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Abstract

This dissertation examines the transformation of Chinese manhood within the Three
Kingdoms story cycle, primarily within the plain narrative, the Sanguozhi pinghua and the the
Sanguozhi tongsu yanyi, a reconstructed novel. I argue these two versions of the Three
Kingdoms story attempt to reconstruct male identities in the late imperial period. This
reconstruction of manhood in the process of novelization reveals how these rewritings respond to
wen-wu masculinities. Many characters are described differently in the two versions of the story,
and these differences describe the transition of Chinese masculinity from the Yuan to the mid-
Ming period.

Chapter One focuses on the changes to the warrior character Zhang Fei’s defiant
disposition in the plain and the reconstructed narratives examining the restraints cast on these
warrior-like characters in this transition. In Chapter Two, I compare the image of Zhuge Liang in
the plain narrative to the sorcerer-like Zhuge Liang in the reconstructed narrative, which presents
the concept of self-invention and the shift to scholar-like identity. Chapter Three analyzes Guan
Yu’s character as a Chinese knight-errant. In the reconstructed narrative, Guan Yu presents a
different character archetype compared to Zhang Fei’s warrior-like or Zhuge Liang’s scholar-like

archetype.
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Introduction



Manhood in China is a growing interest in Sinology. One of the pioneers in the field of
Chinese masculinity is Kam Louie, who theorizes Chinese masculinities through a dyad of wen

~ and wu i, on which he elaborates by differentiating Chinese manhood into wen, the cultural

attainment, and wu, martial valor in the twentieth century (Louie Theorising 4). Louie’s study
provides a vision of some of the major patterns in the discourse of masculinity among modern
Chinese males. Starting with Louie’s polarity of wen and wu, Martin Huang examines
masculinities in the modern discourse, then refocuses his study to pre-modern China, specifically
the political and historical consciousness of the late imperial period. Huang identifies various
models of masculinity in late imperial Chinese novels and analyzes how these models negotiated
manhood in relation to femininity or an ambivalent gender. Huang examines the imagery of the
relationship between manhood and nationhood: the transition of manhood from man to castrato,
and the feminization of men through the metaphor of the faithful wife or the treacherous whore

who causes the fall of the empire. The models identified by Huang include dazhangfu K35,

yongshi B+, yingxiong L, haohan U &, caizi A1, wenren LN, pinshi &+, junzi &1,

and other male archetypes in late imperial China. In fact, Huang’s study presents the case of
feminized manhood in comparison to its male counterpart, whose inability to prevent the fall of
the Ming empire contributed to the popularity of cross-dressing and novels about the
domesticated household. Moreover, femininity was always held accountable for the failure of a
kingdom. This theme is prevalent in my study of the novel of the Three Kingdoms and
constantly contributes to the negotiation of masculine identities within the story cycle.

My investigation focuses on the transition of the male identity between the Yuan and
early Ming periods within the Three Kingdoms story cycle, primarily on the barebones narrative

from the Yuan period, the Sanguozhi pinghua, and the literati rewrite published in 1522, the



Sanguozhi tongsu yanyi. My argument attempts to identify the changes within the male identity
by comparing the two texts from different time periods, in order to demonstrate that there was an
effort to reconstruct male identities in the late imperial period. Although Martin Huang suggests
that this self-reconstruction occurred in the eighteenth century in autobiographical novels, my
research suggests this self-reconstruction of male identities occurred as early as the fifteenth and
sixteenth centuries (Huang Literati 5-14). Furthermore, I attempt to compare the same male
characters narrated in these two recensions in order to identify the conflicting values of
masculinity and identity signaled by these two texts. Therefore, I will compare and contrast the
descriptions of specific characters, as well as the set of events that contributed to the construction
of these male characters.

This study is not intended to be a chronological survey of Chinese masculinities in the
early period of late imperial China, nor it is an attempt to establish a subgenre of masculinities
beyond the concept of the wen and wu dyad. I intend to focus on how the literati compilers and
authors attempted to reconstruct or revamp the popular images of the male archetypes from
popular readings through the rearrangement of events, and the fictive implant of additional
narratives. However, I would like to emphasize that this study has no intention of suggesting that
the authors or compilers of these two texts of the Three Kingdoms consciously constructed or
reconstructed the masculine images presented in this study. My interest in this study centers on
how these two textual works revamp and reconstruct the presentation of the different images of
masculinities, and how these rewritings of the story respond to late imperial Chinese society. My
hope is that this study will contribute to our understanding of Chinese masculinities in the
fourteenth through sixteenth centuries during the rise of zhanghui xiaoshuo, and the transition to

the literati-ization of popular readings.



Transition from Historical Writing to Vernacular Literature

Historical writing, or shi 5, holds a special position compared to the other three major
categories of Chinese literary tradition, which are the classics, or jing &%, philosophical writings
known as zi -T-, and the belles-lettres, or ji 2. The classics, or jing, mainly refer to the classical
texts such as The Book of Changes, or Yijing 4%, and The Book of Odes, or Shijing 574%. The

philosophical writings, or zi, refer to books in the subjects of the medical field, military strategy,

and even astronomy, such as The Art of War, or Sunzi f4-1-£t%. Then, the belles-lettres, or ji,

include all the prose, rhetorical writings, poetry, drama, and criticisms, like The Collected Poems

of Du Fu, Dugong buji #1 T Z[%E. In fact, historical writing, or shi 5, refers to the historical

records either imperial sanctioned or recorded by private historiographers. Furthermore, the shi
not only elucidates historical writings, it also refers to the political institution in ancient China,

the Office of History, or the court historian known as Shi guan 5'E, an integral part of the

imperial state apparatus. There are several official positions in the Office of History, including

taishi & 52, the grand historian, and xiaoshi /N5, the junior historian. They performed

secretarial and literary tasks for the court, such as recording events and speeches, preserving
archives and documents, and even drafting state papers and imperial edicts. Later in the Tang
period (618-907 CE), these duties from the Office of History were replaced by the Hanlin

Academy EFAR[5E, a group of elite scholars who had passed the rigorous civil service

examination and acted as reserve officials for the imperial court.
Historical writings receiving special attention in Chinese literary tradition was not due to
the possibility of attaining a high-level official position, such as faishi or becoming the Grand

Secretary NEAEE+-. Tt is because those who compiled and wrote historical writing, especially



historical records, will be remembered in history and receive tremendous praise among the

community of scholars and elites. For example, Sima Qian =] #& (145-86 BCE) wrote Shiji 5
20, or the Records of Grand Historian; Confucius compiled Chungiu 75X, or the Spring and
Autumn Annals; Ban Gu P& (32-92 CE) wrote Hanshu J£2, or Book of Former Han; Chen
Shou = (233-297 CE) wrote Sanguozhi =&, or Records of the Three Kingdoms; and Sima
Guang 5] ¢ (1019-1086 CE) wrote Zizhi tongjian &G, or Comprehensive Mirror in Aid

of Governance. In doing so, they left their names to be remembered for generations.
Furthermore, each dynasty in China would sanction historiographers to compile a collected
history of the previous dynasty, in order to demonstrate its legitimacy as the inheritor from the

previous imperial court. During the Ming period, historians Wang Zhu % and Ke Weiqi fa] 4
BH rewrote the standard history of the Song dynasty in order to legitimatize the Song apart from

the nomadic dynasties of Liao and Jin (Chia 318). Beyond the aforementioned regard for
historical writers, it was believed that historical writing has a unique influence on society.

According to Mencius 7 -, due to the copious incidents of regicides and parricides constantly

occurring at the time, Confucius intended to “[strike] terror into the hearts of rebellious subjects
and undutiful sons” through the composition of the Spring and Autumn Annals (Mencius 72-73).
In fact, writing history was considered as “a mirror of human affairs” that “offered patterns of
success and failure and subsequently served a didactic function” to the ministers, and even to the
emperor (Lu From Historicity 130).

On the other hand, “fiction” is a western term for xiaoshuo /]\éii, which literally

translates to “small talk” or “minor discourse.” Victor Mair clarifies the difference between the

two terms, which “fiction” signifies as “something made up or created by an author or writer”



(Mair 21-22). While the Chinese term xiaoshuo etymologically implies a type of unofficial
history, or rumors and gossip of the streets (Mair 21-22). The origin of xiaoshuo can be traced to

bai guan f'E, ancient officials in the Office of History and low ranking historians whose

responsibility it was to collect rumors and gossip of the people and channel it up to the court; it is
a type of social reportage on people’s praises or complaints of the government. They were also
responsible for recording songs and chants recited or sung by the people in rural villages or in
streets and alleyways. Many of these stories reported by the bai guan are considered as the
earliest form of modern xiaoshuo (Lu From Historicity 45). Bai is the Chinese name for barnyard
grass or cockspur, which is one of the weeds that reduces the yield of crops and acts as a host for
various mosaic virus diseases; it has a similar appearance to millet or rice crops (He 2-3).
Therefore, bai guan xiaoshuo refers to fictional writings that are worthless, trivial, and harmful
to read, since it implies unreliable sources and materials. Such records of minor and popular
writings continue to be recorded from ancient China to the late imperial period, and they
transformed as petty officials continued to collect them. During the Six Dynasties (265-588 CE),

court historian Gan Bao |- (282-351 CE) compiled an anthology of the xiaoshuo genre
zhiguai 75 B, called Soushen Ji $51HZL, the Records of Anomalies. The zhiguai narratives, or the

tales of the strange, are anecdotes about supernatural and mystical events, or uncanny mores and
customs of the barbaric tribes. From today’s perspective, these anecdotes on strange events and
uncanny mores can be considered fiction, however, the authors who recorded these strange tales
believed their accounts were factual incidents, not fictional creations. Hence, since zhiguai
narratives intend to record specific events, it tends to have fewer descriptions, and fewer words

in a style similar to historical writings (Lu From Historicity 48-49).



Following zhiguai as the prototype for fictional narrative, during the Tang Dynasty (618—

907 CE), two different types of fictional narratives were developed. Bianwen $37, or

transformation texts, are believed to be one of the earliest forms of fiction narrative in China.
Bianwen originate from Buddhist doctrines, and evolved into a form of oral and visual
performance, or a way for monks to preach Buddhism among the common people in rural
villages and backstreets. Therefore, bianwen reflects a heavy use of the spoken language of its
time, and folksongs in its narratives. Another fictional form developed around the same time

period is the chuangi {35, or the transmission of the strange and marvelous. Chuangi is largely

influenced by the zhiguai corpus and has similar themes as zhiguai, such as mystic, strange, and
marvelous tales. Chuangi includes stories about love, heroism, and history, similar to the epic
tales in the West. In addition, the narratives of chuangi are relatively detail-oriented, compared
to the zhiguai narratives. Around the Tang period, both bianwen and chuangi developed short
stories that resemble xiaoshuo from the late imperial period.

The current form of the Chinese novel, or zhanghui xiaoshuo Z[a]/NEii, reached its

maturity during the Ming period (1368—1644 CE). Zhanghui xiaoshuo literally translates to
“chaptered small discourse,” in which the novel divides itself into various sections, lengths, and
chapters. It is based on the narrative style of chuangi and bianwen from the Tang period, and

huaben 57, the promptbooks of shuoshuren i & A professional storytellers, or popular

readings from the Song-Yuan period (9601275 CE; 1279-1368 CE). These promptbooks were
largely written in vernacular language, and their narrative was considerably plain and concise.
Some of the stories from these written materials are only referred to in the text without detailed
narration, they are “atrocious in style,” and they often use the wrong characters for names and

locations. Moreover, many of these narratives also contain formulaic phrases, such as “huashuo



A. RIVAY

=it (the story goes...),” or “gieshuo HER (let’s tell),” or “yuzhi houshi ruhe qgieting xiahui

fenjie A A% SA0{0] H 55 [A]53f# (if you want to know what happened next, listen to the next

chapter)” (Idema “Some Remarks” 122).
The zhanghui xiaoshuo are reconstructed narratives based on these three types of fictional
writings, bianwen, chuanqi, huaben, and zhiguai. For example, Journey to the West, or Xiyouji

PE#EED, is a retelling of the Buddhist monk Xuanzang’s 2 historical traveling account,
Datang xiyu ji KfEVFEIEED, The Grand Tang Records of the Western Regions, compiled in
conglomerate and mixed with the biography written by Xuanzang’s disciples Huili 17, Da
ciensi San Zang fashi zhuan K Z&JE 55 = i LRfi{#, various religious mythologies from both
Buddhism and Daoism, a storyteller promptbook printed in the Song-Yuan period entitled
Datang sanzang qujing shihua K =g Bl 485551, and episodic stories from zaju ZEE], or
drama with the same title as the novel. In similar fashion, Sanguozhi tongsu yanyi = B85 {58
Zs, or the Popular Exposition of the Records of the Three Kingdoms, is also a reconstructed

narrative that retells the events that occurred in the historical period known as the Three
Kingdoms (184-280 CE).! The novel is based on the narrative from Chen Shou’s historical

records Sanguozhi, promptbooks from storytellers such as Sanguozhi pinghua =[5 58, or
Records of the Three Kingdoms in Plain Language, Sanfen shiliie =43 558%, or A Brief Account

of the Tripartition, and episodic stories from the Song-Yuan zaju. Therefore, in its narration,

zhanghui xiaoshuo utilizes a mixture of both vernacular language and wenyan wen X & 32, or

literary Chinese. Furthermore, due to the Mongolian regime’s suppression of the literati during

! There are two translations for yanyi JH s, one is “popular elaboration,” and the other is “popular exposition”
(Yang 47; Records xvii).



the Yuan period, popular literature such as zaju, Yuanqu G, storytelling, and zhanghui

xiaoshuo became the main course of development, and orthodox scholars changed their previous
perspective on xiaoshuo and zaju as something worthless and trivial (D. Liu 3:1-4). Thus, many
members of the literati contributed to the creation and writing of popular literature, with limited
positions in both the Yuan and Ming courts, since the literati had no other means of survival
except reading and writing.

Liu Dajie’s Zhongguo wenxue fazhan shi highlights the way in which zhanghui xiaoshuo
of the Ming dynasty contained philosophical or moral discourse embedded within its narrative.

Liu quotes the preface from Xingshi Hengyan BEtH A =, or the Stories to Awaken the World, to

support his claims about zhanghui xiaoshuo in the Ming period, as the popular exposition of
these stories served a didactic function to the commoners, either literate or illiterate. (D. Liu
3:189). In another analysis, Chan Hok-lam suggests that during the Ming regime, zhanghui
xiaoshuo tended to reflect certain emotional distresses, either implicitly or explicitly, such as
nostalgia for the past, anger about social injustice, or the legitimacy of the emperor (Franke 200).
According to Chan, the didactic intention of xiaoshuo in the Ming period is not only apparent in
its use of vernacular language; the writers of such writings also reconfigured events, characters,
and emotions that stimulated the reader to establish a personal attachment to the story, to think,
and to reconsider the reader’s own course of action. This is especially the case in the historical
zhanghui xiaoshuo, written and published in the early Ming period. In his renowned work in
historiography over the debate of the nature and function of historical knowledge, Hayden White
states that the rearrangement of a set of historical events into “the components of a process of
happening” provides “meaning” and explanations to the events, such as good over evil, of virtue

over vice, and of light over darkness (White 5-8). This means that the writers’ reconstruction and



narration of events in the story is affected by the writers’ values and ideologies. Therefore, even

within the same story, different narrations will elaborate a different set of values.

Historical Origins of the novel, Three Kingdoms

The Three Kingdoms period, or the Sanguo =[5, refers to the period of disunion during

and immediately after the fall of the Han dynasty (206 BCE-220 CE), between 184 and 280 CE.
The period began with a massive uprising that took twenty-one years until it was fully
suppressed, due to the famine and flood that caused discontent among the farmers. In addition to
natural disasters, large landowners and gentry-clans continued to exploit the labor surplus in
order to amass fortunes, which exacerbated the uproar from the lower class (Xie 406-408).
During the time, as the central government attempted to suppress the peasant uprising, three
leaders gradually emerged in the competition for power: Cao Cao & {# (155-220 CE), the titular
founder of the Wei Zf kingdoms, which occupied the northern part of the Han empire; Liu Bei £
f# (161-223 CE), the founder of the Shu %j kingdoms located in the southwestern part of the
Han empire, mainly the modern Sichuan area; and Sun Quan 44 (182-252 CE), the founder of

the Wu 5= kingdoms located in the southeastern part of the Han empire, including Jiangsu,

Hunan, and the Guangdong area. The standoff between the three kingdoms lasted for

approximately sixty years from 220 CE, after Cao Cao’s son, Cao Pi & 1 (187-226 CE) forced
Emperor Xian of Han JEE 7 (181-234 CE) to abdicate the throne to him, to 280 CE after the
tripartite empire was temporarily reunified under Sima Yan =] 3% (266-290 CE), who

established the Jin ¥ dynasty (266-420 CE).

2 The length of the Jin dynasty includes the Western Jin 5% (266-316 CE) and the Eastern Jin 5% (317-420 CE).
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The Records of the Three Kingdoms is the historical chronicle commissioned by the Jin

court, written and compiled by Chen Shou [§5%. The Records is structured into three books:
Weishu FiZ, or the Records of the Wei Kingdom, which contains 30 fascicles; Shushu %&j2 or
the Records of the Shu Kingdom, which contains fifteen fascicles; and Wushu 522, or the

Records of the Wu Kingdoms, which contains twenty fascicles, for total of sixty-five fascicles
and approximately 360,000 Chinese characters in total. In this historical record, Chen structured

Weishu with sections for Cao Cao, Cao Pi, and Cao Rui & %Y, entitled ji 4C, or annals, which are

specifically labeled as the records of emperors and their families. On the other hand, for the
narratives for the founders of Shu and Wu, Liu Bei and Sun Quan, Chen titled their records as

zhuan {%, or biographies, and referred them as zhu -, or rulers, rather than di 7, or emperors,

which he used in the Wei annals.? Chen’s structure in his historical chronicle assumes the Wei
kingdoms as the legitimate successor of the Han dynasty. Moreover, this structure also
legitimizes the Jin dynasty as the legal heritor of the Wei, since the imperial court of Jin deposed
the Wei by forcing the last Wei emperor to abdicate the throne to Sima Yan in similar fashion.
As he gathered his materials, Chen eliminated what he considered to be unreliable
historical sources, especially for part of Chen’s chronicle, the Shushu. Unlike the kingdoms of
Wei and Wu, the kingdom of Shu didn’t compile or record any official historical accounts.
Therefore, Chen eliminated various materials that he considered unreliable or fabricated, such as
backstreet rumors and gossip. Over a century after Chen’s death, Emperor Wen of Song (Liu

Yilong 2IF5[%) 5K X7 (424-453 CE) viewed Chen’s historical records as brusque and curt, so

he commissioned Pei Songzhi Z5fA 7 to make annotations to Chen’s text in order to fill in the

3 Liu Bei is referred to as Xianzhu 4, while Liu Bei’s son Liu Shan 23 is referred to as Houzhu % ¥, and Sun
Quan is referred to as Wuzhu =3

11



gaps between the events that Chen had omitted (Chen Sanguozhi 2-3, 654; Chia 320). Pei
supplemented Chen’s historical records with more elaborate narratives in his annotations, which
are three times the length of Chen’s original works. Pei’s annotations were drawn from over 240
sources, such as unofficial histories, private accounts, popular tales, and materials Chen had
eliminated and considered unreliable hundreds of years prior (Records xv). These annotations
provide detailed supplementary information about the people, places, and incidents recorded in
Chen’s accounts, and these annotations also provide an alternate version of Chen’s records.
However, most of the works utilized by Pei are no longer extant.

Nevertheless, Chen’s Records of the Three Kingdoms still received a tremendous amount

of criticism for centuries due to Chen’s treatment of zhengtong 147, or the legitimate successor

of the Han court. As mentioned above, Chen referred to the biographies of the three emperors
from the Wei kingdom as ji, instead of zhuan like the other three emperors’ biographies from the
Shu and Wu kingdoms. These explicit references assert the Wei kingdom as the legitimate

successor to the Han dynasty. Xi Zuochi 75 £2{& (316-384 CE) was one of the first historians to

make an alternate judgment and to take the iconoclastic step of delegitimizing the Wei kingdom,
theorizing that the ritual abdication was not enough to establish Wei as a legitimate successor of
the Han dynasty (Jao 89-91). However, Xi’s judgment was not widely accepted until later during
and after the Song period (960-1279 CE) due to the rise of sinocentrism (Ge Zhai 41-44).* In

Sima Guang’s Zizhi tongjian, in the sixty-ninth fascicle, the Weiji R4C, or annals of the Wei,

Sima Guang explicitly notes that his use of the Wei annals is for the sake of convenience, not

because he accepts the idea that the kingdom of Wei was the legitimate successor to the Han

4 The length of the Song dynasty includes the Northern Song JE5 (9601127 CE) and the Southern Song FF5
(1127-1279 CE).
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dynasty (Jao 130-132). And this ideological sentiment that refused Wei as the legitimate
successor of the Han continued into the Southern Song dynasty, as neo-Confucian philosopher
Zhu Xi & (1130-1200 CE) considered Liu Bei and his kingdom of Shu to be the morally
legitimate successor in his work, Zizhi tongjian gangmu & ;5§48 H , or Outline and Digest of
the Comprehensive Mirror for Aid in Government, which is based upon Sima Guang’s historical
work with didactic criticisms and ideological rhetoric.

Furthermore, the first known printed edition of Chen’s Records dates as early as 1003,

which is a collation revised and printed by the Guozi jian B85, the Directorate of Education

of the Song dynasty. This governmental promotion and scholars’ ideological debate over the
historiography of the legitimate successor of the Three Kingdoms suggested not only the
popularity of the Three Kingdoms story at the time, but also the tumultuous diplomatic turmoil
during the Song period. During the Song period, the political situation between the Song court
and the world was different than any other period from the past. At the time of the Northern

Song, the Khitan #21%}, a nomadic tribe from the Eurasian Steppe, established the Liao &

dynasty (916—1125 CE) and occupied the present-day Manchuria, Mongolia, and northeast
China, which posed a military threat to the Song court. Later, the Liao dynasty was vanquished

and driven to the eastern-most portion of Central Asia by the Jin < dynasty (1115-1234 CE),
which was a state established by another nomadic tribe from the Eurasian Steppe, the Jurchen %z
EL. The Jin also invaded the northern part of China, forcing the Song dynasty to settle south of
Yangzi River 5+ T.. Military and political threats from these two “alien dynasties” contributed

to a phenomenon of rewriting the history of the Three Kingdoms, as a means to reflect the

sentimental awareness of the legitimacy of the Song dynasty (Chia 319). Furthermore, the

13



increased use of printing technology and the commercialization of books facilitated and shaped
this awareness of legitimacy on the interpretation, writing, and reception of historical narratives
at the time. This gave rise to the popularization of the Three Kingdoms stories among the
backstreets and alleyways in rural villages and urban areas during the Song-Yuan and Ming
periods.

Sanguozhi pinghua, or the Records of the Three Kingdoms in Plain Language
(hereinafter referred to as pinghua), is one of the five plain language tales collected in a set of
promptbooks with the title Quanxiang pinghua wuzhong £H8 55 Fifd, Five Completely
Hllustrated Plain Tales, which is currently preserved in the Naikaku bunko N SZJE in Tokyo,
Japan.’ Its colophon notes that it was printed by the Yu family in Jian’an area #ZZE [, and was
published during the Zhizi reign £ (1321-1323 CE). The Zhizi reign was an era name used
by Mongolian emperor Gegeen Khan fE{% /\fll], also known by his temple name, Emperor
Yingzong of Yuan JL3L5% (1302-1323 CE).® It is also printed as xinkan 1T, which means
newly-printed, therefore suggesting there were possibly other printed versions before this Zhizi
edition.

Pinghua consists of three fascicles, 138 pages long, with roughly 55,000 characters in
total. Each page is divided into two sections. The top, about one-third of the page, is an
illustration of the event narrated on that particular page, for a total of sixty-nine illustrations in

all three fascicles. The bottom two-thirds of the page is the narrative, which consists of twenty

columns of twenty characters each. It is about four hundred characters in total, except for the

> In this research, I utilized the high-definition photographical reproduction from the Naikaku bunko.

% Yuan JT. is the dynasty name for the Mongolian regime established by Kublai Khan Z0i%1 after he conquered
China.

14



beginning and ending pages of each fascicle, in which a line is used to indicate the beginning,
ending, and title of the fascicle.
Pinghua opens with an account of an underworld trial of the Han dynasty’s founding

emperor, Liu Bang 23 (256-195 BCE) and his wife Empress Lii (=[5 as defendants against
accusations by the three meritorious generals, Han Xin #5{Z (d. 196 BCE), Ying Bu 3£4f (d. 195
BCE), and Peng Yue &tk (d. 196 BCE). This opening scene is a prologue, which affirms that

the purpose and theme of the Three Kingdoms story in pinghua is retribution. The judge Sima

Zhongxiang &] B {f1fH, Liu Bang, and the three meritorious generals are sentenced by the Jade

Emperor of Heaven to be reincarnated at the fall of the Han dynasty, which will divide the
empire into three parts, and will eventually be reunited by Sima Zhongxiang’s reincarnation as

Sima Yi 5] FEE (179-251 CE), grandfather of Sima Yan. The story ends as Liu Yuan £IJ}f{
(251-310 CE) reestablishes the Kingdom of Han Zhao £ (304-319 CE) and drives off the Jin

dynasty that had been established by Sima Yi after he reunited the tripartite empire.

The narratives in pinghua are short and concise, and most of the time, they consist of a
brief summary of the events in quick succession, one after another. Such a raw and short
narrative in pinghua, without much literary embellishment, contributes to the speculation that
pinghua is a promptbook for the use of professional storytellers (D. Liu 190-191). Since each
storyteller will improvise their own version of the events in their oral performance in public
locations, and each storyteller had their own repertoire of performance, the gap between events
provides an opportunity for the storytellers to fill in the gap (Yoo 36-38). Therefore, the written
text served as a barebones promptbook for the storyteller to retell their version of the stories. On
the other hand, there is another paradigm, including that of Wilt Idema, which suggests pinghua

was popular reading material designed for the general audience (Idema “Some Remarks”135-
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141). Idema’s claim that pinghua was popular reading material is based on its abrupt and often-
jerky usage of vernacular language and its embellishment with classical prose, poetry, and
documentary pieces within the narrative, which suggests to him that pinghua was written for the
general reading audience, as opposed to a textual script for oral performance only. However,
neither paradigm denies pinghua’s incorporation of folklores and popular beliefs. The popular
sentiment is reflected in various events recorded in pinghua, such as the karmic retribution of the
underground trial in the opening scene, the oath of brotherhood, the exaggeration of the martial
prowess of warrior generals, and the wizardry of immortal powers, all of which reflect the
popular beliefs derived from folk tales (Besio Disposition 10-12). Furthermore, ten out of forty

mu H, or title headings, inserted between events are known titles from Yuan zaju, and the others

are abbreviations of Sanguo plays (Plaks 383). These titles further suggest that pinghua reflects
plain narrative origins and influence from popular sources.

On the other hand, Sanguozhi tongsu yanyi, or the Popular Exposition of the Records of
the Three Kingdoms (hereinafter referred to as fongsu yanyi, which only refers to the Jiajing
recension; for any other recension I will mention its full title), is one of the earliest printed

versions of the Three Kingdoms. It was published in 1522, the first year of the Jiajing 2% reign,
according to one of the two prefaces written by Zhang Shangde 55 [&]{& under the pseudonym
Xiu Ranzi {££2 1. But another preface included in this print is dated to the seventh year of the
Hongzhi 5/,;& reign (1494), which suggests the novel may have circulated before the listed date,
as Jiang Dagqi J% A28 (also known by the pseudonym Yong Yuzi f§& 1) noted in his preface,

which mentions that “gentlemen and scholars with a keen interest competed in transcribing
copies” of the text (Luo 937). Judging by the testimony of Zhang Shangde, Andrew Plaks

believes that the 1494 Hongzhi recension was a hand-copied manuscript, and the 1522 Jiajing
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recension was a printed text (Plaks 362). Moreover, the two prefaces in fongsu yanyi suggest
there was possibly a less-than-satisfactory version than the Jiajing recension, as Zhang Shangde
admits in his preface that he made several minor embellishments in the novel (Plaks 369).

In addition to the problematic issue of the date of its circulation, the question of
authorship contributes to another controversy among the novelized Three Kingdoms stories.

Most scholars attribute the authorship of tongsu yanyi to Luo Guanzhong 4 & 1. Luo’s given
name is Ben A and Guanzhong is his courtesy name, with the pseudonym of Huhai Sanren Ji/5
HZ .. He was a playwright who lived sometime between 1315 and 1400 CE, during the late

Yuan and early Ming periods. He was known as a vagrant traveler among the “brotherhood of
river and lakes,”” for compiling historical plays, and for being the author of tongsu yanyi and

other vernacular novels attributed to or related to him, such as Cantang wudai shiyanyi zhuan %=
B RS EERE, Suitang zhizhuan [ 5 {H, and even Zhongyi shuihu quanzhuan J£.35 /K84
{#, for which he is credited as the joint author along with Shi Nai’an Jii[fif &€ (Liu Zhongguo 191-

192). The beginning of tongsu yanyi attributes authorship to Chen Shou, and Luo is credited as

bianci 4K, or one who made editorial arrangements to the book, which suggests there is

possibly an earlier recension written prior to this version of tongsu yanyi. However, this issue
cannot be resolved unless a recension with an earlier date is discovered.

Tongsu yanyi contains twenty-four fascicles, and each fascicle has ten chapters, for a total
of 240 chapters. It contains approximately 800,000 Chinese characters in total, and mentions
over one thousand major and minor characters by name. Each chapter has a single seven-syllable

line as its title, usually identifying the chapter’s central figure and event. For example, the ninth

7 1 adopted John Minford’s translation of the term Jianghu T4 to signify the brotherhood interest, which is from
Milford’s translated work of Louis Cha’s The Deer and the Cauldron EEWREZEE (Cha The Deer xxv).
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chapter of the first volume is titled “Cao Cao Rallies an Army Against Dong Zhuo,” or Caocao

qibing fa Dong Zhuo &K & &, and the ninth chapter of the fifth volume is titled “Zhang
Liao Coaxes Guan Yunchang with Justifications,” or Zhang Liao yishuo Guan Yunchang 757& %5
sRREE . The literati-ized tongsu yanyi opens the story with the death of Emperor Huan of Han
EFE 7, and Emperor Ling of Han 827 taking over the throne at the age of twelve. Tongsu
yanyi ends with one of the Jin generals, Wang Jun T-}%, capturing the Stone City, or Shitou
cheng 15835, the modern day city of Nanking, thereby annihilating the kingdom of Wu and

contributing to Sima Yan’s unification of all three kingdoms into one unified dynasty in May of

280 CE, the first year of Taikang A .

Tongsu yanyi is one of the most widely-read Chinese novels in East Asia, and has been
rewritten and reconstructed into various recensions, including Li Zhuowu xiansheng piping
Sanguozhi 2 E5E A REE=BIE, Xinke anjian quanxiang piping Sanguozhi zhuan Fr 748
PR =& {# in the Ming period, Mao Zonggang’s Sida gishu diyizhong V0 K &7 E 5 —F&E
at the beginning of eighteenth century, and Shen Bojun’s Xiaoli ben Sanguo yanyi FZHE A =[5
JEF% in the twentieth century. Tongsu yanyi is known for its linguistic mixtures of classical and
vernacular language in its narratives, and for its use of historical materials from both official and
unofficial narratives. In addition, it removed some of the irrational and spiritual elements of the
novel, such as the Karmic dream of the underworld trial from pinghua. These elements indicate a
significant level of authorial elaboration of the historical narrative in the barebones popular
readings, such as pinghua. 1 utilize these two reading materials, the literati-ized tongsu yanyi and
the plain narrative pinghua, to present my supposition on the changing reconstructed image of

Chinese masculinities in the late imperial period.
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Historical Context of Masculinity

I analyze Chinese masculinities in the late imperial period, mainly through analyzing
fictional narratives written between the fourteenth and sixteenth centuries. My assumption is that
in the early-to-mid Ming period, novels such as fongsu yanyi attempt to rectify and reconstruct
Chinese masculine identities, including the warrior and scholar archetypes. In the early Ming
period, these masculine identities were different from the fictional depicted masculine images
during and after the seventeenth century. However, this project only presents a small glimpse of
the whole picture, by identifying certain changes that took place between the Yuan and mid-
Ming periods, which act as a starting point to compare the subsequent transition from historical

or politically-related novels to novels about the fragile scholar and beauty, or caizi jiaren 4 1-{£
A, and topics related to the domesticated household, such as Jin ping mei 55, or The Plum
in the Golden Vase, and Yu jiaoli ={&%L, or The Two Fair Cousins. These novels typically

narrate a story about either the domestic affairs within a household, which reflects the collusion
of power and money in a society dominated by merchant-gentry, about a fragile scholar having a
romantic struggle with one or more fair ladies, or a story with the motif of cross-dressing.

