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ABSTRACT
Toward an Extraordinary Everyday: Li YuOs (:8680) Vision, Writing, and Practice

Sarah E. Kile

This dissertation considehowthe literatusentrepreneuti Yu (161031680) took advantage of
theburgeoning market economy of early Qing China to engineer and market a new experience of the
everyday. The world in which Li YuOs cultural products were best sellers was rife vétty nblie Ming
dynasty had collapsed in 1644, yet many of its defining features remained: urban centers brimmed with
gadgetsboth Chinese and foreigthat offered new possibilities for engaging the material world. The
status of writing and the readinglgic was also changing, as more books were published at lower costs
than ever beford.i Yu capitalized on this ripe moment to develop and sell cultural products that directed
the focus of consumers to the details and possibilities of thaiyasae | argie that through his cultural
production, Li Yu changedhat constituted cultural capitand who had rights to it in the urban centers
of southern China in the early Qing.

Li Yu made a brand of his name, which he used to market his fiction and dravel as
intangible products like innovative designs aneitdgourself technologies. | examine the strategies that
traverse the range of his cultural production to demonstrate how he altered the physical makeup of the
built environment and the visual exjmrce of theatrical performance, while also revising the ways that
they could be represented in language and depicted in narRéiaders of Li YuOs writing, visitors to his
gardens, and audiences for his theatrical productions could expect to enpautitalars: his language
zooms in on the material world, narrating the gritty specifics of genitals and dirt; he waxes technical about
his rigged stage lightingnd dioramic windowdn one of his stories, a man uses a telescope to
impersonate a god; imather a wily thief cannot Osee® a womanOs myopia, and so misjudges her.

At the heart of this study is Li YuOs magnum opaisure NotegXianging ouj), a curious
collection of several hundred essays on topics that range from theater directionng, lnbatbsing a

concubine to balustrade design, the art of walking to pomegranate trees. This text has some



commonalities with latdling manuals of taste, which documented the fine points of distinction around
which people negotiated their status-\Hgis conspicuous consumption of luxury commodities. In the

late Ming, thesenarkers of social distinction were hotly debated as merchants challenged literati claims
to rights over cultural capital.show how Li Yu departs from latiling discourse by rejectinigixury
commodities to locate discernment instead in readers who join him in experimenting with his
reproducible designs and technological improvements in the spaces of their everydaygdineend that
these experiments reveal the limitations of graadatives of the ddy such as Confucian morality,

gender norms, fate, and medidihby exploiting their contingencies, and by elevating the status of

individual experience.
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INTRODUCTION

On the occasion of his thirtieth birthday in 1641, the child prodigy Li Yu

(1611-1680) was feeling like something of a Haeen. His precociousness had given way to a
string of failures in the provincial exam, andviserried that he was growing old without official
successOn the evening of his birthday, he composed thevatig lyric:

There is only a moment's difference between last night and this morning, but it marks the
division between old age and youth.

You ask how old | am? I've just reached thirty.

Yesterday | was still in my twenties, and althougtek twenty plis nine yearst could
still be considered youth.

Alas, although today | can't quite be called old, nor am | any longer young.

My wife is also a year older, her only wish to the gods was that | would get an official
appointment soon.

| got anxious waying about a position and forgot that it was my birthday.

Hearing me sigh as | held my cup, she bent her fingers and frowned in spite of herself:

Let's not bring up official matters; instead, letOs get drunk together beneath the setting
sun.
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Just three years later, the Ming dynasty, and the world in which he had turned thirty, came to an
end, along with his ambitions of offalisuccesslaking refuge in the mountains near Lanxi,

Zhejiang, the thirtythreesuiLi Yu wrote a poem likening his experience as a subject of that

! OFenghuang tai shang yichuixigd#™ 21°#aKO O inNaige ciO,:6Z , Li Yu é1 , Liweng yijiayant
ae« A6 ,20vols., vol. 12, Li Yu quanji é | , x  (Hangzhou: Zhejiang guji, 1992), 2.487
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chaotic world to the evanescent Jgpan of a mayfly5S@b * ¥;1p»V+W # # h).? Time had

collapsed: Fronan image ohimself in the middle of life, growing old while brimming with
unfulfilled ambition, emerged a flickering, fugitive self with no past or future. Yet the days wore
on, and as they did, Li Yu experimented with what to nakbe time they offered him. Inhat
follows, | explore the innovative and profitable experiments he took up under the new dynasty
and how he made that time his own. Li YuOs writing, vision, and practice reveal one manOs
brilliant, singular, and intensely social response to the ¢haissccompanied the collapse of the

Ming.

The Big Picture

The yearl644 marked the official end of the Ming, ilaé transition dragged on with
uncertainty from the vantage point of the literati population concentrated in southern Jiangnan,
where rebellionand military clashes continued intermittently for several decaédslts of all
social strata who had come of age under the Ming found themselves fleeing their cities and
villages, losing their homes and families, and being reduced to take on memidblaiake ends
meet. As the tide of dynastic change slowly settled, theMatg frame of space and time was
disrupted and gave way to a transitional period during which these people were forced to come to
terms with financial crises and uprootednesappgle with fundamental questions of allegiance,

and undergo bodily submission to the Manchu dynasty in the form of a shaved forehead and

2 OJiashen jiluaDUDOYAXinLi Yu é1 , Liweng yijiayant2«A6 ,1-2, 2.8.

® There were grounds for this confusion: as Lynn Struve has demonstrated in her study of the Southern
Ming, the year 01644 marks neither the end of Ming nor the beginning of [Q]ing. TichiMaader
Khungtaiji proclaimed himself emperor of a new dynasty, the [Q]ing, in 1636; and the last Ming prince to
claim sovereignty over China, as Y[o]ngli emperor, was not eliminated until 16621Qr®ea. Struve,

The Southern Ming, 16482 (New Hawen: Yale University Press, 1984), 1; Lynn A. Strulke Qing
Formation in WorldHistorical Time (Cambridge, Mass.: Harvard University Press, 2004).



3
gueu€’. During this transitional period, the vibrant romantic culture of the late Ming survived in

various permutationalbeit refracted by hindsight and nostalgia.

Many of the defining features of the late Ming moment remained: urban centers brimmed
with Chinese and foreign gadgets and technologies, which challenged received knowledge about
the possibilities of the maial world. Since the midMing, more books were being published at
lower costs than ever before, and the magef the reading public was also changing, most
visibly, perhaps, in the rise of the general urban rezfleeidealizedConfucian division of ran

into the categories of literaslfi (“ ), peasantsnong_2), artisansgong-¢ ), and merchants
(shang$i) had already decayed significantly during the Ming dynasty. The period from the

middle of the Ming dynasty (mififteenth century) until the nineteentientury saw a general

trend of downward mobility of the escalating population of literati and upward mobility of
increasingly successful merchants. This was true not least because even as the economy became
increasingly commercialized and the Ming popolatsoared, the number of official posts

remained relatively stagnant, causing countless educated young men to lose hope of ever

succeeding in the civil service examinattdvlany of these downtrodden aspirants sought

* For a discussion of the rupture of space and time in visual media during the dynastic transition, see
Jonathan Hay, "The Diachronics of Early Qing Visual and Material Cultureéinig Formation in World
Historical Time ed. Lynn Struve (Cambridge: Harvard University Asia Center, 2004).

®> SeeCynthia J. Brokaw, "On the History of the Book in China,Piinting and Book Culture in Late
Imperial Ching ed. Cynthia J. Brokaw and kaiing Chow (Berkeley: University of California Press,
2005), 2427; Anne E. McLaren, "Constructing New Reading Publics in Late Ming Chin&firting
and Book Culture in Late Impiat China, ed. Cynthia Brokaw and Kaving Chow (Berkeley: University
of California Press, 2005); Robert E. Hegel, "Niche Marketing for Late Imperial FictioRyiriting and
Book Culture in Late Imperial Chinad. Cynthia Brokaw and Kaiing Chow (Berké&ey: University of
California Press, 2005).

® For a comprehensive analysis of how this system changed over tinRinsgté Ho, The Ladder of
Success in Imperial China: Aspects of Social Mobility, 1B881, Studies of the East Asian Institute,
Columba University (New York: Columbia University Press, 1962); Benjamin A. ElrAa@ultural
History of Civil Examinations in Late Imperial Chin@erkeley and Los Angeles, California: University
of California Press, 2000).
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financial support from patrons who veeinvested in procuring some of the literatiOs cultural

capital. During the Qing, merchants, especially those engaged in the salt trade, enjoyed
increasing cultural power and prestige, and enjoyed the support of the Manchu govérnment.

In practice, dividilg lines among these groups had become quite porous, and when we
consider what men actually did, how their careers changed over time, and how they made ends
meet while vociferously aspiring to loftier goals, we find that the distinctions among social
classs were often reduced to such transient criteria as appearances, claims, or pfaatices.
example, during the latter half of the Ming, merchants would often train a son to excel in the
civil service exam, or they would simply purchase an official rank;hwvere put up for sale
for the first time in the midifteenth century.At the same time, many educated men eventually

chose to give up attempting the examinations to pursue another trade such as writing on

" For an argument that these distions did not begin to break down until the eighteenth century largely
because Ming merchants could not own property Msin W. Huang Literati and SelHRe/presentation:
Autobiographical Sensibility in the EighteerEtentury Chinese NovdlStanford,Calif.: Stanford

University Press, 1995), 31.

8 SeeTimothy Brook,Confusions of Pleasure: Commerce and Culture in Ming Cl{Berkeley:
University of California Press, 1998).

° ElIman,A Cultural History of Civil Examinations in Late Imperial Chjri82."Until the Ming, for

instance, sons of merchants were not legally permitted to take the civil service examinations. [...] When
this social vision became out of sync with reality, the dynasty's vision of education changed only enough
in the late fourteenthentury to enfranchise sons of merchants in the examination competition." See also
Ho, The Ladder of Success in Imperial China: Aspects of Social Mobility; 186B 46.As early as the
sixteenth century, Wang Daokun (152593) had noticed a new fluigibetween the categories of

OliteratiO and OmerchantO in the bustling mercantile environment of his native Huizhou: Olt is not until a
man is repeatedly frustrated in his scholarly pursuit that he gives up his studies and takes up trade. After
he has accunlated substantial savings he encourages his descendants, in planning for their future, to give
up trade and take up studies. Trade and studies thus alternate with each other, with the likely result that
the family succeeds either in acquiring an annuzdtime of ten thousand bushels of grain or in achieving

the honor of having a retinue of a thousand heeseiages. This can be likened to the revolution of the
wheel, with all its spokes touching the ground in turn.O Cited and transl&@sagrClunasSuperfluous

Things: Material Culture and Social Status in Early Modern Chihad. (Honolulu: University of

Hawai'i Press, 2004), 78.should be noted that the prosperous merchants of Huizhou, such as Wang
Daokun, who took up residence throughout thaghan region during the mitb late Ming, especially

in Yangzhou, were more likely than most to have access to the easy social fluidity indicated by this
statement.
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commission or publishing; others who initialtyanaged success in the examinations took up

profitable endeavors after being cashiered. What is more, craftsmanship, and knowledge about it,
was beginning to be appreciated and practiced by men who were not artisans, while some gifted
artisans enjoyed ndaund fame and appreciation as experts in their craft, as evidenced by the
fact that they began to sign their works in the late sixteenth century, and some even authored
how-to manuals about their craftThis relative fluidity of social status was fraugt¥ith politics,
as, to give one example, merchants sought to appropriate some of the cultural knowledge that
literati were invested in reserving for themselves, even while they capitalized on the
commodification and sale of that knowledge.

The slow trangion in the south had the initial effect of triggering increased mobility
among urban cultural hubs throughout Jiangnan as people fled their homes or set out to make a
living.** Many major urban centers were decimated by war; new spaces opened up indhese a
others as the cultural giants who had populated them were killed, committed suicide, or went into
reclusion after the transition. Many educated men gave up aspirations for an official position,
which often took the form of a lowering of status from stutdo peddler, tutor, or painter,
though contemporary anecdotes demonstrate that the shame of this demotion was somewhat

alleviated because it was shared with many otHfdrisTingsheng662aDG who, like Li Yu, was

9 For example, Ji Cheng was a garden designer who composed the first garden desigruamysl,

Maggie Keswick has pointed out that some of the entries in this manual are more colloquial and likely
written by Ji Cheng, who had received some education, while other sections appear to have been edited
by someone more familiar with the literatyle of writing. SeéForeword," inCraft of GardengNew

Haven: Yale University Press, 1988), 23.

1 The dynastic shift disrupted the lives of some educated men in terms of place as well. Pointing to the
early Qing travels of the educated Suzhou resiBemy Hanyi, Tobie MeyeFong has demonstrated a
Odramatic increase in literati mobilityO just after the conquesBu8dimg Culture in Early Qing
Yangzhou(Stanford, Calif.: Stanford University Press, 2003), 102.

12 Most of the educated men who gavetheir studies to work for a living in the early Qing had not had
to concern themselves with making a living under the Ming. Many went to significant lengths to maintain
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a student at the time of the transition, OedoessedO as a merchant to peddle goods at a

roadside stall until he could secure a job as a tutor. When he met a scholar friend who was
likewise no longer pursuing sties, they nevertheless (to onlookers® amusement, and their own)

observed the rites of scholdfsThe educated and talented artist Xiang Shengr@pZp

(15971658) no longer hesitated to speak openly about selling his paintings for profit after his
familyOs mperty was pillaged during the fall of the Ming. Heimtained his sense of dignityb
refusing to sell to rich buyers he disliked no matter what they were willing t&* @ha Shibiao

7+(“9A (16151698), who was born into a family of means, spent his ydutlyisg in

Yangzhou in preparation for the civil examinations; after 1645 he gave up his ambitions and
made a living selling painting and calligraphiyThese are only a few examples of the many
stories of educated men who gave up pursuit of an officiakbcafter the fall of the Ming.

It was in this context that Li Yu embarked on a career of innovative cultural

entrepreneurship. His cultural production was remarkable in two significant ways: first, as an

their independence from those who provided for their daily necessities through payast or gifts:

they were selective about what work they would take on, would intentionally delay delivery of a product,
or would express their disgust with a particular patron in writing. In addition to selling tangible products
such as calligraphy am@hinting, many of these men also found ways to profit by selling commodified
knowledge of the literati lifestyle and good taste. These men would work as cultural consultants for those
wealthier but less educated than themselves, advising them on whahthdg purchase, and how and

when they should display their purchases. Qesshen Bail-u Shan's World: The Transformation of
Chinese Calligraphy in the Seventeenth Centf{@ambridge: Harvard University Asia Center, 2003).

How-to manuals likeZhangwuzhi served as general guides for late Ming men aspiring to good literati
taste, but individualized consulting, since it could not be copied, would no doubt have been more valuable.
SeeClunas,Superfluous Things: Material Culture and Social Status in Bdidgern China

31 i Xiaosheng, "Li Tingsheng's 'A Record of Hardship': A Recently Discovered Manuscript Reflecting
Literati Life in North Henan at the End of the Ming, 1642" Late Imperial Chindl5, no. 2 (1994), 94.
See als®Brook, Confusions of Pleage: Commerce and Culture in Ming Chiri24849.

14 James CabhillThe PainterOs Practice: How Artists Lived and Worked in Traditional QiiNeav York:
Columbia University Press, 1994), 12.

15| . Carrington Goodrich and Zhaoying Fafjctionary of Ming Biogaphy, 13681644 2 vols. (New
York: Columbia University Press, 1976),-38.



7
author and editor across genres, he establishedkshop where he marketed and sold his books;

second, he engaged in nliterary commercial ventures long avoided by literati such as

designing gardens on commission and directing a touring theater troupe comprised of his own
concubines for which he boatkéours to the homes of wealthy patrons. Li Yu combined the
innovative production of easily reproducible cultural products with the personal, strategic
marketing of those products; taking on any number of new projects at a time, he made a name for
himselfand found creative ways to package and sell the products associated with it. Through
close analysis of Li YuOs innovations in writing and practice, | aim to explore how Li Yu took
advantage of the unprecedented prospects of the burgeoning market ecodangywdiquitous
commodification of culture to forge new opportunities for cultural production in the early Qing. |
show how in the process, he reimagined embodied, sensory perception of the self in the world,

and found new ways to represent and sharah®vations with others.

Situating Li Yu in Scholarship

The modern study of Li Yu began during the Republican period and focused on the
contribution of Li YuOs fiction and plays to the history of Chinese literature. Sun Kaidi provided
the most lasting adribution, defining the modern project as one of rescuing Li Yu from the
infamy that accompanied his name throughout the Qing: ONo matter what his education was like,
and regardless of how he conducted himself as a person, he has an important pldgstanthe

of Qing literature @EZ~ ~F,+ $+)* yp»@EZ~ ~F, b006.N)* yp»&D=- <5/+ #3X%MAa6+1qE #

“auY)&d 8.3° Sun surveyed many extant editions of texts associated with Li Yu, and provided

' Sun Kaidi % f w , "Li Liweng yu Shi‘er loué taae - SinLi Yuquanjiél, x ,ed. Shan
Jinheng 6 - m (Hangzhou: Zhejiang guiji, 1992).
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a general biography along with a slightly more detailed study of Li YuOs second collection of

short storiesShiOer lot# 49» (Twelve Towes'’ Republican intellectuals were also

enthusiastic about their discovery of what they declared to be the earliest coherent analysis of
drama in OtraditionalO China, and Li Yu soon gained fame as the Ogenius drama scakr who
the first Chinese to establish a systematic dramatic thédBuBllished in 1978, Huang LizhenOs
seminal booKength study fleshed out Li YuOs biography and provided a critical introduction to

his oeuvre; that study was followed by a number of ctiba@@graphical studies that synthesize
surviving documents to provide comprehensive analyses of Li YuOs life antf Giode the

1980s, manynonographs in literary studies have been devoted to the study of Li YuOs drama and
fiction.?° Studies of Li Yu inhe West began in the 1960s; early works include author
(biographical) studies and literary studies of his plays and fi¢tiBatrick HananOs

comprehensive introduction to Li YuQs life and literary wdrks, Invention of Li Y(1988) is

" Except where otherwise noted, | follow Patricart&anOs translations of the titles of Li YuOs works in
Patrick HananThe Invention of Li Y(Cambridge: Harvard University Press, 1988).

¥ Chen Duoy & and Ye Changhai A; , eds.Zhongguo lidai julun xuanzhdhc *7 1> f
(Changsha: Hunan wenyi chubanshe, 1987%ee the representative examples of these studies collected
inLiYu é1 ,LiYuquanjié , , x , 20 vols. (Hangzhou: Zhejiang guji chubanshe, 1992), vol. 20.

¥ Huang Lizheng 17 ,LiYuyanjiuélé & (Taibei: Guojia, 1978); Yu Weimiree p{ , Li Yu
pingzhuané | ...7 (Nanjing: Nanjing daxue, 1998); Shen XinlinY 9 , Li Yu pingzhuané | ... 7
(Nanjing: Nanjing shifan daxue chubanshe, 1998); Huang (&é8d Li Yu yanjiuél e &
(Hangzhou: Zhejiang guji chubanshe, 1996); Shen Xidlw 9 , Li Yuxinluné Y1l  (Suzhou:
Suzhou daxuehubanshe, 1997).

2 A few of the representative works aBu Shuyingi p , Lun Li Yu di xiju meixud é | ... 7

O (Beijing: Zhongguo shehui kexue, 1982); Hu Yuanlin® * , Li Yu xiaoshuo xiqu yanji# | ~U
@&  (Beijing: Zhonghua shuju, 2004); Cui@n ’ « & , Li Yu xiaoshuo lungac | “U | J

(Beijing: Zhongguo shehui kexu&989).

2! Helmut Martin, "Li Li-weng Yber das Theater" (Heidelberg University, 1966); Eric P. Hehigese
Amusements: The Lively Plays of Li ftdlamden, Conn.: Archon Books, 1980); Nathan K o\ad
Cunren Liu,Li YY (Boston: Twayne Publishers, 1977); Robert E. HeBed, Novel in
SeventeentlCentury China(New York: Columbia University Press, 1981).
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the authoritativesource on Li Yu in Englisf? Hanan draws out Li YuOs literary games and the

personae he invented through masterful literary analyses and engaging translations.

These studies limit their scope to literary analysis, biographical research, and dramatic
theory. For example, Patrick Hanan makes clear in the prefatkeofnvention of Li Ythat he is
decidedlynotinterested in the Li Yu who wrote Opoems on the cruelty of war and the
humiliation of having to shave his head,O but rather on Ohis generallypeomitations of selfO
as evidenced in his literary productittiro be sure, the outrageous and hilarious stuff of Li YuOs
plays and fiction retain their ability to shock and amuse, but such readings virtually remove Li
Yu from his historical contexts, amelebrating his genius and creativity without exploring the
contexts of the production and consumption of his cultural products. Some studies have
addressed the question of Li YuOs social status and identity in light of the openly commercial
nature of higultural production, but the ambiguities of his social status have proven difficult to
pin down using traditional terminology. A recent dissertationchasacterized Li Yu as a
previously unexplored alternative type of Ming loyaltsgwing examples frorthe tone and
content of poems Li Yu wrote around the time of the Qing conquest and the themes of his

historical essays as well as his plays and fictyamif ;> ).** Unwilling to pigeonhole Li Yu

into a political category that he never claimed for himsglfers have begun to analyze him as a
member of an even larger third group of men, educated, wealthy, or both, who Omaintained an

ambivalent attitude and equivocal feelings, and just sought to survive in the narrow space in

22 Hanan The Invention of Li Yu

2 Hanan The Invention of Li Ywii.

** For a presentationfdi Yu as a Ming loyalist, seZhu Liangjie6U V>{j "Li Yu xinlun: yimin guandian
de kaoch®6>0©5XZ~";*YhntF,O«+$" National Central University, 2006, 146.
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between.®®Recognizing the neddr greater understanding of thistietween group, which

includes many artists who made a living selling paintings and calligraphy, some scholars have
begun to explore the diverse social networks and complex interrelationships among Qing
officials, Ming loyalists, and the many educated men who cannot be neatly relegated into such
dichotomized identities. These studies have begun to bring to light the porousness of the
boundaries that ostensibly separated men of cultural influence in the early Qind,astovel
explore evidence of their extensive social netwéteveral studies of Li YuOs contacts have
compiled materials that give a comprehensive picture of his social network, and provide a rich
trove for whose who wish to explore the networks thatriéed in the first decades of the

Qing?’ Other scholars have explored the effects of Li YuOs commercial practice on hisZriting.

% Shen Xinlin G Y 9 , Li Yu pingzhuané | ... T , 7Shen argues that Li Yu and many others fell into the
space between these two polar categories.

%6 seeHongnam Kim The Life of a Patron: Zhou Lianggong (161872) and the Painters of
SeventeentlCentury China(New York: China Institute in America, 1996); Meyieong,Building

Culture in Early Qing YangzhoimOs discussion of the loyalist paintersrapiated and supported by

Zhou Lianggong demonstrates that the boundaries between these groups were not only porous, but that
they seemed to place remarkably few restrictions on interactions among the groups. Many studies have
been dedicated to examinirtgtliterati who surrendered and became officials under the Qing court;
likewise scholars have paid special attention to those faithful servants of the Ming who committed suicide,
took monastic vows, or retreated into reclusion after the fall of the Miag &xpression of loyalty to

that dynasty alone. Ségnn A. Struve Voices from the Min@ing Cataclysm: China in Tigers' Jaws

(New Haven, Conn.: Yale University Press, 1993); Wilt IdemaTezlma and Transcendence in Early

Qing Literature(CambridgeHarvard University Press, 2006)redericWakeman divides educated men
living in the early Qing into three overlapping groups: romantics, stoics, and martyrs. He writes that
contemporaries Oprofessed to be shocked by the sybaritic laxity and aesthiilitysehsuch

well-known figures as [romantics] Qian Qianyi, Wu Weiye, and Li Yu. . .. The stoics [like Chen Zilong]
shared thaeior inner world of the romantics, but they also felt deeply committed to public duties.O
"Romantics, Stoics, and Martyns 8eventeentiCentury China,'Journal of Asian Studie$3, no. 4

(1984), 640Martyrs, for Wakeman, Oconsist[ed] of Qing loyalists among the Han bannerman who chose
to remain loyal to the new dynasty during the revolt of the Three FeudatoriesO (64 UgAltiakeman
mentions and cites Li Yu®&gnqing ouji,Li Yu is not a good fit for any of the three categories.

?"Gu Dunrou N «.E , "Li Liweng pengbei kaozhuaé t2/1) 1 " Zhijiang xuebadl, no. 4; Li Yu
él ,LiYuquanjié , ,x ;Huang Qiande164, "Li Yu jiaoyou bukaoé | c*) " Ming Qing
xiaoshuo yanjiu(" U & & , no. 2 (1996); Huang Qiar&f63, Li Yu yanjiué 1 & & , 30312; Huang
QiangE164, "Li Y u jiaoyou zai kaobiaré | ¢°) — " Ming Qing xiaoshuo yanji " ~U & &

91, no. 1 (2009).
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An exhaustively researched monograph by Chang and Chang is an important source for primary

materials related to the culturabcial, political, and economic contexts of Li YuOs cultural
production, but with their analysis, they efface Li YuOs creativity in a teleological account of an
emerging, but failed, modernity.

Several studies have analyzed Li YuOs fiction in the doftéate Ming short stories and
erotic novels. Patrick Hanan has treated Li YuOs vernacular stories in his history of this genre,
which includes biographical sketches of authors and editors as well as the dominant story types
and theme&® Robert Hegel hasingled out Li YuOs erotic novBlpuputuanas one of two
Osignificant exceptionsO to the more common sequel in sevetamnily fiction production.

As an important qualifier, he adds tfRduputua®s status is in fact more ambiguous; Oit is in
largemeasure a literary parody caricature ofiction popular during the seventeenth centuty.O
Keith McMahon has characterized setfntainmerifl Oan underlying struggle between
indulgence and abandon and a moral imperative to promote temperance-aestaaifd® as

the dominant ideology of the whole of seventearghtury fiction, and he sees Li YuOs stories as

Osome of the most epitomizing and ironic portraits ofceeifainment in late Ming, early Qing

% Huang Guoquart 4 ce, Yasu zhi jian: Li Yu de wenhua renge yu wenxue sixiang y&hjuA E : é
... 41%2 OL7¢é& (Beijing: Zhongguo shehui kexue, 2004); Zhang Xiaojuln< , Li Yu
chuangzuo lungao: yishu di shangye hua yu shangye hua di idhw 11 aA..LdaaLd

4 ...a A (Beijing: Wenhua yishu, 1997).

? Chunshu Chang and Shelley Hsukim ChangCrisis and Transformation in Seventeefantury
China: Society, Culture, and Modernity in Li's¥&World (Ann Arbor: University of Michigan Press,
1992).

¥ patrick HananThe Chinese Short Story: Studies in Dating, Authorship, and Compoé@immbridge,
Mass.: Harvard University Press, 1973); Patrick Hafae, Chinese Vernacular StoCambridge
Harvard University Press, 1981).

81 Hegel, The Novel in Seventeer@fentury Chinal4l.
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fiction.3? The ironic and parodic qualities of Li Yaifiction are significantly enhanced by his

constant selfeference in all his writing. As Patrick Hanan has observed, OLi Yu made over the
traditional narratorOs persona almost into his own image, so that his personal opinions and
comments intrude uponnd even dominate, the narrative @hat do we make of this OselfO that
is Li YuOs fictional voice? Hanan reads it as a recognizable literary persona adopted by both OLi
Yu the writer and Li Yu the man,O but despite his insistence that Li Yu delightée-ptaying
and inventing himself, he wavers on the question of which of those personae might draw near Li
YuOs actual moral sensibilitidn his review of Hanan@s/ention,Robert Hegel has called for
an intertextual reading of Li YuOs fiction, sugigestOit is only reasonable to regard every one
of his writings as being to one degree or another an inversion of some previous work or some
element of contemporary cultural valués$bme of his doctoral students in recent years have
engaged in such analgs, drawing connections among Li YuOs own stories as well as with earlier
stories®

But to useparody or intertextuality to get at what Li Yu was doing with fiction elides
some crucial aspects of Li YuOs literary producast, with the sole exceptioof the erotic

novelRouputuanhe attached his name (and his persona) to everything he wrote, including his

%2 Keith McMahon,Causality and Containment in Seventee@#ntury Chinese Fictior{Leiden: E.J.
Brill, 1988), 9, 135.

% Hanan The Invention of Li Y83.
% Hanan The Invention of Li Yu35.

% Robert Hegel, "Inventing Li Yu," review dfhe Invention of Li Yby Patrick HananSilent Operas
(Wusheng jiby Li Yu and Patrick Hanan; The Carnal Prayer Mat (Rou putuan) by Li Yu and Patrick
Hanan,Chinese Literature: EssayArticles, Review$3, no. 1 (1991), 98.

% Jie Zhang, "The Game of Marginality: Parody in Li Yu's (1d680) Vernacular Short Stories,"
Doctoral Dissertation, Washington University, 200ig Zhang, "Playing with Desire: Reading Short
Vernacular Fictionin 16th and 17th Century China" (Doctoral Dissertation, Washington University,
2006).
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fiction. Secondl and | will discuss this point beldWhe was a poor, if wekducated, nobody

writing and publishing his writing®or profit. While authors of publishers and commentators
regularly associated their names with their works, often as a branding technique, authors of
fiction did not*’” David Rolston has characterized Li YuOs mode of fictional commentary as the
commentatonarrator type®° This mode of producing fiction conflated the author (who had been
anonymous), the narrator (who had been fictional, often the voice of traditional Confucian
sensibility that is undermined and negated by the fictional story until it is reiterated and
containg at the end), and the commentator (who had been a named ideal reader interpreting the
authorOs ingenuity for empirical readers) into one name: Li Lifvar effect of this is that

there is room for no one but the reader in Li YuOs fiction, and everméhleas incorporated the
reader®responsds always nasve assumptions, bemusement, or delighted siitjmisethe text.
McMahon has suggested that seventeeetitury fiction shows life as Oa process of repeated
forgetting and rememberingO as the storfgsshetween didactic statements and stories of
breaches that are not contained by Oorthodox ideot®gwauld contend that Li YuOs stories do

more than simply present an ironic twist on that model. More thac@astious, Li YuOs stories

" SeeEllen Widmer, "The Huanduzhai of Hangzhou and Suzhou: A Study in Seven@emtiry
Publishing,"Harvard Journal of Asiatic Studiés6, no. 1 (1996); Jamie Greenbm,Chen Jiru
(15581639): The Development and Subsequent Uses of a Literary Pergoeigen: Brill Academic
Publishers, 2007Even after Li YuOs death, Zhang Zhupo insisted that Othe writers of novels never
divulge their names, either because theyehsame axe to grind in their works or because they contain
covert references to real peopl®4&¥id L. Rolston and Shue Lin, How to Read the Chinese Novel
(Princeton, N.J.: Princeton University Press, 1990), 222.

® David L. Rolston Traditional Chineg Fiction and Fiction Commentary: Reading and Writing Between
the Lines(Stanford: Stanford University Press, 1997),-I@&3 Jie Zhang, "The Game of Marginality:
Parody in Li Yu's (1611.680) Vernacular Short Stories" (Doctoral Dissertation, Washingtavetsity,
2005).

% See also HananOs discussion of the evolution of the narrator in fitatitan, The Chinese Vernacular
Story.

40 McMahon,Causality and Containment in Seventee@tdntury Chinese Fictiqr81.
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are so seffeferential that there is no room for the reader to experience the contingency of the

story; or, the forgetting and remembering revolve so quickly due to the constant interruptions of

the narrator and commentator that artificiality, both of orthodoxy aneéthamg outside it, are

exposed? What is left is only Li Yu, the brilliant narrat@uthorcommentator, and you, his

reader. Li YuOs stories put him on display; they advertise the brand of his name to the reader.
Sophie Volpp hapointed toa similartacic in her study of theatricality that links

dramatic texts to theatrical performance practices and argues for a gradual decline in the sense of

permeability between the stage and the spectator over the course of the seventeenth century. She

observes thahithe lateseventeentitentury playraohua shan , the storyteller Liu

JingtingOs continually interrupts the audience to remind them that what they are watching is only
illusion. Volpp suggests that such Orhetorical dexterity and command over illustaty thas
acquires a newly positive valenceO at the end of the seventeenth tehtereffect of Liu
JingtingOs interruptions is not dissimilar to the effect that Li Yu achieves in his fiction, which is
one of interrupting the reader constantly to rentimd that he is readirjin short, it is the
metafictional quality of his stories (not to mention the metatheatrical qualities of his plays). In Li
YuOs stories, the move works on two levels: on the first, he reminds the reader that he is reading
a story witten by an ingenious author. On the second level, within the story, he overturns the
readerOs assumptions about one or another aspect of his culture.

Through his explicit authorship, Li YuOs fictimarketed a particular construction®the

selfO; this &s a self that was capable of taking creative control over the stories of his life, just as

“1 On the selconsciousness of Chinese nawatiseeAndrew H. PlaksThe Four Masterworks of the
Ming Novel (Princeton, N.J.: Princeton University Press, 1987).

“2 Sophie VolppWorldly Stage: Theatricality in Seventeef@kntury China(Cambridge, Mass: Harvard
University Press, 2011), 15.
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had Li Yu the author and many of his characters who craftily manipulated their own stories. The

didactic requirement of fictid that it return to orthodoxy at th@dN was present, but it was
overwhelmed by the contradictions of the individualized autlamratorcommentator. In fact, a
wealth of studies has shown timatich ink was spilled arountie production and representation

of a Oself@d the early Qing. Writingn early Qing drama, Wilt Idema has suggested that Oas the
certainties provided by the trinity of state, ideology, and career collapsed with the demise of the
Ming, the only reliable sureties left were personal experience and th&selfefreat to the

page, or to OartO more generally, to escape the contemporary world, is a theme that is traced
through poetry, prose (including fiction), and drama in the edited volumena and
Transcendence in Early Qing Literatuidema demonstrates the extent of @lzsiagraphical
impulseO of the early Qing, citing his own study of Ding YaokangOs plays, Dieter TschanzOs
study of Wu WeiyeOs plays, Ayling WangOs study of Liao Yan (Owho presented himself under
his own name as the main character inzhjsiplaysO), EllenVidmerOs study of Huang

ZhouxingOs plagentian le , and Lynne StruveQOs study of the many memoirs written in

the early Qind” These examples of more or less explicit attempts to find a habitat for oneself on

“Wilt Idema, "Drama After the Conquest: An Introduction, Tirauma and Transcedence in Early Qing
Literature ed. Waiyee Li Wilt Idema, Ellen Widmer (Cambridge: Harvard University Asia Center,
2006), 379.

“1dema, "Drama After the Conquest: An Introduction,933ee the relevant chapters by Idema, Tschanz,
and Widmer in the same volume. Wang AylingOs studiaisg Ailing > C , "Siging huagongMing
Qing juzuojia zhi ziwo xuxie yu qi xiju zhanya#h -4 " TT("7VAA21é~au 7E1 ,
in Yuyan mizhang: Zhongguo lishi yu wenhua zhong de siyu dihgu TTAc R2 aA .. #

a. | ed. Xiong BingzherP Z s (Taibei: Hanxue yanjiu zhongxin, 2003ynne StriveOs study Isynn
A. Struve, The MingQing Conflict, 16191683: a Historiography and Source Guidéann Arbor, Mich.:
Association for Asian Studies, 199&)pr a study of the breakdown of the authentic self in theMiitg
seeTina Lu,Persons, Roles, @Minds: Identity in Peony Pavilion and Peach Blossom E&tanford:
Stanford University Press, 2000n the relationship between literature and Ming loyalism in the early
Qing, seetllen Widmer,The Margins of Utopia: Shtiu houchuan and the Literater of Ming Loyalism
(Cambridge, Mass.: Harvard University Press, 1987).

"
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the page, whether through an alter ego, a aeror even the explicit dramatization of oneQOs self,

indeed show evidence of this new attention to the aalglffor which there is only an imaginary
place to dwell.

This new attention to self finds further delineation in the work of scholars oé&iert
history, who have begun to explore the social history of the production and consumption of art,
expandinghe scope of texts and images relevant to analysis beyond what traditional aesthetic
assessments would includéhe social posturing arounatfion was less charged than painting,
as fiction was something that the elite read, edited, wrote about, or wrote about reading it. They
almost never admitted to writing it. Drama, prose, and poetry, rather were literary vehicles for
self-expression, and is in the analysis of sefepresentation in those genres that recent studies
of taste and literati subjectivity in art history becomes quite rele@aaig ClunasOs study of
connoisseurship nmaials in the late Ming argued for the inception of an &isée gamén the
late Ming in which participants jockeyed fetatusdistinctionvis-"-vis their modes of
consumption of luxury good§ Subsequently, James Cahillbe PainterOs Practiterned
attention tathe social and economic contexts of productiod circulation opainting, calling
attention to the relationship between style and status and to the proliferation of OghostpaintersO
that sever the association between the painterOs hand and a faiigmgttention to the social
history of art insped a number of new studies that changed the way we think about the object of

art historyN a turn to a social history of the contexts of production and consumption of paintings,

> Clunas,Superfluous Things: Material Culture and Social Status in Early Modern China

6 As Cabhill put it: OLongtanding myths of ChinaOs insularity and sefficiency, and the vines of )
elegant amateurism both in practical affairs and in the arts, are similarly losing their hold dheus.O
PainterOs Practice: How Artists Lived and Worked in Traditional Clgina
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and a history of visual cultuféIn Pictures and Visuality in Early Modern @fa, Clunasshifts

focus away from painting to pictures and propdeesconcept ofi€onic circuitd(Oan economy

of representation in which images of a certain kind circulated between different media in which
pictures were involved@} an alternative tive painting/nepainting dichotomy and arguments

for OstyleO or Oinfluené@@entral to ClunasOs project, again, is the way in which these iconic
circuits created Oknowing subjects,O or the power relations at play behind the production and
circulation ofimages and knowledge about them. Jonathan HayOs work on the early Qing painter
Shitao questions ClunasOs assumption that there is a knowable literati subject invested in the
triumph of the selfeferential picture in the late Ming. Instead, Mayery produtively |

thinkN suggests rather that Othe literati tastemakerOs role [E] was to reposition certain traditional
skills within a new, commercially oriented elite context in which all means of finding a secure
place were valid®By destabilizing the very nioin of the literati subject, Hay opens up space

for new understandings of literati subjectivity: he sees it Oas a negotiation between two forces or
processes: on the one hand, the interaction at the level of the individual human site of different
patternsof social consciousness, and on the other, the individual impulse to seek a unity and

coherence of the self®©

4" Kim, The Life of a Patron: Zhou Lianggong (161872) and the Paiers of Seventeentbentury China
Qianshen Bai, "Calligraphy for Negotiating Everyday Life: The Case of Fu Shan-1B8d7,"Asia

Major 12, no. 1 (1999); Jonathan H&hitao: Painting and Modernity in Early Qing ChinRES
Monographs in Anthropology dmesthetics (Cambridge, U.K.; New York: Cambridge University Press,
2001); Bai,Fu Shan's World: The Transformation of Chinese Calligraphy in the Seventeenth Century
Craig ClunasElegant Debts: The Social Art of Wen Zhengming, 14680 (Honolulu: Uniwersity of

Hawai'i Press, 2004).

“8 Craig ClunasPictures and Visuality in Early Modern Chin@rinceton: Princeton University Press,
1997), 46.

“9Hay, Shitao: Painting and Modernity in Early Qing Chinko.
* Hay, Shitao: Painting and Modernity in Earlyiqy Ching 23.
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These recent theorizations of literati subjectivity and the social and cultural history of

consumption and taste in the sevente@etfitury by arhistorians can do much to inform the
study of early Qingiminidentity, and by extension, the subjectivity of other writing people
during that periodThe profound trauma of the transition notwithstanding, as a rhetorical stance,

the identity of a nostgic remnant subjecty/{min ) carried significant cultural capital the

game of selrepresentatianThere was more than a little continuity between theNéatey
phenomenon of educated men giving up pursuit of official success to try their handrag anak
living and theyiminidentity, which provided affirmation and solidarity in the decision not to
pursue an official careét As the manifestation of individual expresdibthe expression of the
authentic feelings of a sélfthe rhetorical stance alsorgad on an old practice in a new guise.
Comparing the poetics of the late Ming to those of the early Qingy®éaLi suggests that Othe

Orevival of the ancientsigu ) is no longer a matter of imitating earlier poetic styles; it is

bound up with the project of preserving cultural continuity against all odds. By the same token,
the ideal of individual expression, on one hand, is criticized fotirsdlfigence and, otihe other,
takes on the urgency of political and historical-sieffinition.? Besides the old literati ideal of
authenticity, theyimin selfalso had points of continuity withe Oglorification of obsessionO that
Judith Zeitlin has tied to Olate Ming ranticism and individualism>&8he presents obsession as

a path to seffealization that was bound up with the subject, effacing the object of the obsession

*1 Kai-Wing Chow,Publishing, Culture, and Power in Early Modern Chi&tanford: Stanford
University Press, 2004), 1d1B; MeyerFong,Building Culture in Early Qing Yangzhou

52 Wai-yee Li, "Introduction,” inTrauma and Transcendence in BaQing Literature ed. Wilt L. Idema
(Cambridge: Harvard University Press, 2006), 97.

%3 Judith T. Zeitlin, " The Petrified Heart': Obsession in Chinese Literature, Art, and Medicite,"
Imperial Chinal2, no. 1 (1991).
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in a cycle of Odesire, possession, loss; desire, possession, 13§stify the profound loss of

the fall of their dynastyyiminturned to selexpression that was not so different from this. Many
yiminwrote many poems identifying with the figure of the abandoned courtesan, giving voice to
their feelings through their representations of helpless alp@ddvomen in a sympathy that, like
obsession, erased its object and enhanced the sense of self of its subject. In another article,
Zeitlin has shown how in the wake of the fall of the Ming, lost texts and anxiety about the
transience of writing were coafied with the dead bodies of wonTéiwai-yee Li has also
written about howyimin identified with the figure of the loyal woman in early Qing drafhia.
both of these senses, the midientity of theyimin seems to have found its expression in
identification with and erasure of the image of the abandoned woman.

The gender ofiminis important for the study of Li YuOs writing because of its
association with thiate-Ming cult of ging, which gave deep feeling and an identification with
love charge over lifand death. Just agngis absent from Li YuOs writings, so he did not
identify with theyimin contingent’ This has important implications for Li YuOs treatment of
gender. As Dorothy Ko has argued, the increase in womenOs literacy and interest iftitigeir wr
was accompanied by a sense that womenOs writing was suited to a more authentic expression of
ging (feeling)than menOs. Oln itself, [the culiof], however, did not challenge gender
stereotyped woman as an emotional and temperamental sex. Intfectult ofging often

reinforced the traditional identification of women with nature and the domestic, although these

% 7zeitlin, "The Petrified HeartObsession in Chinese Literature, Art, and Medicine," 16.

*° Judith T. Zeitlin, "Shared Dreams: The Story of the Three Wives' Commentary on the Peony Pavilion,"
Harvard Journal of Asiatic Studiést, no. 1 (1994), 1438.

% Wai-yee Li, "Heroic Transformaths: Women and National Trauma in Early Qing Literature,"
Harvard Journal of Asiatic Studi€s9(1999).

*"Hanan The Invention of Li Yu
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attributes were valued more highly than befofel@st as malgimin subjectivity depended on

both particular kinds of representatiafsvomen and the participation of women in particular
ways, so any representation of male subjectivity is bound up with the place of the feminine in it,
and calls for different kinds of participation by women (even if this is their erasure or absence).
What did gender relations look like in Li YuOs pgistg world with its denial of Omatters of the
heartO?

Li YuOs Opersonal condixt@rgely construed in his attitude toward and relationships
with womerN hasbeen a common sticking point in modern literarylyses of Li Yu, fom Sun
Kaidi to the presenSo much of Li YuOs representation of gender and sexuality feels familiar to
humanist8l his tolerant portrayal of sarsex marriage, the strong and clever women who
populate his stories, his insistence on matiteman sexN that it is easy to assume that Li YuOs
values are modern values, and to characterize his attitude tawaadd gender as
downtto-earth Yet as Hanan and Hed@h his review ofinvention bothpointout, such
characterizations prove, to themgompatible with Li YuOs writing about his own concubines:
Othe thought that this guifee Humbert Humbert was living in a China of likénded men will
not ease the readerOs embarrassment,O Hanan writes when revealing the young age of Li YuOs
concubires, concluding that Othere is a gap between him and ourselves that cannot be>Bridged.O
The same gap persists in HegelOs critique, when he concludes, Oit is probably safe to say, given

the mores of his day, that Li Yu was generally a conventional maleioigtun his personal

%8 Dorothy Ko, Teachers of the Inner Chambers: Women and Culture in Sevent@entiry China
(Stanford: Stanford Univsity Press, 1994), 111.

% Hanan The Invention of Li Y09.See alsddegel, The Novel in Seventeen@fentury ChinaChapter
One.
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affairs.® Rather than judge Li Yu by modern standards of monogamy and gender equality, we

should seek to understand his undoing of theNéitey cult of ging and its sympathy for the
feminine as one of his most interesting innovagi¢and one of the central ways his writing and
practice in the early Qing differ from the late Ming).

A recent dissertation has suggested that Li Yu parodies the unrecognized tragic beauty in
his fiction in order to mock the literati who identify with tf&tt may be going too far to say that
Li Yu intends to mock the reader here. Rather, it is enough for him to show his ingenuity at
revealing to the reader something about himself and his assumptions that he had ndllriealized
this case his assumptionsoalb women and his easy recourse to them in envisioning his own
subjectivity Often the assumptiorad the fictional tropethat Li Yu overturns in his stories are
related to gender, and perhaps more particularly, to bodies. In his analysis of containment
seventeentizentury fiction, Keith McMahon draws on BahktinOs concept of grotesque realism,
or the narration in the novel of the degradation of the body that has the power to regenerate a
social systeni? McMahon points especially to the strategic usimtgfrstices in the causality of
narrative sequences, as in when a character goes to urinate, and throughout his study, he details
the extent to which the fiction of this period describes bodies in very graphic’deling
more attention to gender diffence, Susan Mann has noted that the fictional depictions of the

grotesque body avoid those that are specific to women alone (with the exception of

% Hegel, "Inventing Li Yu," 100.
¢ Zhang, "The Game of Marginality: Parody in Li Yu's (16l880) Vernacular Short Storied,25.

%2 McMahon,Causality and Containment in Seventee@tntury Chinese FictigriL. Bahktin opposed the
grotesque body to the body of the classic canon, which Owas first of all a strictly completed, finished
productE.the signs of its unfinished charactef its growth and proliferations were eliminated.O
Rabelais and His WorldCambridge, Mass.: M.I.T. Press, 1968), 29.

% McMahon,Causality and Containment in Seventee@#ntury Chinese Fictiqr20.
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menstruation), such as the pain of footbindihin the same vein, Maram Epstein has suggested

that in ficion womenOs bodies were not suited to serve as a metaphor for the state, nor as the
ideal body of a Daoist immortal; rather, she writegh@eas certain male characters have the
prerogative of transcending social convention in order to achieve a moral stdte of

authentic selexpression, women in literature have no such freed3ifh® examples she
provides are resoundingly negativeainst these representations of the body in fiction, Li YuOs
stories again, begin from the premise: whatihat we hought beforés not true? In addition to
HananOs discussions of these stories already mentionedsaoeether recent studies take a
more critical approach to Li YuOs fictiomeEe include Sophie VolppOs insightful reading of the
representation of malsamesex marriage in a short story in the context of a more general
ethnographic mode of writing about curious sexual praéfiees Liangyan GeOs analysis of
voyeurism and exhibitionism iRou putuanyhich explores the intimat@aetaphoriaelationship
between serndthe examination systef Critical analysis of Li YuOs representation of gender
in light of his resistance to both the cultgphg and Ming loyalism willjoin the conversation that
these articles have beguand help us to conceptualize whaas distinctive about his

representation of gender and bodfes

 Susan Mann, "Review," review dfisers, Shrews, andd®/gamists: Sexuality and Mafemale
Relations in EighteentEentury Chinese Fictiohy Keith McMahon;The Chinese Virago: A Literary
Themeby Yenna WuHarvard Journal of Asiatic Studiés7, no. 1 (1997), 269.

% Maram Epstein, "Inscribing the Essentialsilture and the Body in Min@ing Fiction,"Ming Studies
41(1999), 25.

% Sophie Volpp, "The Discourse on Male Marriage: Li Yu's 'A Male Mencius's MotlRersitions2, no.
1 (1994).

67 Liangyan Ge, "Rou Putuan: Voyeurism, Exhibitionism, and the 'Exaram&omplex’,"Chinese
Literature: Essays, Articles, RevieR®G(1998).

% The edited volum8ody, Subject, and Power in Chieaggests multiple ways of destabilizing the
notion of the body, which has led to intriguing new research on representations adyhia hina.
Angela Zito and Tani E. BarlovBody, Subject and Power in Chiri@hicago: University of Chicago
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Unlike many instances of fictional representation in the Ming and Qing period, Li YuOs

fictional representation of gender and bodies is always bound up with his representation of
himself asomniscient and omnipotent author. That-seffresentation functioned as a brand
name, advertising an ingenious author of stories on the printedipagstark contrast to those
early Qingyiminwriterswho escaped a world they felt no longer had a pfacéhem by
retreating to the page, Li Yu created and propagated his name by taking to the pagferagd
the bustling commercialized urban world of Hangzhou. When we expand our analysis to
examine Li YuOs fiction and drama in light of his prabtiaéich includes publishing, garden
design, and theater directirsignificant new aspects of his cultural entrepreneurship come to
light.

That there was a dramatic increase in the number and variety of printed books during the
late Ming is now generally acceut®® Whether this trend was unprecedented, what effect it had
on culture and society, and how the market changed after the fall of the Ming dynasty are still
debated? More pertinent to the study of Li YuOs cultural production than generalizations about
the history of print in China is the print culture of Jiangnan urban centers during this period. A
few recent studies have begun to explore the publishing practices of individuals during this

period’* These studies have shown, among other things, the raggeres that were being

Press, 1994)Jnfortunately, a more recent edited volume focuses solely on the modern pesiod.
Martin and Larissa Heinriclmbodied Moderties: Corporeality, Representation, and Chinese Cultures
(Honolulu: University of Hawai'i Press, 2006).

® See, for exampldé§o, Teachers of the Inner Chambers: Women and Culture in Seventeemntiry
Ching Brook, Confusions of Pleasure: Commerce andt@e in Ming China

" Kai-wing Chow, for example, has argued that printing led directly to political and social change, but
that this movement lost impetus with the fall of the MiRgblishing, Culture, and Power in Early
Modern China

Widmer, "The Huaduzhai of Hangzhou and Suzhou: A Study in Sevente@attiury Publishing; ki

Yasushi© ce, Minmatsu K!nan no shuppan bunkgw @gGT 4t & (T"ky": Kenbun Shuppan,
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printed by particular publishers, and as such they invite us to consider the production and

consumption of books outside traditional generic categories. Shang WeiOs research on the
relationship betweedin Ping Meiand encyclopedgfor daily use is a good example of this
approach? Tobie MeyerFong, Ellen Widmer, Suyoung Son, and David Pattinson, among others,
have studied the publication of edited volumes of contemporary writings in the early Qing, a
trend in which Li Yu played aimportant role”? Robert HegelOs study of the printing of fiction

has also shown that Yu was writing and publishing in the middle of a period in the history of
print that witnessed the great commercial success of both high arglibdity editions of fttion

and plays* It is furtherof interest to my study that Li Ybegan to publish his works only after

the fall of the Ming, when previously flourishing printshops in Hangzhou and Nanjing saw a
drastic reduction in numbef3Based on research on Qing irmts, Cynthia Brokaw has

suggested that the centralized publishing centers of the late Ming gave way in the early Qing to

regional, localized productiofi.Further research on Li YuOs urban publishing during the early

2004); Lucille Chia, "Of Three Mountains Street: The Commercial Publishers of Ming Nanjing," in

Printing and Book Culture in Late Imperial Chined. Cynthia J. Brokaw and Kaiing Chow (Berkeley:
University of California Press, 2005); Suyoung Son, "Publishing as a Coterie Enterprise: Zhang Chao and
the Making of Printed Texts in Early Qing Chinagte Imperial China3l, no. 1 (2010).

2\Wei Shang, "The Making of the Everyday World: Jin Ping Mei cihua and Encyclopedias for Daily
Use," inDynastic Crisis and Cultural Innovation From the Late Ming to the Late Qing and Begdnd
David Derwei Wang and Bang Wei (Cambridge, Mass.: Harvard University Asia Center, 2005).

" Tobie MeyefFong, "Packaging the Men of Our Times: Literary Anthologies, Friendship Networks, and
Political Accoomodation in the Early Qing;larvard Journal of Asiatic Studie&}, no. 1(2004); Widmer,
"The Huanduzhai of Hangzhou and Suzhou: A Study in Sevent€amttury Publishing; Son,

"Publishing as a Coterie Enterprise: Zhang Chao and the Making of Printed Texts in Early Qing China;
David Pattinson, "The Market for Letter CollectidnsSeventeentCentury China,'Chinese Literature:
Essays, Articles, Revie8, no. Dec. (2006).

" Hegel, "Niche Marketing for Late Imperial Fiction."
’® Chia, "Of Three Mountains Street: The Commercial Publishers of Ming Nanjing;41.40

’® Cynthia J. Bokaw,Commerce in Culture: The Sibao Book Trade in the Qing and Republican Periods
(Cambridge, Mass.: Harvard University Press, 2007).
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Qing will add to that ongoing convet&m as well. Finally, in recent years, scholars have begun

to think critically about illustrations, and the implications of the interactions between texts and
images irreading practice§

In his later years, Li Yu broadened his practice to includeegadésign and theater
direction as well. His experience in these areas, broadly conceived, is recordadagmisn

opus theassemblage of topical essa}g&nqing ouji e:0m +l (1671).The several hundred

essays included iKianging oujiare arranged under the broad categories of dramatic
composition and staging, appreciation of women, house and garden construction, furniture
arrangement, enjoyment of food and drink, ancegainweltbeing all areas in which Li Yu had
practical experience and could confidently market his skills and services. To date, there has been
no systematic study in English ¥fanqing ouji perhapgrecisely because its idiosyncrasies can
only be undett®od with reference to Li YuOs entrepreneurial experiments in the world and his
fictional and discursive experiments on paper.

That said, aumber ofrecent booKength studies have broughitYuOs plays (especially
their metatheatrical elements) into gersations about theatricalion stage and in literatutbe

Ming-Qing period’® Patricia Sieber, in hénsightful analysis of the primacy of the visual in Li

"Hung Wu,The Double Screen: Medium and Representation in Chinese Paif@imnigago, IL:
University of Chicago Pres$996); Robert E. HegeReading lllustrated Fiction in Late Imperial China
(Stanford: Stanford University Press, 1998); Ma Mengjify! , "Ermu zhi wan- cong Xiyou ji
banhua chatu lun Ming chuban wenhua dui shijuexing zhi guanzu TT© ?jé t Z

i16(4t ai ,ng A M "Meishu shi yanijiu jika13(2002); Patrick Hanan et al\/riting
and Materiality in China: Essays in Honor of Patrick Han&@ambridge, Mass.: Harvard University
Press, 2003), Part Il: Print Culture and Networks of Readingjrg Hsiao,The Etenal Present of the
Past: lllustration, Theater, and Reading in the Wanli Period, 15889 (Leiden: Brill, 2007).

8 \/olpp, Worldly Stage: Theatricality in Seventees@bntury ChinaJing ShenPlaywrights and Literary
Games in Seventeen@entury ChinaPlays by Tang Xianzu, Mei Dingzuo, Wu Bing, Li Yu, and Kong
Shangren(Lanham: Lexington Books, 2010); Chun M&he Novel and Theatrical Imagination in Early
Modern China Sinica Leidensia (Leiden; Boston: Brill, 2011).
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YuOs writing on dramatic performanceéianging oujj recognizeshatXianging oujiinvites

andysis as a coherent work. She brings analysis of the textOs illustrations, instructions on
dramatic performance, and implications for gender into conversation with one dfi@hem

the diverse contents of this singular text, it is not surprisingotitaide the realm of literary
studies, scholars in a wide range of disciplines have utilized portiofiarafing ouji(and to a
lesser extent Li YuOs fiction and pf8yas important sources for studrasging from furniture
(Cluna3 to thehistory of foobinding (Ko, the hstory of medicine (Furdto an analysisf
decorative objects (Hayo the history of technotyy and gender studies (B)d{ The diversity

of disciplines that have drawn &flanging oujiattests tats unusual scope. But even more
important, many of these studies show that Li Yu succeeded in his attested goal of perpetual

innovation: in each of these areas, he wrote about things in new/{vays

Methodology
In a dizzying range of cultural arenas, Li Yu pushed the possibilities of hisités

moment to their extremes, and his is an imitable case study because he did so in practice and in

" patricia Sieber, "Seeing the Wabtthrough Xingging ouji (1671): Visuality, Performance, and
Narratives of Modernity,Modern Chinese Literature and Cultut@, no. 2 (2000).

8 Charlotte Furth, "Androgynous Males and Deficient Females: Biology and Gender Boundaries in
Sixteenth and SevesgnthCentury China,Late Imperial Chinéd, no. 2 (1988); KoTeachers of the
Inner Chambers: Women and Culture in Sevente€ethtury China

81 SeeCraig ClunasChinese Furniture(Chicago: Art Media Resources, Ltd., 1997); Dorothy Ko,
CinderellaOs Siste A Revisionist History of FootbindinBerkeley: University of California Press,
2005); Charlotte Furth Flourishing Yin: Gender in China's Medical History, 96665 (Berkeley:
University of California Press, 1999); Jonathan Hagnsuous Surfacefhe Decorative Object in Early
Modern China(Honolulu: University of Hawai'i Press, 2010); Francesca Bfaghnology and Gender:
Fabrics of Power in Late Imperial ChinéBerkeley: University of California Press, 1997).

® See especiallgieber, "Seeinghe World through Xingging ouji (1671): Visuality, Performance, and
Narratives of Modernity; KoCinderellaOs Sisters: A Revisionist History of Footbinditay, Sensuous
Surfaces: The Decorative Object in Early Modern China
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literary production at the same time, writing and publishing and thereby tirelessly

commodifying knowledge abaoNtall of his extraliterary endeavorDuring and after his life, as

well as to a lesser extent during the precedingNétey period, others engaged in some of the
cultural activities he did to varying degrees, but none went so far nor had so broad a reach as Li
Yu.

In light of recent schalrship in literary studies and cultural history, and the studies of
publishing, gardens, visuality, and the body in ChinaOs early modern period, | aim to take a broad
view in my analysis of Li YuOs cultural production. | am convinced that the audactors aut
who delights in novelty on the pages of his stories and plays cannot be disentangled from his
booming business of selling his cultural productfdtise pursuit of cultural entrepreneurship.
Under the new Qing dynasty, Li Yu took advantage of the pretspéthis unfamiliar world to
forge new opportunities for cultural production and distribution. In the early Qing, educated men
who had devised ways to cope with perennial failure in the exams during the late Ming had to
grapple with what to make of theaiges after the transition to the new dynasty. Besides heartfelt
conviction, loyalism to the Ming was also a new option for men wishing to define their identities
apart from the official sphere; in the late Ming, many men, known as Omountajshaere)O
or Oliterary metwenrenO had already given up seeking examination success to pursue other
trades® The idea of cultural entrepreneurshifpws me to rethink conventional dichotomies for
social statull both between literati and merchants, and betweesethen who took official
positionsunder the Qingnd theDremnantitizens gimin)O of the Ming.

In his essays, plays, and fiction, Li Yu continuajistures toward the contemporary

world he and his readers inhabitetb himself, to the reader, to othtexts, and to the material

# Meyer-Fong,Building Culturein Early Qing YangzhguChow,Publishing, Culture, and Power in Early
Modern ChinaHo, The Ladder of Success in Imperial China: Aspects of Social Mobility; 1R6B
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world. He takes his readers on imaginative adventures in which he explores the possibilities and

limits of subjectivity and of embodied, sensory perception of the world in a way that cannot be
divorced from his own lived practic€ime and again Li Yu demonstrates for his audience new
ways of using objects, alternate modes of embodiment, possibilities for manipulating space, and
running through all of these is a fascination with the powers and limits of vision. Not only do his
writings in various genres make up an interconnected textual network, but those texts exceed the
page, constantly referring back to the everyday world, social networks, and even to their own
distribution.

| proceed by examining a network of texts centeredianging ouji(1671), as an
exploration of questions about subjectivity and ways of perceiving the world. | offer a new
contextual reading ofianging oujias an integrated literary and practical experiment by tracing
conceptual links among Li YuOs progettiat have heretofore been overlooked. At the same time,
my analysis will bring to the foreground Li YuOs ontological project, which | argue was nothing
less than a reashioning of the world and a sometimes successful attempotierd the people
in it. This is the first bookength study since Patrick Hanam@®®ntionin 1988 to examine Li
YuOs textual production in all genres together, and the first to systematically analyze their

publishing history based on extant Qing editions of these Works.

8 examined all of the Shunzhi and Kangxi period editions of Li YuOs works in trmmaldtibrary,

Peking University Library, Beijing Normal University Library, Shanghai Library, Nanjing University
Library, and the Jiangsu Provincial Library. | also located and reproduced the collected works of about
twenty of his closest friends and cditaators that were housed in these libraries. | compared four

Yisheng tangDaOp'éfirst editions ofXianging ouji.Two copiesare housed at The Peking University

Library, one at the Shandong Provincial Library, and one at the Beijing Normal University Library.
Chapter Two, | provide new information about early editions of Li Yto®plete worksl.iwengyijiayan,
published in a first collection, a second collection, and a combined edition, as well as details about some
of his other publishing projects. | also looked at all of the works that Hanan claims were spuriously
attributed ¢ Li Yu. Hanan made his assessments about authenticity based on the voice, but the evidence
from the title pages of such works@sijin chidu daguamndQianwen giguook to be produced by the

same publisher as his other edited collections and essayticoifed also looked at the first editions of
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| draw out acommon thread runs through Li YuOs cultural production: it is a mode of

innovation thatinkers with the form of literary genres, imagines new possibilities for the
medium of print, and brings gardens and theater into a single cultural spaeerbetriting and
practice. On the page, and in the world, he orchestrated situations in a range of media that would
teach people to see themselves and each other differently. In this dissertation, | bring together Li
YuOs representation of the garden ttioah performance, modes of looking, and bodies in his
texts in various genres. | take all of these categories to be historically specific discursive
constructions in which Li Yu engaged in new kinds of experimentation, and each of them is
intimately relaed to the negotiation of subjectivily.

| combine literary analysis with an investigation of the history and the visual and material
cultures of early modern China. | take seriously the fact that, by the seventeenth century, much
of the world was intennected by trade routes and that the increasing speed with which
commodities and precious metals were circulating worldwide came to bear on cultural agents
operating at the local level. The complex linkages between commerce and cultural production
have ben explored by scholars of various geographic regions and disciplines, and my
dissertation adds to these by providing a detailed account of the new possibilities for cultural
production in China in the latter half of the seventeenth century and by eggiogin
implications of this change for the increasing fluidity of social status and diversity of social

networks. My study of changing conceptions of subjectivity, the experience of self in the world,

some of his plays, such kengzheng wuwoting that the quality of those early dramatic texts was far
inferior to the first editions of his later works out¥atheng tangThis research has allowed me to

catdogue the locations and quality of all of the early editions of Li YuOs plays, which | have included as
AppendixIll.

% Roger ChartierQn the Edge of the Cliff: History, Language, and Practiazallax (Baltimore: Johns
Hopkins University Press, 1990atherine Gallagher and Stephen GreentPaittcticing New
Historicism (Chicago: University of Chicago Press, 2000).
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and sensory perception will also be of interest to schalho are interested in the multiple

epistemological shifts that accompanied the global shift to modernity. My methodology, which
draws on recent literature in anthropology and art history, will be of interest to literature scholars
who seek to move begd pure textual analysis to account for the circumstances of production
and circulation of the literature they study. Moreover, my study of this early modern moment
contributes to an ongoing dialogue among literature scholars, historians, literaturesseimola

art historians of China about the changes that informed this period of dynastic transition in the
early Qing. For example, in joining a discussion started by art historians of early modern China, |
argue that visuality was already a consciously\agdrously contested notion in

seventeentitentury China, an argument with implications for rethinking the common

assumption that visuality emerged only in conjunction with capitalist modernity.

