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On June 2, 1927, the great scholar and poet Wang Guowei T[4 (1877-
1927) drowned himself at Lake Kunming in the Imperial Summer Palace in
Beijing. There was widespread perception at the time that Wang had
committed suicide as a martyr for the fallen Qing dynasty, whose young
deposed emperor had been Wang’s student. However, Chen Yinke [ 8%
(1890-1969), Wang’s friend and colleague at the Qinghua Research
Institute of National Learning, offered a different interpretation in the
preface to his “Elegy on Wang Guowei” 85 54 55 -

For today’s China is facing calamities and crises without
precedents in its several thousand years of history. With these
calamities and crises reaching ever more dire extremes, how can
those whose very being represents a condensation and realization
of the spirit of Chinese culture fail to identify with its fate and
perilsh along with it? This was why Wang Guowei could not but
die.

Two years later, Chen elaborated upon the meaning of Wang’s death in a
memorial stele:

He died to make manifest his will to independence and freedom.
This was neither about personal indebtedness and grudges, nor
about the rise or fall of one ruling house... His writings may sink
into oblivion; his teachings may yet be debated. But this spirit of
independence and freedom of thought...will last for eternity with
heaven and earth.’

Between these assertions from 1927 and 1929 is a rhetorical elision of
potentially different positions. Chen Yinke seems to be saying that the
essence of Chinese culture is “the spirit of independence and freedom of
thought.” This is all the more surprising because the 1927 elegy still
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presents Wang as abiding by the “three fundamentals” (sangang =4f))—the
moral authority of the ruler, the father, and the husband, although Chen
takes care to emphasize their meaning as abstract, Platonic ethical ideals
rather than specific instantiations. Chen thus implies that even “old-
fashioned” moral precepts emphasizing authority can be embraced in a
spirit of independence and freedom, especially when such ideals no longer
have a legitimating context. In this sense, the simplistic division of modern
Chinese intellectuals into conservatives and progressives is profoundly
misleading. The retrospective gaze of cultural nostalgia can be tied to
alienation, resistance, and self-conscious agency.

By the time Chen Yinke wrote about Wang Guowei’s death, he was
already honored as a distinguished historian whose wide-ranging research
encompassed Sanskrit, Pali, and Turkic materials, the history of Buddhism,
cultural relations between China and India and between China and central
Asia. In the following two decades he was to write extensively on Sui-Tang
political and institutional history. Chen Yinke was born in 1890 to a distin-
guished family of renowned poets and scholar-officials. Both his grand-
father Chen Baozhen [HE5 5k (1831-1900) and his father Chen Sanli [ =77,
(1853-1937) were actively involved in late Qing reform movements,” and
both were famous men of letters. Indeed, Chen Sanli is recognized as the
preeminent late Qing poet. After periods of study and research in Japan,
Europe, and the United States, Chen Yinke returned to China in 1926 and
became a professor at Qinghua University. During the Sino-Japanese War,
Chen ended up in southwest China. In the late 1940s, he briefly considered
accepting an appointment at Oxford, in part to seek medical intervention for
his failing eyesight. After the operation failed and he lost his vision
altogether, he returned to China in 1949, declining opportunities to go to
Taiwan or Hong Kong. He spent the last twenty years of his life as a
professor at Zhongshan University in Guangzhou.

Brilliant scholarship itself does not explain the cultural significance of
Chen Yinke. More fundamental factors establish him as a cultural icon for
our time: namely, the ways he defends the integrity of intellectual inquiry
against the encroachments of political dogma, the mergence of his
profession of faith as a historian with the mission to define cultural values
that defy barbarism and destruction, and his embodiment of a cultural
nostalgia that opens up the space for ideological resistance by redefining
subjectivity and the claims of political power. All these positions are
already embedded in Chen’s writings about Wang Guowei, especially the
summation of “independence” and “freedom,” which reverberate as a
refrain in Chen’s writings in the last twenty years of his life. They
constituted his self-definition as a scholar and as a human being.*
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In 1953, Chen’s former student Wang Jian ;¥4% (1916-1966) came to
Guangzhou to try to persuade him to accept an appointment as head of the
newly founded Research Institute on Middle Period History in the Academy
of Social Sciences in Beijing. In Chen’s reply to the Academy, he begins by
citing his memorial stele on Wang Guowei as the testament to his belief. He
further explains: it is imperative for scholars to “pry their minds loose from
the bondage of commonly accepted dictums” it Cadi FAB S 218 fE. “The
‘commonly accepted dictums’ at the time (of Wang’s suicide) referred to
the Three People’s Principles” (“people’s self-rule,” “people’s rights,” and
“people’s livelihood”) A& AL & IFE145 =R LM = . Needless to say,
the “commonly accepted dictums” in 1953 meant Communist dogma. As
conditions—obviously impossible—for accepting the appointment, Chen
stipulates that “the Institute should be permitted not to uphold Marxism-
Leninism and not to be involved in political education” 75 5 S2AFZFEATAR
EERES| TR, HRNEBEEDE and that a written dispensation affirming
this should come from Mao Zedong %5 (1893-1976) and Liu Shaoqi %
/D&Y (1898-1969). His students are to abide by the same independence and
freedom. Wang Jian had joined the Communist party in 1950 and studied in
the Marxist-Leninist Institute. Chen thus declared: “You are no longer my
student.”® Wang Jian was to commit suicide in 1966, one of the first victims
of the Cultural Revolution.

“Independence” and “freedom” are also words Chen Yinke use to
eulogize the woman writer Chen Duansheng [§i4: (1751-ca.1796) and
the courtesan-poet cum Ming loyalist Liu Rushi fil#15E (1617-1664), the
foci of his scholarly endeavor in the 1950s and 1960s. In this essay I will
explore how and why these women define an imaginative and discursive
space wherein Chen Yinke forges his particular symbiosis of nostalgia and
resistance. Nostalgia here is not just longing for the “good old days.” The
objects of nostalgia are women who represent “the independence of spirit”
and “the freedom of thought” by challenging orthodoxy, tradition, and
social norms—these are oppositional figures who promise to bypass the
dichotomy of continuity and radical change (and perhaps in that sense solve
the problem of Chinese modernity). Nostalgia here is both confirmation of
cultural continuity and redefinition of culture,’ both attachment to the past
and implicit critique of the present through protest against rupture.
Nostalgia for the repressed and misunderstood elements in the tradition also
amounts to nostalgia for the spirit of resistance. One may say that this is
nostalgia that opens up the space for resistance by redefining subjectivity
and the claims of political power.

More generally, gender perspectives and women’s lives and writings
signify agency and judgment in Chen’s response to contemporary crises and
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devastation. In his late poetry, we see the use of gender roles and gender
boundaries to ponder moral and political choices in traumatic historical
moments. Chen also participates in the wonted tradition of employing
feminine imagery and themes to achieve the indirect expression of
allegorical meanings (jituo Z75%). His empathy with Chen Duansheng and
Liu Rushi becomes a mode of lyrical self-definition that also conveys
historical and political judgments.