My work focuses on identifying the collective masculine identities in both plain and
reconstructed narratives. The terms “literati-ized” and “literati-ization” refer to the “process in
which literati became more directly involved with the production and consumption of the novel,”

and is a translation of the Chinese terminology wenren hua 3 \AL (Huang Literati 15). Pinghua

and fongsu yanyi reflect the collective images of Chinese men during the Yuan to mid-Ming
periods. My study attempts to contribute to the study of masculinities in the late imperial period

and poses a comparison between the image of man from pinghua (plain narrative) and from
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tongsu yanyi (reconstructed narrative).® During the Ming period, the literati became more
directly involved with the production and consumption of the novel, as they often derived their
materials from folk traditions, then translated them into sophisticated literature (Huang Literati
15). I intend to shed light on the subject of Chinese masculinities, in which popular culture, such
as folklore and folk belief, affected the reconstruction of masculinity in the late imperial period.
Since scholars of the Three Kingdoms believe tongsu yanyi was based on the barebones-
structured promptbook of pinghua, the various images of masculinity depicted in pinghua should
have affected the characters’ development in tongsu yanyi, either through combining the
characters or through the editorial arrangement of history, in order to explain the “meaning”
embedded in the historical romance. Hence, the author or compiler had a self-conscious

299

obligation to “combine a certain amount of ‘data,”” along with concepts to explain this data, and
to present the story in a specific narrative structure, the historical romance (White xxix-xxxi).
As previously mentioned, Chan Hok-lam explained how xiaoshuo during the Ming period

tends to reflect certain emotional distresses by the literati writers, especially the regime of the

Jianwen Emperor Z& 7, Zhu Yunwen 2% %Y and his ministers after Zhu Di 245 usurped his

throne in 1402 (Franke 200). My study is based on this presumption of historical romance, and
how the authors of the literati-ized recension of the Three Kingdoms story, tongsu yanyi,
rearranged the story to remake the male identities from the popular images presented in the plain
narrative, pinghua.

I will start with the discussion of the wu masculinities. In this part of the study, the main

focus is on the warrior Zhang Fei. Kimberly Besio claims Zhang Fei is a rude character with a

8 The consideration of pinghua as plain narrative and fongsu yanyi as literati narrative is suggested in Wang Lijuan’s
work of Sanguo gushi yanbian zhong de wenren xushi yu minjian xushi = B[ ZE5E P SC A AEEEL R EAER.
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defiant disposition that contributes to a kind of comical effect throughout the Three Kingdoms
story cycle, especially in zaju (Besio Disposition iv). In fact, Zhang Fei’s rudeness and his
impromptu emotion are the salient characteristics of the wu male identities, in addition to their
transcendental martial skills and valor in combat. Zhang Fei is the leading character in pinghua,
as the narratives revolve around him in all three fascicles, except the prologue of the underworld
trail which involves the karmic dream, and the rest of the story after Zhang’s death, which is less
than half of the third fascicle. In both pinghua and tongsu yanyi, Zhang is depicted as a typical

haohan ¥, having a coarse and innate intuition, or a good-fellow archetype that had inspired

later writers. In pinghua, Zhang Fei is not subject to anyone’s control, while in tongsu yanyi, he
is reined in from his spontaneous behaviors by the scholarly characters, such as Liu Bei, Zhuge

Liang, and Sun Qian f4Z. Furthermore, this reining in of Zhang Fei and the wu masculinities is
g g g

not the only example in fongsu yanyi. There are various warrior-like characters being restrained
by the scholarly, or wen characters throughout the novel. Although Zhang Fei is treated
differently in the two recensions, his character remains. This chapter will explain the changes of
the wu masculinities in the early Ming period, and will illustrate the images of the wu characters
from the folk and literati narratives of the same story.

In contrast to wu, the second of part of this study discusses the reconstruction of the wen
masculinities in the Three Kingdoms story. One of the leading figures in the story, Zhuge Liang,
is one of the essential representations of scholarly figures in the Three Kingdoms story cycle.
Hoyt Cleveland Tillman suggests Zhuge Liang was not a popular figure until the mid-Tang
period, when he became more popular due to several poems written by Du Fu during and after
his stay in Sichuan province. Zhuge Liang’s image changes in the two narratives from a feminine

immortal to a wizard-like scholar-official, is unlike Zhang Fei, as Zhang remains consistent in

21



both narratives (Tillman Reassessing 296-298). The reconstruction of Zhuge Liang not only
implies a rebuke to past regimes, such as the Mongol occupation, but also looks askance at the

first two reigns of the early Ming period, Hongwu Ji£ 1 and Yongle 7k £%, and sets a defiant tone

against the pedantic and servile scholar identity. During the Mongol occupation of China, the
ideal man in China had become scholars that lacked masculine aggression. This continued after
the Mongol was driven back to the northern steppe and the establishment of the Ming dynasty,
followed by several political and military crises, as the images of a pedantic and servile scholar
had become the dominant identity in the popular work (Louie Changing 16). Therefore, the
figure of Zhuge Liang in the popular rewrite of the Three Kingdoms story is a self-invention
intended to reconstruct the scholar identity in the mid-Ming era, following the loss of their
dignity due to the disastrous social and political identity crises that took place in the early Ming
period. This chapter addresses the reconstruction of the scholarly wen identities depicted in
tongsu yanyi and compares it to the plain narrative illustrated in pinghua.

One of the salient themes in the Three Kingdoms story cycle is the concept of zhongyi £
Zs, or loyalty and righteousness. Among the thousands of characters in the Three Kingdoms

story cycle, Guan Yu is highly praised for his loyalty and righteousness from past to present. In
fact, due to Guan’s marvelous achievements and his moral fiber, he was apotheosized as a divine

protector, and later received the imperial title of di 77, which translates to “emperor” or

“supreme ruler.” In the final part of the study, I investigate the image and reconstruction of

another typical folk hero archetype, xia ¥, through examining and comparing the reconstruction

of Lord Guan between pinghua and tongsu yanyi. The concept of xia, or the knight-errant,
defines a specific temperament that a character will live and behave according to these moral

standards, regardless of whether they’re a scholar or warrior. The xia archetype is different from
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the wen and the wu masculinities described previously, but it is an essential element in the
reconstruction of Chinese masculinities in late imperial China. The growth of travel and the
increasing number of journeys during the Ming period required a series of moral rules in order to
regulate travelers and vagabonds. Hence, the concept of xia acted as moral regulations for

travelers, and for those who roamed among the brotherhood of rivers and lakes.

23



Chapter One

Zhang Fei: Brawl of the Martial Warriors
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This chapter focuses on the discussion of the haohan ¥f % archetype from the Three

Kingdoms story cycle. A haohan is usually translated either as “good-fellow” or “ruffian” in
English, and these haohan characters typically exhibit invincible martial skills either on the
battlefield or in a fight scene. Such haohan characters conspicuously represent martial
prowess—wu H—a term Kam Louie uses in his dyad model of Chinese masculinity. The term
wu implies the character tends to use violence and force to solve their problems, either with or

without legitimate reason, and has a tendency toward the excessive use of violence, such as Lii

Bu =77 in the Three Kingdoms or Li Yuanba Z271&5 in Shuo Tang :RfF. Haohan is different
from other wu masculine archetypes like yingxiong J<[f. In Liu Shao’s &) Renwu shi A\,

he describes yingxiong as someone who not only possesses military merits and an invincible
martial prowess, but also substantial achievements in both literacy and governance (Liu
Renwuzhi Vol. 8). Since haohan is a character who at best has martial prowess, with little-to-no

expertise in cultural attainment, it distinguishes haohan from other wu masculine archetypes.

Zhang Fei, the Invincible haohan ¥F/E
Within the Three Kingdoms story cycle, Zhang Fei 5E7 is one of the most iconic figures

that represent the haohan archetype. Nevertheless, he is one of the more popular characters and
cultural icons among folk traditions and popular culture. The poem written by the Late Tang poet
Li Shangyin Z2p5[Z (813-858 AD), “Jiao’er Shi & 555" or “Poem for my Little Boy,”
mentioned how Li’s son was entertained by listening to the story of the Three Kingdom:s,
especially once the storyteller spoke to the part of “aping Zhang Fei’s outlandish countenance

(Zhangfei hu 5EFREH)” or “making fun of Deng Ai’s stutter (Dengai chi 87 17)” (Zhu Huibian
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79).° Another poem written by another Late Tang poet, Yin Yaofan BZE5% (780-855 AD),
“Zhang Fei miao 5EFf$ER,” praises Zhang Fei’s military and physical prowess as the most

prominent of the time, and applauds Zhang’s military achievements during the dawn of the Han

Empire (Zhu Huibian 76). Both Li’s and Yin’s poems demonstrate that both popular and literati

audiences in the Tang period were delighted by Zhang Fei’s physique and his military prowess.
Scholarly attention on Zhang Fei has primarily involved the comparative study of Liu

Bei, Guan Yu, or Zhuge Liang 555, 4¢ as a tool for comparing and contrasting Zhang Fei with

other characters. The focus of scholarly reviews has been on describing how Zhang Fei is one of
the earliest archetypes of a coarse, rude, and often vulgar character who will only solve his

problems through superior martial arts skills and vengeance. For example, Zhou Siyuan & £

examines and scrutinizes Zhang Fei by comparing and contrasting him with other characters,

such as the warrior general Guan Yu, and another coarse archetypical character, Li Kui 2%
from Shuihu chuan 7K;Z{HE (Zhou 81-91). Kimberly Besio examines the changes in the Three
Kingdoms story cycle in zaju #F| during the Yuan and Ming periods, and concludes that Zhang

Fei is used as an aid to remold Zhuge Liang’s character, and also to provide a comical effect in
theater performances (Besio Three Kingdoms 82). Besio also conducts a comparative
investigation of Zhang Fei by focusing on the process of transmutation from pinghua to zaju in
her work “Disposition of Defiance,” by examining Zhang Fei’s comical effect in Yuan zaju.
While many scholars have assessed Zhang Fei in distinct ways, they have not analyzed his
transmutation within the Three Kingdoms story cycle, particularly his development in the printed

texts of pinghua and tongsu yanyi. Therefore, in this this chapter, I attempt to reveal these

? The translated excerpt of the “Jiaoer Shi” is from Kimberly Besio’s “Disposition of Defiance,” which she had
modified from Burton Watson’s translation (Besio “Disposition” 1).
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particular differences within the character Zhang Fei that took place between the plain narrative,
pinghua, and reconstructed narrative, tongsu yanyi, and analyze these changes within the context
of Chinese masculinities in the late imperial period.'°

The appearance and image of Zhang Fei is one of the most consistent figures in the Three
Kingdoms story cycle. Zhang Fei is always described as someone who has dark skin, a face

whiskered like a tiger, and a pair of big, round eyes. According to Kim Moonkyong 4 53’s
Sanguo yanyi de shijie = [5]EF51H 5, this image of Zhang Fei may have originated from

popular storytelling and theater art, following the color in Beijing opera face painting, since the

official historiography, Sanguozhi =&, did not provide any facial description of Zhang Fei
(Kim 143-147). On the other hand, Wang Qiancheng F-Fijf£ suggests that Zhang Fei’s dark skin

and full beard may have originated from storytellers during the Tang period. Li Shangyin’s

“Jiao’er Shi” uses the word /u iif] to describe Zhang Fei; Wang claims that even though the

character /u can refer to Zhang’s barbaric features, it can also mean dark skin, or full beard
(Wang chuantong 129). Zhang Fei’s physical appearance did not change in pinghua or tongsu
yanyi, and even remained constant in later recensions, such as the Mao recension. In pinghua,
Zhang Fei is described as someone who:
...had the head of a panther and round eyes, the jowls of a swallow, and the whiskers of a
tiger; his body was more than nine feet tall, and his voice resounded like a huge bell.

(Records 14)

19 The consideration of pinghua as plain narrative and fongsu yanyi as literati narrative is suggested in Wang
Lijuan’s work of Sanguo gushi yanbian zhong de wenren xushi yu minjian xushi = Bi{EEEEEPAC ANEHIR
f5I4YEE and Boris Riftin’s Sanguo yanyi yu minjian wenxue chuantong <=2} #5>8i 5 S 2HE#45. In addition,
Wilt Idema and Stephen West’s introduction in Records of the Three Kingdoms in Plain Language suggests that
pinghua derived from oral tradition of some sort, while fongsu yanyi contains direct detail borrowing from canonical
historiography.
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FFSIVERERIR - HEHpESR - SRR BaEdHE - !

Tongsu yanyi delivers an almost exact description of his physical appearance, in which the
literati-ized Zhang Fei is described as:

a man that was eight spans tall, with a blunt head like a panther’s, huge round eyes, a

swallow’s heavy jowls, a tiger’s whiskers, a thunderous voice, and a stance like a dashing

horse.

HAGR/NR > SRR > #Elress » BaEE o BUFFSE - (Luo wenshi 5)'?

A comparison of these two quotes suggests that the only change that took place in Zhang’s
appearance was his height, from nine feet to eight, as none of his other physical attributes were
noticeably altered from the two narratives.

Wang also suggests that Zhang Fei’s appearance signifies a standard of aesthetic
appreciation that specifically appeals to the lower, vulgar populace that have either a minimal
knowledge of Confucianism, or no knowledge at all. Wang compares Zhang Fei’s appearance
with that of Zhuge Liang, the master strategist of the Shu Han kingdoms in the Three Kingdoms

story cycle, who has “a face like [a] gleaming jade [H %15 & with “the buoyant air of spiritual
transcendence JHE 4G 1T » BIEEEE - [FET L2235 (Wang chuantong 130). In pinghua,
Zhuge’s face “seemed freshly powdered and [had] lips as if painted red [EZI{EN) - BLIZER,”

which suggests that it is likely either an imagined image, or an actual reflection of how the

' All translation of pinghua is from Wilt Idema’s and Stephen West’s Records of the Three Kingdoms in Plain
Language printed in 2016. The Chinese quotation of pinghua is from the digital archive from the National Archives
of Japan titled Sji shinkan sensoheiwa sangokushi, the same source Wilt Idema and Stephen West used for their
translation. This applies to all pinghua quotations in this project.

12 This quote is cited from a newly published Jiajing edition of Sanguozhi tongsu yanyi printed in 2013, edited by
Zhou Wenye and published by Zhongzhou guji chubanshe. This applies to all fongsu yanyi quotations in this project.
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general audience perceived the literati and scholar-official classes looked at the time (Records
34).

Wang believes this differentiation of aesthetic appreciation for these two types of male
characters illustrates two different standards of aesthetic appreciation for male characters. One is
the archetype similar to Zhang Fei’s character, with dominant strength and a boorish physique,
along with a hot-tempered and straightforward personality. Wang refers to this archetype as

yanggang [, or the macho-masculine standard associated with a figure having martial or
military prowess. Zhuge Liang’s physical appearance illustrates the yinrou [ZZ standard, which

is associated with a delicate and fragile physique, and with being deeply cultivated by scholastic
trainings. These standards appealed to various classes of audience, including the lower-class
populace and the cultured elites, each with their own preferences, according to Wang. In fact,
these two different standards of aesthetic appreciation conform to Kam Louie’s theory on the
Chinese masculinity dyad, despite Kam’s model using Guan Yu as the image of his wu
masculinity or martial prowess ideal, instead of Zhang Fei or Li Kui. As illustrated in both
pinghua and tongsu yanyi, Zhang Fei’s characteristics are more aligned with the wu masculinity
that Kam Louie suggested in his theory.

Furthermore, the pleasing effect that Zhang Fei offers is not only due to his physical
appearance, but also his class origin, his personality, and his disposition as depicted in the Three
Kingdoms story cycle. No historical accounts provide any evidence of Zhang Fei’s family

genealogy, as Chen Shou’s Sanguozhi simply states that Zhang was from Zhuo County ;%#[ and

joined Liu Bei and Guan Yu at a young age (Chen Sanguo 425). However, pinghua describes

=
I:!”

Zhang Fei as coming from “a very rich family 252 K& (Records 14). In tongsu yanyi, Zhang

Fei and his family have lived in the Zhuo County for generations, and they make their living
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though “farming our piece of land, selling wine, and slaughtering pigs tHE%E} » FEAHH -
& IHE%E” (Luo wenshi 5). This modification lowers Zhang Fei’s familial background from a

wealthy family, to a family that owns their own land and slaughters pigs for a living, which
transformed Zhang Fei’s character to be similar to the audience, since the merchant class had the
lowest social status in the Chinese tradition of organizing the four classes of the social hierarchy

caste system in descending order: shi - (gentry), nong & (farmers), gong T (artisans), and
shang 7% (merchants).

In fact, the description of “a very rich family” differs from that of the elite or gentry
class, given that being from rich family does not necessarily mean that Zhang comes from the
gentry class or has high social status. Wang examines the familial background of Zhang Fei in
the Three Kingdoms story cycle, and determined that “a very rich family” is considered to be of
humble origin, compared to the notable and influential clans tH5Z (Wang 128). Zhang Fei’s
humble origin resembles the familial background of the lower-class audience that cultivates not

only a sense of belonging, but also a conscious recognition of personal experience that Zhang

Fei’s story circulates. This sentiment can also be seen from Cao Xuequan’s & 2{4: poetic

couplet written in the Ming dynasty, which said “Dog-butchers from the lower class are likely
[to] uphold justice / yet scholars from the elite are usually ungrateful (L ZF{EEZE / &0 %

==
=

=58 E A1 In addition to Wang’s investigation of this sentimental affinity towards the

commoners’ origin, Kim Moonkyong proposes this may be an attempt similar to the Yuan zaju

13 This couplet is from Cao Xuequan’s “Saw a couplet hanged at the house of Butcher Xu Wu £ ERGHFE Hik
_FJ#” and 1 take the opportunity to translate the second couplet to coordinate the theme and focus on the sentimental
attachment to the commoners’ lifestyle. The whole poem is written as “§fi & f0E & =48 AR BE{EE ? L&
PREBEE > AL EHEEN 7
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TLHER, Ren Fengzi {TJE 1, which has a theme of redemption and enlightenment, as butchering

was considered a sinful occupation. Kim compares this occupation of Zhang Fei with those of Lu
Zhishen & 2% from Shui huchuan 7KFE#,'* and Sun Wukong f4[E25 from Xi yuji P8 lfE0, 1

as these characters have a similar sentimental affinity for commoners of a lower class origin, and
later redeem themselves as they become enlightened as monks, or fulfill their goal in search of
their own self-identity through a long journey (Kim 143-144). It is an attempt to portray an
idealized aspect of human experience with the general audience.

However, Wilt Idema speculates that the Three Kingdoms story novelized in the Yuan
period was aimed towards “the upper strata of the Mongols,” especially the printed text of
pinghua, where the intended audience was comprised of “their officials and their military
officers and families, and many Central Asians that followed in their wake, the Chinese military
officials and the like” (Idema “Some Remarks” 93). According to Idema, Zhang Fei’s martial
prowess, his personality, and his physical appearance may have resulted from an attempt to
attract potential buyers and readers from the upper strata of the Mongol court, instead of aiming
at buyers and readers from the culturally cultivated audience, and exhibiting a sentimental
affinity for the commoner and empathy towards the human experience. In addition, Idema also
suspects that pinghua was popular reading material for the general audience, not only for the
Mongols, which still suggests that it was not intended for the literati (Idema “Some Remarks”

135-141).

14 Lu Zhishen is a garrison major, a low-ranking military officer. He becomes a fugitive after he killed Butcher
Zheng for the sake of Jin Cuilian and her father, and he later becomes a monk.

15 Sun Wukong is the protagonist in Xi yuji. Born from a mystical rock atop of Mountain Flower and Fruit, he later
becomes a low-ranking position in the Heaven, the Protector of the Horses. Therefore, he creates havoc in the
heaven. Later on, after being imprisoned by Shakyamuni Buddha, he becomes one of the disciples under Tang

Sanzang (5 =Jj).
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Regardless of whether Zhang Fei has reflected an archetype in attracting the lower
classes or was aimed at the potential markets from the Mongolian upper strata, Zhang Fei’s
physical appearance and his characteristics provoked aesthetic appreciation from a variety of
readerships. This is especially important to note, as the focus of pinghua from the Yuan period
mainly revolves around Zhang Fei, unlike fongsu yanyi published in 1522, in which the first one-
third of the novel primarily focuses on the two elder brothers from the Peach Garden fraternity,
Liu Bei and Guan Yu. In fact, in pinghua, the focus on Zhang Fei is not simply on a character
who is a physically mesomorphic constitution, avenging social injustice with his martial skills,
defiant towards authority, and described as having an “anxiety over the loss of their [Han]
identity,” but also on his retribution and vengeance, which is immediately posed at the beginning
of the plain narrative (Louie Changing 16). Furthermore, several scenes display how Zhang Fei
reflects the desire for a physically masculine character to refute the oppression emerging from

the political chaos. In a scene during the campaign against the rebellion of the Yellow Scarves -
=111, Zhang Fei single-handedly annihilated the Yellow Scarves troops who were quartered in
the Apricot-Forest Village 754, as Zhang received the proclamation of pardon from Huangfu
Song E Fi =) issued by the imperial court, to invite the Yellow Scarves to surrender. According

to the text from pinghua:
When he [Zhang Fei] reached Apricot-Forest Village, soldiers guarding the gate tried, but
were unable, to block his way and he proceeded straight to the commander’s tent in the
middle of the army, where he halted his horse and rested his lance across his saddle...
When Zhang Biao heard this, he was furious and ordered his underling to immediately set
to... and they all came forward at once to try and stab Zhang Fei. He paid them no heed

but firmly closed his fingers on the end of his eighteen-foot lance and twirled it in a circle
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so none of these troops could approach him... On his single horse, Zhang Fei moved at

liberty through the bandit army and not a single one dared oppose him.

Ri— A L EEMHEL - AFIEAAEENME - EETHEIRT > LG

g o RREE A WEEHTTN T o BEME RAIRRIER © 5RIRAE > FISC

J\EAEHRAH S g o R REMIAT o FTITIHRERT - ZHIHE - FETIR I

I ERE o RIR—BAS o PYE AR - AR - ME B RS

(Records 19-20)

In this scenario, Zhang Fei demonstrates his physical ability and his martial skills in combat at
the enemy camp. The narrator depicts him as a figure who “moved at liberty through the bandit
army and not a single one dared oppose him,” which illustrates Zhang’s salient qualities and
skills in combat within the pinghua narrative. However, this scene at the Apricot-Forest Village
is eliminated and abandoned in tongsu yanyi.

Bret Hinsch believes that the “literati enjoyed this [martial prowess] sort of literature, as
it provided an escape from the pretense and affectation of upper-class life” (Hinsch 118). It is
unclear if the “upper-class” Hinsch mentions refers to the literati circle or the gentry class who
were bestowed as noble due to their ancestors, or their own military merits. On the other hand,
Martin Huang argues that “appealing to the literati readers of that time was not due to their
potential for ironic readings, but because of their symbolic power as the ‘genuine’ and the
‘primitive,” concepts that many literati, tired of the refined sophistication of their own culture,

found unexpectedly refreshing” in the Ming period (Huang Negotiating 111).'° This typical

16 Bret Hinsch’s study particularly examines Shuihu chuan. However, Martin Huang is interested in the violent and
robust haohan and yingxiong in both Sanguo yanyi and Shuihu chuan.
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desire of physically strong, masculine male depiction in literature may result from years of
contact conveyed by the nomadic steppe societies coming from northern China.

Harriet Zurndorfer suggests that this contact with the nomadic steppe societies has
generated “two important consequences” for Han-Chinese culture and traditions (Louie
Changing 16). First, their encounter with these highly “militarized” and “barbaric steppe
societies,” especially the Mongols, had persuaded the Han-Chinese to pursue their superiority
with their “cultured manhood, or the wen” instead of with “martial activeness, or the wu”
mentalities (Louie Changing 16). The impact of this encounter with the nomadic steppe societies
contributed to the decline of martial prowess—the wu—that the Han Chinese had previously
possessed. Moreover, this decline of martial prowess contributed to a rapid development of the
wen masculinity in the post-Mongolian period, a pursuit of culture to redeem their own sense of
superiority over the nomadic steppe. Second, this interaction with the nomadic and barbaric
tribes also contributed to the “social fluidity of Chinese society,” which was due to the
disruptions emerging from the nomadic tribes’ conquest and occupation of China, including the
Khitan, Jurchen, and Mongols that caused a transformation of the domestic familial structure in
Chinese society, as the son of the official wife and other secondary spouses had the same
obligation, which ushered a greater appreciation of patriarchal authority, and established more
restrictive female fidelity requirements (Louie Changing 16).!7

In fact, Zurndorfer’s conjecture on the Mongolian occupation pinpoints the cause to a

rapid development of the wen masculinity model among the elite class. This development of the

17 Before the Song dynasty, sons of the official wife and sons of other secondary spouses were entitled to different
inheritances from their father. Mainly, the sons of the official wife would inherit the legal title and all assets from
the father. In contrast, the other sons would not be considered unless no male decedents from the official wife were
available. See Du Fangqin and Zheng Xinrong’s Women'’s Studies in China: Mapping the Social, Economic and
Policy Changes in Chinese Women’s Lives, published in 2005 by Ewha Womans University Press.
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wen masculinity also contributed to a fascination with the envisioned archetype of a physically
powerful hero, such as haohan and yingxiong. In fact, in his book, Masculinities in Chinese
History, Bret Hinsch says that such a physically dominant archetype had created “codes of
masculine behavior,” which was conveyed in popular literature as a “hegemonic masculinity

P

accessible to the average man.” In his book Qiangu wenren xiake meng 5 3 A\ 2 2", Chen

Pingyuan also suggests that the chivalric and haohan images depicted in literature reflect a
psychological projection from the author, which echoes Hinsch’s speculation that the popularity
of the haohan archetype provides the readers an escape from reality, and fulfills the masculine
desire that cannot be experienced or fulfilled in reality (Chen Qiangu 9).

Considering Zhang Fei’s biological background and physique illustrated in both pinghua

and tongsu yanyi, Zhang Fei can be categorized as a haohan. In Manhua sanguo 7255 =[&, Shi
Zhiyu 5 7 4% claims Zhang is the “number one haohan under the heaven K | 85—%F %" (Shi

75). According to Bret Hinsch, the haohan archetype possesses four different elements: First, the
haohan originates from the plebeian class. Second, the haohan demonstrates his loyalty towards
a tightly connected group of male comrades. Third, the ~aohan celebrates vengeance, and
finally, the haohan is valiant and has a mesomorphic physique (Hinsch 111). More or less, many
haohan characters have or have had a bandit vocation either outside or within the spectrum of the
narrative. Hinsch’s haohan elements indeed parallel Shelley Chang’s five common attributes of
popular warriors from Chang’s book, History and Legend: Ideas and Images in the Ming
Historical Novels, as Chang categorizes Zhang Fei as one of the popular images of warriors with
specific common stereotypes, such as the unusual physical strength, incomparable martial
prowess, fearlessness, power of endurance, selflessness, and various blunt behaviors; however,

these common attributes are not limited to those of plebeian origin (Chang 81-85).
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In fact, in both pinghua and tongsu yanyi, Zhang Fei’s character not only displayed each
of Hinsch’s four elements of the ~aohan archetype, but also performed as a bandit in two

particular episodes from pinghua, “Lord Guan Travels Alone for a Thousand Li B &= B E;,”
and the “Gathering in the Old City &3 .” Zhang Fei does not come from a family of the

literati or the gentry class, but as mentioned above, a family that is more likely considered to be
local merchants who sell meats and wine in the county. Furthermore, he is well-known for his
association and loyalty to the Peach Garden fraternity and has an extraordinary physique that
illustrates his physical toughness, all of which aligns with the characteristics of Hinsch’s haohan
archetype. Throughout the Three Kingdoms story cycle, Zhang Fei is one of the few characters
that are known for glorifying their vengeful achievements. Therefore, on several occasions,
Zhang Fei is suggested to have contributed to the base archetype of Li Kui, a character in Shuihu
zhuan, who is considered to be the model of this particular haohan archetype—an individual
who is unruly and has a defiant disposition. Zhang Fei’s celebration of his vengeance can be seen
in several incidents within the Three Kingdoms story cycle, such as when he assassinates the

county prefect, bastinadoes the Inspector General, and attempts to kill Pang Tang in Liyang f£
F55, all of which are recorded in pinghua. In fact, a few of these incidents from pinghua have

been adapted and reconstructed in tongsu yanyi with only a slight alteration or re-modification of
the scenarios. Overall, these unruly and defiant behaviors collectively contribute to several
disastrous results for the fraternity, and the building of the Shu Han kingdoms.

Hinsch alleges that the haohan archetype originated from the virtuous outlaw, the knight-

errant, or xiake ¥4, that initially roamed the land during the Eastern Zhou 5 & period,

approximately between 770 BC and 256 AD (Hinsch 114). A xiake is usually depicted as

someone who attempts to right the wrong committed by the elite, or avenge injustice against the
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lower class, and behaves according to a set of moral principles. In Zhongguo wuxia shi 1[5 H (5%
5, Chen Shan L] examines the development of the community of the wandering knight-
errant, which is commonly referred to as the jianghu ; T, or the brotherhood of rivers and

lakes, throughout Chinese history. The jianghu is theoretically different from the literati society
that is heavily sanctioned by the imperial court and the court ministers. Chen claims the
popularization of the martial culture occurred during the Song and post-Song periods. During
this time, the martial culture assimilated various notions from Neo-Confucianism that formulated
a set of codes in order to regulate individual behaviors and actions of those belonging to the
brotherhood of rivers and lakes (Chen 159-171). Hinsch’s and Chen’s research on the
development of the haohan archetype and the wandering knight-errant society between the Song
and Ming periods, demonstrates that such martial prowess of masculinities and the haohan
archetype have progressively transformed from somewhat of “a loose cannon” into “a reined
beast,” through Neo-Confucian moral ideology and “the imposition of a higher authority” (Besio
Three Kingdoms 92). In addition, Chen Pingyuan’s Qiangu wenren xiake meng also suggests a

similar transition from the Tang and Song chuangi FE7R{#H2F to the Qing xiayi novels JH{ R
/IN&ft (Chen Qiangu 44-61). The imposed higher authority over the character with mesomorphic

physical appearance of the wu, such as imposing a rein on the “loose cannon” beast like Zhang
Fei, illustrates distinct “competing models of masculinity,” as Martin Huang suggests in his
book, Negotiating Masculinities in Late Imperial China (Huang Negotiating 6). While Huang
assesses the process of negotiating masculine identities by exploring the role of women in a
patriarchal society, his work also identifies a set of transformations within masculinities that took

place during the process of the compiling and rewriting zhanghui xiaoshuo in the sixteenth
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century, and especially during the process of rewriting and reconstructing the Three Kingdoms

story cycle.

Rein in Zhang Fei

In the following section, I compare and contrast the textual narratives between pinghua
and tongsu yanyi in order to demonstrate the haohan archetype Zhang Fei transmuted from “a
loose cannon” to a reined character in the reconstructed narrative, wherein the reining in of a wu
masculine archetype is an attempt to reconstruct the archetype as inferior to the wen masculinity
in the process of literati-izing the Three Kingdoms story. Zhang Fei’s martial archetype is similar
to what Chen Shan describes as the delimitation of the brotherhood of rivers and lakes, or the
demarcation of the so-called wu masculinity in the Ming novels. Throughout pinghua, Zhang Fei
“is a central figure,” while in tongsu yanyi, Zhang’s character is rewritten as someone having a
mesomorphic physical appearance that acts with violent and disastrous behaviors, and yet he is
constantly controlled and checked throughout the narrative. In pinghua, Zhang Fei is depicted as
an untamed beast, and his impulsive behaviors are believed to supersede the rational dispositions
Liu Bei and Zhuge Liang represent. In fact, this rein in process in the literati-ized historical
narratives does not emerge only in the rewriting of the Three Kingdoms story cycle. Therefore,
the term “rein” is used as a metaphor in comparing the process of restraining the rash behaviors
of the wu archetype to the taming of a wild horse. It is a cultural phenomenon that emerged in the
development of retelling, rewriting, and reconstructing historical narratives in the Ming-Qing
period. Examining this shift between the wen and wu dyad within the Three Kingdoms story
cycle provides a glimpse into the negotiation of masculinity between the wen and the wu from

late fourteenth century to early sixteenth century China, especially the transition from pinghua to
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the Jiajing rendition of fongsu yanyi. Furthermore, the examination of the negotiation of
masculinity between the wen and wu dyad within the Three Kingdoms story cycle also reflects
the negotiation and amalgamation of the cultural values between the literati, the gentry, and the
plebian classes.

Robert Hegel’s The Novel in Seventeenth Century China specifically investigates the

transformation of Qin Shubao Z{E, also known as Qin Qiong Z£¥&, in Yuan Yuling’s =4
Suishi yiwen [f& 5238 3. Hegel claims the Qin Qiong is a haohan archetype that transformed from

a ruffian into a self-conscious warrior general, who aims to fulfill a man’s social responsibilities
in the building of the Tang Dynasty (Hegel 17” Century 105-139). Martin Huang follows
Hegel’s discussion when examining Qin Shubao within three various Sui-Tang zhanghui
xiaoshuo in the Ming period. Huang sees that Qin Shubao demonstrated the reconstruction, or
the taming of the wild haohan in seventeenth century China (Huang Negotiating 113). In
addition to Hegel’s and Huang’s studies on the process of reining the marginalized wu figures,
Zhou Siyuan also points out that the wu masculinity in particular, the valiant element within each
character, dramatically diminished in order to refine and improve the salient characteristics of the
wen characters (Zhou 6-8).