Chapter Outline

Chapter One,Between Writing and Practig® situates Li YuOs cultural produdtidms
writing, publishing, garden design, and theater direBtionthe historical context of the cultural
production in the early Qing and the ways that educated men negotiated their social status and
identity during he social and political upheaval of that period. | trace the beginning of Li YuOs
for-profit cultural production to the moment when he sells his rural retreat to move to Hangzhou
just after the dynastic transition, and show how from that time on, Li Yarbtegfocus on the
potential of writing to create value. As many have noted, one of the most notable features of his
literary production is the degree to which the author is present in the text, and the frequency with
which he interacts with the readlethis presence in Li YuOs work is a brand name that marks the

text as distinctively his. | show how the value Li Yu created with his textual production
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translated into a new social network that would support him, so much so that in his later years he

was abldo take his experiments off the page into the fields of garden design and theater
direction. | concludevith a critical introduction t&ianging ouji,which marks the culmination
and the synthesis of his innovations in all of these fi¢literature/printgarden design, and
theater production. | suggest that his commitment to innovation across media distinguishes him
from his contemporaries.

Chapter Twp OExperimenting in Pring@uates Li YuOs textual production and
publishing practicevithin the contexbf the early Qing. In the easy reproducibility of his cultural
products lie both the strength and weakness of Li YuOs early mode of cultural entrepreneurship. |
show how, as he entered the world of early Qing publishing in the bustling urban center of
Harngzhou, Li Yu found that although he had created a valuable product, he would have to
negotiate strategies to retain rights to his creations as they took the form of printed books and
entered the book market. | then turn to the publishing projects heidakeo in life. With these
projects, he experimented with the potential of the printed book in what amounts to a new
technology for interacting with the book and new ways of using books as social networking
technologies. Later in his life, the pages oiLiOs texts were literally packed with contributions
of letters, court cases, prefaces, comments, or essays he solicited from influential cultural figures
and unknown old friends alike. | analyze the social status of the contributors to the texts Li Yu
authored, edited, or commissioned, and show how he used textual production both to reinforce
existing relationships and to forge new ones.

Chapter Three, OCraftifityeryday Social Spacgs introduces Li YuOs practice of garden
design and theater directionlasked projects that, when considered together, open up new ways

of thinking about both gardens and theater, which are often considered separately. Theater is an
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essential part of garden space in Li YuOs writing. It makes many of the salient feahees of t

experience of the garden portable, while also enhancing and highlighting the social aspect of
garden space and it shapes the everyday experience of time and space in the garden. My
comparison of Li YuOs writing on garden design with earlier descriptig@asden architects

shows that whereas garden design had previously been analogized to the art of painting, Li Yu
analogizes it to the art of literary composition. In light of this, | suggesKiaating ouijiis a

new kind of representation of the gand | show how with it, Li Yu relocates the idea of Othe
gardenO to the interplay between the space represented in the form and cmeniraj ouji

and the everyday space of the reader.

In Chapter Four,lGghts, Vision, ActionO | examine Li YuOs mpamiation of vision in
various media, including his fiction, set design, and architecture. | show how in his fiction, he
worked actively to OshowO perspective, turning gazes back on unlikely internal characters and
the reader alikd.bring these fictionaharratives into conversation with Li YuOs essays on
directing the visual experience by manipulating stage lighting, wall design, and windows in
Xianging ouji With set design, | show how he uses light to direct audience attention to the
performance spacehile also orchestrating a secondary spectacle to the performance by
designing a way to make the lamps appear to be moving on their own. With walls, | show how
he emphasizes their function to open up views of other interior spaces, and that when thegy do no
he creates a spectacle on their surface that will engage the viewer instead. Windows open up
views and bring natural moving pictures into the home or (better) onto oneOs boat. His
experiments suggest that movement andfighe it in the form of other tes, the moving and
swaying of a boat, or the illusion of lamps that move on their own, not to mention theatrical

performanchBl are the essential ways to capture and hold audience attention. Li Yu sought to
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represent on paper interactive moving picturethiafe dimensional material world, with the

bodies in it looking at each other. Li Yu presents his readers with a new vision of the world,
refracted by multiple and intersecting foci.

In Chapter Five, The Body Offstag® | turn to Li YuOs representatibthe body in his
fiction and essays. | suggest that Li dkes issue with the tendency of other contemporary
discourseslike medicine and the cult ging, to explainawaythe bodywithout reference to its
singularity. He seeks instead to open up spdoepeople to think about the meanings they make
of bodies including their ownl begin by showing how iXianging ouji,Li Yu plucks the body
from the grasp of medical knowledge and treatment, asking people to reconsider OhealthO and
their experience dheir own bodies. Shifting to fiction, | show how he tested the nature of
physicality and the malleability of the body by depicting people experimenting on their own
flesh. He also told stories about what physicality would look like if bodies were exdidag
and available for purchase, which drew the readerOs attention to the place of the body within the
logic of commodity exchange. Finally, | turn to Li YuOs representation of the purchased female
bodies that take center stageXianging ouji and shovhow he, in a fascinating denouement,
stumbles against the limits of his experimental methodology (to commodify and profit from his
innovative designs for improving the everyday). He unpacks the body, describing and judging all
of its physical characteris in intimate detail. In doing so, he also locates something beyond his
reach, something presemtit-hidden in the difference between the body and all of the other
things he subjected to his innovative manipulations, including the characters in hgs Htaria
quality of sustained and delightful unpredictabfiita surprising movement, an inscrutable scene,
a glimmer of spirit. Central to this quality is the delight of being a body among iNthdyedy

that, though commodified, nevertheless exceedgseptation.
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CHAPTER ONE

Between Writing and Practice

Who would ever have expected the CreatorOs ingenuity to be a hundred times
greater than manOs? 1tOs as if he had deliberately combined these events so that
they could be turned into a play or stiryniting the two couples and then

separating them, separating them and then uniting them, at a prodigious cost in
mental effort! This plot rates as novel and ingenious to an extraordinary degree!

ZX0>_EB 0-+ p»F& p5d bp»Jt we+/k U#°] .JA b)% 1U5/+-ZRF, ' Q0 ,22
L +u(O)ct® #pl® |, 1® #p#° , uGe\c ~(A+Yk/A & A9© 30m #—Z2(i!@9 Uy &

~lFQ>Uy . a4

Li Yu, 1658°
LaoziOs doctrine teaches retreat from the world and the practice of inaction; Li
Yu's doctrine teaches how to live at home and occupy oneself. These two
teaching®exist side by side, so whether you rove within or outside your home,
there is nowhere you cannot go.
O0*g 6+ p»"' A@E@b 6+ pEJEOIi 6+ p»+7+i6+ 30+ &4ZR 1+ p»li=a
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Li Yu, 16777

During the first four decades of the Qing dynasty (16841) Li Yu 66>€(1611-1680)

experimeted with fiction,publishing, playwriting and directing, garden and interior design. His
prolific creative outputs marked by imaginativend downrto-earth inquiries into the potential

of the people and the world around him. In the course of a coupde éim@bove, he could cause
readers to pause and puzzle over his unpredictable claims: his narrator (frequently equated in
name with the author himself) speaks directly to readers, asking them how the Creator could

have come up with so novel an idea asathents that he has just described. The obvious

®1iYu é1 , A Tower for Summer Hearans. Patrick Hanan (New York: Columbia University Press,
1998), 245.

8LiYu é1 ,XiangingoujiE -1& ,LiYuquanjiél,k x (Hangzhou: Zhejiang guji, 1992), 339.
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fictionality of the text, however, works against this statement, and points to the ingenuity of the

textOs author, Li Yu, who is the real mastermind behind the carefully crafted plot. Yet there is
more: it ishard to miss Li Yu motioning upstairs to the Creator, cheekily suggesting that there is
nothing behind the curtain. The story, and perhaps our storgnpobejust a story. Li Yu spent
his life drawing new stories and possibilities from the world ardumg in narrative and
dramatic form, but also in his designs for manipulating the material world, physical bodies, and
perspectiveThe stories he came up with sold well and made his one of th&rimgh names of
the period.

Li YuOs skepticism about gchnaratives of fate and the Creator, as welta$ms that
he assists the Creatornmanipulating the natural worlgervade his writingUpon the death of
his father, the ninetegyearold Li Yu refused to participate in the customary evacuation of the

home for the OsoulOs retum@sha&tA), reasoning, OIf my fathdoes not have a soul, there is
no need to avoid it; if he actually does have a soul, then it is likewise inappropriate to.g@id it
@EA i /m™'p» 'ZH6+A p»littp uE *  .G® Instead, the precocious teenagey fatherless,

stayed at home, took out a brush, and argued his position on jpagi@ing so, he created a self

that was not subject to the whims of a Creatier would spend much of the rest of his life this

way, with brush in hand, concocting waystdertain people, new uses for ordinary things, and

projects that would bring people together, all while scheming to get paid for his efforts and ideas.
In this chapter, | introduce Li YuOs cultural entrepreneurship to explore what kinds of

opportunities ér cultural productiome forged in theirban centersf the early Qing. | also touch

®LiYu é1 ,Liwengyijiayant2«A6 , 1-2, 2.Some scholars have associated Li YuOs attitude with
the modern tendency to disbelieve superstition, but it seems to me that it could just as easilyhrefer t
Confucian imperative to focus on the livirigpr the former position, sdé Yu é | , Liweng yijiayant

ae A6 ,1-2,2; Zhong Minggi~ (~ , "Li Yu fangqi keju kaoshi chengyin shuobiéd i ,)

6 y O U —," Zhongguo wenxue yanjij no. 4 (2010).
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on contemporary debates about social status and its markers, an issue that had been complicated

by the fall of the Ming and the resultant retreat of many leading cufiguaés. This

introduction to Li YuOs creative and profitable endeavors lays the groundwork for my larger
argument that experimenting in several distinct cultural spheres fuelled Li YuOs creativity in each
of them.Reading Li YuOs writing together witls lpiractice gives a more complete picture of

what he made of the time he haduggest that this organic cultueaitrepreneurshifacilitated

shifts in notions ofepresentation and @hlue in the early Qing.

Failed Exams, Failed Reclusion: The Birth of an Entrepreneur

Li YuOs background makes him a uniquelyaettumented example of what, short of
taking up the family trade of selling medicinal herbs or pursuing an official career, were the
possibilities for cultural production and social negotiafmma brilliant and welleducated young
son of wellto-do merchants under the new Qing dynasty. Li Yu was imbora merchant family
in Rugao, Jiangsu provinge 1611. His father and uncles, natives of Zhejiprayince, were
doctors and pharmaceuticanders. The family had resided in Rugao for several generations,
where business was more lucrative than in their relativehpbtite-way ancestral villageXia

Li cun(-666u in Wuzhou*'-t (near modern Lanxn Zhejiang province). The family had not

produced a successful scholar for more than nine generations, and the clanOs genealogy noted
that, OMany of this clan are merchants who go away on business; abthitds/tale up
lodging away from home?Q.i Yu, however, was a precocious child, and his family saw in him

hope for success in the civil service examinations, so they took measures to ensure that he was

8 | ongmen Lishi zagpuo5e(66;-+?[ , cited inHuang Guoquart 4 ce, Yasu zhijian: Li Yu de wenhua
renge yu wenxue sixiang yanjQ RAE: é1... 1% 2 OL7&& , 4.Li YuOs father and
uncles are included among the ranks of these departed merchants.
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given a classical education. In 1633 or 1634, when Li Yu was 23sui, he returned to his

ancestral village to complete final preparations for his first examination. He passed the

countylevel civil examinationtpngzi shiJe*gZ ) in 1635 with distinction in the Five Classics,
attracting the attention of ZhejiangOs Vice Education Interdlagjigng tixue fusht < 3x+ "
'), Xu Zhi YU\ , who printed Li YuOs examination paper and circulated it witlBlgspite Li

YuOs success at theioty level, however, he failed the provincial exam in Hangzhou in 1639.
At the time, he likely imagined that his life would revolve around the triennial provincial
examination until he passed it. In fact, this attempt would be his last: when he setaout for
second attempt in 1642, military activity forced him to turn back before he even reached
Hangzhou.

While preparing for the civil service examinations with the financial support of his
merchant family, Li Yu experienced firsthand the middle ground letweerchantsshanggu

$7\p ) and literati (venshis/(* ). Xu ZhiOs support and promotion probably gave Li Yu real hope

that his early success was a promising start to an illustrious official career as adfifieiati

Later, well known as a popular autholgywright, and bon vivant, who enjoyed fame but no

official recognition or the celebrated status of a loyalist to the fallen Ming dynasty, Li Yu would
have to negotiate the disparaging remarks of some of his contemporaries throughout his life. Xu
ZhiOs faor, even forty years later, persisted as a reminder of what a OnormalO career might have
been like, of what it might have been like for Li Yu to have made a name for himself in a more
orthodox fashion. Thinking back on this man in his old age, Li Yu wrote,

From the past until today, people have dismissed the dissemination of my [undeserved]
reputation as starting from the praise of princes and noblemen for my frivolous plays;

® The Five Classics are ti@des(ShijingZ M;), theDocument{Shujingé M;), theRites(Liji IVYA, the
ChangegYijing 5»M), and theSpring and Autumn Anna{€hunqiu5ils ).
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they donOt know that in fact it began when | had just passed the county eraraiméiti
was admitted to the government school; the favor | received in my ascent was due to the
good words of one man [Xu Zhif'®

0 6/24UV #up»DUSYA/* rp»@bC3! (I b1&2j2:0-p» bZ2Q'%UhP%x6° 665U...)sp» PGs
+7Q'aoRal <— 6!Ap»#Ge5dF#j€ " b 6ZRg-)s &

Li YuOs first taste of fame, then, was for his mastery of the classics at a young age. Even as he
neared his late twenties, he was still engaged in the studies that would prepare him for &n officia
career.

Li YuOs father had passed away in 1630, and his mother in 1642, leaving him alone with
his young wife as the Qing conquerors slowly laid hold of the land. As the fighting escalated in
the southern region, Li Yu took his family and fled his resigein Wuzhou: ODuring the
disturbances of 1644 and 1645,0 he wrote, Oalthough | took cover in the mountains, | nonetheless
entered the city from time to time. It is most fortunate that only after | had moved my family, my
home was burned:; just after |t¢he city, the city fell.®When the fighting subsided, he found

himself without recourse and accepted an offer to take up lodging with Xu¥dcdi , the

assistanprefect of Jinhua (in modern Zhejiang provijagho provided him with a clerical
position®® These uncertain years of dynastic transition would mark the only time in the
adventurous and unpredictable career that was to follow that Li Yu would take digiong

residence in another®Os home.

“LiYu é1 ,LiYuquanjié , , x ,19.8.
21iYu é1 ,LiYuquanjié , , x ,19.15.

8 @.uanhou wujia zanru Xu sima muU4@E+"6S! YU# iT-y,0 inLi Yu é | ,Li Yuquanjié , , x ,
2.162.
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While at Xu XicaiOs, Li Yu attempted to buy a plot afllaear his ancestral village,

Xia-Li Village, wishing tolive out his days in reclusiotlewrote of his frustrations in OA Failed

Attempt to Purchase Yi Hi#"\e 2 11960 & .0

| intended to construct a thatched cottage next to my ancestorsO burial grounds under the
vaporous sky/ Door opening onto crystal river, bridges linking country fields; se&are

the clear stream, bamboo guiding the spring/ As to making ends meétybstyl about

lacking shelter andrain/ but how is one to get money to spare when retiring from public

life [lit. Obuying a mountainGf?

4"# 8 b(G(; 2p»9se;R-+0 +TdA de(e3MH;U96_Aavp»@ _y=-<éJj.Y2<q aLr#+A0
@E+gL:p»\_, "K/?6+hAbE

The phrase Li Yu uses here to indicate retirement from publfé @fbuying a mountainO

(maishan\_, )N dates back to the Jin dynasty, when the monk Zhi®Buréwas ridiculed for

attempting to purchase a mountain to which to rétifghe monk réused to sell the mountain to

Zhi Dun, but was happy to let him live there. Zhi Dun was ridiculed because he failed to see that
distance from economic exchange was a central component to the life of reclusion, whereas the
monk who refused to sell was opmg under the logic of the recluse, which holds that no man

Oowns a mountain.

“LiYu é1 ,Liwengyijiayant2«A6 ,1-2, 2.148.

*®In Liu YiqingOs (40344) A New Account of Tales of the WoBhishuo xinyu¥sZR5XZFthe story

goes that the monk Zhi Dutx_é(styledDaolin _7%) once approached the monk Zhu Qilarotigh an
intermediary to purchase Yang Mountain from him. Zhu Qian replied, Ol have never heard of Chao Fu or
Xu Yu purchasing a mountain for their hermitage.O Cited and translatiedYiging 9 6 p , Jun Liu,

and Richard Mathe® New Account of Tales tife World: Shikshuo HsiryY, trans. Richard B. Mather
(Ann Arbor: University of Michigan, 2002), 4123.In theRecord of Eminent MonK&aoseng zhuaj€

« [ ), there is another version of the anecdote, in which the monk replies, OIf you want to come, 1Om
always glad to give it to you. Who ever heard of ChOao Fu or HsY Yu purchasing a mountain for their
hermitag€COHuijiao g a , Tang Yongtongad "~ A , and Tang Yixuard ¢, ,Gao seng zhuaa1 |,
Zhongguo fojiao dianji xuankan (Beijing: Zhonghua shuju, 1992cidentdly, Li Yu also includes a
reference to this expression in his rhyme primhewveng duiyurJEOi+ug£One of the rhymes goes: OThe
price of wine, the expense of buying a mountent jp»\_,\o .OLiYu €1 ,LiYuquanjié , , x ,

18, juan 4,X ,no. 2.532
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By the Mingperiod this expression was commonly used to indicate reclusion, but Li Yu

includes an explicit reference to the cash transaction involved, emphasizing the refliviost

in reclusion during lean and uncertain timgsyuOs poems on his villa at Yi Hill, a residence he

built near his ancestral village in the 1640s, indicate some of the realities of living in an actual
rural retreat, including land cultivatiowhat is most remarkable about these descriptions is how
unremarkable they are, lacking the wit by which we recognize Li Yu. Rather, the pbewms

him writing himself into a long tradition of scholars retreating from official service. He refers to

himself @ a Oliterate farmeshizi nond *y_Z ),0 and discusses such topics as irrigation for
fruits and vegetables (Olugging an earthen jar is too doltisle, asmachine is too contrivey
DY(OEce: (049).% In another poem called OConstructing a Gardkip(<c&49,0 he

distinguishes the more refined cultivation of fruits or vegetables frorofrtime-mill agricultural
production. The poem reads:

Iganf)t become an old farmer, but tending a garden might provide some amusement.
1&m willing to be belittled by Confucius fotléwing Fan XuOs examplé.

0O _Z p#t— p»&« 3+A'O)A &
+e@b(O*gU,p»#aeh + 92g° &

Fan Xu92g° (also Fan Ch®2" ) was one of ConfuciusO disciples who asked Confucius about

grain cultivation and growing vegetables. Confucius replied that he should ask some old farmer

and called him a pgt man kiaoren+- b ) for concerning himself with such trivial matters rather

% Oriyuan shibian? &"é g ,OinLi Yu é1 ,LiYuquanjié , . x ,2.311.

“LiYu é1 ,LiYuquanjié , , x ,2.267.
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than focusing on governan&&while at Yi Garden, Li Yu was cultivating both edible vegetables

and an image of himself as a participant in a long tradition of reclusion and tefasale the
government. Given his recent sojourn with Xu Xicai, there is probably also a renewed sense of
independence here, aadense thatstic pleasureare far superior to dependence

Li YuOs friend Wu Xiucha#lJ —W! and likely most contemporaryaeéers, understood Li

YuOs description of his rural residence in the context of archetypal examples of reclusive living.
Wu commented on this poem: Ols this [Wang WeiOs] Wang River? Is it [Tao YuanmingOs] Peach
Blossom Spring?O We know from his poems ang:spondence that although Li Yu would
think back on his time at Yi Hill fondly later in life, in fact he and his family were constantly
struggling to feed themselvéSWhatever the reality of Li YuOs circumstances at Yi Garden may
have been, here and eldeere, he linked the garden discursively to Wang WeiOs idyllic rural
retreat and Tao YuanmingOs utopian agrarian village. Li Yu presents the production of his garden
asa potential amusemerand therefore categorically distinct from the difficult work of
cultivating grain.

Li Yu ultimately remained at his garden residence only three Mesmaund 1650, he left

rather abruptly due to a scandal that involved either his wifeOs family (who resided in a nearby

% LunyuZ~ZF13.4. For the English translation, $@enfucius and Edward Slingerlar@onfucius
Analects: With Selections from Traditional Commentaieslianapolis, IN: Hckett Publishing
Company, 2003), 140.

* When Li Yu purchased the mountain in the wake of the Manchurian conquest, he had expected to
remain there for the rest of his days: Ol mistakenly assumed | would possess the mountain for a long time;
who would havehought that lean years would follow the turmoil of war? [My familyOs] eight mouths

cried out in hunger, so | took note of everything | owned and sold it to oth&MuOé | |, Li Yu quanji

e, ,x ,1.129.
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village) or a controversy related to his first $wrh dramadhuangi [(i ), Lian xiang baril8iA

U (Women in Lovewhich hepublished in 1651

Selling a Mountain

As Li Yu made preparations to move his famdyHangzhou around 1650, he was
grappling with what it would ®an for him to put the property tha had worked so hard to
obtainup for sale. His first play completed, he found himself attempting to sell the OmountainO
he had struggled to procundhere he had made his reclusive home for three years. Unlike the
term Obuying a mountainO which was wstded to mean going into reclusion, Oselling a
mountainO was a new play on words, that, read against Obuying a mosmbaidf@wve
implied Ogiving upeclusion.O Li Yu addresste® question of whether and how a mountain can

be bought and sold in his &l of Sale for a Mountaitvi@ishan quane, 'a )O:

Can a mountain be bought, or can it not be bought? If it cannot be bought, then how does
he who does not have a deed possess proger®y X? If it can be bought, how is it that

he who has a deed does notdawnduring rights to propertgi{fangye-a9 )? On what

basis do | put forth these two propositions after all? | will tell you: OA mountain can be
bought, but it cannot be obtained by amassing copper and silver coins. Coins can procure
its trees and stones, tithey cannot alter its spirit; they can purchase its physical body, but
they cannot alter its name. On what do | rely to make this claim? | will tell you: I rely on

the lofty integrity of my peculiar ways, and on my elegant verses. Their value is
consideable, such that even when this mountain changes names, this expense of spirit can
bring it back in the end; although time passes and brings with it great changes, [this
mountain] will not have two mastef%.

190 i Yu moved to Hangzhou sometime between 1648 and 1657. There remains some discrepancy among
scholars regarding the precise dates of Li YuOs movement among Lanxi, Hangzhou, and Nanjing after the
fall of the Ming, and much dahe evidence they rely on is based on indirect sources. Conflicting evidence
has been discussed in detail elsewhere, so | will not rehash it here. For a synopsis of evidence regarding
these moves, sdd¢anan,The Invention of Li Y,.216, n. 37; Chang andch@ng,Crisis and Transformation

in Seventeententury China: Society, Culture, and Modernity in Li Yu's Wdkldb, n. 78.

L) iyu é1 ,LiYuquanjié , , x ,1.128.
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Li YuOs early musings on the nature of ownerstsiames and deedsuld claim assert the
powerof the printed and disseminated text over the circulation of commodities acquired by
cash'®?Li Yu spilled a fair amount of ink recording his attempts to purchase the hill in the first
place, the various OviewsO by which he established his ownershipsihteeand even
accounts of his and his small familyOs labor there. Faced with losing the physical place, Li Yu
drew on a long tradition of confidence that the dissemination of writings would mark the place as
his rather than as belonging to whomeverdimegent owner might be. Stephen Owen has
suggested that such OOownership may be understood as a cultural and discursive phenomenon as
much as an economic phenomenon; [E] it is the production of vaitfd.iOruOs declaration of
his right to ownership of taimountain even as he sold it made this point explicit.
This deed spells out and suip@poses over the actual land @ternative, cultural

landscapén which Li Yu can create value at wilAfter listing a number of welknown

associations of particulanountains with illustrious historical figures like Su &hf*} and Wang
Xizhi C30Z ¢he continues:

As soon as they pass through these places, merchants and officials as well as woodcutters
and shepherds, all know the names of these men [with whom particulataims are

192 stephen Owen has traced the emergence of writers Obuying a hill for the sake of the literary experience
of the hill, an experience to be published and passed onO to tiamgdsuggesting that beginning at

that time Oto @sess a singular style or a text that memorably represents an experience or a place is a
more secure means of transmitting ownership to the futureO than the less stable possession of land.
Stephen OwenThe End of the Chinese 'Middle Ages': Essays inMidg Literary Culture (Stanford,

Calif.: Stanford University Press, 1996), 31, 33.

19 Owen, The End of the Chinese 'Middle Ages': Essays inMidg Literary Culture 33.
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associated it is not that they only know after inquiring. Although wealthy men and

ranked officials can pile up gold as high as a mountain, and though they use their power to
shoulder the mountain and walk away, they will still not be abéease the names of
those who came before them and replace them with their own names. Although the
current owner may replace the previous one, he is little more than a hired clerk or garden
keeper, there to preserve traces of the past. If he were tosegpie, OThis mountain
belongs to me,O who would think it £8?
Q'$N\p }+N «#r9YDGB J~p»M;! &@IiNV! #up» p 1$+<iO” A[ &! +t YA\O-p»f~15
ayQ , nop»"CP¥\H 60"] p»Lé uP¥!0!0 b 6){;-p»O” < «-™#u a# 1%.9 & 60ep» N
m# +0UR 6#- 8?208° 6 ©p»@b[ /(]%:0"-5 &R+V 5d b6 pEQ , @b16+ a OzZX! @b
opl
With these lines, Li Yiplaceshimself and his humble mountain estate amoegdimks of some
of ChinaOs bestmembered recluses. At the same time, he sides with the cultured sensibility that
there is much that money does not suffice to purchase, and that the wealthy, no matter how much
cash they shell out, cannot compete withldsthed fame, won by literary legacy. As he wrote
these words, Li Yu was attempting to establish such a name for himself, associated with this Yi
Hill where he had for three years made his home, and one that would overdetermine the site so
much that it wold outshine all future economic exchange. In selling, and not selling, YLHill,
Yu leaves a part of himself in reclusion, and he will capitalize on his identity as a recluse for the

rest of his days. After all, the two names by which he was most comikimolvn, Fisherman Li

(66>Q@ and Strawcapped Old [FisherJman on the Lake ), mark him above all as a recluse.

When Li Yu took these names, he was technically a recluse, and nominal reclusion would remain
part of his identity for the rest of his life. When he decided to selil,ihe knew that he would
need to find a way toreate gersonahat would selbven ade left the countrysidir

Hangzhou.

%)iYu é1 ,LiYuquanjié , , x ,1.128.
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What is especially worth noting is the shift between Li YuOs writings on the estate while

living there and this jesting yet gmatic deed that he makes as he faces the loss of the physical
place. His poems describing the various OviewsO within his estate certainly lend distinction to the
land, but they contain little of the wit and imaginative spirit that characterizes thetynafdris
literary production. It is not until he is faced with losing the land that Li Yu has writes of his
estate in a voice that is distinctively his d\it is funny, confident, and meticulously reasoned.
He gets our attention, not as the owner of amtain, but as the OtrueO owner of someone elseOs
mountain. In fact, perhaps such a loss, or displacement, was an experience without which his
voice could not have been created. There would have been nothing compelling or memorable
about him claiming what &s clearly already his. Rather, this identification depends on a
distance from the thing possessed. This creation of value, and declaration of ownership translated
into real results: as he left the mountain, he moved to Hangzhou where he would setifgs wri
to make a living, and it was a mode of writing that he would develop throughout his life.

As Li Yu insists on the value of literary representation over land ownership, he is not
only resisting the sale of his mountain to someone else, he is aladrgbis confidence in his
ability to Oproduce valueO by laboring with his brush. Later he would make a living selling
copies ofiswritings, which would be linked by the name he made for himself by first laying
claim to places like thi¥> As a window oto Li YuOs early ideas about profit and the value of
cultural production, this passage demonstrates that Li Yu was already thinking carefully about

the relationship between literary produatiéame, and economic exchanygéth his cultural

195 At the same time, the phrase O[this mountain] will not have two mastersO recalls one of the most
pressing issues of Li YuOs day: the fact that those who sought official positions under the Qing by not
committing suicide oremaining in reclusion would be designated turncoat officelshen\@QJ. By

laying claim to longterm property rights over his mountain, Li Yu is also reassuring himself that giving
up reclusion is not tantamount to serving under the Qing.
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production, LiYu sought to create products tatuld create value were there had been

noneN ideas, plans, schemes, and stories associated with hiflremdsell them for a profit
The fruition of this project was to take shape in Li YuOs cultural entrepreneurship and hi
commodification of just this sort of cultural prodiidhe cultural meaning of a hill, or any place;
an arrangement of rocks, or of flowers; the design of a window or a chair.

Near he end of this essay, he wrote,

These days, when people acquire a litiect, they are compelled to write in its crevices,
Osuckandsuch a year/month/day, purchased byasdso,O in order that other people

cannot seize it and claim it as their own. How much more for a huneluéd|? | have

written poems on miRetreat atyi Hill and included them in my collected works, which

have been distributed far and near. If someday someone were to pass by here and say, Ols
this not LiOs mountain?O how could the new owner not be angry? One would have to

circle the sunny side of theauntain and search out poems, ensure that they are stranger
and more remarkable than mine, grant them long life by carving them onto printing blocks,
and distribute them among the people. Only then will an observer say, "Yi Hill does not
belong to Li [Yu]anymore, he sold it to someone el¥&."

rb A +Bp»/m6 ! fA6PE  O/x. 6°5¢7x0O (p»5W ~ b W/?4A0 6+ 6p»GeF&E 0,
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Here, Li Yu is talking about inscribing a particular place with his iiahe moment in, or

period of, time and his nam&’ He reasons that the spirit of the mountain will change owners

only when someone else has trumped his description of the place, publshédseminated.

%) iyu é1 ,LiYuquanjié , , x ,1.129.

971n comparing his mark on the mountain to the name and date inscribed on objects, Li Yu is
participating in a culture of marking objects that was new in the Ming dynastr8geClunasEmpire

of Great Brightness: Visual and Maial Cultures of Ming ChinalHonolulu: University of Hawai'i Press,
2007), 22, 561. The marking of objects with a reign period had begun in the late fourteenth century, and
had become common by the early fifteenth century. This practice not onlytiraeeaQisual presence,O

but it also shifted the value of objects from the visible and tangible qualities of materials and
workmanship to the value of the inscription on its surface. Just as the value attributed to works of
calligraphy and painting had Igrbeen tightly bound up with the signature of the author of the work, so
now were objects marked with a signature that would guarantee their quality and value.
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The kind of ownership implied hereagainone that is outside the realm of economic exchange

in thesense that it cannot be purchased with silver or cash, but must be created out of a personOs
ingenuity.Significantly, however, wat can be purchased with caistthat literary

possessidN viewing rights, ocommodifiedknowledge about, Li YuOs ideas aedigns. Later

in his life, Li Yu would expand the scope of his claims to ownershipiptirticular hillOs spirit

(ingling Lf@) to include the texts he authored, gardens, the stage, the interior of homes; as well

as to material objects, human bodies, tutinologies rémagined through his designs.

Producing Culture in the Early Qing

Except for a few poems heroteduring the midforties lamenting the fact that he had to
shave his head in the Manchu style, it is hardly evident from his writing tivat had come of
age in the Ming and lived through the dynastic transition. The last of the ten plays Li Yu wrote,

Ingenious FinalgQiao tuanyuan+&A&», published in 1668, is unique among his plays and

short stories for its explicit depiction of the Migging dynastic transitioh’®In his

dramatization of the events of the recent past, Li Yu has an older character impart practical
advice about the sort of work a young man should pursue in times of crisis. In the play, Yao
Dongshan, a former official of the Mirwho has gone into reclusion in the Qing, played by the

older male rolexiaosheng+-DQ, spells out for a diligent young student, Yao Ji, just why it is

198 As Szekely has pointed out, although ttisiangiplay was adapted from one of Li YuOs skuties
(OTower of my BirthGhengwoloiDC119%, published ten years earlier in 1658, that story was nominally
set in the troubled Southern Sohgnore J. Szekely, "Playing for Profit: Tracing the Emergence of
Authorship through Li Yu's (1611680) Adaptations of his Huaben Stories into Chuangnia"

(University of Michigan, 2010), 184.



48
unwise and impractical to bury oneOs head in books during a dynastic transition, presenting him

instead with some more practicable career optidhs:

Yao Ji: If it is true[that during toubled times, pursuing book learning is impractical],
then whatOs the use of reading books? ThereOs just one thing: what can we
studentsXiucai) do besides reading books?

Yao Dongshanin times like these, there are only three sorts of person one sleitst are
fortunetellers; the second are artisans; the third are merchants.

Yao Ji Why are those the three sorts of person one should be?

Yao DongshanLiving in such troubled times as these, when one encounters bandit armies, it is
enough justo get away with oneOs life. One cannot bring land or any personal
belongings along. Other people, even if they manage to get away with their lives,
when they have lost their property, they will starve to death anyway. But for
fortunetellers and artisartheir craft[jishu] serves as their property. They store
it in their bellies and can depend on it to seek out sustenance anywhere they go.
This is why they are considered the best and sebestisort of person to be.

As for those who become merchantgytiend to become accustomed to trade,

as they travel throughout the land, they take note of the terrain and the local
customs; they know at which spots one can evade the army, and where one can
flee from danger. When they find themselves in imminent datiygy simply

take their wives and children along with them. If they have even a few taels of
silver as capital left over, they can still manage to earn a living. Although this is
the lowest sort of person, anyone can do it, and without losing theitydi§i,

| ask you: have you studied any fortunetelling or craft?
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19 For a discussion of these lines and the adaptation of Li YuOs story OShengwo louO into this play, see
Szekely, "Playing for Profit: Tracing the Emergence of Authorship through Li Yu's {163Q)

Adaptations of s Huaben Stories into Chuangi Drama," 489 See alsdring Wang, "Homing Crane

Lodge' versug he Story of a Palindrom®ifferent Ways of Redefinin@ing and Employing Inversion,"

New Zealand Journal of Asian Stud&so. 1 (2004), 157.
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This dramaticportrayal of the dilemma educated young men faced during uncertain times depicts

various social roles and the impliimms for those who take them up. Yao DongshanOs lecture

takes a jab atiucailh18, those young schars who excel at book learnitgit prove helpless

when faced with the task of supporting themselves. Most intergptnigapsis the way that he

links sctolar status to land and personal propeiignthan jiasiD@DE+"), suggesting that

without this capital, the scholar is for all practical purposes no longer a scholar. Scholars, here,
more than any other group, are linked to, and utterly dependent uponaimeis, families, and
accumulated possessions (not least the cap and robe that mark them as scholars in appearance)
In this sense, Li Yu has Yao Dongshan sugfyeish a pragmatism that echoes Li YuOs own)

they are the least equipped to survive in thaotic world of the dynastic transition. By contrast,

Yao locates the personal property of forttekers and artisans inside their bodies, not in their
external appearance or material possessions. If they can escape with their lives, he says, they can
corvert their embodied potential capltbskills and knowledge actually stored in their

bodiedN into economic capital and the basic necessities for life. Likewise, a merchant
accumulates capital in the form of knowledge of the land and the people througeshiarey

stores it within his body. Because of his familiarity with the land, beti®r equipped than
fortunetellers and artisans to survive during times of crialkile the occupations of fortune

teller and craftsman both require studytraining, ttat of the merchant, according to Yao,

requires only familiarity with the land. In this familiarity lie both its succedsdh is the ability

M) iyu é1 ,LiYuquanjié , . x ,5.329.
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to turn aprofit) and its strategic strengfthe reason it is eeliablechoice of occupation for men

to take ugn uncertain times Finally, it is worth noting that for one fictional Ming loyalist
official, depicted by Li Yu a quarter of a century after the fall of the Ming, taking up trade would
not result in a loss of dignity.

This exchange is uncharacteristid o YuOs writing only in its explicit depiction of the

events of the MingQing transition. Li YuOs contemporaries like Wu Weéiyei9 (16091672)
Kong Shangreni+A £ (16481718) and Huang Zhouxingk$ 5C (16111680)tended to wax

nostalgic when depicting theansition. These men felt that there was no place for them in the
Qing dynasty, and turned to their brushes to create habitable worlds on tH&" payeiOs
cultural production bears traces of more than just his own practical navigation of the
transitiorN it actually bears the mark of the profitable activities he took up and the trades he
learned in order to survive, as well as how he represented them in writing.

In 1651, having failed at living under anotherOs roof and of remaining in reclusion at Yi
Mountain, Li Yu, published his first play ithe urban center ofti&jiang, the city of Hangzhou
Landless and without support, he made what he could with what he had stored in RigHeelly
ability to write a good storyThe publication of.ianxiang barmarkedLi YuOs first step tower
becoming a foprofit writer. The playdepicts a tripartite romance among a young husband, his
wife, andtheir courtship and marriage toyaung womanin 1645, Xu Xicaihadoffered Li Yu a

concubine, a young woman named Miss 6go , who had been widowed during the dynastic

transition. Though he already had a wife, Li Yu accepted, and written records portray their
relationship as particularly intimate; one of a series of poems on the topic addressed to his wife

reads, Olt seemsuyéall for her when you see her; so do ./ Our natural inclination to be moved

11 5eeli, "Introduction.”
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by fragrance is the samélbw fortunate for this pearl to fall upon two palmlling it about

beween the two of y# becomes perfectly roundiY3Bp181t N18p»18iA(N/i6+# @b & "C”
y. 4rfs34p»Y #cO£ .Q'&D &»G*?0One of Li YuOs contemporaries commented on this poem:

OTo have such extraordinary fortune within oneQGsurtains: thereOs a boastful expression on

the author®s face; how can the reader not become jedgs?+G,R pre-O-P¥5):/k 23

It would be difficult todeny that this first workvas inspired byhe world in which he
had just spent half a decddlan intimaterelationship with his wife and concubingthout a
significant amount of social engagemetits contemporaries thought so, td his preface to

theplay, Li YuOs good friend, YWei V -u includes his own observations of the interactions

among the three: Ol saw that Li YuOs wife and concubine had a harmonious relationship . . . Not

only did the two women love each other, but they also both loved LY3W)c)f$4%0 E !\S

1 1F 18p»0O FoeF Q1866 vO- .G In writing the character of the youngmarriedwoman

Y“2)iyu é1 ,LiYuquanjié , . x ,3.320.This is an interesting twist on the phrase OEven | am
moved when | see hewgjian youliar),Owhich wastaken from a story iShishuo xinyu¥ZR5XZ&bout

the jealousvife of the great general Heng Wen of the Eastern Jin-d20§. When the wife learned that

her husband had taken a concubine, she planned to go to her and kill her, but upon reaching her room, she
took pity on her and treated her well instead. The ingmbpoint is that a woman overcomes her jealousy
and sees another woman from her husbandOs point of view, as an honorary Madi®Bed A~ et

al., Shishuo xinyu jianshuU Y O {[  (Shanghai: Shanghai guji chubanshe, 1993), 19 &686ther
example of the way this phrase was use&ien Yixiu in her daughterOs biography, wrote, OYou didnOt
like it when others said youOre beautiful. But labkou, so pretty even ungroomed! Even | find you
irresistible; what will your future husband have to say®| b[B< R O6p» rnL6u *gO+A V4)*; p»FC1é
Z2J1JDCRY; ; I£)5G< 411Y3BP18p»60G+E F+ b_0< y)*pl O Cited and translatedKm, Teachers of

the Inner Chambers: Women and Culture in SeventegattiuryChina 167.As he experimented with
what kind of stories a world without female jealousy would produce, Li Yu uses this phrase to indicate
one womanOs love for another, and then attaches his own (male) sentiment as sgedigary (

“31iYu é1 ,LiYuquaii é, . x ,3.320.

“1iYu é1 ,Liweng chuangi shizhong jiaozhir 1 "+s M , 2 vols. (Tianjin: Tianjin guiji,
2009), 1.3.
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in his first play, Li Yu did not even change her surnamwVith this play,Li Yu took a step

toward making higresh wit and bold experimentation known throughout the region itegkin
form.

In HangzhoulLi Yu found that the publishing world he aspired to join, in the new and
uncertain dynastic frame of Qing time and space, was a changed place. The fall of the Ming
spawned the closing of many of the publishing houses in the Jiaregiari\ in Nanjing a mere
seven publishing houses are registered during the first decades of the Qing, as opposed to
thirty-eight in the late Ming; in Hangzhou five of twerftye remained:* Yet, there seems to
have been a market for the entertaining wdikgu was producing. During his years in
Hangzhou (c. 1651661), he wrote play after sensational play, and his original fiction
collections were produced in quick succession early in his cafeeuOs output is striking

when considered against thealatumber of extant fictional and dramatic texts published per

5 Hanan has suggested that the fact that the young woman portrajfednien in Lovehares a surname

with Li YuOs concubine proves rather thiatown family was far from his mind when he named the
character, since to imply that the story was based on his own relationship would have been too potentially
scandalouddanan,The Invention of Li Y,uL5-6.

116 Brokaw,Commerce in Culture: The Sibao Boorade in the Qing and Republican Peripésl0, and

10 n.26 Brokaw draws these figures from the workZéfang Xiuminj ${ and Han Qia |,

Zhongguo yinshua shh c A { R , 2 vols. (Hangzhou: Zhejiang guji chubanshe, 2006),83%572,

55051, 5354, and 58She reminds us that these figures are only estimates, but that they give us a general
picture of the trend. She notesalhat the number of printshops actually increased in Suzhou directly
following the transition.

17 For a synopsis of Li YuOs literary production during this perioddaean,The Invention of Li Yu
15-23.For an introduction to his short stories, staan,The Invention of Li Y,u76-110.For descriptions

of his plays, seelanan,The Invention of Li Y,uL3884. For more detailed analyses of four of his plays,
seeHenry,Chinese Amusements: The Lively Plays of LiFou translations of his stories, deieYu é1 ,

Silent Operastrans. Patrick Hanan (Hong Kong: Research Centre for Translation, Chinese University of
Hong Kong, 1990); Li Yué | , A Tower for Summer Heakhe conjecture that these were bestsellers,

first put forth by Patrick Hanan in Englisls, based on the obviously scanty information we gain from
examining numbers of extant copies of his works and the numbers of distinct editions. Perhaps most
convincing is the proliferation of extant lower quality editions, which, pirated or not, indicateea
widespread popularity.
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year. During the 1650s, Li Yu was completing and publishing on average one new play or short

story collection per year. As far as can be determined from extant texts, there were only a
handfulof new short stories published each year supplemented by new editions-kihowef

works by authopublishers like Feng Menglony(Eo5 (15741645)and Ling Mengchut? f1A

(158@1644) In all, Li Yu published three collections of short storigdent OperagWusheng xi

@EP 1)n 1656,Priceless Gem@.ianchengbi E'v(i ) in 1658, and'welve Tower¢ShiOer lou
"é 49»), also in 1658. In addition &&/omen in Lovejine other of Li YuOs plays are extant.

Beginning in 1651, he published these lengthy southern dramas iraliyjdisually in
two-volume editions, as he completed them. Eventually he published all ten as a set entitled

LiwengOs Ten Plaglsweng shizhong qdEOQi"é1063). There is anecdotal evidence of the

popularity of Li YuOs works inletterincluded in hidndepeneént Wordsof his second play,
Mistake with a KitdFengzheng whPK7Z}, that it Ohatieen coursing among the people for
some twenty years, and thereOs nowhere one canOt find a copglotie;.& 4"é +p»! 12
60@E&DQE"D

As | have outlined in the introductiobi YuOsplays and short storiese distinctivenot
only for theiroriginality, parody, and lively dialogubut also for the way that the
authornarratorcommentatdd who was identified with Li Yu by nanf\eincessantly interrupts
the reader, baits her, and deligim®utsmarting her. His stories are stories about stories, just as

the many metatheatrical elements of his plays draw attention to the fact that they are plays. This

metafictional quality, among other things, directs attention to the author, Li Yu. Theneow

18 ODa CheRuixian JuedTo «O inLi Yu é1 ,Li Yuquanjié . , x , 1.176.Fengzheng wmay have
been his most popular play;i$ the only play from which scenes are still part of the standard Kunqu
repertoire today.
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precedent for a literatus to identify himself explicitly as an author of fiction in this way, and

while we do not know why he stopped publishing short stories after just a few years, they do
seem to have sufficed to get readers interested in thprad’

After around a decade in Hangzhou, Li Yu began to diversify his literary production,
engaging in projects that demonstrated the breadth of his knowledge, and also boasted
empirewide collaboration of many of those in his social networks. Thisishiftughly
simultaneous with his decision to relocate his family to Nanjing in the early 1880stojects
during his lateHangzhou and Nanjing years were largely comprised of collections of his own
nonfiction prose on the one hand and collaborativepdiations of contemporary writings on the
other.The essay Li Yu wrote during this period covered a broad range ofRbipicisiding

Guijin shilYe#@E r#3E (A Brief History of the Old and Néwn 1659 LunguZ~#@Discussions of
the Pastin 1664 those included in his compilatisZizhi xinshu chujio<c5X6 !Afn (New Aid

for Governancgin 1663andits sequel in 1667s well as his crowning accomplishment,

Xianging oujie: Om +l (Leisure Notes published in 1671*° Distinctive and witty, but not

ribald or even comicthese essays demonstrate Li Yuddgue observational skilis a range of
subjects, including history and governance, wKiknging ouijiis a singulr experiment that

instructs readers on how to constantly renew their everyday experibucgg) this period, he

19 5ee SzekelyOs dissertation for the argument that Li YuOs sevdeargeted toward his fellow literati,
while his plays targeted a more general audience. She suggests that perhaps the public responded with
more enthusiasm to his plays, and when he found them more profitable, he gave up the wnritaigeof
stories.Szekely, "Playing for Profit: Tracing the Emergence of Authorship through Li Yu's {16&Q)
Adaptations of his Huaben Stories into Chuangi Drama."

120 Fifty years after Li YuOs death, in faseword pianyan.©Y") to the 1730 combined edition of Li
YuOsdndependent WordsndXianging ouji,the current proprietor of Mustard Seed Garden writes that of
all of Li YuOs writingsindependent Words, Lyrics for Singing, On Hist@nyd Xianging ouji,hold the
greatest ppeal. Li Yu published all of these texts during his Nanjing years, and neither his plays nor his
short fiction are included among thebi.Yu é | , Liweng jiyiayan quanjit2+ A 6 , x (Nanjing:

Jiezi yuan, 1730).
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also oversaw the publication of his collected poetry and prose in various genres in a series of

collections titledLiweng yijiayanJEOi “+*Y" (LiwengOs Independent Word€anging oujiand
Yijiayan both published near the end of Li YuOs Vifeuld be his legacy, despite his insistence
that he was not concerned with the future transmission of his works.

In Nanjing, Li Yu also compiled and publisth several compilations of contemporary
writings, which he solicited from his friends and prominent individuals throughout the dynasty.
These included compilations of letters, poetry, and court cases, each intended for publication in
several installment§Some of them the first of their kindese collaborative projects placed Li
Yu at the center of some empinéde social networks. As he aged, Li Yu could increasingly rely
on the name and reputatimutrageous, entertaining, and perhaps above all, Boitiat he had
built up for himself through his earlier writing to produce collaborative texts that offered readers
access not just to the wddhown Li Yu, but also to many other famous contemporary
individuals. These later texts were collaborative not onthe sense that Li Yu would solicit
paratextual materials for them from his many friends, but also because he solicited the content of
the texts themselves from some of the most influential literary figures of his day.

That Li Yu spoke of selling his whks, advertised upcoming works in earlier ones, had no
other means of income, and continued to produntgplays and fiction collections for a decade
indicates thathey were selling at least moderately wall the same time, the fact thag¢ did not
publish another short story after 1658 indicagesignificant shifil be itin his own interestsn
the marketin his perception of the market, or some combination of thexaps he sensed that
there was spadeor potential demarid in the urban center in vi¢h he lived for cultural
products that would actively involve more people, both as producers and consumers, and that the

reading public sought material that referred to the contemporary moment and that would give
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them a sense of belonging to a communityyuOs fiction and plays would have served

primarily to entertain readers privately by creating fictional worlds in which they might lose
themselvel with what must have been a welcome distraction from the upheaval immediately
following the transition. Hiater efforts to orchestrate spaces where visitors could share
experiences through his theater direction and the design of his garden residetibeater,
Mustard Seed Garden further corroborate the hypothesis that Li Yu was experimenting with
ways to nake his cultural production more interactive.

In 1668, using funds acquireth a recent journey to Shaanki Yu built agarden

residence of his own desiynliezi yuarRM*g&¢Mustard Seed GardgrathreemuE (half-acre)
combinedresidence, garden, publisly house, and bookshop n&rengyandsate; f%e( in

the southeastern cornerigénjing. He managed and worked out of Mustard Seed Garden for
eight years, selling his own works (published by Yisheng tangyvaodblockprintedstationery
of his designLike the poems on Yi Garden, thdseYu wroteon his Mustard Seed Garden are
not particularly distinctive, nor do they showcase his Vo give just one example, bfs study,
he wrote:

When it rains, | watch a waterfall; when itOs clear, | watch the moon.
In the morning | listen to thgin; at night | listen to sont*

feYh?1-«6 Yh6° ,
6AP%loeCU(APY%:6

Li YuOs couplets on other sites within Mustard Seed Garden do not differ much from this one.

Unlike ORecordgi (YAOof gardens, which provide longer, more detailed accounts of the

particular garden being described, these poems arengwig that they could have been written

about any garderby anyoneStill, when we read them against the poems he wrote on Yi Garden,

211 iYu é1 ,LiYuquanjié , , x ,1.242.



57
these poems stand out for their focus on entertainment and on,leibetber intheir lack of

detail on the care reqed for particular plants, or their constant reference to those delightfully
nonproductive aspects of the garflethe sights and sounds, the women and music. In presenting
Mustard Seed Garden this way, Li Yu is writing himself into the younger traditiogletbrating
the entertainment potential of gardens, especially those that were located in urban centers and
served as gathering places for urban residéfssl references to the cultivation of foodstuffs
we saw in the Yi Garden poems have disappearecerardainment takes center stage.

In Li YuOs garden, this entertainment took the form of theatricals performed by a troupe
of young women he had been given as concubineks66, the prefect of Pingyang, Shanxi

Cheng Zhiful3'(O , gave the first girl, Qiao Fushef6T/QDqo Li Yu at the beginning of a

long northern patronage journey that would take him to Beijing, Shanxi, Shaanxi, Gansu, and
Henan'?® She showed a natural aptitude for music and could easily repsassére had heard

only once. Once she had trained for awhile and impressed both her master and her teacher, she
took it upon herself to train the concubine gifted to Li Yu upon his arrival in Lanzhou, Gansu,

Wang ZailaiC3!5 . . Li Yu directed them to perfortnis own plays as well as old plays he had

adapted for the modern stage home and on touFor the next several years, Li Yu tells us,
they would perform any time there was cause for celebration, for some of the most celebrated
cultural figures in the lad. The two girls, who had brought life, music, and entertainment to
Mustard Seed Garden, died of consumption, one after the other, in 1672 and 1673.

The first book to be published under the Mustard Seed Garden name was not printed until

Li Yu had moved hck to Hangzhou in 1676ut it is the reason the name Mustard Seed Garden

122 5eeCraig ClunasFruitful Sights: Garden Culture in Ming Dynasty Chirf@urham: Duke University
Press), Ch. 1.

221iYu é1 ,LiYuquanjié , . x ,1.95100.



58
is remembered to this dali YuOs soin-law, Shen Xinyou, oversaw the publication of this

very popular bookTheMustard Seed Garden Painting Manyaiezi yuan huazhuaRM*@&°E
[ ), in 1679. Li Yu had commissioned the son of his kinge friend, Wang Zuoch€3-Z%r (6
), Wang GaiC39' (+1Kb to produce a manual that would present the aspiring painter with the

fundamentals of landscape paintfgThe result was a multiolume instrudie guide to
painting, richly illustrated with detailed instructional images of varying size.
In 1676, Li Yu left his Mustard Seed Garden, leaving hisisdaw to manage the

business, and moved to his final residei@engyuan &° , on HangzhouOs West kakle was

publishing, writing, and providing comments and prefaces from that residence until just months

before his death. He died on thé 1By of the first month, 1680 (KX19).

More than a Mountain Man

What was Li YuOs status as a producer of cufpooducts in the early Qing® recent
monograph has analyzed Li YuOs cultural persona in light of his participation inphefitor
circulation of cultural commoditi€$> For all its richness, however, this study limits its
assessment of Li Yu to the demporary dichotomizing categories of the noble literatten(en

5/ b ) and disparaged literatherchant sycophant or Omountain maveddgu qingk&/\p=-+J

or shanren, b ), characterizing Li Yu as making a shift fromvanrento Omountain manO

124 For modern reproductions of this work, skee TschicholdChinese Colowprints from the Painting
Manual ofthe Mustard Seed GardefiNew York: The Beechhurst Press, 1953); Roger Goepper and Gai
Wang,Blumen aus dem SenfkorngartéYnchen: Kirmer Verlag, 1960); Lifang Li, Raffa‘l Petrucci,

and Kai WangKiai-TseuYuan Houa Tchouan: les enseignements de iiatére du Jardin grand comme
un grain de moutardgParis: Renouard, 1918).

122 Huang Guoquartg 4 ce, Yasu zhi jian: Li Yu de wenhua renge yu wenxue sixiang y&hjuA E : é
l... 4a1%2 OL7e&
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sometime during his Nanjing yedfsMartin Huang has pointed out that the temenren

originally denoted literati officials, but that by the Yuan dynasty the term had come to denote
educated men who pursued literary talent as an end in itself a$ allthe late Ming, the
numbers of selfdentifiedwenrenwithout official positions hadoared, and many of them found
ways to make a living by selling literary products and services. The cultural activities of these
men, especially those meant to yield a profit, caused considerable anxiety among their more
conservative counterparts.

Li Yu explicitly states inXianging oujithatwenrenare Onot just those men of talent

(caishi1d(*), but anyone who can read can be included in the gfétam® his actions and

attitude make clear that he was hardly striving for the ivory tower of some ide#kzat |
essence. Li Yu characterizes not only a remarkably successful author like himself as a literatus
(wenren), but also all of the consumers of his literary products, men and women, old and young
alike ** Whether Li Yu was sincere in this claim is nelavant. What is important for our
purposes is that he suggested, in print, that literacy, perhaps even partial literacy, was the only

requisite for inclusion in theenrengroup. According to this definition, neither the refined taste,

126 Hanan has pointed out that Odespite [Li YuOs] claim to have traveled the length and breadth of China
for almost twenty years, his long patronage journeys begarirot§66, when he traveled to Beijing,
Shaanxi, and Gansu. He arrived home early in 1668, only to set off soon for Guangzhou, from which he
returned early in 1669. In 1670 he traveled to Fuzhou and in 1672 to Hanyang. Then in 1673 came [his
second] journeyo Beijing.CHanan,The Invention of Li Y,6. For an example of theenren/shanreshift,
seeHuang Guoquart 4 ce, Yasu zhi jian: Li Yu de wenhua renge yu wenxue sixiang y&hjuA E :

él... at1%?2 OL7¢é& , 10.

2 Huang,Literati and SeHRe/presentation: Autobiographical Sensibility in the Eighte€ehtury
Chinese Novel32.

128 seeHanan,The Invention of Li Y,uL99.

129 For the discursive expansion of readership to include those outside the literati, including women, from
the sixteenth century on skteLaren, "Constructing New Reading Publics in Late Ming China," $ée.
especially her discussion of the term Oignorantanerwomenufuyufu0A(O0A*).0
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nor thecultural agivities, nor the moral values traditionally associated with this group are

determining factors; rather, the group simply and expansively includes all who can read.
Speaking of literacy apart from literati identity, and especially the use of literacgrtayar
purposes other than study for the exam or poetry composition showsrtha¥fi at least, the
uses of literacy as well as the reach and legitimacy of the categepnoénwere up for debate
in the early Qing.

His contemporaries and thoseawvould pass judgment on him during the remainder of

the Qing, however, more often used the loaded term Omountainghanf@rf, b ) to describe

him.**°Li Yu used this term to describe many of his friends, and his choice of style and other
names indicate @&hdency toward a mountain man sensibility. W Li has observed that

OOmountain person,O or related tiker@daoistGigorer] 0 b) or OrecluseO ([juski{* ) are
often used as part of the courtesy nami tJ) or pen nameh@oV ) among the latdling

literati.3%' She suggests that these terms convey Othe idea of participating in the social relations
of life and at the same time transcending them through the connoisseurly enjoyment of
things.®% Kai-wing Chow has argued that the new career of the OposfabariterO emerged

in sixteenthcentury China. He divides these professionals into the three tiers of the respected

minggong#u!  (Ofamous gentleman@e ofterderidedshanren, b (Omountain manGnd

the relatively neutratuojia +* (OauthorQ¥mphasiing thatshanrerusually designated a

% Shanren were usually painters or calligraphers, but by the late Ming the identity was claimed by
anyone who wanted to indicate his removal from worldly affairs.Y$d& Fang and Willard J. Peterson,
Bitter Gourd: Fang ichih and the Impetus fdntellectual Change(New Haven: Yale University Press,
1979), 3233, 13133.

31\Wai-yee Li, "The Collector, the Connoisseur, and Lidieg Sensibility,"T'oung Pac81(1995), 284.

321 i "The Collector, the Connoisseur, and L-ating Sensibility,” 284.



61
professional who lived off his skills (such as writing or painting), and included men who would

set up writing stations or divination tables at tempfé¥et, as Jamie GreenbaumOs recent study
of Chen Jiru makes clealready by the late Ming, what sort of persbanrendesignated was,

like the category afvenren,undergoing vigorous debate. She cites the renowned/liatg

literatus Yuan Hongdao complaining that Osince the Jiajing period, the practice of reliviag to
in the mountains and woods in order to get a good name for oneself has become a type of
game.& She also points out that Wang Shizhen complained about overuse of this term, by
imposters such as officials or preitekers, even as he used the terdeszribe himself.

The twentythird scene of Li YuOs pl@aired Sole¢Bimuyu;|F-k ) opens with ahou
1 or clown role, disguising himself as a mountain man.cFua @resses up as a fake old
fishermanQban jia yuwen@ i>©0i ) and describes the costume, props, and actions that serve

as his disguise:

| have donned a grass cape anttanshat and exude a scholarly air. 1 look just like a
talented man escaping the world. | also have my official's cap, round collar, and tie close
at hand, so that people will see them theyOll suspect that I'm an official. . . . In this world,
it's hard tdfind a true recluse, mountain bandits might as well pretend to be mountain
men. | am no other than a spy for the leader of the mountain outlaws, sent here to
masquerade as an old fisherni&h.

12)* rI'K2X p»10 KTIEp» !¢ C °0-;E\ p» 4@P5x 3" %F j€ b &#p22L¢ -88»gA
-P&DAS5ip» ' bY3 )%EQ115x 2 }+N & ¥4 2<_EFCFY(“p» )P, \rl:, b 4Q'+g
lip», (IC3F,L@ p»— . i2 >O0iF, g5x &

133 Chow, Publishing, Culture, and Power in Early Modern Chid®4.

13 \Wu Chengxuez O |, "Yinyi yu jishi--Chen Meigong yu wan Ming de shiferig + & * 1t ya
Uag(..8Y ,"Zhongguo wenhua yanjit8, no. Spring (2005Lited in GreenbaumChen Jiru
(15581639): The Development and Subsequent Uses of a Literary Perdaidae

¥51iYu é1 ,LiYuquanjié , . x ,5.18081.Beginning of scene 23, 29b.
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The marginal commentator explains Li YuOs intention: OThis is not to curse mountain men, it is

to curse those bandits who falsely claim the status of mountainTinaract that there are false
[mountain men] is precisely how we know that there are true mountain men. Do not say that
Liweng isdisparagingheir kind [mountain meng O, b 40 "Oh 6!:@b, b & T

«6+FC 4'§72JEQIQ’ _'h .3%* This passage shows Li Yu dramatizing the widespread

practice, common since the late Ming, of deriding those who claim mountain man status to seek
fame or fortune, while claiming the right to determine who is deserving of the Rafie
passage also demonstrates Li YuOs awareness of the debates surtoeitetitgrtacy of the
category of mountain man and the supposed impostors who used the cultural capital associated
with the lifestyle for personal gain.

Throughout his writings, Li Yu refers to friends with frequency as Omountain men

(shanren, b ).0®In his preface to thelustard Seed Garden Manual of PaintigYu

indicates that he has commissioned the groundbreakingdovanual for aspiring painters

specifically for the Omountain men and ink scholasisénfen moshi b(P(* ) of the world**®

¥1iYu é1 ,LiYuquanjié ,  x ,65.181.

137 SeeGreenbaumChen Jiru (15581639): The Development and Subsequent Uses of a Literary
Personae17274.She refers to Lu XunOs comment that theshignrerwas an instarway of making

an urban living in Chen JiruOs time, the late Ming. Both of the names Li Yu took as he made a name for
himself resonate with the sort of cultural capital that the sdramrernrepresented: Yu, or fisherman, was

a common way to describe ahese, while Liweng, or strawapped old man, likewise indicated a fellow

who had cast aside the cares of the world. Li YuOs own biography corroborates Lu XunOs claim, as Li Yu
took these names for himself not when he took refuge at his Mount Yi estatéhdruhe had moved to

the city to try to make a living.

%8 See Qing shanren suozerlyy bLE \° OinLiYu é1 ,Li Yuquanjié , . x ,2.129.See alsodutu
pian wei yanzhong zhu shanren 2adKo @B} OXA, b ,OinLiYu é1 ,LiYuquanjié , , x ,
2.40.

¥ See Li YuDs prefaceMdang Gai R! , Jieziyuan huazhua® « 1, 5 vols. (China: s.n., 1679).



63
Later commentators on Ming and Qing culture, however, used theskemmenin a negative

sense to indicate failed literati who ended up working for profit very successfully.

The struggle that was taking place over these status designations in the mgrly Qi
resulted in widespread disagreement over who coulddsneenand who was ahanrenand
precisely what each of these terimmdicated in various contexts. This dissonance was due in no
small part to the fact that terms such as these failed to endeph@aersatility of the cultural
activities and social positions of men who lived and worked through the ®@limgy transition
and into the first decades of the Qing. Even as men sought to make a livingtiaditonal
ways, they differed significantly their perceptions of the relationship between their apparent
social status and their own sense of themselves and others. Examining the related phenomenon
of the changing social practices and status of artists kMattg and earlyQing China, a number
of recent art historical studies have begun to theorize the rhetorical position of these artists
within alternate frames of referent@ The case of Li Yyprovides insight into the particular
qualities of such an early modern urban subjectivity. Li Y& tikany of his contemporaries,
was both a literatus, or educated man, doing Osomethinguets@@teratus who was using
terms such ashanrento indicate his simultaneous participation in and transcendence of the very
practices in which he was engaged.

Li Yu engaged in a broad range of profitable cultural activities that both made him
money and served as creative outlets. While educated men seem to have enjoyed a significant
amount of personal freedom during the first few decades of the Qing, Li Yiépremeurship

embroiled him in an unstable, demanding, anddasting web of marketlriven relationships.

149 Hay, Shitao: Painting and Modernity in Early Qing Chiréee alscCahill, The PainterOs Practice:
How Artists Lived and Worked in Traditional Chjr@unas Elegant Debts: The Social tof Wen
Zhengming, 1471559
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As the decades wore on, the interregional networks of educated and influential men (and some

women) began to thrive again, often bringing togethdividuals of differing political

persuasions, a phenomenon that was understandably much more visible and charged in the early
Qing than any similar situation in the late MiviglLi YuOs cultural production both reflectett

helped to producthis empirewide urban network in which cultural products were emphatically

for sale and cultural producers negotiated interdependent relationships with interested buyers of
many different pedigrees and trades. Li Yu molded his products to the market, and his
enterprising activitiesinformedthe form and content of his writing.

Central to Li YuOs art was literashich he obtained through a classical education as he
prepared for the civil service examination during his youth in the late Ming. This education
provided himwith the necessary tools to engage in the projexisduld undertake later in life
while also providing him wittommonknowledgewith many merin higher stations thahe
was The support he received from influential men around him early in life catirlimited to
his status as an aspiring young scholar, and it was on this foundation that he built hi¥ eareer.