We may begin with Chen’s ruminations on gender roles and their
resonance with political choices (or lack thereof) in the early years of the
Communist regime in “The Male Dan (Female Lead)” 55 H.:

Remaking a man, creating a woman: a wholly W EELL RS
new demeanor.

The very essence of theater was also the [aRAlY = E AN
unmatched glory of time past.

I sigh that, after such romantic élan has ebbed KEBER =R
and faded,

It is the scholar who, against all odds, inherits HEFFEEEEAN
the tradition.”

Chen Yinke wrote this poem in 1952, when China was in the throes of
“Thought Reform” (sixiang gaizao FFEIYE), the reference to which is
embedded in the first line, with the words “remake” (gai §) and “create”
(zao #%), as Yu Yingshi and Hu Wenhui have pointed out.® There was a
long tradition of men playing female leads on stage. Although its most
famous modern practitioners, such as Mei Lanfang {55575 (1894-1961) and
Cheng Yanqiu F2HRHK (1904-1958), were still alive at that point, the
tradition was under siege amidst rumbles of “Theater Reform” (xiqu gaige
ek 44). The blood and sweat of socialist art forms had little use for the
subtle beauty of cross-dressing in “feudal” theater. Indeed, female imper-
sonation must have been anathema to the strident masculinity enshrined in
socialist aesthetics. The abeyance of opera was symptomatic of the rejection
of many aspects of traditional culture. But Chen noted ironically that the
male dan did pass on their art. Their true heirs in 1952 were scholars who
had learned to “remake” and “reform” themselves according to the demands
of their times.’

While there is consensus on his persecution during the Cultural
Revolution—Chen died three years into the “Ten-Year Calamity”—some
Chinese scholars have been reluctant to concede the depth of his
disaffection in the 1950s and early 1960s. Through insightful and extensive
analysis of his later writings, Yu Yingshi and Hu Wenhui have painted a
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compelling picture of Chen’s alienation and his pervasive criticism of the
ethos and policies of the communist regime.'® As the above poem shows,
he was troubled by the compromises of intellectuals as early as 1952.

Chen continued the theatrical metaphor in another poem from the same
year:

Written in Jest After Seeing By Chance the New (¥ (+=#k) ¥

Play “Thirteenth Lass” B E

How thickly were rouge and powder applied? EHEHK B4

They want to turn an old man into a young ARSI
beauty.

A roomful of spectators laughed, with a twinge Ry ¥R R 58 H 17
of pity,

At this one stem of late bloom, bearing the rain (L —F Rk R
of autumn. "'

Thirteenth Lass + =% is the protagonist of the late Qing novel, Ernii
yingxiong zhuan 5225 ffEH (Lovers and heroes) by Wen Kang S (ca.
mid to late 19" century). Here an old male actor plays the role of this
supposedly beautiful young woman in the Beijing opera based on the novel.
Chen compares the ludicrous and pathetic spectacle to a chrysanthemum
(“late bloom™) in the autumn rain, a twist on Bai Juyi’s HJ& 5 (772-846)
line on the beautiful spirit of the imperial consort Yang Yuhuan 5 =% (d.
756) as she weeps: “A stem of pear blossom, bearing the rain of spring” !
TE—F% B2 (“Song of Lasting Sorrow” & {RH)."? There is disagree-
ment on whether Chen presents the transformation on stage as a metaphor
for the indignity inflicted on him" or for the shameless capitulation of other
intellectuals,'® but few dispute that political analogy is intended. That the
absurdity and perniciousness of “Thought Reform” should be linked to
female impersonation also echoes how the trope is often treated in the
literary tradition. "

The explicit argument in the “The Male Dan” is merely implied in
“Written in Jest”; perhaps that accounts for the different interpretations.
There are more enigmatic poems that seem to invite “decoding,”'® as in the
following poem about the Double Seventh (seventh night of the seventh
month) in 1957. Its images of betrayal, lost love, and hopeless longing
allude to poems by Bai Juyi and Li Shangyin Z=p5[Z (813-858) about the
doomed romance of the Tang emperor Xuanzong [ Z 5% (r. 712-756) and
his consort Yang Yuhuan.
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The Double Seventh in the Year Dingyou THEY
(1957)

Ten thousand miles, layers of passes: ask not B EHE SR
about the distance.

There is no hope for this life—wait for the lives 54 #E5 FF{th4E
to come.

Her neck bends down low with what words (KEMCE SR
cannot tell,

She bares her right shoulder, for the dream yet HEHEFESERK
to come true.

It was, to begin with, a pact made in jest with [ B ELHER LY
the Han emperor—

How to bear, then, the imposed covenant in the — FSHERF R (FEEE
Tang palace?

Lasting sorrow, as unyielding as heaven, as REHLA 44 IR
undying as earth,
Only won the words of the Daoist about the R IIE Rt

Immortal Realm."”

The annual rendezvous of the celestial lovers, the Cowherd Star and Weaver
Maid Star, on the Double Seventh is a recurrent topic in writings about love.
Among the most famous is Bai Juyi’s “Song of Lasting Sorrow.” The poem
chronicles how the love between the Tang emperor and Consort Yang is
bound up with the dynastic crisis that ultimately costs Yang her life. After
her death, a Daoist from Lingiong undertakes a quest for her spirit to
console the grieving emperor. Their encounter in the celestial realm ends
with Yang’s parting reference to a secret vow she shared with the emperor
on the Double Seventh: they were to be husband and wife in lives to come.
The focus on the emperor’s emotions and memory in Bai’s poem displaces
criticism of heedless passion, and the final reference to the vow underlines
romantic pathos as the poem’s key concern.