The main features of Zhang Fei are his martial prowess, extraordinary mesomorphic
physique, and his impulsive reactions to unjust events. His ill temper accounts for Zhang’s
uncontrollable wave of social-political desire to right the wrong, and to be recognized by his
peers. Martin Huang points out that the desire within Zhang Fei is not of a sexual nature, but
rather a naive intuition that derives from one’s innate passion, or one’s inner heart. According to

Huang, this desire is similar to the depiction of the concept of shuaixing g4, which translates

to “to follow our nature is called the way” (Huang Desire 42). Martin Huang indicates that the
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English words “intuition,” “emotion,” and “desire” are not descriptive enough to demonstrate the

distinction between the Chinese xing £, ging 15, and yu 8 (Huang Desire 1-4). According to
Zhu Xi’s elaboration, xing is the “tranquility of still water 557K > &%,” while ging is the “flow
of water {5 HI|7K 27, and yu is the “wave of water ZXHI]7K 2 F7 " (Chan Source 631). That

being said, ging and yu are neither good nor bad. However, Zhu claims that the excessive use of
qing or yu contributes to the contamination of the disposition of a man’s natural intuition, which
is the xing. At one point, Zhang Fei captures the reader’s fascination for his physical and
masculine features. On the other hand, Zhang himself signifies the xing in his characteristic,
more likely as a disposition. In his book, Sanguo yanyi yu chuantong wenhua, Wang Qiancheng

specifies that Zhang Fei signifies an innate intuition reflected in Li Zhi’s Z2#{ Child-Heart Mind
theory F.(,&7 as discussed in 4 Book to Burn 32, and argues that Zhang Fei is similar to any
haohan depicted in Shuihu zhuan as the zhenren E. A\, or the “true man” (Wang Sanguoyanyi

131). Martin Huang adds to this definition of a “true man” in accordance to Mencius, stating it is
“a man’s ability or determination to stand up for the sake of righteousness, or yi ¥, because,
unlike a woman, a true man did not bow to the powerful” figures, either political or physical
(Huang Negotiating 17). Throughout the Three Kingdoms story, Zhang’s actions symbolize such
“true man” behavior, by behaving in accordance with his own nature.

Although the characteristics of Zhang Fei and his disposition are highly praised in the
early rewritings of the plain narrative, as Wang suggests, Zhang is reluctantly reined in the later

literati-ized recensions. These shifts and the rein in of Zhang can be attributed to Zhu Xi’s &=
idea on suppressing human desire, or mierenyu J§ A\ #X, a popular Neo-Confucian concept during

Ming period. In this case, Zhu and the Neo-Confucian thinkers that followed perceived that
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subduing the ging and yu maintains rationale, logic, and pureness of the xing, or the nature of a
man. Hence, the rein in of Zhang Fei in tongsu yanyi suggests a process of subduing the ging and
yu signified in the wu masculine characters in the Ming novels.

Zhang Fei’s disposition of impulsive and unruly behavior is illustrated in both narratives.
Zhang’s spontaneous reactions supersede any of his rationality, which can be seen immediately
in the initial narrative within the Peach Garden Oath scene from pinghua:

The story goes that there was a man named Zhang Fei, also known as Yide, who hailed

from Fanyang in Zhuo Commandery, in the princedom of Yan. From birth, he had the

head of a panther and round eyes, the jowls of a swallow, and the whiskers of a tiger; his
body was more than nine feet tall, and his voice resounded like a huge bell. He came
from a very rich family. Because he was idly standing outside, he saw Lord Guan pass
through the streets: his physique was extraordinary, but his clothes were in tatters—he
was not a local man. So, he stepped forward and greeted Lord Guan with a bow, which

the latter returned.

ARRAE— A HERAAIT > FHREE - JIRFOKE TS AL © AESSVEERIR - HER

a0 BRIKEGR  BEEE - ZREKE - NEFTERIL - AREAERTE - £5IRNR

IEfE - RARESE - FREARREA - HP [EAT - ARAHKES © BIAELE © (Records 14)
The narrative above illustrates Zhang Fei’s familial biography and his mesomorphic physical
appearances. Furthermore, this narrative also depicts the initiation of the Peach Garden fraternity
due to Zhang’s spontaneous reaction on fixing his male gaze upon Guan Yu as he steps forward
to approach Guan, when Guan was passing through. This happens before Liu Bei is introduced
into the story and becomes the leader of this homo-social fraternity. It is Zhang’s intuition that

constitutes his impromptu behavior in fixing a gaze and greeting Guan, who is just randomly
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passing by on the street. Guan Yu returns Zhang’s gaze as he “[sees] that Fei [is] a serious

person 2\ FHIRIEE 2 N (Records 14). While they are having a conversation in the wine

shop, this exchange of male gazes illustrates a shared attraction, which according to the homo-
social convention, derived from such gazing (Records 14). Zhang’s spontaneity in fixing his gaze
on Guan Yu, Guan’s returning gaze, and Guan’s spontaneous invitation to Liu Bei after “Guan
and Zhang [see] the extraordinary physique of Lord Liu, and his thousand kinds of indescribable
blessings B » 5k — N RAEANLRHRIIEG - A THEAFIEIER illustrate that Zhang is
the one who dominates the rational disposition Liu Bei represents in this encounter (Records 15).
In particular, Zhang and Guan’s feasting in the wine shop displays the convention of “generosity
and passion prompted by a like-minded nature with each other.” In Chinese, this is called yigi

xiangtou =53 AH#%, or “a homo-social enactment,” which Martin Huang suggests is an internal

intuition for male bonding (Huang Negotiating 2). The initial interaction and exchange of male
gazes between Zhang and Guan, and between Zhang, Guan, and Liu, both demonstrate such
outcomes of male attractions. Both invitations are due to the extraordinary physiques and male
gazes as illustrated in the narratives, both of which demonstrate that their bonding is not
associated with any external influence, but instead reflect the concept of shuaixing, or an internal
intuition “to follow our nature” (Huang Desire 42).

Moreover, the male gazes between Zhang, Guan, and Liu have attracted individual
attention to each other, promoting the formulation of a closely-knit male band, in which
extraordinary physique becomes the only factor in attracting the attention and affirmation from

other male peers. In The Fragile Scholars: Power and Masculinity in China, Song Geng 7R/

claims attracting the gaze and notice of male peers often validate one’s identity and his social

worth among his homo-social companions (Song 173). This exchange of gazes and mutual
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approval between Liu, Guan, and Zhang in pinghua demonstrates how the bonding within the
Peach Garden fraternity occurs through a simple affirmation of each other’s social position, and
the so-called “like-minded nature” within this male fraternity. This interpretation resonates with
Zurndorfer’s aforementioned description of masculinity in pre-modern China, which she defines
as trying to prove oneself and being accepted by the other male peers within a group (Louie
Changing 28).

In tongsu yanyi, the mutual affection between Zhang, Guan, and Liu takes a different
twist from that of pinghua, which is mainly through the display of a similar homo-social
affirmation and their extraordinary physiques as depicted in the narratives. Along with an
attempt to pacify social tumult, the ideologies of legitimacy and the thought of restoring the
imperial kingdom become their only aspiration and reasoning in their “like-minded nature,”
instead of the mutual devotion to their manhood, and the following of their own innate affection
as described in pinghua. In the first chapter of the first volume in tongsu yanyi, the meeting
between Liu and Zhang occurs as follows:

It is the first year of the reign of Zhong Ping, the Zhou county posted a call for

volunteers. At the time, Xuande was twenty-eight years old. He stood below the notice in

the Zhuo that day, after a long sigh, he turned away from it. Someone behind him asked
brusquely, “A real man should be serving his emperor in the hour of the peril, why such
long sighs?” Xuande turned around, and saw a man that was eight spans tall, with a blunt
head like a panther’s, with huge round eyes, a swallow’s heavy jowls, a tiger’s whiskers,

a thunderous voice, and a stance like a dashing horse. Xuande noticed his extraordinary

appearance and followed him into the village. Xuande asked his name. The man replied,

“My surname is Zhang; given name, Fei; style, Yide. We’ve lived in this county for
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generations, farming our piece of land, selling wine, and slaughtering pigs. I seek to
befriend men with valor; when I saw you studying the recruitment call, is there a reason

for such a long sigh?”

HSETTAR o AEMEE o PR 2 TGk TS T - RECEEME - B — A
EEEE T TR T A REC? ) XEERE  REAFGR/AR 5
PHERHR - #eEHIRSR - MG EE  BFHE - ZERIEANPHETE - ZBE AN
MIHMES - A - THER - 2R FiafE - HEKED - A - ENE
BUFGTACR L« A HAERS » GRE? 5 (Luo wenshi 5)'°

In the meeting between Liu Bei and Zhang Fei as quoted from tongsu yanyi, the main initiation
of the engagement between Liu and Zhang occurs alongside a call for volunteers against the
Yellow Turbans.!” When Zhang Fei asks Liu Bei as he reads the post, he sighs, focusing on “a

real man should be serving his emperor A SR EREY 52 H ).” Zhang’s questioning, as both

Liu’s and Zhang’s initial impression shows, is not derived from each other’s extraordinary
physical appearance, the innate passion, or the exchange of their male gazes that is emphasized
in pinghua, but instead from their anxiety and worry due to the commotion of the tumultuous
empire instigated by the Yellow Turbans Rebellion. Although the male gazes still exist within
the conversation between Liu and Zhang, the discussion transforms from a homo-social
appreciation and an affirmation for mutual approval in male bonding, to an intent to heal the

mutual anxiety and concern for the greater good, which is known as dayi K.

181 took the opportunity to translate a part of Sanguozhi tongsu yanyi. 1 consulted Moss Robert’s translation on
Mao’s recension of Sanguo yanyi, and the translation that he worked on from the Jiajing recension, which was
included in his appendix.

19 Yellow Turbans is the same as the Yellow Scarves in pinghua.
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This affection and association with the mandate of heaven is further demonstrated in their
oaths to be sworn into brotherhood. In their oath at the Peach Garden, Liu, Guan, and Zhang
vowed:

“We three, though of separate ancestry, join in brotherhood here, combining strength and

purpose, to relieve the present crisis. We will perform our duty to the imperial empire and

protect the common folk of the land. We dare not hope to be together always and only
hereby vow to die the selfsame day. Let shining Heaven above and the fruitful land below

bear witness to our resolve. May Heaven and man scourge whosoever fails this vow.”
T~ BECP)  SRITE - BEZRERAE - SERSUE > RO o BIRERE - EEREER
TR FREERARAL  RERERAFRE - SREL > HELL -
Fol o RAIZE ! | (Luo wenshi 5)
This pledge concretely emphasizes that the purpose of the Peach Garden fraternity brotherhood

is to “relieve the present crisis R#L/Z” and to serve the imperial empire. The oath taken in the

Peach Garden as quoted from tongsu yanyi not only refutes pinghua’s homo-social affirmation, it
also reins and delimits the ~aohan Zhang Fei of any spontaneous and unruly behaviors. The oath
provokes the expectation for Zhang Fei to carry out his duty for the imperial empire despite the
fact that Zhang still acts recklessly, according to the reconstructed narratives. On one hand, the
oath in tongsu yanyi serves as a form of a mutual socio-political affirmation between the three
sworn brothers, whereas on the other hand, the oath also implicates Neo-Confucian virtues, such
as the “unconditional loyalty or obedience” similar to female virtues in fidelity to one’s male
counterpart, as illustrated in Huang’s book, Negotiating Masculinities in Late Imperial China

(Huang Negotiating 6). As Neo-Confucian virtues and fidelity are absent from Zhang Fei’s xing,

45



the oath creates something similar to Journey to the West Pg#i#sC, a Tight-Fillet Spell %5 7T, for

Zhang Fei.?°

This lack of virtue and fidelity in Zhang Fei’s xing can be traced by comparing several
scenes between pinghua and tongsu yanyi. The transformation and rewriting that occurred in the
process of literati-ization leads to a depiction of a castrated Zhang Fei, portraying him as
deprived of his main temperament: autonomy of his own innate intuition, such that he can wreak
havoc like the Monkey King in the heaven. In fact, his representation in these two textual works
differs from the reprocessed historical image in the rewritten historical narrative. The scene at
the Apricot-Forest Village from pinghua, which further emphasizes and elaborates upon Zhang
Fei’s astonishing physical strength and ability, is entirely absent from the narrative in tongsu
yanyi. By removing the Apricot-Forest Village scene in tongsu yanyi, it reduces Zhang’s xing
and minimizes the images of his masculine physical strength, his martial prowess, his
invincibility, and his own autonomy in the literati-ized recension.

Moreover, several scenes in pinghua demonstrate that Zhang Fei’s unruly behaviors and
his innate intuition are also effaced from the Ming-Qing literati-ized recension. For example, in
Chang’an &%, Zhang Fei punches Duan Gui EZEE, one of the Ten Constant Attendants 5 {-f
and a eunuch who serves the Emperor. After Duan fails to obtain bribes from the brothers, he

accuses the fraternity brother of looting the peasants during their campaign against the Yellow

Scarves, and:

20 The Tang Monk learns the Tight-Fillet Spell from Bodhisattva Guanyin in order to control and tame the Monkey
from leaving the missionary journey (Wu Journey 317). As a matter of fact, the Monkey is read as a pun of the
mental desire, or xinyuan /[ )fH. Therefore, the Tight-Fillet Spell is a symbol for controlling and harnessing the mind
and desire (Wu Journey 73).
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Zhang Fei was enraged, and with flailing fists he stepped right up to Duan Gui, and
before Liu Bei and Lord Guan could pull him back by his clothes, his fist hit Duan full on
his lips. His back teeth fell out of his mouth and two front teeth were also knocked out.
His mouth was filled with blood. Duan Gui went back with his hand covering his mouth.
And Liu Bei said to Zhang Fei, “You’ve caused trouble for our men!”
RIS - E 2 EFERAT - 1 - BIA - AIHSAE > B2PESES - T T
WMl - SRR - B LM - 20E - T IR REAEM | (Records 25)
In this scene, Liu Bei and Guan Yu cannot prevent Zhang Fei’s anger and his brutal reaction to
Duan’s avaricious bribery request while witnessing Zhang Fei fiercely punch him in the face.
The removal of Zhang’s attack on Duan Gui in tongsu yanyi is an example of a continual effort
to restrict and delimit Zhang Fei’s impetuous action, since Liu’s and Guan’s inability to interdict
Zhang’s unruly and irrational behaviors demonstrates a failure at reining the wu character.
Furthermore, this scene also illustrates how the popular image of the wu character refuses and
resists the enslaved and feminized masculine identity and political disorders, as suggested by
Martin Huang in his analysis of the Three Kingdoms story cycle in Negotiating Masculinities in
Late Imperial China. Huang asserts that the political disorder that existed in the late Han Empire
symbolized a gender disorder (Huang Negotiating 91). Liu Bei’s reluctant, unenthusiastic
remarks on Zhang’s action depict Liu’s ineffectual rejection of the socio-political disorder
caused by the interference of eunuchs and women in the imperial court. Liu’s semi-
compromising attitude toward Duan Gui also signifies that Liu had been emasculated by his
ineffectuality in resisting the gendered socio-political disorder. Removing this scene in the later
literati-ized renditions not only minimizes Zhang’s physical strength and reduces his unruly

innate behaviors, it also reshapes Liu Bei’s inability to resist the gendered political turmoil and
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his ineptitude in controlling Zhang Fei’s behavior. Therefore, Zhang’s resistance and defiance
against Duan is a metaphorical refusal of feminized masculinity, as well as a refusal of the
gendered political crisis and identity disorder depicted in pinghua.

Another scene, “Three Heroes Battle with Lii Bu at the Tigerkeep Pass &2 F# Hif = L Ef,
= 4fi,” has been transcribed into various versions of zaju, theatrical performance, and folk
stories. According to the annotations that were originally recorded in Wang Can’s T-52
Yingxiongji JLJfEC, then later compiled by Pei Songzhi into Chen’s historical works of the
Three Kingdoms, at the time, Lii Bu was in battle with Sun Jian 452 at Yangren [5 A (Chen

Sanguo 491). From this specific annotation, it is clear that the story of Lii Bu and the three
fraternity brothers battling at the Tigerkeep Pass was not a historical fact. Therefore, this scene
had been fabricated and circulated through folklore during the Song and Yuan periods. This
scene was adopted into pinghua, then later reconstructed into tongsu yanyi. In spite of the lack of
authenticity of this scene in the historical records, it is one of the best-known scenes in the Three
Kingdoms story cycle. This scene serves as a transition point where the focus of the plot shifts
from socio-political turbulence to a lengthy period of chaotic civil wars between various
warlords.

The scene of the “Three Heroes battling with Lii Bu at the Tigerkeep Pass” begins as Cao

Cao “assembles all of the liege lords in the empire &K [N #&{z"” to annihilate the usurper Dong

Zhuo, who controlled Luoyang, following a secret edict from the emperor. In pinghua, Cao Cao
receives the emperor’s decree to assemble all liege lords and rescues the emperor from being

held hostage (Records 34). However, Cao Cao did not receive the emperor’s decree in gathering
liege lords to confront Dong Zhuo in tongsu yanyi. In pinghua, Liu, Guan, and Zhang joined the

other liege lords in battle with Dong Zhuo’s army after receiving Cao Cao’s invitation. Due to
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his personal affection towards Liu Bei, Cao Cao invited Liu to the assembly when he passed by

Pingyuan county 5 R4, In pinghua, Zhang Fei and Lii Bu fight more than once at the

Tigerkeep Pass. In their first duel, Zhang Fei and Lii Bu battle each other without a clear result.
Later, Guan Yu and Liu Bei join Zhang Fei’s breathtaking confrontation with Lii Bu, and Lii Bu
defeats the three brothers, then flees. The next day, Lii Bu comes out of the gate and challenges
Zhang Fei to another one-on-one duel:

The next day Lii Bu came down out of the pass and shouted, “Send out the big-eyed

'79

fellow!” Zhang Fei, greatly enraged, came out on his horse, holding his divine eighteen-
foot spear, and with round eyes glaring went straight away to seize Lii Bu. The two
horses met for more than thirty rounds, but there was no clear winner. Zhang Fei had
always loved battle and he smashed into his opponent and battled him for thirty more
rounds, and in that fight one of Lii Bu’s battle flags wrapped around his face. Zhang Fei

was like a god and Lii Bu quailed in his heart, and spurred his horse back up into the
pass, closed it tightly, and did not come out again.
RH > 246 NE - WH - TRIREDRE | SRR 1 TR\ HEEE
BIR > EE AR - B =1+6& Ao - SRR A IR > HEEHT - X
B =15 e AT © sRORAIH > =40 - #4105 ERE > BREAA -
(Records 38)
In the second duel between Zhang and Lii, Lii loses his ground after thirty bouts, and is
intimidated by Zhang’s mighty prowess and martial skills. Lii’s defeat emphasizes Zhang’s
invincibility. The portrayal creates an astonishingly formidable image of a macho-masculine
man. In fact, this victory of Zhang over Lii Bu implies a confrontation between two models of

martial masculinity within the Three Kingdoms story. Huang remarks that Lii Bu is a hero who is
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so captivating that he becomes vulnerable to his own sexual desire, or ging, in both pinghua and
tongsu yanyi (Huang Negotiating 93-94). Huang claims that unlike Zhang Fei, Lii Bu is not

categorized as either yingxiong TLfif or haohan due to his sexual desire and his refusal to adopt
the insightful scheme advised by his strategist Chen Gong [# &= . In both pinghua and tongsu

yanyi, Ll only listens to his wife for any military and political advice, or to Diao Chan in

pinghua, or Yanshi BAL, in tongsu yanyi. This is a recurring motif, as political affairs have

become sexualized and Lii’s story is part of the metaphor for this gendered disorder. Therefore,

Lii fails the yingxiong model, and hence is not considered a haohan in Martin Huang’s analysis.
In contrast, Zhang Fei’s victory over Lii Bu illustrates not only his formidability, but also

the victory of the haohan archetype over the distorted wu model that Lii Bu embodies, as Lii’s

masculine image fails due to his sexual distraction and desire for beauty FLffEEfEHEZE A B, In
fact, Zhang Fei’s capture of Lii Bu after the fall of Xiapi |~ A B, later in the story signifies

Zhang’s invincibility and his gendered victory over the distorted masculinity that Lii Bu portrays.
However, Zhang’s victory is eliminated and removed in tongsu yanyi. Tongsu yanyi expunges
the one-on-one duel between Zhang and Lii at the Tigerkeep Pass, as well as Zhang’s capture of
Lii after the fall of Xiapi, which conceals Zhang’s formidable image in the Three Kingdoms
story cycle. The removals also effectively tame Zhang’s incandescent disposition. Instead of
depicting an indecisive victory of twenty bouts with Lii at the Tigerkeep Pass as done in
pinghua, tongsu yanyi weakens and attenuates Zhang’s invincibility through a set of narrations
that relay Zhang’s ineptitude and failure to confront Lii Bu. In the same scene at Tigerkeep Pass

in tongsu yanyi:
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Zhang Fei’s mighty spirit flashed at this welcome chance. The two crossed and tangled to

their heart’s content. The eight lords saw Zhang Fei’s spear gradually lost his ground, and

Lii Bu became better and better.

TREHE R - B = AT - /\BEEE G AR AR EL - AAmBARET < (Luo

wenshi 47)

This reconstructed narrative managed to restrain Zhang Fei’s wu-masculinity by obliterating his
martial skills, which further weakens Zhang’s superiority over other warrior characters, and
forces him to become a controllable object by “those whose wisdom is outstanding,” such as Liu
Bei and Zhuge Liang (Huang Negotiating 89).

In the process of rewriting pinghua to tongsu yanyi, Zhang Fei’s physical appearance and
his martial superiority constantly compete for a preeminent position with other characters (both
wen and wu). In pinghua, Zhang Fei is constantly challenging the characters whose masculine
model is prevalently aligned with outstanding wisdom. On the other hand, Zhang’s haohan
model is constantly kept in check and interrogated by other characters who mostly resemble the
wen masculine characters. These wen characters act as a restraint on the xing disrupted by the
qing or yu in those wu characters. Zhang’s spontaneous and unruly behavior reflects such
disruption by his ging and yu, since his actions are mostly instigated by external events and his
urge to avenge social injustice. Zhang’s abstention resembles the Monkey King’s Tight-Fillet in
Journey to the West, in which Anthony Yu claims that “the Heart-and-Mind must be consulted
and utilized thus dialectically needs also to be controlled or harnessed, as every reader who
encounters the Tight-Fillet episodes would realize” (Yu 73). Therefore, the different inhibitions
and commands of Liu Bei in halting Zhang Fei’s impromptu behaviors in tongsu yanyi

demonstrate a similar effect of constraint for Zhang, as does the Tang Monk’s recital of the
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Tight-Fillet Spell in order to tame the Monkey. In fongsu yanyi, Liu Bei’s commands act as the

Tight-Fillet for Zhang, given that in various characteristics, Liu resembles the Tang Monk JE{

in Journey to the West.
On the other hand, pinghua depicts Liu Bei’s inability to control Zhang’s impulsive and

unruly behavior. For example, in the Triple Visit =EH>F & from pinghua, Liu Bei attempts to
invite Zhuge Liang, the reclusive strategist living in the Recumbent Dragon Ridge EAFE ), to
join his camp as his adviser, but when Liu Bei and his officers return to Xinye ¥7%¥ after failing

to meet Zhuge Liang:
Zhang Fei shouted out, “Elder brother, you are wrong! I remember Tigerkeep Pass and
how I thrice fought my way out of Xiapi and how my elder brother Lord Guan skewered
Yan Liang, pursued Wen Chou, beheaded Cai Yang, and surprised Che Zhou. In those
days, we had no ‘master!” With a hundred-pound blade I can dispute with this master.”
The Imperial Uncle simply did not answer.
SEREINE © T EFEMES | SEASARRENE = HINT > @R ATIBAR - IBSCH: 0 #7EE
1% > BEERE  EIFHASL AR - El—T T RT) » Al AR | ERRE
(Records 75)
When Zhang Fei shouts out Guan Yu’s military merits, Liu Bei fails to repudiate Zhang’s shout.
Liu’s failure to respond signifies Zhang’s predominance within this homo-social fraternity. And
yet, it also denotes the powerlessness of the wen masculinities that associates with the image of
scholars, which competes with Zhang’s wu-masculine model.
In the exact same scene in fongsu yanyi, the narrative presents a different result. The
situation is similar to the scene in pinghua, where Liu Bei returns to Xinye after his second

unsuccessful visit in search of the reclusive Zhuge Liang, and he prepares a third visit. This
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scene is followed by Guan Yu’s and Zhang Fei’s failure to remonstrate against Liu Bei’s third
visit to the Sleeping Dragon Ridge:
“Dear brother,” Zhang Fei declared, “we three brothers had maneuvered among the
heaven below, and who dares to challenge us on our martial skills? What makes you
think this village bumpkin so wise and worthy? Spare yourself the trip. If he refuses to

come, it will only take a bit of rope to bring him here!” Liu Bei scolded Zhang Fei.
SRIRH ¢ " EFERES o MRS AHEERR T o smEEN A3 2 (TERFER R LUR R
Btz ? 2R | SENHFERERE © Az > B RIMEEREERA |
2@y, o (Luo wenshi 283)

Instead of shouting out their military merits that contributes to Liu Bei’s political and military
ascension in pinghua, Zhang Fei “declares” their martial skills to be formidable and
unchallengeable by any others, and claims he can bring Zhuge Liang, a village bumpkin, to
Xingye with “a bit of rope” (Luo wenshi 283). Immediately, “Liu Bei scolded Zhang Fei” for his
improper and violent words, and if Zhang Fei insisted on joining Liu’s third visit to the Sleeping
Dragon Ridge, he ordered Zhang not to show any signs of impertinence during their visit. Liu
Bei’s scolding and command of Zhang Fei highlights how Liu Bei takes control of Zhang’s
impulsive behavior by emphasizing Zhang’s need to control his behaviors with proper rites. This
command to Zhang Fei acts with humility and aligns with the Confucian ideology of controlling

one’s emotions and behaviors through the demonstration of proper rite. As stated by Taibo Z={H
in the Analects, “If you are courageous but lack ritual you will become unruly 55 [fijffE1E Bl &L
(Analects 78) and as Yanyuan BH K says, “Restraining yourself and returning to the rites

constitutes Goodness & 818 f51—" (Analects 125). Furthermore, encompassing Zhang with
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propriety and rites emphasizes the collaboration with other Confucian virtues of filial piety and
loyalty, taming and reining the impulsive and innate nature within Zhang’s crude character.

The reining in of Zhang Fei is conducted through the process of reconstructing a series of
events within the Three Kingdoms story cycle. One of the scenes, which is included in both

pinghua and tongsu yanyi, takes place after the “Battle of the Red Cliff /&% B> and the death
of Zhou Yu. Pang Tong 547, whose sobriquet is Phoenix Fledgling JE|#f, is another wen-

dominated character similar to Zhuge Liang. At the beginning of this scene, Liu Bei appoints

Pang Tong as the district magistrate of Liyang Jf£[%;. In pinghua, Liu Bei’s appointment foils
Pang Tong, and Pang purposely “does a bad job $&ET T /\ZE,” causing the furious townspeople

to complain to their liege lord, Liu Bei. Liu Bei immediately sends his trusted brother, the
impulsive and uncontrollable Zhang Fei, to Liyang without any orders and commands that he
needs to control his composure. Zhang replies immediately that he will “drag that fellow it -
=
The next day Zhang Fei led dozens of men and when he reached Liyang, he dismounted
in front of the yamen. To a person, all the common people and the clerks complained
about Pang Tong’s lack of humanity. With sword in hand, Zhang Fei went into the
yamen. When evening fell, he heard a thunderous snore, and when he slashed a number
of times with his sword, blood spurted out like a gushing fountain. He lifted the blanket,

and it turned out to be a dog.

KH > RS AN EEGE - HEE > BEEESRGEAC - BRFRIA

—P-P

fir - 2RI > TET=R

H

° SRIRGEIRER] - MAER - fsR - AlE—K -

;HT

(Records 114)
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There are scenes in pinghua that demonstrate Zhang Fei’s unruly response to the injustice and
repression that the people have endured. With regards to Pang Tong, the scene quoted above
reflects Zhang Fei’s impulsive manner towards any similar situation of injustice, as he strives to
avenge the injustice through blood and violence without any attempt to investigate the situation.
However, in the correlating scene in fongsu yanyi, Liu Bei designates Pang Tong as the

Prefect of Leiyang >E[%; county, and Pang purposely neglects his duties and intoxicates himself

every day with wine. The people relay Pang’s behaviors to Liu Bei, who then summons Zhang
Fei to conduct an investigation at Leiyang county. However, Liu Bei insists upon having one of

his secondary advisers and diplomats known for his literary scholarship, Sun Qian f4HZ,

accompany Zhang Fei during this investigation. Liu especially orders Zhang to consult with Sun

Qian on all occasions. Zhang’s investigation is presented differently than in pinghua, as quoted

below:
As assigned, Zhang Fei went with Sun Qian to Leiyang county. They met the local civil
and military officials in front of the city walls. Pang Tong, however, was not to be seen.
“Where is the prefect?” Zhang Fei asked. His staff officers replied, ‘“Prefect Pang, from
the moment he took office nearly one hundred days ago, has totally neglected county
affairs. Every day he drinks wine, dallying in the land of the intoxicated from morning to
night. Right now he is still sleeping off last night’s binge.” Zhang Fei was outraged and
wanted to arrest him. But Sun Qian said, “Pang Tong is a high-minded man. Before we
condemn him, let’s go to his office and ask some questions. There will be time enough to

take measures if he can’t justify himself.”
TRIRGE T EE 0 BHARRZATE RIS - HREE B HEARE - A RGBS - REH ¢

TR ? ) FEER - TREMRSERIERS  REEGRH > BhzE o A



T FHECH » BHE R RERLS - 5 HIEEARRE > REARE - | BRAE > &K
By - HiEzH © TERELITEHZ A BHARAER - FIEAR Y > RREARE > B
FEARNGE o | (Luo wenshi 404)

In tongsu yanyi, Zhang Fei does not recklessly “drag the fellow” to present Pang Tong in front of
Liu Bei. Instead, Liu Bei takes the initiative to command Zhang to be an inspector and
investigate if the alleged atrocities or misdeeds actually occurred, and requires that Zhang Fei
consult with Sun Qian before he proceeds with any action. With the inclusion of Sun Qian and
Liu Bei’s predetermination, Zhang Fei is restrained from his unruly behavior. Furthermore, this
is a castration of Zhang Fei’s masculinity, by removing his own autonomy through Liu’s
advance precautions and Sun Qian’s advice. Zhang Fei’s spontaneous and disruptive conduct
originates from his intuition: xing. In A Book to Burn, Li Zhi describes this as a “Child-Hearted
Mind” reflection (Li A Book 103-113). Sun Qian’s and Liu Bei’s restraint emerges from the wen-
masculinity model and restrains Zhang’s impromptu behaviors. In Martin Huang’s terms, Zhang
Fei transforms from a “True Man to Castrato,” a phrase Huang derives from Sima Qian’s claim
that removing one’s physical manhood could enhance his psychological manhood (Huang
Negotiating 23). It is questionable if Zhang Fei’s wu-masculinity is enhanced in the process of
this emasculation, although external constraints throughout the reconstruction of the Three
Kingdoms story cycle restrain Zhang Fei’s wu-masculinity, his disposition, and his autonomy.

In fact, Zhang Fei’s defiant behavior depicted in pinghua has been heavily modified and

altered in fongsu yanyi. For example, after Cao Cao defeats the three brothers in Xuzhou £g |,

Zhang Fei separates from his brothers. Zhang later stations himself in a small city called Old

City T3 and gathers a group of brigands under his rule. The following quote from pinghua
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narrates Zhang Fei’s disobedience and defiant behaviors when a third-person Gong Gu = [#] tells

Liu Bei and Zhao Yun 3E on their way to Jingzhou 7
Gong Gu replied, “...recently, someone else with ten riders came here and defeated me,
so I have to pay a monthly offering. He is in an old city south of the mountains; he calls
himself ‘The Grand and Nameless King,” he has built a palace in the city, called Prime
Musical Mode, and has instituted a reign title named ‘A Bang-up Time.” He uses a magic
spear eighteen feet long that ten thousand men cannot match.” When the First Ruler
heard this, he thought to himself, ‘Must be Zhang Fei!’ ...Zhang Fei was sitting in his
palace in Old City...
BEH  T&Fild e ARV NJESETRE - TA— A5 ERAK - &MU - B H
SRS o RN UIFE—E B9 TR E, o HANE—E > SHE#EE - 1TIF
BOEDUET o (E—FRIESL iy - B AER - | So BRI I T EER
Fe? | . ARRERELEN... (Records 67-68)

The self-proclaimed title of “The Grand and Nameless King 44 A T, the building of his own

palace, and the implementation of a reign title “A Bang-up Time /G portrays Zhang Fei as

a lawless brigand and dauntless ruffian, since having a reign title and building a palace reveals
Zhang’s ruling in the Old City as an independent and illegitimate regime. Therefore, again within
this scene in pinghua, Zhang Fei expresses his defiant temperament in an explicit manner.