Li Yu engaged in a range of profitable undertakings of unprecedented scope for a literatus. In
this, he came perhaps as close as one coukdtbabeing an independent entrepreneur of
innovative cultural products, without the luxury of independent wealth. He was flexible and took
risks,expandinghe limits ofacceptable cultural productioHis creativity and thirst for

innovation seems to hawbeen boundless, and he designed products in which he seems to have
delighted. Li YuOs creative spirit and love of experimentation are what set him apart from

merchants who simply put commodities into circulation

141 Zhou Lianggong is one notable example. Although he submitted to the Qing and held official positions,
he was a dedicated patron of artists of all political stripesk8egThe Life of a Patron: Zhou Lianggong
(16121672)and the Painters of Seventeef@bntury China
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Li YuOs mode of cultural productierplared new possibilities for the sale of cultural

products and ideas, and the methods he usedie a livingwere bound up with the specific
circumstances of the commercializing economy of the early Qimgmost important aspect of
this is the fact thatit OproductsO are reproducible designs, clever ideas, or individualized
consultation; there is no apparent equivalent to someone sending a fee and demanding a painting
or a eulogy of a literatus who had decided to work for a liVfA@he sorts of culturgbroduction
Li Yu engaged in throughout his life allowed him to forego the traditional relationship between
patron and patronized, even while he spoke frankly about his need to make a living. His
contemporaries and later highinded scholars criticized hifor catering to the market, but
while he did so he managed to avoid working for any particular client, taking residence in a
wealthier acquaintanceOs home only once, before the launching of his career during the dynastic
transition when he had lost evenytf). One of his strategies was to alter cultural products so as
to make cultural and symbolic capital more accessible to more peopleas it did so by
marketing cultural products to them that they could affohis books**?
Xianqing ouji: Writing Practice

In 1671, twenty years into his lively career in writing, publishing, garden design, theater

direction,and interregional tours, Li Yu publisheédvengOs First Secret Bogkweng mishu

142 Craig Clunas, among others, has made a convincing case for the utility of the notion of symbolic
capital, in the form of literati taste, to argue that during the late Ming, literati became invested in
articuating the value of their construction of taste in response to the economic and social privilege
increasingly enjoyed by merchan@®unas,Superfluous Things: Material Culture and Social Status in

Early Modern ChinaJonathan Hay has written of the arti Tao working in the early Qing, that it was

not that he would not accept payment for his work, but rather that payment was not enough to command
production.Hay, Shitao: Painting and Modernity in Early Qing Chink45.

%3 On how Li Yu adapted some ofshdwn short stories into more Opoputar@angiplays, se&zekely,
"Playing for Profit: Tracing the Emergence of Authorship through Li Yu's (2688D) Adaptations of his
Huaben Stories into Chuangi Drama."
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diyi zhongJEQII€6 JO "0 ), Xianging oujie:0m +| . The Yisheng tangs(6t 2 ) publisherOs

note on the title page reads:
The world is brimming with Mr. [Li's] books. People say they are strange, unique, and
unsurpassable, but he scoffs at them, saying that although there are unsurpassably
marvelous things in life, they are not tofoand in those earlier works. Suppose he were
to make his pillow secrets pubfiqperhaps then we could see the true Liweng? So he
provided this volume, and | printed it to preserve it.

8DC 66 p» i( +/+Ap» bZ3(iG< ALYGP»SSP¥'HGp» 8DCQY>TH)* p»Z2. DC(iLy
Uy Ubzp» 1 p&D/FI5" 5a Op» Ale7= O181€0-! %p»13%P¥Y3FCJIEOI 6pi& 305xMep»
8;@b/4"i M
The selling point oKianging ouijifor this publisher was that it would make the privateNitae
pillow secret8l of a welkknownbon vivant available for public consumptionside those pages
is an insiderOs guide to life by Li Yithe text opens with two lorggctionson writing and
directing playsfollowed by his ideas on women, the home, food, plants, and how to maximize
pleasure and prevent iliness. The host of subtopidenthese covers every imaginable aspect of
everyday life that perhaps can only be held together with the idea of a OrealO Liweng who had
been interacting with readers since his first publication twenty years e4didirging oujiwas
supposed to revetiie man behind the curtain. Given Li YuOs delight in toying with readers in all
his works, it should come as no surprise that the true Liweng proves somewhat difficult to pin

downl#®

At the beginning of thessay on artarenyi5/R") in theShengrond® +a secton of

Xianging ouji,Li Yu argued for the benefit of some level of literacy for everyone

1% This is from the title page of the first editi of Xianging ouji,held in the Peking University collection,
call number X/818.2/4037.1.

195 Selections from these sections are translatéthyje Chunfang Fei, e@hinese Theories of Theater
and Performance from Confucius to the Pregé&mn Arbor: Univesity of Michigan Press, 1999), 788.
For other translations of parts of these sectionsDs@é@l Pollard, "Voice and Looks; Acomplishments;
Literacy; Clothes,Renditionss1, no. Spring (1999); David Pollard, "Structur@gnditions/2, no.
Autumn (2009.
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There is a key that unlocks the door to all of the ten thousand tngsventsinder

Heaven. What ighat key? It is found in two words: languages() and princple (i).

Regular keys only open one lock, and only one lock serves each door. But language and
principlenot only unlock tens of thousands of dodmst everythingn the sky and under
ground, in the ten thousand countries and the nine continents, thet@ds no outside of

it, so small it has no interior. As for anything you want to study or learn, there is nothing
to which it does not hold the strategic position, controlling all who enter and leave. This
theory applies not only to married women amisgbut allscholarsfarmers, artisans and
merchants under Heaven, those who follow the three teachings and the nine schools of
thought, all the craftaenandartisan$l everyone shoultbok at it thisway.

(N 3SO 3SOB p»F%06+e3e( 6c>d ab_d MU ypI5/C® 4*y5x &+3-ac>d p» 'd ; e3
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While his focus in thigssay is on the benefit of literacy for womkenYu expands the groujp
include every person, regardless of his trade. For exampdeiggests tha builderwho is
literate enough to keep accounts will be much more successful than one wh e watl get
twice the result for half theffert. It is not that everyone nds to learn exhaustively in order to
read arcane classics; it is rather that language is a means to any end, and people should simply
learn what is useful to them, since language has the power to create value in alribeidthe
moment he claimed righto his mountain as he was losing it, Li Yu began to experiment with
the power of textual representatidhoth of language and pritto create value.

Li Yu used the power of language and his imaginative reasoning to create books that
would sell; centrald his early success as a writer was his abilityoiococt new stories.
McMahon has observed that a central feature of the short fiction of the late Ming is the ultimate

containment at the end of stories, a didactic return to the equilibrium of the réhl Tvat Li

YuOs stories overturned or toyed with earlier stories, commonplaces, or assumptions about the

“1iYu é1 ,Xianging oujiE -1 €, 143.
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way the world worked made them entertaining, even as it suggested to readers the impossibility

of such a return. Rather, they pointed to their aythhbp flaunted his power to make anything
happen with words.
In his essay, OThe Medicine of that which One has not Seen Previgissigbgy weijian

zhi yao "DC60Y3 6Uy in Xianging ouiji,Li Yu suggests that there is no literary value but

novelty, a characteristic of his literary production that Patrick Hanan has termed Othe necessity of
invention.O

So-called rare books are not necessarily profound or secret bwdkare gotten out of

their hiding places in dilapidated walls. All of those newly composed books that have not

yet passed in front of oneOs eyes are also rare bookThings are not good or bad;
those things that are rarely seen are treasured.

FTRA S5, NS RS, s M1 152, FUBHTIR, AKE B IS, Rl
(-] @ﬂ%u i Ae,

Li Yu had seen in fiction and drama the promise of such continual reressaty would allow
him to take any commonplace and tell a different story about it. For example, his short story,

GGai bazi kuin ganlai4a! *yRZF%.DA (With a Change of the Eight Characters, Suffering Ends

and Happiness Ensues)O opens with a poem that laments the perpetual difficulties in ascertaining
HeavenOs will, followed by a comment that affirms that HeavenOs decisions aretabontes

To demonstrate the absurd measures people will take to align themselves with HeavenOs will, the
opening anecdote tells of a woman who suffocates her baby in her womb in an attempt to prevent
herself from giving birth at an inopportune time. The atanris quick to make known that

because the eight characters are determined by Heaven, the baby simply went to another home
and was born (at the same time) of another womb. The paragraph ends with the emphatic

statement that the eight characters can abaglnot be changed, even as the next paragraph

“LiYu €1 ,XiangingoujiE -1 & , 346.
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opens, ONow recently, however, there was someone who changearhiters)* r###p6+ 3

44/?F, G* This is the type of strange tale, Li Yu, the author tells us, in which Othe principle is
lacking, but the facts arbére, and it is told to refresh the readerOs eyes andA##rsC® 61é
@E & 3 61&6+F,(iZ p»ZR .5X "5XF3+@F,00FS* Storieshad long refreshed readersO eyes

and ears by recounting new possibilities, but Li YuOs stories go beyond those and overwhelm
their frames.

Li Yu was writing n the wake of the lat®ling obsession with novelty as evidence of
authenticity, wherhinkers like Wang Yangmingnd Li Zhiranked personal, unadulterated

experience of the world, as theorized in their notionarmdte knowledgéangzhiR Geand a
child-like heartongxinJe¢/k , above the wisdom of the anciematsd its manifestation as

contemporary book learning. The models for such idealized notions of authenticity were to be
found in the uneducatBdchildren, women, or men of the lower classes.dxample Y uan

ZongdaoX)+?_((156@@1600) in hisLun yinzhe yiqZ~fYO-E ]K, praised as naturally superior

anyone who was not a student:

For farmers and artisans, merchants peddlers grooms and cooks, attendants

and servants, what they are called upon to perform faoesday to day and

month to month, and the way they speak also varies from day to day and month to
month, because these are always new. Only those vulgar students who make a
living their whole lives under somebody elseOs spittle without one new thing to
say are detestable.

“81iYu é1 ,LiYuquanjié , , x ,3.57.

“91iYu é1 ,LiYuquanjié , , x ,3.57.Refreshing the eyes and ears was a common claim of fiction,
as was finding the new in the immediate environmemigIMengchut?f!A | in the preface to his
collection,Chuke paiOan jingth!a2u7dj (i , calls for his compatriots to look at Othat which is within
the range of the eyes and e@idF- 6! O to find the strange and amazing, claiming that his stories
(published under a psdanym) will do just thatChuke pai'an jingqgi-y ? (Shanghai: Gudian
wenxue, 1957), 1.
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Rather than locate authenticity in the lesser educated, as | have shown above, Li Yu advocated
for their education. For him, (though he did not expressly state it) a childlike heart was useless
without the words to express it. In fact, he might have pointed out that thdifegdigures who
located authenticity in these uneducated figures never stopped using language to express those
assessments.

Li Yu sought to make what these men had idedlias pertaining naturally to the
uneducatel a novel experience of the everydlag possibility in real life. His stories were a
first attempt to do so, as kenverted tired tropes into branéw entertaining pageirners. At
the same time, | believe he eneally found limiting the fact that these lent themselveguiet,
solitary, and ultimately linear reading. In adapting four of his stories into plays, he updated his
own story material even as he wrote with the intention of directing a social interictio
timeN their performance. Not only that, but he found that his plays were more malleable than
stories, readily adaptable to the variémsnsof the everyday. He could expand or contract them
to fill a given span of time. He also updated old playsnewetheir entertainment value. Li YuOs
quest for constant renewal in literature might have found its culmination in a scenario he
suggested in the section on updating pléyanjiu chengxirf2Q21,5X) in Xianqging ouiji:

As for the language of buffoery, if youwant to update worout words, [...] egardless

of whether you want to add them to every play or change them in every scene, or change

them every day, make them new every month, it is also pretty easy. It is just a pity that

while the households of offiais today housplenty ofactors, they don't get a person

who is witty with a brusha cultivate the literary daylilie® makethemforgettheir cares

at every moment. If heaven gave Liweng some extra yearsamhelof gold, so that
he could buy somactors himself, write some verses himself, instruct them with his

%0 yuan Zongdaose /& d Bai Su zhai leiji*i6 x , ed. Qian Bocheng X  (Shanghai: Shanghai
guji chubanshe, 1989), 21.34@1
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mouth and direct them whithis body, then the theatrical®uld be renewedvery day,
and the buffoonery atage would constantly change.

3zIly10ZS 6ZFp»Re:U[2Q2@bP)C] @EZ~"/"{#—(~Fp>>!¢!¢#—4ép»# :Uf<5e "5Xp»_ee
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As Li Yu suggests here, however, such constant innovation would require not only an immense
amount of labor on his part, but also significant expenditure. (Isdshadrd to imagine that he
would remain in a single patronOs home for long). Li Yu could not achieve this somewhat playful
ambition of filling every moment with brangew theatricals by writing and directing plays.
There was no way for him to keep up ialréme. Instead, he created a brarev mode of
representation witiKianging oujj one which would allow him to present readers with a way of
effecting his vision of tinkering with every moment of every day of their private 1es.
A look through its tale of contents gives the impression th&nging oujiis a collection
of essaysarranged topically, including essaysdnamatic composition and stagirvgomen
house and garden construction, furniture arrangement, enjoyment of food and drink, and health
and weltbeing.Yet just about any foray into the essays propels one into an unpredictable world
of surprisesone of the most delightful aspects of this worfoisnd in the disjuncturbetween
its relatively systematic table of contents andgtwiesthat await the reader in many of the

entries. Whereas the opening chapters on drama are celebrated to this day for their systematic

treatment of playwriting and directing, these and many stiwpoff on a whim or a clever

“L1iYu é1 ,LiYuquanjié , , x ,3.75.

132 patrickHanan has written ofianging ouji Oln scope and subject matter, the book has no parallel; the
numerous Chinese works on the scholarOs studio furnishings and the recluseOs pleasures do not come near
to matching it. Its organization and analytical approdtststyle and humorous manner set it apart from

other books. It is more than connoisseurship, more than-kmowy it is, as it professes to be, a reflection

of the tastes, interests, and thoughts of its auffidre Invention of Li Y,uL96.
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metaphor asoon as they begin this way,Xianqing oujioutwits theorganizingsystem of its

table of contents, and as su’anctions differently from the sort of useful haéer manuato
which some of the other collections Li Yu edited belofgother way of putting it is that the
pointof the text is that the reader has no way of predicting what Li Yu will make with a given
topic, rather,what she knows is that he will not say what anyone else would have said. To give a
few examples: the entry on softshell turtles tells of the chaatsitional period when life hung
in the balance, that on plum blossoms describes how to keep warm and heat wine while viewing
plum blossoms on a mountain, and that on drinking tells of his love for music and his impatience
with those who talk through it.

The two genres with whicKianging oujihas most often been compared are the casual

essay Xiaopin+-$i ) and theconnoisseurship manuélate Ming connoisseurship manuasjch
asDesultory Remarks on Furnishing the Abode of the Retired Sqfikdapan yushO«9khA 3
1590) and Wen Zhenheng&$ P manual of tasteéSuperfluous Thing&hangwu zhe B /e |

1620s) instructedanyone interesteith the particulars of appropriate luxurymsumption>*

Craig Clunas hagroposedhat these texts are representative of a ned &frwriting about

luxury consumption in the late Mirg* As manuals of taste, they establish minute (and often
inscrutable) distinctions wherever literati needed to distinguish themselves from those with the
means to acquire luxury goods, but who lackedappropriate knowledge of how to consume
them (e.g. display, color, size, type, place of productidahasalsosuggested thahese

manualsare best understood as a system of texts with multiple authors that borrow from one

53Ty Long f B, Kaopan yushi) + « W  (Beijing: Zhonghua shuju, 1985); Wen ZhenhengB
Hai Jun; < , and Tian JunS } , Zhangwu zhi tushud v C I U  (Ji'nan Shi: Shandong huabao, 2004).

124 Clunas,Superfluous Things: Material Culture and Social Status in Early Modern China
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another and are investedarshared projectather tharasindividual texts with individual

authors These texts tell what one should know on a given topic, many of which are similar to the
ostensible range ofianging ouji,such as flowers and trees, vessels and utensils, oabéeget

and fruits*>> A comparison of a single topic will suffice here. The entrgfiangwu zhon

parrots reads:

Parrots are capable of speech and, thus, must be taught short poems and harmonious
phrases. They must not be allowed to hear the chatterihg afarketplaces, welleads

and villages, a violent assault upon the ear. Their bronze perches and feeding jars must all
be elegant and curious. However, these birds, just like golden pheasants, peacocks,
collared finchbills and turkeys, are all categaliig things of the womenOs quarters; they

are not among the necessities of the recitfse.
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And from Xianging ouiji

More than any otherital, the thrush and the parrot delight people with their voices. Yet
the parrot's voice is valued above the thrush's, and many @eepéken with ibecause

it can perform human speech. | am greatly opposed to that reasoning. | think the best
thing about a parras its plumage. here is nothing about its voice to recommend it. The
reason a bird's voice it worth listening to at albécause oits difference from the

human voicel want to listen to dird's voice that is differeritom a human voice
becausavhat comes from peopls the hubbub opeople whereas what comes from

birds are the sounds of nature. If | want to hear leetaking, | just need to listen to
what's already ringing in my e&tsvhat need have | to put a bird in a cégethat?

What is more, even if the parrot that is most adept at talking has a tongue that can surpass
a person who does not excel at talkingtill won't be able to say more than a few words.
| really cannot understand why parrots are valued over people, or why people value
parrots. As for the thrush's skiljth a single moutlit stands in foa greahumber of

%5 For a complete list, se@lunas,Superfluous Things: Material Culture and Social Status in Early
Modern China26; Wen Zhenheng+ B , Hai Jun; < , and Tian JunS } , Zhangwu zhi tushud v

ciu.

1% Cited and translated i@lunas Superfluous Things: Material Culteland Social Status in Early
Modern China41-42.

*"Wen Zhenheng * B , Hai Jun; < , and Tian JunS } , Zhangwu zhi tushu®& v C iU , 134.
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tongues, and each imitationdse a striking resemblance.héh you add to that its
delicate wispiness, it truly isreamarkablecreature among birds.
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As | will discuss in Chapter Four, the parrot also plays a major role in Li YuOs discussion of
walls in another section ¢fianging ouji.From these twaelections the difference between the
prescriptive and normative nature of #igangwu zhpassage, complete with its taboo against
things that might be considered feminine, and the novel and individual nature of Li YuOs views
on the parrot is obvious? In fact, Li YuOs inclusion of women and womenOs things in his texts
is one of the most distinctive aspects of his table of contents when compared to late Ming
connoisseurship texts. The second is the near absence of traditional objects of elite consumption.
In Xianging oujiunder the entry of teaye find nothing of tea varietal®r of the degree of taste
that would allow one to determine not only the source and crop of the leaves, but also the water
used to brew tea. Instead, Li Yu shares with the readesiample and practical tip: a teapot
should have a straight spout, rather than a curved one, because otherwise the tealeaves will get

caught inside. Distinction is no longer about taste, but about practicality, the delights of illusion,

the pleasure of ofiés whin®°

81iYu é1 ,Xianging oujiE -1 & , 330.
%%Clunas,Superfluous Things: Material Culture and Social Status in Early Modern C5#36.

%) iyu é1 ,Xianging oujiE -18& , 221.
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Yet afirst look at the layout of the systematic table of conten¥§anqging oujileaves

one with the impression that the sections are comparable in scope only to theeenteowals.

Li Yu himsdf anticipated just such an assumption
Some peple criticize me for authoring a text on eating and drinking without explaining
methods of cooking, and for not clearly stating how much soy sauce, how much vinegar,
how much wine, pepper, and spices to use. My reply: OWere | to include all of that
information, | would be a cook and nothing more. | would certainly not be worth
listening to.O He replied, Olf that is so, then why do books lilkettard of Comestibles
theTreatises on the Nurturing of Lifand theRecord on Hygieniclude such detail?O
My reply: OThose are truly the works of coo%s.0
#p6+/0O 0SY éhsho & "Kop»O 60#r@ih’ 6<}p» uGeaTDD.& yp»a3DD.& yp$8oiA K
DD.& yO- 406 pE7DR+5xp>6x "> bO -3G<p»@w][au$qp°b6 pER+5xpxiéhiB /« 83
8+2DCK3 & 4 éX DCb- 8Ji6 p» y « Al¢; Jiipl 06" pE5SxZH.> b 06 a

Li Yu saw himself as creating a different sort of text withXienging ouji While there are a

fair number of imperatives to Ongid "§8) do suckandsuch, which are reminiscent of the

ubiquitous briefand often joylesgstructions to that effect in the hew manuals, for the most
part, Xianging oujiconsists of longer, anecdotal entries that share experiences of his own, or his
plans or ideas thdne or a reader could bring into being tomorrow or the following day. While he
allows himself the occasional foray into the past, he never dwells there for long, his focus soon
drifting back to see what pleasures and potential he can create out ofrhdag\de.

If guides to consumption of luxury goods shared much of their tables of contents with
Xianging ouji, xiaopirshared something of their tongurecheek observation of the world, their
attention to detail, and the centrality of a self to theinjgosition.Xiaopinbecame popular in the

late Ming, and were linked with the personalities of a number of literary figures in the

11 iYu é1 ,Xianging oujiE -1 & , 309.
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antiarchaisschoolsuch asruan Hongdad® The usually brief piecesf informal proseend to

treat a single object, place, encounter. They relatn observatiomabout the topicgonveyed in

aspontaneoysarefree, andthimsicalmood. Zhang DaiO¥,Y essay collectiorDream
Reminiscences dacOan (TaoOan meniggoe(E14 1659, is an early Qing example of this

genrethat recountsnemories of life under the Ming dyngst® Rather than characterizeopin

as Onew manifestations of idinsyatic inner being,O Philip Kafalas has suggested that Oin form,
subject matter, tone, and dictiorigopin| both trace and define the structure and boundaries of a
particular mode of social being. One of those boundaries marks where the xiaopin waxld gi

way to the separate realm of politics, and it was this border that prose could explore in ways no
other genre could manag€{Because Li YuOs essays lack, for the most part, the emotive

quality that characterizesaopin, it is difficult to characterie them as such. But if we view
xiaopinaccording to KafalasOs nuanced model, it becomes even easier to distinguish between
them and Li YuOs project. Li YuOs essays mark boundaries that separate him from the sentiment

and nostalgia that defingd@iminidentity, even as it marked off an area separate from political

162 Chih-ping Chou,Yuan Hunetao and the Kungin School(New York: Cambridge University Press,
1988); Cao Shujuari & ~ , Wan Ming xingling xiaopin yanjitd (g _ € & (Taibei: Wenjn
chubanshe, 1988).

183 7hang Daij O , Tao'an mengyi, Xihu mengxurd @R  ? B @\ , Ming Qing xingling wenxue
zhenpin (Beijing: Zuojia, 1995).

184 philip A. Kafalas, "Weighty Matters, Weightless Form: Politics and the Late MiagpinWriter,"

Ming Studie39(1998) 51.Another point Kafalas makes is also useful to thinking about the social and
cultural work thatXianging oujiwas doing. He suggests thinking abgigiopinas showing how the eye
saw: OLatding xiaopinmay have existed in a world that was run throwith drama (which fact should
have obviated any notion theatopinis the characteristic genre of the period), but for all the iconoclasm
and social exploration that drama could employ it was by nature less suited to the depiction-s¢amall
personakxistence than prose. If drama in the late imperial times appropriated some of the social function
that poetry had always played among groups of literati, then grasé in particulakiaopinrN assumed
some of poetryOs function as the chronicler of howyteesaw Xiaopindiffered, however, in that it often
only impliedshi poetryOs second siethe heart/mindOs response@1Xianging oujiinstead locates
the heart/mindOs response outside the text, or only implies it. Often this is the responseetidetieto
have, rather than something particular to the author himself.
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service under the Qing. These politics, and Li YuOs particular mode of social being, found their

expression and their preservatiorXiianging ouji.

Central to Li YuOs mode of social being was iation: telling new stories, finding new
uses for things, showing people a perspective they had not considered before. David Nye, in
Technology MatterQuestions To Live Witlarticulates the similarities in the projects of telling
a story and improvisingith tools: @o improvise with tools or tell stories requires the ability to
imagine not just one outcome but several; [E] In each case, one imagines how present
circumstances might be made differefft Oharacters who excelled at improvising with
whatevewas at hand peppered Li YuOs stories, finding new uses for materials, writing, or their
own bodies, but behind all of them was Li Yu, the flamboyant author, imagining new stories for
the realworld things in that fictional world. WitXianqing ouiji,Li Yu excised the characters
and the narrative structure that had contained and transmitted his ideas in fiction and plays, but
he retained the lively imagination that scrutinized the world for new stories about théngs.
teaclesthe reader how to write a playyt also how to sweep, to put on her maketo get a
demure woman to catch his eye, to enjoy bamboo shoots, to install retractable eaves so that she
can enjoy her garden, rain or shihewto treat sickness by removing something he detasts
how tomake a window make the scene beyond into a painting

What makes this collection so compelling in light of his larger oeuvre is its difference
from his fiction, in which he would oftereversea commonplace, so that rather than a beauty
being fated to mayra scholar, she would be shown to be fated to marry an ugly%ias.

many scholars have observed, these stories are more about the idea or the concept than any

1% David E. Nye Technology Matters: Questions to Live Wi@ambridge, Mass.: MIT Press, 2006), 3.

% 0n Li YuOs interest in literally reversible languageVgarg, ""Homing Craneodge' versuThe
Story of a PalindromeDifferent Ways of Redefinin@ing and Employing Inversion."
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attempt to describe the details of the wdffdHe seems to be saying: look, | can tell anyystor

wish, and | can tell it welll The OstoriesXianging ouji,on the other handor the most part
use language to engage the material things and everyday practice that cannot be OreversedO as
could a literary clichZ. And so Li YuOs literary experisiepen out to include detailed
descriptions of the material and physical makeup of the everyday, and it is there that he grapples
with how to represent his ideas about everyday life in text. Such representations are intended to
stay with the reader as mdten just a memory of a clever story: they are intended to alter her
material environment and what she does with her time after she puts the book down.

In Xianging ouji,Li Yu is improvising and experimenting with the stuff of everyday life
and telling n& stories about the things he finds. In this, too, his essays differxfemnpin,
which recount observations of past events (this is especially true of Zhang DaiOs famous essays,
which were written when he was no longer able to enjoy the luxuries heefoad the fall of the
Ming): he often gives detailed designs for innovations to common objects that he has not had the
chance to see produdedhe is designing for the future, setting up somethingwviibbe
brandnew as soon as the reader puts up the yndreere was no place for such observations in
xiaopin,which valued a keen observer of the things and affairs of the world, rather than a creator
or storyteller. Inxiaopin,the place for the storyteller was as topic of an acddanturious
figure who caild invent stories, but could not, perhaps, observe and recount himself déifig so.
Li Yu got into the smallest crevices of the material everyday world, but his ess@gsinng

ouji draw a boundary line at the actual production of material objects. [Bhaieays an artisan,

167 SeeMcMahon,Causality and Containment in Seventee@tntury Chinese FictigrHanan,The
Invention of Li Yu

1681 will go into this phenomenon in moretdd in Chapter Three.
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or at least the idea of an artisan (since Li Yu cannot always afford one) situated between the

author/designer and the creation.
OLiwengOs Incense ChopO is a good example of one of the\rsi)iss a story about
a thingN that Li Yu branded with his name KXianging oujiin an essay entitledd@nsers and

Bottles@1D® from which | will quote at length here to provide a sense of the technical

specificity of some of the entries

The method for manufacturing censers hattleswas determined by the ancients,
and later generations have avoideaking too manydditionsto it. Yet given that this is
an implement that is kept under the clothsogclose to the bodgurelythere is no harm
in wishing to alter it a little. A censer must be accompanied by an incense spoon and
chopsticks. The spoon is to smooth the ashibide the chopstick is for lighting the
incense. One cannot do without either of these things. That the length of the chopstick
shouldbeequal b the height of the censer is obvidusveryone knows tha¥et that the
shape of the spoon should determinethased on the shapéthe censer so that the two
are not in conflict is less obvious, and it is something that many people overlook.

After adding coal, the ashes become lumpy and disordered, so one uses a spoon to
smooth them out. It the spoon is squaine smooth surface of the ashes will be square; if
the spoon is round, the smooth surface will be round. If the edges of the censer are
straight and the spoon is curved, or the censer is curved while the spoon has a flat edge,
then the two do not complaemt each other and one is only able to smooth the ashes in
the middle, not those around the outer edge. What is needed is the method of tDeutting
cloth to fit the bodyGafting accordingat what the circumstances demandju must
make a spoon that fithe censer and use it instead. Moreovgrou use a copper spoon,
it is quite difficult to get the ashes smooth: one or two passes of the spoon are certainly
not enoughThis is not a matter one can delegate to seriatfits master must see to it
himself

| am lazy by natureand | am always seeking wapsavoid work. Ipreviously
invented a woodeohopto tamp the ashes. One stamp could take the place of several tens
of passes with the spoon. At first, it was only to save a little work, who would have
thought that once | had finished it, it would not only save energyt Wotuld also be
exceedingly beautiful. My friends have passed it among themselves, and it has become a
fixed method.

For exampleif the censer is round, lathe a round section afrthénto achopwith
the same measuremeltit cannot be the least bit inaccurldtand attach a handle to the
top so that one can hold it in oneOs hand. It is advisable to leave a small area in the middle
open so that the center will be raised and the eddldse lower like a steamed bun.

Square ones can be dealt with using the same method. After you add the coals, first use
the chopsticks to level the ashes, and then press down with this board, then the center and
all four sides are smooth. Not only is tlesult as level as if had beempared with a

knife, but it also vies with the surface of a mirror for luster, and rivals oil in its glossiness.
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Since there has been incense ash in the world, none has had so lovely a surface as this.
Both lustrous and gksy, one can call it refined in the utmost.

When | looked it over and considered itpuindit extremely beautifulbut not yet
perfect, so | instructed a carpenter to engrave it. | asked him to carve a few prunus
branches, or houquet of chrysanthems; a five-character quatrain, or the complete
eight trigrams on the surface that comes into contact with the ashes. This way, one need
only to lift a hand and press down, and miless marvelous things appeaicombination
of the strengths of human inggty with heavenly craftsmanshipathas not been seen
since the advent of the incense burnérvould not be an overstatement to say that |,
Liweng of the Laketruly havesomething to offethose withrefinedsensibilities |
would like to call this bop the OLiwengOs Incense Chop.O Just as with everything that
[ChenJiru] Meigong produced, | name the thing after myself, so that the people in the
countrycan make a judgent based on the actual situation and the quality of the
produciN it is not that Idare to wag my tongue excessively. This obigbest suited to
speedy udi just press it down and piékup againright away, do not tarrfor even a
moment for if you do, the air will be cut off and the fire will go out. Afteis carved,
you must pant it so that the ashes do not stick to it
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Here, as is often the caseXianging ouijj Li Yu presents not one, but several alternative stories

for what a reader might do to refresh his everyday. He considers the object, thinking about its

%91 iYu é1 ,Xianging oujiE -1 & , 216.
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function, how it fulfills it, how to improve it, and how to make it striking. This is a technological

innovation that updates the object and eases the userOs expesismcedd only to lift a hand
and press down, and auless marvelous things appearO) each and every time she uses the object.
Xianging oujiis full of such designs that innovate the triagg of the everyday world, and we
might understand them as new stories waiting for real characters to enact them. The author has
become the curiosity, inviting the reader to interact with him and respond to the novelty he sees
in the text.

Of course, cndderation ofXianging oujiwith reference to Li YuQeacticeshowsthat
he was writing about topics in which he had practical experience ardlamfidently market
his skills. The text can be read asocagoing experiment at the intersection betweerpthetice
of everyday life and the possibilities wfiting to updatethe everyday worldnviting usto
ponder what possibilities there might be for things that have not yet occurred to us, what other
uses we might make of space, or what role perceplays jn our everyday live3.he social
context for the production of this text is crucial to its production. Li Yu had earned all of his
money through his cultural production, he had obtained his tiny Mustard Seed Garden late in his
life, that his troupe foconcubineactresses were given to him and were with him only a few years
until their death. Without this particular conglomeration of factéianging oujicould not have
covered the range of topics it did. Yet what is most innovative about this tettngcessarily
the selection of topics covered, but the way that it first proposes a structure, and then makes the
content of each entry surprise the reader with a new story, and often a new kind of story, about
the things in his everyday world.

Unlike his fiction, or even his flexible plays, which directed the reader on a private

delightful linear trajectory of discovery between himself and Li Yu, the author Xaatiging
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ouji, Li Yu intended to open up a space for the reader to explore; it couldd@rany order.

Patrick Hanan has given a number of examples of Li Yu advising his friends on how to read the
book, and it is notable that he advises one person to begin with the sections on women and
houses, and another to start with those on womenmheaith and pleasut& These

instructions reveal something of the function of the table of contents: it allows readers to choose
their own path through the text, based on their individual preferences. It is not surprising that Li
Yu, a weathered author whke works always demonstrated both implicit and explicit attention to
structure, would have paid careful attention to the way that the structure of a text invites readers

to interact with it. In a passage on howdesign garden pathsifing _%4/9, Li Yu outlines a

way of thinking that allows for both practicality and subtlety, in a mode of design that has often
been characterized as finding a middle way between the refined and the*{ulgar:
With garden paths, there is nothing more conveniext the direct, yet nor is there
anything subtler than the circuitous. Those who intentionally make winding paths for
their splendid effect must also install a side door to allow family members to get on with
household business. If you are in a huagenthe door; if you are at ease, then close it.
This way the refined and the vulgar both benefit from it, befihg wellserved by this
way of doing it.
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With Xianging ouji,he produces a similar effect of providing a system of doors through which
the reader may enter, even as the essays reveal circuitoupatosythat surprise, delightich
distract. In this sens&ianging oujias a book lends itself to a different experience of reading

than random jottingbiji or xiaopin,which drop the reader into the world of the observer/writer

10 Hanan The Invention of Li Yu195.

"1 See, for exampldduang Guoquarg 4 ce, Yasu zhi jian: Li Yu de wenhua renge yu wenxue sixiang
yanju ORAE: él... 43%2 OL7¢&

21iyu é1 ,Xianging oujiE -18& , 158
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at random, asking her to be in awe at a remove froraxperience in space and time (the writer

is telling about something he observed in his private past). The structure of Li YuOs table of
contents allows a reader to have a sense of the space through which she is moving. Itis not a
stretch to say that th@ace and time portrayed Xianging oujiare very close to the readerOs
present (or future), the heamdnow.

One of the ways Li Yu accomplishes this effect is by leaving room for the reader in the
text. Rather than describe precisely the way thingaldHm® or to give an account of his singular
experience of them, Li Yu provideemenew thoughts osomethings in a mode of
conceptualization that leaves open spaces for further developments. In fact, it is central to Li
YuOs conception of the text teakn as it appeared systematic, it did not aspire to
comprehensiveness:

Someone criticized this book saying that it hasn't established a coherent method. He
said that if | have a mind to establish a new precedent, | had better make every item
contained threin conform to a fixed pattern. He asked how | could just talk about a few
topics in each category. | responded by saying: "In medicine, we value specialization and
avoid those who dabble in many areas, because dabblers have experience in some areas
andlack experience in other are&s histories, we value that we can leave gaps: not a
single character was added [to the clearly incomplete phrases] "xiawu" and "Guogong"
[in the Spring and Autumn Annals]. In not correcting the mistakes, [the historian]
denonstrated that he was willing to leave gaps. That there are gaps makes the text
believable. If it is complete, it will arouse the suspicion of all the later generations. If |
were to do as you say and seek comprehensiveness [in my own work], so that not on
thing is left out, then it will be faulted as a jumbled mess of trifles. People will doubt the
dubious parts, and they will also doubt the reliable parts. In this way, my method would
not be practiced in the world, and it would be because | had sougpteltensiveness
and been faulted for one wrong idea. | am but one person, and | boldly hold forth on eight
topics, from playwriting and training actors to cultivating plants and caring for one's
well-being. It is said that many a despicable man will daiobiefling matters, and even
| fault myself for having interests that are too scattered, but in the end, this should not be
compared with the specialization of medidih&/ould you expect a single person to take
on the tasks of reading horoscopes, tredtingss and telling fortunes, practicing
geomancy and divining?" He said, "No! no!" and retreated.

Among these eight topics, only with six of them have | actually established a
working method. As for the two sections that deal with food and drink dtidating
plants, the method is incomplete and interspersed with commentary, and | would rather
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present my views in a jumbled way than try to establish a coherent method on the basis of
such trifles. | fear that in doing so, | would mislead the peopleesoivbrld. So, | declare

that successfully presenting my views is better still than establishing a coherent method. |
want to ask the famous men of our land that | may avoid being censured for
incoherencé’®
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Li YuOs tone throughout these instructions for reading andXisinging oujifunctions on two
levels: one is the level of the apology for not having established Oartahetkod,O while the
other makes a case against the tendency to seek coherency. That Li Yu does not aspire to
comprehensiveness is only nominally veiled: the point of the essay is not to apologize for his
own shortcomings, but to criticize those who datjgeim for a banal comprehensiveness in
their learning and writing. The OgapsO left everywhétmirmging oujipreventpeople from
judging it on what it lacks (this is exactly what people could and did do as they revised manuals
of connoisseurship, re@mpooksmateriamedicg. Xianging oujiinvites positive recollections of
what was included, not criticisms about what was left out.

As many scholars have observed, traditional luxury goods are abg@an@ing ouji In

this, we see another instancd_olvu confounding his table of contents to surprise the reader.

Patrick Hanan has written of Li YuOs essay on antiquéariging ouji,Othe essayOs subject is

" 1iYu é1 ,Xianging oujiE-18& 4.
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really his decision not to treat antiques, and he begins and ends with that dé&fsien 10

YuOs essays on antiques and other conventional luxury goods do more than simply confound the
reader. In light of the discourse of elite connoisseurship that takes for granted the value of luxury
goods and prescribes tasteful consumption of t@amgingouji seems to erase and engage the
material world at the same time. If earlier manuals had commodified knowledge about the proper
consumption of luxury good¥janqging oujicommodified the stuff of everyday life in a way that
rendered the majority of luxygoods obsolete.

He articulates as much in the middle of his essay on antiques:

| once said to someone that there is nothing older than books: they combine the
thoughts and appearance of the ancients and passltvem If the book is from the
Three Dynastieperiodand we read it, it is as\eOre meeting someone from the Three
Dynasties. If the book is from the time of Yu, then reading it is like being born in the
time of Yu. Apart from theseverything else is an obje@®bjects cannot speak fdret
ancients, so how can they uncover their thoughts and show their appearance?

There is something to appreciate abantient objects, budheyis suitable only for
the wealthiest families. Becauswse familiesave too much money, they have to store
it in things. They have to use threthod of Omagical adjustmeme@ucing azhang(10
chi) to achi, and achi (10 cun) to acun This isjust as inthe expression, Ostoring gold is
better than storing silver; storing pearls is better than storing gihe.@ghter and
smaller it is, the easier it is to store.

What is more, keeping gold and silver around invites burglary. ItOs better to trade for
antiques. Not only will thieves leave them alone, but if they accidentally get ahold of
them, theyOll dischthem and leav¥?

0%¢,Z2 b6 pEB 66 #@EO-SS_65d6 p» ! #°#E b 6/k/Ag \40" [O- &! 6 1¢Q’ +
P»[(6)*Y3 £ < 6 bpE! 6 60 6nkV p»+u 6)*DCNnkV 6 ¥%pE3 ; IIF.B G<&B

P¥ H#E bY p»<iP¥3¢1¢/k/AOQC!! g \4 OpIHEB #G6+#—%,p» 1+D, +A5d+t\\ 6+ p»

ol ayb((O(Ap»Uw 6@E! p» W? p@be 1¢MO&D 6<}p»5* *@b+ap»5*+a@b+ p»)* >Uw
b( W)*Uwayp»Uway p)*UwC” 2 &ZRp»0°%20°+-p»0O°0° gdbUw4i aGeayb((O(Ap»!i

1 UWZPF,p»\g@b#ET p»g BII'JIT p#~p»# ZLAO! 16p»Bb+ 480 #c 6 &

1 Hanan The Invention of Li Y,uL89.

" 1iYu é1 ,XiangingoujiE -1é& |, 215.
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Besides an extended advertisement for bawksthe value of writin§ just the sort of product

Li Yu was in the business of selliNghis essay presents antiques as valuable only as a
convenient store of value. Better than a sack of gold, antiques can contain an enormous amount
of value in a very smbs$pace, and repel burglars to boot. Absent is any sense that there would be
some inherent aesthetic value of these or any other objet dOart. Li Yu has exposed the game by
removing the material things that supported it, revealing taste as no more agsl thahea
matter of mind, brush, and print. As he tells his readers: the only thing you need is this book.
More familiar assessments of antiques and other expensive things resurface in metaphor
throughoutXianging ouiji,as in an essay on updating oldysla
Performing a new play is like reading contemporary writing: the charm is in hearing what
one hasiot heard before. Performing alu play is like looking at antiques: the charm is
that while one was born in a later age, he beholds a former dynastyhates so
delightful about antiques is that the more aged and outmodadbisancethe more
changed and marvelous its appearance. In bygone years, bronzes and jades were nothing
more than a freshly carved lustrous surface, but after many years bad,fghsre was
no longer a trace of the carving, and the luster had turned into a mottled pattern. This is
what peopldreasure: nothat its substance is unchangibgtits ability to renew and
trarsform itself.
>Y,5X"/)*F3585/p»)A&DP 1€60P p»Y31&60Y3pE>VuQ2')*FH#ET p»)A&DSDC/4 Yap»Fa
+Ul86A A@PO #ET 6#—0AO-p» ! j|\'0°f 0°#EpP»R F 0°[20°(i &)*b-& C1& 6&P
E.p»p_06"1OHe iD 6B OUp»_e! ;. 5S ip»!OHO-=ae! @E]%op» fiD O-59ii1 5/p»
5x ¢ b bF +Zp»g +2! 60\)*-ap»+2! P¥5X0 %,[2 g17e
There is a place iKianging oujifor such observations only in metaphor, and only detached from
the relevant indicatoris the table of contents. In metaphor, Li Yu also reveals himself as
someone who knows how to look at antiques. He knows what lends them value (the delightful

transformation of their patina over time), but more than that, he knows how and where to

OdisplgO them in this text: they provide support for Li YuOs claim that plays must be updated.

Y 1iYu é1 ,XiangingoujiE -1é& ,72.
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By updating a play, one can mimic, and surpass, all that is delightful about an old bronze, and

anyone who can read this book can do that.

Since he sold his mountaiasidence and moved to Hangzhou, Li Yu had been
experimenting with how to produce value using words alone. Wihqging ouji,he created a
new way of representing the everyday world that taught people how to update, renew, and
transform the smallest detsmbf their private life. As in the examples of updating plays and the
OLiweng Incense Chop,0 he did this by imagining new alternatives for things, and teaching
people how to enact those possibilities in their own material environments. At the samleetime, t
openness of the text, and the time and space implied in many of the essays leaves room for the
reader to explore it at leisure. It teaches what to do with free time even in its form. No previous
writing had aimed to alter the experience of the spaceimedof everyday private life so
completely aXianging ouiji

In what follows, | explore the resonances among Li YuOs profitable endeavors and his
cultural products, textual and nontextual alike. | consider his manipulation of the material world,
his asessment of and contributions to the publishing market and print culture, his garden design
and theater direction, and the ways in which he sought to bring all of these into conversation with
the possibilities of language, circulating texts, performanagttanspaces of built environment

in the cultural context of the early Qing.



88
CHAPTER TWO

Experimenting in Print

How did one make a living as a writer in the early Qing? Writing was the foundation of
Li YuOs cultural production. Yet addition to writingwith the intention of making a livind,i
Yu also took on many of the tasks of a g publisheN usually not a literatusvriter in his
own rightN and tried his hand as a commissioner, compiler, editor, publisher, bookseller, and
promoter of othersO viksras well as his owH. He sought to secure the intellectual property
rights to his creations, and his comments to this effect provide a nuanced picture of how he
conceived of and defended these rights in the absence of legal protéctioivu also
expeimented in innovative ways with the possibilities of the medium of print, making books
work in ways they had not previously. To make books work faster, he added page numbers to his
tables of contents and symbols to his texts to direct the viewerOs gtzearelhim time. He
also experimented with the use of print as a social networking technbiddis chapter | aim
to showwhat was distinctive about Li Yu®@sting for profit and uses of print in the early Qing.
Bookselling in the early Qing wassacial affair. Suyoung Son has recently shown the
many ways in which print culture in the early Qing maintained or mimicked practices that would

usually be associated with manuscript culture, such as the continual adaptation of a woodblocks

" Hanan reminds us how, contrary to Feng MenglongOs unwillingness to put a pen name traceable to him
on hisworks, or to advertise that he had adapted or written some blitienstories in his collections,

Li Yu went to lengths to reference himself in the prefatory material, and throughout the narratives, often
equating himself with the narrator. SERee Invention of Li YuCh. 2.

8 On the lack of legal protection for intellectual property in imperial Chinay\&éiam P. Alford, To
Steal a Book is an Elegant Offense: Intellectual Property Law in Chinese Civiliz@tanford: Stanford
University Press, 195).
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or the printirg of very small numbers of a text for a select social gfélif. Yu seems to have

hoped that his works would reach the broadest possible audience, but he involved hundreds of
people in their production, and he was personally involved in their printindistnidution. He

also appealed with frequency to wealthy patrons whose contributions allowed him to maintain
his family and his lifestyle. In one letter requesting support from patrons in Beijing, he
acknowledges his unusual success as a writer, but iedittat profits from book sales are not
enough to support his large family:

If we consider the poverty of all under heaven, are there any ghareLiweng of the

Lake? Everyone will say: OThere are. The number of impoverished scholars in this world
is greater than the quantity of sand floating in the Ganges, and they all suffer from lack of
stable property and sparse business. Moreover, under heaven there are none who
understand and recognize them; even where they do, it doesnOt amount to much. Cold,
they are not offered even a rough robe; hungry, thereOs nowhere for them to seek out food.
This is the state of their poverty. You have surmounted the hoe with your pen, and rivaled
those near the city walls with your inkstone. Selling your writing alreaffigssi to keep

you fed, and you even have enough to entertain viSitatsat kind of poverty is that?0 |

say, you understand one part, but notdtier. The poverty of scholagenerally refers

to the many who struggle to obtain food. Now, the smallerli@srdonOt exceed three or
five, or perhaps seven or eight; the larger ten or twenty at most. Do any of them amount
to thirty or forty? Even if you say some do, [in those cases] only seven or eight out of ten
will sit down to edl certainly one or two areffomaking money. You may say thatOs not
much, but even a penny a day can subsidize the cost of rice and salt; of the seven affairs
of a day, it already takes care of one or two. | donOt even have allotted fields enough for
eight, yet the open mouths expagtfood amount to five times that number. Although |
have writing that | can sell, is there among those who buy writing today one who can
Ooffer one hundrgih of gold to purchasBhapsody on the Wide Gdtghangmen fe

e(\Z ]O as did Empress Chen from Sima Xiangru? Certainly, you will say, there is not.
Even so, the money that | earn selling writing can be counted on my fingers. With forty
mouths depending on one perdorieed them, it is like one mulberry leaf providiiogd

for one hundred baskets of silkworms: days theyOre born, nigptgrdw, how can a

single leafprovide for them?&

17 5on, "Publishing as a Coterie Enterprise: Zhang Chao and the Making of Printed Texts in Early Qing
China."

18 8hang Dumen guren shu jiuzhuang $h¥ée(4i b_"Q2Bh6 ,OLiYu é1 , Liweng yijiayans & —
K&, 1-2,1: 224,



90
Theletter opens with an interlocutor familiar to readers of Li YuOs fiction and essays. Through a

carefully constructed dialoguki, Yu first allows for the claim that compared with other
Oimpoverished scholars,O he is quite-@felHe methodically wears down the defense, however:
his writing sells, but his household is much larger than most, he is the sole breadwinner, and
there 8 no one willing to offer him adequate remuneration for his writing. By far the most
convincing, though, is his subsequent reference to Sima Xiangru, the great rhapsodist of the Han
dynasty. The reference serves in the first place to justify the sale©®Bamriting by pointing to
laudable historical precedent. It also recalls familiar laments of belatedness on the part of poets
who mourn having been born in the wrong age: echoes of theriigted, though usually

fruitless, poetic quest for a true friemtho Oknows the sound@iyinGeg») is here replaced with

a plea for a patron who knows the true worth of his writffidfis interlocutor has only time to
respond in the negatilkeof course no one can afford such a high price for writing
anymord\ before Li Yu B off on his next metaphor, likening himself to a insubstantial leaf being
devoured by thousands of ravenous silkworms. The letter goes on to explain how all of his
belongings, even his famed concubines, were given him as gifts, and that he in fadhihgs not
of his own; it concludes by informing the recipient that after he sends the letter he will face
Chang®an and weep silently, waiting for succor.

Embarking on the path of cultural entrepreneurship in the early Qing, Li Yu did have to

struggle to makerels meet. Nonetheless, a marginal comment by his friend Mao ZhihflAng

181 The termzhiyinoriginates in an anecdote ihe fifth chapter, Tangwen diwe $+J0 <O of thd.iezi
I¢*@, which tells of two friends, Bo YaxB and Zhong Ziqc&*@6GC Whatever was on Bo YaOs mind
when he played the zithegi CU, his friend Zhong Zigi would intuit upon listening. Since they shared
thoughs in this way, and could not hide their feelings from one another, their friendship came to be
considered ideal. The closely related knowkpneself ¢hiji Ge-™ had already become an indulgent
designation for patrons by the seventeenth century. Li Yistendse the less intimate term
knowerof-relations ghijiao G« L), however, in his references to patrons.



91
nl, which accompanied the published version of this letter, provides some perspective: OAmong

those who have Osold rhapsodies for a great deal of gold,0O0 he writes, Ofew sincegBifha [Xian
have equaled Liweng [Li Yu]'*& On the one hand, this comment is nothing more than a touting

of Li YuOs unusual success, a type of flattery often encountered in such marginalia; on the other
hand, juxtaposed with the entirety of Li YuOs letter, ittmeffect of drawing attention to the
analogy with Sima Xiangru and downplaying the careful logic that precedes it. This example
highlights the paradox | have outlined above: that the image Li Yu creates of himself as a scholar
toiling in inkstone fieldsvith hopes of profit was integral to his fabulous success as a writer who
profited more than just about anyone else by selling his writings. A large part of this image was
that of an impoverished scholar conscious of the difference between his cultteptereurship

and traditional patronage:

As for my friends hijiao Ge L] within the four seas, | do not dare claim that no one
recognizes [my situation], nor can | [resort to the clichZd}-éaracter phrase, OThose
who know me are few,O and blame all those under heaven who praise me. For twenty
years, | have carried mybks all over this larfd | have covered nearly twihirds of all

the land under heaven. Everywhere | went, there were already boarders who had set up
schools, and unfortunately, those households | entered with frequency, | also left with
regularity. Only inthe sea is water is gathered without leaking; rivers cannot manage this.
Rather than the OgatheringO of the irrigation ditches, | have the leakage of thétégers

no wonder todayOs riches do nothing to alleviate tomorrowOs gbterty!

Even as he drawgtantion to his lack of consistent patronage to make his case with potential
donors in the capital, comparison with the form and breadth of his cultural activities as a whole
does little to convince us that he would actually have preferred Othe Ogathémmgégation
ditchesO to the flowing of a river. The new kind of patronage that Li Yu forged allowed him a

greater degree of personal freedom, and he took advantage of that flexibility to create one of the

821 iYu é1 ,Liwengyijiayant2+ A6 , 1-2, 1: 224.

1iYu é1 ,Liwengyiiayant2+ A6 12, 1: 224.
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most memorable and inventive personas iditi@nal Chind Liweng of the Lake.

Branding a Self
Li Yu created distinctive brands for his products, utilizing the style s&méook

onN Fisherman on the Laké&l(shang Liwengp 2JEOi) or Fisherman Lil(i Liweng63JEOi
andLi Yu66>0N as well as the names of hisdkshopgarden residence, Mustard Seed Garden
(JieziyuanRM*@ & and his publishing house, Yisheng t&wOp'@ In his conception of what

might be acceptable and profitable forms of cultural production, Li Yu took celebratdditeate

cultural figure Chen JirtN$ © (15581639) as an exampl€hen was a very famous and active

late Ming cultural figurevhose prolific and diverse cultural production and lack of aspiration to
officialdom caused Li YuOs contemporaries and later observers alike to compare him to Li Yu.
Like Li Yu, Chenhad written that he could not live up to the recluses of old who retired into the
mountains and took up the plow (this, at least, was the ideal); for him, rather, was to plow with
the brush, writing for profit to eke out a livifgf’ In his preface td_i YuOs collected works,

Yijiayan "+2Y" (Independent WordsBao Xuan"- Dgcompares Li YuOs famelioth Chen Jiru
and the radical lat&ing philosopher Li Zhi66\-, making the pointhat Li Yu had the

distinction of having risen to fame completely on his own, whereas Chen @hihathgained

fame first by association with famous officill€hen Jiru with Dong Qicharfy! 5~ and Li

Zhi with JiaoHong @Dy.'®°

182 GreenbaumChen Jiru (15581639): The Development drSubsequent Uses of a Literary Persgnae
168.

%5 1iYu é1 ,LiYuquanjié , , x ,12.
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ChenOs celebrity in the late Ming had led profingers to falsely attribute works to him,

both in the form of spurious works and unauthoriediions*®° Chen, though, who was famous
primarily for his painting and calligraphy, found original works by hisshrto be constantly in
demand. Although Li Yu confessed to never having had much skill at painting in his introduction

to theJieziyuan huaalenRM*@&°E [ (Mustard Seed Garden Painting Manual), he had

certainly given some thought ehatit would be like making a living selling traces of oneOs
brush'®” He dramatizesChen Jiru and his close friend, the famous-Mieg artist Dong

QichangT !' 5" , in his thid play,Yizhong yua®- OM« (Ideal Love Match@swhich was

published around 1653 whilé Yu wasliving in Hangzhou'®® It opens with Dong and Chen
complaining about the incessant requests for their writing and paintings. Lamenting about the
hardship of makig a living by writing (notably not due to poverty, but to dematidy are

planning to spend the day at HangzhouOs West Lake disguisednasrerso that people

eager to solicit their work will not be able to recognize them. Li duébsatization of theadical
visibility of thesemen in his play shows us that he was thinking about the effects of celebrity on

everyday existencespecially a kind of celebrity in which buyers ceaselessly commanded

18 GreenbaumChen Jiru (15581639): The Development and Subsequent Uses of a Literary Personae
195202.

87 see Li YuOs preface to the manual, where he wrote: OViewingrtfiregsaof others is nonetheless not
equal to the ability to paint oneself. [One perceives] the brilliance of another's painting from the outside,
whereas the brilliance of one's own painting emanates from the mind. In my lifelong love of landscapes, |
hawe only been able to view the paintings of others; | cannot make them into paintings YiysEIBP
HUR*Q'P¥E & bE 0)A/F(3%! p»QE 6)ADU/K!¢ & DC. 0A, ;Up» IP¥Yh bE p»O” uP¥Q'@bE.O

Wang Gai R! , Jieziyuan huazhua® « 1

¥81iYu é1 ,Liwengyijiayant2+ A6 , 1-2, 1: 224 See also HananOs discussiothis play and his
selected translationstanan,The Invention of Li Y,uL6, 142, 5¢b1, 5455, 6975, 83.
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production'® The men are aware of the cultural capitalrthames carry, and rather than try to

prevent people from making a profit by forging their names, the two men seek out talented artists
who can paint in their style to relieve them of some of the burden of incessant depend for their
works!®° By the playOsonclusion, the famous male artists have married two women who,
respectivelyforge their paintings for a living’* As someone who was quickly becoming a
cultural figure in his own right, Li Yu wadramatizingthe work and stress that comes with
prolific and successful cultural productiamthe fastpaced urban centers of his time.

Li Yu insisted that he could not paint, but that claim may have more to do with his
assessment of the relative viability of making a living as a producer of singular goadg. In
casehe sought out types of cultural production that would ease his burden by the fact of their
reproducibility, and in this, too, he found an example in Chen Jiru. The essay underZbBRork (

\ )Oin Xianging oujiexpoundn why Li Yu is unwilling to make public his new designs for

anything related to the bathroom (although the makeshift baistatiourinal in his study was an
exception):
"Dongpo meat" is a case of a man becoming known to fitystterough food. If we hear

this expression in a rush, it seems as if it is not the flesh of a pig at all, but rather Su
Dongpo's flesh. Alas, what sin did Dongpo commit that he would cut his own flesh to fill

189 Studies that have explored how these relationships were negotiated in life through analysis of letters,
seeHay, Shitao: Painting and Modernity iBarly Qing China Clunas Elegant Debts: The Social Art of

Wen Zhengming, 14710659 Calhill, The PainterOs Practice: How Atrtists Lived and Worked in Traditional
Ching Kim, The Life of a Patron: Zhou Lianggong (161872) and the Painters of Seventee@#ntury

Ching Bai, "Calligraphy for Negotiating Everyday Life: The Case of Fu Shan (1684)."

1% On the tradition of ghostpainting, s€ahill, The Painter®s Practice: How Atrtists Lived and Worked in
Traditional Ching 11348.

191 All four of the artists éatured in this play were real artists, although in life they did not marry each
other. The gender of the work of art, and the portrayal of female artists in the contemporary art scene are
two fascinating aspects of this play that unfortunately are outsédscope of the current discussion.

What is more, the preface to this play was written by a-edilicated woman poet and painter, Huang
Yuanjie. For more on her, s&®, Teachers of the Inner Chambers: Women and Culture in
Seventeentlentury Chinall723.
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the bellies of all the gluttons of the agésdistinguished literary man should truly not be
subjected to something like this, and celebrities who dabble in lesser skills must be
especially cautious. Several hundred years later, things like cake and cloth obtained a
name through [Chen] Meigong.Wfe compare "Meigong cake" and "Meigong cloth” to
"Dongpo meat," it seems like the former is superior to the latter. Yet the most
misfortunate still, is that now that thing in the outhouse is known as a "Meigong toilet.”
Alas, what kind of thing is a toil¢hat it can be crowned with the name of a distinguished
man? It's not that | don't know the flavor of meat, but | dare not speak freely on the
matter of pork for worry that | might end up succeeding Dongpo. As for that thing in the
bathroom, it's not thdthaven't come up with a new design for it, but that | keep it stored
away at home, unwillingly to take it out and show it to people or to write it in a book, for
worry that | might succeed Meigong.
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Chen JiruOs name had been attached to things thed het personally produced, and Li Yu

saw in that phenomenon the possibility of reaching the broadest possible audience with oneOs
cultural products and oneOs name. Although the tone is comic, it is evident that he aimed to have
his name attached to sornféngs (like the OLiweng Incense ChopO) and not others. Even as he
created a brand name and transmitted it throughout the land by means of novel stories and
designs, he sought to retain some control over the kinds of things it could be used to indicate. H
left assessment of the worth of his designs to those who encounteredftieetftedescription

of his design for th®Liweng Incens€hopOheexplains: It is just as with everything that [Chen

Jiru] Meigong produced: the objects [he produced] madenidne famous. Whether they were

high or low quality, whether they were substantial or worthless, the people within the four seas

¥2)iyu é1 ,Xianging oujiE -1 & , 284.
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would decide for themselves. It is not that | dare to exagg®ate-+! Z 'Pp>B « b#uO-p»+

jE+ 3p»ZX+ZZXV p»=1Q'6++BYyp»g 01&5 huQ .3%

Using his brand names, Li Muent to significant lengths to advertise his works, such as a
note in the table of contents of one of his collections of stories that a particular story would soon
be adapted to a fulengthchuangiplay. While many scholars have argued that the stories Li Yu
adapted int@whuangiplays read well as stories and should not be read as simply a sketch of a
play to come, given this sort of advertising, it is difficult to avoid thinking efstiory as framed
as a OpreviewO of the play to come, functioning to whet the interest of theHeatfgraged in
other marketing strategies as welh the title page of the first edition ®fanqing ouijj he calls it

OThe First Secret Book of Liwend@eng mishu diyizhondeQil€6 JO "0 ), and the earliest

prints of this book include, in smaller characters below, the words, OThe Sadepeéndent

Words,To Be Released Soondierzhong Yijiayan jicll® 410 “+AY # 1¢ ).1%*

This technique ensured that he would receneglit for his works, but it would not
prevent publishers from profiting from pirated editions of his works. To my knowledge, during

his lifetime, Li YuOs major concern was with the publication of unauthorized editions, not with

1 iYu é1 ,Xianqing ouji/Z /& 477, 216.

1% The title page of the first edition (Yisheng taBgOp') of Xianging oujireads OThe First Secret Book

of LiwengO I(iweng mishu diyizhongEQil€6 JO "IO). In some prints, this is followed by OT®econd,
Independent Word®Vill Be Released Soon@iQerzhong Yijiayan jichld 410 "+AY"# I¢ ). The fact

that some Yisheng tang imprints of the first edition include this notice (like the copy held in the Shandong
Provincial Library), while others do not (like teepy held in the Peking University Library, call number
X/818.2/4037.1), is evidence that the book was printed over time from the same blocks with certain
changes. Ostensibly, the copy in the Shandong Provincial Library is an earlier print, and itawauld h

been printed before 1673, when the first installment of Li YuOs second Osecret bookO is likely to have
been published. We can assume that the copy held in the Peking University Library was printed after
Independent Wordsad come out, and that the adisement was therefore removed. TR&nqing ouiji

was printed in multiple installments over time gives us some indication of demand for the work, but since
woodblock printing lent itself to the continual production of small batches over time, thaéxXigtre

multiple versions of the same edition does not tell us as much about demand as would a second edition of
a text printed using movable tygeor more information, see Appendicell]
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the attribution of othersébrks to him'®> Already in the miel650s, Li Yu, or Liweng of the

Lake, had become so popular that his works were being pirated by print shops in Nanjing. In
hopes that proximity would help him curtail this rampant piracy, he decided to relocate to
Nanjing.In a letter to a friend that was publishedvijiayan Li Yu wrote:

The only reason | moved to Nanjing [in 1657] was because people had been making
trouble with my books, and there were numerous pirated edifamsgnO£Af to

safeguard against thisléft the place where | was comfortable and moved again, thinking
that a change of residence would allow me to obtain sustenance. | did not fathom that as
soon as my new prints were out, the avaricious merchants of Si¥owej tang#Ue(

\R\p] would already b sprouting covetous intentions. Fortunately | heard news [of their
plans] first, and pled earnestly with Mr. Sun, an official of the Suungjiang circuit

to put up a notice prohibiting ififzhil); ], putting a stop to their plans. Just as the
Suzhouscheme was put down, a message suddenly arrived at the house saying that
someone in Hangzhou had already completed a pirated edition and the new book would
be on the market in a matter of days. . . Alas! How much is that minuscule profit worth
that these @ople will scraml# after it like so many ducksS*?

The fact that publishers in cities throughout the Southern Yangzi region were persistently
producing pirated editions of Li YuOs works not only gives us an idea of the popularity of his

writing at the tine, but it also provides a glimpse of just how quickly the latest releases

15 Based on the voice of the writings attributed to Li Yu, Hanansuggested that a number of works
published during Li YuOs life, such@sjin shilYe#E r#3E, Guijin chidu daquamE r+aB (I , Gujin
liansou#@E rP 3A andLiweng duilianJEQi+uP, as well as annotations 8&nguo zhi+&3/+ and
ShuihuzhuanU> [ were not of his pen, but Hanan makes these claims based solely on his sense of the
tone of the works, and whethesitunds sufficiently like the witty and irreverent Li Yu we recognize

from his other works. As such, there is insufficient evidence to corroborate this claim, or to prove that
these works are definitively Li YuOs. Whether textsAikéomplete Collectionfd_etters Old and New

was published by Li Yu is difficult to determine, especially given the similarities of their cover pages to
undisputed texts. Sd¢anan,The Invention of Li Y,.225 n. 121Hanan and Huang Qiang have also
pointed out that most MustaBked Gardenl{eziyuan)editions are works that are dated after Li YuOs
death. Huang Qiang has catalogued these editions and researched the more hiuawltedyear history

of Jieziyuanas a publishing houskluang Qiand=i64, Li Yu yanjiué | & & , 297302.Guijin shilYds
included in volume 15 in the Jiangsu guiji edition of th&'u quanijj three rhyme books attributed to Li

Yu are also included (vol. 18); editions of the nov&dsguo zhandJin Ping Mei,ostensibly including

his comments, are also incled (vol. 16014).

¥61iYu é1 ,LiYuquanjié ., , x ,1.16768.For HananOs translation of the latter part of this passage,
seeThe Invention of Li Y,ulL2-13.
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circulated among the urban publishing centers of Jiangnan. The carving of a new set of

woodblocks to print a pirated editiofagbanO£Apof a book seems to have taken no more than

a week. In this competitive and fgsiced publishing milieu, authors and publishers writing and
printing for profit had to take measures to detect and prevent the pirating of their works, a task
that involvedthe articulation of the novel notion of intellectual property right&i Yu moved

to Nanjing largely in order to have more control over what he claimed as his intellectual property;
he eventually extended this control to the monitoring of the carvib@poks and the printing of
editions, as well as the marketing, sale, and distribution of his works. It is also worth pointing out
that if other publishers were so eager to produce pirated versions of Li YuOs works, we might not
be able to take Li Yu at higord that the profit to be gained from such an endeavor was indeed
Ominuscule.O Although later in his life, Li Yu was frequently on the road searching out patrons
willing to support him in a variety of ways, it appears that during this period of hielife

survived mainly by writing and from the sale of his published works.