Li Shangyin gives a more caustic twist to the topic in his poem “Mawei”
F5 5 —Mawei is the place where Yang killed herself, after the Tang
emperor had acquiesced to the rebelling troops’ demand for her death. Li’s
poem begins with the betrayal of the vow of eternal conjugal devotion:
“The lives to come cannot be divined, but all hopes fade for this one” fi4f
& N4 {R:"® Li’s line is echoed in line 2 of Chen’s poem. Chen’s final
couplet alludes to the last lines in Bai’s poem: “Unyielding heaven, undying
earth, will reach their limits, / This sorrow, relentless, will be never-ending”
KEH A EIGE / HIR44FH4EEA." True love mourned for eternity in
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Bai’s poem, however, seems to be merely the Lingiong Daoist’s fantasy
(line 8) in Chen’s poem, which focuses instead on the pain of love lost and
promise betrayed. While the Tang allusions define the frame of reference,
line 5 brings up another story about false promise: the Queen Mother of the
West P§F £ visited Han Emperor Wu JEF7F (r. 141-87 BC) on the
Double Seventh as promised, but the meeting did not grant him any secret
of immortality.*’

Yu Yingshi argues that Chen wrote this in response to the Anti-Rightist
Campaign (1957-1959):

“What words cannot tell” in the poem refers to the pact declared by
Mao Zedong: ‘“Nothing known left unsaid; nothing said left
unfinished. For the speaker, absolution; for the listener, vigilance.”
The line about “baring the right shoulder” refers to how the dreams
of “Rightist” intellectuals were dashed. Mao Zedong’s sixteen-
word guarantee was but “a pact made in jest,” but the intellectuals
took it seriously and finally used their blood and tears to compose
a new “Song of Lasting Sorrow.”*'

Irrespective of whether one accepts Yu’s claim of topical reference, there is
little doubt that the theme of feminine sorrow conveys a sense of helpless
anguish. Hu Wenhui links the image in line 4 to Hui Yuan’s £ (334-416)
disquisition on how monks should bare their right side.”” Such an image of
profession of faith implies the dream that the government would respect
freedom of thought. I suspect that lines 3 and 4 also work together as the
ironic contrast between concealment and revelation. Mao Zedong had
proclaimed that intellectuals could freely criticize the government with
impunity, but those who eventually spoke out did so at their peril.
Submission and silence in line 3 are the consequences of terror. The line
also reflects on Chen’s own choice of indirect poetic expression. Necessary
concealment is contrasted with the dream of freedom of expression (line 4).
In Shiji 220 (Records of the historian), the general Zhou Bo fE#) tried to
distinguish loyalists to the Liu house from supporters of the Lii clan after
the interregnum of Empress Li’s &[5 (r. 202 BC-195 BC) rule: “Those
who support Empress Lii should bare their right side; those who support the
Liu house should bare their left side” B = [ 457, 2K A#.% Hu
Wenhui believes that this is not relevant because “baring the right side”
means supporting the usurper. It is quite likely, however, that Chen Yinke is
simply using “baring the right shoulder” as the metaphor for openly stating
one’s opinion, even if it were “politically incorrect.” The trope of failed
promise and the allusions to the doomed love of Emperor Xuanzong and
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Yang Yuhuan cast the intellectual as the ill-fated consort betrayed by the
false promise of a fickle ruler. His abject submission, enforced reticence,
and vain hope for freedom is captured in the image of the lady with neck
bent low, silent in the wake of failed seduction.

The gender role is reversed in line 5: here the intellectual, compared to
the Han emperor, is fooled by the illusion of power, while Mao Zedong is
the Queen Mother of the West who “made the pact in jest.” The next line
restores the gender analogy pursued throughout the poem: the intellectual is
like Yang Yuhuan who clings to the Tang emperor and urges him to make
the vow of eternal love, as told in scene 22 of Hong Sheng’s jit5F. (1645-
1704) play Changsheng dian 4% (Palace of lasting life). But the ruler
considers this an “imposed covenant” (yaomeng Z255) that had drawn him
in against his will, which means that he did not have to honor it.** The stage
is thus set for tragedy. The idea of intellectuals sacrificed for the ruler’s
whims or factional power struggles is also tied to the story of the Tang
emperor and Consort Yang through the fate of Hong Sheng, author of the
most famous dramatic rendition of the story, Palace of Lasting Life, as
Chen made clear in a set of poems dated 1954.>° Hong Sheng and scores of
other officials were exiled and banned from office because the play was
performed during national mourning for Empress Tong {% & 5 in 1689.

While the female role is tied to lies, betrayal, and alienation in critical
appraisals of his times, Chen Yinke’s empathy, even identification, with
women defines his self-understanding and historical vision. In the final
phase of his writings, from the early 1950s to the late 1960s, Chen focused
on women, creating what Yu Yingshi termed ‘“history from the heart”
(xinshi 0352) in his long essay on the prosimetric narrative Zaisheng yuan
44 (Love in two lives) by Chen Duansheng and his monumental
biography of the courtesan Liu Rushi.”® The History from the Heart by the
Song loyalist Zheng Sixiao [ 5 (1241-1318) was said to have been
discovered in 1638, encased in an iron box, at the bottom of a dried well in
Chengtian temple in Suzhou after being buried there for three and a half
centuries. It embodied the tenacious spirit that defies repression and a time
out of joint, and became a potent symbol for Ming loyalists in the early
Qing and late Qing nationalists. It also recurs in Chen Yinke’s poems and
comments about his later writings, expressing his alienation and his
expectation that his writings will be suppressed.”” “History from the heart”
thus refers to the radical disjunction between an author and his socio-
political environment and to the hidden meanings of the author’s writings to
be deciphered by posterity.” It also implies an affective understanding of
the past, a kind of empathy and emotional engagement that conjoins
historical understanding and self-understanding.
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Chen alluded to the implications of writing about women in a poem
addressed to his friend Wu Mi S (1894-1978):

In the Seventh Month of 1961, My Old Friend Ot AmREEL
Yuseng Came to Guangzhou from Chongging. B EE R E KA
He Inquired After My Recent Situation, And I BRI A
Wrote This In Response.

Seeing you again at Guangzhou, my insides FEEE B R
churned in sorrow.
[ may live on Mount Luofu, but my homeland is  #E{: 28 % R A 4

elsewhere.

My life hangs on: I let myself be the object of HanEEIna R
ready scorn,

As the only thing left for me to write is the EEMERRIEAT L

. . . 29
praise of fair ladies.

Although Chen Yinke lived in Guangzhou in the last twenty years of his life
(1949-1969), he often wrote about Guangzhou using images of exile.*® His
residence in Guangzhou constituted a self-willed removal from the center of
political authority (Beijing), which was also an “inner exile” marking his
sense of alienation from contemporary politics. In a manner reminiscent of
Ming loyalists, he wrote about homelessness, “no place,” and an impossible,
inaccessible Peach Blossom Spring:®' “For the place of escape, I cannot
hope for a Mayflower” #Eith #7571 H{E (1949), “The Peach Blossom
Spring is already blocked by the men of Qin” FRJESEFFZEA (1950),
“What a pity: there is no place to send off the remnant of spring” H] f
#FEFE (1950), “It’s not that, being at the edge of the world, I have no
thought of return: / But what is to be done when the date of return keeps on
being postponed?” KIE N & fE R 2/ F AR WK SERR (1954
“Melancholy to be the last one in the Immortal Spring” RIMR(FEE S
(1955).% The phrase “my homeland is elsewhere” echoes this sense of
homelessness, confirmed by the worsening political climate (line 3),* for
which the only antidote is to be sought in the imaginary space or “spiritual
homeland” opened up by the scholarly endeavor illuminating the lives and
writings of remarkable women.