Assuredly, Zhang Fei’s behaviors in the Old City, or Gucheng 14, does not suit the Confucian

ideology, such as loyalty to the liege lord, restraint of desires, and practices of proper propriety.
Hence, in the same scene in tongsu yanyi, Zhang Fei simply overthrows the county officer and

reestablishes himself as the new local governor without the proclamation of any rebellious titles
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or setting a reign title, which forestalls any accusation of deposing the legitimate authority, such
as the Han emperor or Liu Bei, to whom he swore his allegiance (Luo wenshi 213).
There are scenes transcribed from pinghua to tongsu yanyi that reveal the suppression of

Zhang Fei’s martial prowess. For example, Zhang Fei makes an uproar at Steep-slope Bridge &
[15, repelling Cao Cao’s incursion. In pinghua, the Steep-slope Bridge collapsed due to

Zhang’s thundering shout. However, in tongsu yanyi, this scene is rewritten after Zhang Fei
repelled Cao Cao’s ample army, and Zhang Fei and his men purposely tear down the bridge. Liu
Bei criticizes Zhang Fei’s “lack of tactics” on his return. Liu tells Zhang Fei that with Cao Cao’s
suspicious nature, he would not cross the bridge in fear of an ambush if Zhang did not destroy it,
which would have delayed his expedition to the south. Such critique from Liu Bei is indeed a
demonstration of another attempt to suppress the salient characteristic of Zhang Fei in the novel.
Furthermore, this critique from Liu Bei downplays Zhang’s haohan model to a lesser status in
competition with other wen-dominated characters that possess literary prowess in the Three
Kingdoms story cycle.

Zhang Fei’s character underwent a noticeable change between pinghua and tongsu yanyi.
Zhang’s transformation is a compromise between the image of wu-masculine from the plain
narrative and the literati-ized concept of containment of his innate desires and emotions. As a
typical haohan archetype in pinghua, Zhang Fei is a defiant fellow who resolves his problems
and emotional distress through physical performance, which is clearly illustrated by him
punching Duan Gui, and his impulsive maneuver during the investigation in Leiyang. Zhang Fei
gained enormous popularity among the audience with such uncontrollable impromptu feats and a
disposition of defiance. In fact, this demonstrates that in pinghua, Zhang Fei reflects a common

expectation of the haohan image that resembles the characteristics of a masculine warrior from
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popular culture. On the contrary, in tongsu yanyi, the character Zhang Fei does not present much
change or transformation from that of pinghua; he is still ferocious and violent. However, Liu
Bei and other wen-dominated masculine characters restrain and rein Zhang Fei through the

invocation of dayi K%, which is to serve social justice for the greater good, rather than for

personal interests. In tongsu yanyi, each time Zhang Fei attempts to resolve a problem with his
physicality, Liu Bei or another wen-masculine character presents himself to halt him from his
action. When juxtaposing the two Zhang Fei characters, tongsu yanyi presents a wu-masculine
model that is tamed from his disposition of defiance. As a matter of fact, the reconstructed

narrative reflects a compromised model of the wu, in order to portray the wen as hegemonic.

Failed haohan Lii Bu and the “Double Snare” 2!

In this part of the chapter, I examine the series of events entitled the “Double Snare 571
#IRET,” also known as “The Beauty Trap 32 A 51 in both pinghua and tongsu yanyi. The
juxtaposition of two versions of the same scene illustrates the transformation of a different type
of wu-masculinity from the plain narrative to the reconstructed narrative, which will also
demonstrate the transformation of the wu-dominated and desire-driven masculine model
represented by Lii Bu between the Yuan and mid-Ming periods. These two versions of the

“Double Snare” ruse involve a different ~aohan character modeled by Lii Bu, a wen character

Wang Yun T 7, the beauty Diao Chan $72§&, and Dong Zhuo & 5.

As mentioned previously, in my perspective, Lii Bu is not a typical haohan model like

Zhang Fei in both pinghua and tongsu yanyi. Lii Bu possesses supreme military prowess similar

21 The translated title “Double Snare” is from Moss Roberts’ Three Kingdoms. Hu Ying translates it as “double
intrigue” instead. Wilt Idema and Stephen West title the related scenario in pinghua as “Diao Chan.”
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to Zhang Fei, yet as Huang notes, he fails to display some of the common positive attributes of a
typical haohan. Moreover, Lii Bu also lacks several of the common attributes of the typical
popular warrior archetypes that Shelley Chang lists in her book History and Legend (Chang 81).
From Hinsch’s haohan elements, as depicted in both pinghua and tongsu yanyi, Lii Bu does not
demonstrate his loyalty towards a specific homo-social group, as he is known for killing two of

his foster fathers or liege lords, Ding Yuan ] Jii and Dong Zhuo & &5.. At the same time, Lii Bu

fails to meet two of the five common warrior attributes Chang describes. In contrast to Zhang

Fei’s triumph, Lii Bu’s failure resembles that of Xiang Yu J5°], the Hegemon-King of the

Western Chu (232202 BCE) and Li Yuanba in Shuo Tang. Lii Bu is not presented as a villain in
either pinghua or tongsu yanyi. Wang Qiancheng considers Lii Bu as a warrior with ordinary and
mediocre talent, capable of despicable conduct, and he sees Lii’s failure in the tumultuous period
as due to his fondness for beauty and his own selfishness (Wang Sanguoyanyi 52-67). Martin
Huang agrees with Wang’s view of Lii Bu’s failure in competing for power with Cao Cao and
Liu Bei (Huang Negotiating 92-95). His failure is attributed to his inability to resist his own
sexual desire, unlike Zhang Fei, who shows little-to-no affection for sex in either pinghua or
fongsu yanyi.

The “Double Snare” ruse scenario is one of the well-known episodes in the Three
Kingdoms story cycle. It may be based on actual historical events, but there is not enough factual
evidence to determine if this actually took place as presented in the narratives, especially the
existence of the historical figure Diao Chan, for whom Hu Ying claims “a flimsy existence” (Hu
102). One of the main components in the “Double Snare” scenario is recorded in the Biographies

of Lii Bu = #fi{# from Chen Shou’s records, which included Lii Bu having a clandestine love

affair with one of Dong Zhuo’s serving maids, after which Lii Bu kills Dong Zhuo, and also
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specifies Wang Yun’s involvement in this series of events (Chen Sanguozhi 100-101). However,

the name Diao Chan was not mentioned in Chen’s historical record. The name Diao Chan $Z#&

may have originated from a misinterpretation or a misreading of the Chinese characters for

“serving maid £4#” in Chen’s Sanguozhi (Wang Sanguo gushi 63-65). The investigation of this

set of events becomes much more complicated due to the circulation and popularity of the

various versions of the story, including pinghua, tongsu yanyi, the Ming period chuangi {3,
Lianhuan Ji #I5EL, and various zaju §EF texts from the Song, Jing, Yuan, and mid-Ming
periods (Wang Sanguo gushi 69-70).

The “Double Snare” ruse begins after Cao Cao “assembles all of the liege lords in the

empire &K N EE%,” after Dong Zhuo moves to Chang’an % in order to flee from the joint

coalition of the liege lords. It concludes with Lii Bu fleeing from Chang’an as Dong Zhuo’s
minions attempt to avenge Dong’s death. In pinghua, the “Double Snare” scenario can be
differentiated into nine individual scenes. On the other hand, in fongsu yanyi, the entire scenario
can be divided into twenty-seven unitary scenes. Wang Lijuan identifies seven essential scenes in
this scenario, while the additional units, two in pinghua, and twenty in fongsu yanyi, can be
considered satellites (Wang Sanguo gushi 125-129).22 Other than such significant differences in
the narrative structure of the same scenario, the changes within the individual units of these
scenes transform the meaning and the social values depicted.

In pinghua, the “Double Snare” scene begins when Wang Yun returns to his residence
after Dong Zhuo’s banquets. Pinghua narrates Dong Zhuo’s lascivious and flirtatious behavior

with the imperial concubines % during this imperial banquet. On the other hand, tongsu yanyi

22 Wang borrows Roland Barthes’ terms “kernel” and “satellites” in her discussion.
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reconstructs the description of Dong Zhuo’s behavior, in which Dong Zhuo orders Lii Bu to

execute the Grand Minister of Public Works &|{f:, Zhang Wen 55, as he accuses Zhang Wen
of conspiring a plot against him with one of the liege lords, Yuan Shu Z={fi. This specific

variation between pinghua and tongsu yanyi establishes a different tone and justification for the
process of annihilating Dong Zhuo from power. The narrative in pinghua sets Dong Zhuo as an
image of a lascivious and barbaric leader who is unable to control his sexual desires and interest
in women. Therefore, Lii’s slaughter of Dong is purely personal vengeance. On the other hand,
in tongsu yanyi, the narration depicts Dong Zhuo as a tyrant who behaves with a cruel rationale
and a suspicious nature, which recasts Lii’s and Wang’s ruse as an attempt to reestablish the Han
imperial power and redivert the political disorder back to its right course of action. With this
specific difference, the annihilation of Dong Zhuo reflects two distinct types of reasoning behind
Wang Yun’s ruse with Lii Bu. In pinghua, the removal of Dong Zhuo reflects how the political
disorder in the Han regime is due to the gender disorder (Huang Negotiating 91). This
interpretation resonates with Sima Zhongxiang’s Karmic Dream at the beginning of the story, as
Dong Zhuo sexually and verbally harasses the imperial consorts, and therefore Dong’s death is
punishment for his lascivious behavior (Records 38). However, tongsu yanyi illustrates Dong
Zhuo’s hegemonic power and his militant tyrannical government, which reveals an anxiety and
worry about the ideological harmonious regime between the ruler and ministers that is based on a
nostalgic sentiment from the Song dynasty of an idealized Mencian utopia of “the Emperor and

scholar-gentry [governing] the realm under the heaven together B+ K36k (Li Xu Vol.

221). Since Dong Zhuo’s ascension to power also reflects how a wu character corrupted this
Mencian political ideology, Dong is annihilated by a ruse plotted by a wen character, Wang Yun,

in order to demonstrate the superiority and domination of the wen over the wu characters.
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This transformation within the “Double Snare” ruse puts a rein on Lii Bu, as Lii Bu is

initially depicted as an invincible warrior in tongsu yanyi, but Diao Chan then redirects Lii Bu

from a villainous beast into a tamed human being. In pinghua, Lii kills Dong because of a

personal insult, as Dong snatches Diao Chan for his sexual desire, which humiliates Lii Bu. This

is because in pinghua, Diao Chan is Lii Bu’s legal wife, and they had been apart for three years

due to Ding Yuan’s | J& military uprising in Lintao &3k county:

Wang Yun went back to his residence and dismounted and sat glumly in a small
courtyard. He told himself that Emperor Xian was weak and powerless; now that Dong
Zhuo had grasped power, the empire was in deep peril. Suddenly he saw a woman
burning incense, remarking that she would not be able to return home and see her
patriarch again. She burned incense and made two bows. Wang Yun said to himself, “I
am troubled by state affairs, but what’s this woman praying for?” He had no other
recourse but to go and ask her, “Why are you burning incense? Tell me the truth.” He
scared Diao Chan so much that she fell quickly to her knees, daring not to hide anything.
She truthfully revealed her feeling, “This humble concubine was originally surnamed
Ren, and my child name was Diao Chan. My patriarch was Lii Bu, but we were separated
at Lintao and haven’t seen each other since. This is why I’'m burning incense.” The prime
minister was overjoyed, “This woman is the one who will bring peace to the Han
empire.” He returned to a hall and summoned Diao Chan, “I will look upon you and treat
you as my own child.” He then gave her gold, pearls, and bolts of silk and sent her on her

way.??

23 In Wilt Idema’s and Stephen West’s translation, they use the word “master” instead of “patriarch.” I reworded the
term to “patriarch,” which I find more appropriate than simply “master.” Furthermore, in Hu Ying’s article, Angling
with Beauty: Two Stories of Women as Narrative Bait in Sanguozhi yanyi, she labels Lii Bu as Diao Chan’s
husband. Therefore, compromising between the two, I used “patriarch” instead.
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This scene is set in Wang Yun’s residence, and Diao Chan recounts her past. This scene also
illustrates the strong motivation and enthusiasm Diao Chan experiences when reuniting with her
patriarch and husband, Lii Bu. In Hu Ying’s article Angling with Beauty: Two Stories of Women
as Narrative Bait in Sanguozhi yanyi, she analyzes Diao Chan’s detailed background in pinghua
and contrasts it with several other Yuan zaju, which results in an ambiguity in the relationships
between Diao Chan, Lii Bu, and Wang Yun in their effort to annihilate Dong (Hu 102-103). In

ancient China, a woman’s sexuality and chastity, or jie £fi, was as important as the Mencian ideal
of righteousness, or yi 5. Hu claims that the value of a woman’s chastity and a man’s

righteousness reflects an investment of valuable time and effort, in order to sustain spotless fame
among their peers and in the eyes of the public (Hu 102-103). In fact, in pinghua, Diao Chan
demonstrates her enthusiasm for reuniting with her husband as a way to maintain her reputation,
and her yi. Diao Chan clearly demonstrates her initiative to maintain her chastity through her
motivation and prayer, as she desires to be reunited with her husband, Lii Bu. Wang Yun does
not appear to reveal his plan to Diao Chan, even though the text indicates that the “prime

minister [Wang Yun] was overjoyed, ‘This woman [Diao Chan] is the one who will bring peace
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to the Han empire 7&K T » [h#7 A 7. Nowhere does the text explicitly mention that Wang

Yun verbalized his feelings or thoughts out loud. Yet, as a member of an elite class and a
scholar, Wang Yun exploits and imposes the innocent Diao Chan into his scheme to fulfill his
own ambition of saving the imperial empire of Han, which is an unrighteous behavior. The
Mencian concept of righteousness rejects destroying the chastity and fidelity of an individual, as
Wang’s behavior in pinghua illustrates the popular perception of the wen-masculinity that is
different from the literati self-identification as a righteous man.

Furthermore, Diao Chan’s background in pinghua provides a legitimate and justifiable
reason for Lii Bu to slay Dong Zhuo. As mentioned earlier, a man is required to preserve his own
fame to be as spotless as possible in order to demonstrate his masculinity and power among his
male peers. According to Bret Hinsch, this practice of avenging humiliation emerged in
antiquity, and has been apparent in a character obsessed with vengeance in the patriarchal society
(Hinsch 32-34). In particular, taking revenge for personal disgrace and shame was highly
glorified, and men in early periods usually avenged the death of their kin or the shame on their
chastity with the most violent acts possible. Stories of vengeance were popularly narrated in
various works of Ming-Qing zhanghui xiaoshuo, such as Shuihu chuan and Jin pingmei, in which

Wu Song 2 kills Pan Jinlian ;%43 and Ximen Qing P59 (in both Shuihu zhuan and Jin

ping mei) to avenge his brother, who was murdered by Pan and Ximen. Avenging personal or
familial death or shame through violence became an act to cleanse one’s reputation in the
imperial period (Hinsch 36).

In order for Lii Bu to avenge his disgrace, Wang Yun plots his “Double Snare” ruse by
presenting Diao Chan to the lascivious Dong Zhuo as a way to shame Lii Bu. This is depicted in

the following:

65



Later that night, Dong Zhuo and Diao Chan drank together. Now Dong Zhuo was a
lecher and a drunk. About two days later, when Lii Bu returned from the Serpentine, he
dismounted at the front of the residence, and his eight strong generals all scattered. Later
that night, the Marquis of Wen heard the sounds of music tinkling and ringing in the
residence, and he asked his attendants why it was happening. All of them explained,
“He’s got a woman from the prime minister; it’s that Diao Chan!” Lii Bu was greatly
shaken and walked to a place underneath the gallery corridor, but there was no way he
could see inside. Suddenly he saw Diao Chan push aside the curtain and come out. Lii Bu
was incensed and asked, “Where is that miscreant?” “He’s already drunk,” replied Diao
Chan. Lii Bu raised his sword and went into the hall, where he saw Dong Zhuo snoring
like thunder, lying there like a mountain of flesh, and cursed him, “You, miscreant, you
have no morals!” A single swipe of the sword cut his neck, and the fresh blood spurted

out. He stabbed Dong Zhuo, who then died.
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In this scene, Lii Bu discovers that Diao Chan is in Dong Zhuo’s chamber. He immediately

avenges his shame in force without any hesitation. Lii Bu’s hasty reaction reflects his naive

intuition that derives from innate passion, or the inner heart, which is similar to Zhang Fei as

mentioned in the previous discussion on the concept of shuaixing, or Li Zhi’s “Child-Hearted
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Mind” theory. In fact, Lii Bu’s murder of Dong Zhuo signifies his ging, or his anger that had
taken control of his composure. Furthermore, his slaughter of Dong Zhuo is foreshadowed in
Lii’s first appearance in pinghua, when Lii Bu is captured by hundreds of soldiers as he attempts
to run away after killing the Prime Minister, Ding Yuan. One of the servants from Ding’s

household claims Lii killed Ding Yuan in order to take possession of the Red Harrier 75 72 5.

However, Lii denies this claim:
“I did not kill my master because of the horse.” Bu went on, “Over a long period of time
my master [Ding Yuan] constantly shamed me. That’s why I killed Prime Minister
Ding.”
EfiaHE s PIERERES - MMH Y TEEREAEEHR - DU T T REEE -
| (Records 31)

Lii’s murders of Dong Zhuo and Ding Yuan in pinghua are to avenge his personal shame, which
demonstrates a disposition similar to Zhang Fei’s masculine identity and haohan character.
However, the literati-ized “Double Snare” reconstructs Lii Bu’s and Diao Chan’s
relationship, and their motives are different from those in pinghua. In tongsu yanyi, the slaughter
of Dong Zhuo is due to the wrath of a warrior attempting to restore authority to the emperor, and
for the greater good, instead of any personal interests. First, it begins with Dong Zhuo’s
tyrannical behavior during the banquet before Wang Yun overheard Diao Chan’s “moan and
sigh” in the garden. In pinghua, Dong Zhuo acts flirtatiously with the imperial consorts during
the banquet the night prior. However, fongsu yanyi omits Dong’s lascivious behavior with the
imperial consorts. The narrative redefines Dong as a brutal tyrant with a suspicious nature, who

executes Zhang Wen and his family because of a suspicion that Zhang is conspiring against him:
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Few days ago, the Grand Astrologer reported to Dong Zhuo, “Darkness covers the sky,
calamity upon the ministers.” Dong Zhuo convened the officials in front of the
ceremonial platform. The assembly was seated in two long rows according to rank. As
the wine was going round, Lii Bu stepped over to Dong Zhuo and whispered a few words.
“So that’s how it is!” said Dong Zhuo, smiling, and he had Lii Bu haul out the minister of
public works, Zhang Wen by the head. The other officials paled. Zhuo said, “Yesterday,
the Grand Astrologer said there is calamity upon the ministers, so the prediction falls on
him.” After a few moments a servant came back in, carrying Zhang Wen’s head on a red
platter. Dong Zhuo commanded Lii Bu for a round of wine, with Zhang Wen’s head
circulated in the faces of the officials. The officials were frightened into docility. Dong
Zhuo laughed at the terrified assembly, saying, “Nothing to fear, my lords. My son
Fengxian [Lii Bu], came upon a letter Yuan Shu had written to Zhang Wen. The two were
conspiring against me. Therefore, he was executed and exterminated his families. As long
as you all serve me well, I won’t annihilate them. I, blessed by heaven, those attempt to

do me wrong will fail.” The officials chimed obsequiously. With that, the banquet ended.
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Dong Zhuo’s claim to be “blessed by the heaven & K{fH 2 N repositions Dong Zhuo from a

miscreant in pinghua to a tyrant and a usurper who threatens the throne of the Han house. Later

on, Dong Zhuo is lured into leaving his safehouse, the castle of Meiwu Jg[15, under the pretense

that the Emperor Xian of Han intends to abdicate the throne and pass it on to him. Therefore, the
tone of the narrative switches from a personal feud between a miscreant and a wu character, to a
grandiose ruse to save the legitimacy and autonomy of the imperial court.

The concern for legitimacy is constantly restated throughout the scenario, in which
slaughtering Dong Zhuo is the only way to preserve the legitimacy and lineage of the Han house.
In the following scene, when Wang Yun eavesdrops on Diao Chan’s “moan and sigh,” the theme
of saving the Han house is reinstated:

Minister of the Interior Wang Yun returned home despondent over the day’s events. He

was strolling in his garden and gazed at the sky. His eyes filled with tears as he stopped

by a rose trellis. In the silence, he heard moans and sighs near the Peony Pavilion.

Moving over in stealth, he discovered the singing girl Diao Chan, a child he had taken

into his residence when she was young. Yun deemed she is a smart one, therefore trained

her in the arts of dance and song, string and pipe instruments, and she learned all forms of
arts among the three teachings and the nine strata. She was now eighteen and possessed
unearthly beauty and skills. Wang Yun regarded her as his own daughter. On this very
night, after listening a good while, Wang Yun called her to him. “Wretched girl, is there
someone you pine for?” he asked sharply. Diao Chan dropped to her knees in front of

Yun and replied in a serious tone, “Would this humble maid dare?” “Then why,” Wang

Yun continued, “are you sighing here deep into the night?” “Allow me to open my
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innermost thoughts to you,” the girl replied. “Keep nothing back,” Wang Yun said. “Tell
me the whole truth.”

“My lord,” Diao Chan began, “I am obliged to you for your unstinting, for having me
instructed in the arts of music and dancing, raising me when I was a child, never treating
me like a servant or a maid, and for treating me with the utmost kindness and generosity.
No sacrifice on my part could repay even one ten-thousandth of what I owe you. Recently
you have been looking terribly sad, as if burdened by some great affair of state, but how
could I inquire into such matters? This evening again I saw you pacing uneasily, and it
brought a sigh to my lips. I never thought my lord would take notice. But if there is any
way I can serve you, I would welcome death ten thousand times before declining.”

At these words, Wang Yun struck the ground with his walking stick and cried out, “It
never occurred to me that you could be the one to save the Han! Come with me to the
gallery of murals.” Diao Chan followed Wang Yun to the room. Impatiently, he
dismissed the waiting maids and servants and conducted Diao Chan to a seat in the
middle. Then he touched his head and hands to the floor in front of her. At once, Diao
Chan prostrated herself in astonishment. “My lord,” she said, “what is the meaning of
this?” “Having pity,” said Wang Yun pleaded, weeping openly, “on those who live under
the Han!” “I can only repeat what I have just said,” the girl replied. “Ten thousand deaths
would not deter me from doing whatever it is you wish me to do.” “The common folk,”
Wang Yun went on, still kneeling, “are in dire peril. The sovereign and his officials are
balanced on the edge of disaster. You may be the only one who can save us. Here is how
matters stand: the traitor Dong Zhuo is preparing to seize the throne, and our civil and

military officials have no means to prevent him. Now then, Dong Zhuo has an adopted
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son, Lii Bu, a man of extraordinary courage and might, but, like his stepfather, a slave to
his passions. I would like to catch them in a double snare by first promising you in
marriage to Lii Bu and then offering you to Dong Zhuo, this putting you in a perfect
position to turn them against one another. Drive Lii Bu to kill Dong Zhuo, and you will
have eliminated a great evil, stabilized the dynastic shrines, and restored our ruling house.
It lies in your power. But are you willing?”

“I have already agreed to serve,” said Diao Chan. “I am eager to be presented to them.
Leave all the rest to me.” “If this gets out,” Wang Yun cautioned her, “my house will be
destroyed.” “Have no fear, my lord,” she said. “No worry, if I cannot live up to my duty,
may I die by ten thousand cuts, and wouldn’t live as a human through all my reincarnated

life.” Wang Yun saluted her in gratitude.
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In this scene, there are two major changes from pinghua. First, Diao Chan’s biography is
reconstructed from Lii Bu’s missing wife to Wang Yun’s “singing girl,” whom Wang treats like
his own daughter. This altered form of Diao Chan’s biography eliminates Lii Bu’s rage for
personal vengeance, which contradicts the scene in pinghua where Dong Zhuo takes possession
of his wife. Secondly, Diao Chan reemphasizes her acknowledgement of Wang Yun’s scheme.
Her recognition of the ruse demonstrates her attempt to sacrifice her own chastity for the sake of
a noble cause. Hu Ying suggests this behavior reveals her moral ambiguity in this specific scene,
since female chastity is often compared to the male ideal behavior of righteousness, or yi, as
losing her chastity is often compared to the loss of one’s life (Hu Angling 102). In fact, Diao
Chan’s acknowledgement and her compromise with Wang Yun’s ruse reshapes the plot from a

man avenging the shame of his personal disgrace, as illustrated in pinghua when Dong Zhuo

flirts with the imperial consort, to one intended to reestablish the Han authority by eliminating
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the usurper. However, it is unclear whether Diao Chan’s acknowledgement of Wang’s scheme to
both Lii and Dong in pinghua, and Diao Chan’s status as a singing girl, both delegitimize Lii
Bu’s killing of Dong. Hence, Diao Chan acts as bait for both Dong and Lii in Wang Yun’s ruse,
whereas in the course of the “Double Snare,” Diao Chan becomes Lii Bu’s restrainer, as Lii
comes under the influence of both Diao Chan and Wang Yun.

Lii Bu’s emotion, or ging, is constantly contained throughout the course of the “Double
Snare” scenario in fongsu yanyi, in which both Wang Yun and Diao Chan act as the restraint on
Lii Bu’s autonomy. Martin Huang believes that the novelist who compiled tongsu yanyi

emphasized Lii Bu’s vulnerability to nuse 2., or “beauty and sex,” which caused his downfall

(Huang Negotiating 93). Huang’s claim illustrates how Wang Yun and Diao Chan serve as an
important element in re-reining and delimiting Lii’s aggression and volcanic temper, which
resembles how Liu Bei reins Zhang Fei, as Lii Bu changes from the free-reined disposition in
pinghua to tongsu yanyi’s contained composure. In fongsu yanyi, after Lii Bu discovers that Diao
Chan became Dong Zhuo’s mistress, Lii Bu does not behave as he does in pinghua. However, he
cautiously communicates with Diao Chan, and Diao Chan purposely worships Lii Bu as a
yingxiong, or a hero. Lii Bu replies to Diao Chan’s claim of yingxiong and tells her that he will
save Diao Chan from Dong Zhuo, the tyrannical ruler and villain. When Dong Zhuo sees Lii Bu

and Diao Chan cuddling in the garden at the Phoenix Pavilion JEl{# ==, a brawl erupts between

Lii Bu and Dong Zhuo. Instead of acting in rage, Lii Bu flees from Dong Zhuo. In this particular
scene at the Phoenix Pavilion, Huang considers Diao Chan’s and Lii Bu’s claim that Lii is a
yingxiong “is discredited precisely because of his insistence that being able to get the woman he
loves is a hallmark of manhood.” In other words, Huang claims Lii Bu discredited the term

yingxiong when he states that “being able to get the woman he loves” disregards the concerns of
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the honor culture system (Huang Negotiating 94). However, Hinsch’s and Cheng’s investigation
of the haohan?# and the attributes of popular warriors accords with Wang Yun’s conversation
later in the scenario, in which Lii Bu does not attempt to claim to be a yingxiong simply for being
able to get the woman he loves, saving the helpless Diao Chan, as she is being captured by the
evil tyrant. In this scenario, Lii Bu attempts to refute and cleanse his disgrace that he incurred at
the moment, since Wang Yun gifts Diao Chan to him in the first place. From Hinsch’s depiction
of the Chinese honor culture, despite being considered a masculine warrior, Lii Bu lacked the
power to protect his own possession, which became a disgrace to his manhood (Hinsch 34-38).
Therefore, Lii Bu’s slaughtering of Dong Zhuo to repossess Diao Chan is a process to cleanse his
disgrace as a yingxiong.

Lii’s hesitance in his encounter with Dong Zhuo in the Phoenix Pavilion signifies that
part of his wu-masculinity is emasculated in this reconstructed narrative. This interpretation
contrasts with the scene from pinghua in which Lii Bu acts without any reluctance in expressing
his own rage and immediately decapitates Dong. Following the scene at the Phoenix Pavilion,

one of Dong Zhuo’s sons-in-law and his main adviser, Li Ru Z2{&, proposes to present Diao
g prop p

Chan to Lii Bu in order to retain Lii Bu in Dong Zhuo’s camp.?® However, Dong refuses this idea
and brings Diao Chan with him to his newly built castle, Meiwu. Later, after Lii watches Diao
Chan and Dong Zhuo go off to the capital city Chang’an on their way to Meiwu, Wang Yun
meets Lii Bu on the street. The following scene depicts their conversation:

Lii Bu returned with Wang Yun, who ushered him into a private room. Given wine and

treated cordially, Lii Bu’s anger turned to rage. “Then the preceptor has violated my

24 This investigation is mentioned previously in the discussion of Zhang Fei.

25 There are no historical records that confirm Li Ru is Dong Zhuo’s son-in-law. Most of the scholars believe the
novelist fabricates this relationship in order to demonstrate Li Ru and Dong Zhuo have a closer-than-normal
relationship.
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daughter!” responded Wang Yun, “and snatched your wife. We stand shamed and
mocked before the world. He is not mocked—only you and I. I am nothing but a useless
old man, and I suppose I will have to swallow the insult. What a pity, though, for you,
General—for a hero, head and shoulders above them all, to suffer such disgrace!” Lii
Bu’s anger could have lifted him to the heavens, as he fell to the ground. Yun hastily
succored the fainted general. “I should never have said what I did,” Wang Yun said
immediately. “Please compose yourself.” “The villain’s life will clear my name,” Lii Bu
shouted. “Do not say so, General,” Wang Yun admonished, hastily touching Lii Bu’s
mouth. “I’m afraid I shall be implicated.” “As a man of honor standing before Heaven
and earth,” Lii Bu went on, “I will not be his underling forever.”

“A man with your abilities,” Wang Yun agreed, “should not be subject to the authority of
someone like Preceptor Dong.” “I would love to be rid of the old villain,” confided Lii
Bu, “but history would brand me an unfilial son.” Smiling faintly, Wang Yun said, “You
are a Lii. He is a Dong. Where was his fatherly feeling when he threw that halberd?” Lii
Bu’s temper flared again. “I nearly overlooked that!” he cried. “Thank you for reminding
me.” As his suggestions took hold, Wang Yun continued working on Lii Bu: “Your
service to the Han will secure your reputation for loyalty, and historians will preserve
your good name for posterity. But support for Dong Zhuo is disloyal and will earn you an
eternity of condemnation.” Lii Bu shifted off his seat bowed to the ground to show his
respect. “My mind is made up,” said Lii Bu. “Do not doubt it.” “But failure means
disaster,” Wang Yun cautioned. With his knife, Bu pricked blood from his arm to seal his
pledge. In response Wang Yun dropped to his knees and said, “Your gracious favor

enables the temple services for the four hundred years of Han to continue. The Emperor
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already had an edict, General, you should possess it, and you must disclose nothing. A
plan of action will be ready in due time, and you will be informed.” Lii Bu assented and

took his leave.
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In this scene, Wang Yun reiterates the yingxiong concept once again with Lii Bu, which

resonates with Diao Chan’s message at the Phoenix Pavilion. Wang claims Dong’s violation and

possession of Diao Chan have shamed both Wang’s and Lii’s reputation. The shame on Wang,

who he claims “will have to swallow the insult” on his own, and “for a hero [yingxiong], head

and shoulders above them all” will have to “suffer such disgrace,” reflects how his honor will be
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defiled upon this disgrace. Wang Yun uses the honor culture as a tool to abduct Lii Bu as his ally
to annihilate Dong Zhuo with a legitimate reason behind it: not the woman to whom he is
sexually attracted, but the legitimacy of the Han throne. In fact, as Wang Yun points out within
this conversation, the historian will preserve his fame and honor for posterity. Therefore, the
motive behind Lii Bu’s elimination of Dong Zhuo is not simply to preserve Lii’s yingxiong
identity, but is also an aspiration to retrieve his honor and affirmation among the homo-social
convention previously mentioned in the discussion about masculine peer appreciation, both in
history and society.

Juxtaposing Lii Bu from pinghua with Lii Bu from tongsu yanyi, his haohan image is
reconstructed in fongsu yanyi to portray an image of a tragic warrior who fails his career due to
his sexual vulnerability. This reconstruction of Lii Bu’s image in tongsu yanyi within the
“Double Snare” scenario emasculates Lii Bu from the martial prowess and volcanic temper
qualities of a typical haohan character, into a vile and heel-dragging wu character. This
emasculation mirrors the reconstruction of Zhang Fei in tongsu yanyi, where a suppression of his
martial prowess and an attempt to restrain—and even to tame—the wu model are evident. In fact,
as mentioned previously, the wu masculinity is mainly related to martial characters. Pinghua
depicts Lii Bu’s characteristics and attributes as similar to those of Zhang Fei. They both have
similar volcanic tempers that manifest as they tend to behave violently. In pinghua, Zhang Fei
acts immediately to avenge his sworn brother, Liu Bei, as he punches Duan Gui, assassinates the
county prefect, and bastinadoes the Inspector General. Also in pinghua, Lii Bu illustrates a
similar reaction to Zhang Fei’s, when he acts to sustain his own honor and fame. He kills his
previous superior Ding Yuan because Ding shames Lii, and similarly, he kills Dong because

Dong snatched his wife, Diao Chan. In tongsu yanyi, Lii Bu’s temper and disposition are tamed
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and contained, just like Zhang Fei’s. Liu Bei and the mutual concern for societal justice for the
greater good reins Zhang Fei in fongsu yanyi, whereas Lii Bu’s character is reconstructed as
someone without any sense of moral fiber, who will kill for his own personal desire or yu, such
as his desire for climbing the social ladder, wealth, and beauty, all of which emasculate Lii’s
manhood in the popular reading of pinghua. Furthermore, Lii’s hesitance in fongsu yanyi exposes
his reconstructed character to manipulation from others, such as Li Su and Wang Yun, both of
whom are wen characters who act as an amplifier of Lii. Overall, the juxtaposition between Lii
Bu in pinghua and tongsu yanyi reveals the process of reconstructing and combining the wu-
masculine image from the plain narratives and literati-ized novels in the Ming period, as the
literati took an important position in rewriting and retelling the history in the form of zhanghui

xiaoshuo.