During the two decades that followed, Li YuOs conception of intellectual property rights
developed with reference to his experiences selling an array of cultural products. Perhaps his
most extensive and public expression of his perspective on the matter agresssay on the
notepaper he designed and sold outlastard Seed Garden Nanjing®® This essay

demonstrates that Li YuOs creativity and good humor are inseparable fpuofdssed need to

97 patrick Hanan has pointed out, in his preface to an anthology of stories drawn from Li YuOs earlier
collections, that Du Junhe purported commentator of all three of Li YuBs collections of short stories,
candidly Oidentifies the author of the collections as OMaster LiO and as OLiwengO [Li YuOs style] and also
mentions a couple of Li YuOs plays, perhaps to authenticate ibe @dihe face of the threat of piratingO

The Invention of Li Y,W22.Although this claim is speculative and impossible to corroborate, given that
another publisher could have easily included such information in a pirated edition as well, it is

nonetheles significant that Li Yu, as an author of vernacular fiction, was willing to attach his name to his
works, since such fiction usually circulated anonymously or under a pseudonym.

%81iYu é1 ,Xianging oujiE -18& ,131.
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profit and his insistence that those who enjoy his cultural products acknowledge and respond to

his professed need tnake a living through their sale. He opens by lamenting that since the time

of Su HuiniangRwU )Athe production of notepaper embellished with all sorts of designs has

flourished, from depictions of people and wares to birds, flowers, and inS&e prdlem

with such designs is not that they lack ingenuity of mmedXin zhi giaob/k 6-» ) or skillful
workmanshipjfyi zhi gong2(U... 6-9N in fact they are praised as being the Overy likeness of
the formOxjao qi xingP>!/ ) of the objects they depitbut rather tht they do not have a

thing to do with the notepaperOs function, which is letter writing. Li YuOs critique of this
tendency is simple: in seeking the resplendent and varicolored, those who designed that letter
paper neglected what was close at hand towbek was beyond reach. Under the auspices of
Oreturning what it intrinsically comprised and eliminating what it originally was withaah(qi

gu you jue gi ben wy! &¢6+p»Ly! 60@B),0 Li Yu advocates, rather, mining the two characters
that comprise the term Onotepajianfian K3KED for their Oinexhaustible significansediong
benyi@EJV6O@mand in doing so arrives at such possibilities as depictions of the functional

writing surfaces of bamboo strips, plantain leaves, and walls, to namé&® few

What is distinctive about Li YuOs notepaper, and what, according to him, he has rights to,
are his innovative concepts for design. In the remaining portion of the essay, Li dfuynot
introduces these ingenious designs in detail, as readers might expect, but also delves into the

particulars of the notepaperOs production, where one can purchase it, the uses to which revenues

1% Sy Huiniang of the Eastern Jin (3420) is remembered for her palindrome poems. Her name has
traditionally been associated with palindrome brocade, which Li Yu embellishes for some of his
notepaper designs. She is also a central player in the stiealaty novel attributed to Li YT ,he Stoy of
a Palindrome#°bi&t5/ [ .

201iYu é1 ,XiangingoujiE -1é& ,131.
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from its sale are put, as well as its exceptional aliditgllow people to engage with him directly,

regardless of their locatidfi* All of these aspects combine to form an argument for his rights to
be the sole producer and vender of the notepaper of his design. The essay reads:
| already instructed my servarnio make the notepaper according to my designs and sell it
in the bookshop. Whatever money they acquire from sales, they turn over to the
woodblock carvers to be used for the carving of blocks. In this way, from now on, they
will flourish continually. Itsability to give people something new to see and hear, and
bring joy to the task of writing is truly without eAtf.
-3$%) ) _,:ee!P+Up»3$0 0&0e;p»/?bE €8; bp» u A" "* 6DDp»5x; /4ADCDC p-3p»!
5X bY3P p»0+ b3—20 6 3p»; 606+R& &
In explicating for his readers the details of production and distribution of his notepaper,
including the employment of his servants as the producers and salespeople carrying out the
distribution of OLYu brandO notepaper, Li Yu is drawing attention to his unique role in
production. It is significant that Li Yu claims intellectual property rights over the notepaper
based solely on his design, and that the fact that his servants produced the aatiahimoatect
being sold does not make the end product any less his property. He elaborates for readers how he

and his employees reinvest revenue in the production process so as to continually create new

products for customers.

2011 i YuOs description of the designs he has produced to date serves a double role: on the one hand, he is
advertising them to his readers, while on the other he is laying claim to his unique concepts for notepape
designs: Ol have already produced eight refined literary designs and ten brocade designs. What are the
literary designs? They are stones, spools, fans, books, bisected bamboo, snowy plantain leaves, scrolls,
and volumes. As for the brocade designs, tileyesemble palindrome brocade. The whole sheet is
decorated with brocade; only the spaces left vacant by the ripple pattern remain for letter composition.
When the letter is completed, it looks no different from a palindrome brocade. Each of the #&le broc
designs is distinct, and the space remaining for letter composition vd&Ne&r+UO-p»6+g£ 3K3! IOp»
MiibiK3"éIO ag£ 30- ypigdG> 4gd”™ A gg &6 # alpJ; af'Th a# *@ 412*e5x  abIL3"él0p»

liF %o §&T5/Mubl 60Qp»>§-iF.bip»; E MEL3NAUyY <b 6 p»6 1, 6/4p»Q Mu+U 6&1T5/@EE &"é10
biL3#-lip» 6 6&D N ufY# & OLiYu é1 ,XiangingoujiE -1& , 131.

221 iYu é1 ,Xianging oujiE -1 & ,22829.
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| have taken great painsget this business underway, and it is difficult to enumerate the
hardships involved. All of those sagely men who wish to obtain this writing paper may
send someone to Nanjing to purchase it. | have been unable to carry out most of the
multitudinous novel dsigns in this collectionianging ouj] in the world, so | use this

one thing to convey the general idea. The place where the writing paper is sold is the same
place that sells my books; everything | have ever written is assembled here. Those with
peculiar penchants [lit. eating scabs], can purchase them here and take them with them;
this is no different from taking The Old Fisherman [Li Yu] back with them. Spiritual
friendship over greatistances depends entirely on this. At present, | can claim close
friends Ehiji] throughout the land, why limit myself to those | meet faeéace? [In

smaller characters:] Inside the Cheng'en Temple in Nanjing, there is a sign with five
characters that read: "Mustard Seed Garden Famed Notdgapat'is the placé”

1 =%oM;Atp» 3fMR_"p»=! #\S:U/20-p» N b#ttayf \a 6 a5xfn! IO1O5X.-p»60P¥

01] + Op» C; "J—p» of (19* 430K3 6&D# $06 0&Dp»!%0 ODC. Sy p»F.S«5d; &

6+%,Ej OEpO-p»\g; e#cp»)* yJEOIO™; a"éatl Lp»!\ce 6; &# rGe-™_ &(N 3p»

[0F%0Z g 6 b$gpl ayf 2'0 +¢ 6+ RM*@&HUKEO #UO-pr# | Uy &
In this passage, Li Yu tries to reconcile two seemingly contradictory positions. The first position
is that hs cultural products serve to transport him spiritually throughout the empire, allowing
him to commune with and befriend all those who encounter them. The second position, though,
ties the authenticity of these objects to his particular physical lobatiznbookshop inside the
Cheng®en Temple in Nanjing, and the particular products for sale there. At Mustard Seed Garden,

he sells cultural products that he advertises as vessels to carry his spirit to whomever is willing to

pay the purchase price. This spiat connection, here designatdtenjiaol L , is the language

that Li Yu and others used to talk about using print to forge social nefWhmks is, as a social
networking technologyAt the time of writing, Li Yu had spent the better part of a decade
travding the country in search of financial support, so it is understandable that he would have
been invested in convincing his readers that his products could overcome the distance between

them, without requiring that one travel to the other. Hanan has seddkat the termhiyinGe

231iYu é1 ,Xianging ouji E - 1 & , 229.For a translation of the latter part of this section,Haean,
The Invention of Li Y,ul4.
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g> or zhiji Ge-™n Li YuOs texts already signified Opatron,0 and not the bosom friend who knows

almost intrinsically what is on oneOs mind. | want to argue that Li YuOs use of the term here is
more nuanced than that. It seems that Li Yu is not uijgto refer to patrons, but rather to
friends of greater and lesser means, potential customers who are interested in and can afford to
purchase his notepaper or books, as well as those patrons from whom he might correctly expect
more recompense than just theghase of his cultural products. The term sends a message to
anyone who knows, or aspires to know, Li Yu intimately that the way to do that is by sending
someone to his bookshop, or headquarters, to purchase products that he has produced and
endorsed.

Li YuOs most mature expression of his conception of intellectual property rights follows:

Permission is granted to copy all the new styles [patterns, designs] in this book except the
notepaper designs, which | get my servants to manufacture and sell esraatiaé to

making a living by my pen. These may not be reprintailzi O£8], and | have already

given public notice, warning people at the outset. If any bold fellows try to seize the
market by reprinting the designs as they are, or else adding or subtracting a little here and
there, or slightly altering their shape, thus gating other peopleOs achievements to
themselves, grabbing othersO profits while suppressing their names, they will be judged as
contemptible as the Wolf of Zhongshan. | shall accuse them in the courts wherever they
are and plead that justice be done. ésthiose who reprinfankeO£!8 my [Hushang
LiwengOs] books in the belief that their wealth and power will protect them, | donOt know
how many there are in the world, but they are living off my labor, and that is a situation |
cannot tolerate. | swear that | will fight them to deatiq hereby give notice to the

authorities that this book marks a new policy on my part. In brief, Heaven and Earth
endowed every person with a mind and it is up to each one of us to develop our own
intelligence. | have done nothing to stultify their midgrevent them from developing

their intelligence. What right do they have to take away my livelihood and prevent me
from living off my own labor®*

5xfn O1&7+Z 5X.-p»P% b430 W OpE0LK3-: 6j|Xip»!i E) ) Q'1PQ'$Op» * JIOYsp»
KYU ~ bOES; 4-3M; [60-«#Op»ZI 05d!AG< & A UB£(15_ 6\ pr1%A .-2WOP» 1¥%(F

=A "&@p»1%Ip[2!  p»# + ~ b §"GL:@b-™6+p»hi! INO 2aA | #10-p»; # O, Bo

0<6 F 4EfP1e&D 0+@# O'30#0@+p» -6A 820! _0 4Q>5d A+t/é.Rp»OE!a=p 2JE

2%1iYu é1 ,Xianging ouji E - 1 & , 229.Adapted from translation iHanan,The Invention of Li Y,u
14-15.
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This final setion of the essay addresses the question of intellectual property rights most directly.
Here, Li Yu clearly forbids the reproduction of his notepaper and books. The terms he uses here,
fanzi(reproduceblocks) andanke(reproducecarving), both refer tthe reproduction of

woodblocks based on a woodblegknted text. Li Yu argues that in this case both the ingenuity

(giao -+ ) and workmanshipgong- ) of the notepaper designs are of secondary importance to

his novel conception for the designs. His refusal to let any variation on his design be reproduced
indicates a claim over a concept, rather than an authentic produgtpthidtlikely be difficult to
enforce. Are there precedents for this level of insistence on oneOs rights over oneOs intellectual
products in Ming China? What do these claims tell us about Li YuOs conception of his cultural
production?

It is worth noting tlat Li Yu does not make an argument for his rights to his cultural
products based on their authenticity, as one might with a forged painting. Instead, he argues so
vociferously against the unauthorized reproduction of his cultural products precisely bexause
believes that consumers lose nothing when they purchase a pirated edition of one of his works.
Rather than lend themselves to the cultivation of an intimate and specialized knowledge, or a
connoisseurship that claims to distinguish the real thing fhenfake, Li YuOs printed books and
his stationery are portrayed here as reproducible cultural products, as templates that even invite
copying, both in their popularity and in their quality of being necessarily removed from the brush
of the person who degied them. Perhaps Li Yu talked so much about his rights to his
intellectual property because his was the first sort of profitable cultural product to become

successful precisely because they were reproducible. That his ideas and designs could be
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mechanicHy reproduced by his servants and widely disseminated allowed him to gain a wider

audience, and to require less financial support from each of them, than a career in painting or

calligraphy would have.

A Hand in Publishing

Li Yu was actively involved irthe printing and distribution of his works Hangzhou
and Nanjing. Most of the first editions of his fiction and plays do not include reference to any
publisher, even as they parted with the standard of publishing vennfictiten under a
pseudonymBooks published without reference to a publisher could imply that he hired carvers
and oversaw the publication himself; or it could mean that the publisher was unwilling to
associate his name with the works. In her study of the transition of commercighpli
between the Ming and the Qing in Nanjing, Lucille Chia has suggested that the apparent rapid
rise and sharp decline of publishing may mask a less publicized reality: that contrary to extant
evidence, Nanjing publishers did cater to lower end of theket as well, but without attaching
their names to the publications. She proposes that this-lewelrOhiddenO market likely
expanded and flourished in the early Qifitirhe growth in the late Ming and early Qing of a
readership that was no longer corspd solely of literati, and the increase in the number of
educated men who, like Li Yu, had to cobble together a living for themselves and their families
in the early Qing, it seems likely that at least some publishers would focus on what would sell
commecially, even as they hesitated to associate the name of their publishing house with some

of those work$® | wonder if we cannot extend this claim to the other urban centers of Jiangnan

25 Chia, "Cf Three Mountains Street: The Commercial Publishers of Ming Nanjing;4140

2% For a study of the construction of new reading publics in the late Mind/sle@ren, "Constructing
New Reading Publics in Late Ming China."
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as well, and if the example of Li YuOs admittedly racy and entertdhomiemted writing being

published without reference to a particular publisher might be a window onto just such a hidden
market.

There is more information about Li YuOs involvement with the publication of his works
during his Nanijing years. All of the et first editions of his Nanjingeriod works were

published under the name Yisheng t&wOp'2by a person calling himself the OMaster of

Yisheng tang.O Huang Guoquan has argued that Li Yu was the owner of Yisheng tang bookstore,
since he covered expenses publications of his works, including those of paper and block

carving, prepared and kept all of the blocks, exercised authority over the content of the blocks
right up until printing; and personally invited wéthown personages to contribute prefaces a
comment£®’ From this evidence it is clear that Li Yu had such a close relationship with it that

he was able to function as a virtually independent publisher during almost all of his time in
Nanjing yetl wonder if there was not another person in chafgéisheng tang during the

period of Li YuOs affiliation with it. The earliest extant text | have seen that was published out of
Yisheng tang is a 1659 imprint of a selection of Tang poems compiled in the late Mdhgy

Zhixiang.Y 6\ titled A Selectiorof Tang Poems, Arranged by Categéfangshi leiyuan xuan
$,Zh Ry ). Itis unlikely that Li Yu would have set up a bookshop in Hangzhou, published a

collection of Tang poems rather than his own popular works under a new name, and returned to
Hangzhou to coimiue publishing his own works for a couple more years. What is more, in her

study of commercial publishing in laMing Nanjing, Lucille Chia notes two extant imprints out

2" Huang Guoquarg 4 ce, Yasu zhi jianLi Yu de wenhua renge yu wenxue sixiang yad)i® A E: é
l... 4a1%2 OL7e& ,46-7.
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of Yisheng tang even before the fall of the Mifi§ln the imprints of Li YuOs worksomeone

calling himself OThe Master of Yisheng tangO composed the publisherOs notes that appear on the
title pages of the Yisheng tang editions of Li YuOs works. This person refers to Li Yu as

xianshengdDG perhaps best understood in this context as equivalent to Oauthor,O a term that Li

Yu never used to refer to himself in other contexts. Based on this evidence, | would suggest that
Li Yu remained independent of Yisheng tang, and that it was more $ikeply a shop with

which he developed a very close relationship during his Nanjing years. Either way, almost every
print that came out of Yisheng tang during Li YuOs Nanjing years seems to have involved Li Yu,
and the evidence cited above shows the demti@he played in every aspect of the production
process. At the very least, Yisheng tang was an extension of the brand name he cultivated
through his writings.

While some studies of publishing in early modern China have tended to draw a clear
distinction between private (or literati) and commercial publishing, recent works have begun to
call this distinction into questic?i’ One recent study has found that although there were some
ten Oliterati publishersO of fiction active in Hangzhou in the early @ilygtwo of them

published in association with their own names: Li Yu and Wang £gi, a Mingloyalist who

published for profit*® And when Li Yu moved to Nanjing, he likely found only one other literati

298 Chia, "Of Three Mountains Street: The Commercial Publishers of Ming Nanjing,! ha0e been
unable to locate references for these Ming imprints.

299 For an example of the foren practice, se&/en Gehong T U , Qingdai giangi tongsu xiaoshuo

kanke kaolun"*i® a3 "U6y)I (Nanchang: Jiangxi renmin, 200&or arguments that
government or literati publications often served commercial ends as well, and that it is therefore difficult
to draw a hard line between them, €ga, "Of Three Mountains Street: The Commercial Publishers of
Ming Nanjing," 120; Brokaw, "On the History of the Book in China," 17.

2Y\Wen Gehong T 0 , Qingdai giangi tongsu xiaoshuo kanke kaoltini® AR "U 6y | ,
326.EllenWidmer has included a detailed comparison of the output of Wang Qi and that of Wang Ang,
demonstrating that Wang Qi was clearly publishing with the intention of profiting, while Wang Ang had
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publisher on the scene, Zhou Lianggorgy®se younger brother, Zhou Liangji& VKh, who

published several editions of the great novelsyas not himself an author of fictih:

In any case, a look at tipeiblishing of Li Yu and Wang Qi shows that perhaps what
made some publishing commer®ats profitabilityN is a better criterion for distinguishing
among publishers than the identity or edliion of the managers. Both of these men advertised
the works they published, and both earned enough to make a living from them. Li Yu was
distinctive because he had authored many of the works he published, whereas Wang Qi focused
on compiling, editing, @d commissioning new works from others. Like Li Yu, Wang Qi was
unashamed of profiting from sales, and in the prefatory material to the third installment of his
letter compilations, he happily informed his readers that profits from sales of the firsttwvo |
compilations had been sufficient to Oturn his tadpole studio into a unicorn paifiion.O

As educated men publishing for profit, both Li Yu and Wang Qi differ considerably from

men like Suzhou resident Deng HaliyE ~ (16171689) who was just a few yesali YuOs

junior. Deng actively participated in the transregional publishing world, lacked official status
under both the Ming and the Qing, and was, as Tobie Meyeg has characterized him,

Oemblematic of the pelsting fengliu[hP<@ (fashionable persofity).G** Yet when we

consider the details of how compilations were put together and paid for, Deng HanyiOs business

had a full career and had more lofty motivationédmer, "The Hianduzhai of Hangzhou and Suzhou: A
Study in Seventeertientury Publishing.”

21 Wen Gehong T U , Qingdai giangi tongsu xiaoshuo kanke kaolthi ® a8 U 6y) | ,
427.

22\Wang Qi y # , "Fenlei chidu xinyu ershisijual¥ 8% Y O t+X" "in Siku quanshu cunmu
congshu jibuTainan: Zhuangyan wenhua, 1997), 3:18.1ab, 3:1&Bed inWidmer, "The Huanduzhai
of Hanghou and Suzhou: A Study in Seventee@tntury Publishing," 89.

213 MeyerFong,Building Culture in Early Qing Yangzhpi02.
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of compiling differed markedly from Li YuOs and Wang QiOs. Deng Hanyi did produce Oprivate

editions under his own imprint,O but HRétrySurveyseries does not seem to have been
profitable, for by his own account, Deng had to solicit monetary contributions from officials in
order to publish all three of the collectiorf$!@hus, even while men like Deng Hanyi and Zhou
Lianggong account for ath of the quantitative surge in the early Qing of anthologies of
contemporary writing in the early Qing, it is Li YuOs and Wang QiOs more commercial practice
of simultaneously participating in, catering to, profiting from, and challenging the limits of
literati culture through their publication of successfuldmfit anthologies that provides us with
a better sense about what was commercially viable in the cultural context of the early Qing.

Li Yu wasinvolved with the distribution of his books beyorid hookshop as well, and
he relied on some combination of their sales and more direct support from patrons to support his
family. To this end, Li Yu explored a variety of marketing stratedres) advertising upcoming
books within the pages of earlier anéo carrying books on journeys to sell in other places, to
those in which he simply pleads with people not to take his livelihood away by producing their
own copies of his workWhile we will probably never know precisely how much of Li YuOs
income camdrom sales of his works, there is some evidence in the form of correspondence that
sheds some light on this issue.

A series of letters to two of his acquaintances during one of his visits to Beijing sheds
some light on the way that his book business egdnkhile he was on the road.

Beyond thehreeKunsharbrothers in the Hanlin Academlycan count orne hand the

brothers who arise in quick succession to serve the imperial court tvtistinguishing

between themYou two gentlemen, Yan Danyuan and Y&ulai, are among them.

When | entered the capital and heard of this good news, | could not but send a word to

mark the occasion. | respectfully composed a couplet for you to hang on your wall, but
I'm not sure if you will find it appropriate. Previoushhothered you witlvulgar

214 MeyerFong,Building Culture in Early Qing Yangzhpi06.
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mention of sellingpooks, and | want to let you knowathsince | will depart soon, | hope
you will take care of it soon,ub I'll say no more for now.
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Previously, | bothered you about the trifling matter of selling books, and | want to let you
know thatnow my departure datis now approachingnd I'm begging your kind reply.

Since luyers are fewl, wonder if you would be willing to requetgn or twentywolumes

for your personal use tmghtenmy load | will wait for your reply, leaving it at this for

now. You humble younger brother, Li Yu kdaaws to you.

As soon as | receive the list of books that | sent you so you could select those you would
like, I will send the books back with your servants. This way, you will be spared the
troude of writing a letter: all you need to do is select a trustworthy servant and send
along your card so that the servants can request the books on yourHtghkalfay, the

whole matter can be taken care of in just half a day. As for checking the digtribfit

each book, it's also easydeal with For each book | send, | decrease my burden by one
book; if | set off one day earlier, | don't have to worry about that day, all thanks to my
friends.Your servants will do all of the work themselves, so | hamewill send them

right away

My bags are already packed, and I'm heading back south very soon. There are still a lot of
my books leftover, and the road is difficult to travel, so | cannot bring them with me.
Please sell them to likeinded friends, or read them yourself, or give them to
people-anything. They are even cheaper than in the bookshop. | won't sell them by title
(bu), but rather by volumebén). | will only ask for five fen of silver (10€enper tael)

per volume, and one additional gian (i@n per tael) per case, if they have a case. Books
from the south are thickest compared to those sold in the bookshibese in Beijing],
one volume is worth at least two or three. Not only that, but the quality of the binding
materials and the workmanship are absolutely distinct. [Oyewt interested, [I'll bother
you] no more. If you are interestqulease send thest so | will be able to send them to

you, and [when the books are delivered] you can pay for them rightahdhwill not

have to delay my departure. With deepest gratitude, Yu.
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First, we see that Li Yu offers a couplet by way of congratulations to these brothtéuesfor
official success. In each letter, though, he mentions book sales. It is also worth noting that he
used an inventory list that would save him the trouble of writing the available selections in each
letter he sent. Since he did not have a shop inrigeipe would have had to rely on a courier
service to send out his books for him. The last letter is of particular interest for two reasons: first,
it appears that Li Yu was enlisting assistance in selling his books in Beijing from officials
(although hénad known these men before they passed the exam). It appears then that he traveled
to Beijing carrying books, but did want to carry them back with him. Second, this letter is of
more general interest for the information it provides about book prices abddk trade in
Beijing. It is also a first step toward understanding how much Li Yu could have made on the
sales of his books alone, and how much he depended on sponsorship from’fatrons.
preliminary conclusion is that these letters suggest that Li badBs sold for much less than
most of the other recorded prices for contemporary book sales. This implies that some books

were more affordable than previously thought, which might have meant greater access to books

in general in the early Qing.

Social Networks and Hypertext

15 From the collected letters of Yan Guangmginfi4+(1640-1686).Yan Guangin ... " é , Yanshi
chidu; F @& N1 vol 3, Congshu jicheng@ xVy (Shanghai: Shangwu yinshu guan, 1935), 3-364

16 Chum Shumd j , "Circulation and Price of Books at Bookstores in Ming Dyansty y i A
a21% " Guojiatushuguan guankesb, no. 1 (1996).
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The shift in Li YuOs publishing projects around 1660 from stories and plessatgs and

collaborative worksvasaccompanied by a sharp increase in the number of indigidua
associated with a given text (see AppendiX\hereas higarly plays and stories would feature
a preface writer and a commentator or two, his later works feature dozens of contributors who
represent a broad spectrum of cultural figures, from reclusive loyalist poets to educated women
to prominent Qing officialsAlthoughmany literatiat the timeused the medium of print to
preserve traces of the Ming or as an alternative space to the Qing, Li YuOs collaborative projects
focus squarely on the present. Rather than simply reflect existing networks, these a¢xts cre
spaces in which networks could be fashioned in the new dynasty, reflecting and creating
connections among a broad range of literate figures.

Noting thatthe gathering and publishing of Ohandwritten tracesO of the current age gained
exceptional currencduring this transitional perigdcholarshaveexploredsome of the
collections of contemporary writings that proliferated as pewpl&ed to rebuild their disrupted
lives.?*” These studies have shown that many early @amgpilations otontemporary wrihgs
had an agenda that could not be disentangled from loyalty to the Ming, suobsadicitation of
womenOs poetry in 1655, which exédifellow literatiOto scour old books aid courier
station walls and to send [im]hatever they could find*® Ellen Widmerhas demonstrated that

the literatuspublisher Wand@i professed loyalty to the Mingven ase includedccontributions

2" For excerpd from some of these anthologies, ¥é&®Zhengguang'y ~ and She Rufen@@ Z
Qingchu ren xuan Qingchu shi huikdo £>"-70) (Nanjing: Nanjing daxue chubanshe, 1998).
Cited inMeyerFong,Building Culture in Early Qing Yangzhp25, n. 28.

218 seeJudith T.Zeitlin, "Disappearing Verses: Writing on Walls and Anxieties of Loss in Late Imperial
China," inWriting and Materiality in Chinaed. Judith Zeitlin and Lydia Liu (Cambridge, Mass.: Harvard
University Asia Center, 2003), 9800.
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from Qing officials in his profitabléettercollections*® And Tobie MeyetFong has shown how

Deng HanyiOs thra®lumePoetry Sirveyaimed to forge newt@nsregional, and often
explicitly transdynastic, social and literary communitiesO thriasgbmpilation, bringing
together the writings of a diversangeof contributors?>° Among these, Li Yu stands out for the
experimental nage of his projects, his attempt to add instructional value to them, and his
incessant marketing of them. He used print to forge connections with some of the most
influential men of his time: even as these efforts led to sustained support from wealthy
individuals, they allowed Li Yu to maintain his independence and pursue his own creative
agenda.

Oftentimes such collections were the only OplaceO where men scattered across the
dynasty could actually encounter one another. Zhang Chao, in a letter in Ipsiovghed
compilation of his friends® writings, remarked that Oout of every ten of his friends, he is only

familiar with about half of their faces. The rest fall into the category of Ospiritual frien@hipO
"éb 6 Op»[gO-Xi #r!l"op»'hAF.,1 L  .G%LiYu, too, noted the necessity and utility of

spiritual communication facilitated by print in cases when-fadace encounters were not
possible:

Thosewith sufficiently eccentric tastdht. obsessed witkating scabsjnaypurchase
[my books]here and take them with them; this is no different from taking The Old
Fisherman [Li Yu] back with them. Spiritual friendship over gdistances depends
entirely on this. At premt, | can claim close friends throughout the fdehy limit
myself to those | meet fagde-face???

29Widmer, "The Huanduzhaif Hangzhou and Suzhou: A Study in Sevente&ehtury Publishing."
220 Meyer-Fong,Building Culture in Early Qing Yangzhpi05.

2L Fu Wang Zhecu(uC37€ RO inZhang Chaoj % , Chidu oucund % 11 (1780), 11.7.

“21iYu é1 ,XiangingoujiE -1& ,229.
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Li Yu conceived of higultural productss servingo transport him spiritually throughout the

empire, allowing him to commune with anefiend all those who encounteréegm.As he

expanded his output tadlude texts that collected the works of other writers, readers of his

works would enjoy spiritual communication with them as well, always with Li Yu playing host.
In 1660, Li Yu opened his first collaborative projekt-irst Levy of Letter§Chidu

chuzheg+aB !A/] ), with an explanation of his desire to publish contemporary letters that

gestured to a project of memorializing the Ming, or of forging a sense of shared contemporary
culture: Oln the thirty years since the soldiers laid waste [to the land], clasi@ipgns have

nearly all been cast aside, but what of the handwritten traces of virtuous men? Your servant has
sought far and wide, and after much delay, IOve come up with this compilation and Aalled it
First LevyG* Yet Li YuOs participation in this ers@r to collect Ohandwritten tracesO
consistently also emphasizes profit, practical use value, and networking.

Profit was a necessary outcome, although, it seems, never the sole aim of Li YuOs
collected volumes. He differed from all other contemporaryigh#rs in that he was outspoken
about his need to profit from sales even while only publishing his own works and his own new
projects rather than revisions or reissues of any older, reliable texts. Again, this particularity
made his involvement with pubhing a unigue hybrid of the role of men like Qing official and

patron of artists Zhou Lianggong, who sponsored their own publications and published whatever

“Z1iYu é1 ,LiYuquanjié , . x ,19.36.A Kangxi reprint that combines Li YuOs first collection
with a collection of Wang Qi@s=o is housed in the Peking Universitjbrary. On the collections of
letters €hidu) of the early Qing, seattinson, "The Market for Letter Collections in
SeventeentCentury China.'He discusses these manuals as catering to a range of social groups, and
argues that they functioned broadfyguidebooks to high society, but that they also served to record
memories of the culture of the fallen Ming dynasty.
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they wished to circulate, and men like Wang Qi, who published a steady stream of new editions

of dready famous titles in addition to their own creative projétts.

Li YuOs was the first of a number of collections of contemporary letters published in the
1660s and the several decades that followeglas prompted by his correct assessment of latent
demand for such collectionyet the evidence of later collections suggests that he may have been
successful in spite of himséf His editorial note at the beginning AfFirst Levyreveals that
the in determining demand for collections of letters, he fatosethe letterOs broad appeal
rather than the collectionOs ability to facilitate spiritual connections among contemploréries
he writes:

Since the dynastic change, not only have splendid new collections of poetry and
old-style prose come out in swession, but southern dragend unofficial histories

have also piled up on bookshelves and filled up carts. Yet there have been absolutely
new publications of letter§preading throughout the four directions are nothing but
hackneyed words. Out of ohendred people, no more than one or two will author

poetry, prose, southern drama, or unofficial histories fiéet the most estered Son
of Heaverdown to the lowliest commoner, not one can do without letters to

24 seeWidmer, "The Huanduzhai of Hangzhou and Suzhou: A Study in Severi@enthry
Publishing," 84.

225 pattinson, "The Market for Lett&ollections in Seventeentbentury China," 127According to

Pattinson, Li YuQ& First Levyof 1660 seems to have tapped into a latent market for informal letters in
early Qing China. During the next few decades, compilations of contemporary lettesuvksbed by

Wang Qi< =o (Modern Words|Fenlei Chidu xinyu[!®h ]+aB 5XZHA.671); Chen Mef 7B (Writings of

the Heart, Xiexin jit“/kfn 1680, 1696); Zhou Lianggory V- (A New Selection of Letters, Chidu
xinchao+aB 5Xa¥i1663, 1667, 1668); amk+a(Chidu lanyan+aB UQY, 1673). Some of ZhouOs criteria

for his selection of letters are made clear in a letter to his friend Zhang Yi. He writes: O[Before my trouble
started], at my leisure | had been devoting myself to selecting and editing letters sent by friends. . . . Now
that my mind is in such turmoil | cannot review these letters. | would like to ask you to browse through
this volume of twelve chapters. . . . One letter by Shigong [probably Kuncan] is marvelous. | have it
already printed. But | detest recent letters writtem\hygong [probably Fang Yizhi] because he likes to

talk in the Chan manner, which makes me feel quite nauseous. But the one you have transcribed is quite
elegant and vivid, which is unusual for him. Therefore | have included it. . . . Do you know if there a

any collected works by contemporary literati | can edi®u Lianggong$ V-¢ , Chidu xinchaota

B 5Xa¥{Beijing: Zhonghua shuju, 1985), 12, 14te@ and translated iKim, The Life of a Patron:
Zhou Lianggong (16:2672) and the Painters of Seventee@Gtmtuy Ching 145.
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communicate. No one can avoid writing éeft: they are thessential stufof
writing.G%°
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Li YuOs pitch for collections of contemporary letters hinges on his claim that the letter is the
most broadly Ouseful® geririee referace to Ohackneyed wordsO makes a pitch faettefor
better lettetwriting manuals: with such a manutie less educated could cut and paste sections
into their own compositions, improving thefi
Accordingly,Li Yu designed his collection to be utiéid as an instructional model. In the

textOs prefatory material, Li Yu includes tables of contentsn the first table, which he calls

the OList of Contents #fFirst Levy of LettersArranged by Type for ConvenienceéB !A/]
I®h g7*MYF- he includes a list of thirtthree general categories, including Ocelebration,O

Oconsolation,© Orequesting a loan,0 and Oliterature Ahdilees©categories serve to guide the

reader through the secotatle, titled the OList of Entries ¥ First Levy of LettersArranged by

261iYu é1 ,Chidu chuzheng shierjuadi % -0+t~ , vol.jibu153,X@ xx 66 (Beijing:
Beijing guji chubanshe, 1997), 503.

2T This period saw the publication of a number of collectionsuabenstories that seem to have been
written in hopes thatey would capitalize on the success of Feng Menglong and Ling MengchuOs
collections published in the late Ming. Sg¢anan,The Chinese Vernacular Story

*Seeli Yu €1 , Chidu chuzheng shierjuafi% -0+t~ |, jibu 153.The main categories listed in
this table @ contents are: Celebratidn\hh , Consolatiorl $©h , Presentation of Giftsd_yh ,
Feastingh3+\h , Paying Visits EYOh Meeting and Seeing Offv_©h, Making Plan$§CL=h, Tidings
g>$+h , Seasonal Greetingz6,h , Expressing Amitypmzdh, Expressing AdmiratiolJOPh,
Expressing Piae0Cg h , Expressing Encourageménitgh , Expressing a WisBC6Ah, Sincere
Advice Y7ZHh, Admonishind\T[;h , Expressing DisgusfAU,h , Poking Fur®eU[th , Expressing
Modest RestrainfA29h, Narrative Letter§ ~h , Exemption from a Request Nh , EntreatingéLE

h , Requesting a LaanC\'h , Detaining an Official}; h , Government Affairgl¢ 3h , Current
Eventsbé 3h , Literature and Arb/U...h, Leisuree:0mh, Marriage* )Eh , lllnesseEfEmh, and
Buddhism and Daoisras_0h .
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Type for Convenience€aB !A/]\®h g7<8EF- , which further divides the above categories into

subcategories, and under which he lists the author, title, volume, and page number to facilitate

quickreferencgSee Figure 1)

Figure 1. Page from the table of contents of Li Ya®sst Levy of Lettergeproduced in the
Siku jinhui congkan&f.S! 6 I);h#S!2 ,vol. 4fn’e | pt.153, 499704, 503

Li Yu also gives detailed instructions in the editorial noteualhow to use the two tables

to look up letters by categorgha lei zhi fareh 6<} ):

First, read yue the table of contents, and s&ar) to which categoryl¢i) belongs the
thing you want to look upcha). Next, look atyué the items and verify whichategory
and item you are looking up. Each letter you look up will only require a single turn of
the page and the letter will appear before your eyes. You do not have to bother with
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looking up a second page. Each section is separated bglzapled symbolosthat you

only read yue the section that deals with your topic, and you do not have to read what
precedes or comes after it. All of this is set up for those who are deficient in learning.
What use would erudite scholars have for looking up [topits]?

deYMYF—p»F31&7 6 3&P yh 6 O 4&:EeYSEF-Z5+B1&7+ 6 3&D7xh 7x8E 6 3 &;w
7+ i> Yatt~6 O/KMO "3ep» g&DF-18p» pA 1549J0 4SiiG<4_;]6= L F QOp» 3&D
I:]p»; eY7X;]l116/4F #— peY a@P; F.@b=¢+ O-YO 4R«(O#u_A.A# 6(“p»@=DD
a7« &
The system Li Yu has developed in this table of contents is a technological updpte\tukes
the partially literate with the option of zoomiigon the relevant parts of a letter without
reading(See Figure 2)As far as | know, it is also the first use of page numbers in a table of

content$l readers would not have previously had the experience of flipping to a page based on

an indication of a mmeric destinatioN previous works would have indicatpin# and

sequence onhLi Yu manipulates the letters to beconeéerence material for people who do not
appreciate them in the same way their original recipient would¥akedoing so, b uses

every term but Oreaddd [( ) to prescribe how one is to interadgth the text.

“21iYu é1 ,Chidu chuzheng shierjuafi% -0+t~ |, jibu 153, 503.

0 1n organizing his l¢er-writing manual in this way, Li Yu had a predecessor in theNiteg compiler

Shen Jiayirk0 PG who classified hig\ Sea of Letter@Han hai?A=) by topic, dividing it into sections

and subsections for the convenience of those who wish to consulttéte &t models. He did not go so

far as to divide letters into multiple sections like Li Yu would, but he did include the most common types
of letters near the beginning of the collection, leaving those that dealt with weightier matters to the end,
indicatng that the collection was arranged for ease of useP&eimson, "The Market for Letter

Collections in Seventeententury China," 133}. Pattinson also discusses the ways in which Wang QiOs
organization of letter collections evolved over time, citingt he took a lesson from Li YuOs organizing
principle, but adapted it in various ways so as to avoid alienating his better educated customers. He faults
Li Yu for catering too much to the leastucated by making his collection appear as more of a nefere
manual and less like the sort of reading a-deHcribed elite would read for pleasure.
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Figure 2. Excerpt from the editorial noteAdrirst Levy of Lettersvith OLO symbadReproduced
in Siku jinhui congkap&f.S! 6 1):h#S12 | vol. 4fn’e |, pt. 153, 499704, 503

Rather than convening with the handwritten traces ofrtikeded friemls, the person who
encounters his text is encouraged to OlokdF¢), Olook over@ieeY), and Olook up©h@a7e)
to make the desired information Oappear before his gg3R-16).3>' At the same timgthe

collection was intended to gisme of his readerssgnse of the literary exchanges that
comprised the symbolic life of Jiangnan cities after the fall of the MiegLi YuOs apology to

the erudite men who might be offendedhigtablesis dismissive, as if it weracluded only as

31 On these alternate ways of reading, especialty, seeMcLaren, "Constructing New Reading Publics
in Late Ming China."
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an afterthought, andhére seems to have been a price to pay for marketing so dicettily less

literate and more practical minde@dt perhaps Li YuOs ambiguous social status, and reputation
as an often crass author of plays and fiction made him less desirable than mereatioes

figures to serve as a node for the production of such collections at thantiamg. case, no

sequel is extant, despité YuOstated intention to compile and publish second, third, and fourth
collections of letters in his OCall for Submiss@msA First Levy anda publisherOs note on the
title page ofanother of his publicationgportedthat O[Li YuOsA First Levyhas been in

circulation for a long time now, arl Second Levig about to be completedDC+aB A/]W6 ¥

-8 ip» 4N15Z2(¥attol, .G

?21iYu é1 ,Chidu chuzheng shierjuafi % - o<1~ jibu 153, 503; Li Yué | , "Guijin chidu

daquanF O 6 % © , ," (1688).The statement is by Baogingge zhu2afitieK & b. SeeHuang Qianget

64, "Li Yu Gujin shllYe chudu chuzheng yijiayan shuéalo FORW 0 % - «A6 >

) " Wenxian2(1988); Pattinson, "The Market for Latt€ollections in Seventeentbentury China," 140.

Both of these scholars think the work was published, Huang because Li Yu indicates that he was in the
process of working on it, and Pattinson because there is a note at the beginmgtigrefOld and New

that assures the reader that no material included in the first or second collections has been included. See
LiYu €1 , "Gujin chidu daquarF O 6 % © , ," 1b.ObaiF¥OPattinson is right that this would be proof

that the collection was published and that there are no extant copies, but he assuretteth&ld and

Newis the work of Li Yu. In fact, the only extant versiofitiois text, that held at Peking University,

indicates that it is a Onewly carved edition of 1688,0 eight years after Li YuOs death. Also, the publisher
and author, Shen Zhengchs@; 5i |, calls himselfyinjia di )£+*.C, indicating that he is related to Li

YuOs swin-law and later manager of Mustard Seed Garden, Shen Xinyou. AccordiguolinhengOs
jiaoyoukao L=a0O« Shen Zhengchux0; 51 was Shen XinyouOs grandfati®ran Jinhengs - m , "Li

Yu jiaoyou kaoé |l c) "inLiYuquanjiél, (Hangzhou Zhejiang guji, 1992y is much

more likely that this person shared a name W|th Shen XinyouOs grandfather, but was a younger relation.
Another factor is that the preface is not dated: instead of a date are the characters OHangzhou yearO
(Xiling nianY'<”. ), which I have not beeable todecipher. The layout of theujin chidu daquaris

exactly the same as that of Li YuOs first letter collection. The preface is written in a similar font, and ends
at the same line on the same page, and is followed by two seals of equivalent slaeaaAsas pointed

out, something of Li YuOs bravado is missing from the pages ascribed to him, but the fact of this
advertisement foA Second Levieadsme to be inclined to accept the work as one of Li YuOs projects.



120
One extant version & First Levy likely pirated, appears to have been printed using the

original blocks or a very meticulously rendered c6pWotably,Li YuOs two useriendly

tables of contentsave been removed, a decision thatdoubt was intended to transform the
collection from a lettewriting manual into a form that would cater to thege found such
crutches distastefulwenty-four years after its first publicatioepme publishethought that Li
YuOsA First Levywould sell beswith his nameandWang QiOs, butithout the convenient

tables That many collections of letters were published during the remainder of the
seventeenttentury, while none was so udeendly as Li YuOs had been, is indicative of a
demand for ontemporary letters as reading material for educated men who had no need for a
letter writing manual, but sought spiritual connections with likeminded friends.

Li YuOsA First Levy of Lettersvas his attempt to reach the broadest possible audience
with his publishing project, even while it was also his first experiment with soliciting
manuscripts from people he had not met and bringing them together on paper. In addition to
predicting what kind of demand there would be for such texts, Li Yu consideredehmnght
use the project as a social networking tool to bring himself and his works into contact with more
people in more places. In other words, he was experimenting with using publishing as an
interactive social technologWhereas his early plays andréts would feature a preface writer
and a commentator or twinever more than three total collaboratptisis collection andater

works feature dozens of contributors who represent a broad spectrum of cultural figures, from

23 Only the date of Wu Weiye®© fi9 (16091672) preface has been changed, from 1660 to 1684 (four
years after Li YuOs death, and twelve years after Wu WeiyeOs death). This is a curious decision, for it
seems that the only reason one would want to Oupdatedeflaice would be to sell it as a recently
completed text. But if there was demand for the text, it seems that those potential buyers would know
either that the work had been in circulation for some time, or that the famous Wu Weiye had been dead
for morethan a decade. The edition isrilbuted to Wang Qk =o on the title page, but to Li Yu later on

the first page of the ninth volume.
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reclusive loyalist poets to adated women to prominent Qing officiatsseal carvers and

paintersLi Yu solicited materials for his compilatiofi®m hisextensive network of friengas
well asfrom influentialculturaland politicalfiguresthroughout the empire whom he had never
met

One of the immediate results of these publisiprgjectswas that Li Yu expanded his
reputation beyond that of an author of fiction and drama. In attaching his name to his vernacular
fiction in the first place, he had already departed from the atdriterati practice of publishing
such works anonymously, using the publication of fiction and plays to broadcast his name, and to
shape the venturesome persona that would come to mind when people Aeaha ihged, Li
Yu could increasingly rely othatname and reputatidhoutrageous, entertaining, and
sociaN to advertisecollaborative texts that offered readers access not just tiyttnen
well-known Li Yu, but also to many other contemporary individuals.

A reader ofA First Levywould be privy tathe personakttersof ninety-two of Li YuOs
contemporaries. Forty of the contributors were Li YuOs close friends, while a majority, the
remaining fifty-two, were people with whom he had no other recorded connection. About
threequarters of these held afficial position during the Ming, the Qing, or both, with an
approximately equal number of them passed the highest level of exam during the Ming dynasty
as during the Qing. Only eight in total seem to have identified as Ming loyalists. Most
contributorswere from the Jiangnan region, thowggime camérom placeghat Li Yu had not
yet visited, such aShaanxi, Hubei, Sichuan, and Guangglofheir ranks and political
persuasions, as well as the ratios of these, are almost identical for the group Li Yalrkaeky
and the one he did not. Most of them were from the Jiangnan region, though included among

them were men from Shaanxi, Hubei, Sichuan, and Guangdong, among other distant places that
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Li Yu would visit eventually, although at the time of publicatiba,had not yet had the chance.

It is this function of his first edited voluriYethe ability to attract submissions from likéinded
people throughout the empitethat Li Yu took away from the projett?
Around the timeA First Levy of Lettersvas published, LYu moved his family to
Nanjing, where he would live for the remainder of his productive years. In 1663, just three years
after the publication of his letter collection in Hangzhou, he published a large edited volume of

contemporary legal casés New Aidfor Administration\o<c5X6 ) out of his printshop in

Nanjing He requested that manuscripts be delivered to his printshop, Yisheng tang,

taking care to provide potential contributors with careful instructions on how to post them so
they would not be lostn anote soliciting manuscripts the beginning of the texti Yu wrote:

If you will favor me with your famed manuscripts from afar, | implore you to post them to
the Yisheng tang bookshop in Nanjing. If your manuscript is delivered to my humble
studio[Yisheng tang], it will certainly not be set aside. | only ask that you seal it securely
and affix your official seal to prevent loss, and request a stamped card of mine in reply, so
that you may check on its delivery status. Previously, when | entreatdldrgen in all

the land to convey their personal letters from afar, | did not receive some of your
esteemed manuscripts, some due to someone's misdirection; others to the courier's
unreliability, such that | have offended several esteemed personageapandable to

plead innocence. | wronged you before; | cannot but be cautious going féfward.

#ulg™ \,p» *Qoeayf OaOp'26 &0 alg_©ORUNOP»/m p<04™ 4 1g°+O©&¢a # N 6> "p»
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Like the lettersLi YuOscollectionsof court casesould cater to a double market: on the one

hand, they providiéstories of compatriotadjudicating throughout the empire, giving readers the

pleasure ointimate contact with a community. @me other handhe casesould also serve as

% Thestudyof Li YuOs social associatiofig¢you kao L_0604 in the 1992Complete Works of Li Yu
has been invaluable in identifying the contributors t@¢heollectionsShan Jinhengs - m, "Li Yu
jlaoyou kaoél c)

“51iYu é1 ,LiYuquanjié , , x ,16.78.



123
instructional materials for newly employed officials who would be faced with similar cases in

their dayto-daylives?3® The first of these actually containbllieprints oformsthat an official
could use when someone wanted to report a death. Li Yu describes the formadijat¢batext,
indicating that Othe model form to the left can be cut out and made ardt@idLike the letter
collection, the text is meticulously organized and 4#isendly, complete with tables that divide
the cases by category and subcategory. However, the cases themselves are not divided into
subsections since readers would have besimasd to be well educated and in need of
specialized knowledge and shared experience rather than remedial writing instruction. Perhaps
this is evidence of Li YuOs attempt to cater to a betiecated group of potential readers. That
he had moved on to detting court cases was also further evidence that Li Yu had abandoned
the brash projects of his earlier years: in his preface to Li YuOs collection of couZicases,
Lianggong wrote, OCritics say that LiwengOs profligate abuse of his talents ily hisitiags

has been replaced by a dignified and righteous mantter.O

2% These works includ& New Aid to AdministratioZizhi xinshtho<c5X6 ) andPreserving Life

(Qiusheng luéEDCb¥in 1663, followed byA New Aid to Administratigra Second Collectio¢zizhi
xinshulo<c5X6 4fn ) in 1667, all of which were actual contemporary cases solicited from his contacts
who held or had held official positions.

B7LiYu é1 ,"Xinzeng zizhi xinshu chuf NKcY -x " (1663), 13a.

> preface td.i Yu €1 , "Zizhixinshu erjik cY tx " (1667).Translated and cited idanan,The
Invention of Li Yu24.Although they were clearly close enough that Li Yu could solicit a prefaoe f
Zhou, the two men had different opinions abebtt kind of texts were worth pubhing. Pattinson has
cited Zhou in the OPrinciples for SelectionO to his letter colle@himiu xinchaoraB 5Xa%aying OThe
things one can write about are limitless; by categorizing them, all matters of the same type can be seen in
one section. Most collectins of letters are like this. However, they are just for hacks of little learning to
plunder whenever they so require . . . A poor writer would find it difficult [to cobble together the
borrowed bits], while a talented writer would hardly need to appectiwarts $0 3_A1Yp»SOJ—f<F%opE
I®e(lih p» "Kh#—I&p»/(/()*5% &1& «IN=¢+ 6>OC p» g U5/ 6Y #~ ... .5%2¢165Sf! "Zpx»-e

Ji#tp yDD1 EKp» pRe I=ae 6@b/? .O (Zhou Lianggong;hidu xinchaoOXuan li,0 3, trans. and cited in
Pattinson, "The Market for Letter Collections in Sevente€ghtury China," 143.
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Despite superficial similarities and the fact that some people contributed to both of these

collections, the pool of potential contributors for this latter collection was much more
limited\ to men who held, or had previously held, an official position. Between this and the
second collection of cases Li Yu published five years later, he collected cases from some 180
current and former officials. There is record of Li Yu having an ongoiagjaaship with only
forty-eight of these men, while 132 seem to have been associated with him only through their
submission of cases for this publication. The majority of them attaingthshedegree under
the Qing, with only about a dozen having pdssering the Ming. Of those, only three were
Ming officials who did not serve under the Qing. This collection, which opens with a number of
essays by Li Yudwho himself had never passed even the proviteiadl examination, nor
served as an officiakituates him at the center of a network of the men who wielded judicial
power in the early Qing.

The final collection for which Li Yu solicited manuscripts wagirst Collection of
Parallel Prose which he published in 1671. That collection contained coritoibsi by 147
individuals, many of whom also contributed to Risst Levy of LettersNinety-two of these
were people with no other relationship to Li Yu, while ldinge friends comprised the
remaining fifty-five. The majority of submissionthough not &, came from men who had held
an official position, though Ming loyalists are better represented here (about twenty), than in the
previous collections. Li Yu apologizes for not including selections from a wider range of people,
and expresses hope that finst volume will serve as an advertisement to invite submission by
mail from throughout the land for inclusion in the second collection. The guide in the prefatory
material lists the various works that are for sale at Li YuOs garden residence cumphooksho

Mustard Seed GardeR¢M*@&P includingA First Levy of LetterandA New Aid to
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Administration.This embedded advertisement indicates the ongoing availability, if not

popularity, of Li YuOs compilations. What is more, the fact that edited volumes are mentioned,
but not any of LiyuOs plays or fiction collections, seems to suggest that the edited works were
bringing in more buyers, unless the fiction and plays were already so well known that there was
no use in advertising them.

It seems to me that each of the collections woalklserved a few distinct functions.

First, for contributors, they provided a place on paper for people from all over the empire to take
part in a community that transcended their local place. Second, for readers, they presented
communities of people geatty on with life and recording it in print in the new dynasty, and could
imagine themselves a part of it, even as they benefited from the educational aspect of each
collected genre as a model. Third, for Li Yu and his close friends, they situated thetma(spe

Li Yu) at the center of empir@ide social networks, and broadened the scope of Li YuOs
reputation to include a much broader range of talent and interest.

Li Yu gestured at, and experimented with, producing texts that would cater to a broad
readerkip, but it seems that the lukewarm reception his letter collection received and the
excitement of soliciting manuscripts from and making connections with cultural figures from all
over the empire compelled him to focus on publishing for a better edupatgul of higher
social status. | want to suggest that the networks Li Yu developed through these publishing
projects allowed him to avoid the sort of labor in which another literati publisher would have had
to engage: reprinting older, reliable works foofjt.

During the 1660s and 1670s, Li Yu also published his own essays and collected works.
Like these collected works, and unlike his plays and fiction, these were collaborative efforts that

included comments from dozens of individuals. Féhiyee peo commented on hlsungu(Z~
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#(EL664), nineteen on hiianging ouji(e:0m +l 1671), eightyfour on his complete works,

Yijia yan("+"Y" 16721678), and fifteen on hidNaige ci(O,:6Z 1678).The greatest

differences between these collaborations and the edited volumes discussed abovethag first

all contributors are people Li Yu knew well, and second, that they include many who never held
office, many others who went into reclusion after the fall of the Ming, and still others who served
under the Qing and used their resources to suppdfi@is cultural production over the years,

and others remembered as painters and seal carvers who frequented Li Yu@kédsmmweorks

sold on Li YuOs reputation and wit alone, and by 1730, forty years after his death, all of them
were collated into hi¥ijiayan.

In soliciting letters, court cases, comments, and prefatory materials frorknegth
personages throughout China, Li Yu was also taking part in a print culture that allowed the print
medium to be Oappropriated by the social desire of early Qiradiliteposition themselves
favorably within an economy of cultural prestigé@i YuOsdited volumeserved two main
endsin the early Qing: firstwith them heconnected in printhe many individuals who were
working, writing, and getting on with lifim the early Qingwhile situating himselét the center
of empirewide socialnetworks.Second, iraddition to bringing together dozens of collaborators
for many of his later projects, Li Yu alsmrked to expand the market of potential readers and
buyersthrough a range of techniques that would make his works more accessible to a broader
audience.

In all, Li Yu produced edited collections of three distinct genres, drawing on two

overlapping groups for submissions (officials and former officials for dliet cases, and a more

%9 50n, "Publishing aa Coterie Enterprise: Zhang Chao and the Making of Printed Texts in Early Qing
China," 10061.
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politically diverse group for the other two). A core of close friends and frequent patrons were

featured in multiple projects, and these were supplemented by mailed submissions from across
the dynasty. Each of the collections proddeprinted place for contributors to join a community
that transcended locale, but each also had an instructional quality, and could be used as reference
material. Through these projects, Li Yu developed a reputation as a versatile cultural
entrepreneurrad cultivated a dynastyide support network of which he took advantage on
several long journeys later in his life. Li Yu lived off of the proceeds of his publications and the
support of connections he made through them, but he did not publish anythidigl that boast
his creative touch. As such, he was a hybrid figure who functioned between the-deelvho
could sponsor the publication of whatever they wished and the men who made a living
publishing a steady stream of reliable tifé&is constantlyinnovative publishingractice
participated in, catered to, profited from, and challenged the limits of literati culture.

In his preface tdNaige ciin 1678 two years before his death, Li Yu wrote:

The world of today isot the world of ten years agdor was the world of ten years ago

the world of twenty years ago. Jlike May flowers and crabs of nine autumns, today is

more beautiful than yesterday, and tomorrow is superior again to43day.

r5e 0 D0 p»g "é.10 0 %D06 p»"é. 10 0 ¥%D06 p»#pg 4"€.10 6 D6 p»)* £6° ORY p»
Is OWj p»rO6 65Dp»55+(uP, 6 rG< &

Though perhaps not intended so literalhge tivision of timehereapproximate the periods bLi
YuOs literary outpuliscussed above. In the world of Otwenty years ago,O Li Yu wrote plays and
fiction, shifting Oten years ago,O to edited collections, and finally turning OtodayO to his own

essays and other writings, liberally peppered with comments by the many friends he has made

20 seeWidmer, "The Huanduzhai of Hangzhou and Suzhou: A Study in Severi@enthry
Publishing," 84.

11iYu é1 ,"Naigeci .t ,"1la.



128
along the way. Li Yyplayed a key role in forming social networks dgrthe first decades of the

Qing, and he was able to do so because dfdnsitivity to market demand, Ribility, and

creativity. By analyzing the particulars of how he did this, we not only gain new insight onto the
social and cultural possibilities tie early Qing, but we also gain a context for understanding

the cultural work that Li YuOs fiction, plays, theatrical production, and garden design performed
during this period, with their intense focus on the many possibilities of the preseing the

latter portion of the almost twenty years he spent in Nanjing (c.-16574n addition to writing

and publishing, Li Yu began to experiment with a range ofliterary cultural activities

generally looked down upon by literati, including directing adliag theater troupe and

designing gardens on commission. It is to these practices that | now turn.
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CHAPTER THREE

Crafting Everyday Social Spaces

| once said to someone, OAIl my life IOve had two uniquetbkillshavenOt been
able to use myselfijor have other people been able to put them tl tisis is
truly a pity.O
He asked me, OWhich unique skills are those?0
| replied, OOne is the discernment of music; the other is designing gardens.O
0%¢,Z2 b6 pEDC. 6! Ly2(p»Q’ uP¥DPp»0O” b N UP¥DD 6p»;2#—0, &
b$+pELy2(MU ypl
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Li Yu, Xianqging oujj 167%*

The decade between 1667 and 1677 saw the rise and fall of Li YuO4$611-1680)

little household theater troupe of his concubines and his famed garden residertmakshop,

Jieziyuan (Mustard Seed Gardergs well as the publication #ianging ouji At this,

theheightof his career as a cultural entrepreneur, as his publishing projects evolved to comprise
virtual spaces for interregional networking, Li Yu fbetfirst time found himself with the
resources to manipulate everyday social spafféabe page as well. His work ihése spaces
combined his twin passions of theater direction and garden desidris words, his two
Ounique skills®®

In the early Qingthe social space of gardens and theatrical performance often overlapped.

A primary function of many gardens was to serve as a place for the staglagobyp private

*21iYu é1 ,XiangingoujiE -1& , 1567.

%3 Sieber, "Seeing the World through Xingging ouji (1671): Visuality, Performance, and Narratives of
Modernity," 15.Sieber mentions Li YuOs linking of these two skills in terms of his constant reference to
visual analogies, especially pairdgirantiques, garden design, and medicine. Hanan mentions the two as
also relating to the titles of two of his fiction collectiohkanan,The Invention of Li Y,ur8.
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troupes, and thadstageO was often little more théenaporaryrug placed on the grod in an

open spacé**In some gardens, like Li YuOs Mustard Seed Garden, a permanent stage was set up

primarily for theatrical performance. Still, the idea of a gargearf ) was plastic enough that

it could designate anything from ink on a page to d boa lake to, perhaps, any place in which
people gather to watch thedtiethe most common term for the theater world was Pear Garden

(liyuan ). Theater and gardens were two of the primary illusory spaces to which people,

especially Ming loyalists, woultetreat from present reality during the early Qing. Li YuOs
practice ran counter to that tendeNdye was concerned with the concrete physical, social, and
economic factors that allowed these social spaces to function and entertain. He sought to create
spaes that would augment the experience of the everyday. Li YuOs Mustard Seed Garden was a
place where he played host to some of the most illustrious cultural figures of his day; his troupe
not only provided entertainment for those guests, but it also meslgral aspect of the garden
portable. Performances outside the garden would invoke the physical environment of the garden
(often also the setting of the play), even in its absence.

In both theater production and garden design, Li Yu deviated fromidraadipractice.
His theater troupe, which performed in Mustard Seed Garden and for patrons and friends on Li
YuOs journeys, was a new hybrid form, neither exclusively private nor fully comrfi€rcidiis
garden design, Li Yu forged a new middle categ@atyveen garden proprietor and garden
designer, situating his practice squarely between tA¢the same time, his practice in these

areas proceeded in conversation with the ways he conceptualized them in writing. The concept of

244 5ophie Volpp has described the space occupied by the stage (usually a red carppdramidtp,O
with open boundaries. S&#orldly Stage: Theatricality in Seventeefitentury China71-2.

%5 Responding to earliexaggerations of the extent of Li YuOs involvement with his traveling troupe,
Patrick Hanan has argued that the troupe performed mostly for Li YuOs literary friends rather than patrons,
and that it was not a significant commercial endeavor Haean, Thelnvention of Li Yu8.
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a garden had long been bownmwith its textual and visual representation, and, read in light of

this tradition, Xianging oujiis also an experiment with a new kind of representation of the garden.
This chapter examines Li Yu@aftingof and writing abouthe social spaces of gams and
theatrical performances, considering them togetherpiorethe composite cultural work they

performed®*®

Gardens on Paper

Seventeentitentury accounts of imaginary gardens, written by literati who could not
afford or did not desire gardens b&tr own, serve as a usesiarting poinfor understanding
the cultural functionsf gardens irthe early QingA comparative reading of some of these texts
also provides a picture of the impact of the fall of the Ming on the production, consumption, and
imagination of gardens. Huang Zhouxing (1611-1680) opensne such text, th@Account
of Make-do Garder{Jiangjiu yuan ji ),0 with the lines, OFrom ancient times, gardens
have been passed down by men, and men have been passed down by Hartemss.Relinks
the garden to the literati practice of Oestablishing oneself with Wigads (  ),0 implying that
having oneOs name associated with the name of a famous garden would provide one with literary
immortality 2*®In a move similar to that by which Mu laid claim to his mountainpf Huang,

the passing on of oneOs name was a function the garden could perform regardless of whether it

had ever existed in physical form. His record of an imaginary garden, like the textual records that

26 \Wai-yee Li his suggested a link between gardens and illusion in the early Qing, especially those
gardens that exist only as illusion, like the imaginiangjiu yuan.SeelLi, "Introduction.”

4" Translated irEllen Widmer, "Huang Zbuxing's Imaginary Garden," ifrauma and Transcendence in
Early Qing Literature ed. Wilt Idema (Cambridge: Harvard University Press, 2006), 260.

248 5ee alsdoanna F. Handlin Smith, "Gardens in Ch'i Péh@a's Social World: Wealth and Values in
Late-Ming Chiangnan,'Journal of Asian Studiegsl, no. 1 (1992).
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grant real garderismmortality, offers detailed description of the things and people in his garden

that delight the OvisitorsOO eyes and ears. In creating this garden on paper, Huang exploits the fact
that most of the gardens his readers had experienced, they had enconnéxted! accounts
alone.

What purpose is served by the juxtaposition of a detailed description of a garden and the
admission that it exists only on paper? Huang describes his account of an imaginary garden as
seeking to create a utopian place th@limth of this world and outside 7By virtue of not
actually existing in the world, HuangOs imaginary garden offers a space even further removed
from the world than that of a physical garlems a retreat, then, it may be more effective than a
physical grden. Ellen Widmer has tied HuangOs account of this fictional garden to the
connection between Ming loyalism and fictionality in the early Qing. This is a convincing
reading of HuangOs account of the Madearden, especially considering that the only

sauthern dramachuanqi ) Huang wrote lent dramatic life to both the composition of the

fictional account of the Makdo Garderand the construction of its OrealO counterpart the

fantastic Mt. Kunlun. HuangOs garden can attain physical form only when it is twice removed

from the physical world, first into a play and then onto an otherworldly mountain within the play.
Wai-yee Li has suggested that both imaginary and real gardens were Oalternative spacesO

that Ming loyalists set up apart from the early Qing world, and that@ggirdens, as private

249 seeWidmer, "Huang Zhouxing's Imaginary Gardefiee alscStanislaus Fung, "Notes on the

Make-do Garden,'Utopian Studie®, no. 1 (1998)Fung has argued that HuangOs garden is not utopian,
becaus like Tao YuanmingOs Peach Blossom Spring, it is not entirely of another world, but rather both of
this world and of another world. | would argue however, that by resorting to the creation of a textual
garden, Huang does situate his garden in anothedweukther, Fung does not bring the representation of
the garden in HuangOs play into his analysis as Widmer does; with this omission, he fails to notice that
Huang there characterizes the garden built on Mt. Kunlun as theheaHQ garden, and the garden he

writes about in the record as the falga ( ) garden.
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aesthetic spaces, acquired new political meaningsO in the earf*Qinger analysisthe

recurrence of the phrase Ono plaee@i( ) in the writings of Ming loyalists Ocontending or

dispensing with historical moorings result[ed] in a new poetics of spaceO in the eafy Qing.
Central to this new poetics of space was the articulation in verse of the displacement these
leftover servars of the Ming felt in the new dynasty. Li cites the example of Qian QianyiOs

OLater Autumn Meditationslou giuxing YO to show that contemporary claims to Ohave a

placeO mark a place only to point to its Oimminent destructionO:

There is a placdlf], but only for hearing the roaring of waves,
With no sky fian], how can the flying frost be seef??

To take her reading further, the parallelism in QianOs couplet links @p@dere earth di)
belowN to heaver{tian), or the sky abee. Earth and sky, which represent a world intact, cannot
exist at the same time. The disappearance of the sky, and the light it provides, has blinded the
speaker, who can now only deduce its presence by the sound of crashing waves. All he has left is
a plce to stand, and perhaps more germane to this analysis, a place from which to write. It is
from such a place of defeat that many oféhdy Qinggardens on paper are born.