Chen adds a note to line 4: “In the last eight years I drafted ‘On Love in
Two Lives’ and ‘Between Qian Qianyi and Liu Rushi: An Explication,”**
which went on for hundreds of thousands of words” #T /\FAKE (EHF4E
&) R (SRR ) S0 LB Why did these subjects offer
Chen Yinke a kind of final mental and spiritual refuge? The heroine of Love
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in Two Lives is Meng Lijun FREF, who is forced by intrigues against her
family and her fiancé’s family to take up male disguise and to make her
way in the world. She wins the highest honors in the civil service
examination and becomes prime minister, eluding the efforts of her parents,
her fiancé, and the emperor to expose her masquerade. The tone of the
sixteen chapters chronicling these events, which Chen Duansheng wrote
before the age of twenty, is playful and defiant. The death of Chen’s mother,
her marriage, and her husband’s exile put a stop to her writing. When,
twelve years later, she wrote chapter seventeen, her husband was still in
exile in Yili (Xinjiang), and by the time he was pardoned and returned in
1796, Chen Duansheng had died. The mood of chapter seventeen is somber
and tragic: it begins with Chen’s autobiographical account of her own
writing and describes how the emperor finally manages to expose Meng
Lijun’s disguise by having her boots removed after getting her drunk. Few
can forget the stark image of Meng Lijun spitting blood on the white silk
cloth used for binding her feet when she realizes she has been betrayed and
exposed—although there is also voyeurism and perverse pride as the female
attendants exposing her take care to emphasize that Meng Lijun, being a
supreme beauty, has the smallest bound feet in the empire. Another woman
writer, Liang Desheng 2 {54 (1771-1847) added three chapters and
brought the book to a “happy ending,” with Meng Lijun returning to a
traditional role as the principal wife in a polygamous household.

It is quite likely that Chen Duansheng did not finish the book not only
because of personal misfortunes but because she could not follow her own
story to its logical conclusion. Chen Yinke applauds the “freedom, self-
respect, that is, independence” of Chen Duansheng’s thinking (H 05z 5 &
BNf& 172 [ 48), evident in the ways she implicitly demolishes “the three
fundamentals™ of traditional society based on the authority of the ruler, the
father, and the husband.’® The pleasure and energy of the narrative for the
author (and for most readers) lie in the ways Meng Lijun foils the
patriarchal order and imperial authority; once she is exposed, the
supposedly comic reconciliation would be colored by a tragic sense of
defeat, and the incongruity must have been unbearable. (The author of the
sequel, being of a much more conventional temperament, had no trouble
embracing the taming of Meng Lijun.)

Chen Yinke saw a kindred spirit in Chen Duansheng because he
understood the unholy continuity between modern authoritarian politics and
the “three fundamentals” in Confucian morality, as evident in his
comparisons of the dogmatic, formulaic Marxist-Leninist rhetoric of his
times to the pious rhetoric of examination essays in imperial China. Chen
Duansheng and Chen Yinke thus shared an oppositional stance vis-a-vis the
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prevailing structures of authority in their times.

Writings (1951) NE

Octopartite essays and examination poetry J\BES FE i

Claim lineage to Zhu Xi and glorify the sages TR PHEE A R
by set rules.

White-haired palace ladies laugh out loud: EEEIER /e

The style they paint their eyebrows is again BEES N AR

fashionable.”’

White-haired palace ladies, a transparent analogy for the intellectuals who
were old enough to have seen other regimes come and gone, “laugh out
loud” because they can be effortlessly fashionable. The same subservience
to authority and unforgiving condemnation of “heterodoxy” made the
transition only too easy.

In his essay “On Love in Two Lives” ifE4:%4%, Chen Yinke patiently
unravels the forgotten details of Chen Duansheng’s life and times. He broke
with his earlier discursive style and introduced many of his own poems,
merging his experience of wars, devastation, and repression with his
reading of Chen Duansheng. He paid special attention to the auto-
biographical chapter seventeen, whose lines are echoed in his own poems
and essay, which in turn acquire a distinct self-reflexive ring. Like Chen
Duansheng, he “early on grasped the seeds of enlightenment but was finally
bogged down by mundane cares” TG, {3 E4%%,* and bore the pain
of “being lost and drifting, with writings deemed worthless™ Y& LA EH
$% 3’ He described the narrative bent in his own poetry as being akin to
Chen Duansheng: “When it comes to poetry, I too adopt the prosimetric
mode” s /o EEAS; he added in a note: “Years ago I wrote ‘Elegy to
Wang Guowei,” telling of events since the Guangxu (1875-1908) and
Xuantong (1909-1911) reigns. Some critics compared it to heptasyllabic
songs” B IR EFEEEBE E A gk, AEFOCELURSE, matbzint
FIEH7.* The “Elegy to Wang Guowei,” written in an elevated diction,
links Wang Guowei’s death to historical events in the late nineteenth and
early twentieth century. By comparing his own poem with prosimetric
performance, Chen deliberately breaks down the barrier between elite and
popular culture and implicitly elevates the cultural and historical
significance of Chen Duansheng’s writings. Chen wrote “On Love in Two
Lives” around 1953. A copy found its way to Hong Kong, where Yu
Yingshi read it in 1958 and wrote his “Postscript,” the beginning of a
scholarly (and also in some ways autobiographical) project on Chen Yinke
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that lasted intermittently for almost forty years. The furor over Yu’s essay
in China led to accusations that Chen’s essay and poems betray “anti-
Socialist” tendencies and its publication was blocked until 1980.

Chen Yinke’s empathy with Chen Duansheng is based primarily on his
recognition of her free, independent spirit and the fate of their writings to be
misunderstood and maligned. He identified with her creativity in dis-
empowerment: “Holding on to my writings, I too am content to be lost and
adrift, / T seek not glory and honor but only poetry” S EH H Hm@% / K E
7 {H E5%.* Chen brought to his Liu Rushi biezhuan 412 Bl {#
(Biography of Liu Rushi), which he wrote from 1953 to 1964, the same
lyricism, self-reflexivity, fervor for rescuing a talented woman from
oblivion, and interest in the disjunction between individual vision and the
mores of one’s times. More than the earlier and much shorter work on Chen
Duansheng, however, Chen’s biography of Liu Rushi is colored by his
empathy with the choices and dilemmas of those enduring the toll of
political disorder. According to Chen, the sense of cataclysmic collapse in
mid seventeenth century was shared by his own times: “From Ming to Qing:
a painful history both old and new” BH;% )5 #7136 85.* The generation that
lived through the Ming-Qing transition captured his imagination in a way
that the Qianlong personages (besides Chen Duansheng) in “On Love in
Two Lives” never did. Chen writes not only with nostalgia for the glory and
refinement of the late-Ming world, but also (perhaps even more) for the
symbiosis of political loss and creative energy, disempowerment and
cultural authority, in the wake of Ming collapse. It is not just the romantic
¢lan of that generation, but also the pathos of dying for, or surviving, a lost
world that spoke to his perception of the crisis of Chinese civilization
during successive political movements in the 1950s and 1960s.