Some remarks on Liu Bei

The typical image of Liu Bei is that of an idealized ruler and a benevolent leader in the
feudal society, who possesses a status similar to the legendary sage-kings from the Chinese
antiquity, such as Yao £%, Shun %%, and Yu &. In Huang Jun’s &5$5 and Jiang Weiming f 4
HBH’s articles collected in Sanguo yanyi yanjiu ji —[B]/EZMH5T 5, both note Liu Bei’s “Mencian
idea of [a] benevolent ruler” and personalities who win approbation from a wide range of
audiences, from the elite classes and aristocrats, the literati community and the gentry class, and
from the popular culture who learned about Liu Bei from storytellers and theater performances
(vanjiu ji 35-38, 194-196). In fact, the romanticizing image of Liu Bei and his kingdom took
place as early as the fourth century, resulting from the fall of the newly established dynasty, the

Western Jin /5%, after the unification of the Three Kingdoms and at the beginning of the
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Uprising of the Five Barbarians 71 #H#L#£ (Shen 30). Simon Shen believes the romanticized and

transfigured images of Liu Bei and his regime were mixtures of interpretations from the high
culture and the popular culture, both of which contributed to a fantasy and desire for national
unity (Shen 29). This sensation of mixed representations from high and popular cultures also
contributes to the romanticization of Liu Bei and his kingdom, and coordinates with Shelley
Cheng’s conclusion that the “writers of historical novels acted as mediators between the elite and
the popular cultures,” which “[opened] the door to the influence of the folk stream in literature”
(Cheng 181). This means the image of Liu Bei and his subordinates in tongsu yanyi represents an
amalgamated imagination of the ideal leader and his idealized ministers who will lead them out
of their suffering, which may contribute to a nostalgic sentiment for the Song dynasty as an
idealized Mencian utopia in the post-Yuan period after the early Ming manipulation of
Confucian curriculum. This concept is discussed in a forthcoming section.

In this section, I discuss the transformation of Liu Bei, from a skillful warrior to an

incompetent leader, whom Kim Moonkyong and Shen Bojun J;{H{£ label in terms of someone
who only knows how to flee 7k and weep 58 (Kim 89, 140-141; Shen 51-53). Kim and Shen’s

labels of Liu Bei reflect an emasculation that took place while textualizing the story in pinghua
and fongsu yanyi. Sanguo scholars, such as Shen Bojun, Kim Moonkyong, and Zhou Siyuan,
show their deep interest in Liu Bei’s weeping. For example, the image of Liu Bei crying in
various scenes from dramas to novels is considered an essential character of Liu Bei to ascend
from a vagrant, then later become one of the three political leaders at the end of the tumultuous
Han period. The depiction of Liu’s weeping molds him into a character that is always
compassionate toward others, especially for his followers, which is a symbolic reference for a

benevolent ruler, an idealized ruler in Mencian ideology. These qualities of weeping and
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compassion become an integral element of a leader in a homo-social group within the Ming-Qing

zhanghui xiaoshuo; in similarity, Song Jiang 7, T. weeps in Shuihu chuan and Xuanzang 2.2,

or the Tang Monk weeps in Xiyouji. The weeping affect emasculates Liu Bei, who surrounds
himself with a group of characters who are mesomorphs with expertise in martial prowess, such
as Zhang Fei, Guan Yu, and Zhao Yun. Kim Moonkyong claims that if Liu Bei was illustrated as
physically strong and skillful like Zhang Fei and Guan Yu, then Liu Bei would not be as
distinctive as he is in the Three Kingdoms story (Kim 140-141). Moreover, Liu Bei’s weeping
also reflects his incompetence in martial skills and cultural attainment, which not only signifies
his emasculation, but also reflects how this emasculated quality is essential in taming and
containing the masculine and defiant beast, such as Zhang Fei. This can be seen in Xiyouji and
Shuihu zhuan, in which Xuanzang and Song Jiang are able to contain and manage their inferior
mesomorphic and martial prowess. In fact, throughout the story cycle, Liu Bei rarely draws his
weapon in the battlefield. Therefore, the emasculation of Liu Bei reflects a Yuan-Ming period
fantasy that a fragile leader who is incompetent in martial skills holds a superior and dominant
position over those that are physically strong characters.

As aruler and an elder brother among the Peach Garden fraternity, Liu Bei indeed
possesses a salient characteristic, with his weeping affect and his incompetence. Aesthetically,
Liu Bei’s weeping contributes to the more prominent wu characters in the story, such as Zhang
Fei and Guan Yu. Furthermore, Liu Bei’s incompetence in military skills or governance attracts
those who are competent and willing to serve under him for a chance to fulfill their ambition,

such as Zhuge Liang and Pang Tong. This interpretation derives from the yin-yang 2[5 concept
from the Book of Changes 5,4%, which reads, “When all the lines are nines, it means there

appears a flight of dragons without heads.” This suggests that their leader hides his superior
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strength in order to lead others into the changing process, which transforms from the Qian §7
hexagram into the Kun 3 hexagram (Wilhelm 10). It is the yin, or the Kun, that leads a fleet of

yang, or the Qian hexagram. The yin refers to the feminine power or negative, while the yang

means positive or the masculine power. As a matter of fact, Hu Shi &if7# believes the term of
Confucianism, or ru {3, tends to reflect the soft and feminine, as the character for ru was
interchangeable with the Chinese character for nuo {3 (timid) or ruan #i (soft) at the emergence

of Confucianism during the Spring and Autumn period, which was from approximately 771 to
476 BCE. Following Hu Shi’s thoughts, Martin Huang asserts that this notion of newly
materialized manhood at the time de-emphasizes martial prowess in the macho manhood, into a
mild gentleman who emphasizes the cultivation of culture (Huang Negotiating 18).

However, the reduction of manliness does not make Liu Bei less manly in contrast with

others. In fact, following Sima Qian’s |8 claim, Huang indicates that even with the physical

mutilation of a man, the manliness of his character would still manifest (Huang Negotiating 21-
23). Huang demonstrates his theory through Sima Qian’s writings, as Sima compared his own
experience as a castrato with Confucius’s traumatic setbacks. Confucius failed to persuade any
ruler to engage his services as a result of masculine dysfunction, which is recorded in Sima

Qian’s letter to his friend Ren An {£ZZ, known as “Bao Ren Shaoqin shu #{f-/D[lIZE,” as well
as in Sima Qian’s historical work Shiji 220, or The Grand Historian. Sima Qian implies that he

himself was in the same situation as Confucius, and describes that when he was physically
mutilated, he expunged this shame through writings and used them as an attempt to restore his
manliness, which resulted in becoming even more masculine than before (Huang Negotiating 22-

23). Therefore, in theory, Liu Bei’s emasculation in the novel does not reduce his manliness, and
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yet the emasculation validates his masculinity to compete with other ruler models within the
Three Kingdoms story cycle. Liu Bei’s androgyny helps him gain the services of the various
models of character with competent abilities throughout the story, especially in tongsu yanyi.
The image of an androgynous Liu Bei undergoes several changes between pinghua and
tongsu yanyi. Liu Bei’s changes take place due to his ambition and his attitude towards his
relationship with his followers. For example, after Cao Cao captures Xuzhou from Liu Bei in
pinghua, he cries and weeps due to Zhang Fei’s and Guan Yu’s betrayal of their oath, as Guan
offers his services to Cao Cao with Liu Bei’s family under his guardianship (Idema Records 60).
His weeping in sorrow illustrates an emotional setback to his alliance and his sentimental
attachment to his sworn brothers. On the other hand, Liu Bei does not weep after Cao Cao’s
army seizes Xiapi and Xuzhou in fongsu yanyi. In fact, Liu Bei cries in anxiety after he receives
the disappointing news from Sun Qian that Yuan Shao has refused to send any soldiers to aid Liu
Bei in defending against Cao Cao’s massive army. As depicted in tongsu yanyi, this cry signifies
Liu Bei’s anxiety and worry about the fall of his merit and his failure to save the people from the
villainous Chancellor Cao Cao, instead of the loss of his sworn brothers. Therefore, in
accordance with Sima Qian’s theory, Liu Bei’s weeping in tongsu yanyi legitimizes his ambition
and compassion for the people, which helps re-establish his manhood through minimizing his

manliness to stand out among the macho characters.

Conclusion
The process of rewriting official history into a zhanghui xiaoshuo involves a gradual
process of remolding and reconstructing the collective models of masculinity in late imperial

China. In this chapter, the investigation and examination of the wu-dominated haohan figures
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that possess ultimate martial skills in both pinghua and tongsu yanyi reveals a gradual shift and
compromise in these martial characters from the folk narrative to the reconstructed narratives.
Juxtaposing both textual works with one another illuminates the restraining of Zhang Fei, Lii Bu,
and other similar characters to become docile warriors with a tamed temperament.

The shift of Zhang Fei from pinghua to tongsu yanyi signifies an abstention that was
promoted by the literati circle. This shift also reflects the de-masculinization and suppression of
the wu-mentality, which includes military skill sets and individual physical strength. As
mentioned in the beginning of this section, the character Zhang Fei reflects the base of the
typical haohan character. With Zhang’s background from a class lower than the gentry, he
possesses incredible physical strength, demonstrates loyalty to his fraternity, and glorifies
vengeance, which allows Zhang’s story to resonate with the general audience. Furthermore,
Zhang demonstrates impulsive and unruly behavior that reflects a child-like mentality, and a
disposition of defiance without a sense of self-restraint. As depicted in the plain narrative, each
of his behaviors and qualities reflect the expected attributes of the collective image of wu-
masculine warriors in the folk culture. In fact, Zhang’s unruly behaviors and defiant disposition
in pinghua, which were highly praised by the general audience at the time, were either
eliminated or reconstructed in the literati-ized tongsu yanyi. The elimination of Zhang Fei’s
impromptu and unmanageable temperament in tongsu yanyi not only de-masculinizes Zhang Fei,
but also de-masculinizes the haohan archetype and other wu masculine characters the zhanghui
xiaoshuo. Deleting Zhang Fei’s punch of Duan Gui removes the impromptu uses of violence
against social injustice and political disorders, and it also reconstructs Zhang Fei’s image from
an impulsive “loose cannon” to a martial character with a controllable mode. Furthermore, these

impromptu behaviors also emasculate Liu Bei as a competent and masculine leader, due to his
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inability to subdue Zhang’s military power, and contribute to Liu Bei being identified as a
powerless but ambitious political symbol. In fact, removing certain scenes and details in fongsu
yanyi that originated in pinghua, such as Zhang Fei’s spontaneous and boisterous behaviors, was
not the only approach intended to limit the ~aohan archetype’s martial prowess and the wu-
dominated masculine models.

In fongsu yanyi, “reins,” or external restraints, are imposed on Zhang Fei by altering the
certain scenes in order to contain the ~aohan character of uninhibited masculinity. Zhang Fei’s
haohan character falls victim to its social position in competition with other masculine characters
in the literati-ized Three Kingdoms story. Besides, Zhang Fei’s physical strength and
impulsiveness in fongsu yanyi are an embodiment of the Neo-Confucian concept of man’s innate
desire, shuaixing, yu, and ging. Moreover, wen-masculine characters such as Sun Qian, Zhuge
Liang, and Wang Yun, who are scholars and advisers, act as a restraint to tame the man’s innate
desire. This metaphor suggests the need to restrain those “who had [freely abused their power] in
flagrant disregard of the Confucian sense of social responsibility” (Hegel 17" Century 105).
Therefore, Zhang Fei in pinghua is transformed from the astonishing, rein-free warrior character,
or the “true man” according to Martin Huang, to a tamed warrior in tongsu yanyi. As exemplified
by Zhang Fei’s case, this process of reining in the innate desire signifies an attempt to restrain
Zhang Fei’s defiant disposition in the reconstructed narratives, since these behaviors had mainly
derived from the popular pinghua.

Zhang Fei is not the only wu character who is reconstructed to restrain his masculine
characteristics. Lii Bu is also reconstructed into an invincible warrior, such that even Zhang Fei
cannot overpower him without the assistance of his two sworn brothers. Lii becomes a desire-

driven beast without any moral fiber, who only considers his own personal interests and is unable
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to control himself. Lii Bu’s alteration, however, is different from Zhang’s, since Zhang Fei is
controlled and reined in by Liu Bei and Liu’s advisers. Lii Bu is instead amplified and
manipulated by the gentry-officials, such as Li Su and Wang Yun, who alter Lii Bu’s character
from a typical warrior character trying to cleanse his disgraces as depicted in pinghua, to a vile
character who is completely driven by his own desire. In fongsu yanyi, when compared with
Zhang Fei, Ll Bu is an anti-haohan character, since he lacks proper restraints and is constantly
driven by his desire for wealth, social recognition, and sex. This reconstruction of Lii Bu’s
character suggests what Robert Hegel determined when he said “novelists used their writing
brushes to castigate” those who abused power and neglected their Confucian social responsibility
(Hegel 17" Century 105). After all, the dissimilarities in the two narratives reflect the

compromise and integration of the wu-masculinities in the literary culture with folk traditions.
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Chapter Two

Zhuge Liang: Reconstruction of the Scholar Image

86



The Boulders of Eight-Array Formation
His accomplishments shined across the tripartite kingdom.
His stature fully grown from the design of the Eight-Array Formation;
The ruined boulders still stand in the unceasing flow of the river.
His eternal grief deviates after the failure in the conquest of Wu.

- Du Fu?®

J\ P [
h&E=I7E] - 2R \FEE -
LaaAE - BIRAESR -
- HH
The poem “The Boulders of Eight-Array Formation /\ JH[&]” was written by Du Fu f+F
while he was observing piles of boulders that were standing in the Yangzi River 51T, after he
moved to Kuizhou ZE || during the summer in the first year of Dali X f& (766 AD).2” According

to legends, these ruined boulders were the remains of the Eight-Unit Formation that were

constructed by the legendary strategist and the Chancellor of Shu %&jfH during the period of the
Three Kingdoms. In this poem, Du Fu lauds and praises the accomplishments of Zhuge Liang 5%
552, Zhuge was a talented, renowned strategist, and the Chancellor of Shu during the Three

Kingdoms period. Du Fu commends Zhuge Liang, not only in this poem, but also in his

26 T have taken the opportunity to retranslate Du Fu’s poem, “Bazhentu.” There are several English translations, including those
by A.R. Davis and Hoyt Cleveland Tillman. I specifically believe that Zhuge Liang is not only grieving the loss of the battle of
Yiling 55[% 7 B, he also grieves his inability to stop Liu Bei’s attempt to conquer Wu, his failure in halting Guan Yu’s military
operation in Jingzhou /I, and Zhuge’s long-term strategy to restore the House of Han. Furthermore, Zhuge Liang’s grief also
echoes that of Du Fu, due to failing to persuade the Tang Emperor to focus on government issues and restore the power of the
central government. The last sentence coordinates two sorrows from various time periods. I have therefore chosen the word
“eternal” instead of “testament of grief” from Tillman’s translation.

27 Kuizhou [ went by the name of Baidicheng [F 773 during the Tang Dynasty. According to Sanguozhi, or the Records of
the Three Kingdoms, the First Emperor of Shu-Han Kingdom, Liu Bei, died here (Chen Sanguozhi 403).
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numerous literary works. In fact, this trend of praising Zhuge’s competency in governance, his
nearly impeccable military operations, and his loyalty to the Imperial House of Han, continued
from the late Tang period into the Song-Yuan period, and into the modern period. The image of
the Chancellor of Shu was highly praised in the late imperial period as a result of Du Fu’s poetry
in the High Tang period. However, this conventional image of Zhuge Liang, portrayed as a
loyalist, a literary hero, and a scholar-general, was not widely recognized until the Song Dynasty.
Hoyt Cleveland Tillman believes that this trend of praising Zhuge only happened during the late
Tang period, presuming Zhuge Liang was not an idealized hero in China before or during the
Tang period (Tillman Reassessing 297-298). Tillman’s investigation and study of Zhuge Liang
suggests that the literati narrative and depiction of Zhuge did not take shape until Du Fu’s
references during the High Tang period, and was later reshaped in the Ming vernacular literature.

Zhuge Liang is a renowned and cherished scholar character in Chinese history and
literature. His competency in governance and military brilliance, however, were not the only
attributes that determined his fame. Zhuge Liang’s loyalty to his lord and his undeterred will in
the attempt to fulfill his goal, despite the awareness he would not be able to accomplish it,
inspired audiences. These specific characteristics are the essential elements that contributed to
Zhuge Liang’s popularity and admiration by scholars and literati writers throughout late imperial
China.

The focus of this chapter is not on Zhuge Liang’s accomplishments in history and the
fictional narratives, but on the background, the ideological culture, and how the identity of the
literati writers affected the reconstruction of Zhuge Liang’s image during the Ming period. In
fact, Zhuge Liang’s evolution reflects the evolution of the image of wen masculinity from the

Yuan to Ming periods. In this chapter, I examine the evolution of the scholarly image, or the wen
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male characters, by comparing the changes and transformation from pinghua to tongsu yanyi.
The juxtaposition of the Zhuge Liang in both pinghua and tongsu yanyi coherently demonstrates
the evolution and combination of the plebian image of scholar, and the image of the wen-

masculine model reconstructed by the literati writer.

Zhuge Liang, the Scholarly haohan

Among the heroes in the Three Kingdoms story cycle, Zhuge Liang is constantly praised
and admired for his virtues, merits, and sagacity. Furthermore, Zhuge is commended for his
wisdom and scholarly knowledge of the civil ministry. Kam Louie sees him as an exemplar of
the wen ideals in the Three Kingdoms story cycle, which oppose the wu character images
represented by martial heroes and warriors (Louie Theorising 14-15). In particular, Zhuge’s
sagacity received notable comments and criticism from modern scholars. For example, Lu Xun

3] claims that he appears to be more like a sorcerer than the culturally accomplished scholar-

general and civil minister depicted within the novel (Lu Xun A Brief History of Chinese Fiction
120).

However, these high praises of Zhuge’s merit in literary works came primarily from
literati scholars’ historic accounts of Zhuge Liang, whereas the critics’ claim that he acted like a
sorcerer is based on the image recreated and reconstructed in fiction, such as pinghua and tongsu
yanyi. In fact, many scholarly studies on the fictional Zhuge Liang mainly focus on his sorcerer-

like intelligence and his sagacity. For example, as Zhou Siyuan [& )5 points out, there are two

reasons Zhuge Liang is the most noticeable character in the Romance of the Three Kingdoms:
Zhuge’s sorcerer-like intuition, and his devoted loyalty to the Shu-Han Kingdom and Liu Bei

(Zhou 31-44). On one hand, Gu Xuejie BEE2EH investigates how Zhuge’s sagacious intelligence
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and oversight of the overall situation contribute to his reign over his inferiors, especially the
warriors who possessed invulnerable martial skills and physical powers (Sanguo ji 150-154). In
fact, many readers are delighted and deeply affected by Zhuge Liang due to these characteristics,
and share his lifelong sorrow due to his inability to fulfill his own ambition in restoring the Han
court. Even though Zhuge is praised as a scholar who represents the wen ideal, his image in
pinghua is a semi-haohan character, as opposed to a scholar.

In the previous chapter, the discussion of wu masculinity in the Three Kingdoms story

cycle focuses on Zhang Fei 5&7f§ as a character with martial prowess, a mesomorphic

appearance, and impulsive behavior, all of which are attributes of a haohan. Zhuge Liang, on the
other hand, portrays an idealized wen character in the Three Kingdoms story cycle, and acts
differently from Zhang Fei, the wu character. However, Zhuge Liang also possesses several of
the common attributes of a haohan, but in pinghua, he is without some of the salient
characteristics, such as a volcanic temper, excessive eating or drinking habits, incomparable
martial skills, and an uncontrollable desire. Zhuge Liang’s ectomorphic appearance, expertise in
literary works, and his repressed desires contradict the general haohan model, such as Wu Song

A or Lu Zhishen & 2% from Shuihu huan, Li Yuanba 227185 from Shuotang, or Zhang Fei

in the Three Kingdoms. Even though Zhuge may not be fully categorized as a typical haohan, he
still possesses a few essential haohan elements that blurred the lines between a typical highborn
scholar-general and an honor-driven martial warrior in the plain narrative. His loyalty to his
homo-social faction, altruism, and his lack of interest in women all illustrate a degree of
similarity between Zhuge Liang and the wu masculine haohan, or warrior-like characters.

Zhuge Liang’s physical appearance is distinctly different from Zhang Fei’s dark skin, his

face with whiskers like a tiger, and his big, round eyes. These descriptions of Zhang remain
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constant from pinghua to tongsu yanyi. On the other hand, Zhuge’s physical appearance lacks

any similarity to that of a martial character such as Zhang Fei or Lii Bu = 4fi, who had “a

massive presence and a pair of vivifying eyes H&—3 » FEAXFE- - JH HEF” (Luo wenshi
27). Zhuge’s physical appearance transforms over a period of time and continues to be reworked
through a series of texts. Zhuge’s appearance in pinghua is described below.
We must backtrack to explain that Master Zhuge was seated inside his hermitage with
his hands on his knees. A face that seemed freshly powdered and lips as if painted
red—he was not yet thirty and he read his books every day.
ARREEE R - iR AL - A - BOER > FR=M BHES -
(Records 74)

Another description of Zhuge’s appearance emerges when Zhuge and Lu Su &\ attempt to
persuade Zhou Yu & to take the commanding general position in the joint alliance during the
Battle of Chibi 7RE#:

Let’s talk for the moment about Zhuge. He was nine feet, two inches tall and just had

reached thirty. His beard was raven-black and his nails were three inches long. He was

as handsome as could be!
A S RIR ST Fia=4) > BRI  FH =1 FERK -
(Records 90)

In these two descriptions, Zhuge Liang’s physical appearance reflects a “powdered” face,?® red

painted lips, and three-inch long fingernails, all of which are feminine features, in contrast to the

28 The phrase “powdered face [E#1{E#5” originates from Shishuo xinyu, or A New Account of the Tales of the World 125 ¥ =5
14.2, which relates He Yan’s fo] £ fair skin is as white as being powdered. However, in Ming Drama, “powdered face” was
explicitly used to signify a feminine behavior, such as in the seventeenth scene in The Records of Qin-heart or Qinxinji Z=i 350,
which said “man cooks and woman powders {/RE T 5 TBE S 2 #4.”
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dark-skinned, massive, muscular bodies Zhang Fei and Lii Bu possess. Wang Qiancheng T FijfZ

considers how this aesthetic difference between these two type of male characters, Zhang Fei and
Zhuge Liang, illustrated two different standards of aesthetic appreciation for masculine subjects

(Wang 130). One typical appreciation, which Wang calls yanggang 5[], describes the macho-

masculine standard that tends to be associated with a figure having martial or military prowess
and a mesomorphic appearance. On the other hand, the physical appearance of Zhuge Liang

illustrates a yinrou [22% standard according to Wang, which is associated with a figure having a
y g g g g

ectomorphic physique, and being deeply cultivated by scholastic and cultural trainings.
Therefore, Zhuge Liang’s ectomorphic appearance in pinghua reflects an imagined image of the
elite scholars or literati based on the imagined perspective from the plain narrative and the lower-
class population, since Wilt Idema speculates that pinghua originated from common folklore and
popular culture (Idema “Some Remarks™ 93).

This late imperial ectomorphic scholarly depiction of Zhuge Liang in pinghua can be
viewed as a reflection of the literati’s and scholars’ submissive and passive attitude towards the
nomadic reigns during and after the fall of the Song Dynasty. As Harriet Zurndorfer comments,
“the ideal man had become [a] ‘fragile scholar’” under their subjugators (Louie Changing 16).
Furthermore, the feminized image of the sorcerer-like Zhuge Liang echoes the prologue

narration in Sima Zhongxiang’s Karmic Dream =] & {1 HE[2[5, in which Sima Zhongxiang is

a scholarly-like ‘student” who carries books, a sword, and wine, and who later dreamed of
becoming the Lord of the Underworld in the Palace for Avenging Wrongs. According to this

scene described in pinghua, Zhuge Liang is the reincarnation of Kuai Che fflf§{, also known as
Kuai Wentong il 23, a supporter of Empress Lii (= f5. Within this episodic prologue of the

Karmic Dream, Empress Lii is accused of killing the three meritorious generals who helped
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found the Han dynasty. Within this scene, Kuai Che presents an alibi in front of Sima

Zhongxiang, arguing that the three lords Han Xin %{5, Peng Yue §Z, and Ying Bu J<7f made
no attempt to rebel against the Han. In fact, this scheme was plotted by Liu Bang 2, instead of

Empress Lii. At the end of the prologue, the edict of the Jade Emperor appoints the three lords to
divide the Han Empire, and assigns Kuai Che to be reincarnated as Zhuge Liang to assist Liu
Bei, the reincarnation of Peng Yue. Therefore, Kuai Che’s siding with Empress Lii in
denouncing Liu Bang’s accusation contributes to Kuai’s reincarnation of Zhuge Liang, who as a
result became part of the feminine character that attempts to confront and alter the other
characters, such as one that is associated with the martial-dominated, masculine archetypes
represented by Han Xin, Peng Yue, and Ying Bu.

Furthermore, the historical Kuai Che also contributes to the feminized image of Zhuge

Liang in pinghua. According to Hanshu 2, or the Book of Han, the biographies of Kuai, Wu,
Jiang, Xi, and Fu jifl{fi; T2 X{# record that Kuai Che failed to persuade Han Xin to uphold the
land of Qi 7% in the North as part of the tripartite alliance against the Chu 4% and the Han % in
the South. This scheme resembles Zhuge Liang’s Strategy in Tripartite = 43K |~ 2 51, or the
Plan of Longzhong [% 1 ¥f (Hanshu Kuai). In addition to Kuai’s attempt to persuade Han Xin,

after Han Xin was under house arrest decreed by Liu Bang and Empress Lii, Han Xin betrays
Kuai Che’s trust, by revealing to Liu Bang and Empress Lii that Kuai attempted to persuade him

to revolt against the House of Han when Liu Bang was defeated by Xiang Yu J5°J] in Rongyang
25F%. However, Kuai was excused from decapitation as he claimed that when he was inferior to

Han, it was his duty to propose the appropriate strategy for his superior. Kuai Che submitted to

and served Liu Bang, and he later served under Cao Cao & 2%, as Cao became the Chancellor of

93



Qi. The image of Zhuge Liang and Kuai Che is blurred into one identity, especially with the
direct link from the reincarnation appointment and the edict in the scene of the Karmic Dream. In
fact, this merged identity reflects a popular belief of how scholars and literati should be as
though they were from the plebian classes. According to Martin Huang, an individual who is
culturally accomplished will reluctantly become a prostitute, a figurative speech referring to the

submission to the autocratic power. Basing his ideas on Huang Zongxi’s &51=2% political treatise
Mingyi daifang lu BAZE#55 8%, Martin Huang theorized that male masculinity transforms

between early Ming and the fall of Ming, from a faithful wife to a reluctant prostitute that cannot
withstand the threat from those in power (Huang Negotiating 33-52).2° Even though these
theories from Martin Huang and Huang Zongxi only investigate the phenomena during the Ming
period, they also suggest this particular image of a reluctant prostitute and feminized masculine
identity existed in an earlier period. A close examination of Kuai Che in pinghua suggests that

during the Song-Yuan KT period, this image of a weak and submissive literati was popular

within the plain narrative, as the vast majority of scholar-gentry served under the non-Han ethnic
power during a time when China was under nomadic occupation and harsh cruelty rules.

Kuai Che’s submission and his involvement in the decapitation of three generals in
pinghua illustrate the popular perspective on the image of scholars. This negative image of
scholars in popular culture originated from the complex political situation during the Song-Yuan
period, as various scholars were in the peace faction at the Song court, countering the war hawk-

like warriors and generals that took an aggressive stand against the nomadic states in northern

29 In the chapter “From Faithful Wife to Whore,” Martin Huang regurgitates Huang Zongxi’s treatise, “When a minister decided
to abandon his Confucian duty of serving all under Heaven and chose instead to serve the ruler like a slave or concubine, he
began to take on the political gender identity of the feminine” (Huang Negotiating 36). M. Huang later argues the service for how
“officialdom became a business of double deception: being an official meant having to fake obedience to one’s superiors, and at
the same time one had to pretend that he liked the business of faking” and this is when the term “‘prostitute’ came to replace
‘concubine’” in writings (Huang Negotiating 51).
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China, such as the Khitans #}, Tangut #7TH, Jurchens 2. E., and the Mongols 5£ 4. Kuai

Che’s submissive image reflects a link to the pacifists’ political position in dealing with the
northern nomadic states through compromises that resulted from a tremendous amount of annual
tributes. Kuai Che’s submissive image resembles one of the most notorious pacifists of the Song

period, the chancellor of the Song court, Qin Hui Z=f&, who was known for his pacifist strategy.

Qin Hui was also known as the one who ordered the execution of the revanchist war hawk

warrior-general Yue Fei {Z7f¢ in order to compromise with the Jurchen state that occupied the

northern half of China. Qin Hui’s conflict with Yue Fei is similar to the relationship between
Kuai Che and the three generals in the Karmic Dream. The image of a submissive scholar is
presented in coordination with the perspective that culturally accomplished scholars tend to be
fawning and servile. An example of this belief is evident when Qin Hui executes Yue Fei in
order to covenant a peace treaty between the Song and the Jurchen, while Kuai Che
accommodates Empress Lii in order to avoid execution. The fawning and servile image of the
scholar in the past history therefore became part of popular culture and is reflected in the plain
narrative.

However, the rectification of Zhuge Liang’s feminine scholar image with a submissive
attribute from his previous identity, Kuai Che, disappears in tongsu yanyi. His image transforms
from a feminine appearance in pinghua into a fragile scholar with a Daoist sorcery, or an
immortal appearance in tongsu yanyi. In the fifth chapter of volume eight of tongsu yanyi,

= A

entitled “Zhuge Liang determines the realm’s division and leaves his hermitage 7€ =475 H 5
J&,” Zhuge Liang appears:

To Xuande, Kongming appeared to be eight feet in height, with a face like a gleaming

jade, and a plaited silken band around his head. Cloaked in crane down, his pair of
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eyebrows assembles all the elegance of the River and Mountain. He has a determination

and an ability to encompass the realm, and with a buoyant air of a transcendent immortal.
ZfERAHS R/ R mEE > BEEER T - SHHE - BRLIZSE > e
2 o BIERONE {2 WU - (Luo wenshi 282)

Bk

Zhuge Liang’s appearance in fongsu yanyi diverges from that of his powdered face, long
fingernails, and rouged lips, and is remade into a sorcerer-like appearance. Furthermore, Zhuge
is someone who sits in his own hermitage reading books every day in pinghua, and this
description is removed in tongsu yanyi, in which Zhuge Liang travels among the mountains and
rivers during Liu Bei’s first two visits. These changes within Zhuge Liang in fongsu yanyi
suggest a transformation of the scholar identity between the Yuan and Ming periods, which
resonates Hoyt Cleveland Tillman’s suggestion that there was a transformation of the scholar
identity during that period (Tillman Ho 79).

With the removal of the prologue from pinghua, tongsu yanyi reconstructs the image of
Zhuge Liang from a feminine hermit scholar into a sorcerer-like scholar. In fact, the removal of
the prologue and the connection between Kuai Che and Zhuge Liang provide an opportunity to
reconstruct and renovate Zhuge’s image. As a result, Lu Xun claims that these changes shaped
Zhuge Liang’s wits and wisdom to be more like a sorcerer than a scholar (Lu Xun 4 Brief
History of Chinese Fiction 120).3! Tongsu yanyi’s description of Zhuge’s sorcerer-like

appearance could have originated from a particular narrative in pinghua, in which Sima Yi 5] &

30 Part of the translation incorporated Moss Roberts’ Three Kingdoms; however, Roberts’ translation is of Mao’s recension of
Sanguo yanyi, which is different from Jiajing’s recension of Sanguozhi tongsu yanyi. Therefore, I revised Roberts’ translation to
make it appropriate for the Jiajing recension.

