ish ï s footsteps , but in the next, it is the rustle of 
dry autumn leaves in the \vind that he hears. Wu Wenyi嗯's inexpressible 
sadness over the relics 0 1' a vanished past is conveyed through the dazzling 
but frag l1lented imagi stic language 

The tìrst strophe 0 1' the second stanza wraps up the poet 's depiction of 
King 帆! 1I‘ s di sso lute life with hi s favorite Xishi.46 Because of his 
deballche爪 Fuchai was eventllally defeated by Goujian 勾踐， the King of 
the neighboring State 0 1' Y lI e 越園， who had the capable assistance of a 
minister na l1led Fan Li 范蠢 Knowing that Goujian was someone with 
who l1l one can share hardships but not peace and happiness, Fan Li retired 
to lead a carefree life as a recluse on Five Lakes (i .e. , Lake Tai 太湖)的er

helping his king to acco l1l plish the goal of conquering Wu. Indeed , Fan Li 
is the only sober person during the period of competition between Wu and 
Y肘， a sharp contrast to the King of Wu , Fuchai. With the second strophe, 
the poe l1l retll rl1 s to the present. -l 7 Wu Wenying lived during the last 
decades of the Southern Song Dynasty, when there were powerful enemies 
on the borders and tl肌he削S officials at court. And Emperor Lizong 
理宗 who ruled the Song at the time was as inane as the King of Wu 
depicted in the song Iyric. There is an implied analogy here between the 
China of Wu Wenying ‘ s day and the ancient State of Wu . This is why Wu 
Wenying cO ll1 pares hi ll1 self to Fan Li, a grey-haired, sober, but weary 
traveller, who tìnds no answer from the blue waves to the question 
concerning the ri se and fall of el1l pires that so preoccupies his mind. 

In the last six lines 0 1' the poem , Wu Wenying appears first to try to 
free hi ll1 self from hi s preoccupation with the son.ows of history and the 
ill1 plied worries 0 1' the present he lives in.48 He takes us back to the scene 
that he was facing that day: the lake water stretching out to merge with the 
sky , fonning an intìnite expanse. Embedded in the line “The water envelops 
the void" is the name of a lookout tower， “ Hankong刊涵空 or
“ Enveloping the Void ," which is believed to have been fil叫 built on Mt. 
Lingyan during the ancient Wu times. It seems clear that Wu Wenying uses 
these two words to allllde again to the vanished past. His purpose in doing 
this is obviously to roll past and present、 as well as reality and illusion into 
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one. As he gazes from the high railings toward the distance and sees a few 
crows disappearing with the setting sun beyond the fìshennan' s i s le 、 he

must feel an immense burden of grief、 despondency. and loneliness. He 
cannot do anything but to repeatedly call for wine \V ith the hope of easing 
his pain and sadness. But after calling for 'vvine 、 he cli ll1 bs onto Lute Tower 
which was also built in Wu times. From that hi gh point 、 he sees that 
“ Autumn is level with the clouds." There is nothing but thi s autumn air, 

。
which is associated with sorrow in Chinese litera tur巳行 Ilin g the vast space 
between heaven and earth. In the end , th e green crags. the ll1 isty trees. 
Golden Chamber、 Lady Xishi , the Failed Leade r. Kin g Wu's palaces 、 the

eary traveler Fan Li . even Wu Wenying him se lf are all enveloped and 
dissolved in the mists of the four distances. Wu Wenying is indeed skillful 
in creating in a song Iyric a dream -like and heavi ly tragic atmosphere 

In "E ight-Rh ymed Ganzhou Song:' 自'om be旦 inn ing to end 、 Wu

Wenying has interm ingled time and space 呵 past and present、 the personal 
and the historical , the substantial and the insubstan ti al, as well as reality and 
illusion. Although we can tell when he enters and comes out of hi s 
daydream 、 the scenery that exists in front of his eyes before and after hi 
reverie state, as depicted in the song I yric 、 involves elements of illusion 
also. Consequently, we can consider th is song Iyric 、 along with the 
previously discussed “ A Tour throu gh the Palace at N ight、 as a direct 
ll1 anifestation of a dream experience. As noted earlier , thi s direct 
manifestation of a drea ll1 experience is something 11 0t found in the song 
Iyrics prior to the late Song. Therefore 、 these t\\'o masterp ieces and othel 
sill1 ilar works by Wu Wenyi ng represen t an impol1ant development in the 
literary drea ll1 in class ical Chinese poetr 
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Writing from a Side Room 
of Her Own: The Literary Vocation 
of Concubines in Ming-Qing China 

G race S. Fong (方秀潔)
McGill University 

1 begin with some general comments on concubinage in China as 
background to my paper, which examines the literary practice of specific 
women who occupied the socially marginal position of concubines. 1 want 
to explore what implications we can draw from the intersection between 
social subjugation and subject positioning or self-construction in textual 
practice. 1 will discuss in pa付icular the poetry of one concubine in which a 
strong sense of identity and self-representation is in scribed . Through thi s 
example, 1 hope to illustrate the difference made vi sible by literacy to 
female agency and identity by exploring ho \V such women m ight 
compensate for, write against, resist呵 。 r overturn the marginality associated 
with concubinage through their literary vocation . Given that their 
personhood was denied on the social level 、 their literary pursuit s suggest a 
sense of self conceptualized on premises other than the social 、 which point 
to ideas of authority, subjectivity, and self-fullì Illllent produced in the act of 
wntmg 

The Room off to the Side 
Concubinage was a deep ly entrenched social institution in the history of 
China. It was one among several prevailing practices of unequal gender 
relations and female servitude institutionalized and naturalized by the 
Chinese patriarcha l family and social system . Although in legal and ritual 
contexts, a man could only marry one wife- his legal and offìcial wife, in 
practice, he could have one or more concubines in addition. 1 The ingra ined 
acceptance of concubinage is demonstrated by its practice well into the 
twentieth century. In China、 it took the malTiage laws instituted by the 
People's Republic in 1950 to eradicate the lingering practice. In colonia l 
Hong Kong, concubinage was not prohibited legall). L1l1 ti I as recently as 