In the case of HuangOs garttenthe space of theater and gardewsrlappedMany of
these men saw both their involvement with and writing about theater and gardens as creating

spaces in which they might pursue a life apart from the politics of the early Qing worlge® ai

250 i "Introduction," 49.
211 i, "Introduction," 446. She considers HuangOs account alongside other contemporary writings about
utopia escapes, like Zhang DaiOs OBlésswtiof Langhuanlanghuanfudi C-*A17&3,0 not just other

writings about gardens.

22 i "Introduction," 46.Qian QianyiOs poem is the third in the twelfth series dfatar Autumn

MeditationsQHou Qiuxingd sequence Foubi ji 2=Jifn .
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Li has also drawn a connection between the illusionisnaafens and theater, pointing to

cultural figures such as Zhang Dai, Huang Zhouxing, Wu Weiye, Qi Biaojia, and Li Yu as
examples of men who pursued interests in both. What is more, actors who would perform the
workings of the vanished world onstage gave dMyalists another outlet for voicing their

sense of being owdf-place?*

At the same time, another account of an imaginary garden, Liu ShilongOs
OAccount of a Garden That Does Not Exgtiyouyuan ji ),0 was written in the late

Ming, and sacannot be understood as loyalist in persuasion. Liu discusses the benefits of

constructing a Ogarden on pagéi éhang yuan ),0 glorifying the space of the page as

better equipped than a plot of land to contain a garden:
The scene is borof feeling; he appearance is suspended under my brush. It does not
waste money, nor does it require labor, and yet one can enjoy it to the fullest. This is why
it is the most suitable for poor people. Moreover, while the space allotted to the
construction of a real gaen is limited, there are limitless possibilities for the
construction of an imaginary gardémerein is the excellence of my gardeh.

6 DCOm Op»\ 0TIVa.=p» p \Ep» W'['Cp»O” SDB! |[p»&¢t6™ g 6h1\O0-G< al]+FIA
IA.E[f6xegp»V 7,1AN{7,5"] p»; #ee& 61& P, &

A garden produced and consumed on the page, Liu argues, does not waste wealth or labor
resources, and the imaginary space for its construction is limitless. Liu is displaced not by a

sense of nibbelonging to the ruling dynasty, but by the economic reality of his lack of means to

3 \Wai-yee Li cites Li ®engguan@$6DC fpoem Guan juO: Worthy of envy are those singing and

dancing in the Pear Garden,/Imposing gowns and da@shiarm and refinement of old@&ng Zhicheng

y A <, Qingshi jishi chubiartMA 7 0 W - (Beijing: Zhonghua shuju, 1965), 1: 16lhis attetion to

actors, like that of Li Shengguang here, and Zhang Dai and others elsewhere, is related to the tendency in
the late Ming and early Qing to write anecdotes about artisans and entertainers like the garden designers
and storytellers | discuss below.

»*\Wei Yong 5 N, Bing xue xie: wan Ming baijia xiaopi®» 74 : 6 (1A~ (Shanghai:
Zhongyang shuju, 1935), 131
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construct a grand garden. He argues for the superiority of his creation of the most frugal and

refined of gardens.

LiuOs account introduces the factors involved inetkteal creation of fictional gardens
before writers had recourse to the trope of fall of the Ming. It is instructive to consider what
about gardens survived the transition as a context for early Qing loyalist representations of
gardens and Li YuOs ownrden production. Bound up with the above records of imaginary
gardens is the assumption that some of the key cultural functions of démEmely
preservation of oneOs name as a vehicle for establishing oneOs name through writing, a place to
retreat from e world, and even a place to gather with likeminded frigras be accomplished
without the physical production (materials, labor, costs involved) and acquisition of real estate (a
plot of land) that the construction of a real garden requires. Both dsaoark as the most
salient features of a garden those that can be rendered on the page or accomplished through the
circulation of text. As Liu Shilong suggests in his record, his garden is as real to his

contemporaries as the famous historical gardernysgrase though they have never visited them.

Theater In the Garden

Grand Prospect Gardebgdguanyuan ), the setting for the most memorable
exchanges among the young protagonists imgtbat eighteenthentury novelThe Story of the
Stone(Hongloumeng ), provides aletailed fictional example of the inextricability of
garden and theater space in @iag, even as it draws on a long tradition of writing about
gardens that exceeds the limitations of the physical plasarvey of the actors and
decisionmaking processes involved alsliucidates the multiple roles that Li Yu took on through

his culturd activity. In the novel, when the Jia family hears that the daughter who had been

made an imperial consort will return to vighey enlist a garden designer to draw up a blueprint
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for a new garden. The opulent Jia clan has plenty of capital at its command, but no one in the

family is depited as having any ability or desire for creative control over the garden. Rather, this
specialist is put in charge of Othe conception as a whole as well as the designs for the gardenOs
execution.&°

Who was this specialisi@ the text, he is designated @old gentleman, styled

shanziy& mountain marfLao Minggong hao OshanziyeO ),0 atitle that is rather
difficult to unpack. OMountain marshanren ),0 which it first invokes, was, as | have

discussed in Chapter One, a loaded term in this period. Its original meaning was Orecluse,O but
by the late Ming it had connotation§vulgarity and sycophancy, even while it could refer to
any educated man who made a living outside officialdom. He seems to have no first or last name:

a comment on this line in the Zhiyanz®#H né commentary reads, OWhat a clever style,
naming him aftehis work.)AV fP 3/2#u .3° Yet this nameless individual is credited with

nothing less than masterminding every nook and cranny of the garden setting at the center of this
work. The author clearly differentiates the fictional designerOs artistic talent fronavige he
lifting associated with mere workers. (As we will see, Li Yu frames his work as a garden
designer in similar terms.) Yet as soon as the garden is complete, the worlsbatirig/eseems
to fade from memory, as others impart their own masterful teushehe garden.
The issue of populating the garden with actors is raised almost immediately. As the

family negotiates the purchase of actresses in Suzhou, it becomes clear that this is another area

5 Cao Xueqint « , Honglou mengt ” @ , 1 vols. (Beijing: Renmin wenxue chubanshe, 2002),
1.272(Hereafter HLM);Cao Xueqin and Gao Hhe Story of the Stonwans. David Hawkes and John
Minford, 5 vols. (Harmondsworth: Penguin, 19¥386), 1.319(Hereafter SS). David Hawkes calls this
figure OHorticultural Hu.O

26 Cao Xueqint « , Zhiyanzhai chongping Shitoufi$6 M ...« A&  (Shanghai: Shanghai guii,
1980).
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with which none of them possess specialized knowledg®iding informs his uncle, Jia Lian,
of the plan:
OUncle Zhen has given me the job of going to Suzhou to engage music and drama
teachers and to buy girl players and instruments and costumes so that we can have our
own theatricals for the visitation. I'm take Lai Sheng's two sons with me, and two of

Greatuncle Zheng's gentlemen, Dan Piregp and Bu G[ekiu, are coming as well.
Uncle said | ought to have a word with you about it before Ftfo.0

The purchase of twelve singing girls is presented as an indispensible component of a garden built
on as grand a scale as the Grand Prospect Garden. The two Oliterary geqiterken (

Xianggong YO Jia Qiang is going to take with him carubderstood less poetically as

cultural advisers to or hangeos of wealthy families, a role closely associated with Li Yu,
especially as he embarked on multiple patronage journeys during thedaded of his life. Li

Yu simultaneously specialized in practices generally associated with three different types of
cultural figure: garden designer, literary gentleman, and garden proprietor.

This account irStoneis also instructive for the way it dived up creative credit for the
production of a garden. Even after s$t@nziyehas finished overseeing the physical construction,
the garden remains incomplBit¢he young protagonist Jia Baoyu has yet to accompany his
father and the literary gentlemen oroartof the garden to decide on names and verses to mark
each view (@Il those prospects and pavilioreven the rocks and trees and flowers will seem
somehow incomplete without that touch of poetry which only the written word can lend a

scene.(F®When theémperial consort arrives, she is given a walking tour of the garden and the

ZTHLM, 1.269; SS, 1.316.

**HLM, 1.278; SS, 1.324825. Craig Clunas has also referred to this passage in his argument for the
dependency of the existence of Othe gardenO on the naming and versifying of features within it. Clunas,
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option of revising BaoyuOs verses.

These tourl first BaoyuOs with his father and company and then the guest of
honor(¥ are spatial trajectories that allow participants to expeei¢hne garden as an itinerary.
The tours, and the texts they engender, endow the place with the cultural authority of something
knowable and habitable as Oa gardetR@aders, like the characters, need places to be named
before we can recognize them; thalpw us to imagine together how we might move from here
to overthere. These and poems, inscriptions, records, and pictures that remain of nonfictional
Ming/Qing gardens situate particular gardens within textual and pictorial traditions to make them
legibleN not by providing a map, but by situating the reader or viewer in the place of a3/itor.

If the marking with text completes the production of the garden as a recognizable,
nameable, and habitable luxury experience, theatrical performance for a guasbomarks the

beginning of its everyday consumptittiNo sooner does the imperial consort finish the task of

however, concludes his reading éieieeming the garden complete as soon as it is inscribe@l\8ess,
Fruitful Sights: Garden Culture in Ming Dynasty Chjri87.

%9 Clunas has suggested that Othe gardenO came into being only through discourse on it, pointing to a
moment sometime in theé620s or 1630s when writing about Othe gardenO became possible for the first
time. Clunas Fruitful Sights: Garden Culture in Ming Dynasty Chjrig87.

260 Clunas, inFruitful Sites,has used CerteauOs categories of space and placghizdPnactice of

Everydy Lifeto analyze the various ways of depicting and recording Ming gardens, but his study stops at
the portrayal of tours like this one through gardémsis study of some ORecordsO of gardens, Clunas
focuses on the spatializing practices of site visitgardens. He contrasts the tdike itinerary (emphasis

on walking) with the magtike sitings of individual features (emphasis on seeing), showing that although
many of the latter give the impression of topographical precision, in fact this is alevestthe case.

These spatializing practices may not actually be revealing of consumption practices. Clunas
acknowledges that landowners were both the writers of these records, and the painters, but he does not
bring into his analysis the fact that sométafse men also designed their own gardens, or at least had a
hand in the design. In this sense, they are both producers and consumers of the physical structures that
make up the garden in addition to the textual and pictorial descriptions of it. Gardensowdoubt made
famous through representation, but before that could happen, they had to be designed and built.

%1 5ee CerteauOs definitionsphice as occurring®the effect produced by the operations that orient it,
situate it, temporalize it, and mak function in a polyvalent unity of conflictual programs or contractual
proximities.Michel de CerteauThe Practice of Everyday Liferans. Steven Rendall (Berkeley:
University of California Press, 1984), 117.
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composing poems than she is asked to select the scenes that will be performed to entertain her:

All this time, Jia Qiang and his troupe of githyers had been waiting impatiently below
for an order to begin their performance. Just as they were reaching a peak of impatience,
a eunuch came running down to them.

"They've finished writing poems," he said, "Quick, give me a playbill!"

Jia Qiang hrriedly handed him a list of the pieces they had rehearsed, together
with a brochure containing the stage names of each of the twelve players and some notes
on the parts which each of them played. Four pieces were chosefari$hitertains”
from The Hamful of Snow"The Double Seventh" fromhe Palace of Eternal Youth
"The Meeting of the Immortals" frofhhe Handan Roadand [Du] Liniang's death scene
from The Return of the So[Peony Pavilioh Jia Qiang supervised the preparations and
soon the rocilsplitting little voices and spellbinding movements of the actresses had
taken over, and the stage was full of passfohs.

"K58\pU<-bgA"é 4 3) 1Up»&D9» 3; JAF, HO,A p»#'Y3 "(OF<hf .ZRpE > +4 .Z p»
[“281UF— .p° ?
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The impatience with which the little players wait for their turn to perform enlivens theivarrat
description of the garden with a sense of kinesis. The performance that follows lends
reverberating sounds and captivating movement to the garden, the sensorial experience of which
exceeds what can be recorded in text. In this excess lies a secarfcspatial practice of the

gardem the performance marks the passage of time by allowing the audience to be transported
into and through a virtual reality. This operation presents new possibilities for the experience of
space in timBl whereas before, thesifor could lose himself meandering in the space of the
garden, he can now lose himself in the tispace created by the theatricals. While comments

about these events can be recorded, the events themselves, specifically their sounds and
movements, can onbe recalled. Both the tour and the theatrical performance are fundamental

spatial practices that are enacted on the place of the garden, with its ponds and rockery, plants

2295 1.371; HLM 1.314.
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and trees, buildings and paths, moon overhead and crepuscular glow of&ffe sky.

This detailed fictional account of the production of garden space in the Qing draws
inspiration not only from seventeentkntury writings on particular gardens, but also on a
discourse of garden design and a practice of granting fame, and even honptayfubfiterati
status, to talented garden designers. Precisely whicMiatgor earlyQing garden designer
inspired the character of théhanziyéhas played a role in debates over the very authorship of
Stone’®* but evidence is scanty at best, anig itot my intention to suggest a particular
prototype for this figure. Insteadwiill explore the writings about garden designers in the late
Ming to shed light on the range of views on their status and craft. Most records and poems on
gardens in the lateling and early Qing were written either by the proprietor or a guest without
reference to the production or the laborers invof?8d. focus on writing about the production

of gardens, rather than records of them written by their proprietors or visigrafier their

%63 seeCerteauThe Practice of Everyday Lifd17.For Certeau, Oa place (lieu) is the order (of whatever
kind) in accord with which elements are distributed in relationships of coexistence. It thus excludes the
possibility of two things being in the same location (plathk law of the OproperO rules in the place: the
elements taken into consideration are beside one another, each situated in its own proper and distinct
location, a location it defines.O In this sense, the site of a garden, and the physical structaresaon it
Oplace.O The two practices of writing records and of viewing theater both amount to spatial practices on
this place, then, in the following sense: OA space exists when one takes into consideration vectors of
direction, velocities, and time variable . . It is in a sense actuated by the ensemble of movements within
it. . .. Space is a practiced place.O CerteauOs work relates even more directly to the question of theatrical
performance when we consider the emphasis he places on the utt@apee:is like the word when it is
spoken, that is, when it is caught in the ambiguity of an actualization, transformed into a term dependent
upon many different conventions, situated as the act of a present (or of a time), and modified by the
transformationsaused by successive contextSgdteauThe Practice of Everyday Lifé17.

4Ty More ! U E , Tu More Honglou gushi xinkahU E (©  #Z#74## (Beijing: Zhongguo haiguan,
2006).

5 1n ClunasOs analysisaftries in a Changzhou county gazetteer published in 1571%88 he notes

that Owhat is deemed worthy of record . . . are principally the distinguished literary and artistic figures
who have celebrated the gardens, rather than the gardensO intrinsic féauited.Sights: Garden

Culture in Ming Dynasty Chim 69.
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completion, sheds light on an understudied aspect of garden culture in seveceatntp

China.

The episode is also relevant to the current study for its detailed presentation of the sorts
of expertise that went into garden constructind the establishing of a theater troupe, and of the
owning of a troupe of girls and the viewing of performances as a primary everyday use of the
garden. More importantly, perhaps, it shows us how a garden should be experienced on a daily
basis, and its pta in the cultural imaginary. The story of Grand Prospect Gardenaifrew
tradition of writing aboutardensl both imaginary and reldithat dated back to at least the late
Ming. As suchit is also useful for consideringhich qualities of the garden, aswas conceived
of from the late Ming through the Qing, required land, labor, and capital, and which could be
transmitted in text alonét the same time, some of the design elements in Grand Prospect
Garden resonate with novel concepts first proposed ¥ulXianging oujj so it seems that Li

Yu must have played a central role in the conception of this fictional talent as well.

Mastering a Garden

As we have seen in the fictional accounSione the design of the garden is relegated to
ashanziyeandthe owners and residents of the garden experience it as a mysterious series of
delights that confound their sense of direction. Li Yu designed his own gardens, designed
gardens on commission for others, and included detailed and practical instructisns in h
Xianging oujion the art of economical garden desigis writing about gardens and theatrical
performance proceeded in collaboration with his practice of engaging with the physical
structures and human bodies that for him were central to their composit the same time,

throughout his textual accounts of his experiments with the material world, he shows fastidious
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concern with text as a portable medium for commodified knowledge about gardens and directing.
In Xianging oujj Li Yu describes his praice of garden design:
One of my talents is designing gardens. | arrange them in a manner suitable to the lay of
the land §li], not limiting myself to preconceived ideas. | have each and every rafter
brought out for me to cut personally. In this way, IsmEthose who pass through this
place fi], those who enter its buildings to have an experience akin to reading the books

of Liweng of the LakBl although they may lack great erudition, they are in fact rather
unconventionaf®®

The concept of placeli), the canvas on which Li Yu will deploy his skills, marks Li YuOs
practice as removed from the discourse of displacement of Ming loyalists. Els@wkerases

the compond zhizaoO _E which connotes arranging and building, to indicate garden design,
but here he useshuangzad _E, a term that places more emphasis on the creative aspect. Both

compounds contain the charactag which Waiyee Li has linked in the context iv$ reference

to garden design to the Creatpa¢hua E"%. She has suggested that during the late Ming and
early Qing, designing gardenmapyuan E&9 was an activity that men engaged in to emulate the

Creator in a place of their ovifi’ This observation ringparticularly true for Li Yu, whose
fiction and essays constantly reference the ingenuity of the Creator with toRgjueek meant

to point back to Li YuOs ingenuity as author of the*féxt.

51 iYu é1 ,XiangingoujiE -1& , 1567.

%7\Wai-yee Li, "Gardens and lllusions from Ming to Qing" (paper presented at the Artful Retreat: Garden
Culture of the Qing Dyansty, Peabody Essex Museum, Nov. 13 2010).

268 SeeChapter OneTo give one example: following a seence of improbable reunions in his short story
ONativity Room$hengwo 1oiDC119% 0 Li Yu has the narrator explain, OWho would ever have expected

the CreatorOs ingenuity to be a hundred times greater than manOs? ItOs as if he had deliberately combined
thes events so that they could be turned into a play orfStanjting the two couples and then separating

them, separating them and then uniting them, at a prodigious cost in mental effort! This plot rates as

novel and ingenious to an extraordinary degréeNu é 1 , A Tower for Summer Hea?45.Here, Li
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Already in the late Ming, men like the fictiongthanziyen TheStory of the Stoneere

hiring out their services as overseers of garden construction. Of these, Zhu Sansondlate
Ming) was a soughkafter bamboo carver and painter, while Ji Cheng (1582c. 1642) began

as a painter and later wrote the first guide to the art of garden desggraft of Gardens

(Yuanye , between 1631 and 1634). Zhang Nanyuan (1587%1671) also came to

garden design by way of painting, which he studied with the most famous artist of the day, Dong

Qichang . Zhangwas memorialized in several biographies written by influential figures
of the MingQing transitional period, including Hog Zongxi (16161695)and Wu
Weiye#U 9 (16091671)%%°

Writings on these men establish a particular discourse on the art and practice of garden
design, notable both for the way it links garden design to painting, and for the way it portrays the
men whoworked as garden designers as naturally talented and quick to laugh, but also as
OdifferentO from the writ&$or example, Zhang is described as being d&ikned, short, and
plump. Huang ZongxiOs biography of Zhang Nanyuan credits him with beingtthetiftsof
garden design. Huang describes garden design asdinneasional landscape painting, and
analogizes its development to the evolution of tt@eensional sculpture from twdimensional

portraiture?’°In the preface td@he Craft of Gardensli Cheng claims a similar background in

Yu inverts the relationship between the Creator and the Allttrat is, he credits to the Creator the plot
that he has creatBldand in doing so, fashions himself facetiously as a mere recorder of lived events.

%9 SeeXie Guozhen” ¢ m , "Dieshi mingjia Zhang Nanyuan fuzishiis DA jg «W”
Guoli Beiping tushuguan guank&nno. 6 (1931).

2" Xie Guozhen” c m , "Dieshi mingjia Zhang Nanyuan fuzishiis D Ajg «W” " 14.The
gardens Zhang was most famous for desigimotude Hengyun shanzhuands, S2 for Li Fengshen
-+ 4360 _EDU, Yuyuan\ & for Yu Dafu#k4cV (I/Q , Lejiao yua®2'r&° for Wang Shimin(O-a+!
#'C358é4+ Fushui shanzhuargj;U, S2 for Qian QianyilV'«+A6 bEZAFt and Zhu tinglj U for Wu
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painting to ZhangOsA©a young man | was known as a painter. | was by nature interested in

seeking out the unusud’€By tracing the origins of garden design back to painting, Huang
must be trying to raise the statdgyarden design from that of a craft produced by an artisan to
that of a work of art created by a painter. Both Zhang Nanyuan and Ji Cheng are depicted as
being naturally suited to the art: separately, they happen to come uposuacessful attempt at
piling up rockery and burst into laughter at the shoddy réSufheir laughter lends spontaneity
and playfulness to the figure of the garden designer, while also presenting him as able to discern
better than others how such Olandscape sculpturesO sheald app

Writing on garden designers seems to have been invested in the search for autbenticity

charactefzhen ), undertaken in the late Ming by literati influenced by the writings of the
radical thinker Li Zhi (1527-1602)*"*Wu Weiye and Huang Zongxi were at the forefront

of a trend of literati writing anecdotal biographies of figures like the famed storytiller

Jingting 2™ All of these accounts link garden design to painting and garden designers to
the romantic, ofengliu , disposition associated with |altéing literati, and their substance,

tone, and teleology are at least as indebted to that discasite the practice and personality of

Changshi#-+5/" "v#(05'5& .:f§, S2 for Li Fengshene'« 4366 _EDU, Yu yuan\ &° for Yu Dafu
#kacV (I/Q, Lejiao yuar92'r&° for Wang ShimigO-a+#'C35é4= Fushui shanzhuargj;U, S2 for
Qian QianyilV ++A6 bEZAFt and Zhu tingl; U for Wu Changshi#-"+5/" "v#U5 5é

" Translated inJi Cheng4 V , Craft of Gardenstrans. Alison Hardie (New Haven: Yale University
Press, 1988),8

"2 je Guozhen” ¢ m , "Dieshi mingjia Zhang Nanyuan fuzishiisDAjg «W” " 14; Ji
Cheng 4y , Craft of Gardens

2’3 7zuo Dongling d 3 & , Li Zhi yu wan Ming wenxue sixiang0 28 ( O L7 (Tianjin shi: Tianjin
renmin, 1997), 16®.

2" 7zhang DaiOs essay on Liu is flated inDavid Pollard The Chinese EssagNew York: Columbia
University Press, 2000), 890. Liu was also immortalized in the seventeeaémtury play, Peach
Blossom FanTaohua sharréRY 1) by Kong Shangreri+A £.
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the individuals in questiolhere was a great deal of symbolic capital due to the astute observer

of craftsmen like these.
Ji ChengOBhe Craft of Gardenprovides another set of perspectives: in addition to a

preface by the infamous lat®ling politician, Ruan Dacheng (15871646), there is a

self-portrayal by Ji Chen@gn otherwise unknown man who had studied painting and become a
garden designer. Joseph McDermott has suggested that Ruan considered Ji Cheng to be a
member of the privileged literati in the relativéliyid social networks of the late Ming, citing

RuanOs habit of callidgCheng a Odivine workenengong O and a Owise artisarejiang
.OMcDermott also points to Ji ChengOs espousing of literati values, such as disdain for the

ignorant rich, as a ameuver to gain acceptance by his literati readeferhapse knew literati
discoursavell enough to portray himself and his craft in a way that would appeal to potential
patrons.Yet even as he aligns himself with some of the tastes of his veeuytdtons, Ji Cheng
also works to create space and appreciation for the practice of his craft, not least in his
descriptions of the primary importance of the role of the master designer. He writes:

Generally, in construction, responsibility is given to a Om@dgted who assembles a

team of craftsmen; for is there not a proverb that though-terghs of the work is the
workmenOs, sewtenths is the masterOs? By OmasterO here | do not mean the owner of
the property, but the man who is master of his craf. Skill of Lu Ban or the fine

artistry of Lu Yun in ancient times should not lead us to think that they actually wielded
the axe or adze themselves. If an ordinary workman merely carves skillfully or sets up the
framework of a building competently, withllprs and crossbeams, so that it is firm and
immovable, it is quite correct to call him by the expression Oa mere mechanic.O In fact,
the master in charge of constructing a garden residence should really account for
nine-tenths of the work, and the workmika employs for only ontenth. Why is this?

Skill in landscape design is shown in the ability to OfollowO and Oborrow fromO the
existing scenery and lie of the land, and artistry is shown in the feeling of suitability

25 Joseph McDermott, "Review," review ©heCraft of Gardendy Ji Cheng, trans. Alison Hardie,
Garden Historyl8, no. 1 (1990), 72, 74.
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Prior to the publication of this text, the designer would have been considered superior to, but of a
kind with, the rest of the workmen, but Ji Cheng insists on a distinction between his own art and

professiofl a master of garden desigth¢ )N and thre manual labor of ordinary workmen

(iang ). With this word play, héisplaces the actual owner and declares the designer the true
master of the garde@By OmasterO | do not mean the owner of the prapergn( ), but

the man who is a master of higft (nengzhu zhiren YO demotes the owner, who is

OmasterO in name only, and declares the designer who actually orchestrates the process the only
legitimate master of the gardéfhe actual owner has only to select the right maSt€he owner
must ottain the skills of the right person, and not throw his money a#/d@¥recording and
commodifying his expertise, Ji Cheng presents a convincing case for the artistic value of his craft
and for his rightful designation as master of the gardens of hisndesig

Li Yu was also a selprofessed expert in garden design, but apart from that, he differed

from these Ming garden designers in every relevant way: he did not paint, and he was not an

28 Ji Cheng4 y , Craft of Gardens39; Ji Chengd V , Yuan ye tushuoc iU  (Jinan: Shandong
huabao, 2003), 33.

27 Ji Cheng4 y , Craft of Gardens39; Ji Cheng4 V , Yuanye tushuo ciU , 33.
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artisan. Rather, he was a professional writer and publisher alresciyneed in literati circles?

At the same timeno small part oKianging oujiis devoted to his expertise on garddnsyu

was no armchair devotee; he boasted practical, if viaghed, skills in garden design. How did
he practice this expertise angbresent it in his writings? How can we understand his role in this
area of cultural production in the early Qing2ianqing ouiji Li Yu is careful to distinguish
himself from garden designers like Zhang and Ji, whom he calls Ofamous mountain builders

(dieshan mingshou ).OHe does sy means o reversal of the terms through which

the talent of the garden designers is constructed in ZhangOs biographies. He argues that
respectable scholars can dash off thousands of landscape paintings in an utstaait they are
not suited to recreate them in thhgienensional, miniature form. For Li Yu, painting does not
evolve into landscape design, but remains a separate and more refined undertaking. (He likens
asking a literatus to design a garden to askibigna man for directions). Rather, he reasons,
literati require a medium between themselves and the-thmeensional space of the garden. The
famous mountain builders, @re of whom have been people who can write poetry or,GgHht
serve this function foki Yu. He then analogizes garden design to planchette writing: just as
illiterate planchette writers cannot fake spirit words, so garden designers not versed in literati
culture cannot interfere with the process of garden creation.

Through this series @fssociations, Li Yu reasons that the resultjagden will invariably
reflectthe character of the owner rather than the talent of the designer (the opposite of Ji ChengOs
position):

The principle of commanding those who are skilled at it to pile up miosraad arrange

"8 0n Li YuOs admission that he cannot paint, see his prefa¢anp Gai R? , Jieziyuan huazhua®

« |

91iYu é1 ,XiangingoujiE -1& , 1956.
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rocks rather than havingenrenand distinguished gentlemen do so is the same [as
having illiterate people serve as planchette writers]. The technigue of the Creatoung
and the spirits is such that there is still a distinction betweepxquisite and elegant and
the vulgar and inferior: the Creator takes the owner's discrimination as directive. If the
owner is refined and delights in exquisite workmanship, then the garden will be
exceedingly exquisite and elegant. If the owner igauand tolerates inferior
workmanship, then it will turn out vulgar and inferior. It is also the sublime work of the
Creator and the spirits which, though men expend tens of thousands of taels of silver,
prevents their mountains from becoming mountairgsthair rocks from becoming rocks:
these depict the inner spirit and likeness of a person's character. In the proper placement
of a single flower and a single rock, the spirit of the owner can already be seen, what
need is there to inspect his speech drmskove his appearance before one can distinguish
his character8°

Li Yu links the aesthé&t quality of a garden directly to its owner. In doing so, he bypasses the
skill of the garden designer that Ji Cheng had set up as the actual creative impetus behind the
construction of a garden. This move is especially notable in light of Li YuOs giseai for

the tendency to invoke causality to explain the gemg®f the world.

Despite Li YuOs characterization of the figure of the garden designer as a mere
intermediary between the literary gentleman and nature, the particulars of his viewdeam gar
design inXianging oujihave much in common with those espoused by Ji Cheng and those
attributed to Zhang Nanyuan. Like Ji and Zhang, Li Yu ridicules the rich man who expends gross
amounts of capital and human labor to haul an enormous rock fromnayacdy to his own

garderf®'Li Yu and Ji Cheng both suggest instead that the person use a combination of earth

201 iYu é1 ,XiangingoujiE -1& , 1956.

%81 Xje Guozhen” ¢ m , "Dieshi mingjia Zhang Nanyuan fuziii g*DAjg «W"” " 15; Ji
Cheng4y ,YuanyetushuociU ;LiYu él ,XiangingoujiE-1& ,197.
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and smaller rocks, carefully fitted together, to create the semblance of a larger rock without the

great expense of moving offé Echoing Zhangrad JiOs sensibilities, Li Yu also belittles those
who would instruct a designer to model any of the structures on those found in famous gardens,
encouraging them rather to try their own hand at creativity. He does so through an extended
analogy to writingessays, wondering why, if even the least talented writers do not simply copy
anotherOs essay verbatim, someone would think that an equivalent move were acceptable in
garden design:
OAlas! It is disgusting indeed, that as concerns the lofty matter ohgiesign, even the
best of men of lettersannot try their own hand and make something truly great and
creative, and the worst of them do not even attempt to move the components around a
little. Rather, they simply learn a mediocre skill and never exodlstll express

satisfaction with what they see. How can they conduct themselves in such a base
manner??

Whereas Ji Cheng sought to present the craft of the garden designer as a legitimate art form and
profession, Li Yu wants to justify the practice as one that any literatus might engage in.

This discrepancy is in keeping with the significant differences between the menQOs
practices and social roles. While Ji Cheng designed gardens for patrons such as political giant
Ruan Dacheng and Zhang Nanyuan worked for such famous cultural figuregesathmoet
Qian Qianyi and famed painter Wang Shimin, Li Yu focuses his writings on his own gardens.
Because of this, he can portray himself as a literdéstgner rather than a OprofessionalO one,
though the evidence of letters, comments to his writiagd,other records of his activities

indicate that he designed at least two gardens for others, with plans to consult on several others.

21iYu é1 ,XiangingoujiE -1& , 1956.

“1iYu é1 ,XiangingoujiE -1& , 165.
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Even so, he pushed the boundaries of what was acceptable literati practice with his garden design,

and it would not bgoing too far to characterize him as sgmofessional.

It was common for connoisseurs of the art of garden design to lament that some talented
garden designer had not been allotted sufficient space in which to put his skills ténask.
foreword to dChengO¥uanyeZheng Yuanxun praised Ji in this way

He would dearly love to set out all the ten great mountains of China in one area, and

direct a squad of all the mighty laborers of the empire; and to collect together all sorts of

exotic, jewellike flowers and plants, ancient tress and sacred birds to be arranged by him,
giving the whole earth a totally new appearance. What a joy this would be to him! But

alas, there is no landowner with sufficiently grand icf&as!

Li YuOs friend, the famous poetydong , wrote a comment in a similar vein to a letter
included in Li YuOs complete works. In the letter, Li Yu and the great writer Gong Dingzi
(16161673)discussed the possibility of Li Yu designing a garden near his own Mustard Seed

Garden in Najing for Gong:
He who enters Mustard Seed Garden sees what he has never seen before. He who reads
the bookXianging oujihears what he has never heard before. If he were able to exhibit
the mountains and pools he has stored in his bosom in the famown @atde Urban

Recluse, | do not know what sort of even more spectacular wonders he would create.
Reading this tickles the mindOs &Je.

| RM*3&°0-Y312860Y3pE[( ée:0m +l & "6 O-p»P 1860P & '/?-2fY#u&°p»+y! P
& A(yp»60e pGe YJAGYhpi[(; F b/kF-a

In comparing the genius of Li YuOs garden design to his innovative writing style, You Tong is
playing into the tradition of lamenting the fact that talented garden designers could work

wonders withsufficient space and resources. At the same time, he departs from the tradition of

284 7Zheng YuanxunOs forewardvtoan Yein Ji Cheng4 y , Craft of Gardens29.

51iYu é 1 ,Liwengyijiayant2« A6 ,1-2, 1.162This is marginal comment to a letter from Li Yu

to Gong Dingzio<nft , written after Li Yu has learned that Gong was planning to retire and to ask Li Yu
to design a garden for him near Mustard Seed Garden in Nanjindetldrevas published ilmdependent
Words.
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comparing theskill of garden design to that of landscape painting,aehd Yu is an author who

can put his talents to use on the page as well. His relationship withv@@snmgpt one of equals,
yetneitherwas it the sort of traditional artist to patron relationship like that of Ji and Ruan
Dacheng in which Ruan would allow Ji to dally at playing the role of a literatus.

In Li Yu® practiceand in his writing, helesigné cultural and social spas¢hat would
give him creative control oversibwn and othersO gardens wilig¢ancing himself from the
low status of other garden designansl avoiding the tendency to praise their unusual talent as
had the literati of the ta Ming. In the narrative depiction of garden design and construction in
Stone it takes severalifferent people to fulfill the roles that Li Yu took on him$effiot only

was he designer and proprietor, but he also played the role of literary genttgnggee ()

who was a connoisseur of music and wonika role of thishanziygesonates much more with
the practice of Zhang Nanyuan and Ji Cheng than it does with theavigimg expertise of Li

Yu, who combined these roles into one persona.

The Social Space of Theater

From the time in the late Ming when Othe gardenO came to hold a central place in the
imagination of the literati, one of its primary features was that it was a site that could be visited,
and hosting groups of friends in oneOs gardeanteone of their most important uses. The
entertainment associated with these meetings included tea, wine, moon gazing, poetry
composition, song and dance, ayid playing, but perhaps none of the common pastimes
required quite so many resources as thedtex linking of gardens and theatrical performance in
particular was common in descriptions of the lavish households of the late Ming and early Qing.

Shen Defy15631620), for example, observed in M&nli yehuo biarg ), that
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ODuring the last yead(of the Jiajing reign period, the leisure of the literati and-teedlo

throughout the land, consisted of constructing gardens and teaching song and dance, and in the
leftover time/space, interspersed with [the appreciation of] antiguéss 0. p»=! +\+1p»(“(i
(O+t#BOp» +<c&° U &5 :0Q/E 6fAp»e;#r#ECG° Like him, manylate Ming and early Qing

observers reported on gardens and theater in a single breath in their joifings (). Both Jin

Zhi, writing on Mao XiangOs Ogarden and singing actors,O and Shi Xuan, describing Tian

HongyuOsgarden and singing actofguanting shengji YO us¢he same foucharacter

phraseindicating that a proprietor would not boast one without the other, and that the two
combined were the reason that a particular garden (not to mention a particuiduaiiiwould
become famous. It seems to have been almost unheard of for somkeep totheater troupe
without a garden; likewise a sizeable garden might seem empty without the song and dance
provided by a household troupéhe practice of watching play®ing performed, bringinthe
placeto life and filling it withmusig was a key element to the daily consumption of Qing
gardens.

For Li Yu, womenwerea fundamental componeot garden spacén Xianging oujj Li
Yu draws an explicit distinction betweenncubineslike theactresses in hisdupe) and the
principle wife, likening the concubine to a garden

Concubines andervinggirls are different from the principle wife. Taking a wife is like
buying an estate: nothing should be grown but the fivengraind nothing should be

%% Shen Defuli n0, , Wanli yehuo bian@ 6 6 ; (Beijing: Zhonghua shuju, 198Q%ited inZhan
Haoyu C i , "Mingmo Qingchu siren yangyou chuyue zhi tartgioLi Yu jiaban weili (w" - # £
$a+r«AE1 --$él1AXpuc " (National CentraUniversity, 2010), 99Zhan also citedin Zhi A

§, Jin xiang shuo, + U , Qingdai shiliao biji congkan (Beijing: Zhonghua shuju, 1982), 67; Shi Xuan
R, ,Jiujing yishi E[ZW (Beijing: Beijing guiji, 1986), 38Zhao Yi, writing in the eighteenth century,
instruding readers in hi®ubei ji "Once a gardery(anlin) is completed, you should teach song and
dance, the performers in two troupes should work according to the@Ztpb Yi ]t , Oubeiji , ; x
(Shanghai: Shanghai guji, 1997), 13.
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planted but mulberry and hemp. Anything that has the least to do with visual appreciation
should be removed, since the estate is meant to produce clothing and food, and the
capacity of the land is limited, so auxiliary things aatrioe included. Purchasing

concubines is like making a gardeim a garden, one grows flowers that produce seeds

and also flowers that do not produce seeds. One plants trees that provide shade and trees
that do not provide shade. Since in the first plaese were set up to provide

entertainment and stir up feelings, one values in them the sensory exp&fience.

Q>5d)")f* *|p»#pQ ; +L u# &)P)c)*\_D@S2p»g <Ié W;>p»g 7unc p9ap»lu=1=a

Yh 6B p»# 2|0 #c 6p» ¢! @bX hile!tp»&D"C6teagp» UP¥5i#r! ~ &\ )")f)*<c
&°&«p»La*a ORY NIOp» uLe*z 6RY NIOpE1, TO 694 N78p» pl1, TO 694 N78p» «! #G
@b)A0mO"YOp»léau&bDOUF-

Li Yu includes this extended metaphor in an essay on OLearning S&jilsO (), which he
opens by refuting the commonplace exprassidFor a woman to be without talent is a virtue
.0 He grounds his position on an assertion of difference among kinds of women,

which allows him to leave Ofemale virtue,O as embodied in wives, intact, even as he concocts
various alternatives for feae bodies in other social rol&8 Exempted fronthe reproductive
imperative of the family systerthese other bodies belong to, and also embody, the space of the
garden. The garden and concubines attkeabire productive and ornamental vegetatiboth
the explicitly useful and the delightfully uselessYu imagined his garden making space for a
new kind of woman.

Li Yu described his aptitude for garden design with reference to the sights and sounds of
theatrical performance that enliven the everydacemwf the garde®Discernment of music,0

which Li Yu touted as one of his unique skills, was his way of summing up all of the practices

271iYu é1 ,Xiangingoji E-1& ,142.

%8 n a marginal comment, You Tong noted one possible effect of such a conceptual shift: OYe Shaoyuan
#2NuX)(1589-1648) said that virtue, talent, and beauty are the "three immortalities" of women. Liweng
assigns virtue to the wife and talentlareauty to the concubine: maybe this can put a stop to jealousy
among those who enter a househ8&f(N+« ¢/ 18R @b* b+ p6a & JEOi/_, )cp» *16R , )f6ce

@b. Z~p» Yu#—01+V 0):GOLi Yu é1 ,XiangingoujiE -1é& , 142.
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that go into producing an evening of theatrical entertainment:

| am by nature fond of penning arias [fdruangidramas]. | have written many of these
plays, and everyone has seen them. Now,@sipp | were to obtain a plate put them
on, | could choose some actors myself, and have them sing tunes | have composed myself,
teaching them orally and demonstrating for thgarsonally. If it was a newly composed
aria, | could distinguish it with a contemporary tune; if it were a play handed down from
the past, | could rid it completely of its stale aspects and improve it with a new style,
giving playwrights of the past a ndwok. This is one of my skill&°
[1%.,,( Z p»;W(A4XSyp»= 1| Y3 6G< aYOUY/?@b 6&Dp»Q" O bp» :0Q'4X 6Z 65p»
#300°"TZ Op»@EZ~5XXi 063p»#—'_*E 5&PUp»# Q25e [(ip» "9*10! PgOzO Fr »
5X7ap»@b/(5é O-lie3DCg p»; "2( a
Li Yu claims that he caselect appropriate actors atndin them in all aspects of performance
himself through oral and physical demonstration. He conceivegiof performing his own
works set to tunes of his choosing, but he also boasts an ability to rework traditional plays so that
they will appear fresh to the audience.
By the time Mustard Seed Garden was completed, in,166Qu had alreadyeen given

severatalented concubines to perform irfit.He was given the first, posthumously called Qiao

Fusheng , by the prefect of Pingyang 1666 at the beginning of a long patronage

journey?** She would play the female lead in Li YuOs troupe. The following year, in Lanzhou, Li

Yu was given Wang Zailai , who would play the male le&df The girls performed for

9 iYu é1 ,XiangingoujiE -1& , 156.
*YThere is record of them performing hdti YuOs plays and older plays that he had reworked.

#11n 1668, he embarked on his second long patronage journey to Anhui, Jiangxi, Guangdong, Guangxi,
and Hunan in the south.

221iYu é1 ,Liweng yijiayant2« A6 ,1-2, 1.95100.The girls who performed forilYu and his
friends were both gifts from patrons. There is a record of at least one other concubine, surnaéjed Cao
who wasgiven to Li Yu byXu Xicai YU:,/ , the assistant prefect of Jinhua (in modern Zhejiang
province) in 1645 (Quanhou wujia zanru Xu sinmau */4@E+"6S! YU# iT-yO inLi Yu é 1 , Liweng
yijiayan t2« A6 ,1-2, 2.162), and in Guangzhou, on his 1668 patronage trip to the south, Li Yu
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just six years until their early deaths, one after the other, at nineteen. The double biography Li

Yu wrote as a eulogy for them recounts their years togdteegemembers both as
extraordinarilygifted, and aftewery little training, Li Yu tells us, they began to perform any
time there was cause for celebratféh.

Attention to spatial practice brings to light ttede of women irtheatrical performance
andin the social world of the gardem the biography, Li Yu depicts Qiao Fusheng as
undergoing a gradual transition from spectator in a secondary audience space, concealed behind
a screen, to a striking performer in full view of a range of spectators. Li Yu, through careful
manipulation, first othe physical place of the garden, then of the bodies and voices of the girls,
and finally through his narrative account, makes it appear that his concubines have ended up
onstage naturally.

The very dayhewas giverQiao,Li Yu writes in their doubleibgraphy he and his hosts

(zhiji ) watchedoprofessional actordifiggong ) perform his recently completed
southern drama)doman in Pursuit of MafHuang giu feng ). He describes Qiao as
Opeeking out from behind a hanging screen ( ).G% After seeing the play, she
begins to singo herself whenever she is alone ( ), stopping if someone comes aldiy.

This first transition portrays Qiao moving from concealed audience member to a performer with

no audience. Soon after, though, one of Li YuOs guests wishes to hear her perform ( ),

acquired an unnamed girl, admitting in a letter home, Ol have a tendency to buy girls when | am on the
roadOLi Yu é1 ,LiYuquanji &€ , , x ,19.64.

231iYu é1 ,Liwengyijiayant2«A6 ,1-2, 1.95100.
241 iYu é1 ,Liwengyijiayant2«A6 1-2, 1.95.

51iYu é1 ,Liwengyijiayant2«A6 1-2, 1.96.
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so Li Yu sets up a screen to separate her from the spects@ i< 6 ), and she sings for

them?®® This performance marks a second transition, from a performer without an audience, to a
performer concealed behind a screen, heard but not seen.

After thisperformance, Qiao takes measures to establish a household troupe. She requests
musical accompaniment, but more than that, she needs other women to perform with her. Li Yu
hires an old actor to train her, and she trains Wang Zailai herself. Qiansdha with a private

troupe,they can perform Li YuOs plays privatetyi ( ) within their own gates rather than let

professional troupes carelessly propagate them. The significant boundary is no longer a screen
that shields women from view, but the gate that separates their household from the outside world.
His narrative assurdhe reader that so long as the plays are performed within the home, they are
acceptable and the need for a screen is tacitly dropped.

Yet as soon as the troupe has learned some plays, they begin to perform for literary
friends, relatives, and neighborst ever concealing their performances from anydhe.
Whereas the terrmi  (secret) above indicates that the household troupe will allow the plays to
be kept safely within the home, here Li Yu indicates that the practice of the troupe, from the
beginning, is not to deny anyone the chance to view their performances. Thewginadaed to
performer spacin full view where they perform for Li YuOs guedtst Li Yu and others never

called the women Oactressas{y(je or linggong ), butjiaji +*)” andfengnY ,

terms that connote a higher statasdthatseem to have beamly occasionally used to refer to

actresses previously.

261iYu é1 ,Liwengyijiayant2«A6 1-2, 1.97.

2TiYu é1 ,Liwengyijiayant2«A6 1-2, 1.98.
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As the women emerge from behind the screen, they take on new roles in the social world

of the garden. One of the most important features of that social world is its ability to blur
boundaries and mafacture convincing illusionn Xianging oujj Li Yu writesthat it is

challenging for women to play the role of the male lesdig ), and even harder for them to

play the role of clowndhou ), since these characters are expected to walk with large strides, a

task made difficult in bound feet. He concludes the section on women by explaining how a
beautiful woman playing the young heaole might cross the boundary between onstage and off:

As for beautiful women playing the makheng role, they are even more graceful than
they are as women. [Famed male beauties like] Pan An and Wei Jie cannot be glimpsed
alive again, but in this ay we can temporarily make a litlikeness of them, whether
through making their appearance come todiistage or a flash of the eyes in the midst

of a song. Before the flowers and beneath the moon, the women sometimes take on this
appearance; one cait with them and chat or play chess, drink tea and burn incense;

although this is outside the scope of song and dance, it is really a special way to enjoy
their softer charms.

Q>5d06* 2 DCp»”"«) JE6ce@bMelL- 42 +1 X CHp» uP¥/QY3! DC5ép» C; *N:2@b+- wp»
@EZ~'U 2DC)8§p»65 OO F—p»# 5dRY!86° 2 ;/p»Q 0&@Z0+U.°p»% R¢ @AIAp»f~
:0Q/& 6 5lp»+Z>S7|'+6E]K a
A talented actress could blur the boundaries between the stage and the garden by performing a
male role offstage in the garden. By taking part in other leisure activities associated with the
garden as her onstage male role, but not as atigydar character, her function was to transport

the visitors into a fictional world. The garden, which had already been serving as a theater that

housed a stage space, would then mark the boundaries of a new stage space performed by the

2% SeeSieber, "Seeing the World through Xingqing ouji (1671): Visuality, Performance, and Narratives

of Modernity," 20.Sieber suggests that with this image of a cdressed woman playing a lieinded

friend, Li Yu Oviolates norms of historicity and denin the name of creating a new sign.O This new sign,
she suggests, Ochallenges the normative division of the boudoir and the stage, which were predicated on
opposing imperatives with regard to female visibility.O ONeither slavishly representational nor
expressionistically selfeferential, the sign of illusion mediates between the facts of the historical record
and the graphic depictions of the popular imaginationO (21).
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visitors and girldogether. Through this textual representation, readers are also invited both to

watch this scene (on paper) and imagine themselve&’th it.
Without explicitly mentioning her, in this sectionXianqging ouji Li Yu has inmind his
own concubine who playtke shengrole. In the double biography, he goes into greater detalil
about her specifically:
Although her voice and appearance cannot compare with FushengOs, she is suited to
masculinity rather than femininity. If you put her among female companionsppbara
to lack something, but if you change her clothes and rapkenaking people look at her
differently, sheOs no different from a handsome young man. I love her distinguished
appearance, and even when sheOs not onstage, | have her sit across frschwarOs
cap with a duster in hand and enjoy pure talk. Those who do not understand see her as a
singing girl, but in fact, she is my likminded friend®®
P +a’« 6/QDCf~" "Qup»@Pb p+D) O +DDRp»Js) U O a@E][#~5»)E3f6up»# E bdéa
Yhp»Q 06+:. @EE & 00A! hPQeep»# UF#Up» N 'Yz-!F +pp»'Yn0+seO” U=-Zo &
G+O-F-@b:0);p»+Z 0 6gF#s &
In Xiangng ouji, Li Yu wrote of the possibility, or the concept, of havingh@ngactress play a
literary friend in the garden, but here he cites the particular woman he had in mind when he
wrote the passage. He still suggests that he is more perceptive thavi@iers, who persist in
seeing his concubine as a concubine, but in this description her offstage male performance in the
garden is depicted not as a skillful performance so much as an enactment or realization of a role
to which she is in the first plataturally suited. Before assigning her this role in his trouye,

Yu hadscrutinized the this young womamd he ascertained that she was suited to masculinity

(yinan+DDJrather than femininity. The terginan+DDfhad long meant that a woman excelled

atgiving birth to baby boys, but | do not know of anyone but Li Yu using it to talk about a

299 5ophie Volpp has conceptualized the relationship of this mode of theatricalitgi# distinction. She

writes, OThe spectator enters the spectacle, but also views it as an omniscient observer, and this gives rise
to a mode of spectatorship that | suggest is participatory and panorsivieiddy Stage: Theatricality in
SeventeentlCertury China xii, 56.

%) iyu é1 ,Liwengyijiayant2«A6 ,1-2, 2.217.
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natural gendeorientationseparatérom sex.As Li Yu tells it, ler role was to be herself for the

entertainment of others, and in this wagrswas not so differerfrom Li YuOs own role in the
social space of his gardens and theatrical performances, which marketed an interactive
experience that would bringsitors to his gardeanto the stage and into the world of the
performanceA marginal comment accompanyingd passagattests to the fact that she did just
that OWhen her femininity is stripped away, she has the bearing of a scholar. The old man [Li
Yu] is then onstageY (¢f%YypEPOP3L1;Ep»6+ °O-hPp»0i0 &DF# U

Theconstruction of Mustard Seed Gardard the formation of thedupe of concubine
actresses wersncially significantfor Li Yu because thegave him a place of his own where he
could play host to his guestglost records of visits to his garden include some mention of
theatrical entertainmerithe earliest record dfis concubinesO performance is a mention by Li

Yu that they Otried out performing a new ptay’Z >¥45X"/ O on New YearOs Day 1668 at the
home of theater aficionado Li Shen in Pengcheng in honor of his wifeOs birthtfay.

Many of the performances for friends and wealthy Qing officials during the five years that
followed took place at Li YuOs Must@ded Garden, but he also took the girls with him on his
patronage journeys.

Li YuOs contemporaries came to his garden to experience a particular kind of social space.

In 1669, Li YuOs friend, the Ming loyalist and poet Fang (Wen , 16121669) brought a

visitor, Sun Chengze ( , 15921676) to Li YuOs hom8un had been an official under the

®L1iYu é1 ,Liwengyijiayant2«A6 |, 1-2, 2.217.

%2 i Shenyu kunjun shoulia,inLi Yu é1 , Liweng yijiayant2+A 6 , 1-2, 1.236Li Yu seems to
have been detained there due to inclemerithex, see,Zhou ci Pengcheng, bingxue jiaozu. Ji Zixiang
sima, Li Shenyu Guangwen xiangliu dudli,Yu é 1 , Liweng yijiayant2+A6 ,1-2,2.171.
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Ming, and had served as Left Vice Director of the Ministry of Personnel under the Qing until

1654, when he retireéfangOs poem recounts the event as rather impromptu:

My friend, Mr. Sun came down across the river, he knocked on my door and it opened.
We require song and dance to talk of delights of old; we can't stand to be lonely and dried
up like cold ashes.

He asked about garddwsvhose place would be best? My resge: LiOs, south of the

city wall, is rich insong

The little garden in his home boasts the delight of secluded refinement; rocks are piled up
to form mountains and sweetgrass grows.

His esteemed girls are skilled$uzhou tuneghey are also adept pliaying the flute and
strumming the zither.

The prolonged notes and delicate arias are enough to break one's heart; the faster beats
are likewise pleasing to the mifitf.

14#s+ | =E< .p»B!&@2 e(e()se3 &
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Li YuOs garden is portrayed here as a gathering place for friends -@fidavn visitors, and the
girls are its main feature. This visit is typical in several ways. First, they involved Li Yarone
more poet or loyalist friendand & least one individual who was currently or had been an official
under the QingAlthough the majority of Li YuOs writiig emphatically apolitical, the
entertainmenhe provides allowthese visitorspaceo step out of their current reality for a time
some of them expressed deep loyalist sentiments in their own works, so in this sense, Li Yu was
playing a role in making a place for these men under the. @expnd, tb design of the garden
and other leisure activitiess well are mentioned along wahcounts of the performances,

makingthe garden settidjthe theate¥ central to the experience afyperformance. Third, the

composition of poetry, often matching othersO rhymes, is a key compbtientisit Poetry

3 Fang Wen  , Tushan ji#i 2 x , Xuxiu siku quanshu (Shanghai: Shanghai guji, 2002), 2.112.
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composition shifts the focdsom theperformers back ontihe spectators, showcasitigir

spectatorshigven as it createswritten recoraf the event.

The following year1670,another Qing officialDu Zilian (16221685), wrote a
lyric on Fubaixuan , a site in Mustard Seed Garden. Du bhathined thginshi degree in

1648, and was serving in 167@ministration Vice Commissioner of the Jiangzhen Cirduit.
visit to Mustard Seed Garden by afficial like Du would have come with some sort of

remuneration for Li YuwWhile he was there, he composed a poem, OLi LiFeabgi xuan 66JE
Oi= F%"z(On Li Liweng's Cups Studj®:

On the little windowfloat rays of light, the reclusive scholar resides in seclusion.
Bits of moss enarach on the short path, bambooOs shadokens the front step
Drinking at night heaven joins the game, brocade is no match for the autumn blossoms.

The Three Caverns dountJinhua are fine, | oftenonor the calligraphy dthe

immortal] RedPine3**

Willows near Zhou Chu terractieir clinging branches tenuous and long.

The wild mountains harbor evening showers, the little pavilion faces the setting sun.
At times wewrite lyrics, at ease we burmeartshapedncense.

Separated by a scredhe clapper marks the beat of a song, theg0r is truly an
eccentric.

J?+-= AF%p»U @PUy(“Hb»
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%4 Chisong zi lived irthe Jin, and he was supposed to have become an immortal. The "Three Caverns,"
refer to the place where he lived on Mount Jinhua.

%5 pu Shuangi2 , Meihu yin 8 B < , 11 vols. (China: Du Liangzeng, 1680), 7:4b.
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This poem situates Li Yu, his guest, and his concubines at a particulaitisitehis garden, his

CupsStudio. All of the physical trappings of the garden are accounted for: the man, the path, the
steps, the flowers, and the trees. Most of the markers of time in this poem, such as the creeping
moss, the darkening shadows, andsiiting sun, point to the time of the world outside the
garden where the passing of a day is lost time that cannot be recovered. That time marks the
components of the physical garden with its passage. It is against that loss that the leisure depicted
at the end of the poem stands out. The terms Oat &S and Oleisurelyign)O mark off a
different kind of time, given shape by the chat and burning incense. The music, out of sight of
the speaker and the reader, lends the scene a soundtrack thathatatigardenO time.

The girlsO performances were one way Li Yu could recompense his famous literary
friends for their contributions to his worke. 1671,Li Yu took the girls to Suzhou to perform

for his friends and very well known poe¥u Tong (16181704)and Yu Huai
(16161695) as well as Song Danxian in Suzhot’*® The former two men had long been

important contributors to Li YuOs publishing proje¢tas Tong wrote a preface for Li YuOs
Lunguin 1664 andKianging oujiin 1671and contfuted his writings to Li Yu@iliu chuzheng

in 1671; Yu Huai had contributed letters to Li YuOs first collection in 1660, also wrote a preface
for LunguandXianging oujiand contributed his works iliu chuzheng.

In the same year, well before he hadtten the fantastic stories ltiaozhai zhiyi
, the thirty-yearold Pu Songling (16401715),invited Li Yu and higyirls to take a trip

northto Baoyng (Jiangsu) to perform in honor of thethday ofhis patron, Sun Hui  , who

%% uanyang gian wuri, You Zhancheng, Yu DanSiong Danxian zhuzi ji gu Suyu zhong guan
xiaohuan yanju. Danxin shouchang bajue, yiyun hedhiYy €1 ,LiYuquanjié , , x , 2.347.For
Yu HuaiOs poems, sdd Shengweng zhaoyin chuijia ji yan xinju jixi febdAQiI2 3! ¢+1)">V,5 X" [#
-0!1®\Z,0Yu Huai [ , "Weiwai xuan shijiZZ 4 7” ," (Shanghai: Shanghai guji chubanshe ),
10b-11b.
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was serving as magistrate th&tePu Songling resided with a pan only for a couple of years,

after which he worked as a tutor. This is his only recorded connection with Li Yu.
Then, on New YearOs Day in 1672, Li Yu put on a grand performance in hisZhome.

Lianggong (16121672) an official who was an enthastic collector of paintings and

committed patron of artists, was in attendance. He had contributed his writings to Li YuOs first
Zizhi xinshuand written a preface for the second collection. He also contributed his writings to
Li YuOsSiliu chuzhengindcomments to hiXianging oujiandYijiayan.Also at the performance

wereWu Guanwu , who wasa close friend of Zhou Lianggon§ang Louganda9$!0

(1650jinshi) who was &Reackr-in-waiting at Hanlin Academy and another frequent commenter

on Li YuOs workd$zang Shaocun (1648;jinshi) prefect of Huolu county who had
contributedcases t&izhi xinshuand writings tdSiliu chuzhengand He ShengzhatF©53(1650

jinshi) aReacar-in-waiting at Hanlin Academy who had contributed writing$Siiou
chuzheng®n his collected workd,i Yu mentions the three most famous of these men as
frequent patrons of performances at Mustard Seed GHrdéou, He, and Fang Shaocun. Zhou
and He also contributed to the very producttbMustard Seed Garden by offering their
calligraphy to Li Yu to mark various sites theréitoodblock replicas of these tigtaphic
traces of Zhou and HeOs hands are among the very few illustrations Li Yu inclMaeting
ouji.

Also in 1672, there is a record of the troupe giving a performance for Commissioner Lou

Jinghu . In the first of his poems on the occasion, Li Yu includes the lines, OAt the

07 iYu é1 ,LiYuquanjié ,  x ,b19.72.

85ee Wu GuanwuOs marginal comment on OHou duangchang shi/gistpi "éi> ,0in Li Yu é1
Li Yu quanjié , , x ,2.216.
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banquet, the girls bow in vain as benefactions are offered to them ." The second

poem begins, "Cries of hunger tend to harm the singing voice .3 These

poems metion directlythe fact that the girls (and ledsectly, Li Yu) need to be recompensed
for their performanceThe other two audience members Li Yu mentions by name igitls®

double biography are Gu Qieyan (1656jinshi, Magistrate of Zhenyang, Hemaand Shen
Qiaozhan , who apparently watched the girls perform in Hangzhou.

While Li YuOs troupe did perform for his friendstantaccounts suggest that most of the
performances that were commemorated in verse involved at least one person whaings se
the Qing in an official capacityonly one of the audience members mentioned imlthdle
biography was not gnshi holder under the Qing. As | have showrgst of them participated in
other aspects of Li YuOs cultural production as well, coritrfpabmmentary, prefaces, letters,
and other writings to Li YuOs books and projects. The association of these men with his garden
and with his works was an important source of social cdpitdli Yu, andas officials, they
would have had the meanspmvide supportto Li Yu economically since they would have
received stable incomes as officials under the Qing.

It is likely that the girls performed more often ththese records indicatd.Wwe take Li
Yu at his word irnthe doubléiography, they seem twave performed for all sorts of everyday
gatherings attended by family members and neighbod§ahming oujj Li Yu imagined a broad
range of potential audience members and tried to determine what would allow all of them to
engage most fully with the flermance: OPerforming old plays is like singing the arias [without
acting]: it can only delight the ears of a fehiyin[aficionados], it cannot entertain the eyes of

all of the guests and friends presént>Y#E1.)*$U=-63p»##—0NGeg>5 b 60Up» PP¥)U>%0.0

91 iYu é1 ,LiYuquanjié , , x ,2.195.
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+f63 6F— .G'°His strategy seesnto have worked: his income from this and other endeavors was

enough to support his large household, and he manageovide live entertainment tmany of
the most significant cultural figures of his day.

With his Mustard Seed Garden, Li Yu createdrallof placél an urban gathering place
for likeminded friendSl that was in high demar(@ for varying reasonsn the late Ming and
early Qing. His performing concubines seem to have been the highlight of any kisig&wden.
For Li Yu and those who enjed the performances with him, though, the women also could
reproduce through their performances the experience of watching plays in the garden anywhere,
effectively making some central aspditike the sense of time it evokeof the garden
portable Thisissue of portability wakkely on Li YuOs mind as he embarked on journey after
journey from 1666 on. According to the biography, Li Yu took the girls with him to Hebei,
Hubei, Shaanxi, Shanxi, Fujian, Anhui, and Zhejiang, arsduitlikely that they wou have
accompanied him without performing regularly, given the other accounts we have of their
frequent performares. This is not to conflate gardens and theatet have attempted to show
above, Li Yu was very much concerned with the physical partiiekof the gardensaa
special kind of place. Yetis important also to recognize that these girls not only represented,

but in fact could produce anywhere much of what peeglieed ina visit to a garden.

Conclusion: A Garden of One’s Own
All of these social negotiations and evenings of entertainment took place in the everyday
world, and they left traces in the comments, poems, biographies, and prefaces that the people

involved in them wrote. Yet most of what we know about Li YuOs concept ofengsuaiilled

01iYu é1 ,XiangingoujiE -1& , 68.
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from the pages ofianqing ouiji.lt was thattext that caused people to marvel at the thought of

entering a built environment designed by Li Yu. The surplus of stories that seemed to spout off
the tip of his brush were understood as trandatalo the design of garden space. Whereas
other garden designers had followed a trajectory from painting tepitiog, Li Yu had gone

from telling stories about the world to telling stories about real things and real spaces.

While some of his contengparies recognized that they might create an imaginary garden
on the page to carry on their name, Li Yu began on the page. In the activities | have outlined in
this chapter, he then went beyond the page back into the real world. His own OrealO garden,
Jiedyuan, makes just three appearances in the textamiging ouji.One is when he directs
readers to its specific address to purchase his books and stationery (locating the gardenOs place in
a larger context, rather than revealing the details of the prxatd within). The second is in
illustrations that depict the calligraphy of famous individuals to mark particular places in the
garden. The final instance occurs unther entry for Opomegranate t€@ghere he gives us the
most detailed description dbilayout that remains

The plot ofJieziyuandoes not even amount to thmrae, and buildngs take up one of

them, rockenanother, yet | still have room for four or five large pomegranate trees.

These trees are what embellish my residence and keep itdedimg desolate. They are

also what take over my land, making it so | cannot grow any other plants. Does it not
seem that the merits and demerits of the pomegranajiestadout equal? It all comes

down to my ability to arrange them well, so that alifpo there are several trees, they will

not be burdensome. By nature, the pomegranate tree likes pressure, so it is suitable to pile
rocks up at its base to make a mountain out of it. This way, the root of the pomegranate
tree becomes the base of the moumty nature, the pomegranate tree likes sunshine, so

| can use the shade it provides to shelter a building, such that the shade of the tree
becomes the sky above the building. By nature, the pomegranate tree tends to be tall and
straight so | can takedvantage of that faetnd construct a building next totihereby
drawingclose to its branche and becoming an immortal on the horizonhis tvay, the
pomegranate flowemsolean on my railing and serve as the gatekeepers. This is the
method the mdser of Mustard Seed Garden uses for dealing with pomegranate trees;
please share it with all those who plant tréés.

#1iYu é1 ,XiangingoujiE -1& ,27%72.
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The aspects of the garden inspiredhwy interaction of a mastermind writer and a pomegranate
tree differ markedly from the records of social interactions we have seen above. Here, all of a
sudden, size, proportion, layout, specific buildings and vegetation, all have their place. The shade
is not a symbol of passing time; rather, it is a quality of the pomegranate tree that anyone can
enjoy. With this brief essay, Li Yu seems to suggest that if one scrutinizes a pomegranate tree
closely enough, the tree will design a garden on oneOs bettialthi/essay, the design and
material makeup of Li YuOs garden are revealed, marked by the only use of the name OProprietor
of Jieziyuan Jiezi yuan zhuren ) in Xianging ouiji.

There is no denying that much of Li YuOs experience designing andtiviiezi yuan
and his directing his troupe of concubiaetresses informed what eventually went Xitanging
ouji, but Xianging oujiis emphatically not a representation of Li YuOs garden. He barely
mentions Jiezi yuan in the text, and he alludes tadnsubines without naming them. In short,
he generalizes therXianqing oujiis a generalized garden on paper. All of the sights and sounds,
every aspect of what might go into the creation of a garden of oneOs own is there. Unlike the
brief entry on Jieziuan, however, the garden spac&ianging oujievadesany description of its
layout. It does so because Li Yu has designed it so that it is not dependent on place. Just as did
the theatricals when Li Yu took his actresses on tour, the lodgM@mofjingousji in text make

the whole experience of the garden portable. Where it improves upon other portable gardens

(imaginary gardens that exist only on paper), however, is that although Li Yu the author is
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present throughout, the garden that remains is noAhigne can enter it, explore its nooks and

crannies, and touch the things inside. The garden represent@h@ing oujibelongs to the
reader.