31'Lu Xun’s 4 Brief History of Chinese Fiction focuses mainly on the Ming-Qing period’s recensions of Sanguo yanyi, instead of
comparing it with the Song-Yuan period of pinghua.
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§¢&, with a courtesy name of Sima Zhongda &] & {17, comments on his life-long nemesis Zhuge

Liang:
Zhuge was originally a divine immortal who had studied his craft from his early youth.
Now that he had reached middle age, there was no book he had not read; he understood
the mysteries of Heaven and Earth and the inscrutable will of gods and ghosts; he could
call up the wind and command the rain, create soldiers by scattering beans, and create
rivers by waving his sword. Sima Zhongda once remarked, “Advancing, he cannot be
stopped; departing, he cannot be held back; and even when in dire straits he cannot be

captured—I do not know whether he is a man, a god, or a ghost!”

st A (Ml BN > B EPAE - SEEAEE BRI - HUREEE 2K
GG - TR - IR - EEMPEYE - T AR EE - BORAISF o [RAE]
s REEAL » # » Allidz ?  (Records 76)

This depiction of Zhuge Liang reflects the image of a well-educated scholar with a mystical
identity. This suggests that the folk origin viewed the literati like a living immortal. In addition,
this narrative also illustrates the resemblance between a divine immortal and a culturally
accomplished scholar at the time in the eyes of the commoners. Influenced by pinghua, the
description of Zhuge Liang’s appearance in tongsu yanyi combines these immortal and sorcerer-
like images in forming a new contradictory identity of Zhuge Liang, and the scholar.

As mentioned previously, pinghua’s image of Zhuge is heavily influenced by the image
of Kuai Che from the prologue and popular culture. Therefore, by removing the image of Kuai
Che, Zhuge Liang’s character is reconstructed and reformulated with a new identity without any
preceding restriction. Kuai Che’s image in pinghua is a restraint in remolding the physical

appearance of Zhuge Liang in pinghua, as Zhuge Liang formulates with an ectomorphic
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appearance with scholarly characters, in an attempt to rectify itself from the servile and
unassertive strategist in the Karmic Dream. However, in fongsu yanyi, this ectomorphic physical
appearance transforms into a sorcerer-like image, which incorporates several immortal abilities
as narrated in tongsu yanyi. He is depicted as someone with an immortal aura presented in this
image, his appearances—a gleaming jade, eyebrows that “assemble all the elegance of the River
and Mountain,” and “a buoyant air of a transcendent immortal,”—all incorporate a sense of
distinction from a mortal human being. In contrast, his physical appearance in pinghua, such as
his powdered face, rouged lips, and long fingernails, suggests that Zhuge is a mortal.

Other than the changes in his appearance, Zhuge Liang’s background also takes a
different twist between pinghua and tongsu yanyi. On various occasions, pinghua presents Zhuge
Liang as a humble farmer without any training in rites, while tongsu yanyi depicts Zhuge as
someone from a gentry family. In pinghua, the social identity of Zhuge Liang is presented in
dialogues between different characters. After Zhuge Liang leaves his hermitage after Liu Bei’s

Three Visits — A J&:

When [Zhuge] went to Xinye, he was treated each day to a banquet. One day the Imperial
Uncle [Liu Bei] suddenly asked the field marshal to train the troops. Zhuge opined, “In
training the army, whoever disobeys my commands will be beheaded!” Now Zhang Fei
had long wanted to get the best of Kongming, so he loudly shouted in front of the hall,
“Imperial Uncle, that’s impossible! How can a hick cowherd give orders to the troops?”’
oh e LERIENE > FHES - Z—H > EfGEHE - @55 HEGESE
1 ) EREANEEZL P TAN T SECRT | SRS RES |

(Records 78)
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In this passage, Zhang Fei ruthlessly rejects Liu Bei’s decision to appoint Zhuge Liang in
training the troops, as he despises Zhuge with the innuendo ““a hick cowherd.” This innuendo
from Zhang Fei suggests his contempt for Zhuge Liang’s origin as a cowherd, and how Zhuge’s
abilities haven’t yet been recognized by Liu Bei’s followers. Furthermore, this conflict between
Zhang and Zhuge reflects the struggle and competition between the wen and wu masculine
characters.

The relationship between Zhang Fei and Zhuge Liang in the Three Kingdoms story cycle
is a typical example of the struggle between the wen and wu identities. As previously mentioned,
Zhang Fei represents the ideal wu-dominated masculine models of martial prowess with a
volcanic temper. On the other hand, Zhuge Liang represents the wen masculinity, since Zhuge’s
scholarly attributes and sorcerer abilities manifest the model of the wen identity through his
mastery of books and wits. This confrontation between the wen and wu demonstrates the struggle
between two models of masculinities in the Song-Yuan period. Furthermore, this struggle
between different types of masculinities also reflects another question that contributes to the
categorization of Zhuge Liang in pinghua, since Zhuge not only acts like an immortal and a
scholar, he sometimes also behaves like a haohan, and he also acts altruistically like a yingxiong.
Bret Hinsch categorizes haohan with four different characteristics: First, the ~aohan mainly
originates from the plebeian class. Second, the ~aohan demonstrates his loyalty toward a group
of male comrades. Third, the haohan celebrates vengeance through violence, and finally, the
haohan has valor and a mesomorphic physique (Hinsch 117). In addition to these elements, the
sub-attributes from Shelley Chang’s common attributes associated with popular images of
warriors with specific stereotypes—such as the unusual physical strength and incomparable

martial prowess, fearlessness, power of endurance, selflessness, and ability to control desires,
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especially sexual desire—provide a detailed description of the haohan archetype (Chang, 81-85).
Zhuge Liang therefore possesses quite a few of these haohan characteristics in pinghua.

When Zhang Fei labels Zhuge Liang as “a hick cowherd” in pinghua, this insult reveals
Zhuge Liang is from a plebeian class family, and this is not the only occasion Zhuge Liang is
referred to as “a hick,” or from a plebeian family. For example, when Xiahou Dun E {z=%
returns to Xu Chang 55 & after his defeat in Xinye, per Cao Cao’s &5 order to attack Liu Bei
in Xinye, Xiahou Dun replies to Cao Cao’s question about the details of his defeat:

Xiahou Dun went on, “A hundred thousand troops beheaded by five generals! Immolated

by fire, drowned by a flood, ambushed again and again! And eventually I was bitterly

defeated by that Zhang Fei! It was all the scheme of the country hick Zhuge!”
BEEENE - T EETER KK - RIUER - RERIR St - B
BN REEE 2t © 1 (Records 80)

On another occasion, in a meeting between Zhuge Liang and Zhou Yu &%
After Zhou Yu had treated Zhuge to wine, the servants presented oranges in a golden
bowl. Zhuge pushed back his sleeves, held an orange in his left hand, and with his right
hand raised a knife, Lu Su said, “Martial Marquis, you offend against propriety.” But
Zhou Yu said with a smile, “I’ve been told that Zhuge is from a lowly background. He’s

just a peasant and simply not used to this.” He then divided his orange into three equal

parts.
PRt e o A NERAE > Tt 28 - sSEEHERE > AETEAR AT
HT) - BfiH - T REREEZE -, AFXH - T RESESESEM - U

B ANE e BESHRR=EE © (Records 90)
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The two narratives above from pinghua suggest Zhuge Liang comes from the lower class and is
“a peasant” with “a lowly background.” Xiahou Dun echoes Zhang Fei’s name-calling, labeling
Zhuge Liang as “the country hick Zhuge,” which suggests Zhuge Liang has haohan
characteristics. And Zhou Yu’s and Lu Su’s remark continues to present Zhuge Liang’s
peasantry background in pinghua. These remarks suggest that the Zhuge Liang in pinghua fits
into one of the characteristics of a haohan.

Aside from sharing the plebian origin like the other haohan characters, Zhuge Liang also
possesses another characteristic from the haohan model. It is Zhuge Liang's loyalty towards the
Kingdom of Shu, which creates an ideal personality that has been lauded by the readers for
generations. In one scene from pinghua, Liu Bei sends Zhuge Liang as an envoy to Jiang Dong

7154, where the Kingdom of Wu resides. Sun Quan then receives a message delivered by Cao

Cao’s envoy, which is a threat from Cao Cao. Sun Quan hesitates, wondering if he should halt
his alliance with Liu Bei, who is Cao Cao’s main target, and:
This scared Zhuge so much that he was stupefied, “If you don’t dispatch troops, my lord
in Xiakou is doomed!” As soon as he finished speaking, he knotted up his robe, pulled
back his sleeves, raised his sword, and killed that envoy right in front of the steps!
WEEE & AR | ME N BEOEANKSE | F3 0 5K - IRalukifs - & 7K
{8 o (Records 89)

In this scene, Zhuge Liang refutes the traditional image of a scholar, who tends to resolve his
problems through his wits and eloquent speeches. Zhuge Liang refuses to solve this immediate
threat conveyed by Cao Cao’s envoy through words or plots, but instead he sorts out the situation
with a quick slash of blood in front of all the ministers of the Kingdom of Wu. Zhuge Liang’s

violent reaction differs from Zhang Fei’s impromptu and volcanic temper, as Zhuge acts with a
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careful calculation of Sun Quan’s and his ministers’ reactions toward the death of Cao Cao’s
envoy. In fact, this not only demonstrates Zhuge Liang’s loyalty and his attachment to the
Kingdom of Shu, but it also illustrates another ~aohan characteristic of Zhuge Liang: his
expertise in martial skills.

In another scene, during Zhuge’s expedition to the south, a military activity to suppress

the revolt of southern barbarians F§%¥, Zhuge shouts thrice in the frontline to crush the revolt
g

army, just like Zhang Fei in Dangyang ‘& [%; in front of Cao Cao’s massive army. In this scene,

“The field marshal [Zhuge Liang] rode out and gave three shouts, and in the southern battle line,

the king of the southern barbarians dismounted B FfiH{1& =% » FEfE 8T 1 &> (Records

152). This description of Zhuge Liang reflects the behavior of a martial warrior rather than a
scholar character. Furthermore, Zhuge’s behaviors in pinghua suggest and reaffirm that the
pinghua Zhuge closer resembles the haohan archetype than a typical wen character.

Zhuge Liang’s loyalty and his martial-like behaviors prompts his Aaohan characteristics.
The bond between Liu Bei and Zhuge Liang in pinghua is mainly formed during the scene in the
Three Visits. This bond with Liu Bei and Zhuge Liang develops differently from the three sworn
brothers, which is generated through the initiation of gazes and the extraordinary mesomorphic
appearance. Appearance is still an essential contributor to building the relationship between Liu
Bei and Zhuge Liang. The social bonding between Lui and Zhuge is first affected by Xu Shu’s
last advice before his departure from Xinye. Xu Shu’s final advice to Liu Bei implements an
image that is distinguishable from Guan Yu’s and Zhang Fei’s martial prowess, as Xu notes:

“In the south there is Recumbent Dragon, and in the north there is Phoenix Fledgling.

Phoenix Fledgling is Pang and Recumbent Dragon is Zhuge, who at present has built

himself a thatched cottage on Recumbent Dragon Ridge in Nanyang. His name is Zhuge
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Liang, and he is also known as Kongming. He employs his troops like a god, and his

machinations are unfathomable, even to gods and ghosts. He can be your field marshal.”

R - T EARGE - ILAESE - BAEE RS BEEREEL - RAEREIBEEE
[ME R WS H5e 0 FALH > TR Bl A RN R A o TR
Bl o | (Records 73)

Xu Shu’s advice forms Liu Bei’s first impression about Zhuge Liang prior to their meeting. In
addition, Zhuge’s appearance of immortality is implied, which further strengthens Zhuge Liang’s
transcendent image in Liu Bei’s mind. Therefore, Xu Shu’s words and advice evolve into an
initiation of a male bond between Liu Bei and Zhuge Liang; however, they are also an extension
and continuation of Xu Shu’s bonding with Liu Bei after his departure to the north.

The homo-social engagement between Liu Bei and Zhuge Liang is a two-directional
effect in the Three Visits. In one way, Zhuge Liang is deeply impressed by Liu Bei’s ambitions
and his sincerity. On the other hand, Liu Bei is also in awe of Zhuge’s knowledge and his
strategic talent. In this particular scene, Liu Bei and Zhuge Liang establish their bond not only
due to Zhuge’s extraordinary appearance, but also his desire for merit. However, the storyline of
the Triple Visits in pinghua and tongsu yanyi develops differently, despite both narrations
resulting in the same relationship between Liu and Zhuge. In pinghua, Zhuge Liang hides
himself from Liu Bei during the three visits, and contemplates if he should leave his cottage to
serve Liu Bei:

But now let us backtrack to discuss Zhuge, who said to himself, “Who am I that [ make

the prefect return repeatedly to pay his respects? I observe that the Imperial Uncle has the

features of a king or emperor; his earlobes hang down on his shoulders and his hands

hang below his knees. Moreover, I have looked at the poems he wrote on the western
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wall; he is someone who has great ambition.” Day in day out the master thought about

the last two visits. And then, right when he was sunk in pondering about it, his acolyte

reported, “The Imperial Uncle is back again!”

AlEsEEEE ¢ TRV FERSFREIKEE ? B ERUETW £ 0 WEER -
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Liu Bei’s ambition is expressed through a poem that he writes on the western wall in Zhuge’s
cottage. Within this poem, Liu expresses his sincerity, his ambition, and his affect, which
convinces Zhuge to join and serve Liu Bei. The exchange of ambition contributes to Zhuge
Liang’s approval and validation of Liu Bei as his liege lord. In addition to Liu’s poem, Zhuge is
also impressed by Liu’s extraordinary physical appearance and believes Liu has “features of a
king or emperor,” which is essential in their exchanges of gazes and mutual approval, even
though Liu Bei already accepted Zhuge Liang because of Xu Shu’s advice.

Hinsch’s haohan characterizations suggest that a haohan character usually seeks
vengeance and has a tough physique. However, Zhuge Liang does not demonstrate these
characteristics in pinghua; Zhuge does not have a tough or a mesomorphic physique.
Nevertheless, his tendency to resolve problems through violence is noteworthy. Zhuge Liang’s
slaughter of Cao Cao’s envoy in order to affirm Sun Quan’s determination to form an alliance
with Liu Bei can be interpreted as Zhuge demonstrating his problem-solving skills with the use
of violence. This use of violence does not determine whether Zhuge possesses the same haohan
mentality in the process of negotiating and challenging the martial prowess masculinity. In

Shuihu zhuan 7K;3H, the 108 haohan characters who live in Mountain Liang in Shandong [[[5E

Z21[ are widely considered as haohan. However, these men did not all have the mesomorphic
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appearance detailed by Hinsch. An example is Wu Yong 52 F, who presents a physical

characteristic that resembles Zhuge Liang in pinghua, a fragile scholar-like appearance. In fact,
in Shuihu zhuan, Wu Yong appears as follows:
The man had the appearance of a scholar. He wore a cylindrical-shaped hat that came
down almost to his eyebrows, and a wide flaxen gown with a black border that was
gathered at the waist by a tea-colored sash. His feet were clad in white socks and silk
shoes. His handsome and refined face was adorned with a long beard. This was Wu
Yong, the Wizard. He was also known as the Pedant. His Taoist appellation was Master
Increasing Light. Since the earliest times his family had resided in this neighborhood (Shi
Outlaws 162).
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In this depiction, Wu Yong’s appearance has a refined look and a scholar-like appearance. Wu

Yong is the Director General, military advisor, or junshi BFifi, the same position as Zhuge Liang

in Liu Bei’s organization. Furthermore, Wu Yong is not the only one to be considered as a

haohan without the mesomorphic appearance. In Shuihu zhuan, Xiao Rang ##:% and Jin Dajian
£ KEX, who were members of the 108 haohan in Mountain Liang, also do not portray the same

valor, tough physique, and martial prowess characteristics as the other warrior-like characters,
but they are still considered haohan. Therefore, physical appearance may not be an essential

factor in determining the haohan paradigm.
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In fact, scholars such as Hu Shi #if{7# and Zheng Zhenduo Zf##% claim that in many

instances, the portrayal of Zhuge Liang is within the mold of a Shuihu zhuan style of the military
advisor; even though their claims are mainly based on Mao’s recension, they are applicable to an
earlier collective popular image of Zhuge Liang in pinghua (Plaks 441). Furthermore, Zhuge
Liang also demonstrates a perplexing image of a scholar in competition with other masculine
characters within the narrative. In fact, the description of Zhuge Liang demonstrates a character
that is in the form of a scholar but acts like a haohan in pinghua. The character of pinghua Zhuge
Liang swings in various directions without a unified or a solid determination of his own identity.
Since he has an ectomorphic appearance, he proclaims himself a “Daoist-sorcerer,” and
possesses supernatural power like that of a wizard, which demonstrate features of a wen
character. On the other hand, pinghua Zhuge Liang also behaves in a way only a haohan would,
as he possesses certain haohan qualities such as solving problems through violence and acting
like a warrior-general on the battlefield. In comparing the Zhuge Liang character in pinghua and
tongsu yanyi, the image of Zhuge Liang was transformed and reconstructed towards a synthesis
between scholarly and wizardry identities by removing the haohan aspects. As mentioned above,
Zhuge’s physical appearance in fongsu yanyi blends the sorcerer-like power and the scholarly
features into one. Through Liu Bei’s eyes, readers are able to see Zhuge Liang with “a face like a
gleaming jade,” elegantly dressed, with a pair of eyebrows that are distinguished beyond words.

Therefore, in Liu Bei’s perspective, Zhuge Liang is a savior, or even a Shenxian {H{il], who

comes to his aid to revive his ambition and career in taking over the world. Tongsu yanyi
debunks the “divine immortal” identity in pinghua, but revamps his features and behaviors into

the ideal character of a true scholar who can act as Liu Bei’s savior.
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Tongsu yanyi also reshapes Zhuge Liang’s origin and background, not only by removing
the innuendos of “a humble country hick” and a “lowly background” in pinghua, but also by re-
incorporating Zhuge’s historical biography into the narrative. Xu Shu presents Zhuge Liang’s
familial background, after Xu Shu decided to leave Xinye while parting Liu Bei and his fellows,
because Cao Cao abducted Xu Shu’s mother. Therefore, in order to save his mother, Xu Shu
needs to leave Xinye. Similar to the scene in pinghua mentioned above, before his departure, Xu
Shu gives his final advice to Liu Bei to seek service from Zhuge Liang, who resides in

Longzhong [Z. In this scene, Xu Shu introduces Zhuge Liang to Liu Bei, as well as to the

readers:
He is from Yangdu in Langye, and he is a descendant of Zhuge Feng, former commander
of the Capital Districts. His father’s name is [Zhuge] Gui with style name Zigong, and he
was a governor’s deputy in Taishan district. Zhuge Gui died young, leaving his sons
under the care of his younger brother Xuan. At the time, Yuan Shu appointed Zhuge
Xuan as the Administrator of Yuzhang Commandery. Later, the Han imperial court
appointed Zhu Hao as the new administrator of Yuzhang Commandery. Then they made
their home in Jingzhou under Liu Biao’s protection, since Xuan was a long-standing
friend of Liu Biao, the protector of Jingzhou. After Zhuge Xuan died, Liang and his
younger brother Jun farm a piece of land in Nanyang. He enjoyed chanting the Liangfu
elegies. He bears the double surname Zhuge. His given name is Liang. And his style is
Kongming. Where they lived there was a stretch of hills known as Recumbent Dragon
Ridge; therefore, he took the sobriquet ‘Master Recumbent Dragon’ from that. His talents

are indeed transcendent. Your Lordship, ignore his low estate and visit him—the sooner
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the better, for if he is willing to assist you, you need to have no fear in the stability of the
empire.”
FEE - TIEATSERIREGE AL - EERREEE 21, - XA FHE > AF
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(Luo wenshi 275- 276)
This biography in fongsu yanyi omits Zhuge Liang’s lower-class origin mentioned in pinghua.
This narrative in tongsu yanyi asserts that Zhuge Liang is high-born and provides a detailed
genealogy of officials and ministers from his family. This detailed biography of Zhuge Liang is
not fabricated; it recapitulates the one in Chen Shou’s Sanguozhi, the Record of the Three
Kingdoms. In this version, Zhuge Liang farms in Nanyang with his younger brother. He is a
hermit waiting for the right ruler to seek his service and advice, an embodiment of the Mencian

ideology of “in obscurity a man makes perfect his own person, but in prominence he makes

perfect the whole Empire as well &5 HI[f&= ELB/Z ][5 75K T (Mencius 147). This

reconstruction of Zhuge Liang’s genealogy not only demystifies Zhuge’s identity from a
mystical Shenxian, or an immortal-like character in pinghua, but also reasserts the wen features
in the character of Zhuge Liang in fongsu yanyi, which details his highborn identity, and an

expertise with a wide range of knowledge in governance and other scholarly merits.
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Reconstructing the scholar identity in tongsu yanyi

The reinstitution of Zhuge Liang’s scholarly image and identity in fongsu yanyi reflects
the changes in the literati identity in late imperial China. Martin Huang claims that the literati,
the critical social component in imperial Chinese society, were experiencing a profound identity
crisis (Huang Literati 26). Even though Huang mainly focused his investigation of the literati
and its image in eighteenth century Chinese literature, his argument portrays the identity crisis as
influenced by a series of historic events, including the Mongol rulers’ restriction of the literati’s
involvement in politics (as the literati ranked at the bottom of the Mongol social class), the
intense competition for officialdom in the Ming period, and the rise of the merchant-gentry class
since the fifteenth and sixteenth centuries (Huang Literati 29-31). In addition, Ge Liangyan’s
The Scholar and the State states that the status of the literati scholars had been steadily declining

since the establishment of the Qin Dynasty Z, the first unified and centralized Chinese dynasty.

This decline in status was due to the rise of centralized imperial power and the shift in the
relationship between rulers and literati scholars. In the pre-Qin period, the relationships between
the state rulers and scholar-ministers were similar to that of mentors and friends. However, this
relationship changed over time; as the centralization of the imperial power increased, the literati
scholars became “merely servants” to the rulers of the imperial courts (Ge Scholars 20-21).

This relationship worsens as the imperial courts continued its centralization process.
During the Ming and Qing periods, officials were required to grovel to the ground and bow to the
emperor in imperial court meetings. Furthermore, Ming emperors were also known for their
notorious violent behavior in executing their officials and administering cruel penalties, such as
flogging at court (Ge Scholars 22). In contrast, during the Song period, officials were required to

stand in front of the seated emperor, while the top officials in the Tang period were given chairs
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to be seated in front of the emperor (Wu Zhu 160-61). These treatments of scholar-officials in the
different time periods suggested the changes of social identity and status of literati scholars in
imperial China. Furthermore, in late imperial China, especially in the Ming court, the institution
of the civil service examination system as the dominant means of official selection contributed to
a large population of unemployed scholars. There were not enough official positions for these
individuals to be placed after they had passed the rigorous civil service exams. This caused a
large quantity of literati scholars to divert their attention from officialdom, and to refocus
themselves separate from state affairs, and into other literary related affairs, as the utilitarian
intention in scholarly study corrupted the ethical nature of being a scholar (Ge Scholars 26-32).
Moreover, Ge claims that the literati reconstruction of the Three Kingdoms story cycle into a
novel, reflected an attempt to “negotiate with the political power” and even to “regain some of
their lost dignity” that was suppressed and vanished by the emperors’ cruel treatment of scholar-
officials in the early Ming period (Ge Scholars 66). Throughout this time, the renditions of the
Romance of the Three Kingdoms, including tongsu yanyi, were rewritten to compensate for the
early Ming political situation that contributed to the loss of literati dignity, the suppression of
Mencius ideology, and the changing relationship between the emperor and the scholar-officials
(Ge Scholars 65).

One of the main focuses in tongsu yanyi is the harmonious relationship between Zhuge
Liang and his liege lord, Liu Bei. Liu Bei’s image as a benevolent ruler and king mocks the cruel
and harsh ruling of the Ming emperors. On the other hand, the scholarly compiler reconstructs
Zhuge’s image as a competent administrator, a scholar-official who wins the staunch support and
trust from the ruler he serves. The relationship between Zhuge Liang and Liu Bei is beyond the

normal bonds between a superior and his inferior. This type of harmonious ruler-minister
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relationship in fongsu yanyi depicts the ideal relationship advocated in the Mencius that earned
great wrath from the emperors in the early Ming period who removed it from imperial
examination (Huang Literati 26). Therefore, the reconstruction of Zhuge Liang not only restores
some of the historical sense in the fictional character Zhuge Liang by refuting the mystical and
wizard-like perplexing image from pinghua, it also reinstitutes and advocates the Mencian view
and the literati’s political perspective in the late imperial period.

The reconstruction of Zhuge Liang in the reconstructed narrative is a means of self-
expression from the author, or the compiler. According to Martin Huang’s scrutiny of the
vernacular novel in the Ming dynasty, especially in the late Ming period, writing fiction became
an autobiographical adventure for literati authors, through the means of applying a metaphor of
oneself as other, or “self-othering,” or “self-invention,” in order to express their political
perspectives, their frustrations, and even anger (Huang Literati 11, 18). In fact, Huang’s study
focuses only on the eighteenth-century vernacular novel, but his analysis of the author’s creative

effort is based on Li Zhi’s Z2# preface to Shuihu chuan, which invoked the canonical idea fafen
zhushu #5832 from Sima Qian =] & #& to interpret the author’s motivation as a way to

express one’s anger and one’s ambition (Huang Literati 17-18). According to Huang, the
strategy of using “others” as a metaphor for oneself in fiction enables the author to explore and
self-consciously dramatize their paradoxical nature of writing, and some even turned into a virtue
of self-othering or self-invention (Huang Literati 11). Moreover, “the literati became the object
of their own observation and scrutiny” within the novel (Huang Literati 22). Of course, this
writing strategy can be derived from the collective creation and reconstruction of Zhuge Liang in
which the rewriting and the reimaging of Zhuge Liang expresses the reinvention of the collective

identity of scholars in the mid-Ming period. Even though fongsu yanyi was attributed to an
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individual author, Luo Guanzhong, there is not an existent copy that was dated to pinpoint the
authorship of fongsu yanyi. Instead, the surviving recension of fongsu yanyi was dated around
1522 AD, during the mid-Ming period. Therefore, I argue that the Zhuge Liang depicted in
tongsu yanyi can be meaningfully contextualized in a collective process of the reconstruction and
self-invention of the scholarly identity between the beginning and middle of the Ming period.
This self-reconstruction and self-invention in tongsu yanyi reveals Zhuge Liang’s
hegemony and overpowering of the other characters with martial prowess, which illustrates a
collective rejection of the martial prowess identity, or the wu identity in the literati community in
the Ming-Qing period. This is from the perspective of the scholar-literati class, with Zhang Fei
possessing a collective image of martial prowess, and consistently being reined in by a scholar-
like character or a minister. Zhuge Liang is one of the main characters who constantly reins in
the martial-related and mesomorphic characters throughout the story cycle. This is evident
through the juxtaposition of several incidents depicted in both pinghua and tongsu yanyi. For
example, chapter eight of volume eight of tongsu yanyi, entitled “Zhuge Liang incinerates the

[ETSRINEN

encampment in Bowang 5§ &, 7= S i i, narrates Zhuge Liang’s debut of his talent in
military tactics. Zhuge Liang exterminates the 100,000 of Cao Cao’s infantry led by general
Xiahou Dun E {7[%. When Liu Bei first receives this news that Cao’s men are approaching
Xinye ¥r#f, Liu immediately summons Guan Yu and Zhang Fei for their military advice. Yet,

with a sarcastic tone, Zhang Fei replies to Liu Bei that Liu should send Zhuge Liang to repel Cao
Cao’s force. Later, Zhuge arranges a set of tactics that lures Xiahou Dun into a trap. At first,
Zhang Fei and Guan Yu are reluctant to follow, but once they comply with Zhuge’s instruction
under Liu Bei’s command, they easily eliminate the 100,000 infantry en route to attack Xinye.

The end of the chapter reads as follows:
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Kongming [Zhuge Liang] recalled all units. Guan Yu and Zhang Fei said to one another,
“He is a true hero, a champion!” The brothers had ridden only a short distance when they
saw Mi Zhu and Mi Fang leading a party of soldiers. In their midst was a small carriage.
A man, perfectly poised, sat inside. Guan Yu and Zhang Fei dismounted and bowed low
before the carriage in acknowledgement of the director general’s [Zhuge Liang’s] ability.
SUFLAAUCE - B~ SRF BRS¢ T ALBHESREGH | ) ITAEE o R o B
2 FEOSWEERE (YR TEE - R Tyt o RN > FRRNELAT o (Luo
wenshi 299)
The bowing of Guan Yu and Zhang Fei at the end of the chapter in fongsu yanyi illustrates the
submission of the martial prowess character to the literary-scholar character. It also demonstrates
an initial attempt from Zhuge Liang to hold the martial heroes in a dependent position, from
Andrew Plaks’ analysis of the Three Kingdoms (Plaks 443). In contrast with the same Bowang
scene in pinghua, Zhang Fei verbally praises Zhuge Liang by saying, “[the] field marshal truly is

smart FEE{[E5% A, without the submissive bow movement in tongsu yanyi (Records 80).

And this is not the only incident in which Zhuge Liang tames and represses the martial heroes in
fongsu yanyi.

In addition, Zhuge Liang not only suppresses the martial characters by exhibiting his
strategic ability that causes the martial characters submit to him, he also manipulates the arrogant
martial warriors to carry out his plan, which reflects the wen character overpowering the martial
characters. In chapter nine of volume thirteen of fongsu yanyi, entitled “At Jiameng Pass Zhang

Fei duels Ma Chao EZHARRELE#E,” Ma Chao F# leads an army that attacks Liu Bei’s army

stationed in the Jiameng Pass. At the time, Liu Bei, Zhuge Liang, and Zhang Fei are at Mianzhu
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Pass 4777 and are planning their campaign targeting the city of Chengdu E#F, the capital of

the Shu province. Then an urgent message arrives:
“The pass guardians, Meng Da and Huo Jun, are hard-pressed, as Zhang Lu of Eastern-
Chuan has sent Ma Chao against Jiameng Pass. The pass will fall unless we help now.”
Xuande [Liu Bei] was alarmed. “Only Zhang Fei and Zhao Yun can deal with this,”
Kongming [Zhuge Liang] said. Someone report this to Zhang Fei, and he is in excitement
outside of the camp. “Your Lordship say nothing to him,” Kongming responded. “Let
Liang goads him to do his best.” Zhang Fei went inside the camp, cried loudly, “I come
to say farewell and off to fight Ma Chao.” Pretending not to hear, Kongming turned to
Xuande and said, “Ma Chao is attacking the pass, but we have no one to match his
strength — unless we call Guan Yunchang [Yu] from Jingzhou.” “Director General,” said
Zhang Fei, “do I rank so low with you? If once I held Cao Cao’s million-man army in
check, one miserable lout like Ma Chao won’t bother me!” To this Kongming replied,
“General Zhang, when you held the river and cut the bridge, Cao Cao’s ignorance of the
art of deception saved you. In this case, Ma Chao’s bravery is comparable to Han Xin and
Ying Bu, known to all under the heaven. In six battles around the River Wei, Cao Cao
had to cut his beard and nearly lost his life then. Ma Chao is no ordinary warrior, and I'm
not even sure if your brother Yunchang himself could defeat him.” “I’m set,” Zhang Fei

responded. “If I fail, let martial law apply.”

BREETHR 5 " &E  BBRTERHE  SHER/IREERES [ RBETES
POBANRARR RS o ) 208K - FLEAH © T ZHZSR - B0 > J7mTEdiE - | A A
SRI - RIESNKE « FLIAE © T ERHZE » B « | RREIPRIUMAR -
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In this scene, Zhuge Liang incites Zhang Fei by claiming Zhang is not comparable to Ma Chao
and Guan Yu. This triggers Zhang’s emulative mentality to surpass Ma Chao in order to
demonstrate his martial prowess, and moreover, his wu masculinity over other warrior-like
characters. This scene also illustrates how a scholar will be able to manipulate and control other
characters with martial prowess through the use of words, which parallels the literati authors
presuming their wen identity supersedes the wu masculinity in this self-invented scene. On the
other hand, this specific scene is not in pinghua, and it is also not in Chen Shou’s official records
of history. Therefore, this specific scene is another fabricated event that appears in the literati-
ized fongsu yanyi in order to illustrate the superiority of the scholar-general or literati in warfare
and introduces Ma Chao into Liu Bei’s camp. The insertion of this fabricated scene potentially
institutes and reaffirms the hierarchical position and relationships between the scholar-minister,
ruler, and warriors within the hierarchical organization. The bowing of the warrior characters and
easily manipulated generals signify the superiority of the literary scholar. It asserts the rejection
of martial characters through the establishment of a powerful, manipulative, scholarly and wen-
dominated masculine character.

Zhang Fei is not the only wu character being manipulated by Zhuge Liang. Zhuge also
goaded and manipulated Huang Zhong, Zhao Yun, and Wei Yan at his convenience throughout

the story. These repetitive motifs and tricks, Plaks asserts, “brings out the psychological tug-of-
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war between Zhuge Liang and his own men” (Plaks 445). Through the examination of the
repetitive motifs of Zhuge Liang (who represents the image of a scholar character, or the wen
identity), the tug-of-war between the warrior characters demonstrates the competition and
negotiation between the two types of masculine identities over the dominating position in the
wen and wu dyad. By reinstituting Zhuge’s superiority among these male warriors, it reflects the
recovery of the scholar dignity after the early Ming imperial suppression and the devastation of
the scholar in popular culture. This coordinates with Ge’s idea that this typical reconstruction
reflected an attempt to “regain some of [the literati’s] lost dignity” that was lost and faded away
from the maltreatment of scholar-officials and literati in the early Ming period (Ge Scholars 66).
Moreover, the strange passion for manipulation is an “awareness of the ambiguities of the self
and the simultaneous cynical delight in manipulating personae and masks and in impersonating
others to find an outlet for these identity-related anxieties,” according to Martin Huang, and it is
through this type of “masking and impersonating” in writing and reading novels that presents
opportunities for the “deeply repressed literati” to express their stressors by “role switching and
self-healing” (Huang Literati 39).