197 1.2 
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The cO l11 rnon ter ll1 for a concubine is qie 妾 The earliest meaning of 
th is word is fe ll1 ale slave . That il was later employed as the word for 
"concubine" indicates the low social status of such women within 
normative social structures in which women were located , such as family 
and I ineage. The term clie also came to be used by women as the humble 
fonn for the gendered fil訓 -personal pronoun “ 1" that women used to refer 
to themselves in elocutionary acts. This eloclltionary form signifies the 
general subordinate social positioning of women in relation to men 
Another tenn for a concubine is cωhi 側室， which literally means “ side 
chamber" - the room off to the side. This pecllliar designation derives 
白'om and is implicated in the spatial construct of the Chinese hOllse 
compound and its corresponding social , religiolls, and cultural 
configuration 、 and theεendering and hierarchizing of its space. Within 
this physical configul剖ion 、 the concllbine was hOllsed in separate quarters 
at the side or the back of the compound. The tenn ceshi positions the 
wo.man who occupies its space primarily in relation to another woman , 

who occupies f /ie rOO I11 (shi) 、 or more precisely, the principal or central 
main room (二hengs糾正 室) within the master's house. 3 This woman is 
the principal wife , and 二hengshi is the term that refers to her- the mistress 
or lady of the house . The spatial location of the ceshi (side room) is 
precisely off-center or on the rnargins in the layout of the house 
cO ll1 pound 、 just as the role of the concubine is socially and ritllally 
ll1 arginal within the family. A concubine is not presented to the ancestors 
nor does she participate in the ancestral cult upon coming into the family 
Thus , gendered social hierarchy is integrated into conceptualization of 
pace 、 fonning an interlocking grid on sY ll1 bolic, social , and material 

levels 
The wife , whose legal and r叫'it叫ua叫1 s到ta剖tus was confe剖r叮T閃ed through the 

pe凹rform

川 p戶rope凹rt句Y 11川n t仙he fon川1刊11川n of dowrγy ， and thus had economic resources. In 
contrast , concubines \\'ere otìen bought fro ll1 poor families and brokers, 

ostensibly for reproductive purposes for the patriline, but often they were 
obtained for purposes ranging tì'o l1l providing domestic services to catering 
to Illale pleasure and enhancing class status. Concubines co圳 be given 叮
received a s ζilì s bel\\"èen Illen . The husband could rename her at will , and 
he could be disposed 01、 al \、 ill 、 even if she had produced children for the 

husband . In describing Ihe 巴eneral status and condition of concubines, the 
Alllerican anthropologisl Rubie Watson ell1 phasizes that a concllbine "was 
cut off fro l1l the oUlside world and became enmeshed in the private domain 
of her consort and his hou sehold 叫 Her ties to her natal tàmily were usually 
evered . Hel 的olation stands in co的 ast to the wife, who 0社en maintained 

contact with her parent s 、 s iblings 、 and other kin 
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From vemacular fiction and popular lore. t\\.o CO ll11ll on stereotypical 
images of the concubine e l11 erge. She is an lI nsc rllplllous. ruth less. and 
chem ing character、 who would use \\'hate\ er ll1 eans a\ ailable to defeat the 

other women of the house , \vhom she sees as ri\ als contending for the 
attention and favor of the master. Or she is the 111 irror opposi肥、 that of the 

ictim , persecuted by the principal wife or other concubines. Both the late 
Ming vemacular novel JiJ7 PiJ7g /I1ei 金瓶梅 (Golden Lotus) and the 
1993 film Raise Ihe Red LUJ7lerJ7 (dir. Zhang Yi ll1 0u 張 藝-謀) l11 an ipulate 
the dark side of the gender and power dyna ll1 ics of thi s syste ll1 of fe ll1 ale 
hierarchy dominated by patriarchy in the representation of concubines. But 
Rubie Watson believes that the concubine as victi ll1 is perhaps closer to the 
experience of many wOlllen who were in that position .=' 

Without denying the subjugation and com ll1 odifìcation ofwo ll1 en in the 
practice of concubinage、 1 argue that an approach to the experience of sO ll1 e 
concubines fro ll1 the perspective of wO ll1 en' s 1 iterary agency can show us 
more subtle areas of negotiation and more cOl1l plex 、 localized

configurations of gender and power relation s than are evident in hi storical 
and fictional representations. More sign ifìc a ntl y 、 wi th the redi scovery of the 
rich co叩us of women 's own texts from the M ing and Qing period s 、 we can 
pay attention to the voices of the concubines them se lves and their self­
perceptions. The standard catalogue of wO ll1 en ‘ s \vritings by Hu Wenkai 
includes literary works by more than seventy concubines.() Thus、 we are in a 
position to listen to those who wrote fro ll1 a side roO Ill、 those who 
endeavored to articulate their identities and subjectivities from a position 
designated as Illargina l. 