With his Mustard Seed Garden and theater troupe, Li Yu created spaces that were in high
demand in the earlQing. In a world full ofdisplaced Ming loyalists, Li Yu createnban
gathering placg on the pages of his books, in his own garden, and anywhere his troupe traveled,
for people invested in the experience of playing the role of likeminded friend to, laa¢h
other, and even his concubinBather than escape to the page, Li Yu designed a literary garden

that excelled reality and a real garden that transcended the text.
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CHAPTER FOUR

Lights, Vision, Action

Zhu Huizhi, an itinerant frordhelong, wady nature simple and unculturdalt
adept at all styles of calligraphy. He could pdirtte Eighteen Arhats Cross the
River" with a tapeed bruston a melon seed affithish it off with his signature.
On the reverse side, heud inscribe all eight of D&u's "Autumn Meditations."
Even if one's vision is outstanding, one must obtaimcioscopdo be able to see
it. Some say that Zhu first sits in a dark room for ten days, that it must be the
height of summer when the sun is in the south, he opens erdicly the size of a
finger to let in sunght, and only then can he write, calling on the workings of
nature to execute it.met Zhu at Li Liweng's place, where | obtained two of his
ivory carvings the size of melon seeds: the first was an illustratibheotory of
the Western Winghe other was the recluse [Bu]'s poem on plum blossoms.
Zhu died, and his son could not ledis skill. As for it being said that Song Lian
could write several characters on a millet grtiat isso crude so as to neten

be worth mentioning.O

-Cha Jizuq(160%76)
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A lone artist in a dark room at Li YuOs residence let in a sliver of the brighie$hé
seasons offered, adjusted a tiny chip of ivory, and set out to create a nearly invisible work of art,
one that could only be viewed under a microscope. That a melon seed could contain a painting or
selection of calligraphy so small that it could be seen with the naked eye plays with common
understandings of art and culture, even as it echoes the delight taken in the design of a garden

like Li YuOsliezi yuan(Mustard Seed Garden), which appears to Ocontain a MountuSuaraer

$2Cha Jizuo<] L , "Zui wei lu lie zhuand ¢ © %1 " in Xu xiu Si ku quan shed. "Xuxiu Siku
guanshu" bianzuan weiyuanhui (Shanghai: Shanghai guji, 1995)..#38u was a Northern Song
reclue, and Song Lian (1310381) was a compiler of Yuan history. | translg <}0- as Oworkings of
nature,O though it also may have a Buddhist connotation of OdharmaO here.
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mustard seed .0 Scholars of Chinese art have explored the interaction between

Western perspectival painting and Western optical instruments on Chinese painting and visual
culture in the seventeenth century, arguing for varying degrees and modes of influeraoegm a r
of visual medi&*3Li Yu was certainly interested in the possibilities of visual representation

through painting: he commissioned the painting maeaiyuan huazhuan near

the end of his life, and he counted many artists among his close frigtedary scholars have
also explored his interest in the possibilities of Western optical devices, as evidenced by his

fictional treatment of a telescope in the short s¥igyi lou (A Tower for Summer Heat),

which includes a list of optical instriants available for sale in Hangzhou, including a telescope
and a microscop&”*However, Li YuOs experiments with vision depend on textual rather than
visual representation to teach readers how to see the world.

In this chapter, | explore Li YuOs writingpabvisionandthe ways henanipulatel the
sensorial experience of readers of his fiction and essays, spectators of his theatrical productions,

and visitors to his homén Li YuOs short stories and hisvelRou putuan (The Carnal

Prayer Ma), hedraws attention to vision and perspective by alternately exaggerating and

%13 James CahillThe Compelling Image: Nature and Style in Sevente@atttury Chines@ainting

(Cambridge, Mass.: Harvard University Press, 1982); Jennifer Purtle, "Scopic Frames: Devices for Seeing
China c. 1640, Art History 33, no. 1 (2010); Joseph McDermott, "Chinese Lenses and Chinese Art,"
Kaikodo Journal2001).For a study of thenfluence of visual technology in Japan, $&aon Screech,

The Lens Within the Heart: The Western Scientific Gaze and Popular Imagery in Later Edo Japan
(Honolulu: University of Hawai'i Press, 2002).

314 ScreechThe Lens Within the Heart: The Western Biifie Gaze and Popular Imagery in Later Edo
Japan Sophie Volpp, in a talk given at Columbia in 2006, introduced the source from which Li Yu
copied his descriptions of lensdfmgshic%e#5by Sun Yungiu+ fSC« (16301662) See als@u
Xiaohong N 6 U , "Zhongguoguangxue yigi zaoye dianjiressun YungiuAc O .EiédNk

t 99 % U N," Wujiang dang'anZ/L& 55 5(2011).
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reversing old narrative practices of depicting lookifgHe meticulously describes what people

see, how they see, and the limits of their visionetiping thesd¢ropesthrough story timel.i

Yu uses his narrator and commentator to retiiengaze of the reader, exposing her as a presence
in the story and causing her to reimagine herself as someone who is not only observing, but who
is also being olesved. | bring these fictional narratives into conversation with Li YuOs essays on
capturingand engagingiewersO attentidsy manipulating stage lightingyall designsand

window designsn Xianging ouiji

You are watching: Reader as voyeur
It is difficult for a reader of Li YuOs last and most mature collection of fidtioelyve

Towers(ShiOer lou , 1658), to avoid sensing that she is a peeping tom. The lengthy

comments at the end of each story are directed explicitly to the reader, and reféu toyLi

name. These extidiagetic referencééto the reader, to the author, and to the fictionality of the
textN interrupt the story time of the narrative and cause the reader to become aware not only of
the story as fictional representation, but also ofitnetied presence in t:° They also draw

attention to the fact that the readeraading,rather than listening to an implied storyteller as he

was in previous fiction (the phrase, Onow listgeting 1,0 for example, was common in

%15 Although The Carnal Prayer Matvas published anonymously, there is a consensus among cholars that
it is the work of Li Yu, given an early attribution of the notehim by Liu Tingji"1.YDKin Zaiyuan
zazhi&b&°f,/+ in the early eighteenth century, as well as the overwhelming stylistic similarities between
the novel and Li YuOs other works. For a summary of the d&lmtéiRou Putuan: Voyeurism,

Exhibitionism, and theExamination Complex'," 127, n. 2.

318 For recent studies of the metafictional quality of Li YuOs storieZhsewy, "The Game of Marginality:
Parody in Li Yu's (161:11680) Vernacular Short Stories; Karl S. Y. Kao, "Seéfflexivity, Epistemology,
and Rhetdcal Figures,"Chinese Literature: Essays, Articles, Revid®41997); Zhang, "Playing with
Desire: Reading Short Vernacular Fiction in 16th and 17th Century China.$ection on OXiayilouO
(177-188) in particular, Jing Zhang suggests that the telesisop metafictional figure that asks the
reader to see the OauthorOs artistic ingenuityO and the Oartifice of the narrative artO (180).
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earlier works) It is the eyes, and not the ears, that are the most important organ for appreciating

Li YuOs fiction, as in his references to the readerOs weary eyes (the narrator stops to Ogive readers

a chance to rest theeyes before the next chapter is performed
0O)** The visual is also the implied sense in his use of the term Osilentwpsheitg xi
YO to describe not only his first collection of short stories, but the genre itself: he asks that we

Okep our honorable eyes peeled as we watch the next scene of this silent opera
618

The conceit offwelve Towerss that each of the twelve stories shares its title with the
name of a fictional architectural structure that also come into plag isttinyOs plot. Li Yu
makes narrative use of the buildings in a variety of ways: storied buildings allow characters a
birdOsye view, a room in an old building is etched into a characterOs memory, or the
construction or purchase of a building is a pivataiment in the development of a plot. Given Li
YuOs interest in designing gardens, decorating interiors, and even in writing plays, it is no
surprise that he would pay particular attention to the structure of these short stories, dividing the
texts into vsually distinct sections to break up the narrative flow and to create spaces in which
the narrator may interject actiatwith the reader. Previous short story collections, including Li
YuOs first two collections, had not divided stories into chaptersaarador comments had
simply been inserted into the body of the textTielve Towerghe narrator stops flamboyantly

to emphasize the narrative effects of particular chapter breaks:

%701iYu é1 ,LiYuquanjié , ,x ,vol. 9, Shierlou, ch. 3, "Xiayi lou"; Li YU& | , A Tower for
Summer Heatl83.Adaptedfrom HananOs translation.

81 iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier lou, ch. 3, "Xiayi lou"; Li YU& | , A Tower for
Summer Heatl54.
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Quick though the messenger may be, the author insists on a delsypatink so that he
can start a new chapter. Like [XianxianOs] poem, which was broken off before it was
completed, the story will be far more interesting than if it were told all in one Piece.

M(8]]—6bo  p» +ZRO-+Y)4i0" "  p»® "&t#ZZR &BP)*Z!+)x Z  p»XS
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Li YuOs fictional narrator is more prominent and more closely linked to his own voice than that
of any previous author of fictiot° In the short fiction of the late Ming, such as that written by

Feng Menglong and Ling Mengchu , the narrator wdd engage in simulated

dialogue with an implied reader who might on occasion protest the logic of a sequence of events,
but Li Yu exploits the power of the narrator to control the story to an unprecedented degree.

In Li YuOs bedtnown story OXiayi loyOhe recounts sequence of events from what
first appears to be the perspective of an omniscient narrator, only to reveal that the perspective is
actually that of another character in the story. Jtoey opens with a series of poems on lotuses
that Li Yuhad composed earlier (he eventually published these poems together with his
complete works}?* and goes on to recount how a group of young girls skitipyn a pond in

what they assume to be the privacy of their own courtyard. Xianxian the daughter ahe

master of the household who is a circumspect and modest beauty, spots them and chastises them.

Soon after, she receives a marriage proposal from Jiren a mysterious suitor who possesses

9iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier lou, ch. 3, "Xiayi lou"; Li Y&& | , A Tower for
Summer Heat26.

0 seeHanan,The Invention of Li YuL34; McMahonCausality and Containment in Seventee@#ntury
Chinese FictionMcMahon notes, OLi YuOs work represents the incipience of the story of the author
himself (or someone like him), in other words, the story ofatltbor telling the story. However, this

trend seems to begin and end with Li Yu; for better or worse, no one seems to pick up where he left offO
(135).

%21 Hanan The Invention of Li Y,u80.
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an uncanny amount of information about the goiog®f her iner quarters (she lives in a tower

called OA Tower for the Summer Heat,&iayi lou), and even her private thoughts.
Li Yu has structured the story in such a way that the reader is likely convinced with
Xianxian that her suitor is an immortal with supegiural abilities. The reader learns otherwise
only after a pause between chapters, at which time the narrator explicitly urges her to ponder the
issue:
Put aside all other concerns and focus on the question of how Jiren knew what was going
on in the Zhamousehold. Was he man or ghost? Was it dream or reality? By all means
try to guess the answer and then, when you find you cannot come up with it, turn to the

next chapter for the explanatidff.
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Only after the reader has admitted defeat does the narrator reveal that he hasttetety a
telescope between the reader and the events for the duration of the first chapter. Suddenly, the
readerOs sense of herself as solitary and isolatedraga listener to a simulated storyteller or
spectator at a theatrical performance, is shattered. Instead, she finds herself within the story, a
cunning voyeur on par with Jiren whose gaze has penetrated the inner quarters of the Zhan
household.

The sbry hinges on the ability of the telescope to enhance vision and facilitate new views
in multiple ways®* In the storyOs second chapter, the narrative flashes back to Jiren on an outing
with friends, when he had encountered a telescope in a local pawmhbleaghop owner touts the

telescope as being useful because Oif you look through it from some high place, youQll find that it

221iYu é1 ,LiYuquanjié , ,x ,vol. 9, Shier lou, ch. 3, "Xiayi lou"; Li YU& | , A Tower for
Summer Heatl4.

33 For an argument that the use of the telescope marks a shift in Chinese narrative from the glance to the
gaze, se€hen Jianhuay @ b, "Ningshi yu kuishiLi Yu "Xiayi lou" yu Ming Qing shijue wenhui , 2
A iél >-E" 22a(",n a " Zhengda Zhongwen xueb@pno. 6 (2008).
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brings the scenery into view for miles around

,O and JirenOs companions respond enthusiastically to théityoskbeing able to see a

distant scene clearfi7* The novelty here is that the technology will allow a vast expanse to be

taken in in a single glance, or viewilén erjin ), reducing it to something that a viewer

could apprehend all at once. Cr&tunashas observed that lalMing gardens were described as
superior to nature for precisely the reason that they could be taken in at a singleygamge (

zaimu ). He relates this characteristic to a tendency to seek and value miniaturization

and pictorialization in the late Ming, and suggests that both imply a distanced viewer, stationed
at a height above the object being viewed he purported use of a telescope for the shop owner
and JirenOs companions is to make any place into a piztatjafiiniaturized version of nature,
a project closely related to this contemporary discourse on gardens.

Overlooking the ability of the telescope to Omake people and things that are far off appear

to be even clearer than those things that are closmdtpP¥ " UyF, bB ;| yUy6ceYb!®
59N in other words, to create vieiNsliren determinethat he is going to use it to arrange a

marriage®?° This task requires that the telescope allow him to see through walls, or to see up

241 iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier lou, ch. 3, "Xiayi lou"; Li YU& | , A Tower for

Summer Heat20-21. In light of Ge LiangyanOs studfvoyeurism in Li YuOs novdlhe Carnal Prayer

Mat, in which he suggests a convertibility between sex and the examinations such that sexual fulfillment
is made to stand in for examination success, it is worth noting that the first thing these men view to
confirm the powers of the telescope is a scrap from a failed examination essay. That the first use of the
telescope is to stand in for the-pthwerful examiner foreshadows the power that it will confer on the
person who knows how to use it. SBe, "RouPutuan: Voyeurism, Exhibitionism, and the 'Examination
Complex'," 1413. Reading from afar was also one of the first uses to which the newly invented telescope
was put in the West as well. SEkzabeth A. Spiller, "Reading through Galileo's Telescope gslaat
Cavendish and the Experience of ReadifRghaissance Quarterh3, no. 1 (2000), 192.

%25 Clunas Fruitful Sights: Garden Culture in Ming Dynasty Chijri1.

61iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier lou, ch. 3, "Xiayi lou"; Li Y&& | , A Tower for
Summer Heat22.
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close from far away something that would remain éiddere he closer to i\s he reasons,

when it comes to young bachelors gaining access to wealthy households, Oalthough from nearby

there may be an impediment, if one gazes from afar, he imagines, there is no blockade
.3?"He determines thatlven put to this use, the telescope (Othoutand
lensQyianli jing ) is not a lens at all, but a pair of Othoudareges @ianli yan ).0

Rather than miniaturize or pictorialize a scene, Jiren uses the telescope to tamspsdrof
himself inb a forbidden place: what he sees with the telescope is something anyone could see
unaided, with the caveat that the telescope renders the viewer invisible, and allows him to see
without being seen.

In this aspect, too, Li YuOs narrative of the telesfmmpeses intently on the reader,
usually the least visible presence in a story. From the opening lines, the reader is tacitly situated
with Jiren in his monkOs cell (as high a room as he could find), riveted to the telescope hoping to
spot some novel sighihvisible to the characters she is viewing. The frolicking girls draw JirenOs
attention to XianxianOs courtyard at the same moment that they attract the readerOs attention in
the opening lines of the story. With Jiren, the reader watches Xianxian gwathithelancholy
in her private quarters, and reads with him the tiny characters of XianxianOs poem, all before she
has realized that she has been implicated in the story as a voyeur. Li YuOs manipulation of the
narratorOs voice, division of his shortis®into chapters, and unconventional use of the
telescope combine to create a narrative that intervenes on everyday social life for the enjoyment

and titillation of himself, his characters, and readers alike. These devices draw the reader into the

271 iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier lou, ch. 3, "Xiayi lou"; Li Y&& | , A Tower for
Summer Heat22.
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world of the story, and they also make her aware of her own presence and perspectiis vis

the fictional world of the story.

Not a One-way Gaze: Looking back at the spy

The reader is not the only usually invisible presence that is brought into full viaw in
YuOs fiction. He also structures his fictional plots around the reversal of the usual direction of the
gaze within the diagetic world of the story: under his brush, the gaze is turned back on such
characters as the ubiquitous maid, or thief, or wikbgtween who had always played the role of
all-seeing outsideAn outside observer, while not the hero, had played a role in Ming southern

dramas ¢huanqi ) and fiction, either to triangulate the primary story of the relationship

between two protagonists, or to provide the reader access to the inner workings of everyday life,
to which she would have otherwise not been pi¥§akhtin, among others, has engsized the

role of such a OOthird person in relation to private everyday life,O who is permitted Oto spy and
eavesdropO on behalf of the reader as one of the core components of novelistic dfSdouase.

Ming context, as in BakhtinOs analysis, thieples could take the form of a rogue or an

38 5ophie Volpp has identified the low chaters in Tang Xianzu®$ Hp Mudan tingB 4 U (The

Peony Pavilioh as part of his project to ridicule the pedantry of the archaists and the new middle elite.
She sees the colloquial language associated with them as exposing the distance between théelite and t
material world, and sees this phenomenon as being taken to a new extMuotamting.SeeWorldly

Stage: Theatricality in Seventeer@entury Chinal05.In the context of the sixteenttentury novelin

Ping MeiayDZ8-The Plum and the Golden Vag&ing Naifei has pointed to the function of the parasitic
Othird eyeO in the seduction scene between Pan Jialjdi-and Ximen QingY'e(1 . In her view, the

gaze of the gdetween old woman Wang, Ointerrupts and disrupts the play between these two; her
interjectionbreaks the spell between them as well d&/een the text and readeN@ifei Ding, Obscene
Things: Sexual Politics in Jin Ping MéDurham: Duke University Press, 2002), 162.

39\, M. Bakhtin and Michael Holquisfhe Dialogic Imagination: Four Essay@ustin: University of
Texas Press, 1981), 124.
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adventurer, or perhaps most often, a servant, that Omost privileged witness to private life.O

With OA Tower for the Summer Heat,O Li Yu concocted a technological alternative to the
extraordinary capability of tise Othird personsO to see into private wordth the help of the
telescope, Jiren manages to reduce the usually crucial role of-tretvgeen to obsolescence,
taking on the role of spy, or the third eye, himself.

Many of Li YuOs stories are inversiafsigeold truisms or literary themes; another of
his strategies, of which this story is a prime example, is to pursue a theme or an adage to an

extreme®®! Another of the stories ifiwelve Towersrhe CloudScrapeFuyun lou ),0

is a story in which the Othird persiine servant of the beautiful young woman destined to

marry the brilliant scholar in a scholbeauty €aizi jiaren ) romancél becomes the

protagonist and the bride sought by the scholar. Thg sfiens with a poem that points to the

central role of the maid in the most famous play of the Meyang ji (Story of the

Western Wing The poem conclude®Without Hongniang there to unravel the clues, Would

Student Zhang have ever been found lygying? 232

Hongniang is the maid of the female protagonist, Yingying, and Student Zhang is the young
scholar who is pursuing her. In addition to having some of the most memorable lines of the play,
Hongniang plays a significant role in pling the young couplesO rendezvous and plotting to

convince YingyingOs parents that the two should be married.

%0 Bakhtin and HolquistThe Dialogic Imagination: Four Essay$2425. Bahktin identifies this rogue

with the author in the case of novels: OThe novelist stands in need of some essential formal and generic
ma that could serve to define the position from which he views life, as well as the position from which
he makes that life publicO (161).

¥l 5eeHanan,The Invention of Li Yu76-110; Ying Wang, "Two Authorial Rhetorics of Li Yu's
(1611-1680) Works: Inversin and Autecommunication" (Dissertation, University of Toronto, 1997).

¥21iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier lou, ch. 6, "Fuyun louTranslation dapted fronLi
Yu é1l , A Tower for Summer Heat17.
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In the main story of OThe Clo@traper,O Li Yu elevates the status of the maidservant,

Nenghong , to bethe impetus driving the storyOs actand also its hero. In doing so, he

elevates the status of the perceptive viewing and cunning plotting associated with the Othird
personO or Othird eyeO in the narrative. First, he has scholars on an outing rank her and her
mistress, Miss Wei, as firshd second place among all of the women out at the Dragon Boat
festivities, without noticing the status distinction between them. He then has the male protagonist,
Pei Yuan, who had previously broken off an engagement with Miss Wei, engage in a series of
atempts to win the two of them for himself, which culminate in his pleading with the
matchmaker for the maidOs hand in marriage:
If the daughter isnOt willing, | wonOt press her again. But | understand that the Weis have
a maid named Nenghong whose beauty iatelligence are the equal of Miss WeiOs.
Since thereOs no bond between the mistress and me, 10Il have to turn my attention to the
maid. IOm asking you to persuade Mr. Wei to consider Nanghong his daughter and marry
her to me as my second wife. . . h#f remains inflexible and wonOt budge, | beg you to
go behind his back and inform Nenghong. Tell he that | lost my heart to her when | saw
her at the lake and that | never expected to find such a heavenly flower growing on the

earth below. Ask her to taketo account my heartfelt love for her and find some way for
us to marry’>>

+)XQ-™ ph p» W5 I5.8 4P /?)!1+76+ 3 5)f P»%B P¥Lp»)8§\4160m p&b+-)x 6
3A*r  +)X<i ¥ p#/?20>!@8-iA&é ") ab p»22P¥L-E .+)x p»iQ ™"l bN4
ICR*, ~EQ?Y0- yPW_AW5p»é GF.ab p»22_ AE OmKh [Q P¥L-Ge (»ZR1&D
=p’2 Y3 prie&Db_jé n0-RERA@EPAILICED. #G 3&@EE)Icu 1t AntZH/lp»0>!¢ ~
8Ee(]p»Q 1# 43MAEP»d u5x9006 3 4

To demonstrate his sincerity, Pei Yuan kneels down in front of the matchmaker while he is
speaking.
Li Yu presents the exchange so as to highlight the novelty of the plot: such a turn of

events had no precedent in Chinese literature, and even the predictably clever maid cannot

331iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier lou, ch. 6, "Fuyun lou"; Li Yé | , A Tower for
Summer Heatl36.
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anticipate such a surprising twist. When the matchmaker goesctosdithe matter with

Nenghong, she finds that the maid is oddly privy to the private affairs between her and Pei Yuan
and is able to describe accurately the scene that had taken place between them: OHe knelt down

in front of you, and of course you wantrepay him with interest.
.3** At this point, the matchmaker and the reader alike wonder how Nenghong could have this

information, and whether she has, as the matchmaker suspects, Osuperhuman eyes®and ears.O
In her retort, Nenghong insists ttshe is Oan immortal incarnateO and that she knows everything
that they had talked about. The only point about which she is confused is why the matchmaker is
coming to talk to her and not the mistress, since the scheme is aimed at her. The moment that
Nerghong makes this mistake, the reader and the matchmaker realize that she is a phony
immortal.

This revelation brings the narrator to the foreground as the true Othird eye,O who can
obtain detailed information about all of the characters without being ldeenforms us that the
tower of the storyOs title has played a key role for Nenghong: just as Jiren looked down onto the
tower for summer heat, Nenghong has been looking down from her own tower, the
Cloud-Scraper

The WeisO house faced the YusO withaowigll in between. In the back garden was a
tower named the Clou8craper fuyun lou ], which had a balcony for airing

clothes that was encircled by a trellis. From inside it one could see out, but from outside,
nobody could see i’

¥4iYu é1 ,LiYuquanji é ., . x ,vol. 9, Shier lou, ch. 6, "Fuyun lou"; Li Yé | , A Tower for
Summer Heatl38.

350iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier lou, ch. 6, "Fuyun lou"; Li Yé | , A Tower for
Summer Heatl38.

361iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier louch. 6, "Fuyun lou"; Li Yué | , A Tower for
Summer Heatl40.
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Nenghong ges this tower to gain access to sights that she was not intended to see, while not
revealing her own presence. The av&y gaze is enabled in JirenOs case by distance allowed by
the telescope, and in NenghongOs by the trellis that hides her from view.

Contrary to the matchmakerOs initial guess that Nenghong has superhunaeml eges,
however, Li Yu draws attention to the limitations of interpersonal experience based solely on the
sense of sight, penetrating though it may be. In OThe Glowaber,O Nghong sees Pei Yuan
kneel down, but she can only deduce that he is doing so for the reason that Scholar Zhang from
Xixiang ji or any other young scholar wotldo marry a beautiful girl. Unable to OreadO from
his actions something so novel as seeking #mellof the maid instead of the mistressOs, she
reinforces the novelty of the plot by reminding us that such a move is improbable. In OA Tower
for the Summer Heat,O Li Yu exploits the illusion of JirenOs proximity to Xianxian created by the
telescope. Oneay while he is watching her compose a poem, she is startled. His first response is
to fear that she has seen him and to wonder how she could know that he is spying on her from
above®*’ JirenOs OthousdndyesO disorient him, since unlike the avid reabiicton, he is
not used to the sort of lookiNgthe safety of a disembodied, eway gaz&l that they enable.

His task of gathering information from a silent scene is accomplished only by the fact that some
of it is recorded in writing, another analogy e tact of the reader reading the story.

An even more effective third eye in Li YuOs fiction is that of the thief who makes a living

entering othersO homes, seeing but not seen. A thief is the protagonist of anotiereli/the

¥7LiYu é1 ,LiYuquanjié , . x ,vol. 9, Shierlou, ch. 6, "Fuyun lou"; Li Yé | , A Tower for
Summer Heat25.
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Towersstories, OGuizhengu (Returnto-Right Hall),O and a key player in Li YuOs

novel,Rouputuan (The Carnal Prayer Mat The figure of the wily cat burglar had been
made popular a few decades earlier by Ling MengchuOs staglohg (Lazy Dragon),

included in his seond collection of short stories in 1632 As the narrator attests in OGuizheng

lou,O the thief is Oa confidence man who [i]s capable of the most sublime feats, but whose name,
place of birth, and physical likeness [a]re impossible to detenipeOF,2x*a , YO pl¢ ~){

#, 7o uSy ~'+at , Z5 pi¢ ~g\4 .G*°His existence on the peripheries of social life, adherence

to an alternative moral code, and physical ability to enter homes in unorthodox ways make him

an ideal figure to reveal the inner workings of everyday life. The thieh@Carnal Prayer Mat

boasts that while he Omay not take the stage, [he has] a better view of the action than everyone

else.®° Unlike Jiren and Nenghong, who gaze down from a stationary, elevated point of view,

%8| ing Mengchu, $ - , Erke pai'anjinggity 7?2~ (Shanghai: Gudian wenxue, 1957), 88.

The story is entitledShenyou jixing yizhi mei Xiadao guanxing sanmei %lQ° "7E8-  "F,1 W0 +

511U.0 For an English translation, $@anyi Yang et al.|.azy Dragon: Chinese Stories from the Ming
Dynasty (Hong Kong: Joint Pub. Co., 1981)ke Li YuOs thieves,an Long is a chivalrous thief who is
something of a Robin Hood figure. In all of the accounts, the reader is encouraged to sympathize with the
thief and his moral code, even when the narrator or the thief himself regrets his career choice. The OFive
Abstentions from TheftO of Li YuOs thieflihe Carnal Prayer Maare Ounlucky people, lucky people,

people [he] know[s], people [he] ha[s] robbed once already, or people who take no precalitibuséd

| , The Carnal Prayer Mattrans. Patrick Hanan (New York: Ballantine Books, 1990)F68.a

discussion of precedents for early Qing tales of thieveryAiae H. Barr, "The Early Qing Mystery of

the Governor's Stolen Silvetarvard Journal of AsiatiStudiess0, no. 2 (2000).

¥90iYu é1 ,LiYuquanjié , . x ,vol. 9, Shier lou, ch. 6, "Fuyun lou"; Li Yé | , A Tower for
Summer Heat45.

¥01iYu é1 ,The Carnal Prayer Mat68.SeeLi Yu é 1 ,Rouputuan. 1 , Zhen cang ban. ed., 1
vols., Zhongguo guyan xipicongkan (Taipei: s.n., 1987).
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the thief has learned to move through urban envirents anonymously and to change his

appearance at will if he is recognized, skills that make him effectively socially inviSible.

In the novelRou putuanLi Yu details the gperior range of vision of the thiedai Kunlun
3%2Because he enters and moves around freely in others® homes under a cover of anonymity,

the Knave has developed a way of looking at the world that differs dramatically from ordinary
people. For one thing, he sees naked bodies and strangers engagednra regular basis. He
informs the male protagonist, the young voluptuary Weiyang sheng, upon inspecting the body he
has been boasting about:s&é [penises] all the tiflel must have inspected a thousand or two,

at leashl and | donOt think IOve evesrsene quite as delicate as yours.
643

Weiyang sheng, despite the fact that he is in the midst of an ewidieesearch to locate the
most beautiful woman alivéaasOrarely seen another manOs penis, [since] ordinary people keep

theirs tucked awaunder their clothes, where naturally they canOt be#6eff6B A 77 Y'!
+7 uB'(AY3p». -aF, bUW&DX 6pX%0g p»Q @PF3 pi¢.G*
Elsewhere inThe Carnal Prayer MatLi Yu exposes the limits of the vision of even the

sharpest of viewers, the Knave. On one occasion, the Knave has sizpdrtipudar woman,

and he tells Weiyang shetitat she is Osupremely beautiful but lacking in experience with

#LiYu é1 ,LiYuquanjiZ, 2% vol.9, Shier lou, ch. 6, "Fuyun lou"; Li Yé | , A Tower for
Summer Heat62.

%2n his study ofThe Carnal Prayer MatGe Liangyan identifiethe Knaveas the only pure voyeur in
the story. Se"Rou Putuan: Voyeurism, Exhibitionism, and the 'Examination Complex'," 130.

31iYu é1 ,The Carnal Prayer Mat99; Li Yu é | ,Rou putuan. "1  (Taipei: Taiwan daying
daike gufen youxian gongsi, 1994), 240.

41iYu é1 ,The Carnal Prayer Matl04; Li Yu é | ,Rou putuan. "1 , 245.
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lovemaking. .G3* Later, when the handsome

Weiyang visits the shop she teraisl she flirts with him, it becomes clear that blad acted

modestly only because her myopia prevented her from adequately assessing the earlier situation
with the Knave The commentator (again, a voice indistinguishable from Li YuOs own) explains
how the author has allowed the reader to think sheduwamslfa contradiction only to prove his
ingenuity:

In Chapter Six, the Knave described this woman as prudish, as unversed in passion,
whereas in the silkhop incident in this chapter she matches [Weiyang sheng] blow
for blow in repartee. Not only is shetrprudish, she is extremely seductive, a fact

that flatly contradicts what the Knave has said. No doubt ignorant readers had
concluded that the novelOs stitching was not fine enough and had criticized the author
for it, never dreaming that he would hawearsightedness in mind as a pivot, and that
thatwas the reason for the apparent inconsistency. The author deliberately set an
ingenious ambush so as to lure people into attackinyl lwrolear case of literary
deception. The reason the woman was destalerudish is that she was

nearsighted; she didnOt see the handsome young man in front of her and had no
occasion to behave seductively.

JO! &1( 1, A#<O5S ZR»; * OO+Zp»hP<é 4*y n"él®&PWop»; &T\«M ":Jp»Q 60
(ODC3MZop»: bz P p»5en»F E p» i 1 pOO©+Zp»JthP<é!@yg2Uyp»(IQ 16 ZFF -Zp»
HG*O-p»+B *@ba...M, p+np»+31¢ O-GUMc .G<&ZXGe ~22_yY> 4*JUw&DP Opl
3WOS/F, NN 84i10/4  Q'F GfFjp»6xFr -; (i! &' b4adrp» 85/3°Z ZtUy a
16 618Z200+Z0-p» ! FAG _yY>p» p6'F3Y39AQoeDR*gp»@E1&DD! hck®
Perceptive thougthe Knavemay be, his vision is limited by the unitary peoftview allowed
an embodied subject: he can go everywhere and observe everything, but he cannot see how
others seeAs this comment makes clear, even whenKnavés vision fails, the authorOs does

not, and here again he reiterates his own role as mastermind behind these resoureef third

characters.

*5LiYu é1 , The Carnal Prayer Mat90; Li Yu é | ,Rou putuan. "1 , 229.

51iYu é1 ,The Carnal Prayer Matl32; Li Yu é | ,Rou putuan. "1 , 278.
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Li YuOs deployment of thieves, maids, and the telescopefictiois are novel variations

on the traditional role of the Othird personO character who grants the reader access to the inner
workings of the fictional worlds. They also reveal what sorts of twists of plot occur when other
characters look back at thedust as he has brought the reader into view, Li Yu has manipulated

the narrative so as to allow other characters return the sleuthing gaze of the maid, Nenghong,
who finds herself unexpectedly the object of anotherOs desire, and of the thief, wéeseall

powers are called into question when the myopic woman acts in contradiction to his expectations.

In ORetunTo-Right Hall (Guizheng lou ),0 a group of courtesans recognize and

remember the thief as a particularly kind and generous former patron, prompting him to redouble
his efforts to remain anonymous by hastily throwing on a disdtfise.

In her study of Li YuOs method of training cdsinas inXianging ouji Dorothy Ko has
observed that one of Li YuOs innovations in the practice of connoisseurship of women was his
concern with women returning the gaze of the male viéffi@hese fictional examples of
two-way looking show that for Li Yuhis exchange was not always gendered this way, with the
male appraising the female; rather, in some cases, such as that of the maid Nenghong, the roles
would be reversed. In the case of maids, the role of observer implies her outside status as a
member ofa lower social order and limits her to a tangential relationship to the social world she
observes.

The various forays into private everyday life that these interactive looks enable bring to
the foreground not only the position of the reader as an unsgenr and active participant in

the story, but also questions of the implications of visibility and concealment, the powers and

*7LiYu é1 ,The Carnal Prayer Mat61.

¥8 Ko, CinderellaOs Sisters: A Revisionist History aétbinding 155.
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limits of vision, and the ethics of the em&y gaze of an invisible viewer. Li Yu did not limit his

exploration of these quiasns to fictional narrative, but also engaged in-eatld experiments
with them and recorded them in essay form for sale in one of his most-sfieghtroducts, the
essay collectioiXianging ouji The resonances among his experiments in both cormexts a

comparative reading that considers his fiction alongside his essays.

Captivating the Audience: Strategies of Light, Story, and Sound

One of the central issuesRou putuans the effect of differing levels of visibility and

concealment. Whatgerson sees, not to mention when, how much, and how often she sees it,
changes her. Li YuOs treatment of this theme exposes the fact that certain illusions, such as the
idea that nudity is appealing, inform everyday experience as we know it. Frequengvi\sex
organs and nudity lessens their desirabilitytf@ Knave in his early days of thieving, he would
masturbate to the sight of a naked woman while he waited for the right time to rob her, absorbing
the spectacle in minute detail: Ofor the bettet of an hour | have my eyes on her, and during

that time nothing escapes me, not her eyes or face or figure or complexion, not even the depth of
her vagina or the growth of her pubic hdie.« K.&!85& Xp»9 F3/? |Ldp» W iF£Fag \4j|06

P4QBp» ";“<:6+"Ze+p»+U5x KB 1b 6j€ 0p»f ;f 6(A+%op» “¥F3/?2575TF%FUI*° While the
prospect of such a view likely titillated many readers, Li Yu is quick to point outhidtnave

had eventually seen so many naked womenQhatlva came to resemble some kitchen utensil

9iYu é1 ,The Carnal Prayer Mat204; Li Yu é | , Rou putuan. "1 . For adiscussion of the
notion of OtransitO as essential to erotieisih applies to Chinese visual cultuseeJohn Hay, "The
Body Invisible in Chinese Art?," iBody, $ibject, and Power in Chinad. Angela Zito and Tani Barlow
(Chicago: University of Chicago Press, 1994).
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and aroused about as much feeling in [hiIRBYf 1p+U w+3-a"}DDF, JA , " :“ uYb/?"}

omG*™°

The Knav@s attitude is a foil for that of Weiyang sheng, who is obsessed with female

beauty and the naked body. When he is first instructing his wife, Yuxiang in the art of

love-making, he spends a fair amount of time discoursing on tisegfoyaking love in broad

daylight so that sight of the other personOs genitals will arouse one and make the act even more
enjoyable®® At first, the modest Yuxiang is not even willing to entertain the idea that two

people could be bolthced enough to makeve while in plain sight of one another. From the
extreme vision ofhe Knave from whom almost nothing is hidden, to the moderate Weiyang

sheng who takes pleasure in seeing forbidden sights, to Yuxiang, who is barely willing to raise
her eyes, Li Yu dnas the readerOs attention to the ways in which these divergent modes of
looking influence the charactersO feelings, desires, and world views.

Li YuOs fictional treatment of these divergent attitudes highlights the effects of viewing at
particular times oflay with different levels of natural and artificial light. While the Knave seems
to enjoy unfettered visibility night and day alike, for ordinary viewers, the time of day matters.
YuxiangOs response in particular indicates that sex during daylight heuns soenething
radically different than sex between invisible bodies under the cover of night. For her, it is the
viewing of the act rather than the act itself that has the potential to Shthmearkness allows
her to maintain whatever illusion she wish@4th this example, Li Yu shows that visibility is a

complicated matter: in moderation, it can increase desire and pleasure, but too much visibility

¥91iYu é1 ,The Carnal Prayer Mat69; Li Yu é | , Rou putuan. "1 , 205.

®11iYu é1 , The Carnal Prayer Mat41-45.
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threatens to crush desire entirely. In his theater direction, Li Yu engaged in a similar balancing

act.

| have discussed above how Li Yu drew the reader visually into the story through his
manipulation of commentary, chapter divisions, and narrative sequences. Cultivating the
attention and pleasure of viewers of his dramatic productions was a relatedtibci, diame
that included as a central component the delicate manipulation offige. gave serious
thought to the ways in which different levels of natural and artificial lighting could affect the
experience of viewers, in particular the implicationsiroe of day for visibility. Too much light,
and like the Knave, they would risk losing interest; too little, and they would not be able to get
wrapped up in the story. His articulation of these issues represents the first extended treatment of
stage lighing in Chinese history>?

Li Yu explains his business of captivating his audiences through the manipulation of light
in several sections &fianging ouji In one of the sections on drama the@ybridging Plays
Suochang weiduan ,O he explains how #mlapt lengthy play to make them suitable for
everyday performancé. may strike the reader as odd at first that he opens such a section with a

discourse on appropriate lighting for performances, but performing plays when the lighting is

optimal turns outo be the primary reason that they need to be abridged:

**sieber, "Seeing the World througfingging ouiji (1671): Visuality, Performance, and Narratives of
Modernity," 19.Sieber cites Li YuOs suggestion that plays be performed at night as a way to enhance the
visual illusion.

%3 5ophie Volpp has distinguished the seventeegtitury stage from thmodern theater in a Chinese

context following Stephen GreenblattOs distinction between the English Renaissance stage and the modern
playhouse that there was Ono dimming of lights, no attempt to isolate and awaken the sensibilities of each
individual memler of the audience, no sense of the disappearance of the c@ieph@n Greenblatt,
Shakespearean Negotiations: The Circulation of Social Energy in Renaissance E(Qbkdocd:

Clarendon Press, 1988),Gited inVolpp, Worldly Stage: Theatricality in SenteentfCentury China83.

Read together with his fiction, Li YuOs theories on dramatic staging offer an example of unprecedented
attention to lighting that | explore in this section.
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Watching plays is suited to the dark, not the daylight. There are two reasons why this is
so: Theatrical performance [playing a role] is in the first place not reality. The ingenuity
lies in the intgplay between what is hidden and what leaps out. If a performance is put on
during the day, distinctions are sensed too clearly, and performers have difficulty
executing their illusionary magic. The audience only sees and hears fifty percent of the
actor'svoice and appearance because eyes, ears, and voices are scattered and not
concentrated in one place.
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Theater is best enjoyed in the evening for both aesthetic and practical concerns (the second
reason is that watching plays during the day would hinder wWotk).Yu arguesagainst bright
natural light because it emphasizes the artifice of the performance at the expense of the pleasure
of the viewer. More than simply revealing the obvious artifice of the performance, however, too
muchlight allows viewersO attention to drifhd they end up taking in only a fraction of the
spectacle. By staging plays at night, Li Yu aims to ensure that the attention of the whole
audience remains riveted on the actidere, the author of fiction who boasts to the reader of his
masterful contl over the plot manipulates light to the same effect as he had previously
manipulated language and story.

Scholars generally concur that there was significant permeability betweeN sthgh

was often no more than a carpgtiyu;t;j ) placed in a courtydN and audience in private

household performances in the seventeenth cefttiry YuOs assertion that staging a

®4iYu é1 ,XiangingoujiE -1& ,7071.

%5 The text reads:Ndoreover, regardless of whether a person is wealthy and ranked or poor and humble,
during the day everyone has to go about their business, and watching plays would inevitably hinder their
work. ¥a b@EZ~+t\\O\Ep»5-eE%:.6+E W6 6 3p»eY 660 8)PGLI Yu €1 , XiangingoujiE -1 €&

71.

%6 For an analysis of the symbolic conventions in fiction and drama illustrations portraying these carpets,
seeMei, The Novel and Theatrical Imagination in Early Modern Chi8&44.For an argument thaté
boundaries between these stages and the world were more temporal than spatial in the early seventeenth
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performance in the dim light of evening would increase twofold the concentration of each

member of the audience suggests that he was in thesprotgnagining a new kind of
relationship between awatice and stage spacesidonviction that the artifice of theater is best
enjoyed after sunset is not dissimilar to the modern practice of dimming the lights in a theater. A
century later in France,ritingly similar language was used to describe the pedagogical strategy
of using the projected images of the camera obscura in a dark room to engage young learners:
OMany children, gathered in a room, have their minds captured as a result of the darkness
necessary for representation of the pictures which appear suddenly illuminated on a large
disc.&’

The focus of this essBlyabridging playBl is another aspect of Li YuOs performance
theory that reveals his desire to demarcate a clear boundary betweepatagensl audience
space. To write about abridging plays at this time indicated a reaction against the contemporary

practice of performing excerpted scenes from various plays, knonreasxi 38 As

Volpp has observed, Obecarsezi xivere more easilpaired to particular occasions than were
full-length texts, the advent of this performance practice had the potential to enhance a sense of
permeability between world and stag&’Gontemporary records, including accounts of private

performances in novelattest to the fact that selecting scenes for performance that would

century, se&/olpp, Worldly Stage: Theatricality in Seventeef@bntury China72-77.Volpp has also
presented a compelling case for the gradual bedf this permeability over the course of the seventeenth
century as raised stages in wine shojpgo(l "019») grew widespread and private troupe owners grew less
interested in becoming part of the spectacle of theatrical entertairviodmp, Worldly Stage:

Theatricality in Seventeentbentury China59-88.

%7 JeanPhillipe Gui le Gentil, Comte de Paroy (175824).Goepper and Wan@lumen aus dem
Senfkorngarten278.Cited inLaurent Mannoni and Richard Cranglde Great Art of Light and Shadow:
Archaeology of the CineméExeter: University of Exeter Press, 2000), 84.

%8 \/olpp, Worldly Stage: Theatricality iSeventeentiEentury China63-65.
¥9v/olpp, Worldly Stage: Theatricality in Seventees@hntury China67, 12.
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resonate with the social occasion was a common practice at this time. Li YuOs preference was

instead to put on mulscene plays as entertainment, which would captivate spectators and
transport them away from the present into the fictional world of the play. At the same time, he
recognized that performance of a complete play is often not feasible, since few are the truly
dedicated who can stay awake appreciating plays until d3wn:

It is better for a play to be short and have a conclusion than for it to be long and without

closure. Thus, those who compaseiangi[plays] and hand them over to actors must

first show them how to adapt them to various lengths: Take several scenes that can be

omitted from the plot, and mark them as stfth.
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Given Li YuOs manipulation of the experience of readers and viewers elsewhere, it is not
surprising that he would react against this practice by insistimguititscene performances that
provide a sense of the full narrative arc of the story, even if that meant that some of the scenes
had to be cut. Rather than a series of discrete and familiar scenes that resonated with and referred
to the social event at hd, Li Yu featured an evening of entertainment consisting of a single
storylineN ideally one that the audience had not seen bifthatwould capture the attention of
aficionados and newcomers alike.

If natural light threatened to compromise the art oatheal performance for Li Yu,

artificial light, and a lot of it, was essential. An essay from the secti®maofjing oujion

%01n the rest of the essay, he elaborates on his innovative practice of improving the abridged versions: in
addition to following the general ptice of cutting scenes, he suggests that playwrights focus their
attention on adding lines to the remaining scene to give a better sense of the whole and to avoid giving
viewers the sense that the play has been truncated. One effect of this practicekie the viewing

experience feel continuous and to ensure that the attention of the audience is sustained.

®11iYu é1 ,XiangingoujiE -1& ,71.
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household objects and utensfsdevoted entirely to how to use lamps to illuminate stage space.

Like many of the essays in thgsction, this one includes substantial technical detail.
Of utmost importance at a banquet is that it is brilliantly lit with lamps. Whenever
gentlemen gather together, delicacies from the mountains and seas are spread out before
them; they imbibe sweetine; a few instruments accompany frequent song. All of this is
perfectly delightful. It is only the stage that is slightly obscured. That people today
delight their guestsO ears and hearts but cannot delight their eyes is not because the host is
stingy wih his oil or unwilling to set up more lamps, it is actually that he places too
much faith in the lamps themselves, either failing to learn the method for trimming them
or failing to get the right person to maintain th&m.
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Having insisted that plays be performed under the cover of night, Li Yu here observes that the
primary problem with banquets is that evemg but the stage is brightly lit. In other words, the

only spectacle the guests can observe clearly is that of their own party. They cannot escape into
the fictional place of the performance because the offstage space is brightly lit while the stage
lights are dim.

Li Yu sets out to remedy this problem by first noting two shortcomings in contemporary
lighting practice. The first is that wicks that are regularly trimmed give off twice as much light as
those that are not. To drive this point home, he plies/ain easto-remember rhyme: OFrequent
trimming beats lighting more lampgisiodian buru ginjian .33 The second is that
in many cases no one has been put in charge of looking after the lights, as when Oboth master and
servant are caught up in viewitttge performance, all fixing their eyes on the Pear Garden

[show], and not concerning themselves with the lighting

®21iYu é1 ,XiangingoujiE -1& ,225.
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.3°*Li YuOs solution to the problem of stage lighting is twofold: ensure

that a responsible servant is put in charfjgimming the wicks regularly, and that he has a
workable method for completing this task.
Li YuOs concern with presenting audiences with a brightly lit stage to contrast the
darkness of the evening translates into ideas for exciting technical inmevitad would
considerably alter the viewing experience of his audience. Since lamps around a stage are usually
hung at a considerable height, Li Yu reasons that either the person has to go up to trim the lamp,
or the lamp needs to be loweledne of thesmeeds to happen each and every time the wick is
trimmed. Since both the person doing the trimming and the observing guests would quickly find
such an arrangement tiresome, one of two methods should be employed. The first is to construct
a pair of longhanded scissors that will allow a person to reach the lamp simply by raising his
arm. The second design, significantly more complex and captivating, involves rigging a pulley
system that allows the lamps to be lowered using hidden cords:
This method requirethat you make a long groove in the overhead beam to run it to the
back of the room, thread a hanging lamp cord through the center, and put a tiny
wheeldisk underneath it. Then hang the lantern. The inner frame and the outer screen
should be separate, atite outer screen should be fastened between the roof beams and
not move up or down. Put the whel$k across the cord on the inner frame. When you
want to trim the lamp, release the cord on the inner frame and lower it down to the height
of a person. Wheyou are through trimming, raise it again. Since you fit it into the outer
screen, the outer screen remains hanging up high without moving, neatly arranged, and
waiting patiently to be moved. . . . As compared with lowering the whole thing, which
comes wih all sorts of physical hindrances, this allows you to gain an edge.
<}5d8) 26? e MO "8Ep»_A5d+06/4p»LuU3CAp 6N LE5Sd Op»Q” o+-+"OFE ~2' 3p»
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time.
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With these designs, Li Yu has proposed two convenient ways to maintain a brightly lit stage by
proposing ew and improved methods for trimming lamp wicks regularly that eliminate the need
to climb up to the lamps to do so. His second method hinges on the deconstruction of the lamp
into its component parts, each of which he evaluates and treats separatdtyisgpasve the
function of the whole appliance.

To focus primarily on the technical and latsaving aspects of these improvements
belies the primacy of the dramatic visual effects to Li YuOs conception of this second design.
While the moving parts dfis mechanical stage lighting do serve his stated intention of keeping
the stage brightly lit, by this point in the essay, he has turned his attention to orchestrating the
performance of the moving lamps themselves. The lamps, properly executed, becmpetey p
of marvelous effect that constitutes a second onstage spectacle:

Now, why do | not openly pull it down with a cord, but rather insist on secretly fitting it

in a groove in the rafters and running it to the back of the room? It is because | want to
hide the person who pulls on the cord in the back of the room. People will only see the
wheeldisk turn, and the lantern descends on its own. After it has been trimmed, it rises
up again without sign of someone pulling it, as if a spirit were lodged athemngfters.

If you stand one extra person onstage, you will create a screen for another person. If you
have one person trim the lantern and another pull the cord, as soon as one finishes, it is
time for the next. They are constantly on the move so thajubsts end up watching

them walk and are no longer free to focus on the singing. But if you conceal someone in
the back of the room behind half a bamboo fence, then what calm appears before the
guests' eyes and ears! E [It does not matter what kind refescyou use] so long as those
on the inside can see out while those on the outside cannot see in. This way, human
artifice is concealed, and Heaven's ingenuity can be carrief®out.
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Li Yu remains tacit about the ligigiving quality of these lamps hereferring rather to the art
of concealing the people in charge of manipulating tteethe illusory effect that they seem to
be moving like themselve$he imperative that the servants tending the lamps be able to see out
from behind the screens that ceattheir presence from the audience them recalls the strategy

of Nenghong peering down from behind the trelli€iihe CloudScrape®(QFrom inside it one

could see out, butdm outside, nobody could seeXfbog F3Y3(34g (39 O b##F3 1Y 3X%0g
F,O) or Jiren from his towelYet, while Pei Yuan remains unaware that Nenghong is watching

him from the tower, the viewer of Li YuOs lamp puppetity @ the gamid he is invited to
revel in the delightful illusion that the lamps seerméamoving on their own even as he knows
that there ifiluman effort behinthe movement.

The distinction between these two emay gazes gets at the crux of Li YuOs scenography,
and of his theater direction: that the lamps appear to move by themseligebdanoved by a
spirit in the rafters), even while the audieko@wsthat that is impossible, is the point. Li Yu
puts it this way: Be who observes this technique has an experience akin to a person on a dim
mountain path: he knows well that what hedidhk is a person and not a ghost, yet he is still

astonished and startled. People will applaud when they see this: it is yet another pleasure.
.G%1In

broad daylight, a person is simply a person, and there is litthe isight of him to astonish a

viewer. In crafting a lighting system that would reproduce for an audience anytime the delightful

®7LiYu é1 ,XiangingoujiE -1& ,227.
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experience of encountering the unknown on a dim mountain path, Li Yu added a second

spellbinding spectacle to enhance that efdator® performance. On Li YuOs stage, the apex of
ingenuity isthe illusion borne ohuman design and its concealnieiit transfixes because it
appears to be magical but is A%t
Having set the scenkj Yu is finally able to shift his attention to tiperformance itself.
If the motion of the lamps draws attention to the hidden bodies of the servants, whose presence is
charged by the combination of its inevitability and concealment, the amplified light of the lamps
intensifies the view of the actorsOieednstage. The OcalmO Li Yu has orchestrated for his
guests by screening the servants from view culminates in their experience of being mesmerized
by the motions and sounds of these women. All eyes now glued to the stage, Li Yu turns his
attention to orbestrating the final component of this audiovisual experience.
In addition to insisting on the performance of an unbroken evdengih narrative arc,
Li Yu was concerned with how the written play script translated into spoken dialogue, and from
there inb the sounds perceived by the listener:
Dialogue has always been demarcated only on paper, no one has paid any attention to
whether it flows or is impeded in the mouth. Oftentimes what is most profound in printed
form becomes muddled nonsense when perfdromstage. How could one personOs eyes
and ears be both quick and deaf? Because the author only concerns himself with his brush,
and he has not yet put himself in the position of others, letting his mouth stand in for the
actorOs mouth, and his ear forlistenerQOs, so that heart and mouth work together. If you
examine whether it rolls off the tongue, and it doesnOt; or whether it pleases the ear, and it
doesnOt, this is obviously the reason why. Now, when Liweng wields a writing brush in

his hand, his math is nevertheless onstagatirely standingvith hisbodyin place of
the actors [Pear Garden]. He allows his mind to wander in all directions, contemplating

368 At the conclusion of OA Tower for the Summer Heat,O Jiren and Xianxian both decide that the
telescope is supernatural, not because they believe that a god or a buddha is controlling it, but because it
allows them to see things that without it they could not: OEvery day they bowed down before it, and
whenever some decision had to be made, they would consult it. By picking up the telescope and looking
through it, they would always see something unusuaich they then treated as an oracle, and it never

failed to produce results. From this example it is clear that where the mind is concentrated, objects of clay
and wood can work miraclesOYu é 1 , A Tower for Summer Hea38.
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the elements of the plot and testing out the sound. If it is good, he writes it down directly;
if not, he sets his brush aside. That is the way in which he makes what is seen and heard
suitable to alf®®
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Li YuOs claim that many playwrights failed to consider the way their lines wouldisound
performanceavas not a new criticism of the overly ornate language of somd/iatg plays.

What is new here is the relative weight he places on spoken dialogue as opposed to sung arias.
The way that he improves upon traditional practices of writingpglige echoes the kinds of
interpersonal maneuvers we have seen in his fiction and scenography: he imagines himself in the
position of each of the roles involved (the actors, the audience, and the writer), wandering
mentally among these perspectives urdihlasorchestrated a totalizing experience of

predetermined roles for all involved.

Looking at Walls: Boundaries, peepholes, and panoramas

Theatricals such as these would not end with the conclusion of d_pl¥ywastaken
with the potential of allarts of walls, from the outer walls surrounding residential compounds to
the decoration of the interior panels of a room. He conceived of walls asdedand porous
boundaries between distinct but connected spaces, paying special attention to the design
possibilities of the windows that would open up at least two views through any wall. Much of Li
YuOs fiction involves characters finding novel ways to see the private life hidden within the walls

of someone elseOs home. The plot of OThe Tower for SuraatéhiHges on JirenOs deduction

%9 LiYu é1 ,XiangingoujiE -1é , 48.
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that by viewing from above, he could effectively use a telescope to see through a wall. The

ability of both the Knave and maids to see interiors also depends on their navigation through the
outer walls of private residencda each of these cases, the fundamental barrier breached is that

of the outer wall distinguishing one compound of living quarfrers anotherjiegiang ). Li

Yu discusses this sort of wall Kianging ouji and it carries with it to the essay form (wits
direct reference to the material lived environment) echoes of the concerns in his fiction with
accessing interiors: OBorder walls are the boundary between me and others, between public and

private; they are the outer limits of the ho&(AO-p» b11! i 6E 'fp»+*  6(%.{5x .G

Whereas Li Yu exercises complete creative control over the production of his plays and the
narratives of his stories, he is obliged to give up control over the temporal and experiential
aspects of his designs and technological innovations relatithg everyday built environment.
Without the fixed time and place of a story or a particular performance, he has to teach readers
how to arrange visual technologies themselves withlsyegiep instructions and illustrations.

In Xianging oujj walls do more than simply obstruct vision or mark boundaries. Li Yu
opens the section on walls with the tongieheek observation that, contrary to the accusation
that he writes only about trivial matters, this section demonstrates that he is committed to
discussing serious and significant matférthe likes of Chan Buddhism and NEonfucianism.

He waxes monumental on the import of walls, pointing to their fundamental role in empires and
homes alike, and analogizing this function to a metaphorical boundary draumd oneOs heart
and mind to ensure a solid foundation of personal integrity. As boundaries, he goes on to posit,

Owalls are that which divide inner and outer; one half is for myself while the other half is for

01iYu é1 ,XiangingoujiE -1é& ,182.
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others(A(iO-p»!-(%4a!1®0" b1tF "00- .G’ He cites a popular expression to corroborate:

Owhen one household constructs a wall, two households may enjoy lookiirgatiAp» |
+M%F3G3™ 1t is the visual aspect of the wall that indicates possession here; for Li Yu, only the

surface ofthie wall in his field of vision truly belongs to him. Because of this, he reasons,
Oamong household things, walls alone are impartial; all of the other components are for the self

alone+i+L& B 66+! _00-p»01tAi(i I0Op»! hA TF.@b1? 6+ .33 These observations

suggest first that theoundaries of self extend to the outer edges of the home, and second, that
visibility N in particular being looked Btalters things and people. Even more, he suggests that
therein lies much of the pleasure of living. What uses did Li Yu invent for watlh@n did he

use them to expose or change the way people thought about the function of the everyday built
environment, themselves, and their relationships with others?

Li Yu had read in a little encyclopedia, written more than a millennium eddréng he
Western Jin Dynasty (26516), the following observation: OOMaiden walgjfangO are small
walls atop city walls. They are also knownbas [to look askance, to peep], so called because
they are used to spy on people from atop city WaWeO-p»'v 2+-(A . "#uG G p»Y~ 6'v 2
IJMb .G"NYgiangandbini were both common terms for parapets, and this is only one of

many places that the two are listed together. (I transiéggangas Omaiden wallsO rather than

OparapetsO to clarify the play on words at the heart of Li ¥a&)% ¢i Yu does not even feign

11iYu é1 ,XiangingoujiE -1é& ,181.
21iYu é1 ,XiangingoujiE -1é& ,181.
31iYu é1 ,XiangingoujiE -1é& ,181.

"4 The text isA Commentary on Thing3ld and NewGujin zhu#E r<s), by Cui Bao (fl. 29€306)

during the Western Jin Dynasty (28%6).SeeCui Bao’ + , Gujin zhu F O M (Shanghai: Shangwu
yinshu guan, 1956).
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interest in the textual tradition as a potential authority on the meanings and etymologies of words,

nor does he attempt to link words to the things they might have originally been intended to
indicate. Instead, he revisti tradition by glossing the term Omaiden wallO based on his own
experience. He writes:
Let me explain it from my perspective: this name [maiden wall] is quite beautiful, but it
seems to me that it does not necessarily refer to city walls, denotingamghiétlie
shouldetlevel residential wall. The termY[maiden] is what we call [married] women
who have not yet married; it is meant merely to express her litheness. If, as a matter of
course, refers to the small walls atop city walls, does this ray ithat clambering up on
those walls to face the enemy is the business of married women andtl yirls?

0 «li0-as 6p»; #UDAOBP» & Wm+B2 V'Kp»!%olb o G#rPQ+-Alp»F.#— o #u 0 &
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For Li Yu, the top of a city wall is no place for women, nor for a wall associated with them.

Rather, like women themselves, a wall called a Omaiden wallO is suited to rgivaimni

decorative walls of pleasure gardens. Li YuOs insistence that the name suit the object it describes
is a form of analogical reasoning that recurs throughouXihisging oujj such as in his

discussion of coiffureer stationery (see Chapter Twélis practice of exposing inconsistencies
between words and the material things they describe opens up space for excess, play, and

pleasure. As he shifts focus from interpreting ancient texts to creating new meanings and

51iYu é1 ,Xianging ouji E -1 & , 183.Li Yu seems to have been the first to use the tYimiang

to refer to shouldelevel walls w_if[hin a residential compound, and later this seems to have become an
accepted reference of the teMdY giangs used to refer to a garden wall in the great eighteesritury

novel, The Story of the StorfelonglounengL-9»(E), for exampleO[As she walked through the grounds,]
she was forcibly struck by the aura of desolation that pervaded the place. The buildings were unchanged,
but she had noticed that a strip of land along the inside of the Gardem¥githig had aleady been

converted into some sort of vegetable plot. A deep sense of melancholy oppressed héb&pint:d>8
F—p—#9U E@Pp—) Al -b ¥I0 &°&@ "QOp—/k O0]@P)*6+D&@b Xueqinli « , Hong lou

meng jiao zhui "2 M , Ge xin ban, Cai hua ben. ed., 3 vols. (Taibei: Li ren shu ju, 1984); (a6

Xueqin and Gao EThe Story of the Stons.6667.
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possibilities for things in the watlhe and his readers inhabited, he effectively integrates the

adventures of fictional romances into the structure of the built environment of everyd4y life.
Not surprisingly, some walls marked boundaries only to invite their transgrelssiun.

goes orto play with the meaning of the second term for parapets(peeping or spying),

situating it in the garden as well, but ensuring that it enables the action its name denotes:

Wallls that have latticework patterns or apertures carved in them so thangideeand
outside can see each other, like those in recently constructed gardens, can also be called
Omaiden wallsO because they are created by reproducing the desigispfing]

wallsE | maintain that to have decorative patterning from the baseettmp of the wall is

not only quite unstable, but that it is also a great waste of resources. The reason for
opening an aperture between the inside and the outside is merely so that it can take the
place of a [translucentjoloredglaze screen, in hopesat people will peep in to see how
grand your residence is. All you need to do is to open two or three feet at eye level and
decorate it with a fine pattern. As for the sections above and below this level, fill them in
[with stones or bricks] as usual. Shway, the cost will not be great, and a chance bump
will never cause the wall to come tumbling dot{h.
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These walls that facilitate peeping in gardens are also Omaiden wallsO because their design
mimics that of the parapets, or Ospying walls,O atop city walls. With this essay, Li Yu draws
attention to the permeability of walls, those that set up a dividing line between two spaces, with
the seeming express purpose of inviting those who encoustartthlook over, or through, them.

Setting aside the telescope and towers that facilitate such transgressive looking in his fiction, Li

Yu here focuses on arranging the material environment so that great effort is not required; rather,

37 Eor a discussio of the trope of walls as boundariasseventeentitcentury fiction, sedlcMahon,
Causality and Containment in Seventee@tntury Chinese Fictiqri9-28.
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in his gardens, wallthemselves invite and facilitate lookjramd anyoneOs eyes will ttmt

only is this looking directed at the women who inhabit the inner quarters of these residences, but
the walls themselves are even named for the women they are intended to brimginta

pointed contrast to Li YuOs initial claim that walls are a metaphorical fortification intended to
bind and protect the self, this treatment of walls suggests a much deeper engagement with the
space of others, a space that is connected to one®y paous walls. At the same time, the

essay offers practical instructions for how to technically bring off the dedltja way, readers

have tools with which to alter their physical surroundings even as they begin to think about the
significance of thessurroundings and the interactions they facilitate in new ways.

If Omaiden wallsO serve to connect two spaces by encouraging people to look through
spaces even as they divide them, other walls invite the viewerOs engagement with no reference to
the spacéeyond. Li YuOs treatment of the walls in the main hall of a residence deals only with
their interior surfacds the continuous surface of the four paieind the possibilities for
playing with vision that these offer. He opens the essay advocating fampteasity of murals
to hanging a painting mounted on a scroll or pasting one directly on the wall, citing a line from a
poem by the great Tang Dynasty poet Du Fu (712770): "What year did [the famed artist

Gu Kaizhi (344-406) visit [this temple]? The walls are covered with paintings of the

land of immortals "3"8 suggesting that mural painting was Oa refined

8 These lines are from Du FUDBOpoem, OOn the walls of the Chan MasterOs room at Xuanwu Temple
(at Zhongjiang Daxiong Mountaim)dC,; IR-O+6(i (+6&DP O< (ifl, ),0 inPeng Dinggium C =+,

Quan Tang shi, 7 , 25 vols. (Shanghai: Shanghai shuju, 1960), 227.7, Z4&poem records Du

FuOs impressions of a mural he saw painted on the wall of this Chan MasterOs hut. Gu Kaa), (344

the purported artist behind the mural, was a famed painter, calligrapher, and poet of the Eastern Jin
Dynasty (317420).
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activity enjoyed by lofty men .G"°There is a world of difference between the small

painting or two that he first advocates, and the four walls completely covered with mural where
he concludes. Murals were traditionally associated much more with temples, the setting for the
lines from Du FuQmem he cites. In fact, at the time, murals seem to have been anything but
Orefined activities enjoyed by lofty menO at this time, who preferred rather, at least in writing, to
discourse on the superiority of a few understated, seasonal, and frequeidlg patintings as
tasteful dZcot°

Li Yu sets up his mural design as a creative solution to a dilemma of his own competing
desires: he has a penchant for birds but does not like to see them(ltag@uateresting to note
that he does not mind thaethare caged so long as the cage is not visible).murals in his
hall enter the essay as a desirable habitat for his birds, which may perch on one of the painted
tree branches:

| asked famous painters to fill each of the four walls of the hall withtg@aitrees and

flowers, and to encircle them with clouds and mist; then | situate my beloved bird on
some gnarled old branéft*

He has an interlocutor ask the obvious question: OThe painting is just emptyétitesbird

has substantial form: how can it perch on the branch? 20 The

disparity between the thramensional form of a bird and the flat surface of the mural is meant

91iYu é1 ,XiangingoujiE -1é& ,184.