The scholars’ suppression and manipulation of the warrior-like characters is not the only
means of re-establishing the status and social dignity of scholars in the literati-ization of the
Three Kingdoms story. Tongsu yanyi depicts various battle scenes in which intellectual strategies
prevail over the formidable martial warriors in these grand battles. Among all, Zhuge Liang is
the most prominent throughout fongsu yanyi. Ever since Zhuge accepted the position of Director
General, or the field commander for Liu Bei, his military talent, and his acumen are exhibited in
various scenes. These depictions of his strategic talents, wits, and sorcerer-like foresights reflects

the self-invention of a specific scholar image from the scholar communities. This was an attempt
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to reconstruct and re-justify its own superiority and talent above all other featured characters, in
order to redeem the dignity of a scholar class that had been sabotaged by the earlier Ming
imperial court, as mentioned previously. In the previously mentioned chapter eight of volume

eight in fongsu yanyi, “Zhuge Liang Incinerates the Encampment in Bowang 55 & & S fg i,

besides Zhuge Liang receiving the recognition and acknowledgement from his warrior comrades,
it also delineates a detailed description of the battle, and the wonderful foresight of Zhuge’s
tactics in military command, which reverts the scholar image that usually involves literary and
administrative-related skills only. In fact, there is a tremendous amount of narratives on the
grandiose battles within fongsu yanyi that aim to reiterate Zhuge Liang’s outstanding military
merits and accomplishments, and his administrative ability in governance, including the
acquisition of the Southern Jingzhou Ffjrg PUE], Northern expedition JE£&; and Southern
campaign F{IE.

In order to re-establish the ideal wen image of the scholar, tongsu yanyi not only portrays
the superiority of Zhuge Liang over the wu characters, but it also presents Zhuge Liang as a well-
rounded character. In chapter nine of volume nine of tongsu yanyi, entitled “Zhou Yu and Cao

[=

Cao Battle at Three Rivers E ¥ —  TELE #5,” Zhou Yu schemes to murder Zhuge Liang, since

Zhou sees Zhuge as a threat to the Kingdoms of Wu. Therefore, Zhou asks Zhuge to ambush Cao
Cao’s supply line with his men, since Cao is known as a formidable commander in attacking his
opponents’ supply line, which means Cao will guard and cautiously secure his own supply. As a
friend of Zhuge Liang, Lu Su asks what his chances are in accomplishing this impossible

mission. Zhuge replies:
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“I have mastered the fine points of every form of warfare: naval, foot, horse, and chariot.
I fear no failure—unlike Southland leaders like you, sir, or Zhou Yu, who have only one
specialty.”

T EKECPE - RECEEY - REREY - RIRHEAR A ? FRELITEREE S - BB 0 S —
BEH- o | (Luo wenshi 334)

Zhuge’s reply affirms that a scholar should also be well trained in all types of military strategy
and warfare; in folk literature, this typically correlates to the image of the warrior-general instead
of a scholar. In addition, in chapter one of volume ten of tongsu yanyi, entitled “Zhou Yu

Submits to Zhuge Liang’s Scheme 545 == 1(A &, Zhou Yu attempts another scheme to kill

Zhuge Liang, after Zhuge had seen through his plot. Zhou assigns Zhuge a new task, in which he
orders Zhuge to produce 100,000 arrows within three days. If Zhuge fails to do so, he would be
punished under martial law by decapitation, and Zhou did not provide any of the supplies or
enough workforce for Zhuge to complete this task. Instead of gathering workers for production,
Zhuge Liang leads a troop of sailors with 1,000 scarecrows on boats en route to Cao Cao’s
nearby encampment on the river delta. When Zhuge and his men come close to Cao Cao’s
camps, a dense fog appears. Cao orders his troops to fire randomly at the enemy boats and
restricts his troops from leaving their camps. Cao’s arrows subsequently stick into the scarecrows
on Zhuge Liang’s boats, and Zhuge uses these arrows to fulfill Zhou Yu’s assignment. On his
return trip, Lu Su asks Zhuge how he knew there would be fog in the middle of the night, and
Zhuge explains:

“...a military commander is a mediocrity, unless he is versed in the patterns of the

heavens, recognizes the advantages of the terrain, knows the interaction of prognostic
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signs, understands the changes in weather, examines the maps of deployment, and is clear

about the balance of forces.”
MR > AR et o AR - Rz - AEHEE - RIS )
A, o (Luo wenshi 341)

Zhuge Liang’s explanation suggests several elements that are different from the image of the
martial-skilled warrior general, as they generally lead their troops and rush into their opponents
for close combat. This explanation from Zhuge Liang reflects his continuous explanation on the
requirement for a well-competent general, especially for scholar-general, of which the expertise
of subject matters not only consists of reading and writing, but also in the proficiency of military
strategies and tactics. This image and idea of a true scholar-general is not an abrupt transition
that originated in the Ming period, rather, it is an idea and thought that evolved during the Song
period between the eleventh and twelfth centuries. Hoyt Cleveland Tillman claims this idea of a
true scholar-general decayed later in the Ming period, though in perspective, the reinstitution of
the scholar-general described in tongsu yanyi was an attempt to revitalize the ideology of a
scholar-general in the Ming period. Moreover, it also reconstructs and reboots the dignity of
scholar culture through this self-portraying and self-healing process (Tillman Ho 79). It is a
process of self-objectifying, in exchange for an idealized scholarly image, especially for certain
literary scholars who were marginalized from the officialdom “since there were always more
literati than official positions,” and they were “unable to find employment in the government,”
which contributed to the disappointment among the scholars and the frustration of the general
society (Huang Literati 27). The scholar writers redeemed themselves and relieved their
disappointments through reconstructing and recreating historical events as a method of

expressing their social frustrations, and Zhuge Liang is one of these historical characters that
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scholar writers reconstructed as an ideal persona that responds to their social frustrations and
anxieties these scholars experienced in their careers. When considering the above-mentioned
events in fongsu yanyi, which are either omitted or conducted by a different person in pinghua, it
validates the possibility that the reconstructed narrative attempts to reconstruct and rebuke the
image of a fragile scholar from the folk culture.

Besides redefining and acknowledging the aspects of a true scholar general, Zhuge
Liang’s character in fongsu yanyi also remolds the aspects of a true literary scholar. In Zhuge’s
perspective, a true scholar-general needs to acquire a wide-range of knowledge, not only to
exercise military strategy, but also to administer the state. Zhuge Liang expresses this ideal
perspective of a scholar to his contenders in a logomachy, a ministers of the Wu, in the fifth

chapter of volume nine, entitled "Zhuge Liang in a War of Words with the Southern Ministers

P T ey

B2 I EREE(E," on the theme of what a noble literary scholar, or a junzi zhiru - &, should

be:
Kongming [Zhuge Liang] answered the man so: “There are scholars of noble character
and scholars with petty interests. Those scholars of noble character are those that contain
benevolence and righteousness in their heart; show filial affection toward their parents
and devoted to their sovereign; above one can look upon the pattern of the sky, below one
can bend down to scrutinize the geography, and in the middle one’s graces can reached to
many people—governing the world to be as peaceful like a solid rock, making their
names known to later ages, and this is the noble character of scholars. But those of
scholars with petty interests bend their efforts to polishing empty rhymes, knowing no
skill but that to trivial composition and calligraphy. Authors of grandiose odes in their

youth, by old age they’ve digested the classics. In one sitting a thousand words may flow
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from their pens, but inside of them not a single useful idea is to be found. Take the
scholar Yang Xiong who made a great reputation in his time only to disgrace himself by
serving Wang Mang—for which he jumped to his death from the upper story of a
building. He is an example of the petty scholar. Let him produce a ten-thousand-word

rhapsody every day. What value does it have?”
LB TEETZE  A/INAZRE - RETZME  OFCE - HRAR - FNK
C BREL  EAHERRS > T AR - PEDERER AR TR
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(Luo wenshi 325)
The quote above is part of the conversation within the logomachy, after Zhuge Liang travels to
the Kingdom of Wu in the Jiang-dong ;T.5H area, as Liu Bei’s envoy to conduct an alliance with
Sun Quan f4##, in order to defend against Cao Cao’s southern expedition and his massive

military force of one million troops. Before Zhuge Liang’s arrival, the ministers of the Wu are
polarized, they debate whether to surrender to Cao Cao or stand against it. As the representative
of Liu Bei, who seeks a military alliance against Cao Cao, Zhuge Liang becomes the ministers’
target in an argument of words as a way to persuade Sun Quan to evade Wu’s military
involvement against Cao Cao.

This argument of words begins with the ministers’ attacks on Zhuge Liang to subdue his
morale before his private audience with the lord Sun Quan. The quotation above is Zhuge

Liang’s reply to Cheng Bing f£3%, who questions his answer to the question asked by Yan Jun
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13 2

E%ME “on which classical works Zhuge Liang had mastered ;& {r[ 4% H.” Zhuge’s reply to Yan
Jun denounces the usual habits of pedantic practices by many scholars, such as “[spending] their
days confined between the pen and the ink stone like schoolmen arguing over texts, flourishing

words, wielding brushes, and playing with words into a logomachy & 34&E 4= & & A2 7 [
R > FEFEE > MBUE T (Luo wenshi 325). His rejection of “mastering the
classics” is a rejection of the civil service examinations that were based on mastering the
sanctioned classics and the examinations were merely an elegantly regurgitated writings in the
eight-legged essay format. Furthermore, his answer to Cheng Bing is a supplemental explanation
to this denunciation on the Ming literati objective to obtain an administrative position within the
civilian officialdom. Ge Liangyan characterizes the Ming period as one of the periods which
blatantly manipulated and appropriated Confucians’ texts in order to strengthen the power of the
state authority and the imperial court through the manipulation of civil service examinations (Ge
Sanguo 157-193). In such, especially in the argument of words with Wu ministers, Zhuge Liang
in tongsu yanyi is therefore reinstituting the Mencian standard of a true scholar that coordinates

with the Mencian proverb, “there are affairs of great men, and there are affairs of small men 7
KANZZFEH/NANZZE,” which classifies men into various categories through their

responsibilities and contributions to society (Mencius 5:4). Zhuge Liang’s distinction in scholarly
character is evidence of the categorization in differences between scholars that concentrate on
how academia is distinguished—a petty and pedantic scholar, and those scholars that “make

perfect the whole Empire as well 383K 1" (Mencius 13:9). In addition, Zhuge Liang’s

exclamation refuting the pedantry scholarship reiterates another Mencius ideology that claims “if
one believed everything in the Book of History, it would have been better for the Book of History

not to have existed at all FE{EZ RN 4L (Mencius 14:3). Therefore, the argument of words
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between Zhuge Liang and the Wu ministers illustrates a rectification, or redefinition, of certain
aspects of the conventional scholar characteristics and their social responsibilities in late imperial
China after the manipulation of the Confucian curriculum by the first two Ming dynasty

emperors, Zhu Yuanzhang 703 and Zhu Di &£,

There is another well-known scene in tongsu yanyi that further rectifies this
symbolization and reconstruction of Zhuge Liang’s character as a righteous and noble scholar-
minister. In chapter eight of volume nineteen of tongsu yanyi, entitled “Kongming [Zhuge Liang]

Defeats Cao Zhen in Qi Mountain FLBA3 LI & E.,” Zhuge launches his first expedition against

==

the kingdom of Wei with a series of military campaigns in an attempt to reestablish the
legitimacy of the Han kingdom. This scene refutes the belief that scholars should lower their
dignity and serve their unrighteous rulers with subservience. In this scene, Zhuge Liang leads a
vast number of soldiers from the Hanzhong province, and seizes three major cities in the

northwestern area that are close to Changan % (currently Xi’an). At the time, the kingdom of
Wei is under the reign of Cao Cao's grandson, Cao Rui %Y, who has just inherited the throne

from his father Cao Pi, the first emperor of Wei. Cao Rui appoints Cao Zhen as the field marshal

KEVE and Wang Lang T-FH as the director general EiFffi, with a force of 200,000 men under

their command. As they arrive at Qi Mountain, Wang Lang rides forward and requests a parley,
in which Wang Lang attempts to convince Zhuge Liang to submit to the kingdom of Wei by
presenting the legitimacy of the kingdom of Wei. Since Wang believes the founding father Cao
Pi received the throne from the abdicated Emperor Xian of Han, he argues the kingdom of Wei is
the legitimate heritor of the Han kingdom. Zhuge replies to Wang Lang’s argument:

“I would have expected a loftier argument from a venerable minister of the Han court, not

these words. I have one thing to say to all officers and men. Hear me in silence. Back in

123



the day, during the period of Emperors Huan and Ling, the succession of the royal house
fell into disorder and the evils wrought that resulted in widespread disaster.
Misgovernment of the royal house and successive years of famine engulfed the four
corners of the realm in turmoil. The eunuch Duan Gui was just executed in Pingjin (this

refers to xiao pingjin, it was a military garrison close by Luoyang ;&['5), then followed

by the rise of Dong Zhuo in the imperial court; after the heaven exterminated Dong Zhuo,
then the rise of the four bandits (Dong Zhuo’s generals including Li Jue and Guo Si).
They kidnapped the Emperor among the commoner, and plundered the people within the
gully and ravine. It is because the corrupt officials served in the royal household, wild
beasts in the imperial court. Men of wolfish heart and violent conduct controlled the way
of the righteousness, while craven, servile sorts held every kind of administrative office.
The sacred shrines stand now in ruin, the common people in extremity. I have long
known the record of your conduct: after dwelling by the shore of the eastern sea, you first
entered office by election for filial devotion and personal integrity. It is unthinkable that
you—you whose proper function was to shield your sovereign and uphold his house, to
secure the Han and help the Liu to thrive—should have turned and aided renegades and
rebels, plotting with them the usurpation of the dynasty! Heaven will not countenance
such sins. Nothing but the taste of your flesh will satisfy the people’s claim against you!
Fortunately, Heaven yet decided to continue the fire-signed Han dynasty. Today I bear
the imperial order of his legitimate heir to field an army and chastise the rebels. There is
nothing for groveling vassals like you but to get back out of sight and to see if you can
somehow salvage your own miserable means of sustenance. How dare you step before

the army lines to rant about ‘changes in Heaven’s ordained periods?’ White-haired old
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fool! Grey-bearded villain! When you go home to the netherworld—any day now—how
will you face the twenty-four sovereigns of the Han? Back, old villain, and have the
turncoats settle the score with me.” At Kongming’s denunciation Wang Lang’s chest

heaved with rage. A loud cry broke from him, and he fell dead from his horse.
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664)

At first sight, Zhuge Liang’s response to Wang Lang is part of the discussion related to the

succession and legitimacy of the state. Wang Lang proclaims Cao Cao was the hero who entered

at a tumultuous time and “cleared all corners of the realm 7,5 /N & » [H¥e/\ Uit (Luo wenshi

664), while his son Cao Pi undertook the succession from the Han House and presided over

northern China, which made the Cao family the legitimate heir to the Han state. However,

through a thorough examination of this response from Zhuge Liang, Wang Lang’s argument is

deeply rooted with angst and irritation with the corrupted officials, and those “craven, servile
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sorts [that] held every kind of administrative office,” especially towards Wang Lang, who had
served the Han court, then later submitted to the usurper state (Luo wenshi 664). In fact, this
rejection of the scholar-officials’ subservient attitude is a reference to those scholars who had
submitted to the Mongol jurisdiction after the fall of the Song dynasty. Furthermore, this
rejection of the subservient attitude of scholar is also a rejection of those scholar-officials’ servile

flattery and submission to the third Ming emperor, Zhu Di 254, who reigned between 1403 and

1425 AD, approximately one hundred years before the circulation of fongsu yanyi around 1522
AD.

Zhu Di was known for his usurpation of the throne from his nephew Zhu Yunwen & 0,
%3, the grandson of the founding father of the Ming dynasty, Zhu Yuanzhang. After Zhu

Yuanzhang’s first successor passed away at the age of thirty-six, he enthroned his grandson Zhu
Yunwen as the second emperor of the Ming court after his death. In fact, as Zhu Yunwen became
emperor, he attempted to restrain and unseat his uncles from the political and militarily-powerful
feudal positions, which led to the resistance from these powerful princes that contributed to a

statewide tumult known as the Jingnan Rebellion %%~ %8, The resistance was led by the Prince
of Yan =, Zhu Di, who proclaimed to overthrow the evil, corrupt officials that manipulated

and controlled his nephew as a puppet emperor. Unfortunately, by the time Zhu Di and his troops
arrived at the Ming capital of Nanjing Fg 5=, in great despair, Zhu Yunwen committed suicide
and set the palace on fire. After the fire was extinguished, Zhu Yunwen had vanished, and his
body was never found. Rumors and folktales allege that Zhu Yunwen escaped from the imperial
palace through a secret underground tunnel and concealed himself from Zhu Di’s searches. Chan

Hok-lam believes that this particular event in the early Ming period became a popular subject
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matter in sixteenth century vernacular literature, which portrays Zhu Yunwen as a tragic hero
who was a diligent and benevolent emperor throughout his reign (Franke Cambridge 200).

Furthermore, scholar-ministers who were executed for resisting Zhu Di’s rule, such as Qi Tai 25§
%=, Huang Zicheng & 175, and Fang Xiaoru 5 2%fz%, were highly praised for their loyalty and

defiance against Zhu Di’s usurpation of the throne. Chan claims this type of fiction in retelling
the alleged tales of Zhu Yunwen suggests sympathy for these historical figures, reflecting the
emotional distress and anger towards Zhu Di’s tyrannical governance, his suppression of the
scholars, his manipulation of Mencius, and the legitimacy of his throne. Therefore, Zhuge
Liang’s invective that kills Wang Lang in tongsu yanyi is an attempt to berate the subservient
and servile attitude of the top civil officials who quickly switch their allegiance to the usurper,
Zhu Di. In fact, by refuting the submissive and obedient images of the scholar in this scene,
Zhuge Liang’s condemnation of Wang Lang is another sequence that rectifies the image of the
idealized true scholar, a righteous and moralized wen-masculine character.

The manipulation and hegemonizing of martial warriors demonstrate an attempt to
delimit and restrain their achievement, and by controlling and reining martial warriors in tongsu
yanyi, it thereby aggrandizes the status of scholarly character and the social status of literati in
reality. Furthermore, the rectification of the scholar's image and their social responsibilities
reflects a desire for rejuvenation of the idealized Mencian ruler and minsters relationship that

Wen Yanbo 37 =1#, a Song period scholar-official, summarized this association as “the Emperor
and scholar-gentry govern the realm under the heaven together Eid—f-A KI5 KT (Li Xu Vol.

221). This is a nostalgic sentiment to the Song period, implying that the Emperor intended to
govern the state in cooperation with scholar-officials in the post-Yuan period after the early

Ming manipulation of Confucian curriculum. Ge Liangye believes the 1522 rendition of tongsu
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yanyi contains the Mencian perspective of political sovereignty, and within his analysis, Ge
claims that Liu Bei is depicted as a “Mencian idea of benevolent ruler,” while Zhuge Liang is
categorized as a Mencian ideal of competent and talented minister, as their harmonious
relationship portrays this particular ruler and scholar-official association that echoes Wen
Yanbo’s summarization (Ge Scholar 34—66). Ge specifically pinpoints the Three Visits, in which
Liu Bei’s three humble visits to Zhuge Liang’s hermitage “may be considered an effort to restore
some of the dignity of the literati that had been debased and disgraced by the imperial state (Ge
Scholar 59).” Moreover, this specific incident, combined with the aforementioned scenes,
presents a clear picture that the rewriting of the Three Kingdoms story cycle in tongsu yanyi is an
attempt to restore, or even reconstruct, a new calibrated aspect of the scholar identity that
resonates the nostalgic sentiment to the harmonious ruler-minister relationship of the Song
period. This is reflected when Zhuge Liang acquires the complete authority of the Shu kingdom,
and later presides over the Shu-Han Kingdom after Liu Bei’s death. Therefore, the rewriting of
tongsu yanyi in the Ming period illustrates the refurbishment of Zhuge Liang’s image of a true
scholar identity from the divine immortal-like character in pinghua.

In fact, the reconstruction and rectification of a true scholar identity through the rewriting

29

of Zhuge Liang in the literati-ization of fongsu yanyi further illustrates the “authors’” attempt to
perform a series of self-healing and self-cultivation after they faced traumatic suffering and
frustration in life, or in their pursuit for a position in officialdom. Martin Huang claims the
motivation for writing a novel “must have been something other than commercial concerns,
especially since it was the publisher rather than the author who reaped the profits for publishing a

best-seller in an age without copyright laws” (Huang Literati 24). Therefore, scholar-writers

were reluctant to associate their names with a vernacular novel in the early Ming period, since
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the vernacular novel was considered vulgar and was not “admitted to the pantheon of high literati
literature until the 16th century of late imperial China” (Huang Liferati 18). The rigorous
rewriting and publishing of the Three Kingdoms story was a way to express the social anxieties
and frustrations that the authors and scholars had experienced in their personal past. As a result,
other than writing for money, the rewriting of the Three Kingdoms into literati literature is likely
related to self-cultivating and self-healing, in order to soothe the frustration and suffering in the
lives or careers of frustrated scholars. From the aforementioned examples, the rewriting and
recompilation of the story is considered an endeavor to revisit the social responsibilities of a
scholar or a literati at the time it was circulated in the late imperial period, as the Confucian
curriculum was manipulated in order to suit the emperors’ ambition to establish centralized
control of state power, and to deviate from the past governmental structure in which the emperor
shared the state power with the scholar-ministers. Hence, the reconstruction and reimaging of
Zhuge Liang, and the shift in focus from Liu Bei to Zhuge Liang in the latter half of tongsu
yanyi, contribute to the postulation that there was an effort to self-reconstruct and self-invent a
true scholar identity in the mid-Ming period, and moreover refutes the semi-saohan identity

constructed from pinghua, or Shuihu chuan.

Cao Cao, the Inverse Example

The harmonious relationship between Zhuge Liang and Liu Bei in fongsu yanyi illustrates
the literati writers’ attempt to revive the ideal Mencian ideology on ruler-minister relationships
and its concept of the benevolent governance. This is one of the primary reasons the Kingdom of
Shu and Liu Bei are depicted as the legitimate regime in the Three Kingdoms story cycle. On the

other hand, the Kingdom of Wei %{ is portrayed as the main opposition to the Kingdom of Shu,
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therefore Cao Cao symbolizes the villain in tongsu yanyi. As a result, on various occasions, Cao
Cao is depicted as cruel and suspicious, a villainous ruler, and he is constantly compared and

contrasted with the benevolent ruler Liu Bei throughout the text. Su Shi &f#:# had recorded a
commentary from one of his clerks, Wang Peng T3, which mentions that when children listen

to the storytellers’ performance about the Three Kingdoms, they cry when they hear of Liu Bei’s
defeats, but they are delighted when Cao Cao is defeated, which illustrates a lengthy tradition of
denouncing Cao and his notorious image among the folktales (Zhu Huibian 123).3? In fact,

Cheng Yizhong f£—rf1 believes the critiques of Cao Cao as a villainous tyrant in tongsu yanyi

and other versions of the Three Kingdoms story cycle is the author’s attempt to disparage Cao
Cao and distort the history in order to propagandize the legitimacy sanctioned by the imperial
court (lunwenji 153). The focus of this part of the chapter is to investigate the character Cao Cao
as an inverse character of the idealized benevolent ruler Liu Bei, and his minister, Zhuge Liang.
Liu’s and Zhuge’s ruler-minister relationship reflects an idealized association, a harmonious
relationship between its superior and inferior. On the other hand, the relationship between Cao
Cao and his ministers reflects a tyrant that sabotages the Mencian concept of a harmonious ruler-
minister relationship, which is an inverse example of the harmonious relationship portrayed by
Liu Bei and Zhuge Liang. Furthermore, Cao Cao's relationship with his ministers can be
interpreted as the writers' expression and reflection of the oppressive suppression of the literati
ministers in the first three reigns of the Ming period, particularly the first emperor Zhu

Yuanzhang, who was known for his cruelty and suspicious governance over the scholar ministers

32 The original entry is recorded within the Dongpo Zhilin: %8/ NREER = B2 | - T Fos 7 T ifdkrfu g, » 5
FPRRE - WEAES - ORRAMERR R - EER =B BRI BEA ST BE R BT - DLEAME /N
N2 AttRET - | &2 82 F 0 BElS o FERISCE 878 BIEREE » ERE - |
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in his court. The third emperor of Ming, Zhu Di, was also known as the usurper of the throne,
and similarly, Cao Cao is also known as the usurper in the literati-ized tongsu yanyi.

This part of the chapter focuses on the fictional character Cao Cao in fongsu yanyi, since
pinghua rarely depicts any specific details other than recognizing Cao Cao as Liu Bei’s nemesis.
In fact, Cao Cao is one of the most complicated and contradicted characters in the novel. In the
beginning of the novel, when he is first introduced, Cao Cao is described as one of the distinctly

recognized patriotic officers by the noble and the literati social circle, such as Qiao Xuan %52z,

who is a highly respected official in the late Han period. Qiao Xuan believes Cao Cao is a savior
of the tumultuous period. Qiao once told Cao, “The empire is near ruin and can be saved only by
a man capable of dominating the age,” and “you could be the one KX i@l » JEdnth 2 A AR &E

L o R 0 HAEE S (Luo wenshi 9). Furthermore, Xu Shao A}, another character

who is a renowned evaluator at the end of the Han period tells Cao Cao that he “could be an able

statesman in a time of peace or a treacherous villain at the time of chaos ;&1 7 g5 - gLt

4P (Luo wenshi 9).33

These quotations illustrate that in the beginning of the novel, Cao Cao is an ambitious
young man, and he is recognized as the savior of the falling kingdom. However, later in the
novel, Cao is considered a treacherous villain when he escapes from Luoyang after failing to

assassinate Dong Zhuo. While en route to the prefecture of Chen Liu [ 24, Cao Cao and Chen
Gong mistakenly killed the family of Lii Boshe = {H3&, a friend of Cao’s father. After Chen

Gong asserts Cao’s wrongdoing in killing the innocent man, Cao Cao remarks “[it is] better to

3 According to Shishuo Xinyu tHEREEE or A New Account of the Tales of the World compiled by Liu Yiqing 2555, this
evaluation of Cao Cao is given by Qiao Xuan instead of Xu Shao, and it is flipped from the quote in tongsu yanyi, in which Qiao
told Cao that he is “a capable hero at the time of chaos or a treacherous statesman in a time of chaos g tH 27 Jff: » JGTH 2 T8
(Liu New Account 152).
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wrong the world than have it wrong me Z({HEFRE KT A » (KK T AEFK,” which reveals his

villainous nature (Luo wenshi 36). This quote is typically compared and contrasted by readers
with another statement from Liu Bei, “I treat men with humanity and honor, if he doesn’t return,
he will have betrayed his own heart & LU FAHRE - QIHEHAZK » S22 OAEH” (Luo
wenshi 443). Andrew Plaks notes the echo between the two quotes from Cao Cao and Liu Bei,
believing these quotes provide a sharp distinction between their perspectives in moral scruples
and self-interest—one is compassionate, the other is egocentric (Plaks 467). In addition, the

quote from Cao Cao is followed by a comment from the Jin Dynasty £ general Huan Wen {5

(312-373 AD) in tongsu yanyi, which said “these two quotes from Cao Cao will be condemned

by countless generations Wi 0] 555 > HUE A E & (Luo wenshi 36). Zhou Siyuan’s criticism

of Cao Cao’s murder of Lii Boshe’s family reveals the nature of Cao Cao as a villainous and self-

centered character (Zhou 154-155). On the other hand, Mao Zhonggang &5 believes that

Cao Cao’s remark signifies his excellence over the other hypocritical so-called virtuous
Confucian scholars, as Cao Cao “said what was in his heart,” and does not disguise himself like
the other hypocrites (Roberts Three 1008).

In fact, this remark complicates the characteristics of Cao Cao throughout fongsu yanyi,
which makes it difficult to determine if he is neither a treacherous villain nor an ambitious hero,
since he did not actually usurp the Han throne; rather, his son Cao Pi is the one who actually
usurped the throne from the Han house. However, Cao Cao’s coercive ruling over the northern
region reflects tyrannical control and a reign of dictatorship, as the mass execution and
extermination of his political enemies shown in fongsu yanyi echoes the same type of execution
to scholar-officials in the Ming court. There are multiple scenarios in fongsu yanyi that illustrate

Cao Cao’s cruelty and his defiant disposition against the Han house. The first scene is in the
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seventh chapter of volume five, entitled “Cao Cao Strangles the Consort Dong to Death & {25
L& A.” In this scene, Cao Cao discovers a secret decree to plot for his life, therefore Cao
exterminates the imperial brother-in-law. Cao Cao orders the execution of Dong Cheng & 7K, as

well as Dong’s fellow conspirators and their entire households, adults and children alike (Luo
wenshi 189). Tongsu yanyi narrates over seven hundred people died in this execution, including
one of Emperor Xian’s concubines, Consort Dong, since she is the sister of Dong Cheng and
advises Emperor Xian to issue a secret decree. Cao Cao leads his men into the imperial palace to
detain and execute the last of the Dong clan, and at the time, Consort Dong is five months
pregnant. Tongsu yanyi describes how Emperor Xian begged Cao Cao to spare the unborn child
and Consort Dong, to which Cao Cao replies:
“And spare the rebel seed to avenge the mother?” Cao Cao retorted. The Emperor
begged, “Please leave her corpse intact — and no exposure.” Cao Cao had the white cord
shown to her. The Emperor wept, saying to his consort [Dong], “In the netherworld
below the Nine Springs, Beloved, hold no grievance against us.” His tears poured forth.
“Still these carryings on!” Cao cried. At his curt command the soldiers bore the consort
off and strangled her outside the palace gate. Cao Cao commanded the palace security
officer, “Hereafter no kin or member of the imperial clan by marriage may enter without
my decree. Execute anyone attempting or permitting entry.” Those who had contacted
with Dong Cheng before were dismissed; those who had violations were categorized as
treason, which is in countless numbers. From then on, no matter high ranking officials or
low-ranking officials within the city of Xu, no one dares to converse with one another.
Cao Cao also assigned three thousand trusted followers to fill the ranks of the Royal

Guard and then placed it in Cao Hong’s charge.
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190)

In this scene, Cao Cao not only executes those who are involved in the scheme against him, he
also executes their relatives, including those by marriage and those who had contacted the
Dongs, past and present.

On one hand, Cao Cao’s execution of the imperial consorts and their relatives echoes the
theme carried over from pinghua, which determines that the decline of the imperial court is due
to the intervention of politics and governance by the eunuchs and imperial relatives that caused
the tumultuous period of the Yellow Scarves Rebellion, Dong Zhuo, and the rise of the regional
warlords. Moreover, Cao Cao’s execution of the imperial Consort Dong is perceived as an
attempt to restrict a feminine influence on imperial politics, potentially causing another political
crisis and a gender disorder after it was restored by Cao Cao’s military merits. Martin Huang
determines that the symbolism within Dong Cheng’s and Consort Dong’s attempt to revolt
against Cao Cao suggests there is another gendered political disorder, despite Dong Cheng’s and
Consort Dong’s intention being to restore the political authority of Emperor Xian of Han (Huang
Negotiating 91). This mass execution of the Dongs reinstitutes the masculinity of imperial

politics and rebukes the traditional assumption of femininity disorders in politics. Furthermore,

Cao Cao’s elimination of the imperial relatives is similar to Zhu Di’s Jingnan Rebellion, in
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which Zhu claimed his coup d’état was not usurpation, but rather the extermination of the
corrupted officers that had a negative influence on the young emperor. Both Zhu Di’s and Cao
Cao’s executions of the emperor’s close advisers and relatives are not purely a termination of the
gender disorder that Martin Huang suggests, rather it is the struggle between the wen and wu
dyad that reflects this struggle between the two political factors. Zhu Di’s coercive use of
military power to subdue the scholar-ministers and imperial relatives in order to usurp the throne
is a significant event to the history of China, according to Chan Hok-lam (Chan Cambridge 199).
During the Jingnan Rebellion, the scholar-ministers attempted to suppress the military power of
the feudal princes, who were mainly stationed in the north and associated with the military
power. Therefore, the military faction, or the wu power, must dominate the power of the scholar-
ministers, or the wen, in order to maintain their own political interests. In which, Cao Cao’s
military advancement towards the Han Emperor and the imperial relatives signifies this political
struggle with the use of the wu power, over the scholar’s wen power that dominates the political
system.