So, for some women who became concubines. actually their own side 
room could becollle an illlportant space in spite of or even because of their 
marginality. These women could exploit the contradiction inherent in this 
social and physical space, that of being separate while in bondage and 
confinelllent, which produced a zone in which sO ll1 e concubines were able 
to create and maintain a degree of autono l11)' and procluctivity. It is with in 
the clouble grid of what is intenclecl to be ll1 utually reinforcing center­
periphery spatialization and the top-bottom social hierarchization that some 
concubines open up a space of agency through literac 

In the best and worst of circumstances 、 the “ side room ,. can take on 
quite different meanings and fonns , both phys ically and metaphorically 
Besides just a roO Ill off to the side or the rear, in wealthy households it 
could be a side cou付yard or wing within the ll1 ain complex (as exe ll1 plified 
in Jin Ping Mei and Raise Ihe Red LUl1lerl1) 、 a detached lodging in the 
residential family compound、 or even a re ll1 0te country lodge away fro ll1 the 
Illain residence. Liu Rushi 柳如是 (1618?-64)、 the celebrated late M ing 
cou口esan ‘ was installed by her husband the famou s scholar Qian Qianyi 
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錢謙益 (1582-1664) ill the Jiangyun Lou 絆雲樓， a new lodge he built 
for her where the) could engage in literary projects together, undisturbed by 
ll1 undane dO ll1 e s tic 川 terference or the jealousy of the wife. 7 The legendary 
ill-fated young co川ubine Feng Xiaoqing 馮小青， also from the late 
Ming、 and one 01 ‘ her latrer day incarnations Li Shuyi 李淑儀 (1817-?), 
were banished by jealolls wives to physical and emotional isolation in 
family villas in the cOllntryside. 8 The wife prevented the husband from 
visiting Xiaoqing. In their lI nhappiness these women pOllred their energies 
into writing. Most 0 1' Feng Xiaoqing ‘ s poems were supposedly burnt by the 
vindictive wife after she died 、 young and lInfulfilled in love. BlIt Li Sh孔lllyi
accωomplis叮sh忱ed t\-\叭wo colle倪叫C叫ti昀on川1芯s of poetrγy 一8111叮〈οσ圳圳)'刊州P付叫iρ川;/η1刀1苟gl扣Oll 171η1Í的ngshlυ( b α iyo仰11穹g 
疏影樓名妹 百 詠 an吋lC吋dS幼h川l尺〈υ) ' i川1η19lο lf l1川7η1/ il1
花百詠一dllring her y的 of exile and had them published at the 
precociolls age 01' si.\teen.9 

In another meta l11 orphosis , for the concllbines of scholar-officials, this 
ide room cOllld be 11l 0bile and temporary、 such as a house-boat, an inn , or 

government residence. The concllbine was often the one who accompanied 
the hllsband to serve him on official joullleys and postings , wh圳1叫ile the wife 
r削e

85衍)、 the concubine of Ge Zhengqi 葛徵奇 (d. 1645), was a famoll 
painter and poet of the late M ing. 1 () Li accompanied her husband on official 
assignments all ovcr China for tïfteen years until his death. She painted and 
wrote many poems dllring these jOllrneys. The poem , titled “ Writing a Poem 
with my Husband LlI .\un as ollr Boat Departs from Guo COllnty," shows a 
life in movemenL as the cOllple began anotherjourney by boat 

Brllsh ing Ollr 1叫Je s 、 how hurriedly we depart, 
Hair almost halfwhite from worry 
Passing gllests are re\\' on the edge of the world , 

QlI r travelling )";itchen is empty oftïrewood 
At Meditatioll Pass , the 111011ntain moon is dim , 
By Fish Gate ‘ 111ζht lamps are flaming red. 
Knowi l1 g that the pille alld chrysanthemllms are fine , 
With Ollr hoes a l1 d books、 we can bear our poverty. 
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Li Yin alludes to the austerities oftrave l. 8eing on the 11l 0ve 、 they had 1 ittle 
contact with friends (the "passing guests") 、 and the portable kitchen was not 
stocked up . Ultimately she identifies with the simple life of a cultivated 
recluse by alluding to the pine and chrysanthernu l1l 、 the hoe and books、

associated with the fifth-century poet recluse Tao Qian . Li Yin tU rl1 S the 
boat into the site of a productive side room 

In the polygynous household , some concubines were interested in and 
found opportunities for learning and employing the technologies of (self-) 
inscription. Not surprisingly , some of the 11l 0st acco l11 plished concubine 
poets and painters were cou付esans who already possessed the 1 iterary and 
artistic skills necessary for their profession . They \\'ere trained in these arts 
as children so they could enteltain literati clients. Liu Ru s hi 、 Gu Mei 
顧媚 (1619-64) ， and Dong 8ai 董向 (1625-51) were some of the most 
celebrated examples of cou付esans who sought the status of concubine、 or，

to use the spatial metaphor, the “side room " as a privileged space and refuge 
from the floating world. They were success ful in escaping from the 
cou此esan life and manying into scholar-gentry fa l11 ilies as concubines and 
continued or increased their aliistic and poetic production . They often took 
on the role of co-editors and compilers alon旦s ide their husbands 、 working

on critical editions and anthologies. 12 

However, the more remarkable exarnples are young girl s who were sold 
into concubinage, such as Li Shuyi , mentioned earlier, who writes that she 
was ftrst sold by her parents out of desperate povelty to be a maid servant, 
the lowest on the female hierarchy within the household. 13 Most families of 
social standing would not want to sell or rnarry their daughters as 
concubines. Young wO l11 en sold or given aw旬， as concubines were 
generally fro l11 economically or socially degraded farnilie s or from lower 
social classes. 

Shen Cai (b. 1732): A Concubine of Tale nt 
As mentioned above, historians and anthropologists have often viewed the 
concub ine as victim and Chinese novelists often represented them as 
predatory. In order to provide a sense of what concubines thought of 
themse lves and to give them their own voice 、 1 \\'ould 1 ike to present in 
some detail the writings of Shen Cai i尤彩 (b. 1732) 、 who became a 
concubine at the age of twelve to the scholar and bibliophile Lu Xuan 
陸短. Lu Xuan (style name Meigu 梅 谷) rnentions in the preface he 
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wrote to her collected wo巾， entitled Chunyulou ji 春雨樓集

(Collection of Spring Raill Pavilion) , 14 that she came 什om a good family in 
Wuxing 吳興， Zhejian旦， which had declined. 15 We know little of her 
girlhood life before the age of twelve , when she was married to Lu Xuan as 
his concubine. She made one self-reference to her childhood in a colophon 
she wrote to a handscroll of cloudy mountains by the Song painter and 
calligrapher Mi Fu 米市 (1051-1 107), which was in her husband's 
collection. After evalllating the marvelous qualities of Mi 's brushwork, 
Shen Cai was in sp ired by the expanse of mists and clouds in the small 
painting to recall brielly a relatively free and see ll1 ingly 1l10bile childhood 
traveling by boat in the scen ic surroundings of her native region: 