%0 For a revision of the notion that minimalist Oliterati tasteO covers the range of decoration that literati
enjoyed in the early Qing, sétay, Sensuous Surfaces: The Decorative Object in Early Modern C@Gima
1. He notes espély that marked contrast between decoration in a study and that in a hall.

®BlliYu é1 ,XiangingoujiE -1é& ,184.
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to mesmerize readers of this essay and visitors to Li YuOs homehdid the murals alike.

Readers are made privy to the mechanics of the spectacle first:

My reply: this is not difficult; the first thing you need is a parrot. Now, parrots have
always been kept on copper frames, so just remove three sides of the fthateosaty

the perch on which the bird rests remains, along with the two containers for drinking
water and grain. First, bore a tiny hole in the wall on the painted pine branch, and then
insert the parrot's perch into the hole, ensuring that it is stuadyglrthat when the

parrot hops around, it will not cause the perch to sttay.
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With these few maneuvers, Li Yu has made the bird a little residence in higifanetst. For
the reader, at least, the discrepancy between flattened image and live bird has been resolved, but
Li Yu has only begun to disclose the fascinating visual effects he has created.
He goes on to descrilveghat someone who encounters ¢iigaton experiences
When my friends gaze up at the mural and suddenly see the bird on the branch move, and
its tail spread under the leaves, without exception, they turn pale and their spirits flee in
their surprise at this "immortal brushwork." And yet beftreir bewilderment has
dissipated, the bird flutters and sings again as if it wants to soar down from the painting.
Only after careful scrutiny do they arrive at an understanding of the situation. How could
there be any who do not clap their hands agdat in delight, saying that its

craftsmanship surpasses the work of Heat’&n?
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Lyp»O’1U-¢) (N-+O- 6pl

Like the pulleyrigged lighting that seems to move magically, with his mural, Li Yu has created
delightful spectacle so seamless that it seems to be the work of Heasemtétble that in this

case the illusion depends not on the concealment of human intervention, but rather on the play

®21iYu é1 ,XiangingoujiE -1é& ,184.

®1iYu é1 ,XiangingoujiE -1é& , 185.
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between a living body and a painting: the painted scene makes the bird seem painted, while the

birdOs vitality makes the painting seewi.rinstead of seeking to create a realistic image, Li Yu
highlights the correspondence between the colors of both the painted image and the bird: OThe
pine is a pine of applied colors; the bird is a bird of many colors. The two reflect and enhance

each ¢her, as if they were painted with the same brush.
.684

Li YuOs strategy for achieving this illusory effect differs from the usual narrative play
related to reality and illusion in paintings of the time, in which the painted dbféen, but not
always, a woman) would either come down from the painting or entice the viewer to enter the
painting®®> Read against such stories, Li YuOs creation is remarkable for its emphasis on an
optical illusion that can be experienced again and agigout any intervention of narrative,
recourse to magic, or realistic visual effeGfeSince the birds sing and peck, one feels as
though the flowers and trees are also moving and swaying. The flowing water does not make a

sound, yet it seems to souridhe tall mountain is silent and yet it is not silent
.3®" The sustained juxtaposition

of physical bodies with fictional or painted images echoes Li YuOs theatrical productions and

®iYu é1 ,XiangingoujiE -1é& , 185.

%5 For an insightful close reaty of the play with boundaries and layers of illusion in the story OPainted
Wall E (i O in Pu Songling®&7&o LiaozhaiOs Tales of the Straffigeozhai zhiylOdon6Z48, seeJudith

T. Zeitlin, Historian of the Strange: Pu Songling and the Chinese Classical (Bieford: Stanford
University Press, 1993), 1823.

%6 For a discussion of illusionism as the primary visual mode in Li YuOs theatrical product®iebsee
"Seeing the World through Xingqging ouji (1671): Visuality, Performance, and Narratives of Mgdernit

®7LiYu é1 ,XiangingoujiE -1é& ,184.
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stage designs, which depend for their magi@n orchestration of partial visibility so that the

bodies of the actors and the illusion they portray strike the most effective balance.

In the realm of paintinga muralis particularly suited to creating this effediny sort of
frame enclosing theginting would enhance the fact that the scene was a painting and diminish
the potential of the moving and singing body of the bird to create an illusory effect. With this
essay, Li Yu attempts to redefine the rules of the taste game, proposing thisstmmieitiof the
walls one encounters in everyday life to remodel them into an entertaining experience akin to
watching theater. The values he is promoting depart from the minimalist andddteary
distinctions among particular alternatives for consuampfivhich he certainly does advocate at
other points ifXianging oujj most notably in his discussions of fashionable attire). Li YuOs
designs for walls change the landscape of readersO everyday lives by providing a canvas on
which they may learn to creat@ews.

In another essay Mianging oujj Li Yu deploys his sensitivity with regard to capturing
viewersO attention to his design for a window in a boat. The window he proposes is shaped like a
fanN a very common canvas for contemporary paintings anigjiegthyN and it functions as a
frame to focus peoplesO attention on the view portrayed through the windewnstructs that
every opening but that of the window be completely sealed so that no light cah sstterg the
scene in a way that is reministef the dark room in which Li YuOs guest executed his tiny

paintings (Figure 3
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Figure 3.Woodblock illustration of Li YuOs fashaped window on a pleasure boat from the 188
yuan (Mustard Seed Garden) editionldfveng ouiji (LiwengO$Xianging ouji) in Li
Liweng yijiayan (LiwengOsndependent Wordsypl. 4, 22b23a. From the collection of
the Nanjing University Library.

OThis window will ot only entertain you,O he writé€but it will also entertain others; not only
does itabsorkthe entire exterior scene onto the boat, but it canegdsxall of the people on the
boat, along with the tables, mats, cups, and plates, outside the window for the enjoyment of
passersbyd? p DA-™px»I$#—)A b & pB! «QC(%L@EJIJV@EG R 4A! QC Op»!$#— «QC 0186+ 6

bB p» 171.&-O7 FE+-1¢J2(3p» « A /(O b 6 CQ\tG%Li YuOs window causes two

®iYu é1 ,XiangingoujiE -1& ,170.
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images to be projected simultaneously onto both sidesvofdow frame.The peopleon the

boat enjoy a scenic landscape painting, wéiilgone walking along th&horewould seea fan
panting depicting a lively party. &hvieweris alsothe object of another vieduch a
reordering of vision is design that facilitates and promotesonception of intersubjectivityin
particular the inextricality of looking and being sediithat Li Yu finds illustrations insufficient
to patray. What is notable here is that the illustration depicts a scene that does not clearly
demonstrate the design or the visual effect. Rather, the boat in question is depicted at the bottom
right-hand corner of the twbalf-page illustration, most of whicis dedicated to mountains,
water, trees, and other boats. Only after reading the accompanying text and design for the
fan-shaped window does that particular part of the illustration become charged with meaning. A
closer look, and a reader is likely totedhat the people on the boat do, in fact, appear to be
figures on a fan painting. At the same time, after reading the accompanying text, the reader
would also imagine himself as one of those figures on the boat, looking out through the fan
window at thdandscape OpaintingO that cannot be depicted simultaneously in the illustration. Li
Yu was experimenting with new possibilities for vision in narrative and in designs for the built
environment that referred to twbmensional illustrations, but that couldt be contained by
them.
Conclusion

The visual expements that span Li YuOs fiction and his essays on theater production and
architectural innovation®cus on innovation in diverse media that enhancesldasures gained
by the real and illusionaryffects of looking.One of the constants of hégperimentss to
remindthe viewer that he is looking, and that someone is most likely also looking at him. The

resonance this looking generates among people creates a visual experience that is sustained by



209
allowing continual interplayamong people, such that no single perspective is definitivéu

presents his readers with a new vision of the world, refracted by its multiple and intersecting foci.
With these experiments and his representation of thens ifiction and essays, Li Yu teaches

people to see in new ways, and to imagine with him how technological innovations might allow
them to see the material world differently, not least because it helps them to imagine the world as
others see it. Li YuOs tteent of the politics of looking and of various ways of manipulating
perspective extends from his discussion of windows to his ranking of concubines, his stage
design to his fiction and plays. Li Yulfissionsdepend for their magic on the tension between

the physical bodies of the performers, the servants, and the audience interacting in a dance of
visibility and concealment. These are at the heart of the performance, just as a reader of Li YuOs

stories, or the Othird eyeO represented in them, suddeslgatound to find himself on display.
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CHAPTER FIVE
The Body Offstage

| recall that after the Ming had fallen and before the Mandate of Heaven had been
passed on to the Great Qiffj] | took refuge in the mountains, and took pride in
having no busiess to attend to. In the summer, | didnOt visit anyone, nor did any
visitors come by. Not only did | leave off my cap, but | also cast aside my shirt
and shoes. At times | would lie naked among the lofusgsvife and children

would search for me to nvail. Other times | would lie under a tall pine; the
monkeys and cranes would pass over me without noticing. [E]

| figure that in my whole life, | have only enjoyed the happiness of immortals
during those three years. Wishing to continue that now, |sm®k spare time,

but | cannot get it. How injurious! People are not iron or stone: how can we be
pestled into needd? Is life so much mud and sathat it is good for nothing but
abandoning this dusty world to enter the earth? | urge people to enjosetlies)
yet with profound regrethaveconscripedmy own body [to labor]. Alas! How
could Heaven grudge this bit of leisure just to supplement the splendor of the
wealthy and ranked?
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Li Yu, Xianqing ouiji,1671%%°

The author who interrupts hisadersO thoughts, who asks those who appreciate his
designs to shout his name a few times, who frenetically imagines himself in the shoes of each
and every person he spots, seems out of place resting naked among trees and flowers. In this rare
wistful passage oKianging ouiji,Li Yu recalls living in a period that was outside of political and

social time, a liminal few years between dynasties. This liminal space also manifests on the

®¥iYu é1 ,XiangingoujiE -1é& , 319.
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printed page: the characters for Othe Great QingO appear at thertepy abéumn, leaving a

lengthy blank space after the mention of the fallen dynasty, inviting the reader to dwell there for
a moment as weff°Li Yu remembers himself naked, hidden, and careftbiéis worth noting
that his invisibility is punctuated andmfirmed by the presence of others: his wife and children
who know he is nearby but cannot find him, and roaming animals that do not notice him. They
are functioning in aactive, productiveroutine sort of time while he pauses apart from that
rhythm fora momentoff-screen

With the manyinventions inXianging ouji,Li Yu taught people to pause and lose
themselves in a moment like this. He taught them to experience the world in slow motion,
noticing everything that would usually escape tf#&nm his fiction, drama, and essay® was
fascinated wittprobingwhat others overlooked, and he left no stone unturned in his quest to
uncover aspects of things that were not immediately app&temqticked up the things around
him, turned them over, shook themgdamagined how they might be differentlijhe body was
no exception. Rather, as | will argue in this chapter, Li Yu takes the physical body as a key locus
for his experiments. He takes issue with the tendency of other contemporary discourses to
explain awg the body and drain it afs contingency. Instead, lopers up spaces for people to

think about the meanings they make of bodies.

%% This respect was generally shown to the current dynasty in print, but this is the only time Li Yu
mentions the OGreat QingCXianging ouji.

%1 John Hay suggests that despite the Ocharacteristically uninhibited acceptance of bodily functions,O in
traditional China, Othere is no image of a body as a whole object, least of all as a solid-ahdpeell

entity whose shapeliness is supported by the streictiua skeleton and defined in the exteriority of

swelling muscle and enclosing flesi@y, "The Body Invisible in Chinese Art?," 5.

%2 Jjonathan Hay has used the notion of OabsorptionO that he noted in the painter ShitaoOs later work,
which OabolistetimeOs pressure and overcomes the loss of a sense of self implicit in the practice of
disguiseO that was so common to the literati enterprise in the earlyHain&hitao: Painting and

Modernity in Early Qing Chinach. 10.Li Yu notes on leisurid the entirety of Xianging oujN can be

read as a manual on how to do just that.
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In Xianging ouji,Li Yu plucks the body from the grasp of medical knowledge and

treatment, asking people to reconsider {fi@and their experience of their own bodies. In
fiction, he tested the nature of physicality and the malleability of the body by depicting people
experimenting on their own flesh. He also told stories about what physicality would look like if
bodies werexchangeable and available for purch@gsgte plastic) which drew the readerOs
attention to the place of the body within the logic of commodity exchange. At the same time,
purchased bodies take center stag€iamging ouji and it is in relation to trs® bodies that Li
Yu, in a fascinating denouement, stumbles against the limits of his experimental methdology
commodify and profit from his innovative designs for improving the everydégre, e
unpacks the body, describing and judging all of itggical characteristics in intimate detail. In
doing so, he also locates something beyond his reach, something-pradadten in the
difference between the body and all of the other things he is accustomed to manipulating,
including thebodies of theharacters in hifiction and playslt is a quality of sustained and
delightful unpredictabilitil a surprising movement, an inscrutable scene, a glimmer of spirit.
Central to this quality is the delight of being with others, but just beyond their readhi, Yha
experienced lying naked among the lotuses. It is one that he tries to approximate in his designs
throughoutXianging ouji>*®

In asking readers to consider the relationship between a person and the physical body, Li
Yu was responding to lafding writers who grappled with the meaning of the body in a number
of cultural arenas. In literature, the earthy and straightforward narratives of vernacular short
stories demonstrated a penchant for telling about the body, whether in the persistent signifying

power of dead body parts, the furtive trysts among people satisfying physical desires, or the

93 n the previous chapter, | showed howRnuputuarli Yu taught readers that an exposed naked body,
even that of a beautiful woman, if viewed too often, loses its erotic appeal.
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incommensurability between oneOs body and individual idétitifpe period also saw a

proliferation of pornographic texts and illustratidiln the realm of philasphy, the revisions

of thinkers like Wang Yangming and Li Zhi to N&@wonfucian thought that valorized the body
along with the innate qualities of the human mind led people to herald everyday embodied
experiencell especially of the young and uneduc#texs athentic3°® Theater culture

flourished during this heyday of Kunqu, leading cultural producers to focus on the art of
performance that invariably entailed visual, and often physical, engagement of the bodies of
actors®®’ At the same time, medical texts likeeBencao gangmaxplored the potential of just
about everything found in the wide world to interact with the human body to effect H&alimg.

the urban milieu of the late Ming, cultural producers delighted in embodied sensuality and
pleasure, even as thevarned of the danger of its excesses. From the vantage point of the early
Qing, having experienced the upheaval and uncertainty of the protracted dynastic transition, Li

Yu experimented in various genres with how to make sense of the people that remained

The Problem with the Medical Body

Li Yu was born into a family of medical practitioners and pharmaceutical vendorseand h
grew up surrounded by people steeped in knowledge about the medical body and the salient

features, ailments, and treatments aemged with it.Xianging ouji,like his fiction,is peppered

394 seeHanan The Chinese Vernacular StomMcMahon,Causality and Containment in
SeventeentlCentury Chinese Fictian

% SeeMcMahon,Causality and Containment in Seventee@#ntury Chinese Fictian

3% seeMaram EpsteinCompeting Discourses: Orthodoxy, Aetticity, and Engendered Meanings in
Late Imperial Chinese FictiorfCambridge, Mass.: Harvard University Press, 2001).

%7 seeVolpp, Worldly Stage: Theatricality in Seventees@hntury China

8 SeeCarla Suzan Nappihe Monkey and the Inkpot: Natural Kisy and Its Transformations in Early
Modern China(Cambridge, Mass.: Harvard University Press, 2009).
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with references to technical language from a range of medical texts as well as with detailed

descriptions of the properties of various herbs and other medicinal mat&ridisre is also
evidencehat he was trading in medicine on some of his patronage jouffiéfet even as this
evidence makes clear that Li Yu possessed a thoroughgoing understanding of contemporary
medical knowledge, he disavowed its epistemology and the way it proposed tesdiagdo
prescribe care for the boglyst as readily as he did the existence of spirits and the wisdom of the
ancients.

In the final section oKianging ouji, Yiyang bglhz'« [On Nourishing the BodyLi Yu
provides a tongu-cheek critique of the formulaic approach to curing illiesbeBencaosO
Rfi[Materia Medicg. At that time, the most recent incarnation of th&teria medicdradition
wasthe massiv@encao gangmaRAMYFCompendium dflateria Medicd, acomprehensive

natural history of pharmacology published by Li ShizB6BECun 1596, just fifteen years

before Li YuOs birt!?* It took a broad view of the proliferation of things in the vast world, and
expounded on theiratural properties and their effects on the human body. In many ways, Li
ShizhenOs cultural production looks a lot like Li YuOs: both subjected received knowledge to
vigorous personal experimentation before acknowledging its truth claims, both pubdistsed t

that changed the way readers would understand their relationship to the material world, and both

managed to produce innovative texts that have withstood the test of time.

%9 As Charlotte Furth has pointed oMianqing ouijiis full of riffs on the medical classics, such as Oseven
medicines for the mind of the hedonistQrfrine seven harms of tiuangdi neijingF/-Al M; . Furth, A
Flourishing Yin: Gender in China's Medical History, 96665 203.

40 SeeHuang QiandEi64, Li Yu yanjiu é 1 & &

“1Seeli Shizhené E ,Bencaogangmw s’ 2 vols. (Hongkong: Shangwu yinshuguan, 1974).
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Yet Li YuOs project also differs significantly from Li ShizhenOs comprehansdive

systematic approach to the natural world. Li YuOs claim thitatezia Medicarecords the
Oconstant properties of thingsO is similar to Carla NappiOs observation that Li Shizhen Owas
effectively creating an idea of how normal bodies operate in aahativerse full of
metamorphoses and transformatioffé1@ Li YuOs view, the OchangesO ofrtaeria medica
were actually constants inasmuch as they could be observed, recorded, and fit into a systematic
compendium. In keeping with the literati intergstecording the stranggij that hadoeen
thriving since the late Ming, he would seek to record what defies systematiZ4tion
What theMateria Medicarecords are the constamh@ng properties of things, while
what | am talking about are the aberrasifinian) in the principle of things. Thilateria
Medicatakes people as its teacher: if people say that something is so, it also says that that
thing is so, happy to seek out whatever is not erroneous. | take therehes my
teacher, if my heart sersthat something is so, | corroborate that feeling with my words.
What need have | to slavishly imitate the world?
f~@Pp»/$1&7+0-p»B /1 6-apE11eY O-p» 3C® 6[2 &/$ 61&-O0- bp» bY)*5xp»/$

Y N)*5xp»;&! pzZOli. GpE1t 61&-O0-/kp»/kYb! @bp»#< N %! @Pp» E/T5d ¥4y
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For Li Yu, there is a significant difference between recordadnat people sagefiyan é@00
and Owhat the mind sensesijie 6?€).0 Underlying this quibble is the old distinction between

Oname@ning and Osubstancehif that had long been used to differentiate between empty

words and true reality, and an insisteron the authenticity of the direct perception of the world

92 Nappi, The Monkey and the Inkpot: Natutdistory and Its Transformations in Early Modern Chjiéa

493 Seezeitlin, Historian of the Strange: Pu Songling and the Chinese Classical Segealsd/olpp,

"The Discourse on Male Marriage: Li Yu's 'A Male Mencius's Moth&lolpp analyzes the discow®f

the aberrant sexual orientation as recordddljirof the late Ming. She points to the similarities between

the ethnographic mode of writing of bdiki and fiction authors like Li Yu in describing such

phenomenon, but resists a reading that wolwdélartheir curiosity indicate tolerance or acceptanceqFor

in the late Ming, seBai, Fu Shan's World: The Transformation of Chinese Calligraphy in the Seventeenth
Century

“9LiYu é1 ,XiangingoujiE -1é& , 347.
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by the mind that had been influential in the philosophy of Wang Yangming and {%°Zhivu

writes off the former as an inferior form of knowledge that builds on the claims of earlier writers
without actually investigating the substance of the matter at hand. Such recycling and repetition
went against Li YuOs insistence on continual renewal and the value of surprise and novelty. Yet
Li Shizhen, who personally experimented with a great numbeeahtterials included in his

work, would have surely insisted that at the heart of his prieetas a commitment to testing

prior claims about the natural world.

It would not actually be possible to stage a conversation between the two, however,
becaus®ne of Li YuOs primary aims witianging oujiwas to resist the formation of a
comprehensive system of knowledge recorded in text. The publishing boom of the late Ming had
let to the production and publication of many utilitarian texts that aimed foprebr@nsiveness.
These included thBencao gangmuput also encyclopedias for daily use, htmumanuals
(including painting manuals), exhaustive studies on such topics as vases, flowers, or inkstones
for the connoisseur or collectdf In the prefatory matéal of Xianging ouji,Li Yu includes a
list of the seven guiding principles he wished to uphold with the text at hand; four of these were
aims, while the remaining three were prohibitions. The last of the prohibitions addressed
comprehensiveness directrguing for the value of the namomprehensivé®’ One might

expect the brief explanatory essay under the heading OAgainst Miscellaneous Jieflasil (

“%5 For more on the philosophical basis farMuOs position, sétuang QiandEi64, Li Yu yanjiu é | &
&. For a synopsis of thaaopinthat were the literary expression of that philosophy Gleeu, Yuan
Hungtao and the Kungin Schoal

“% For more on these texts, skinas,Superfluous Things: Materi@ulture and Social Status in Early
Modern ChinaOn encyclopedias for daily ugethe late Ming seeShang, "The Making of the Everyday
World: Jin Ping Mei cihua and Encyclopedias for Daily Use,"-220Wei Shang, "Jin Ping Mei and
late-Ming Print Cultue," in Writing and Materiality in Chinaed. Judith Zeitlin and Lydia H. Liu
(Cambridge, Mass.: Harvard University Asia Center, 2003).

“7LiYu é1 ,Xianging ouji E - 1 & , 4.See my translation in Chapter One.
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bucouB /é> ) to explain the level of comprehensiveness Li Yu has achieved with this text.

Instead, itargues at length for the value of the miscellaneous, because it is easy to find fault with
texts that aim to be comprehensive, and since Li Yu cannot claim to be an expert in all of the
fields in which he writes, he would rather present what he does kamfitl in the gaps in his
knowledge with patchy guesswork.

Perhaps we can see Li YuOs contribution most clearly in his observation above that Li
ShizhenOs project intended to include whatever was Onot erroneous.O Li Shizhen sought to record
information dout the interaction between the material world and the human body that aimed for
efficacy in the treatment of human illness. His project also imagined the world as a place of
exhaustible knowledge that tacitly assumed that once we have investigatetiegehgre is to
investigate, we will have learned what there is to know about the world. Li Yu rejects both
received knowledge and the ideal of comprehensive coverage in favor of his own contingent
sensory experience of the world, necessarily incompietearticular to him. In so doing, he
shifts the idea of health and wékking away from that of a body acted upon by a multitude of
external factors toward that of a diverse array of thinking bodies.

Li Shizhen relied on a textual tradition that madénetaabout the natural world that he
himself had not seen, but he also insisted on using his own experience, and his own body, to test
those things for which he found a tdxdsed claim insufficient evidence. At the same time, given
the epistemological basof his project, he proceeded under that assumption that his body was
fundamentally similar to other bodies. Li Yu, on the other hand, insists on the potential for
difference in every person, that is, on each personOs ability to have a unique andindividu
response to the things in the wotllidthe Materia Medicastakes a claim on that which can be

confirmed to be generally true by experiment, Li Yu wants to focus instead on that which has
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been shown to be possible, but remains, by its very definiti@gular, unique, and

individualizedN in this case, a unique living being irreducible to the epistemology of the medical
body.

Li Yu, in his characteristic way, finds this epistemology limiting. He open®thealth
and Weltbeing&ection ofXianging oujiwith an argument for opting not to take any medicine at
all if one has access only to an average dd®atis reasoning here echoes his position on a
range of other topics, such as garden design, where he faults the wealthy for asking to have
buildings orother features from famous gardens reproduced in their own gardens, rather than
using their own minds to come up with something fresh. Applied to medical treatment, this
revisionist stance suggests that it is undesirable to treat an illness basededrcatiilogue of
prescriptions. Rather, if the doctor does not have the skills to design the treatment based on the
particulars, then it is better not to receive treatment at all. After all, a medicine that was actually
poisonous would be much more dangertua patient than a medicine that he simply found not
to his fancy.

Of course, Li Yu adds, people will always insist on using medicine even when it proves
ineffective because they are not willing to sit by and feel like they are doing nothing. The
concepion of OmedicineO as a way for peopleassurénemselves they are doing something to
forestall death points to the psychological underpinnings of illness and medical treatment that
projects like Li ShizhenOs ignoredYu makes the role of the psydbgical explicit when he
addresses how people think about the role of medicine in their lives, and the social and emotional
aspects of the use of medicine in treating illness:

The way | see it, in the entire world, there are only people who cling totiféear death;
there is no such thing as a medicine that can rescue a patient from a certain death.

“% For a translation and brief discussion of this opening essatia®n The Invention of Li Y,2035.
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OMedicine can only treat neerminal ilinesses; Buddha takes over those who are
destined to go.O What an expression! We must not take it as a mere pNevertheless,

we cannot abandon using medicine to treat illnesses any more than we can give up
praying during a drought: We are well aware that the schedule of rainfall depends on the
heavens, and that it is not something that will be delivered in respoisir entreaties,

yet who would ever sit idly by and watch as the seedlings and crops wither? People
exhaust their hearts yearning for such things.
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With these observations, Li Yu reiterates the limitations of the epistemology behimdtimia
medicaby directingusto take note othe sotl and psychological aspectsmgdicine: People
take medicinand give it to their loved ones, even when it is almost certain to have no effect
This intervention consists of a call for a broader understanding of OResfta€¥ically one that
includes he particular mentality and proclivities of the patient, and one that recognizes when
medicine serves a mental or social purpose rather than a physiSiaicosieoplement the
Bencaoénearlyexhaustive study of pharmaceuticals.

Li YuOs summary of the sodsmaterials included in thBencachighlights its
comprehensiveness even as it hints that that very comprehensiveness borders on the
ridiculousN we get a sense from his decision to include detailed references only to human
excrements and animal urine th&t would rather be a little sicker and in good spirits than a little
healthier from ingesting things quite so unpalatable:

All of the requisite contents of a medicine bag are included in the collections of medical

prescriptions. Everything that existsween heaven and earth, including grasses and

trees, metals and stones, insects, fishes, and fowl, along with human excrement and the

urine of oxen and horses is thi&raothing is omitted. Such a collection can truly be
called the book that contains everyidp an unchanging classic of the ages.

“LiYu é1 ,XiangingoujiE -1é& |, 346.
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To make his point about the limits of tBencag he proposes a contest that would reward

anyone who could add to or correct the drug information contained in that comprehensive test,

and claims that he would triumph over all of the great pharmacologists of the past who would be

at a loss to suggest even the smallest amendment to such a comprehensive text. Li YuOs

assumption that he alone would win hinges on his observation that phbirgistscare all

working within a selfsame epistemology of the medical body, while he is proposing a fresh

alternative which points to the deficiencies in that epistemology. His treatjusintsightcure a

person, such as glimpsing something that is pdatity delightful or frightenindo that person

Such treatments are unique to the person with the ailment, based on their personal inclinations.
Elsewhere in the essay, Li Yu reveals that he uses the same methodology to develop

medical treatments that llees to write his books.

| have been prone to illness my whole life, and now in my old age | do not take medicine.
| have tried all of the many herbal remedies, to the point that I'm practically a
reincarnation of the Divine Husbandman. Yet, beyond nhufma treating blockage, |

have not seen that there is anything that when subjected to testing proves effective. In my
life, | have established myself by authoring books, not one of which is not pure fiction,
and my method for treating disease is the sdwmery time | contract an illness, |

consider how it came to be, and once | have the cause, | come up with a prescription and
cure it with medicine. Now, what | call Oa prescriptionO is not culled from those
collections of medical prescriptions, but ratisea prescription based on tlelingthat

arises from the particular situation, one that draws its theory from the facts at hand. What
| call medicine is not the kind of medicine that Materia Medicais sure to include, but

rather medicine obtainda; following that which delights my heart, and by making use

of whatever is at my fingertips. | am well aware that such baseless claims cannot be used
to instruct the world, but there is no harm in stating my views for what they are worth for
the people ofhe world to hear if they so choose. As for everyone who reads this work,
retain that which you find credible and reject that which you find dubious. Please do not
distort my diction by pointing to my language or my intention with my diction. This is all

| ask of those who read the books of Liweng.

“0LiYu é1 ,XiangingoujiE -1é& , 347.
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Such a Oprescripti, based on th&eelingthat arises from the particular situation, one that draws
its theory from the facts at hafdlechoes the versatility with which we see Li Yu imbue his
clever fictional characters, be they thieves, maids, caring friends, or kighapms?? The sick
body, for Li Yu, cannot be understood without reference to the sensual, pleaskireg body
with a story of its own, one that does what it will despite indisputable medical knowledge to the
contrary. Onef Li YuOs complaints about thateria Medicais that, adhering to its
prescriptions, one might end up eating things that one does not like because they are supposed to
benefit one, while also not eating what one likes because it does not benéfitwita.this
observation, Li Yu redrates the centrality of pleasure in his world view, even as he points to the
limits of medical discourse of OhealthO as the basis for the pursuit of a satisfying and fulfilling
lifeN yes, one could follow the strictures of thateria Medicato a tee, bubne might miss out
on much of what is enjoyable about life along the way. His distinctive brand of frugal hedonism
lies outside the purview of thdateria Medicawith its meticulous calculations of ostensibly

demonstrated efficacy. Bodies are for more thealthy reproduction or longevity, they are

houses for the mind and the senses, and these aspects should be valued as well.

“lLiYu é1 ,XiangingoujiE -1 & , 347.

“12 For more on this quality, which is also a stock fictional disposition of such characters as Li YuOs
thieves, sedcMahon,Causality and Containment in Seventee@tntury Chinese Fictiqr26.

“B3 For this reference, sééYu é1 , Xianging oujiE -1 & , 335.
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Li Yu concludes this introductory essay somewhat cotintaitively, with the claim that

the sorts of medicine included in héxt are not simply his own creation, but rather have their
origins in the collections of medical prescriptions.
Now, it may seem that what | am saying is something | have fabricated, but the fact is
that it is not just my creation. It has its origins ilin@ from the collections of medical
prescriptions: "To treat iliness is to think." To use thinking as a treatment is effective
eight or nine times out of ten, but it does not work without a particular person to do the
thinking. 1 want to tell all thoseoftunetellers who analyze characters or guess at
upturned bowls to stop divining and start treating illnesses. Maybe this method will be
practicable, and they will avoid being misled by a fixed and unchanging collection of
medical prescriptions.
0'1 @OI¥E MZ¥<ET\ié({0@00 AGUB5 E 2+ AO 28&8GU E gPt >
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Throughout the essay, Li Yu tries to put a thinking person back into the equation of medical
treatment. Here again, we see links to his diatribe against copying the design of dandens,
in which he argued that the master of the gakdiésownelN had a responsibility to express
himself through the creation of his garden. Likewise, a doctor whose knowledge is limited to the
claims of medical texts is deficient because he has sidppeing. The many examples Li Yu
provides in the short essays that follow this one argue that the thinking doctor must consider the
patient as a thinking person. Tlsisace for the reader to have his own thoughtful experisnce
something he was teaclithroughthe very form ofXianging oujj as | have discussed in

Chapter One

At the end ofXianging ouji,Li Yu asks us to think of the teasLiweng bencadEQi60
RA(Li YuO#ateria Medica)He has turned the epistemology of bencaoon its head,

suggeshg that even if patients recover from their illness, they will still not have learned how to

“LiYu é1 ,XiangingoujiE -1 & , 347.
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live. Li Yu pointed out that any body, despite all human efforts to the contrary, could survive at

most some one hundred years, often less, and almost none anynos view, the project of

the materia medica is limited because in scouring the earth for medicinal properties in an attempt
to extend that life by fits and starts, it has overloakedfleetingbut vital qualities of individual
perception, feelingslesiresThe medicines Li Yu describes are not specific matéitie thing

that one craves, the thing which is most crucial to someone, the thing which one loves, the thing
which one has never seen, the thing which one has admired for a long tirhinghe which

one delights, the thing which one hates. Instead, they are all based on individual experiences and
penchants, and they invite the patient to think of his own life story and the world at his fingertips.
These unique life stories resist treainey medical texts likBencao gangmuwyhich were

invested in the conception of an interchangeable and productive'Badlyu resists theorizing

in a way that would draw material analogies among bodies and drugs, focusing instead on a
treatment that ackiwledges the limitations of the human lifespan and then celebrates thought,
difference, and creativity. A sick person, for him, is one who fails to interact creatively and

thoughtfully with the world around him.

New Stories about the Body

With Xiangingouiji, Li Yu asked people to reconsider the notion of a healthy body and
formulated an alternative medicine that invited people to think of their bodies within the
trajectories of their own lives and experiences. In his fiction and plays, Li Yu invertieddlc

bodies and set them in motion with stories that would invite readers to notice their physicality.

41> SeeClunas Fruitful Sights: Garden Culture in Ming Dynasty Chir@lunas discusses the shift from
productive gardens to ornamental gardens in the late Ming, and the reflection of this antresof the

time that would list even productive plants as ornamental and separately from food, which was enjoyed as
another refined pleasure, separate from its production.
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By putting unusual bodies at the center of narratives, he experiments with alternatives for the

body that decenter basic assumptions about them, suehad they should look like, what they
should do, what might happen if a male body and female body end up alone together, what
makes them virtuous, what is forbidden, and what is desirable. With these stories, Li Yu asks
readers to pause and think abdg body as an unfamiliar, objective thing.

Patrick Hanan has noted that Li YuOs stories and plays are Ofull of ribald, shocking
references to things rarely treated in literature: diarrhea, menstruation, castration, a Ostone
maidenO (girl without a vaginand so forth®° | would suggest that the range of topics relating
to the body that Li Yu broaches in his stories and plays is not in general more shocking than the
way the body and its functions were described in the often sensatiorditatstories erotic
fiction, and play$!’ The fiction of the late Ming reveled in drawing out erotic scengeople
in the throes of passion as well as the violent ends with which they often met as a result. The
difference between the depiction of bodies in the laiteghnd in Li YuOs fiction can be located,
rather, in a different signifying potential of the body: in{&timg fiction the body was

vulnerable to transgression, while in Li YuOs fiction it is another tool that invites people to come

41 Hanan The Invention of Li Yb1.

“I” SeeHanan,The Chinese Vernacular StotyicMahon,Causality and Containment in

SeventeentlCentury Chinese FictiatMcMahon notes that the social transgressions portrayed with
Ounbridled descriptivenessO in the late Ming gave way to a more Ocerebral approachO in the early Qing,
when narrative bean to sound more Olike a treatiseO (130). On the explicit portrayal of bodily functions,
sexual encounters, and the grotesque in Mg fiction, se€lina Lu, Accidental Incest, Filial

Cannibalism, & Other Peculiar Encounters in Late Imperial Chineseraitire (Cambridge, Mass.:

Harvard University Asia Center, 2008); McMah&@gusality and Containment in Seventee@Gtntury
Chinese FictionDing, Obscene Things: Sexual Politics in Jin Ping Mé&nna WuAmeliorative Satire

and the Seventeen@entury (iinese Novel, Xingshi Yinyuan Zhuflcewiston, N.Y.: E. Mellen Press,
1999).0ne could argue that Li Yu paid more attention to the execution of crass language and earthy
humor in his plays than other playwrights, which would be in keeping with his moesajemphasis on

the spoken parts, but he upheld common practice in limiting these comments and attitudes to the baser
characters. Sedengjun Li, "Delightful Yet Not Lascivious': Sexual Jokes and Confucian Entertainment
in Li Yu's Plays" (paper presemntat the Association for Asian Performance Annual Conference, Chicago,
IL, August 1611 2011).
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up with new ways toyt it to useThe clever people who populate Li YuOs stories are thoughtful,

calm, and calculating; some of them take charge of their bodies, while others make do with theirs.
Rather than pair a graphic erotic encounter with a violent punishment, Li ¥regjthe readerOs
shock and moves sedately ahead with his masterful plots. In this way, he forces the reader to
think of those bodies moving through time and space, deflating the intensity of the explicit
shapshots as soon as he presents them.

Li YuOs fidon and drama feature many strong characters who use their wit and
imagination to solve problems or benefit themselves or others; beyond the creativity of the
characters is the often iterated ingenuity of their author, L*YTihese characters burst with
ideas, and Li Yu emphasizes their agency in creating a fistosthy sequence of events out of

the stuff of their everyday live§or example, in OGuizheng Ipu9» (Returnto-Right Hall),O

a wily thief with a mind to reform uses his understanding of tieenatal properties of things to
trick prospective benefactors into believing that he possesses supernatural powers. In one
instance, he uses turtle urine, Oa substance that penetrates through wood and resists all efforts to
scrub or plane it off,O to leaar indelible message on an officialOs gate. To astonish another
prospect, he inserts a hollow sword of tin and lead into a calabash filled with quicksilver, causing
the sword to decompose. For these sequences, both Li Yu the author and his charaeter set t
minds to determining the characteristics of #@afld things and ascertaining how they act on
one another.

In some stories, characters turn their attentidheé@ own bodies in the service of a

clever planA pair of stories in Li YuOs first cotiéon, Wushengx@EP 1(Bilent Operas), both

“18 patrick Hanan has suggested that Othe indispensible feature in a Li Yu work is a novel idea that is
elaborated with a craftsmanOs ingenuity and more thansafprises and shocks. In many stories the
ingenuity is that of the characters themselves; because of his delight in invention, he was much drawn to
themes of clevernessT@e Invention of Li Y,u76.
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feature protagonists who manipulate their bodies out of devotion to their husbadkdsf the

stories combines a novel idea with an exploration of the potential of a very comma tiiéng
bodyN just as OGuizherguO did with the properties of timdquicksilver. The parallel titles
suggest the overcoming of physical limitations by juxtaposing-kvelivn historical figures with

disjunctive gender markersN&n Mengmu jiache sangid@ni+ ;u5#°+ (A Male MenciusOs

Mother Raises Her Son Properly By Moving House Three Times)ONfh€Ren Ping jisheng

gichu) f. Y°DC «!¢  (The Female Chen Ping Saves Her Life with Seven Ru$gs).O

In ONY Chen Pingdthe adult female protagonist, Geng Erniang, uses several ploys to
preserve her clséity when she is captured by bandits during the Mpigg transition. Her
strategy takes into account the particulars of the female body, and exploits them to trick her
captor several times. Before she is captured, she collects some menstrual rags anthbuy
croton beans, which she sews into her clothes. Upon capture, she first fakes menstruation while
exhibiting affection for her captor, successfully persuading him to wait a few days before having
sex with helN he sniffs the rags to confirm her storgedls blood, and desists. When her time
runs out, she rubs the oil from the croton beans on her genitals to cause them to swell up. The
description, narrated through the eyes of the bandit captor, readsy@itediesh that has risen
high, Held in a pyle glow. Deep cleft swollen to a shallow slit, With no gate to enter. Two
parts forming a single whole, With a crack that it hard to open. Like a bun left steaming three

whole nights, Or a dried mussel soaked for ten dayQBjEP p»LO60/V#O 4=™E}>U =¢E}p»

@Ee(#—! pE! Ai#°1, "Aip»6xMOfe3 8)% wT"_6 ++gF,higOp»#p a= _6"é6AF,=%.%§*In

“19 SeeVolpp, "The Discourse on Male Marriage: Li YusMale Mencius's Mother'.Shepoints to three
distinct genders (boy, woman, man) and three femininities (natural woman, artificial woman, virtuous
woman) in the text.

“D1liYu é1 ,LiYuquanjié , , x ,8.100.Translatios adapted fronLi Yu é | , Silent Operas89.
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this description, Geng ErniangOs genitals can no longer be read as female. With Ono gate to enter,(

she has become a useless body to her captor who captured her in the first place solely for the
purpose of relieving his sexual desires. Finally, she slips one of the croton beans into his food,
causing him to experience bout after bout of diarrhea.

With her first ploy, Geng Erniang buys time by exploiting the process of menstruation
and the taboo anst sex with a menstruating woman. With the others, she uses her knowledge
of the properties of croton oil first to transform her own body, effectively ridding it of its female
vulnerability for a time, and second to transform the body of her captotttiatrof a vigorous
bandit to that of a very ill person at the mercy of his b&ihe has turned the tables on him,
taking charge of the OgateO to his body, while shielding hers from him. In effect, she has used her
cunning to reverse the roles of theidis, taking on the active role and relegating him to the
passive captive.

ONan MengmuO features a teenage protagonist, You Ruilang, who takes charge of his
bodyby castrating himselHifter his older male lover, Xu Jifang, convinces him that his
developingpenis will cause their relationship to come to a prematureJdadg expresses
concerrthat when RuilangOs body fully develops, he will no longer be content to play the
passive role in their relationshide drives home the urgency of the situation \iligh quick
repetition eight times in just a few lines the words Oeach @d)hid thing of yours is growing by
the day, so my luck is shrinking by the day. Your semen is increasing by the day, and my

pleasure is decreasing by the dey. F,; B "5ee a "Sep»11F, M« I® "5¢Gea 5e . a
F,P;U "5e(A & "5ep»11F,; )A "Se+l & "Se 0"t is worth considering the way in

which Ruilang actively and successfully asserts his desire to play a passive role permanently in

“LLiYu é1 ,LiYuquanjié , , x ,8.120;LiYuél ,Silent Operasl18.
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light of the role reversal in ONY Chen Ping.O While such a cleverpatl@areservation of

female chastity was certainly new and entertaining, Geng ErniangOs story can nevertheless be
read in a long tradition of heroic and virtuous women. The changes she made to her body were
temporary, and upon returning home, her boaywes able to function as before. RuilangOs
decision to render his own body unproductive marks a permanent decision to give up his ability
to father children of his own, even as it marks his ability to manipulate his body to achieve his
desired ends. The mative speeds his healing process: ORemarkably enough, whereas if other
people nicked their little finger it took a considerable time to heal, RuilangOs wound, as if by
divine help, closed up in less than a month. Even more remarkably, the resultilnglsedrjust

like a womanOs vaging# #@E/Op»!i bliGU " 32gOp» Y)+[ 2.&58pE ~+U w6+l "QF,

Q@» 1 26° p»+U4b #p» KELE#pDC/?2#EH#E/O/Op»+U w* bF,B 1p "Q3* The

relationship between RuilangOs body and time in the story is indicative of how comfortably and
easily a particular kind of body is suited to a particklad of story. Whereas in the beginning

the narrative had been happy to declare him more feminine and desirable (to a man) than any
woman, when he gets a little older, time speeds up, unable to accommodate his maturing body.
After he takes control of hisody, time slows down again by speeding along his recovery, and he

is able toplay his role as JifangOs wife.

Othess of Li YuOs stories work by depicting a clockwork fictional world in which the
supernatural and the natural world correspond perfectlkammic retribution is doled out by
the authorOs exacting hand. In what amounts to a parody-Miifatstories that attribute

outcomes to karma or fate, Li Yu ensures that not one action goes unaccounted for. The most

“21iYu é1 ,LiYuquanjié , ,x ,8.122;LiYuél ,Silent Operasl21.
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extended version of this sort ofoplis that ofRouputuanin which every sin of the wayward

protagonist is repaid with interest. The transactional nature of the world of these stories lends
itself to precise accounting, sometimesjecific quantitie®f silver. The physical bodgxhibits
a marked plasticity in a world that runs on economic exchange. Characters undergo physical
transformations as a result of supernatural economic exchange that invite readers to reconsider
the boundaries between male and female, physical and social,imbdgramodity.

With GChou langjun pajiao pian deyahv#A/¥%* +/?R  ("An Ugly Man Fears
Beauties but Obtains Them"), Li Yupendghe scholatbeautyromance positing that in real life,
beauties actually end up with ugly husbands. The story is a sweet tale of initial repulsion
followed by gooénatured accommodatipas three wives share the burden of interacting with
their repulsive, butvell-meaninghusband. Li Yu adapted this story into ttteiangiplay,

Naihetian(d y(N (What Can You Do About FateP657),a lengthier genre that also demanded

the comedy of a hapmnding rather than fictionOs grudging accommodation to lifeOs
contingencies.

Scendawenty-eight of the playXingbian ’ (Transformation)Qopenswith the
selfintroduction of éianxing shizhg¢2/ 'O-  (Envoy of Transformation):

For all time, | have posseed a matchless skill;
Even the Creator cannot approach my subtle power.
Do not say that form is hard to change;
If you wish to change your body, first change your heand.
3..°.3A6 GEPLFPF=7-4AF&9UFf’'M A° EIbA° ‘P& A° 6 423
This envoy has come to bathe the playé@s protagonist, Que Lihou, in an effort repair his

many physical defects and to dissipate the nauseating stench that emanates from his body. The

“BliYu é1 ,LiYuquanjié , , x ,5.88.
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occasion for the visit is QueOs recent appointment to office due to his donation of a sum of silver

to amilitary effort. After his bath, Quis surprised when others fail to recognize him, only to be
shocked when he finally regards his own face in a mirror. His wife attributes the transformation

to the power of spiritsguishen zhi ljal 6"C ), the only explanation available to her, she says,

given the speed with which his body was completely transformed.

The envoy is the sort of fantastical character who frequently shows up in Li YuOs plays to
facilitate destined meetings or to adaptlibenan world to some fated outcoffi&éSuch
otherworldly characters are generally absent from Li YuOs fiction Rasiputuanwhen
Weiyang sheng shouts in vain at the Lord of Heaven, OEven if bodily material canOt be
exchanged once people have been endpwky not take some flesh from my own legs, some
sinew from under my skin, some of my bodyOs strength, and redistribute*t°Hére adept in
Rouputuareffects a physical transformation, but he does so in a way that is decidedly not
supernatural. Ratheit,is described in all of the grisly detail of stubborn flesh.

In Naihetian before he bathes Que, the envoy tries to persuade the audience of the
malleability of the physical body in an extended monologue: OThe people of this world only
know that the seges, limbs, spirit, and deportment are all generated by heaven and earth,
nourished by the parents, and that at the moment that the baby is born, djbad gualities are

already fixed such that later on there is no changing tierF, p>#'6q/? <+@&fPJQ Y79EQ+
"1p» ¥5x (N&DDC1, p»AP;uh2+Up»P1TPvSA&@58Khp»+U+B 3)%:!p» /415 “44 WIH°He

explains that, quite to the contrary, he can easily change people from unsightly to beautiful and

424 See als®zekely, "Playing for Profit: Tracing the Emergence of Authorginipugh Li Yu's
(1611-1680) Adaptations of his Huaben Stories into Chuangi Drama," 75.

“BLiYu é1 ,The Carnal Prayer Mat108.

“®LiYu é1 ,LiYuquanjié , , x ,5.88809.
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back again. Lest theudience write off his trade as absurd, the envoy continues with examples

that would have been rather more familiar to a contemporary audience: ONow, in the world today,
there is always that impoverished scholar, who, judging by his appearance and lnakser,
extremely wretcheld he actually looks no different from a beggar. When, one day, he finally
ascends the heights and starts to be an official, not only does he harbor a new spirit and cultivate
a new body, such that his spirit is completely diffeferh what it was previously, but even his
bones and skin are changed absolutely from their previous)staé.2p»F%.6+ K = s\O °p»

F3~F,/ +aQ%; p»+za Y_0p»JiQ |, "QOpE "5Zhfnki@ _tip» ] }+N .p» pui+ilE ‘Ep»

h2I£j|p» KIO;E9*Q E A p#t p»+U5xjPjdP4QBp» Ly usx60 .g F— .3?"He follows this with

an example of a newly wealthy man who beesmleasantly plump after striking it rich. If a

spirit sent by the Jade Emperor to earth to makeover an ugly man with a physical transformation
was absurgdthe image of an impoverished scholar, disheveled and beleaguered, who dreams of
just such a transfmation, would have been recognizable to all. Li Yu expected his audiences to
have personal knowledge of such instancesatiifestphysical transformation, and he

dramatizes those shifts in social role as necessitating changes in physical form, gait, and

demeanor as welf®

“TLiYu é1 ,LiYuquanjié , , x ,5.89.

2 5ophie Volpp has suggested thie¢ mismatch beveen character and retgpe in this play

Ounderscores the distinction between the nousieb®sO lack of cultivation and their social status.O

Volpp, Worldly Stage: Theatricality in Seventee@bntury China29.She points out that not only is

Naihetian the firstchuangiplay to cast @hou * [clown] role-type as the male protagonist (only to

transform the character, Que Lihou, into a person who looks BkemgDC(young male lead] rol¢ype),

but that the story also features the failed performance of a character wdtweisgeole actor fired to

stand in for Que on one of his visits to a prospective bride (a gentry woman can see through the posturing
of this actor).
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This emphasis on the distinctions among social roles, experimentation with the potential

of theatrical performance to comment on the contemporary social scene, and the
commodification of ever more aspects of culture, led Li Yu to tigrattention to the physical

body itself, mining it for meaning and potential. On the one hand, the Envoy of Transformation
instructs people to begin with their hearinds if they want to transform their bodies (the

compound the Envoy usesxmghai/ | , or human form and skeleton). | suspect that this focus

on the transformation of the naked physical body, including the internal organs, in discussing the
social relations is a direct result of the status system and external markers of social identity
having spun out of control. Such an intimate physical transformation seems to be almost
indispensible to accompany a change in status in these narratives. If we are to take the envoy at
his word, a change in a personOs hmand is all that is required teffect a change in his body.

This episode is also important for the dialectical relationship it illustrates between social
life and its representation by literati writers. In the play, Que is rewarded with this transformation
as a direct result of his dation of a sum of silver to the military effort. He has, in essence,
purchased a new body with his donation, one that comes with his new rank, available for
purchase. Silver iacurrency that has the power to elicit both social and physical transformation
At the same time, the normal path to an official caresrainedsuccess in theivil service
examination Even though he has donated money in hopes that he might be rewarded with an
official rank, Que is still surprised when the runner arrives at tis with the good news of his
official appointment. He insists that his household Odoes not have anyone who reads books or

takes the examinatiori$+"#p<: b[(6 , <: b] O« ,d*°and so is unlikely to be visitl with any

good news. Reading and writing atél prime curr@cy in discourse, buhey seento have lost

“PLiYu é1 ,LiYuquanjié , , x ,5.90.
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their purchasing power here aslarinkingpercentage of educated men succeeded by means of

the traditional path. In this context, the marginal comment that accompanies the EnvoyOs opening
soliloquy is of interst for the power it attributes to the brush of the literatibathe illusory
becomes real and the doubtful becomes believable is all due to this soliloquy. Is the brush of a

man of letters not a Creator?
.3**The term | have translated as OCreatorO here is not tteatdmma_E"¥:whichLi Yu

usually uses when comparing his own creations favorably to nhturthe related term,

huagond'¥s-+, which emphasizes both the impetus bahire transformations of nature and the

craft involved in orchestrating them. In the play, money has the power to command a spirit to
transform the body, while outside the play, men of letters exercise the same power with their
brushes on the page, as iMuOs designing and managing all aspects of the worlds he invented,
in fiction, and inXianging ouijiin the real world. Transformation of the physical body was the
ultimate test of these experiments.

What kinds of storiesould wetell about bodies werthey completely commaoditized is

the central question of another storBjadnY weier Pusa gig@) @b US‘UQ-+ (A Daughter is

Transformed into a Son by a Boddhisattva).O In this story, it is not the purchase of an official
position that proves able to transform an ugly, illiterate man into the one worthy of his new
station, nor is it instantaneous like tir@nsformation. Rather, a calculating miser manages to

purchase ativing son from the Bodhisattva Cun@hunti pusa6 ::X ) for seven or eight

thousand taels of silver. Tipairchasing power of silver is absolua@dthis transformabn takes

place in slav motion to reiterate that facthe story tells of a wealthy sadtorker, Shi Daging,

“0LiYu é1 ,LiYuquanjié , , x ,5.89.
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who is approaching sixty and childless. For twenty years, he had remained devoted to the

Bodhisattva Cundbraying only that she grant him a sBhFinally, on the eve diis sixtieth
birthday, the bodhisattva appears to him in a mirror in a dream. The bodhisattva explains that
Dagqing has not been destined to have a son, and only after Daging offers to do anything to repent
for his sins does the bodhisattva agree to s&rideal. Being a wealthy and avaricious man,
Dagqing will have to donateeventy to eighty percent of his wealth to chaiftiie can managm®
do that, the bodhisattva promisé® will grant him a son. Daging holds up his end of the
bargain fastidiouslyand just one year later, when he has dispensed twenty percent of his cache,
he learns that one of his concubines has become pregnant. True to his miserly reputation, he
immediately begins calculating about providing for the unborn child, and slows gaien
almost to a halt.
Whether itOs a boy or a girl,O he thinks, Oit will be my flesh and blood. If itOs a girl, I shall
have only a soin-law, but 10l still need to save up some money for a dowry! If the baby

should be a son, heOll certainly warnihkerit my property, but it IOve given everything
away, how will he exist?

> +0*7,"QA _+g_£E4m _A'P@>pEaE& ;£,EA+O£f 9z€EM

Ff=+%E ™M+RA®\N0_; €EA=C?+ @& *Ei? “ TE% °+JTi

Sea??

What follows is one of very few instances in Li YuOs fiction where an event or sequence
of events is attributed to bona fide supernatural intervention. Yet hereRasputuanthe
precision with which the supernatural causality plays out tends to turn it into a mockery of itself.

In this case, it turns out that two thousand taels of silver (the equivalent of twenty percent of

DaqingOs wealth) suffice to purchase abien bdy, but not a sex. As soon as he hears the

“31 See Patrick HananOs note about the ceremanmienan to the worship of this bodhisatttaYu é1 ,
Silent Operasl44.

“21iYu é1 ,LiYuquanjié , ,x ,183;LiYuél ,Silent Operas15051.
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babyOs cry, Daging inquires after the childOs sex (Omale or fehaE?éhin¥bxDR5x)): the

midwife, upon Ofeeling beneath the babyOs belly, and seeing that there was nothing in the way of

her hand®2+-PB.= 34 . "220»uYi6+H516F, AY' O at first declares it a girl, then, upon further

inspection, changes her mind and announces that it is ‘@ 1®lye broakes the topic of the
babyOs ambiguous genitalia by asking him if he wants to raise it, given that it is not a son or a

daughter. What kind of a Othidgngxi7 Y' O couldhatbe, Daging wonders, before he looks for

himself.

What he sees defies description:

Below the navel, Between the thighs,

A clove in seed, Lacking form, a mere trace;

A nutmeg in bud, Open outside, closed within.

Neither concave, Nor convex, But like a wonton rolled out flat.

Round it was, Yet incomplete, Like a dumpling newly made.

It fled the bounds ofin andyang,And fell between male and female.

PBQu.= 3p»Q'P— Oe;p»Lo*a CiAp»@E! / O'6x! [%.pE#ORT[iTap»e3! (340 el! Op»

li llip»! ! p»)% w 3({1éF,hAh'pE&»#p&»p»Na#pNap»Jt5x 3 1 F,P1h« & «5d

f 1% O(¥p» s 6DR) 6e; .+
The fatherOs gaze (along with those of the narrator and rea@al@s in on the babyOs genitals
and hovers there. The narrator struggles to find some semblance ghthie she natural world,
using no fewer than four metaphors in an attempt to analogize that strand}edlung, nutmeg,
wonton, and meat dumpling. All four feature something encased in-tikskinrapper that
obscureshem from view. While none of theetaphors link the genitals to anything

approximating the human body, that the thing inside the wonton and dumpling wrappers would

have been ground porkight have promptertaders to imagine genitals made of ground, cooked

“BLiYu é1 ,LiYuquanjié , , x ,184;LiYuél ,Silent Operas152.
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meat**° The message is clddreades are to join Daging in his repulsion at the sight of this

nonrhuman OthingIOis worth noting that the body described as Obetwé€smale and femaleO
but Ooutsidegin andyang This repulsion at the ambiguouslyxed, but otherwise normal, body
points both to an understanding of sex as dichotomous, essentialized, and linked to an expected
social role and gender, and also to an understandiyig ahdyangas equated with the female
and male body, respectivefyf

After this examination of the baby§¥itals, the narrator declares: OThe baby was a

half-female, normale stone girl .8°*" The constructioman/bu

(half/not) usually means neither/nor, which meiiat a good translation of this phrase would be
Oneither male nor female,O but g the child is declared a Ostone girl,O directly following, |
think we might retain the specifics of the difference between Ohalf® and Onon.O That the child is
only half female, yet fully a Ostone girl,O is in keeping with Charlotte FurthOs sudugsition t

late imperialmedical texts, bodies that were not clearly male would default to a female

% The extended description of her genitals here is about the same length as that of the female genitals
transformed by croton oil in ONY Chenping.O In that case, the OmissingO vagina is the solution to a
problem, while here it is the prabh to be solved.

% This story has interesting implications for conceptualizing the range of severteatiny

conceptions of the transformationsyari andyangand the sex/gender system. Following Tani Barlow,
recent scholarship has resisted assumiagtttere was a fundamental and essential distinction between
the male and female body. Often drawing on Charlotte FurthOs work on sex changes as occurring
naturally as a result of the play betwg@mandyang,scholars have pointed out that sex and gendee

much more fluid than they are in the European West. Faef, "Androgynous Males and Deficient
Females: Biology and Gender Boundaries in Sixteenth and Sever@emtilry China; ZeitlinHistorian

of the Strange: Pu Songling and the Chinese Clak3iale Epstein, "Inscribing the Essentials: Culture

and the Body in MingQing Fiction."The discourse on intersex bodies and sex transformations does show
people changing sex/gender with some success by practicing a social role over a period of time. But
crisis that ambiguous bodies caused in fictional narrative and the repulsion that they inspired in those to
whom they were to be related make clear that the physical body played a central role in establishing oneOs
social identity. If there was morkufdity and flexibility of bodies at that tinfé¢ such that a sex change, or
even a permanently cregsessed person, could fulfill the role of a virtuous family member\(sg#p,

"The Discourse on Male Marriage: Li Yu's 'A Male Mencius's MotheFtie ambguous body housed a
nonperson until it could be understood as one of those gender roles.

“7LiYu é1 ,LiYuquanjié , , x ,8.184;LiYuél ,Silent Operasl53.
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3 OHalf a daughterO is apparently where Daging draws the line, and he rejects the

designatiorf:
child. The narrative has already made clear that, for him, & gudrth only half a boy: When

Daging hears that the child is female, his Oheart grevedialf .0 The OhalfO here

matches precisely the value he had placed on a daughter when he declared that if the baby were a

girl, at least he would have a simlawN literally Oa hatsonbanzi"o*@.OLi YuOs play with the

numbers isiot unintentionalOne quarter of a son, incidentally, is just what Daging paid for (he
hadgiven away2000 taels of the requested 7000 or 8000).

Thepreciseequation of thdabywith the amount of silver he has given to charity only
intensifies as the narrative moves forwdddgingberates the bodhisattva for not making good
on her promise, despite DaqingOs gadti efforts:OOther donors give a single beampillar to
a Buddhist terple and get any number of things in return. If you took everything IOve donated to
a silversmith, he could make several silver childgen aiz) out of it. Surely you can give me
one son in exchange for all thatB&D ;g 25e “748&p»3 " 37 ™p»+UY)HS ...YU(A/k 3pE1L?
3 #cF,7 Y'p»Re28 . LQ b("Ep» 10/?.& 3b(+ *@!¢ .p»fc_0+U3f w? "3 i*o 23**The
bodhisattva explains that her actions are a direct result of DagingOs failing to keep his end of the
bargain, and that if Daging will simply uphold their agreement, she will be happsgrtotgm a
son. Daging continues to dole out money, expecting another of his concubines to become

pregnant, until about half of his wealth is gongg+"li+ #c ™o ).**°

3 SeeFurth, "Androgynous Males and Deficient Females: Biology and Gender Boundaries in Sixteenth
and Seventeert@entury China.'She argues that ambiguously sexed bodies were almost always
classéfied as female. The sorts of nomales included iBBencao gangmwere all noamales because of
sexual dysfunction, while the category of Hfemales included all people who were not obviously male.

“FLiYu é1 ,LiYuquanjié , ,x ,185;LiYuél ,Silent Opeas 153.
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Half a year hagone by when one day a maid thrusts the baby into DaqingOs arms in her

haste taget to the toilet. Daging notices its fine features, and implores it OWhat evil did you do in

your past life that youOve been turned into this tlioggx) as a punishmen{?&D!6 % .
DANd0%op»+UO _A9E " 27 Y'?2)&** Upon checking between the childOs legs, he discovers

that something is different. The narrator explains:
When the child was born, it had both male and female things in the spot where it urinates,
except that the male one was retracted internally and the female one displayed externally,
which is why it lookedheither male nor female. Now, for some unknown reason, the
female one had gradually flattened out, whiddf of the male one protruded. No one
knew when the change had occurred.

K+ *@gDC!¢ .F,56Khp»+- g GUYDR) ! 27 Y"¥5x6xF,p»#5xDR*aF, °MO&DX%og p»

) *aF, °C!&D (¥4 2p»1& +DR pu WDRpP») W) pE)* r uGeDAndM<4ip») *aF ,>a>ae

. .p»DR*gF #p2~ ."010!¢ .p»Jt pGe5x.&58[2_6F, 23
Rather than the fatherQOs initial assumption that the child was not male or female, it had in fact
been born with both male and female parts. It was onlgusecof how the sex organs were
situated that they had appeared unusual, since his body had obscured the male sex organ. The
narratorOsxplanatiorof the physiological basis for the turn of events remains secondary to the

precise equation between Dagind@sation of half his wealth, and the tiny hptbtruded penis

between the legs of his chiféf

“LiYu é1 ,LiYuquanjié .  x ,186;LiYuél ,Silent Operasl55.
“21iYu é1 ,LiYuquanjié , ,x ,187;LiYuél ,Silent Operas156.

“43 Dagingconcludes thathe gender trouble iue to the creativity of the bodhisattva: Ol imagine that at
the childOs birth [the bodhisattva] left the two alternatives open so as to test my devotion to charity.
Maleness, femaleness, and-nwdlenor-femaleness, would all be determined by Hbr..G!Aec”JD(;F52

R*p» ~#G O I#—F,_0C®p»[}11)%%, 6/K[, T u[,p»DR DU/? ~p») DU/? ~p» uDR ) DU/?

~a0LiYu é1 ,LiYuquanjiZ, £%, 187;LiYu é1 , Silent Operas156.It is worth noting in this
passage that when attributing the bodhisattvaOs deliberate choice to allow the child to begin life with
ambiguous getwls, Daqging phrases it as two alternatives, even as he lists three as a possible outcomes.
This inability to allow the third possibility room in language is echoed below in the comment that he had
been unable to give the ambiguous child a ridmeen the nme OStrangeorn.O While the child was
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The fluidity of the childOs sex becomes a test of DagingOs generosity and commitment, a

threat against which he must struggle, but also one about which heattugate. At this point,

no story time elapses between the narratorOs report of DaqingOs recent donations and its account
of the growth of the childOs penis. OlIn just a few months [Daging] had given away two or three
thousand more taels, after whichtbek another look at the child. Not only had its penis

(interestingly the neutral ternendao literally, OhumamayO)engthened a great deal, the

scrotum and testicles had also descengeth 6°p»#p3 #c 4 +"€ay a!522+ *g "F3p» u1
b_0#pe .YU(Ap»_ EP6&rP&*a ¥XO!¢ . . .G* The sum of half of his wealth, which he had

given previously, and this final two or three thousand taels comes out to exactly the seventy or
eighty percent of his wealth the bodhisattva had first demanded aif leikechange for a soft”

The focus in this story is on the fact that the baby grows into the sex that is purchased for
himN that of a productive male h8irin direct proportionto the amount of silver his father gives
to charity. Here, retribution is a zesom gamé?® Many stories had treated the likes of

Daging\ calculating misers who hoard their wealth. Li Yu departs from these not only by

neither male nor femaldci buxiong, Daging had been unable to gita name. But now that he was
certain it was a boy, he chose the name Strdnoge because of the strange circumstances of the childOs
birth «!16_0#'&"+ *@ pft pflp»fi~#u*yp»Foe!d; 5ép»5a1628/?+B5x% 3SDR*gp»&” ~DC/?(1E p»#~

#u#* (iDC & OLiYu €1 ,LiYuquanjié , , x ,187;LiYuél ,Silent Operasl56.

““iYu é1 ,LiYuquanjié , , x ,8.188;LiYuél ,Silent Operasl57.