Chen famously described Liu Rushi as the representative of “the
independence of spirit and freedom of thought of our people” FEEE 1T
ZkETH, H > B4R This echoes his praise of Chen Duansheng and
Wang Guowei. What do Wang Guowei, Chen Duansheng, and Liu Rushi
have in common that they should be honored with the same epithets? In the
case of Chen and Liu, the possibilities and limits of their gender roles
(despite class differences) define common grounds. In the case of Wang and
Liu, one might say that they were both loyalists (of the Ming and the Qing
respectively) and in that sense stood for the right of disaffection from the
current regime, the need to claim a cultural-intellectual space not governed
by political authority. All three are oppositional figures that seem to bypass
the dichotomy of cultural continuity and radical change. Perhaps more than
Wang Guowei and Chen Duansheng, Liu Rushi symbolizes the tension
between center and periphery in the tradition. Learned and accomplished,
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she is nevertheless only a “defiant and free-spirited” (fangdan fengliv T
JEUA) courtesan both courting and defying the establishment, a tantalizing
pointer to the culture’s capacity for regeneration through crossing
boundaries and encompassing opposites.

As with his essay on Chen Duansheng and Love in Two Lives, The
Biography of Liu Rushi has an unmistakable autobiographical dimension.
Chen Yinke wrote this gatha upon the completion of his project:

Endless chatter that would not cease, IR R
Pleasures of indulgence that please. PP = R=2
By turn solemn, by turn slippery, R REE
Being literature, as well as history. TRCIRSE
Tell of events; speak of passions. MESE
Pity the living; grieve for the dead.* THAETEIE
So many details, so tediously long, 2T
To the gentlemen, laughably wrong. HEET
Sightless and lame I have become,*® HARE e
But I am not yet deaf and dumb. fe] oA
I got to finish this book— R E
It was heaven’s gift that I took. TR TR
Reclining on the bed, I am sunk in thought. EAEL
Burning candles, eyes shut, writings I wrought.  ZARGIEES
Unabashedly crying for the bygone ones, JEREH A
Leaving this as gift for the ones to come. "’ BA N 2

The gatha is a moving testament to the fusion of lyricism and historical
research in Chen’s book on Liu Rushi. The line “Burning candles, eyes shut,
writings T wrought” appears in Xu Ling’s &% (507-583) preface to Yutai
xinyong EZ sk (New songs from Jade Terrace).”® Since the preface
celebrates female beauty and emotions as well as the image of the writing
woman, it is an appropriate allusion for a book devoted to an extraordinary
woman who was also a great poet. The image of “eyes shut” indicates
concentration, reminiscent of the idea of “looking deeply by closing one’s
eyes” (bimu shenshi Bfj H % #1)* in the process of internalization in
aesthetic creation. In Chen’s case it alludes to his blindness, which may
facilitate deeper insights, as in the lore about the ancient historian Zuo
Qiuming /= [1:HH. The association is also brought up by the words “sightless
and lame” (shiming binzu J<BAPEE). The genealogy of suffering authors
that Sima Qian 5] #8 (ca. 145 BC- ca. 86 BC) presents as his antecedents
in the last chapter of Shiji, as well as the letter to Ren An {127, features the
sightless Zuo Qiuming and Sunzi 4T whose feet were amputated. Sima
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Qian sums up the endeavor of these authors driven by adversities to write:
“They tell of events past, thinking of the ones to come” #li{} =5, B3>
These words resonate with the concluding lines of Chen’s gatha, which also
appear in Jin Shengtan’s $:EEIE (1608-1661) prefaces to his commentary
on Xixiang ji FEFIEE (The western chamber) by Wang Shifu F & (14"
century).”! How do these allusions come together? There is a tradition of
literary thought that dismisses New Songs from Jade Terrace as being
excessively ornate and overly “feminine” in its sensibility. By embedding
Xu Ling’s preface in references to Sima Qian, Chen Yinke is implicitly
defending his book on Liu Rushi as a grand summation of the past that may
only be understood by later generations. His affinities with suffering authors
also mean that alienation and disempowerment have given him special
insights and moral authority. Like Sima Qian, the truth claim and moral
burden of writing are no longer separable from the critical edge and
empathetic imagination born of rejection and suffering. Chen may not go so
far as Jin Shengtan, who creatively invokes the ancients to suit his own
critical agenda,” but he may well sympathize with the need to “personalize”
interpretation, seeking the relevance of the past for the present and the
future. This fusion of lyricism and meticulous historical research creates a
new form of historical writing.>*

Chen Yinke’s admiration for Liu Rushi is evident in the names he used
to entitle collections of his writings: Jinming guan 4:HAEE (Golden bright-
ness studio) and Hanliu tang FEMIE (Cold willow hall). Both refer to Liu
Rushi’s song lyric, “Golden Brightness Pond, on Cold Willows™ HH &k
FEM1.>* Autobiographical echoes are evident in Chen Yinke’s description of
the origins of his project on Liu Rushi: He describes how, as a youth (in the
final years of the Qing dynasty), he had read Qian Qianyi’s $%zf7s (1582-
1664) poetry (then still theoretically banned) without, he modestly claims,
any adequate understanding. During the war with Japan (around 1939), he
bought from a Kunming bookseller a red seed (hongdou 41.5.) supposedly
from the garden of Qian and Liu at Changshu, paying a hefty price for it.

Since I acquired this seed, twenty years have passed in a trice.
Although the seed is still kept hidden away in boxes, it is as if it
exists yet does not. I no longer look at it. But since then I have
reread the writings of Qian, not merely to relive old dreams and let
my mind roam, but also to test the extent of my learning.”

Why would a red seed from the garden of Qian and Liu look different from
any other? Chen’s credulity regarding the provenance of the red seed
confirms the self as source of meaning: he considered the red seed valuable
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and meaningful because he chose to believe that it had a tangible
relationship with the past. The almost arbitrary and defiant willfulness (in
thus assigning meaning to things) stems from the awareness of rupture
between past and present.

Qian Qianyi was an immensely learned man whose knowledge
extended to esoteric Buddhist texts and the Daoist canon, and Chen noted
that his own scholarly endeavor had taken him to related areas. Despite
Chen’s protestations of inadequacy, he must have realized that he was one
of the few scholars equipped with the necessary literary and cultural
competence to explain poets like Qian Qianyi or Liu Rushi, in addition to
the host of related luminaries from the seventeenth century. In his
biography of Liu Rushi, after unraveling a complex allusion to earlier texts
(gudian HBL) or contemporary events (jindian < #), Chen sometimes
exclaims: “This would not be understood by many.”>® To the extent that
Chen understands his appreciation of Liu Rushi as a function of his being
“the condensation and realization of the spirit of Chinese culture” (the
phrase he used to describe Wang Guowei), one may say that he is nostalgic
about his nostalgia.