1 re ll1 ember when 1 was a child 1 often went back and forth 
betweell Lake Fuyu (Floating Jade) and Lake Bilang (E ll1erald 
Wave) . 1 saw the 11Ish green ofthe trees in the ll1 ist, houses along 
the water, and temples on Mount Bian . The shapes and lines along 
Mount Long were like the curves of chignons and brows. They 
seem to disappear into the vast expanse ofwhite ll1 ist. AII ofthese 
have gone illto the painting. Opening this scroll my fonner haunts 
seem like a dream . (ChllJ7l'lI lοuj人 13 .4a-b)

Fro ll1 the age of twelve on 、 the space of her side chamber, the off-center 
boudoir of the concubine、 within the Lu family residence in Pinghu , 
Zh句 ianιconstituted the basic boundary of her physical existence. 16 

The only extensive excursion Shen Cai recorded was to a nearby river 
Dongxi (East Stream) 、 where her husband took her for an evening cruise in 
the new fa ll1 ily pleasure boat when she was twenty-one. In this little travel 
essay 、 she recorded her husband's invitation with his little discourse on 
travel: “ Would you like 10 travel ? Let Ille tell you about traveling. One does 
not need to travel am idst falllous Illollntains and great rivers. It is simply a 
ll1atter of following olle' s inspiration. We can just take the boat along East 
Strea ll1 where we call recite poetry and view the scenery. Shollld we make 
the excursion?" The essay continlled to record the sensations, sights, and 
sounds during the cruise 、 and ends w ith her own retlection on the mean ing 
of travel 

We made our return late into the night. 1 retlect on the fact that my 
feet walk over six square foot of ground; 1 have never traveled 
Now m)' traveling stops here , but it has more than satisfied my 
simple inspil剖 ion. 1 th ink that if one could not get simple 
inspil剖 ion ， thou皂h one In ight travel all over the world, one would 
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110t have begun to travel really. Thus 1 record thi s. C.Record of a 
Boat Excursion on DO l1gxi ," Chll巾 '111ο IIji. 10.7a-b) 
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This short essay, which records a unique e.x perience outside the inner 
qua口ers of the home、 also indicates inverse ly Shen Caïs physicall 
confìned mode of existence. It also inscribes her acceptance 、 even

affìnnation , of the spatial boundary of her life by agreeing with her 
husband 、 s view of the signifìcance of the spirit and not the physical extent 
of trave l. In contra泣， Lu Xuan's brief biography in the local gazetteer 
Pinghll xian::::hi highlights his interest in traveling to natural sites 、 and

records that he visited famous mountains such as Si ll1 ing and Tiantai in 
Zhejiang and the Yangzi and Huai River area further north .17 Thus the 
lesson he gave Shen Cai involves a familiar double standard when viewed 
against his own practices. If we read the gender difference underlying hi 
words , we can see that though his statement is ll1 ade from an apparently 
universal perspective, it is aimed at convincing hi s concubine that there is 
no need for her to travel outside the home to see the world or nature 
Located with in a gender regime that prescribes the inner sphere of the home 
as the ideal space for women 、 neither he nor Shen Cai sa\\' the inherent 
contradiction between his words and hi s action 

Let us consider further Shen Caï s soc ial status, education and 
environment after she entered the Lu household 司 and ho \V these play into 
her identity fonnation. Lu Xuan 's preface notes that \\ hen Shen Cai malTied 
into his home that "she was pretty but proper and serious. and well endowed 

ith intelligence," and that his wife began to teach her Tang poetry and Ban 
Zhao 's (ca .49-ca.120) classic Nl"?j ie 女誠 ( Precepts for Women) 
(C你可1fIOll ji、 preface 3a).18 Lu' s wife is Peng Zhenyin 彭貞隱、
granddaughter of the early Qing scholar-bureaucra t. poet 、 and song Iyric 
critic Peng Sunyu 彭孫遍! (1631-1700) 司 and herse l f a poet .19 Lu further 
comments on Shen Caïs good me ll1 0ry and the elTorts she has put into book 
leaming and practicing calligraphy. This desc ription of Shen Caïs 
education under the tutelage ofthe principal v\'ife is reminiscent ofa mother 
educating a daughter. In this case, the wife and concubine developed an 
unusually nurturing and intimate relationship 

Lu Xuan 's biography in the PÎnghll xÎon::::hi describes h im as not 
on Iy a keen traveler, wh ich means he was away frolll home qu ite often 
but also a bibliophile and a medical practitione r. In a note to a poem 
sent to him , Shen Cai mentions that he was invited to read books at the 
prestigious 1 ibrary Tianyige 天 一 閣 in Ningbo (('/1111 月\ï t!O Il ji 、 4.3b)

The gazetteer noted that after he failed in the district examination 、 he

gave up pursuing an official career. Instead he sold part of his famil 
property to acquire books and devoted himself to scholarship and 



writing. 20 Thus 、 the material resources for studying and writing , the 
literati inclinations of Lu Xuan , the poetic ability and maternal attitude 
of Peng Zhenyin 、 and the shared 1 iterary and artistic interests in the 
household together constituted a supportive environment for Shen Cai's 
poetic and artistic development 

Shen Cai 、 s own sel f-representation also gives emphasis to her 
education and her dedication to learning. In the poem sequence entitled 
“ Narrating in Jes t'. written later in life, Shen Cai summarizes the stages of 
her education: 品。m its beginning under the tutelage ofthe principal wife , to 
her subsequent success at learning, and finally to her role as teacher to their 
children. Shen would have received some training prior to her entering her 
new home 、 but 川 the tìrst poems she downplays her achievements to 
emphasize her indebtedness to Peng Zhenyin 
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Chann ing and small at twelve, not knowing names, 
Learning to make dividing lines , 1 couldn ' t quite write 
But then 1 paid respects to a good teacher- the principal wife, 
Opening the classics 1 became a young female scholar 

11 
Ten li of spring breeze brightens the Brocade River, 

A female ::11/ Wllg\ ﹒ ll(川， the top candidate on the examination list. 
Among examples of pupils in the paternal hall of instruction, 
The Lord ofthe East should agree to my being a studen t. 