“>Li Yu concludes the story with a message to his readers: Ol would urge all of you gentlemen without
sons to stop calculating your karma and start giving away some of your money, to mdke avegn. ¥

2@E%<F,Z ! p» W/mZ~& 7D pu& 7Dp»Zs(A+15 #c Cp» «@b+a*e 6&@ALi Yu é1 , Li Yu quanjié |
. % ,8.188; Li Yuél , Silent Operasl57.

44 On the precise calculation of karmic retribution, €gathia J. BrokawThe Ledgers of Merit and
Demerit: Social Change and Moral Order in kadimperial China(Princeton, N.J.: Princeton University
Press, 1991)See als®iacchen Hu, Oln the Name of Correctness: Ding Yaokafigdis Ping Meis a
Reading oflin Ping MeiQ inMartin W. HuangSnakes' Legs: Sequels, Continuations, Rewritings, a
Chinese Fiction(Honolulu: University of Hawai'i Press, 2004),-93; Andrew Cheung, "Popular
Conceptions of Karma, Rebirth, and Retribution in Sevente@atitury China,'Chinese Cultur&6, no.

1 (1995).
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making a son into a commodity with a fixed purchase price, but also by narrating in vivid prose

what a cheaply procurdzibyOs body would look lik&hat a son can be purchased through such
a precise and immediate economic transaction, regardless of oneOs destiny or karma, pokes fun at
the logic of that whole belief system, which never functions so flawlessly in theaddl Wt
the same time, the crux of the story remains the unexpected plasticity of the childOs body, first
deficient, then excessive, in its physical expression of sex (and in its relationship to its father).
The extended narration of the babyOs femiswing at a snailOs pace and in direct proportion to
his fatherOs donatidtiss a clever and memorable sequence outrageous enough that it readers
might stop and reconsider the bodyOs place in a world that runs on the circulation of
commodities.

The image othe multiple Osilver sonsO Daging insists he could have already had cast out
of the silver he has donated echoes the prologue to another of Li YuOs@Enses, gi haigu,

tongpu bensangi+ 8lj’ jPp»Je }({1%R  (Son and Grandson Abandon His Corpse; His Servant

Hurries to Make Funeral Arrangements)that prologue, silver displaces the need for a
flesh-andblood son entirely. There ate@o old friends: One is childless and the other has two

sons. Wha the latter is about to divide his property between his two sons, his friend warns
against it, counseling him to retain some of his savings to support himself. He does not heed that
advice, and soon his two sons have squandered their inheritance ascbeoha to look after

him in his old age. His childless friend invites him over for two feasts, ostensibly given by each

of his sons in turn. After they have enjoyed their meals, his friend asks to meet his sons, so the
man pulls a packet of silver out @fich pocket, and says, OThese are my two little sons.O His
friend replies, OThese are packets of silver, why would you call them your sons?O What follows

is an explanation of just how silver has come to take the place of sons in this manOs life:
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It is precigely this silver that is my son®f all the sonsn the world, which is as filisds

my silver? If | want wine, it becomes wine; if | want meat, it becomes meat. | need not
worry; | need not plead withNtwhat a creaturetikin]! It was borne of the laor of my
bones, and should thus be counted as my own flesh and klpadixug. At first | had

it share a home with me, not able to bear the thought of living apart. But after you did not

listen to me the day you divided your home [property amongsans], when | urged
you to reserve a portion to care for yourself in your old age, | came home and divided

them between two places, one on the left, and one on the right, and | had them take turns

supplying food in order to see if your family or my famigs more filial.

@E%<F, OpB(*g+U5x (*@ .p»(N 3F, (*8$'X%0 6+ g® & ~F,plY) G+U5x p»Y)
P1+U5xP1p» uDB/K@Iip» pu=0 T kp» yJiij|/k & ~5x13PgO0 23Al¢ .F,p» #E Q'+"
jPWep»E IA#G5 ~# +" 6<8p» Wul®+ip»#'&" K '5el®+ p»11" E "I®h200p»

HPWP%p»11&*1 . 22 ~I® | Uyp» “3+i-Zp» “3+ithp» 5 ~11r0<é CQ[p» Y4
F35% +F,+ g®p»11+7F,+ g® 7’

In this story, there is no question of whose OsonsO are the morefili@ed a bodhisattva

intervene to provide a son. The silver is described as the childless manOs own flesh and blood,

since he produced it with his own labor; it lives with him, provides for him, and conforms with
his wishes when it comes time to dividke thome. That silver, unlike sons, is loyal, selfless, and
fungible, instantly becoming wine or meat according to the desires of its owner.

One of theShiOer lot¥ 4 9» (Twelve Towensstories, OShijin loté-j9» (Tower of Ten

Weddings),0 approaches the issue of a feasasigned ambiguously sexed body from the
perspective of a young man encounteringohide. In this accountynlike the baby in OBian nY
wei er,0 whosgender is determined solely by its genitals,wieenanin OShijin louO is judged
first by her external appearance, which makes her husgmficantlymore sympathetic to her

plight. When the groom, Yao Zigua;j , lifts his new wifeOs veil, he is delightedind that

she is an exquisite beauty:

A pair of moonhung brows, cheeks of rosy mist;
Skin of timely snow, locks coiled into propitious clouds.
Litheness and grace are not unusvial

“TLiYu é1 ,LiYuquanjié , , x ,9.210.
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Her charm was that she was naively picturesque.
You could say shwas willowy and dignified,

but you would certainly not be intending to rhyme.
On the ground, she lifts her lotfeset,

I mistook them for two writing brushes.

Those jade wrists holding the chalice,

I mistook them for glass.

She is truly an incomparkbbeauty,

an otherworldly immortal.

6°3CfsF+p»f&ET"! g pE
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Yao Zigu cannot wait to get his beautiful wife into bed, but as soon as he does, he sees that

although she is the picture of an ideal beauty, there ig&®ador him to entet@Ee(#—).0 He

describes her body as a mountainous wilderness that repels his attempts to locate a path.

Gazing out at Wu Mountain, path lost too soon,

Searching everywhere, finding no place to enter the clouds.

The jade peak too talthe jade gulley lacks depth,

Five strong men sadly driven back after an attempt.

What a surpride the millstone seems fine, why is there no navel?

6A-“, p»]—5'_Yp»_06+3<:'04Af3&D &
C1,”(O-up»C1>E:E 6p» < ©0,## C U\c &
>0j E9p»HeFE, )%p» y 3 uDCQa **°
The description here is not as graphic than tio€3\ Chen PingO and OBhweierQ her

genitals are not comparededdibles likemeat dumplings or dried seafood. Instead, the extended

metaphor of a mountain without a path glosses theephysicality of the bodydescribing what

“BliYu é1 ,LiYuquanjié , , x ,9.193.

“OLiYu é1 ,LiYuquanjié , , x ,9.193.
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is missingratherthan what is theté'he absence of a gate is much more confusing as part of a

body that has already been read as female. The question is no longer whether a body is male or
female, but whether it is a functional female or+fimnctional femaleThis is pehaps because
the womanOs vagiisall thatinteress the speaker, but | think it is also because he is conceiving
of her genitals in the context of her whole body.
Following this revelation, Zigu and the girl engage in a conversation. This is another

important differencérom the stories discussed abdkatin whicha Ouselessi(lyong@ED©

bodyis allowedto speak for itself. He asks her how a fine woman like her could have such a
defect. She replies that all she knows is that she was born that way, begs him to keep her on as a
watchdog despite her defect. By just taking on a few caneaphe could spare both their

families the embarrassment of sending her backepligesthat having her around would be like
having a spread of tasty delicacies but be unable to taste them, and that he would not be able to
stand it. She says that ithard for her too, which inspires sympathy in him, and they make do by
having anal sex. Despite their mutual sympathy, he tells his parents about the problem, and they
take her back to exchange her for one of her sisters while he is out. After ninetfaigut&to

marry other women, including the two sisters of the first (one is already five months pregnant,
and the other wets the bed), Yao Zigu makes a final attempt, and ends up back with his original
wife. Because she is impenetrable, she has alsodotisseigh ten or twenty households since
leaving his. When he learns who the bride is, tambivalenthappy to see an old friend, but

sad that she cannot fulfill the proper duth€éngshj 3 ) of a womanlt seems like something

of an afterthought, whent the storyOs enider genitals emerge from beneath her skin because

she haginally fulfilled her karmic burden.
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At the end of the first chapter, Li Yu suggests that by telling the st@ayran who is

dissatisfied with even such a beautiful wonaarhersimply because she lacks a vagina, he has

shown that those men who claim to have tender feelings toward waaredahg xiyul8iA0,
CJ are really just lechers who care nothing for beautyeHsrYu uses a plastic bollya

beautiful woman without a vagina who eventually developfdoneadeconstruct the significance

of female beauty. He shows that lurking behind all descriptions of beautiful women is the
expectation that they will be sexually #daale to the male viewer. At the same tirheYu tells

a story in which a man slowly realizes that compared with the many imperfect women in the
world, a beautiful womak even one without a vagiflamay be the most desirable option. If

ONan MengmuO asks Wie a castrated male body in womenOs garb can be a virtuous woman,
this story asks whether a woman who lacks both a capacity for reproduction and for vaginal
intercourse can be a good wife. ZiguOs conversation with his wife, the sensual pleasures they
enjoy together, and their eventual happy, if ambivalent, reunion suggest that he is a man who is
torn between his appreciation of her beauty, his desire to enjoy vaginal intercourse with her, and
his duty to carry on the family linén this story, Li Yu teass aparthe variousaspect®f what

men look for in a wifeinviting readers to reconsider what they see when they look at other
people.

With his fiction Li Yu resisted the obijectification of the body, whether by medical
discourse, the filial imperative reproduce, or the money economy. Setting all kinds of bodies
into narrative time, he exposed the their contingencies batialijngthe normakeem strange
and the bizarre seem mundahieYuOs stories depict characters making new uses out of their
bodies, finding alternatives for OuselessO bodies that cannot reproduce in a conventional way.

They juxtapose the messy process of embodied reproduction with the fungibility and seemingly
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limitless purchasing power of silvérhe operended, plastic bodies ihdse stories invite

readers to ponder the meanings and value they assign to theHeoolgdyOguality of being

alive, and the subjectivity of its inhabitant. With these stories, Li Yu deflates the sensational
discourse of the strange by casting stedmggdies in everyday situation&t the same time, he

exposes the strange, and often ridiculous, quality of the most familiar things. In Li YuOs stories,
to expect donations and prayer to bring us a son might be stranger than being a woman without a
vagina.What was the significance tifese stories beyond flaunting the authorOs ability to

astonish and impress his reacers

Bodies of Leisure

To resist the objectification of the body in discourse meant to tell new stories about it, to
show it doing or beig in ways that defy readersO expectations. Ythging ouji,Li Yu asked
readers to join him in scrutinizing the material environment of their everydaydnds,onsider
with him: what other uses could | make of this? How could | make this work marieetly?

How could | make this seem to move on its ownXilmging ouji,the Ostranggi((i )O is
equated with the Onewir{ 5X,0 and it is certainly a central quality. Surpassing the simply new,
however arethe notiors of shenl (enchanting or captitimg), bian[2 (changing), andhua"¥a

(transforming. All of these qualitiesend a preteraturaltouchto inanimate things, such that a
surprising movement or an inexplicably elegant functionalifgear to beffectedby divine
intervention.As in his ficion, in his writing about everyday life, Li Yu takes boglis an
importantlocus of analysis and experimentatitmlike fictional bodies, however, these real
bodies resist new stories: Li Yu finds that he can tinker with their external appearance, but he

also finds in them something he cannot name and upon which he cannot improve.
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As | havediscussedn Chapter Threan Xianging ouiji,Li Yu contrastedhe function of a

wife and aconcubine by analogizing themddferent sorts of utilization daind. Helikens a

wife to an estate that produces all of lifeOs necessities, while the concubine is a gamgn that
contain any sort of plantsince thewnerOmost basic needs, both in terms of production and
reproductionare already meh the person of hiwife. That entry is found in the section of

Xianging oujientitled @n Voice and Countenanc8lfengrong bu éG ),Owhich incidentally

was the section with which Li Yu recommended at least two contemporary readers begin their
experience of the teft®In it, Li Yu provides detaileghractical suggestions and guidelines for
men of means looking to assess, purchaise trainthese ornamental women

The introductory essay to this sectimmens with a riff on a quotation from the Confucian

classic,ZzhongyongO." (Doctrine of the Mea that justifiesand pronotes the purchase of

concubines. Li Yu goeso far as to clan that it would be improper for men of meanut to

acquire a few@Confucius said,|®a position of wealth and honor, he does what is proper to
position of wealth and hon@.If people have the means and yet do not purchase one or two
concubines with wich to amuse themselves, this is surely a case of someone in a position of

wealth and honor doing what is peso a poor and low position.€ AO @GP UBAE>| ~
Ba ADé<... C& { E=B¢ 0¥ 18 KE 3P (iB&46<>| ~BxC . .3°LLi Yu divides
OVoice and Countenandaf® four categories, which roughly proceed outward fronpthsical

attributes of the bodip care of the bodyhento external adornmentand finallyto instruction.

Each opens with an introductory essay followed by several subseiNasural BEdowmend

0 See Chapter One.

“1 The translation oZhongyongs from James LeggeConfucian Analects, The Great Learning, and the
Doctrine of the Mean(New York: Dover Publications, 1971), XIV.2.
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(skin, eyebrows and eyes, hands and feet, deme&Ronpellishment®(washing and combing,

fragrance, cosmetics§ittireO(jewelry, clothing, shoes and stockingaiid OTraining ancklsO

(poetry, musical instruments, song and dafite).
Thebodydescribed in this sectida a superfluounethat haseen declared exempt

from usualproductive and reproductiveperativeslt is, rather, a luxury good intendéat elite

consumptionand, significantly, it is the only expensive thing Li ¥ingles out as aexception

to his usual insistence on thriift Xianging ouji In the readerOs guide in fnefatory material to

the book Li Yu touts the worlas a great equalizavailable to anyone who can read, and he

emphasizehis commitment to egalitarianism in his designs:
In creating a new system, | want to avoid leading people toward extravagance. If | preach
extravagance, then tip@orwill be unable to put my designsto practice, while the
households of the wealthy and ranked will grow more wasteful by the day. That would be
a book that destroys our customs, not one that sustains the great moral teachings. In this
collection, only in the sections OPerforming PlaysidDafoice and Countenance,O which
are topics that delight eminent men, did | fail to come up with an economical method. As
for the other sections, which comprise more than half of the véludfeesidences,O
OThings,O OFood and Drink,0 OPlants,O antédy@l thrift is built into the system,

and extravagance is cast aside: the man who owns the whole world and the man who has
nothing alike can practice it.

¥ohafEOU>é A’ wBx65M>|E6< Ba{ee #qi , E_1t N@ {
(EMZ!1=%{(*A L5 %D6 A6¢ ¢é 40" E&ENY65L! 6 {» Elb 9 =7- E'f
018 éMBe{Ez!OH2EuO E")UEO"O| EO" = ENTO:A(G . 18 9ifO{
JEU 'M'I4A™G{FEU9Y ;65 > EBx'Q fl@65 0 >| A 453
The young womehi Yu treatsin the OVoice and CountenanceO section are the same that are
trained to perform plays in the former sectiand hereasorhecannot economize in both

sections is thaigh cost of the youndemale bodyAlthough Li Yu was not independently

wealthy, hissocial and cultural capital as an author, entrepreneur, and bon vivant allowed him to

452 My translation of these section titles generally follows thatmfCinderellaOs Sisters: A Revisionist
History of Footbinding272, n. 19.

“3LiYu é1 ,XiangingoujiE-1¢& 6.
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acquire as gifts at least four young wonro would otherwise have been prohibitively

expensive, and hisxperience with them informed these sectitiis

As with all of the topics he deals with ¥ianging ouji,Li Yu was concerned with
developing innovativelesigrs to improve these women. What lent his book value, after all, was
his ability to tell new storieabout things that would delight the reader and that he could try out
in his own home, or perhaps more likely in the case of these women, enjoy vicariously by
reading the booKThe first entry in OVoice and Countenanapéhswith advice toprospective
buyers to pay attention first to the Obasic substanceO of a ve@sadody the color of her

unadorned skiN citing a passage in thainyuZ~ZHAnalect3. In the original passage,
ConfuciusOs disciplixia *a(- , exegetes a few lines on female beauty from the Odes to

illuminate the practice of the rites. In Li YuOs handsyerselythe topic of female beauty is

rescued from maphor and deendeworthy ofinvestigationin its own right while Confucian

musings on rituafjo unmentioneddf a womanOs many charms, her complexion is foremost.

Does the Book of Odes not say, OPatterns of color upon plain silk?0 'Plain' here means white. As

for women®basic substance, whitethe most difficult to attain.

‘ * 2 , .3 The female complexion,

44 See Chapter Three.

“*LiYu é1 , Xianging ouji E - 1 & , 109.The translation of thAnalectspassage is from The full

passage reads: OZixia asked, OHer entrancing smile dimpling; Her beautiful eyes glancing; Patterns of
color upon plain silk.O What is the meaning of these lines?0 The Mast@kaidolors are put in after

the white.® ODoes the practice of the rites likewise come afterwards?® The Master said, Olt is you, Shang,
who have thrown light on this text for me. Only with a man like you can one discuss the @{&s:6pE

0@J: N! p»O6F—Fua!l p»LE «@bM ! & Oyz2 pl Gg6 pEN 3/4LE & B pEQAV/4 6pl Ge6 pEQ

00-$1 p°)s#—Q Y"Z -G« & OConfucius and D. C. LaT;he Analects (LunyujHarmondsworth; New

York: Penguin Books, 1979), 6Bau notes in his translation that the first two lines of this quotation can

be found in Ode 57, but not the thirghich is the only line that Li Yu quotes Xianging oujj and which

he attributes to the Odes.
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according to Li Yu is the result of the relative quantities of semen (which is white) and blood

(which is purplish red), and he cautions thiaen its origins in the womian inferior
complexion cannot be improvéthough locking oneself in a dark room might help)
He discusses the many variations in complexion, including shades of skin tone,
discrepancies in complexion between the face and body, and waylsance the original
substane regardless of its qualitifor example, Li YuOs comments on attire point to the way that
clothing can enhance the appearance of the skin tone, if one pays attention to the color of the
fabric:
So many are the excellent qualities of the color dark thieg cannot be enumerated. To
speak only of its benefits for women, it makes light complexions even lighter, and if
those with darker complexions wear it, the darkness of their complexion is less easily
discerned: this is how it is easy on the face. Ifngopeople wear it, they appear younger
still, while if older people wear it, they no longer seem quite so old: this is how it is easy
on years.
@bfi 6@bR p»! )A(AJ—p» UP¥015 &1+U* blé+D0O-0O"Z~p»g F%O-X 6p»! g 0°F%p»
g nyO-X 06p»!g N pYb! nyp»; ! +D5d\40- &. +10-X Op»! . 0°+1p». O©O-
X 6p»!. N uYbDAOGp»;!+D5d ; O- .*°°
To these he adds practical benefits: dark blue fabric is less prone to staining than most other
colors and so will last longer since one need not worry abeiiting it.
Naturalness for women, however, as with so many natural phenomenon improved by Li
YuOs designs, indicates a quality that can and should be improved upon through appropriate
embellishment. A new and improved nature might be effected by juxtaplist things that
have been long separated, such as adding a hairpiece to oneOs hair in lieu of ornaments:

OWomenOs heads cannot be without adornment; since ancient times this has been so. When

compared with pearl and jade ornaments, is it not bettesa@ hairpiece? Although the

“LiYu é1 ,XiangingoujiE -1é& ,134.



250
hairpiece is false, it originated from the head of a woman, and when she uses it as an adornment,

it can be said that it is returning to its proper plack 6i>p» UP¥@Eh!p»Q'5¥%4@b@bG«p»Q’!
h! «C"O™+2C1p» uReh! 6« j§ &j3 f~ 9 Tp»#G5x* bgO 2 6B p» »; @bh!p»#—72",! &¢
6+.3°"Li Yu mocks the efforts of his contemporaries to affect a pose of naturalness by

disavowing any intervention of artifice whatsoever
Nowadays people avoid mentioning rouge and powder, continually insisting that it sullies
people. There are women whose entire faamvered in powder, yet who claim that no
powder is on their face; those whose lips are thick with rouge, yet who say that no rouge

touches their lips. These people go too far in their adherence to the TanfFpoem
Rouge and powder donOt sukpple, peple sully themselves!

HEESNER, B AZ2®, AWmmEHmmsLlpzg , BEEENHEN SRS,
“ﬁfm%z (O_o, [+ 11, FRiBHE A, AQ<OU*®

Rather than create artificial beauty, cosmetics enhance thgylwgalreadybeautiful women.
On the other hand, ven unattractive women apply powder and rouggiply highlightstheir
fundamental unsightliness through contr&stmething of the original substance shines through
in the enhanced version of the body.

The methodology and aesthetics of these first few sections on women remind one of Li
YuOs approach the many inanimate facets of everyday life he deals wiXiginging ouji.His
penchant for simplicity andaturalness can be seen in his commentsverything fran designs
for garden paths to honcern that audience members understand the conteetwvgilays on a

first hearing His foremost requiremendf windowswas that they bsturdy (ian - ), against the

contemporary trend to amohgs contemporaries to experiment withnate newdesigns (and to

be sure, page upon page of variations are includédte manual for garden desigfyarye), but

“TLiYu é1 ,XiangingoujiE -1é& ,131.

“BlLiYu é1 ,XiangingoujiE -1é& ,125.
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faults them for tending toward the ovedglicate which, according to Li Yu, guarantees that

they will be shodived. Li Yu extended his insistence on sturdiness over the ornate to women as
well: Dorothy Kohas used the terMaesthetics of functiot®describe.i YuOs opiniothat
bound feet should not be too small, lest they impingawoamanOs mobiliy®

As afoundation for his desigria multiple areasLi Yu promotel the ideal of a tabula
rasa: a brigh transparent, and unsulliednvas that would allow him maximum freedom to
achieve particular visual effects. He sought to demonstrate the benefits of such an approach
across his writing about womenOs bodies, windowsnseribrs in generalSimple deanliness
in the interior of a home isne Oblank&ement that would transform even a small space, making
it seem much larger than it iSThe hut of a reclusive scholar is necessarily modest, and although
the low cannot be raised to a new height and éneow cannot be expanded to a new breadth,
the filthy and the cluttered can indeed be removed to make it clean. If it is clean, then the low

will be[come] high and the narrow will be[come] widg(“ 6.”p»f< 8"uf@p»@P"uO- uP¥P
0 'JEp»f@O- pP¥4ce 6 '«p»0'< J O- & i( O-liP¥#c O '=ep»=2li"U0-€0 f@O- <
G<d%Li Y u devotes quite a bit of spaceXianging oujito detailing the appropriate methods

for sweeping (one should sprinkle water first, otherwise he will just push the dust around, for
one), storing clutter in drawers and cases, and even a plan for keepsguefil it can be
disposed of. Li YuOs comments on womenOsftditat a similar mode of reasoning, providing
instructions about washing oil off the fa@estructing that women takgreat care not to use the

cloth for anything else. In both casesariknesshas a transformationaffect accomplished by

*9Ko, CinderellaOs Sisters: A Revisionist Higtof Footbinding 156.

460 Francesca Bray suggests that Li YuOs emphasis on cleanliness may have been due to his poverty, or
that it Omay also reflect a symbolic view, expressed in both Confucian and Buddhist thought, of dust as
polluting.OTechnology and énder: Fabrics of Power in Late Imperial Chinzo.
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following meticulously detailed instructions for altering the material and physical stuff of the

everyday.

Windows are another part of the home that can be easily transformed by following Li
YuOs insuctions.Transparency in picture windovaslows them tacapture viewshat areQust
like paintingsO and incorporate thiemo the interior of the home MEn lattice windows were
prized for these qualitiesftar sturdinessiit is of primary importancé¢hat lattice windows be

clear and transpared®:¢ «51_-@b & .3°! Transparent windows would open out the space of a

room and incorpte exterior elements into it, as in one instance in which Li Yu describes
himself as happening upon the method by accident:
| noticed that though the object [a small mound] was small, what it contained was large
Truly it gave off a sense of Oa tiny mustard seedioomy the great Mount Sumerdi.O
sat there all day beholding it, unwilling to close the window, whewnldisaly exclaned
with a start: his is @ mountain, but it can be a painting. It is a painting, but it can be a
window.

/14Y3! B +-O"Uce(ip»6x+ <g°.0RM*a = 60Qp»F%5+&aYhp» pue|App» éGg@b6 pE
>5x, p»O'#— e+ E pESXE p»O'#— +@bJ? .3%

The framed open space of the window, like pale skin set off by dark clothes, invites a viewerOs
gaze to linger and watch its potential unfold. Yet whereas the mountain is pictured as captured
by the window, traveling first into visual representation as a painting and then into the open
space of the window, the picture of a woman needs no frame to invite pictorialization because
the surface of her skin is already a visual representation of her:
It scarcely needs to be said that a girlOs learning to read and write brings untold benefits,
but there is also something for the observer to enjoy when she is just beginning her

studies. All she need do is spread her books on the desk and pinch the tipiatiigp
brush as she sits by a gregauze window or a kingfishdrue screen; alreadghdit] is

“ILiYu é1 ,XiangingoujiE -1é& , 164.

“21iYu é1 ,XiangingoujiE -1é& ,170.



253

a picture. Ban Zhao continuing the Han History or Xie Daoyun describing a snowfall
were no more beautiful than she. What need is there to criticize harlygdere you

enjoy her company? Ah! How many such pictures there are! And what a terrible pity it is
that the men in thesgtuations regard them as commonplate!

* p[(6 OZ*Yp»@EZ~+ 1, 6/4ttsFr@EJIVp»# | IA+ 658p» 86+X+5dYhO-pE#'g°7d4i

6 60p»102+7|;“p»&B5dMHJI?O0K< 6 3p» g5% “-IE &¥4 4Cs)"N4#S 6+ap»ZA.UZ ' 6
00p» P_0)*5%xp» y/MG!! gdZ p»"«! -e2¢p»O’/46+ePIh# 1¢ 692$qpl & p»; JAE &¥ap»
be; p+ip» @E(8"SUy! &@p»F. +3-a 3B Yhp»;2#—0,00

Having excised the medium of a singular painting, Li YuOs design for living pictures obviously
locates true appreciatiarf art in the superior vision of the observer. Li Yu demonstrated his
own ability to see all the world as so many pictures througkiaumging ouji,and he invites the
reader to do the same. Here again, the notion of paintings as singular and autjfentti@®bhrt

is deflated of its value, rendered nothing more than a mimetic replica of any view.

What is the relationship iKianging oujibetween the self, women, and things? In the
late-Ming cult of ging, objects of connoisseurship, or collections obleld objects, had invited
engagement and response by things to intense devotion of the collector. As Judith Zeitlin has
noted in her study of obsession during this period, Oonce the relationship between someone and
the object of his obsession was concelptad asging, it was not such a difficult leap to declare
that the object itself could be moved by its loverOs devotion and reciprocate his feelings. Since,
for the most part, the objects of obsessions were not human, this meant anthropomorphizing the
object, adopting the view that animate and inanimate things alike are capable of serffithent.O
her study of collecting and connoisseurship from the Ming to the @iagyee Lisuggests that
Xianging oujiOshows how the dangers of radical subjectivity neagnbeliorated with a new

emphasis on pleasure, playfulness, practicality and compromise,O and that this replaces the Oaura

“SLiYu é1 ,Xianging ouji E - 1 & , 143.Translated irHanan The Invention of Li Y67.

464 76itlin, OThe Petrified Heart': Obsession in Chinégerature, Art, and Medicine,O 8.
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of the objectO through which individuals articulated their subjectivity in the late*Rligge

suggests further that Oby showing lewmen as aesthetic objects are fashioned or may be
improved to enhance male pleasure, [Li Yu] dispels the aura of romantic lofifidgq®din his
study d decorative objects in seventeeftntury China, Jonathan Hay expounds on the notion
that an emphasisn pleasure has replaced obsession @iitly, suggesting that the portrayal of

Othe beautiful woman@diren5% € in paintings and on decorative objeGisnctioned as a

metaphor for the decorative elj itself as a pleasure souf@and that it was @amage of
agency as much as of objecthoodO because it borrowed those qualities from the woman it
depicted, whoercised an active agency of her offh.

In all of these analyses, there is a more or less explicit equation between things and
women: for Zeitlin, the object of obsession is capable of coming to life to prove its devotion, just
as the great icon of the twif ging, Du Liniang, did. For Li, the transition into the early Qing
marks a similar change in the way both objects and women are perceived, and both lose their
aura for a more lighhearted engagement. For Hay, objects in the early Qing are essdikgally
women, capable of interacting Oas a subject in the process of contemplation.O While Hay has

made a very compelling case for the circumscribed agency of decorative objects in contemporary

% She juxtapses Li YuOs Omore complacent and measured hedonismO withMiregléeadency to
promote a radical notion of subjectivity by Oemphasiz[ing] excess and an intense, personal relationship
with objectO and other writings that Oallow the individual to &techis difference and to be integrated

into elite culture.@i, "The Collector, the Connoisseur, and L-déng Sensibility," 300.

46, "The Collector, the Connoisseur, and L-déng Sensibility," 302.

" Hay, Sensuous Surfaces: The Decorative Obje&ary Modern China393.Hay goes on to point out

that the image of a beautiful woman was active, and the fact that her agency Owas important to decorative
artisans and artists is visible in the fact thatrtterendoes not passively await the beholdeygxe; she is

active, as reader, as writer, as interlocutor, as connoisseur, as pta&suy@s a subject in the process of
contemplation, of thinking [...] In its formal function theeirenmotif not only metaphorizes the agency

of the object and its pacity for thinking with; it also serves to focalize the pleasaking attention of

the beholder, female or male, and thus to thematize the connective visual attention that decoration solicits.O
Hay, Sensuous Surfaces: The Decorative Object in Early kMoGaina 393.
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interiors, | would suggest, rather, that images of beautiful@voamd the decorative objects Li

Yu describes itXianging oujiare attempts to capture, or refer to, particular aspects of a beautiful
woman, but always only a single aspect: in the former case, her appearance, in the latter, her
texture or color. Throughi YuOs technical interventidssis framing of views, his
juxtaposition of life with flat visual representation, his sleek incenseltihagny of the objects
depicted inXianging oujiare prompted into motion, and thereby lent a qualitsheior
improved ly bian (change)r hua(transformation)Li Yu certainly paid attention to the
materials and the craftsmanship of the things he wrote ab¥idmiging ouji,but he attributes
their appeal largely to his own innovative designs. Like the characters iatiois, fthey heed
his every whim, and the result is enchantingXi@nging ouiji,the effects of his designs are what
cannot be readily expressed in visual or textual representation:
No one has seen these new designs before, so even if | explain thesat idegail, it is
hard to describe it completely, so | will have to prepare some pictures as a model.
However, there islsothat which pictures can depict and that which they cannot depict.
That which it cannot depict is about nitemths of what is therevhat it can depict

amounts to no more than etenth.

5X!P b1860Y3p»# MBMRBY" 6p» NfF%.6qp»"S/mN &% 9E 4@P6+&%¥118P¥N p»6+ PP¥N
O- 4 UP¥N O-"6 6 p»P¥N O-p_0"é 6~ 48

Thefemale bodyis dissected and analyzed in pgtist like the objects Xianging ou;ji
Three of the four essays on a womanQOs physicalasedull of clever hints and marvelous
techniques, but in the fourth, Li Yu confesses that he is unable to suggest any improvements:
OWhilemethods for evaluating the face, skin, eyebrows, eyes can be explained with words, with

the evaluation ofaidu, my mind can sense it, but my mouth cannot articulaf#ft

“BliYu é1 ,XiangingoujiE -1é& ,157.

“LiYu é1 ,XiangingoujiE -1é& ,116.
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He opens his essay on the elusive characteristaicif (which we might translate

alternately aslemeanagrcharm, manner, or even auvégjh the assertion that truly moving
beauty is not founchianyparticular features, but i particular aura of the living body

The ancients said, "A rare thing (a beautiful woman) is enough to move people." What is
this "rare thing"? It iai. People don't know this, and take it to mean a woman's beauty,
notrealizing that although her countenance is beautiful, it is [merely] a-thow could

it manage to move people?d#i is added to it, it becomes a both a "thing" and "rare.”" If
you claim that womenQOs physical beauty is also a rare thing that capeunpie then

why does the beauty of the silken dolls of our day and the delicate beauties in paintings,
which is ten times greater than that of living people, not move people to lovesickness and
cause them to fall into depression?O From this we can kabartlenchantingi is
essentialCharmis on the body just as fifickers, light glows, or pearls, shells, gold and
silver shineN it is a thing without form, not something that has form. Now precisely
because it is a thing and yet not a thing, becdusevithout form, yet seems to have

form, this is why it is called a Orare thiftl§’O

H#PpPEXIB][*lEba  GIB MU ypl*B005%-5 & ¥ b uGep» *@bO6R p»@WGg=+R f~
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The phrase Othey take it to mean female bgaug meise ,Owhich blames

contemporaries for thinking that beauty is what moves people about women, echoes the
contempt of the narrator in the short story OShijin louOdnmwho claim to love beauty when

what they actually want is sex. Just as the impenetrability of that beautiful woman revealed what

470 patrick Hanan translates the end of this passage: OCharm in a woman is like the flame in the fire, the
glow in the lamp, the lustre of jewels and precious mitatsmething without form ther than with form.

It is precisely because it is a thing and yet not a thing, because it is formless and yet seems to possess
form, that | call it a transcendent thing. A Otranscendent thingO means something uncanny, something that
cannot be explained imords.(Hanan The Invention of Li Y.ulonathan Hay interprets it asggesting

that surfacescape objecthood Ois founded on the virtuality of movement and changélsinate his

notion of surfacescape: Oa kind of force field that is not direcijaale to the senses and whose

existence can only be registered through sensation associated with the surfacescaptaits8éduous
Surfaces: The Decorative Object in Early Modern Chi3i-82.

“1LiYu é1 ,XiangingoujiE -1é& ,115.
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men really want from women, so Li YuOs reference to silken dolls aims to criticize those who

think that what captivates themtpout women is their beautynéise ).

Taidy, for Li Yu, is a characteristic that is particuladitong bodies, the way a woman
interacts, the choices she makes, a particular grace she displtygompared to others
Movement releases her from representing all women because it shadasritgesomething
particular to the current moméhit brings her into the presemaintings, in Li YuOs reckoning,
no matter how skilled the painter, were static, and the flawless women in them Osilken dolls.O
Even as Li Yu protests that he cannot explhis elusive quality, hdeigns to try to convey
something of the flavor through an anecdote

| recall that once when caught in the rain on a spring outing, | took shelter at a roadside
pavilion where | saw a number of women, some goo#ting, others np tottering

toward the pavilion. Among them was a poor woman of tiadge years dressed in

white mourning clothes. Seeing that there was no space inside, she hovered under the
eaves while the others rushed in. While the rest of the women all shodleiowidthes,

fretting that they were soaked, she alone let things follow their natural course. The rain
was encroaching under the eave, and no effort of hers would prove effeittwalild

do little more than display an unattractive demeanor. When theves about to let up

and they were to set off again, she alone hesitated at the back. They had gone no more
than a few steps when the rain started up again, and she dashed into the pavilion. She was
the first to enter, and turned around in anticipatioorder to squat down and claim her

spot. Even though she was now in pleasant surroundings, she did not show any sign of
arrogance. When she saw those who entered after her standing under the eaves, clothes
soaked several times more than before, she sheakdothes out for them, and her
demeanor showed forth. It was as if Heaven had gathered together a crowd of ugly
women for the sole purpose of demaoathg the beauty of one woman.
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The narrative ofaidurequires a particular character animgther body. Narrativé a story
about a particular persBinis theonly place, outside of lived experience, where weatzserve a
glint of taidu. In this passage, Li Yu removes all other qualities that nmigtkie the protagonist
conventionally attractivéo recounta few momentsf thelife of a poor, middleaged woman. He
fittingly narrates her dressed in plain whit¢hich elsewhere he suggests might attract our
attention with an innovative design more than luxurious cloth of wwatrdesign)so that we
may focus our attention on that single ineffaiplelity.

Patrick Hanan noted that Li YuOs descriptiotaidiu echoes a description of Othat
equally ineffable quality ofju, zestO by the latding literary giant Yuan Hongda8?Yuan
wrote,

What men find dficult to obtain isqu. Quis like color on mountains, taste in water,

bloom in flowers, posture in women [E] People nowadays admire the idgg, @ind

strive after its semblance. So they indulge in debates about calligraphy and painting,
browse amongrdiques, thinking it Orarefied.O

¥ blefd?0-$x]K & K)*, 206R p»;U O 6$ p»RY O 6 fip») O 600p»f~%,ZRO-
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It is worth reiterating that these forulhsalligraphy, painting, and antiquésn which people
sought out the quality afu areelite artsthat Li Yu explicitly left out of hisKianging ouji.What

is more, the Li Yu emptied out the aura of mountains, water, and flowers, showing that every

aspect of those things could be improved by his innovations and interventions; not only that, but

3 OThe outstanding quality in a womanOs beatstidisor meitai,a dynamic principle that activates her
otherwise lifeless perfection. In English, perhaps only the words OcharmO and OgraceO will do.
Abandoning the effable for onclei, Yu admits that the quality is beyond his powers of definition. His
attempt appears to mimic a wéthown passage by Yuan Hongdao on the equally ineffable qualiy, of
zest.Hanan The Invention of Li Y,58.

4 OXu Chen ZhengfduixinjiOln Yuan Honglao & ~d , Yuan Hongdao ji jianjiaose "d x{ , ed.
Qian Bocheng} X (Shanghai: Shanghai guji chubanshe, 1981), 1.463.
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healso developed methods for improving some of those aspects ofNhiTgsding the color

and scent of women. Thai of a woman, for Yuan Hongdao, was just the last in a list of
analogies to describe a greater quality of ineffable zest in any mediuln. YAarit is not until
he encounters a womart@ighat he finds something that he cannot improve in language.
Li Yu featuresvomen in two ofXianging oujOs eight chapteemdhe is even willing to
divert from his conviction ofrugality to do so. Eveso, the place of women in the text is a
curious one. In earlier manuals of connoisseurship dikegwu zhandZunsheng bajian
womenaregenerally excluded frorthe aspects of everyday life worth including in a text. As
Craig Clunas has made clear is Btudy of these texts, #hangwu zhat least, women are
usually mentioned only when some item is clearly intended for the OwomenOs HuanikrsO
this never a positive assessm&ntn earlier textsvomen are always metaphonly ever the
idea of womenteminiscent of the representation of female body in much of the fiction of the
time: Missolute women, ambitioutiews and libidinous strumpets [Bjith their leaking
bodies and permeable skins, provide cathartic sites where themfsgal fascinationwith and
fear of desire can be projected and then eradi€f@th Xianging ouji by contrast, the
singularity and irreducible difference of each wolilahe story she tells about herself through
her actionBl outwits the mastermind author, and even he stfisten.
As | have discussed in Chapter Three, Li Yu makes a case for focusing on these womenQOs
beauty and intelligence alone, rather than judging them by the standards of female virtue. He saw

virtue as preempting a womanQOs ability to move freely, arelgossessed of herself and her

47> SeeClunas,Superfluous Things: Material Culture and Social Status in Early Modern CEBa

478 Epstein, "Inscribing the Essentials: Culture #melBody in MingQing Fiction," 26.
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own body. He saw in a female body of leisure a freedom, and a composeetsatiination,

that was a rare treat in the bustling urban spaces and social networks in which he toiled.

As for those people who cannot affordotarchase concubines or do away with the
requirement of female virtue, Li Yu has a method for renewing the home and family, and giving
it a semblance of continuglrefreshed delight. In the sectionXmnging ouijititted, OMethod for

Taking Pleasure ithe Home+*.UW692 6<}O he describes his method:

The home is the most pleasurable place in the world. "The first joy is to have parents
healthy and brothers well." The pleasure of the sages did not exceed this, yet the
inclinations of people of later ages haveqguently differed from them. Whatever the

sages enjoyed, they thought of as a hardship; whatever the sages found troubling, they
took to be pleasure, and they sank into it. For example, they would disregard their own
father to accept another man's fatmeject their own brothers to favor a stranger, turn

away from female beauty in pursuit of young boys, put aside domestic chickens for wild
ducksN all of these things are contrary to reason, yet all throughout the world they are
practiced and no one seemsiimd. The reason for all such behavior is that people
disregard the old and ordinary for the new and different. This being thepeagpéewill

also find the physical body that they have had since birth to grow stale gmnattoff,

and want to exchangefor a new one. Today your soul would adhere to one body, and
tomorrow to another: would you find it lovelier the more you changed it and made it new?
The reason it cannot be changed updated is that it is fixed from birth. But if you want

to changeand update it, there is also a method. Change your cap and robe frequently,
change the bed curtains and seat cowdsfrequency then look at it in a mirror and it

will seem that you have changed the whole place. If you apply this method with regard to
your parents and brothers, your own wife and children, with all of the money you would
have wasted making connections, you can freshen up their clothes and ornaments, and
you will live in a different environment and care for a different body. In one ymacan
change their form several times, and you won't have to worry about calling someone else
your father or mother, or calling your classmates your brothek®oking at it this way,

it is not that a person is beautiful, it is the clothing that makesbeautiful.
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Li Yu articulated himself through his manipulations of objects in language that was then
circulated in print, such that his name might beeaisged with any number of reproducible
versions of that thing. WitKianging ouji,he writes himself onto everyday objects, which, rather
than simply reflect back onto him, projedhim into the homes of his readers by inviting
readers to practice withirh. All of his technical innovations to the material served to create a
centrifugal subjectivity that hollowed out objects and associated them with Li Yu, though he did
not possess them. Womerdigu is the only part of Li YuOs garden that stands omits oot
covered with and animated by his language. In scrutinizing the living body and finding it already
self-possessed of something he cannot improve, Li Yu acknowledges value in that body that
exceeds what he can create with words, and the female bodynbs for him the one thing that

money can buy that is not transferable.

Conclusion

Li Yu did away with the imperative placed on the gendered bogpt@senthe social,
political, or moral macrocosm. As he removed layers of representation andcatiprififrom the
female body, he found there a composedegiiression that could serve as a model for (male)
private life.When, at the beginning of his carearYu sold his rural residence at Yishan and
moved to the cityhe laid claim to it in writingthereby creating version of himself that would
be portable, that could be reproduced any number of times with minimal labor, and he tinkered

with anddevelopedhat selfin-print for the remainder of his life. As | have shown, he did so

“TLiYu é1 ,XiangingoujiE -1é , 314.
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with constanteference to theocial andmaterial world, exploring new ways to make language

interact with the material world and change the way people experienced it. His innovative
method pushed the limits of different media to make them function in new ways, and he
expanded the limits of how text could affect its reader, contain and transport its author, and
transformthe minutiae of the everyday material environment. Yet finally, in his experiments on
the physical body, he comes up against the limits of his methadedting a habitat on the page,
he, like countless writers before him, had identified with that disembodied voice, becoming what
he made of himself in writingAfter decades of cultural entrepreneurship that used language,
print, and practicéo manipulée the world and create innovative experiences that would throw
the material world into relief, even while blaimed the designs for his owld, Yu stops short of
altering theexpression of these bodies. True to his practice of tireless cultural entnagieap,

he opts instead to sell the idea of their distinction and value.

Far from his mountain retreahese bodids bodies of leisureavailable for purchase,
physically optimized by his design, and at least nominally removed from the responsibility of
reproductiol are what made the world (the garden, the stage, and even theXéagihgou;ji)
habitable. It was in embracing the surplus of their presence, that part of them that resisted
representation, that Li Yu could recover momentarily a sense afdm carefree embodied

self\ naked and hidden from sight at his mountain relitéaim its representation.
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Number of
Year|Title Type Participants
1651Women in Lovel8iA U play 3
1652 The Mistake with the KithhPK7ZL play 3
1653Ideal Love MatcheD- OMc« play 2
1655The Jade Clasp13v.g0O play 2
1656/Silent Opera®@EP 1U short story collectior|1
1657/Silent OperasA Second Collectio®EP 1U 4fn short story collectior|1
1657/You Can't Do Anything About Fai@ y(N play 2
1657/The Carnal Prayer M&1TZ&A novel 0
1658 Twelve Towers'é 49» short story collectior/1
1659The lllusory ToweN« O9% play 2
1659Mr. Li's Five Plays6;- < 10 play collection 2
edited volume of
1660A First Levy of Letters+aB 1A/] letters 92
1661/Paired SolegF—k play 2
A New Aid to Administration, A First Collectiofo<c |gdited volume of
16635X6 Afn court cases 81
edited volume of
1663Preserving LifeéDCb- court ases 1
Discussions of the Pa&t+#J€1665 Liweng's Revised
1664/and Expanded Discussions of the RESDi(FY2Z~#(E essays on history |43
1665Woman in Pursuit of Mah’;él> play 3
1667Be Careful About Love (dram@p * L play 2
A New Aid to Administration, A 8cond Collectiono |gdited volume of
1667/<c5X6 4fn court cases 105
1668The Ingenious Finale&A&» play 3
edited volume of
1668A Second Levy of Letters, in progres&B 4/] letters 1
edited volume of
1671/A First Collection of Parallel Prosgf! |A/] parallel prose 147
1671/Leisure Note®:0m +l essays 19
Independent Words, A First Collectior"Y1Afn ;
1673/7 A Second Collectiodfn 1673/7; 1678 A
1672/Complete Collectiot fn complete works 84
Singable Lyrics, Or Liweng's Further CollectidBOi
1678hAfn, O,:6Z lyrics 15
1679Mustard Seed Garden Painting ManBM*@&°E [  |painting manual 3
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APPENDIX II: Notes on editions of Li Yu’s Liweng yijiayan 660i "+ Y~

Editions of Li YuOkiwengOs Independent Wofdisveng yijiayan660i "+ Y™ ) include
LiwengOs Independent Words: A First Colledtidweng yjiayan JEOi "+~Y"1A fn, published in
1672 or 1673)LiwengOs Independent Words, A Second Colldetipréfn , after 1673, before

1678), as well as a combined editibivvengOs Independent Words, a Complete Collection

(quanji! fn ) (published in 1678). In the appéxdo Patrick Hanan®svention,he discusses a

number of editions dihdependent Wordélanan did not have access to a copy of the first
collection that included a title page. A facsimile version of such an edition has been reprinted in
the Siku jinhuishiwcongkan buyiyol. 85, 2185. (The text is credited in ti8kuto an edition held

at the Nanjing University Library, but this is erroneous. No such text is held there). In this
edition, the title page clearly indicates that Li Yu had intended this tioebierst installment of

his collected works, and that he intended to follow it up with a second installment at a later date.
The title page readsLiwengOs Independent Words, First Colledtiaster of Yisheng tang

StudioJEOi "+~Y1Afn OaOp'24 b .0 It includes publisherOs note: OThe world is brimming

with Mr. [Li's] books, yet all of these are scattered miscellanea. They are not the source of his
literary creation. Now, every time distinguished persons from throughout the lanchénter t
bookshop they inquire after a complete collection of his poetry and prose. It is hard to reply to
them as they insistently entreat me to circulate it. | also fear that the pieces are so numerous as to
inconvenience the customer, so I've divided it wddous collections to be published one after

the other. This is the first. Recorded by the Master of Yisheng taBgo6 i>8§!#° F., {2
5Cf,1aag ! Sy 60 . aRU& = | #u<é &;w! &Oe; &# Z Z 5/! fn &Ju p"...Ji 45xDP&¢Zs

<é [ a#p/oKo-A= Mé a\a0- p5» al®@b5 fn &:EJOPW6 &; | F$J—O- 4 OrOp24ab|
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(Sikued. X, 85-2). The preface of this edition is dated 1670. The Malian combined edition, held

in the Peking University LibraryOs collection, reprints the ori§iaabnd Collectioferji 4fn )

using the original Yisheng tarmjocks. Hanan observed that there were several reprints of the
combined edition throughout the Qing, and he indicated that these reprinted from the
original Yisheng tangplocks.

My study of a number of extant editions suggests that there were at least two other sets of
blocks carved from the Yisheng tablpcks prior to the release of the combined Mustard Seed
Garden editiorin 1730. First, there is a Mblume version of the combined edition held at
Beijing Normal University (X/810.72/4037.3), which indicates that it is reprinted Mustard

Seed Gardeblocks (ieziyuan cangbaRM*g&°UwA@nd on its title page includes a reference

to it being Othe original Mustard Seed Garden edition.O Anotivefutfe combined edition,
held by the Shanghai Library (448938) seems to have been printed from the same blocks,

except that the charmrs Mustard Seed Garden blocilieziyuan cangbaRM*@&°UwWHKD

appear on the fold of each padée title page of this edition attributes the carving of the blocks

to the publisher Shidetan¥/ '@ , a Nanjing commercial publisher. Finally, fragments of

another dition (vols. 17, 14), held at Beijing Normal University (847.2/292, 108), appear to
also be printed frorMustard Seed Garddrlocks (the characteMustard Seed Garden blocks

[Jieziyuan cangbaRM*g&°Uwpdppear on the folds between pages iikéhe aboe edition).

However, the title page of this edition also claimshhestard Seed Garddnlocks Jieziyuan

cangbarRM*g&°Uwpdvhereas the title page of the other OMustard Seed GardenO edition simply

includes the characters OBlocks of this shepya cangba6OX UwARO Shen Jin has argued,
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based on his analysis of a number of fictional works bearing the chatzetges cangbarthat

this was a way for commercial publishers to publish banned books anony8usly.

| believe that all of these OMustard Seed GardgitiGne predate the 1730 integrated
Mustard Seed Garden edition. The primary evidence for this is that there are a number of minor
changes to the 1730 edition of the text, none of which are followed in the above combined

editions (for example, the ternst®ngrenOp b,O or sage, is replaced witthitenQ> b,0 which
also means sage, and the order of the characters Odoes not surpassbhsh@uo 3% 6,0 is
changed totiiguoship_65%0). The reference to the Mustard Seed Garden original edition is of

interest not leadiecause the original editions, including the first, second, and combined
collections, were all published by Yisheng tang, not Mustard Seed Garden. If | am correct, then
the fact that there are at least two other editions circulating before the publafatieri730
integrated edition mighhdicatethe popularity of these editions duriagd just aftet.i YuOs

lifetime.

478 Chum Shumi i , "Shuo benya cangbat u & Ft ," in Chang Bide jiaoshou bazhijinwu shouging
lunwen ji B % 18##2 /B & 713 7 X 4%, ed. Chang Bide% € § (Taibei: Taiwan xuesheng shuiju,
2005).According toCynthia Brokaw, this phraBeOretention of the original blodkss a customary
expression to indicate that a publisher had a proprietary claim to blocks in his pos&rediaw,
Commerce in Culture: The Sibao Book Trade in the Qing and Republican Pari@s
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APPENDIX III: Guide to Editions of Li Yu’s Works

The study of Li Yu has been greatly facilitated by Helmut Martin's facsimile
reprodictions of some of Li Yu's major works in hisYu quanji(1974), and more recently by
the widely availabl&hejiang gujisimplified characteki Yu quanji(1992). Most recent studies
of Li Yu rely on one or both of these collections. In the course ofesigarch on Li YuOs works,
| consulted many early and rare editions of his work, and | have included notes on the most
relevant of these below, as well as information on some of the recent good facsimile

reproductions of early editions.

Yijiayan “+"Y" (Independent Words)
Typeset edition: Li Y66>©Liweng yijiayanJEOi “+Y". Li Yu quanji66>©! fn . 20 vols.
Hangzhou: Zhejiang guiji, 1992. Vols21

Original and facsimile editios N
1.JEQi +AY"1Afn5/fn  4#Zfn 8# (LiwengOs Independent Words, A First Collection: Four

Volumes of Pree, Eight Volumes of Poe}ry y
Location:Siku jinhui shu congkan bianzuan weiyuan&iSl);h6 #S12MeN*)|$%06« .
Siku jinhui shu congkan & .S1):h6 #S!12 X,. 311 vols. Beijing: Beijing
chubanshe, 199¥ol. 85, 1.
Edition: Yishengtang prifDeOp'2146Q preface dated 1672
This is the ediest edition ofindependent Wordsow rare.

2.JEQi "+AY'I fnpES/fn - 4# [fn 8# 4fn 12# 10fn 4# (LiwengOs Independent Words, A
Complete Collection: Four Volumes of Prose, Eight Volumes of Poetry, Twelve Volumes of the
Second Collection, and Four Volumes of a SeparatesCaih)

Location: Peking University Libraryg, T(I+ &%6 hD MX/810.72/4037T _B!Uw

Edition: Yishengtang prirDaOp'2 dated 1678
Includes prose and poetry from the OFirst CollectionO (from above first edition) and the OSecond
Collection.O The separate collection is aigaref LunguZ~#@Discussions of the Pgst

3.JEOi "+rY'I fnpE 28# (LiwengOs Independent Words, A Complete Collection: 28 vdlumes
Location: Peking University Libraryg, T(I+ &%46 hD, 810.72/4037.1:12

Edition: Extant volumes correspondthe combinedYishengtang editin (2).
Missing many volumes. Edition and dateknown, but existing volumes include the fourth
volume of prose, eight volumes of poetry, and six volumes of the second collection.
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4. JEOi "+AY'1fn :5/fn 4# p»!Ofn 10#p» fn 6# (LiwengOs Independent Words, A
Complete Colledébn: Four Volumes of Pros&,en Volumes of a Separate Collection, Six
Volumes of an Occasional Collectjon

Location:Shanghai Library? = &%46 hi#4891736
Edition: Shidetang print¥/_'2 , from Jieziyuan blockRM*g&°Uw7"'

This versionis very closeo aboveKangxi periodYishengtangeditions Both of these editions
differ markedly from the 1730 Jieziyuan combined edit{d@ieziyuan blockRM*@&°UwD

indicated on the fold of each page.

5.JEQi! fn : Z5/fn 10# pe:Om +l 6# (LiwengOs Independent Words, A Complete Collection:
TenVolumes oPoetry andProse,Six Volumes of Leisure Nojes
Location: Beijing Normal University Libraryg, T-OKI(1+ &%46 hD, 847.2/29203, 18.
Edition: Printed from Jieziyuan blockM*@&°Uw7"
Volumes1-7 and 14 extant.J@ziyuan blockRM*@&°Uw®d indicated on the fold of each page,

but different from all other editions, including the Shidetang print and the 1730 edition. Many of
the names of commentators blacked out.

6.JEQi "+AY'I fnpEZ 5/fn  10# p»e:0m + 6# (LiwengOs Independent Words, A Complete
Collection: TenVolumes oPoetry andProse,Six Volumes of Leisure Notgs
Location: Peking University Libraryg, T(I+ &%6 hb, X/810.72/4037.3
Edition: Jieziyuan original edition, blocks kept by OthisO BMm&#GaBOX Uw?)
This contains the same content as other sixt@éumme complete collections, but using different

blocks. Textual variants follow the earliest (Yishengtang) editions, not the 1730 Jieziyuan
edition.

7.JEQi "+~Y'1fn  16# (LiwengOs Independent Words, A Complete ColleSigteen
Volume}
Location: Nanjing University Libraryy T(i+ &%6 hD, and many other collectis
Edition: JieziyuarRM*@&¢1730fu; 8.
This 1730 edition is printed on entirely new blocks, and has been significantly edited. It
integrates the second collection into the respective categories of the first edition. It is now the
most common version of Liweryijiayan available: th&ijiayanin the 1992.i Yu quaniji
follows this edition, and this is the edition reproduced in Helmut Martin@squanji This
edition includesKianqing ouiji,this version of which is also reproduced in facsimile in MartinOs
Li Yu quaniji.

Xianging ouji e:0m +| (Leisure Notes)

Typeset edition: Li Y66>©Xianging oujie:0m YA. Li Yu quanji66>©! fn 20 vols.
Hangzhou: Zhejiang guiji, 1992. Vol. 3.

Original andfacsimile editions:
1.e:0m +IpE 16# (Leisure NotesSixteen Volumegs
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Location:"Xuxiu Siku quanshu" bianzuan weianhuiN4 —&f.S! 6 MeN*)|$%0:6« Xuxiu
Siku quanshiN4 —-&f.S! 6 . Shanghai: Shanghai guji, 1995bu*g’ , Zajia
lei f,+h 1186, 483722.
Edition: Yisheng tang@d=0Op'21671. AA CM
This widely available facsimile reprint of the first editionXddnging oujiis missing only the
title page.

2.e:0m +IpE 16# (Leisure NotesSixteen Volume@s

Location:Peking University Library¢, T(I+ &¥46 hD, X/9301/4433

Edition: Yishengtan@=Op'@ 1671. AA10.
Missing title page, but same as above edition. Quality of printing is significantly inferior (many
folded paes, etc.)

3.e:0m +IpE 16# (Leisure NotesSixteen Volumes
Location Peking University Library¢, T(I+ &¥46 hD, X/818.2/4037.1
Edition: Yishengtan@®@cOp'® 16717

Missing title page, but same as above editions.

4.e:0m +IpE 16# (Leisure NotesSixteen Volum@s
Location Beijing Normal University'¢, T-OKI(i+ &%46 hD, 701/292.720
Edition: Yishengtan@aOp'® 16717

Missing title page, but same as above editions.

5.e:0m +IpE 16# (Leisure NotesSixteen Volumes

Location Shandong Provincial Library7 FO&%6 hb

Edition: Yisheng tan@=0Op'21671. AA CM
Sameas above editions, but includes on title pades second [secret book of Liweng]
Olndependent WordsO will be issued SapAlO "+ Y '# I¢ .

6.JEOi fn pEB# (Leisure Notes: Six Volumes

Location Shanghai Library?= &%.6 hb, M,6 e 8117277

Edition: JieziyuarRM*@&¢17307?
This edition is the most widely available, and is included as part of thelik@dg yijiyan
quaniji. It is calledLiweng ouji(LiwengOs Occasional Collectiaajher tharkXianging ouji
(Leisure Notes

Letter Collections
Typeset editionnone

Original andfacsimile editions:
1.+aB IA/]"é 4# (A First Levy of Letters: Twelve Volurmes

Location Siku jinhui shu congkan bianzuan weiyuan&iiS1);h6 #S12MeN*)|$%06« .
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Siku jinhui shu congka®f.S1):h6 #S!12 . 311 vols. Beijing: Beijing

chubanshe, 1993%ibufn’s 153, 499704 (from a copy held in the Chinese

Academyof Social Sciences Librarp&3ly+ + f &%6 hD ).
Edition: 1660~-g®<c"é «.

2.+aB |A/"é 4# (A First Levy of Letters: Twelve Volumes
Location Peking University Library¢, T(I+ &%46 hD, sb/818.1086/4037
Edition: 1684, AADU*g

Missing first three pages of preface. Date of preface clobtaggate after the death both of its

author and Li Yu. Blocks are not identicalabove but similar.

3.#E r+aB (I' (A Complete Collection of Letters Old and New
Location Peking University Library¢, T(I+ &¥6 hD, 818.108/4037
Edition: not known

Siliu chuzheng ershi juan &f! \A/] 4"é# (A First Levy of Parallel Prose, Twenty
Volumes)

Typeset editionnone

Facsimile edition:
1.&f!'1AN 4"é# (A First Levy of Parallel Prose, Twenty Volumes

Location: Siku jinhui shu congkan bianzuan weiyuarfafiiS1);h6 #S12MeN*)|$%06« .
Siku jinhui shu engkan&f.Sl1):h6 #S!2 . 311 vols. Beijing: Beijing
chubanshe, 1993%ibufn’s | vol. 135 (from a 1671 edition held in the
Shanghai Library, Kangxi 10).

Zizhi xinshu \0<c5X6 (4 New Aid to Administration)

Typeset edition: Li Y66>OLi Yuquanji 66>©! fn. 20 vols. HangzhowZhejiang guiji
chubanshe, 1992. Volumes-18.

Original edition:

1.5X(F\o<c5X6 !Afn (A Newly Increased New Aid to Administration, A First Colledtion
Location:Peking University Library¢, T(I+ &¥46 hD, r/4603/4433
Edition: Printed from Jieziyuan blocks

Plays

Typeseteditions:

1. Li Yu 66>0OLi Yu quanji6d=Y4! fn. 20 vols. Hangzhou: Zhejiang guji chubanshe, 1992.
Volumes 45.

The ten extant plays known to be written by Li Yu.
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2.Li Yu 66>0©Liweng chuangi shizhong jiaozd&Qi [(i"éIO7E<e . Edited by Wang XuedC3
+ (i 2 vols Tianijin: Tianjin guji, 2009.
Includes detailed annotations.

3.Li Yu 66>©@Li Yu quanji66=%4! fn. 20 vols. Hangzhou: Zhejiang guji chubanshe, 1992.

Volumes 67.
Eight additional plays edited and approved by Li Yu.

Original andfacsimile editions:
1.JEQIi [(i"élO (LiwengOs Tdrlay9
Location: Li Yu66>@and Helmut MartinLi Yu quanji66>©! fn .15 vols Taibei:
Chengwen chubanshe, 1970.
Edition: Shidetang¥s/_"2 , Kangxi period_AA
This is a facsimile reprint of the earliest known edition of this work.

2. hPK7ZL [(i (Mistake with a Kitg
Location: "Xuxiu Siku quanshu" bianzuan weiyuaniNd —&f.S! 6 MeN*)|$%06« Xuxiu
Siku quanshiN4 —&f.S! 6 . Shanghai: Shanghai guji, 1996bufn’s , Xiqu
lei 1U65h, 1775 507-576.
Edition: 1659,g®<cl16.
Round illustrations.

3.hPK7ZL [(i (Mistake with a Kitg
Location:Peking UniversityLibrary "¢, T(I+ &%46 hD, SB/812.7/4037a
Edition: 1659,h"<c 16.

This is the version reproduced in texiu siku quanshulso includes first of the illustrations,
which is missing from th&uxiuedition. These and the two following examples include the same
commens, but the latter two are printed from different blocks.

4. hPK7ZL [(i (Mistake with a Kitg
Location: Peking University Libraryg, T(I+ &%46 hD, 812.7 4043
Rectangular illustrations.

5.N whPK7Zl(lllustrated Mistake with a Kide
Location: Peking University Libraryg, T(I+ &3%46 hD814.77 7780
This is a later edition with different scene titles.

6. (@ y(N (You CanOt Do Anything About Pate
Location: Beijing Normal University Libraryg, T-OKI(i+ &¥46 hD, 855.6 723
Round illustrations, appears to be a 1659 print, but no indication of dite tiext.

7.JEOI"é1065(LiwengOs Ten Plgys
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Location:Peking University Library¢, T(I+ &¥46 hD, SB/812.08/4037

These are the ten plays accepted as having been written by Li Yu. Rectangular illustrations, later
edition.

8.JEQIi [(i<IO pELO# (LiwengOs Five Plays: Ten \ioles

Location:Peking University Library¢, T(I+ &%46 hD

Edition: Jieziyuan on the Lakep 2RM*@&s date unknown
These plays3O! YAp»'éa3YApxfebAYAp» DUYAp>k Unere likely not written by Li Yu. They
are recorded as being written by a Mr. Kdn , and are here presented by Li Yu.

9.JEOiISX 10 [(i (LiwengOs Three New Plays

Location: Peking University Libraryg, T(I+ &%46 hD, MSB/812.087/4037

Edition: Unknown. Only indication: Oblocks held by OthisGe€mopw®
These playsd,! X,(NYA, $ UyeD YA, &f €YA were also edited and approved Li Yu rather
than writtenby him.

10.JEOieY+B(i ! 10 (Eight PlaysEdited and Approved by Liweng
Location:Peking University Library¢, T(I+ &¥46 hD, X/812.08/4032
The plays include the inve playsO from the eighth edition listed here, in addition to the three new
plays in the ninth§O! YA "#u+t\\ e | "€a3YA "#u>8.2J-, X,(NYA "#u+.<7 ,feD YA "#u O
JY<, DUYA "#ufiovDU &f EYA "“#u+-S2*@, fec& YA "#u#°; c& , k KEYA "#ufebx #'bl).

Short Stories

Typeset edition:
1. Li Yu66>0Li Yu quanjie>@ fn . 20 vols. Hangzhou: Zhejiang guji chubanshe, 1992.
Volumes 89.

Original andfacsimile editions:
The edition ofWusheg xireproduced in Martin@s$ Yu quaniji(vols. 1213)is a reprint of a
Japanese manuscript, whd@iOer lois a 1658 first edition (vols. 145), an original version of

which is at the Peking University Library (813.35/4037.1).

For moreinformation e editions of Li YuOs short story collections, see Patrick HananOs
introductions to his translations and his noteghe Invention of Li Yu.

1. Li Yu 66>©Silent OperasTranslated by Patrick Hanan. Hong Kong: Research Centre for
Translation, Chinese University of Hong Kong, 1990.

2. Li Yu 66>©A Tower for Summer Heakranslated by Patrick Hanan. New York: Columbia
University Press, 1998.

3. Ratrick HananThe Invention of Li YuCambridge: Harvard University Press, 1988.