The red seed, also called “seed of longing” (xiangsi zi fHET-) because
of the famous poem by Wang Wei T4 (701-761), becomes a symbol of
the tenuous continuity between past and present, conflating pain over a
world in flames with hopes of recuperation, at least in longing and memory.
The political dimension of this image seems to have developed in poetic
anecdotes by the Song. In Tang shi ji shi fEi54CZ5 (Tang poems and their
contexts), Ji Yougong £+7HZh (fl. 1121-1161) tells how the court musician
Li Guinian Z2§E4F sings Wang Wei’s poem at feasts in the wake of the An
Lushan rebellion.”’

The historical and political significance of this image is also evident in
the lines Chen wrote when he began to undertake this project in 1955:
“Through kalpa ashes, the red seed of Kunming is still here, / The longing
of twenty years has waited till now to be fulfilled” £ x4 Z57EA1F / #HE
H#EESH (“On the Red Seed, with Preface” k4L H££/%).”* Kunming,
the city where Chen acquired the red seed, is a convenient pun on the Pond
of Kunming, which the Han Emperor Wu built for naval exercises in
anticipation of conflict with the natives of Yunnan and which in classical
poetry serves as a standard allusion to vanished glory and power.” Kalpa
ashes, found where the pond was dug, are ashes that remain from the
periodic destruction of the world.® The kalpic ashes of Kunming thus
symbolize cataclysmic calamities. Yet defying forces of obliteration is the
image of the red seed, which allows Chen to retrace personal and historical
memories, establishing the continuity between Chen’s experience of
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twentieth-century Chinese history and his perception of previous periods of
turmoil, in this case the seventeenth century. If the red seed symbolizes the
love between Liu Rushi and Qian Qianyi that defies dynastic collapse,®" it is
for Chen Yinke a token of salvaging passion—in this case passion for
cultural ideals through empathy with Liu Rushi—from the political ruins of
modern Chinese history.

The red seed is also a recurrent image in Qian Qianyi’s poetry. Qian
used “red seed” as the title for three collections that include poems from,
respectively, 1658, 1659, and 1660—1661,62 the same period that he invested
in the last hopes of anti-Qing resistance and wrote the ‘“Later Autumn
Meditations” &k EH (1659-1663). The red seed tree (hongdou shu 41 5 15f)
in Qian’s garden bore one fruit in 1660 after a hiatus of twenty years, and
Liu Rushi sent it to Qian as birthday present. He wrote ten quatrains on this
miraculous omen of renewal.®® The third series of Qian’s “Later Autumn
Meditations,” devoted to Liu Rushi, concludes with a poem that deploys
this image: “Once parted, we are bound by longing, whose namesake is the
red seed, / Together we will finally find refuge on the green wufong bough”
—RIFEAL G F / AL R 2845 .5 These eight poems also appear at
the end of Hongdou erji 4. 5. % (Red seed, second collection) in Youxue
Jji FE24E (In possession of learning).” The third series of “Later Autumn
Meditations” was written in 1659, when Qian Qianyi took leave of Liu
Rushi in the hope of joining Zheng Chenggong’s E[if% I} (1624-1662) naval
forces in Chongming.®® “Seed of longing,” or “red seed,” thus symbolizes
not only their love but also their shared hopes and fears for the loyalist
cause. Its parallel counterpart is the “green wutong” (biwu ZEFE), which
according to Chen Yinke refers specifically to the loyalist endeavor to rally
around Emperor Yongli 7k J& in Wuzhou f&JI{ (in Guangxi).®’

The red seed as stubborn hope for a civilization in ruins appears in
Chen’s self-reflexive statement on his writing from 1957:

My Former Inscription on Yu Qiushi’s Painting ~ FijfE R Rk E 4@
of Liu Rushi’s Likeness as She Visited Banye B EH RN R
Hall Did Not Exhaust My Meanings, So I FHAEHER O E
Composed Two More Verses, Dingyou Y ear THE—=

(1957), Second Poem

Buddhaland and Bodhisattava Mafijusri have all  {#+ 25k (BEE
turned into dust.

Why then should I still write about the one WA S ES
scattering flowers?

White willows in front of the grave have been 15 2% B RIS
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replaced many times,

The red seed, left behind forever, preserves A EYH FE
spring in this world.
Boundless heaven and earth have no doubt RIFESEEHEE L

betrayed you.

Seas and mulberry fields, in endless cycles, only  JEFEHPHPEERA A
deepen the sorrow.*®

Declining and decrepit, how dare I judge events  EEVEEZ T-FKEE
of a thousand years?

I can only chant poems on the reality of Cui Hui sk EEEEE
in her painting.”

“Mafijusii” (Manshu Z:5%, Wenshu 37%F) was adduced as a dignified
explanation for the origins of the term “Manchu” after the Qing rulers
embraced Buddhism.” Not only was the restoration of the Ming a vain
dream, the Qing dynasty as well as a number of regimes (the warlords, the
Nationalist government) that followed had come and gone. In face of such
upheavals, what is the meaning of writing about Liu Rushi? What
“enlightenment” does she promise? In the Vimalakirti Sutra, the celestial
maiden scatters flowers, which fall off the enlightened ones but cling to
those who have not given up all attachments. Liu’s suitors often compared
her to the celestial maiden, and Qian persisted in doing so even after their
marriage.”' Such mixing of romantic and religious imagery is not uncom-
mon and in Liu’s case is further justified by her Buddhist vows in later life.

Yang 15 (willows) refers to Liu Rushi—yang is used interchangeably
with Jiu fljl, and she at one time had the name Yang Ai #5% . Liu belongs to
a distant past, yet her romantic and political passions, symbolized by the red
seed, still beckon as promise. The third couplet juxtaposes the broken
promises and failed hopes in her life with Chen’s own anguish over the
cataclysmic changes that he had witnessed in his lifetime. He claims to
decline to offer historical judgment, seeking instead to write about Liu
Rushi. Cui Hui was a Tang courtesan who died pining for her lover; she had
sent him her portrait with the message that “she no longer measured up to
the one in the painting.”’* The “reality” in the painting is thus also a kind of
aesthetic substitution: it restores a vanished past. “Reality of Cui Hui” here,
however, is more than the act of creation; recovering the reality or the truth
calls for precisely the kind of reflection and judgment for all time (“a
thousand years”)—both past and present—that he ironically professes to
forego.