111 

Dare you hope to go frolll dullness to high ranks? 
In learning characters you must at least remember your names. 
The rod is imposingly placed next to knife and ruler, 

In giving the children lessons J" ve now become the female master 

U
T崗

十 三 嬌小小女11 名
學 弄烏 絲到米 j戊

卻并良自IIJ 5J大婦
橫經曾 1í三 失-古生

戲述

春風十世錦 江 明

女狀元標第 一 名
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若論鯉庭桃 李例

東君 應 許作門生。

敢希愚魯到 公 卿

識 字 須組 記姓名。

夏楚儼陳刀 尺 畔，

課兒 今 作女先 生。

(Chlln)'uloll ji, 7 .6b) 
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The third poe ll1 is a rare example of reference to c l1 il dren in Shen Ca ï s 
writings . In contrast to the practice comm on among \\'omen poets whose 
collections often include poell1s addressed to or about their children, it i 
significant that there are so few references to child re n in Shen Caï s 
writings . There is only one other reference at the end of a co lophon she 
inscribed on a piece of calligraph y by her hu sban d 、 in \\" 11 ich she notes that 
he wrote and kept the calligraphy in order to sho\\' it to th e children 
(Chlll1)'lI lou ji, 14.8a-b). The family certainly had chil dren. In hi s preface 、

Lu makes a passing referen ce to hav ing we ll be l1 aved sons and daughter 
(Chlll1)'uloll j i , preface 3a).2 1 It is not poss ible to tell wh eth er Shen Ca i had 
any children of her own. But as a concubin e 、 a n y ch i Idren borne to her 
would have been considered lega ll y and soc iall y th e children of the 
principal wife.22 The all1 bivalent social and emoti onal statu s of the 
concubine-mother might explain the absen ce of children in her writin g. In 
any case , Shen Cai decidedly does not take a ll1 atern al angle in constructing 
her identity and subjecti vity in writing. Her interest is in reproducing the 
ensuous wO ll1 an and the ass iduous calligrapher as se lf- representations 

Inscribing and Arranging: Modes of Self-Production 
When we turn to the fonn and content of Shen Ca ï s collection 、 we find that 
it is substantial and richly varied. This is not surpri sing once we recognize 
and encounter material抄 her intense focu s on and dedication to writing and 
calligraphy. The Chunyulou j i contains a total of 14j llol1 (or chapters) in the 
following order and categories: juan 1 rh yme prose (6 pi ece s) 、 j ll Cln 2-7 shi 

poetry (253 pieces), j ual1 8-9 song Iyrics (66 pieces) 、 jlfW7 10-1 1 prose ( 10 
pieces), and juan 12- 14 inscriptions and colophons (61 pieces). The 
collection was printed in 1782 when she was th irty-one and contains the 
fruits of fifteen or more years of active pursuit of writing poetry and prose 
and practicing calligraph y. The collection was obviously conceived as the 
culmination of her al1i stic and literary achieve ll1 ent s. and the arrange ll1ent 
of its contents by genre, which highlights her va ri ecl acco ll1 pli shm ents 、

corroborates thi s interpretation 
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For the purpose 01' publ ication , Shen Ca i meticulously copied the entire 
manuscript in her own hand over a period of several months in 17訓，

indicating the prec ise date at several points of completion within the 
collection. At the end ofjllun 1 、 s h e record s: “ On the twenty-ftrst day of the 
fïfth month 、 in the x inc/w lI year ofQianlong (1781), written at the Arbor of 
Lotus Fragrance and Ba l11 boo Color. The end of juan 1." (Chunyulolt j人

1.8b). Then at the end ofjllun 4 she writes: “ After an ailment 1 got up on the 
Double Seventh. The water caltrops have already climbed up and the 
autumn begonias are tìlling the fï sh basket, their fragrances absolutely pure 
Wearing a smooth damask unlined robe , 1 write in the East Pavilion ofQijin 
Studio." The prec ise 1l1 0lll ent of cO l11 pletion and Shen's sensual awareness 
of the sight and scents 01' her surroundings and her body (what she was 
wearing) are insc ribed in the tex t. And fïnally , at the end of j1fαn 7: “On the 
twenty-third 、 I lìnished cO l11 piling all the shi poems. In total there are six 
jzwn of poetry with two hundred and fïfty-three poems, and fïfteen 
appended." 2] Hu Wenkai noted in his entry on Shen Cai that the wood 
blocks for the edition were carved with the calligraphy of her hand-copied 
Illanuscript, which is a much more expensive process, but it also adds 
further aesthetic va lue to the literary collection.24 

The Feminine/Female Subject in the Text 

Focusing on her poetic texts 、 the site of subject construction , what did Shen 
Cai inscribe on these pages with her brush and ink? Did she illlitate, 
construct、 0 1' re/ invent models and styles? If we exallline the poetry, both shi 

and ci, in the collection , the focus is on an unabashedly feminine self, based 
on the model of representation which Maureen Robertson in her study on 
women poets textual positions calls the "literati-feminine."25 This is a 
female persona constructed by the Illale gaze and desire, as represented in 
the sixth century anthology of love poems Yutai xinyong 

主臺新詠 (New Songs from a Jade Terrace) in which the female image 
is eroticized and objecti tìed in a voyeuristic presentation .26 Indeed , Shen 
Cai begins the shi poetry section with a poem explicitly entitled "Imitating 
the Jade Terrace Style、.

Delicate and pretty 、 a ll1 aiden at fïfteen , 
Bright、 bright 、 in s ide the deep chamber. 
The moon rel"lects on her lightly penciled brows, 
The wind blows on her moist fragrant mouth 
Red beans are fro ll1 the tree of longing, 
Its blosso lll s opcn in the long autulll l1 days 
Concerned how she ‘ s th inned under the sash , 

She dares not embroider mandarin ducks 
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效玉臺體

盈盈十五女，
咬咬在洞房。

月映眉黛淺，

風吹口澤香 。

紅豆相思樹，

花開秋日長 。
自憐羅帶滅，

不敢繡鴛鴦 o

(Chunyulouji, 2.1 a) 

SI 

The vocabulary, the mildly erotic imagery 、 the ll1 etaphor of love longing 
(red beans, emaciated waist under the sash 司ll1 andarin ducks) all derive fro ll1 

the “ Jade Te叮ace" style, or what 1 refer to as the boudoir-erotic style . But is 
th is il11 itation 、 self-objectification ， or self-representation? As the fìl計 piece

in the shi section in the roughly chronological arran gement、 thi s piece i 
1110st probably juvenilia. Fi缸een s lfi、 or fourteen years old , is fonnally the 
beginning of l11 aturity for girls , the age of the girl in the poem , when girls 
have their hair pinned up (ji 算) in a ceremony mark ing the rite of passage; 
this ritual is often al so performed just before th e \vedd ing or engagemen t. 27 

In a colophon Shen Cai wrote on a piece of calligraphy entitled “ Spring 
Rain

o 、 by the monk Zhiyong (fifth century) 、 s h e records th e occas ion of her 
own rite of passage into wO l11 anhood as her CO J1l ing of age ceremon 
enacted with the principal wife: “This was in the hil1gshlf year of Qianlong 
(1766) when I first had my hair pinned up and paid ll1 y respects to madam 
Madam gave me this calligraphy as a token of her friendship in retu l1l . I 
accordingly changed the name of my pavilion to ‘ Spring Rain .' 
(Chunyulou ji, 14.7a) This record is a textual and gender di splacement of 
the consummation of the marriage with Lu Xuan. She enacts the CO Il1 ing of 
age with the wife rather than the hu sband 、 but the poem marks a self­
consciousness of being an erotic object 

The anthology Yulai xi旬 'ong was in the fam il y possession. One of her 
song Iyrics is subtitled “On a spring day 、 written on the back of Ylftαl 

xinyong" (Chunyulou ji、 8.7a-b ). Perhaps on a certain level , her own life 
experiences find resonance with the 1 iterary representation of the enclosed , 

eroticized boudoir/garden space where temporality is embodied in the 
cyclical repetition ofnature, an orderliness different from the vicissitudes of 
an individual's life connected t。“outs ide 'o realities or hi storical chan ge 
She uses the character gui 闇 “boudoir'o often in poem titles and poem text 
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in various cOllìbinations: )'u lIglli 幽閏 “secluded boudoir," hongglli 

紅間“red boudoir," jing l川 金 閏 “golden boudoir," 的峙的

蘭閏 "'orchid boudoir" e此 ， quite in keeping with the conventions of this 
sty1e of poetry. Many titles in the Chllnyulou ji a1so use simp1e seasona1 
rnarkers , lending thern a generic fee l. But the texts of her poems manipulate 
a conventionalized language to express the specific, and in the process 
display great sensitivity to the subtle and rninute changes and variations in 
the rnicroscopic , intilllate nature of her experience and perception. Take for 
exarnple the following couplets 

The Onset of Winter Chill 

Butterflies 、 sta l1 1ed by the sudden cold, find it hard to settle on the 
grass , 

Flies, loving the light wannth , easily fal1 into the tea 
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(Chlll7 rll!ο IIji， 6.5a) 

Autullìn Evening in the Srnall Garden 

As 1 sat a long ti ll1 e 、 the green rnoss got rnoistened by white dew , 
When 1 walk the yellow leaves set off in relief my red shoes. 

By ll1 istake 1 brushed off the firefly on rny hair一
It's just the 1l1 00nlight through the woods glittering on the gold 
hairpin 
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The fol lowing poems also capture the m inuti ae 0 1' her dai 1) 1 i fe presented in 
a fe ll1 inine mode 

Writing from a Side Room of Her Own 

Written at the Spur ofthe Moment 

I' ve thrown away needle and thread to relax all day. 
The trellis ofred wisteria has hidden th e tlorallatch 
Tired of listening to the babbling ofvillage ditti ~山
1 taught the little ll1aid the Iyrics to 111 )' new song 
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(Cll1tn)'1IIoll ji, 2.2b) 

Autu ll1 n Sitting at Night Reading 

In the delicate cool I love to read the ZllIICll1g二 l

At the low desk in my bed , reflections on the green gauze­
The moon has set past the pavilion一一J rea li ze J' ve sat l ong、
Even the jasmine flower on my hair has already bloo l11 ed~ 

Earl 

新秋夜坐讀書
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(Chunyulouji , 6.3b) 

Writing Characters 

On the cold paired-fish inkstone it soaks up the clear wave , 

I lick on the fine brush , lightly moistened with ink 
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But 1 was watched by the maid , giggling on the side­
Cherry lips suddenly dotted with purple grapes 
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Each small object , each Ill inute detail , each seemingly insignificant 
incident, each subjective observation 01' musing is encapsulated in a poem. 
It is' easy to see the intluence of the boudoir-erotic language and convention 
in the above pOelll S 、 but Shen Cai subverts that very model in using it by 
constituting an active fem in ine subject at the center of these poems, turning 
them into the expressive felllinine 1l10de associated with folk song traditions 
such as the Book (!l S()}7gs、 the popular songs of Wu , and the song cycles of 
Ziye of the Six Dynasties . In the poe ll1 “ Writing Characters," she turns 
herself into the object of the gaze (third line) only to create a comical 
vignette: the lllaid is the innocent voyeur of lips messed up from the 
practice of calligraphy 