The repressive forces in traditional Chinese culture distort or suppress
the “truth” or “reality” of Liu Rushi. In order to reconstruct her life and
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writings, Chen had to battle two and a half centuries of neglect, misunder-
standing, and destruction. Many of Liu’s writings are lost, and their
existence or meaning can be inferred only indirectly from the works of her
friends and lovers.” Chen Yinke is implying that his relationship to the
literary and cultural heritage of China is similarly “archaeological,” as
fragments are retrieved and reconstituted. But the very possibility of
overcoming absence and lacunae confirms his faith in his own writings as
the endeavor of cultural continuity negated by his times.

In both the essay “On Love in Two Lives” and the biography of Liu
Rushi, Chen quoted the Qing poet Xiang Hongzuo’s IEIETE (1798-1835)
preface to his lyrics collection Yiyun ci binggao xu [&2E 35 (In memory
of clouds, third draft): “Yet if I do not do that which is useless, how can I
take pleasure in this life that does have a limit.””* There is self-conscious
irony in the epithet “useless” (wuyi #z5). Only the category of the useless
can establish the individual’s freedom to define a private realm of
significance, which is in turn a response to mortality. He was doubtful
whether his work “in praise of fair ladies” could be published, given the
political climate in his final years. (He died in 1969, and his collected works,
with the exception of manuscripts destroyed during the Cultural Revolution,
were published in 1980.) “Uselessness” is also a proleptic reply to the
possible charge that such writings about women are somehow not the
appropriate crowning achievement of a great historian who devoted most of
his life to political and institutional history and the history of ideas.” By
showing how Liu Rushi and Chen Duansheng inspire as cultural ideals
through their free, independent spirit and oppositional stances, Chen
redefined categories of significance in history.

Chen’s biography of Liu Rushi is a key portal to the rich tapestry of the
personages and events of the Ming-Qing transition. His destiny as “a
remnant of the culture” or “cultural loyalist” (wenhua yimin S {E3E ) also
illuminates the resonance and implications of the collapse of the Ming
dynasty for our time. Chen wrote in 1952: “Where can we summon all the
souls from time past?” fa[#fEEFE [ #58.7° It seems the space demarcated
by issues related to women and gender constitutes precisely one such venue
for the “summoning of souls.” Chen Yinke died on October 7, 1969, three
years into the Cultural Revolution. His death was no doubt hastened by
material deprivation, mental anguish, and the terror of the Red Guards’
blaring broadcast right next to his apartment. It is perhaps fitting that he
should be mourned as “cultural loyalist” (Yu Yingshi’s phrase) and “the one
to whom traditional historical culture entrusted its fate” {E 47 FE 2 X ALFTEE
i, in the words of Chen’s student Jiang Tianshu 3% K& (1903-1988),”
eulogies that echo Chen’s lamentation of Wang Guowei. As for the
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concretization of this “culture” as “independence” and “freedom,” Chen
already shows us the path through tributes to the unlikely trio of Wang
Guowei, Chen Duansheng, and Liu Rushi.
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¥, edited by Cao Lihua B F/|# and Qiao He F{i] (Xi’an: Shaanxi
renmin chubanshe, 2009), 639-643, and Gao Yougong’s /= & L.
discussion of the aesthetics of calligraphy in his Zhongguo meidian yu
wenxue yanjiu lunji "0 B35 HLEA ST B2 52 4E (Taipei: Taiwan daxue,
2004), 148-152.

See Sima, Shiji, 130.3300; Ban Gu ¥T [&, Hanshu % ZE, with
annotations by Yan Shigu ZEFfi (Beijing: Zhonghua shuju, 1962),
62.2725-2736; Gao Buying =205, Liang Han wen juyao WiESCER
B ed. Chen Xin [ (Beijing: Zhonghua shuju, 1990), 104.

Jin Shengtan’s first preface is entitled “Unabashedly Crying for the
Ancients” 58 A ; the second one, “Leaving This as Gift for Future
Generations” BB A . See Cai Yi 25, Zhongguo gudian xiqu xuba
huibian [T BUEL I PP Bk #2245 (Jinan: Qi Lu shushe, 1989), 2:708-
713.

Jin Shengtan sometimes offers his own insights as gleanings from
unspecified “ancient versions” (guben 157%) of the texts he comments
on; this is especially true of his comments on Shuihu zhuan 7KFHE.
Chen Yinke refers to this disparagingly in his preface to Liu Shuya’s
2| T commentary on Zhuangzi. Chen, Jinming guan conggao
erbian, 229. He contrasts Liu’s careful exegesis with Jin’s creative
twists, whose echoes he discerns in some new interpretations of early
Chinese thought in his time. He concludes ironically: “Books by these
scholars—how can they avoid being the ‘ancient versions’ in the
particular imagination of Jin Shengtan? But they turn around and want
to ‘leave it as a gift for posterity.” How can we not ‘unabashedly cry
for the ancients’?” Yu Yingshi believes that the last two lines of
Chen’s gatha allude to his preface on Liu Shuya’s commentary,
implying his possible misinterpretation of Liu Rushi and Qian Qianyi
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as he forges his “history from the heart.” Yu, Chen yinke wannian
shiwen shizheng, 376-377. However, the original context is probably
too sardonic to be the intended reference here.

Chen is well aware of this generic “experiment”; see the alternative
gatha mentioned in n. 47: “Curse in anger, laugh in jest, / Being vulgar,
as well as refined. / Neither old nor new: / A hornless bull, a horse with
horns. / With special intention I mourn spring’s passing, / Harboring a
fistful of tears” ZXFEMEEE / JMEINHE / FREEIRNT / A AE / ZIEEG
&/ WREHE. Hu, Chen Yinke shi jianshi, 2:1202-1203.

Chen, Liu Rushi biezhuan, 1:336-347.

Chen, Liu Rushi biezhuan, 1:3.

Chen, Liu Rushi biezhuan, 2:564.

“After the An Lushan Rebellion, Li Guinian fled to the rivers and lakes.
He once sang at a feast hosted by the Visiting Official of River Xiang:
‘The red seeds that flourish in the Southland: / How many branches
have sprouted since the advent of autumn? / I wish you would pick
them often, / For they are the best tokens of longing™” %L1~ &L, =4k
FEFTIE, TP EREHHEE HIER: AL T AR / POOREE %A, /
HEE PR / IEVIEAEE. Ji Yougong, Tangshi jishi jiaojian JEF4C
HEHRE, ed. Wang Zhongyong F {f i, 2 vols. (Chengdu: Bashu
shushe, 1989), vol. 1, 16.423.

Chen, Liu Rushi biezhuan, 1:1; Hu, Chen Yinke shi jianshi, 2:881-882.
Most famously in the fifth poem in Du Fu’s f£7 (712-770) “Autumn
Meditations: Eight Poems.” In Du Fu, Du shi xiangzhu f+555£5F,
compiled by Chou Zhao’ao {f1Jk%& (Taipei: Wen shi zhe chubanshe,
1985), 864-874.