Shen Cai is daring in trying out the erotic potential in her poetry. Her 
collection contains sOllle of the most erotic verses written by a Chinese 
wO ll1 an poet. There are t\,\lO poems entitled “ Recording Events on a 
Winter 's Night ," which are thinly veiled descriptions of a memorable night 
pent with her hu sband 

(C hu 11) 'lt! ()lf j i、 2.6 b)

Outside the thin curtain lingering snow , we discussed poetry 
to皂ether，

Never believing there ‘ s separation in the human world . 
In drealll sudclenly 1 chanted verses of heartbreak , 
Under the plUlll blosSOlll canopy this was known by spring 

On pillows designed with ll1 andarin ducks, calls of " little darling," 
The song writer of love really does have passion 
We sing again the lllelocly of Fish Playing in Spring Water, 
Keeping the candle trilll ll1 ed and lit by the perfumer till dawn. 
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冬夜紀事二絕
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(Ch lfl1)'lflouji, 3.8a) 

Other poe l11 s focu s more explicitly on th e body. often titled with the 
word xi 戲“playfull y" to di ve付 th e referential ity of the erotic content and 
emphasize the literary play, such as the song Iyric to the tune NU l7xial7g::i 
南鄉子 subtitled "Playfully on Taking a Bath" 戲詠浴 ((γ11 11 7)'lflo lf ji 
9.3a). ln "Playful Poern on Springtime Hills'" she l1l a) \\"ell be describing 
her own body through the eroticized representation of nature 

Beyond the tips of apricot trees two jade peak山
Thin clouds bind across and the green mist is l ay的'ed

If you want to see the whole body ofthe delicate hill s, 

You should ask Third Master to untie th e breast cover 
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(Chunyulouji, 4.6b) 

But Shen Cai can also rnake fun of the erotic 、 such as in th i 
bound feet , to the tune “ Wang Jiangnan :" 

How ridiculous! 
To bend the long jade bov 
Binding thern so tight they grow an underside just 1 ike a crab 
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Spread out those delicate toes in a row­
They' re not as good as a piece of ginger 
What flavor are they? 1 ask you , young lover 
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(Chm月l'/l 1()uj人 9 . 2b)

This is one of the very few poems that women wrote about the bound 
foot , which is the most concealed part of the feminine body. Their erotic 
appeal lies in their mystitïcation , a covered fetish to be fondled and smelled 
but never un ll1asked. Shen Cai not only wrote about them but did so in a 
critical and satirical tone 、 completely demystifying their erotic appeal by 
exposing their "naked truth" to the male lover who could only smell but not 
actually see the l11 . As WO l11 en knew about the shape and looks of their own , 
and thus other WO l11 en's bound feet , Shen Cai's "poetic" disclosure 
challenges the l11 ale reader in general to visualize the not-so-pre位y Iumpy 
and gnarled appearance of bound feet 

Shen Cai is conscious of the fact that she is working within the 
conventions of the boudoir-erotic style. 28 But her self-representation is 
more effectively individual because she writes in the language and 
convention only to subvert the cliché image of passively waiting, tear­
stained , love-Iorn ladies il11ll1obilized in their lonely chambers. There is a 
total absence of tears 01' Illelancholy in her poetry; neither is there any sense 
of boredo l11 01' ennui . She textualizes the boudoir environment into an 
energized 、 productive space. She transforms into poetic subjects her daily 
duties and activities such as serving tea to her husband , sewing and 
e ll1 broiderin皂、 teach ing the ll1aid , playing a musical instrument, sitting or 
walking in her little garden. In her self-representation , she is always 
occupied \vith meaningful activity- busy reading, studying, practicing 
ca lli graphy 、 and writ ing poetry 、 often deep into the night and also early in 
the 1l10rning. Her working at calligraphy is a reculTing subject of her poems. 
SO ll1e of these poe l11 S describe hU ll1orous accidents and contain a light touch 
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of se1f- irony、 even whi1e she is copyin旦 the revered s t~ les 0 1' past rnaster 
such as Yang Xin (370-442) 羊欣 and Ou川巴 Xill(I007-7:2)歐陽修

Leaming Ca l1 igraph 

The ivory tube 1ight1y dabbed in the ink clolld. 
On a co1d day I tried to copy Yang Xin 's st) le 
Not succeeding, rny hand slipped , the pointed brllsh fel l. 
It soiled rny skirt ofbutterflies in gold appliqllé 
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(Chun)'ulouji, 3.3a-b) 

1 was Copying Ollyang Xill's Calligraphy at Night when 
SlIddenly Embers from the La ll1 p Dropped and Made Bum 
Marks. I was Really Mad . Mada ll1 Wrote a Poe l1l and so I 
Harmonized with a Quatrai n 

A scro11 ofthin Ou style- beautiful without a blemish 、

Suddenly bU I1l marks like fallen scabs spread all ovel 
1 won't deny that the silver stand had brought happiness , 

At the autumn window I lost control and cursed the fla ll1 e 
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(Chunyulouji, 4 .4b) 

More often , her poems on practicing calligraphy sho \V her concentration 
and deep absorption. They a1so show her detenn ination and pers i stence、 at
different times ofthe day and in different seasons. The title of another poe ll1 
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describes how her husband playfully tried to snatch the brush away from 
behind her while she was practicing unawares , but she was holding it so 
tight in concentration that surprisingly he could not get it out of her hand. 
She thus ends the quatrain with the couplet: “ Don't say that slender 
leeks of spring have no energy or strength/There are three c1 aw marks 
on the balllboo brush" 莫道春纖無氣力，爪痕入竹有三分
(ChZ II1)'lIloll ji、 6 . 5a-b ) . Once again 、 slender leeks/slender fingers- a 
cO ll1 lllonly fetishizecl part of the felllale body in boucloir-erotic poetry- are 
here given strength anclmeaning with the new task they are perfonning 

叭I hile Shen Cai takes the boudoir-erotic style as her point of departure, 
in many of her poems she actually turns the eroticized female object into an 
actively desiring s圳ect . She takes clelight in her bocly, in her senses, in her 
talents , and most of all in being a wOlllan . Her clesires include the avid b 

pursuit of reading , learning、 ancl writing. Shen Cai does not experience 
either her gender or her efforts at learning as a burden or as mutually 
incolllpatible: she celebrates both. Her poems are literally and entirely 
written with in the boudoir. ln so doing, she has turnecl the boudoir space 
into a site of procluction and performance. 

Sequestered in her sicle room , she achieved a degree of al1istic and 
literary reputation in her own lifetillle. Her talents crossed beyond the 
boundaries of her boucloir as her calligraphy was sought by a Japanese and 
her poetry circulated to the capital Beijing (Chunylllollj人 Preface 3a, 7. 7a) 
A few years after the publication of her collected works, seven of her poems 
were selected for inclusion in the antho logy of women 's poetry the Jifang ji 
擷芳集 (preface 1785) 、 a vast compilation of more than 2000 women 
poets compiled by Wang Qishu 汪啟淑 (fl. late eighteenth century). Her 
poe ll1 s are inclucled in the last jllω7 of the section of poetly by concubines 
Uishi ~臣 f寺， 70 .12a-13b). ln 1779, as he penned the preface in preparation 
for the publication of her poetry and prose writings, Lu Xuan gave more 
than a hint that Shen Cai ‘ s 1 i terary ancl artistic work properly carried out 
within her side roo l11 was both an economic resource and cultural capital for 
the family: “ Now her poellls have circulated to the capital , and her 
call igraphy has reached across the ocean. Relying on her brush like Wu 
Cailuan 吳彩鶯20 she can help out our slight resources; assisting with 
the management of a Li Luoxiu 李絡秀，30 she will enhance our 
reputation ." (CI7lIJ7.l'lIlouj人 Preface 3a) 

Shen Cai ll1 ay we ll have brought money into the householcl with her 
publication. My research inclicates that a large nUlllber of copies of her 
poetry co ll ection mLl st have been printed , which suggests that her work was 
popular and reached a larger audience. In contrast to other women 's texts , 

most of which have one 0 1' two copies extant in rare book collections, Shen 
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Cai's Chunyllloll ji can be found in all the rnajor rare book collections in 
libraries in China, such as Beijing, Shanghai 、 Nanjin皂、 and Hangzhou 

For Shen Cai , her subordinate status and her upbringing \vithin a 
polygamous household from the young age of twelve had successfull 
inculcated in her an acceptance of her specitìc gender role as a concubine 
and of her confined mode of ex istence. Her primary c1 uty \\'as to serve her 
master without upsetting the hannony of the household . However, frorn her 
literary works, a reader wOllld neither categorize her as a passive object and 
sllbservient woman , nor as a cO J1 niving concubine manipulating the 
attention of her husband in relations of power to the other women in the 
household , especially the principal wife. whorn she treats more like a 
teacher and mother than a competitor for her husbancl' s affection. Her se lf­
representation resists stereotypes. Her poetry 、 while approximating certain 
male paradigms of the representation of women 、 a l so subvert s them in the 
process. She has constructed a different gendered s i 旦 n itìca nce and space for 
herself through the medium and technology of writing in the space of the 
side chamber 

Conclusion 
From examples of concubines such as Liu Ru shi 、 Li Yin 、 and Shen Cai , we 
see that the gender regime could provide opportunities for and 
accommodate the literary aspirations of some women who were otherwise 
at the bottom of the social sphere to ga in literacy and literary fame despite 
the many odds that such a system held against the l1l . It provided them with a 
"side room ," a space with poss ibilities. This may be read as another instance 
of a resilience in the Confucian gender system that enabled it to co-opt 
women 's complicity.3 1 In a poem addressed to a neighbor g irl 、 probablyan
imaginary interlocllter, Shen Cai defends both the pursuit of learning and 
being a woman 

In Reply to a Neighbour Girl 

1 intone when the moon is facing the \V indov~ 、

Recite softly when the sun is at h igh noon 
The girl next door said to me 
“ Reading books is to make onese lf suffer in va in 
1 thank my neighbor for her word 
BlI t my heart wil l always look to antiquit 
It' s like the bees making honey, 

My life chietly depends on it 
A thousand cases ofbooks wil l surpass a hundred city \\'all 
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The myriad affairs will seelll lighter than a feather 
1 just wish that it will always be like this, 
Even in my next life 1 want to be an old woman. 
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Shen Cai ' s writings offer a startlingly positive view of herself and her 
environment、 as do writings by other concubines. In a sense they are the 
fortunate ones who have the indispensible support oftheir husbands . But we 
can still ask what meanings textual production was able to offer those in 
positions of subordination . With Shen C的， what remains to be examined are 
the inscriptions and colophons on paintings, and essays of connoisseurship, 
in which she aSSllmeS the subject position and full authority of an art critic. 
This is true also with the many unexplored writings of other women. How 
hould we read self-representations that, rather than offering a critique of 

the patriarchal fam i Iy system and the tensions in the subordinated female 
hierarchy by re旦 istering complaint and sutfering, instead seem to locate a 
pace for agency and the fultïllment of desire within the boundaries of the 

polygynous systelll ? Do our modern perspectives and cultural differences 
obscure and erase certain possibilities for relational experience which , if we 
listen to the voices of the subordinated , we Illay recover? 

( ChUl7yulOI(j人 6 . 5b)

Note 
1 \vould like to thank Robin Yates and TO Ill Looser for their helpful 
comments on this papel 
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