Chen Yinke wrote in 1939 when he was in Kunming: “The ashes
remaining from the kalpa of Kunming have all been blown away, / I
can only talk to the Indian monk about fallen blossoms” E&FHEEE T
==/ WNEEH e SEY% L. Hu, Chen Yinke shi jianshi, 1:191-192. Chen
recalls this poem in his essay “Lun Zaisheng yuan,” 76.

See Chen Yinke: “So much love and longing in the red seed as spring
is about to end, / So little chance for political intervention as the earth
finally sinks” 4 .5 & ANG: / =5 fEdi[E48 7. The original
couplet depends on the parallelism between “red seed” (hongdou 41.5.)
and “yellow gate” (huangfei &5, the prime minister’s gate). “The
sinking of the earth” refers to the fall of the Ming. Chen, Liu Rushi
biezhuan, 1:5, Hu, Chen Yinke shi jianshi, 2:1019.

Qian Qianyi, Qian Muzhai quanji $3%77% 4 £, annotated by Qian
Zeng $§ 84, edited by Qian Zhonglian #%{fi5, 8 vols. (Shanghai:
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Shanghai guji chubanshe, 2003), 4:225-5:563.

Qian, Qian Muzhai quanji, 5:549-552.

Qian, Qian Muzhai quanji, 7:14. This couplet is patterned on the
second couplet in the eighth poem of Du Fu’s “Autumn Meditations™:
“Fragrant grains, pecked to bits by the parrots; / Green wutong boughs,
grown ancient with the perching phoenix” ERIEKEIEREK / 205
FZEEA. In Du shi xiangzhu, 873. The lines have a famous “reversed”
structure. Qian Qianyi, in his annotations on Du Fu’s poetry, cited
various editions that have “seeds of longing (red seed)” (hongdou 41 5.)
instead of “fragrant grains” (xiangdao EFg). See Qian Muzhai jianzhu
Du shi &R EM5F (Taipei: Zhonghua shuju, 1967), 15.5a. On
the various interpretations of this couplet, see Ye Jiaying BEEFZES, Du
Fu Qiuxing bashou jishuo FHEIHKEL )\ EH 527 (Shanghai: Shanghai
guji chubanshe, 1988), 564-580.

Youxue ji includes Qian Qianyi’s writings after the fall of the Ming
dynasty. A modern typeset edition was published in 1996 in three
volumes, it was incorporated as volumes 4 to 6 in Qian Muzhai quanji
(cited above) in 2003.

For a discussion of these poems, see Li, Women and National Trauma,
356-387; Lawrence C.H. Yim, The Poet-Historian Qian Qianyi
(Routledge: Academia Sinica on East Asia, 2009), 122-147.

Chen, Liu Rushi biezhuan, 3:1176-1177. Cf. Huang Zongxi’s =525
poem on Qian Qianyi’s death in the series “Eight Laments” /\%; it
also uses the red seed as a symbol of the bond between Qian and Liu:
“The fragrance of the red seed wafts in the maze of the moonlit road /
As the beauty is about to stop her fingers on the strings of the zither”
AL RER R H I / 5 ABREETEE55%. See the fifth of his eight poems
collectively entitled “Eight Laments,” in Huang Zongxi, Huang Zongxi
quanji E=REE 42, edited by Shen Shanhong 7Zit, 12 volumes
(Hangzhou: Zhejiang guji chubanshe, 2005), 11:256.

In a story from Shenxian zhuan {H{l[{# (The accounts of immortals),
the goddess Magu fii#h tells Wang Fangping 175 F that she has seen
the Eastern Sea change thrice into mulberry fields. Included in Taiping
guangji K FEEEC, compiled by Li Fang Z2Hf et al., 10 volumes
(Beijing: Zhonghua shuju, 1961), vol. 1, 7.45-48.

See Hu, Chen Yinke shi jianshi, 2:968-969. I also discussed this poem
in “The Late-Ming Courtesan: Invention of a Cultural Ideal,” in Ellen
Widmer and Kang-i Sun Chang, eds., Writing Women in Late Imperial
China (Stanford: Stanford University Press), 46-73.

Hu Wenhui cites the views of various historians on the subject. Hu,
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Chen Yinke shi jianshi, 2:968-969.

See Chen, Liu Rushi biezhuan, 1:174, 2:549-550.

According to Chen Yinke, Bai Xingjian H{TfH (ca. 776-826) wrote
“Cui Hui’s Story” while Yuan Zhen wrote “Cui Hong’s Song.”” But
Bai’s account is no longer extant, and Yuan’s poem exists only in
fragments. See Yuan Zhen ji, 2:696. Cui Hui’s story is a common
allusion in Song-Yuan poetry, see the examples cited in Chen, “Lun
Zaisheng yuan,” 93-95.

See, e.g., Chen, Liu Rushi biezhuan, 1:299-302; 331-333.

Xiang Hongzuo is quoting Zhang Yanyuan’s 5E=7# (9th century)
remark in Lidai minghua ji FE%EEC, ed. Qin Zhongwen ZE{HL
and Huang Miaozi &5 1 (Beijing: Renmin meishu chubanshe, 1983),
35. For Chen’s quotation of these lines, see “Lun Zaisheng yuan,” 1;
Liu Rushi biezhuan, 7. “Life’s limits” (sheng ye you ya £t 5 JE)
alludes to Zhuangzi, chapter 3. See Zhuangzi jishi JET-85%, compiled
by Guo Qingfan %, edited by Wang Xiaoyu F £, 4 volumes
(Beijing: Zhonghua shuju, 1995), 1:115.

For example, Qian Zhonglian $&{Hl# (1908-2003) said that Liu Rushi
biezhuan “did not clarify what matters”; Qian Zhongshu % §& £
(1910-1998) claimed “it is not necessary to write such a big book for
Liu Rushi” and even averred that the book “only suffices to invite
scorn from the truly knowledgeable”; Yan Gengwang JEzfifEE (1916-
1996) laments that the book does little more than glorify Liu Rushi and
conveys Chen Yinke’s own rancor and frustration. These and other
critical judgments are cited in Hu Wenhui, Xiandai xuelin dianjiang lu
IR CEE M B 3% (Guangzhou: Guangdong renmin chubanshe, 2010),
4.28-29.

See Chen, “Renchen chunri zuo” F =& HYE, in Hu, Chen Yinke shi
Jjianshi, 2:658-660. Chen is alluding to the late Tang poet Han Wo’s §#
{& (b. 842) line, “From this far off place, it is hard to summon all the
spirits from time past” Hbi{HEEH 5 3E. See Han Wo, Han Wo shi
zhu §§{EE5E, ed. Chen Jilong [4%HE (Shanghai: Xuelin chubanshe,
2001), 2.201. Jiong #1 appears as sheng i in some versions.

Jiang Tianshu, Chen Yinke xiansheng zhuan PHEEA(H (Beijing:
Shumu wenxian chubanshe, 1990), 92.