“Cao Cao Strangles the Consort Dong to Death” is not the only event in tongsu yanyi that
reflects Cao Cao’s cruel governance and his harsh treatment of the scholar-ministers. Chapter

[=3

eight of volume fourteen, “Geng Ji and Wei Huang Revolt Against Cao Cao Hk&r 52 585 & e,

illustrates another rebellion against Cao Cao after Cao had brutally beaten Empress Fu to death,
as she is condemned for a plot to revolt against Cao’s tyrannical control and dictatorship over the
Han court, which is narrated in chapter two of the same volume. Geng Ji and Wei Huang are
wholeheartedly displeased at the deterioration of the Han court, as Cao is granted the title of

King of Wei % T, and his hegemonic control of the court arises to its peak during the spring of

the twenty-third year of the Jian’an %% reign (218 AD). Geng Ji and Wei Huang see Cao Cao is
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bent on usurpation in the near future, therefore they gathered three other comrades and their
household servants in an attempt to ignite chaos in the capital with fire. Their objective is to

liberate the Emperor from Cao Cao’s control, since Cao is in the prefecture of Ye ¥f.
Unfortunately, Cao Xiu & (K and Xiahou Dun E {#[% are stationed nearby the capital and crush

the revolt. In fact, after Cao Cao is informed of the events, he immediately orders the executions
of Geng Ji, Wei Huang, and the other three members, as well as their clans. Furthermore, he
orders that every court and palace official in the capital—regardless of their rank—be brought to
the Ye prefecture for his decision, where:
...on the training field, Cao Cao set up two flags—red on the left, white on the right—
and issued a noble order: “Last night when Geng Ji, Wei Huang, and other rebels burned
the capital. Some of you came to put out the fire, and some of you stayed indoors and did
nothing about it. Those of you who came to put out the fires, stand by the red flag; those
who stayed indoors and did not try to help, stand by the white flag.” The officials
supposed that those who tried to put out the fire would be exonerated and thronged
around the red flag. Only a third of the officials stood by the white flag. But Cao Cao
ordered the arrest of everyone standing by the red flag. When the officials protested their
innocence, Cao said, “At the time you were not thinking of helping to fight the fires but
of aiding the nation in killing my clansmen.” Cao Cao had over three hundred officials
executed on the bank of the River Zhang. Those standing under the white flag were

rewarded and sent back to the capital.
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The aftermath of Geng Ji’s and Wei Huang’s rebellion is not in Chen Shou’s official

historiography. However, it is in the Records of the Duke of Shanyang, or Shanyang Gong Zaiji

PG #EEE, compiled by Yue Zi 4% during the Jin Dynasty, and later cited by Pei Songzhi in

his annotation.’*

Even though this incident is not completely fabricated, the details were not found in the
historical records. In fact, the exaggerated details of the collective punishment in the aftermath of
Geng Ji’s and Wei Huang’s revolt is an attempt to illustrate the cruelty and disharmony of Cao
Cao’s ruling, and contrasts with the benevolent and harmonious governance of Liu Bei and
Zhuge Liang in the kingdom of Shu. It is a contrast and comparison that accentuates the
idealized benevolent ruling from Liu Bei, as well as Zhuge Liang’s harmonious relationship with
his liege lord. Furthermore, Cao Cao’s obsession with collective punishment not only
demonstrates his cruelty towards those who attempt to revoke his political position or halt his
ambition, it also reflects and resonates with several of the treason charges against officials during

the reign of the Hongwu it period, which was under the rule of the founder and the first Ming
emperor, Zhu Yuanzhang. An example is the treason of Hu Weiyong &} 5 2&, who allegedly

attempted usurpation in Zhu Yuanzhang’s late reign. In Hu’s case, Zhu ordered the execution of

34 Shanyang Gong Zaiji said, “The king [Cao Cao] was furious after he heard the death of Wang Bi. The king summoned all
official to Ye. The king ordered those who came to put out the fire stand in the left, and those who did not came out to put out the
fire stand in the right. The officials supposed that those who tried to put out the fire would be exonerated and thronged to the left.
However, the king deemed ‘those who did not came out were the one not aiding the rebels. Those who came out to put out the
ﬁre were rebels.” Therefore, the king executed those who stand in the left.” [[f5/\@ERH @ T ERIFOME » B HEEHE

aAD > SBOKEL » ABOKES - BALTROKE ORSE - BIAE 0 ERUR TARROKEIRBEL » BOKTyEMtL, - B
Z o | (Chen Sanguozhi 23)
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Hu and his entire family, along with more than thirty thousand people since the exposition of
Hu’s case from the thirteenth through twenty-fifth years of Hongwu reign (1380-1392 AD)
(Mingshi 21; Lai Xishou 111-118). However, its influence continued to spread and later

entangled itself with the treason case of General Lan Yu B: &k 28, which was exposed in the

twenty-sixth year of Hongwu reign (1393 AD) following the case of Hu, and an additional
fifteen thousand people were executed (Cambridge 165-168). In fact, the resemblances between
the collective punishments of those that were not related to the usurpers’ plots against Zhu and
Cao reinforce the harsh, cruel relationships between the militant emperor and his scholarly
ministers. In his discussion of Ming history, Chan Hok-lam notes it was such brutal and cruel
suppressions of the ministers and literati in the early Ming period that contributed to the
sixteenth century vernacular literature popular subject matter of refuting and reinstating the
Mencian ideology and images of a benevolent ruler through such a metaphorical narrative (Chan
Cambridge 200).

Cao Cao is a complicated, complex character throughout the narrative of fongsu yanyi.
He is an ambitious hero who is determined to make the world at peace, and in order to fulfill his
ambition, Cao Cao ascends to the top of state politics and in the army, regardless of receiving
countless curses upon himself. In tongsu yanyi, in the process of climbing to the top, the two
aforementioned forceful revolts against Cao are not the only events included in the novel, such as

Cao’s savage murder of Empress Fu B i 7%k £ 5 after Cao’s ministers proposed to honor

him with the title of King of Wei. Therefore, the historical events, or details of the events
interwove with the storyline of Cao Cao and the kingdom of Wei in tongsu yanyi, and it is used
in comparison and contrast to the harmonious, benevolent ruling and governance of Liu Bei and

Zhuge Liang from the kingdom of Shu. In fact, this comparison and contrast intensifies the
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prevalence and necessity of the Mencian ideology in benevolent governance, and also for the
scholar-ministers within the political structure, in order for the realm of China to reside in a

peaceful, harmonious, utopian society.

Conclusion

The rewriting and reconstruction of the novelized Three Kingdoms story involved the
assembly of a series of actual and fabricated historical events into a narrative that presents
specific perspectives of the models of masculine images in late imperial China. The investigation
and analysis in this chapter specifically focuses on the Shu-Han chancellor and commander-in-
chief Zhuge Liang, a scholarly character and a primary focal point in the Three Kingdoms story.
In which, the transformation of Zhuge Liang from pinghua to tongsu yanyi depicts a refutation of
the confusing and conflicted identity presumed by popular culture. Furthermore, in tongsu yanyi,
Zhuge Liang restores and reconstructs the scholar and wen masculine identities in the process. In
fact, as demonstrated by Zhuge’s transformation, the concept of a true scholar should be the
same as Zhuge Liang narrates in tongsu yanyi. This image of Zhuge Liang in tongsu yanyi also
illustrates the rejection and displeasure towards the political crisis that occurred during the early
Ming period. Moreover, the narration of Cao Cao and his relationships with his ministers
corroborates the antagonistic perspectives from the narrators. The comparison and contrast
between Liu Bei and Cao Cao are one of the primary themes in the novel, and effectively
illustrates the fantasized wen-dominated idealized imperial court.

The transformation of Zhuge Liang from pinghua to tongsu yanyi is blatantly depicted
within their narratives. In pinghua, Zhuge Liang constantly reminds the reader that he is not a

scholar, but rather an immortal with arcane abilities and an androgynous appearance. These
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depictions of Zhuge Liang reflect the fantasized image of a scholar in the plain narratives.
Furthermore, Zhuge’s hack-and-slash behaviors in pinghua reveal that the imagined image of a
scholar does not have much distinction from the haohan characters. In fact, the image of Zhuge
Liang in pinghua cannot be identified as a true scholar, since the image of Zhuge contains
various elements including mystical elements derived from both Daoism and Buddhism that vary
from a Confucian scholar. In tongsu yanyi, Zhuge Liang transforms from an androgynous
appearance with a queer fagade, into a moderately fragile and ectomorphic appearance. His
mysterious, arcane abilities are revamped into a carefully plotted illusion, and yet, Zhuge rarely
draws his blade to hack-and-slash in general. The transformation of Zhuge Liang in the novel is
unquestionably reconstructed and remolded by the scholar identity in the mid-Ming era,
following the loss of their dignity due to the disastrous social identity crisis at the beginning of
the Ming period known as the Jingnan Rebellion.

The images and actions of Zhuge Liang in fongsu yanyi can be considered a part of the
attempt to rebuke the coercive revolt of the Jingnan Rebellion, which destroyed the authoritative
structure of the scholar-gentry through military power. As mentioned in the discussion above

about the Jingnan Rebellion and the disappearance of the Jianwen Emperor £ 327% Zhu

Yunwen, Chan Hok-lam determines that some of the vernacular fiction in the sixteenth century,

especially the genre of the popular elaboration, or the yanyi JE%g, highly praises the scholarly

loyalists who were executed and killed in the rebellion (Cambridge 200). Furthermore, Martin
Huang considers the literati-ization of Chinese novels a self-healing process in shifting their
frustrations and aspirations into the main narrative focus (Huang Literati 21). Such claims from
Chan and Huang support the rewriting and remolding of Zhuge Liang and possess the idea of

rebuking past political situations through the use of historical romance. In fact, the reconstruction
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of Zhuge Liang not only rebukes the oppressive government in prior history, it also sets a defiant
tone against the pedantic scholar or the literati identity in the officialdom. Zhuge Liang’s
character presents the image of a true scholar, who has a wide range of knowledge, not only in
literacy, but also in military strategy, and has a righteous mentality in refuting the servile
submission to the unjust and cruel ruler. Zhuge Liang’s image in tongsu yanyi is a self-invention
to restore the true scholar identity from the dignity that had been lost at the time of the
oppressive governance from the tyrannical oppression in the past. In contrast, the villainous,
cruel oppression of Cao Cao’s reign in tongsu yanyi illustrates the tyrannical and suppressive
ruling of the Zhu emperors in the early Ming period. Therefore, the wen image of Zhuge Liang in
tongsu yanyi not only reconstructs the wen masculinity and the scholar identity, but also
reinforces the Mencian concept of benevolent governance and harmonious minister-ruler

relationships.
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Chapter Three

Guan Yu: Recognition of the Knight-errant
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The concept of yingxiong i, or the idea of the “hero,” is a recurring theme in the

Three Kingdoms story cycle. According to Martin Huang, despite translating to “hero” in
English, this translation is unable to adequately explicate the theoretical concept of what
constitutes as yingxiong in Chinese (Huang Negotiating 89). The concept of yingxiong is
different from haohan. The ideology of haohan is someone who possesses martial prowess and
other contrasting factors that include self-refraining from sexual desires and excessive eating or

drinking habits. Liu Shao’s Renwuzhi A\ #J;7E, which translates to “A Study of Human Abilities,”

defines yingxiong as follows:
The best among the trees and plants is called ying, and the animals that stand out from
their groups are called xiong. Therefore, men who have extraordinary civil and military
abilities are called yingxiong. Consequently, those whose wisdoms is outstanding are
considered ying, and those whose strength and courage are superior are regarded as
xiong.»
REZAEF & Rt BRZFRE R Rl s A GRS - BRI - Zi > BEEAFS
o B BEJTME A 0 BH 2 I o (Liu Renwuzhi Vol. 8)
From Liu Shao’s discussion of yingxiong, the conceptual idea of yingxiong has different
complexions and dispositions from haohan, which is primarily a typical warrior-like fellow. Liu
Shao suggests a yingxiong is someone who not only possesses military merits and an invincible
martial prowess, similar to Zhang Fei in pinghua or tongsu yanyi, but also procures substantial
achievements in both literacy and governance similar to Zhuge Liang. Chen Ying claims that

there is another type of yingxiong that is above and beyond the standard archetype of Chinese

35 This English translation is from Martin Huang’s Negotiating Masculinities in Late Imperial China.
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heroes, which is an emperor 7 T or a commander-in-chief 4ftEifl type of yingxiong, separate

from the martial prowess of wu yingxiong and the literacy of wen yingxiong (Chen Zhongguo
137-138). This leadership type of yingxiong may not necessarily possess superior martial skills,
nor have the most prominent wisdom, but in Chen’s view, this type of yingxiong is able to gather

a group of wen-wu comrades in order to become a contender to pursue tianxia X [, or the land

under heaven (Chen Zhongguo 138). In which, Liu Bei, Cao Cao, and Sun Quan represent this
typical type of yingxiong in the Three Kingdoms story cycle.

The aforementioned concept of yingxiong from Liu Shao’s Renwuzhi consists of a
combination of both wen and wu characteristics, with both attributes being exceptionally beyond
its peers of its generation. In fact, this concept of yingxiong continues to shift and transform.
Through a set of evaluations of Guan Yu in the Three Kingdoms story cycle, Kam Louie claims
the idealized yingxiong is illustrated through a set of rigid rules, and even meticulous self-
containment from personal desire (Louie “Sexuality” 858-859). However, in “A Meeting to

Evaluate Heroes 5% ,” a well-known scene in the Three Kingdoms story cycle, Cao Cao

expresses his opinion on the concept of yingxiong in a conversation with Liu Bei, which refutes
Kam’s claim that Guan Yu is a yingxiong. This particular scene is briefly mentioned and
deprived of any details from the narration in pinghua. In which, Cao Cao proclaims there are
only two figures that can be claimed as yingxiong at the time, at which point he asserts Liu Bei
and himself as the only two yingxiong. In tongsu yanyi, Cao Cao expounds and contends his
understanding of the concept of yingxiong with an analogy of a dragon:

Cao turned to Xuande and asked, “Does my worthy brother understand the dragon’s

multiform manifestations?”” “Not to my knowledge,” Xuande replied. “The dragon,” Cao

continued, “can enlarge and diminish itself, surge aloft or lie beneath the surface of the
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water. Enlarged, it spews mist and creates clouds, causes gigantic momentums in river
and sea. Diminished, it can veil its scaly form from view, immerges his head and claws.
Aloft, it prances triumphant in the upper realm of space. Under the surface, it lurks
among the surging breakers. This is how the dragon manifests itself. Now in the fullness
of spring it mounts the season, dragon got its time and will surge aloft it flies above the
skies. It is just like men, who would fulfill an ambition to dominate the length and
breadth of the land. In this respect, the dragon can well be compared to the heroes of the
age...” “Now,” Cao Cao went on, “what defines a hero is this: a determination to
conquer, a mine of marvelous schemes, an ability to encompass the realm, and the will to

make it his, which that can be claimed as a hero.

HE TEERAEESMEG ? ) 2B ¢ TRMM o #H 0 TRERERAE/D 0 BETTEE
b RAIEFFEE > BLENE o NIRRT B ES  FHRTRIE N T/ 2
SHTBIRINICR Z A - ILRERSYI - BEIRFSEL - TSR > mefa Rty > BLAAALEE
SAPRITILR > SRl o Be T ERt 2 S e ey oeeee HE T RBEE
F o MR BRI R - AERTEH I Rt 2 T e R o

(Luo wenshi 170)

Cao Cao’s explication of yingxiong is different from that of Liu Shao or Chen Ying. His

elaboration on yingxiong has one particular element, which is the definite ambition to conquer.

And without a strong and determined mind to fulfill such an ambition to conquer, an individual

cannot be claimed as a yingxiong. Cao Cao claims that he and Liu Bei are the only two

individuals who possess the determination and the necessary ambitious qualities to be yingxiong.

In fact, Cao Cao’s explication can be viewed as a widespread perspective in defining a

yingxiong, or a hero, in the late Chinese imperial period. And yet, this notion on the concept of
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yingxiong refutes Chen Ying’s or Kam Louie’s consideration of the warrior-like or scholarly-like
figures in the Three Kingdoms story cycle as yingxiong, since many of these characters were not
encompassed with a strong ambition to conquer, like Cao Cao, Liu Bei and Sun Quan.

In reference to the English term “hero,” according to Sidney Hook, “the material for
interest in heroes is the indispensability of leadership in social life, and in every major form of
social organization,” and he also defines “whoever saves us [as] a hero” (Hook 3, 12). Sidney
Hook’s definition of a hero is similar to Cao Cao’s explication of yingxiong in tongsu yanyi.
There are many characters who have traditionally been coined as a yingxiong in the Three
Kingdoms story cycle, such as Cao Cao, Liu Bei, Lii Bu, Dong Zhuo, Yuan Shao, and Sun Jian,
though they are mainly considered a leading figure of a faction, or a self-proclaimed savior in the
tumultuous era. The narrator specifically uses the term yingxiong when introducing these
characters in the literati-ized novel, in order to convey their importance and characteristics in the
text. Furthermore, the image of yingxiong transforms from the historical record to a collective
identity that has been hybridized between the wen and wu elements, which in Liu Shao’s
definition, is a yingxiong. Therefore, other than Cao Cao, Liu Bei, and Sun Quan, any other
characters in tongsu yanyi cannot be recognized or categorized as a yingxiong, since the narrator
refutes any other types of yingxiong and determines a particular attribute of a true yingxiong in
nature. However, the nature of this study does not examine the discussion of the transformation
of the yingxiong from pinghua to tongsu yanyi.

This chapter intends to examine the transformation and the reconstruction of another

typical Chinese masculine archetype, the xia ¥, or the knight-errant in the Three Kingdoms

story cycle. The xia is continuously regarded as a yingxiong in various scholarly studies as

mentioned above, especially in the investigation and examination that focuses on Guan Yu in the
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Three Kingdoms story cycle. In fact, Guan Yu is continuously considered a representation of
yingxiong, or the Chinese hero, by scholars such as Kam Louie and Chen Ying, who proclaim
Guan Yu as a typical yingxiong archetype. Kam Louie asserts Guan Yu as a hero due to his
loyalty and his obligations to Liu Bei, and also for his contempt towards sexual desires (Louie
“Sexuality” 846-852). Chen Ying has a similar judgment of Guan Yu, though instead of noting
his loyalty and his obligations to his brotherhood, Chen argues that Guan’s moral fiber and his
abstention from any sexual desire contributed to Guan’s heroic characteristics and his apotheosis
(Chen Zhongguo 142-145). In a way, these judgments about Guan Yu can be applied to the

assumption that Guan Yu is a character with chivalric bones, and his behaviors as a xiake X%

instead plainly brands him as a yingxiong.

The concept and the archetype of xia, or xiake, is probably better described in relation to
the various warrior-type characters that are depicted in the Three Kingdoms story cycle, as
opposed to the haohan archetype. Xia, or xiake, is a term that traditionally refers to those who
violate the law and defy the order of the authorities in order to right the unjust among the human
society. In fact, the definition of xia and xiake has altered over time, similar to yingxiong as
mentioned above. Hanfeizi &JE -, a classic legalist text written in mid-third century China by
legalist philosopher Hanfeizi, specifically views the xia, or the xiake, as an element that would
disrupt the social order of a state, as Hanfeizi claims that “The Confucians [literary scholars]
with their learning bring confusion to the law; the knights [xia] with their military prowess

violate the prohibitions. Yet the ruler treats both groups with respect, and so we have disorder {3
DISCELE - RPAEJEZEE » i A EFEE 2 @ ILATLLELTL - 7 (Hanfeizi Hanfeizi 106). The quote
from Hanfeizi suggests both the literati and the xia were an origin for disorders within a state, in

which the xia is likely to violate the interdictions instituted by the state through the use of their
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martial power, and proceed with violence in order to retaliate against the social unjust that the
state laws can’t vindicate.
According to Burton Watson’s translation, later in the Han Dynasty, in a chapter from

Records of the Grand Historian, the Biographies of the Wandering Knight, or youxia liechuan
3%1]{&, Sima Qian commentates in regards to the xiake, or the wandering knights:3¢

As for the wandering knights, though their actions may not conform to perfect
righteousness, yet they are always true to their words. What they undertake they
invariably fulfill; what they have promised they invariably carry out. Without thinking of
themselves they hasten to the side of those who are in trouble, whether it means survival
or destruction, life or death. Yet they never boast their accomplishments but rather
consider it a disgrace to brag of what they have done for the others. So there is much
about them which is worthy of admiration, particularly when trouble is something that

comes to almost everyone some time.
SR - EATHERPURIES: - ZAHEME - HITR > Espdl > AEHEE > it
ZWZA > BREFTIHRAES » AP ERE - B EME  ETNAEEES - (Sima
Records: Han 2:410)
In this passage, Sima Qian defines the xia, or the wandering knights, as altruistic vagrants who
wield their power and strength, roaming the society to avenge for those who suffer from harm
and social unjust. From Hanfeizi’s and Sima Qian’s descriptions, the xia have similar attributes

to the haohan archetype, in that they significantly consider their honor and fame, and usually

3¢ The English translation of xia is generally translated as “knight” or “knight-errant,” which James Liu specifically
mentioned in his book. This translation is “a matter of convenience, for this is literally close enough to the original”
and to him, it is “by far the least misleading of several possible translations,” which include cavalier, adventurer,
soldier of fortune, and underworld stalwarts (Liu Chinese Knight-errant xii).
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resolve their problems through the use of violence. Sima Qian perceives that their action did not
“conform” to perfection in terms of righteousness, but their martyrdom is highly praised and

admired by the people in the time of trouble. However, the term “righteousness,” or zhengyi 1t
5, may not actually refer to the commonly accepted definition of social justice.

In Wang Li’s article, “Western Knights and China’s Swordsmen: Towards the Universal
Theme of Justice in Chinese and Western Literature,” he claims that the zhengyi within the
Chinese chivalric deed, or xia, refers to private justice instead of social justice (Wang “Western”
91-92). Wang claims justice is related to the ancient Chinese tradition developed in proximity to
familial relationship and filial piety, therefore justice, or zhengyi, superseded laws and related to
private vengeance. This definition from Wang justifies the reason why Sima Qian determines
how the xia’s chivalric acts were not conforming to the perfect righteousness, since Sima’s
perspective of zhengyi is more-or-less related to social justice, in contrast to private justice. In
addition to the xia’s conformity to their belief of righteousness, another significant characteristic
of xia is that they are “true to their word,” as Sima Qian believes the xia will honor their word in
any situation once they’re pledged to actualize it. The actualization of a promise becomes one of
the essential qualities of xia, other than “conforming” to the righteousness. In fact, the
description from Sima Qian actually affirms and reconstructs the xia’s chivalric acts and
reformulates the xia with a new positive image and identity separate from what Hanfeizi opposes
and considers as part of the root of disruption to the stability of a state.

This contrast between Sima Qian’s perspective and Hanfeizi indicates the transformation
of the xia’s social status between the Warring State to the Han period, which exhibits the
changes that took place at the time—from a negative perspective to a positive attitude, more or

less. Sima Qian’s generalization of xia provides a historical perspective of an early portrayal. On
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the other hand, James Liu’s investigation of the Chinese knight-errant, or xia, concludes that xia
cannot be considered as a vocation, a career, nor a social class, since many xiake did not make
their living being a xiake, or provide their services in exchange for a living (Liu Chinese Knight-
errant 4). According to Liu, a xiake is “simply [a man] of strongly individualistic temperament,
who behaved in a certain way based on certain ideals,” which is clearly depicted in Sima Qian’s
records and commentaries about the xia of the past (Liu Chinese Knight-errant 4). The essential
element in Liu’s analysis of the xia ideal, or the Chinese knight-errant, suggests that once the
xiake recognizes their own individualistic and chivalric temperament, and lives under their own
principles of moral standard, each individual xia will strictly comply with these standards for
life. This means a xia can be any typical man who had pursued any type of career or vocation.
James Liu suggests various historical characters that he considers a xiake, including Lu

Su % Ed (172-217 CE) during the Three Kingdoms, poet Li Bai 225 (701-762 CE) from the
Tang Dynasty, and a physician Wang Keming F5¢HH (1069-1135 CE) in the Song Dynasty. In

fact, Liu claims the principle standard of xia consists of eight different principles that contribute
to the basic behaviors of a xiake in China. These principles are comprised of altruism, justice,
individual freedom, personal loyalty, courage, truthfulness and mutual faith, honor and fame, and
lastly, generosity and contempt for wealth (Liu Chinese Knight-errant 4-6). However, there are
differences between Sima Qian’s description of a xiake and Liu’s summarized behaviors of the
Chinese knight-errant. For example, one of the eight principles that guide the behavior of the
xiake is personal loyalty, though it is not one of the characteristics depicted in Sima Qian’s
biographies. According to Liu, personal loyalty is "more important than loyalty to one's
sovereign or parents," and this personal loyalty towards the man who "appreciates him," or the

zhiji /I, (a bosom friend), is a personal indebtedness due to the "bosom friend's" past personal

150



generosities (Liu Chinese Knight-errant 5; Huang Desire 71). In Liu’s depiction, the loyalty

principle of a xiake refutes the conventional ideology of the loyalty, or the zhong ., which is

traditionally viewed as a sense of sentimental commitment to one’s sovereign, or the superior in
a vertical relationship between the ruler and subject (Kam “Sexuality” 849).

Furthermore, the personal loyalty principle is highly regarded as one of the essential
elements of the xia. James Liu considers how the mentality of xia can be explicated by how a xia
will repay his zhiji either through death or various types of self-scarification, such as his own
fame and honor, or even his own morality. As a matter of fact, these ideal principles of xia
differentiates a xiake, or a knight-errant, from the haohan archetype, the scholar archetype style
of masculine character, or the archetype of a yingxiong. In the Three Kingdoms story cycle,
Guan Yu illustrates the characteristics of the xia archetype instead of the haohan archetype, or
the traditional perspective of a yingxiong. There are several scenes in fongsu yanyi that depict
Guan Yu more or less acting in accordance to the chivalric temperament and principles of the xia
summarized by James Liu. In the following passage, I examine and analyze the differences
between pinghua and tongsu yanyi, and these comparisons will demonstrate an attempt by the

literati to reconstruct an ideal masculine xia archetype.

Guan Yu, the wanderer from Jianghu

Both pinghua and tongsu yanyi introduce Guan Yu with a similar background as a
wanderer, vagrant, or with a rogue-like style that roams from place to place without a permanent
home or income. Guan Yu is unlike his sworn-brothers Zhang Fei and Liu Bei, both of whom are

locals and grew up in Zhuo County ;%E[. The narrator in pinghua introduces Guan Yu into the

scene as he is passing by Zhang Fei’s front door:
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The story goes that there was a man named Guan Yu, also known as Yunchang. He
hailed from Xieliang in Puzhou in Pingyang. From birth, he had the eyebrows of a god
and the eyes of a phoenix, a curly beard and face like purple jade; he was nine feet, two
inches tall and loved to read the Spring and Autumns and Zuo’s Commentary. When he
studied the biographies of the rebellious vassals and evil sons, he was filled with a furious
hatred. He killed a district magistrate because the latter coveted wealth and loved
kickbacks and greatly harmed the common people. Fleeing for his life he became a
fugitive and went to Zhuo Commandery... Fei [Zhang Fei] asked him, “Sir, where are
you going? And where are you from?”” As Lord Guan was being questioned by Fei, he
saw that Fei too had an exceptional physique, and said, “I hail from Xiezhou in Hedong.
Because the local magistrate treated the people most cruelly, I killed him. Not daring to
stay in my village, I came to this place to seek safety.” When Fei heard this tale, he
realized that Lord Guan had the ambition to a true man, and invited him to a wine shop.
Fei ordered up some wine, “Bring us two hundred coins worth of wine.” The owner
brought it promptly. Lord Guan saw that Fei was a serious person. As they were talking
and speaking, they were in complete harmony. When the wine was finished, Lord Guan
wanted to buy the next round, but he had no money with him and looked uncomfortable
about it. Fei said, “How could that be?”” And he ordered the owner to bring more wine.
The two of them toasted each other, and as they were talking found themselves in such

harmony that they resembled old friends.
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On the other hand, tongsu yanyi introduces Guan Yu’s biography and history in his own self-

introduction, as he introduces himself to Liu Bei and Zhang Fei while they are drinking in a

tavern, after Zhang Fei invited Liu Bei to the tavern to discuss each other’s ambitions and goals:
As they drank, they watched a strapping fellow pushing a wheelbarrow stop at the tavern
entrance. “Some wine, and quickly—I’m off to the city to volunteer,” the stranger said as
he entered and took a seat on the mulberry wood stool. Xuande [Liu Bei] observed him: a
man of enormous height, nine feet and three inches tall, with a one foot and eight inches
long beard flowing from his rich, ruddy cheeks. He had glistening lips, eyes sweeping
sharply back like those of the crimson-faced phoenix, and brows like nestling silkworms.
His stature was imposing, his bearing awesome. Xuande invited him to share their table
and asked for his name. “My surname is Guan,” the man replied. “My given name is Yu;
my style, Changsheng, was later changed to Yunchang. I am from Jieliang in Hedong, but
I had to leave there after killing a local bully who was persecuting his neighbors and have

been on the move among the brotherhood of river and lake in these five or six years.>” As

37 1 adopted John Minford’s translation of the term Jianghu JT3# to signify the brotherhood interest, which is from
Milford’s translated work of Louis Cha’s The Deer and the Cauldron EEWREZEE (Cha The Deer xxv).
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soon as I heard about the recruitment, I came to sign up.” Xuande then told of his own

ambitions.

> R RSN FEFTOMNR T T ASRECH » TR | R
ot TEVRELCKE - BAHEAMERE  HET | ZEEEAN BRARET B
B—RU/GT - HES - BEA  FHEIR - BEE - HfEE - BREE - X8
SR EAL MRS - HASH © TEEH - 20 FRE - HRIRER » T
R R A o NARSERFEEHA - R - RETHANTES - SHESEEL
Wea R > AEIEE: - | 2ZfERDICESZ o (Luo wenshi 5)

By comparing the two narratives that introduce Guan Yu, both specifically suggest he become a
fugitive after he righted the wrongs done to his hometown by killing a local villain, though one is
a local magistrate, and the other claims the villain to be a local bully. This specification first
illustrates that Guan Yu roams off from his homeland in order to avoid being captured by the
authority. Secondly, these two narratives also suggest Guan Yu had performed a case of a
chivalric deed with violence for the justice of his hometown, which is an altruistic act in order to
fulfill the social justice that cannot be actualized through laws and orders. Furthermore, in order
to avoid capture and imprisonment, he chooses to leave his hometown and family behind him.
These claims from Guan’s introduction qualify three of the eight principles of xia according to
James Liu, which are altruism, justice, and personal freedom.

It is particularly interesting that in tongsu yanyi, Guan Yu claims to have been roaming

among the “brotherhood of river and lake,” or jianghu ;T.#], for several years before he met with

Liu and Zhang. The term jianghu refers to a specific sub-society that mainly includes merchants,
craftsmen, beggars, vagabonds, fugitives, hooligans, and outlaws, according to Chen Pingyuan in

his study of Chinese xiake mentality (Chen Qiangu 139-140). Chen indicates that in the Pre-Qin
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period, the term jianghu refers to the shi class, who live a lifestyle that distances themselves from
the circles of political powers. In imperial China, however, jianghu generally references the sub-
society that distances themselves from the state authority and mainstream society. According to
Patricia Ebrey and Chen Shen, the s#i is the origin of the xiake, though usually refers to the
aristocratic class in ancient China. Then, due to the eclipse of chariot warfare, the shi
transformed into scholar-officials and wu-dominated warrior-classes, which eventually evolved
into xiake in the imperial period (Ebrey 29-39; Chen Zhongguo 10-28). Therefore, Guan Yu’s
introduction in tongsu yanyi proclaiming himself as having been living among the “brotherhood
of river and lake” for a couple years signifies his involvement with the xiake community. It also
hints that Guan identifies himself as a xiake in the beginning of the novel.

In fact, Guan Yu’s introduction in pinghua restates his detestation and hostility towards

99 <6

the “rebellious vassals,” “evil sons,” and corrupted magistrates. This specific assertion of Guan
Yu restated not only the obvious, but also asserts Guan Yu’s hatred and murder of the corrupt
magistrate in his local district. This characterizes Guan as a virtuous castigator of the society, as
Guan acts like the “Sword of Damocles” for the government officials.’® Unlike Guan Yu from
pinghua, Guan Yu in tongsu yanyi fled his hometown due to his slaughter of a local bully who
persecuted the villagers in his hometown. From Sima Qian’s perspective, Guan’s action in
tongsu yanyi cannot be considered “perfect righteousness,” as his slaying of the local bully only
reflects his exercise for the private justice. The pinghua narrative suggests Guan Yu acted as a

righteous and virtuous chivalric warrior who performs acts for social justice against the

corrupted officials for those who have been oppressed and persecuted. On the other hand, the

38 The “Sword of Damocles” refers to the legendary courtier who extravagantly praised the happiness of Dionysius
I, ruler of Syracuse. To show him how precarious this happiness was, Dionysius seated him at a banquet with a
sword hung by a single hair over his head. Therefore, the “Sword of Damocles” is used to refer to a precarious
situation.
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reconstructed narrative describes Guan Yu as a wu-dominated xiake who castigates the bullies
and persecutors within his own familial proximity, a practice of private justice. Therefore, Guan

Yu transforms from a social savior in the pinghua narrative, into a private avenger in tongsu

yanyi.

Interplay of xiaqi and Guan’s dilemma
Guan Yu’s depiction as a xiake continues throughout fongsu yanyi, which specifically

focuses on Guan’s martial skills and xia temperament, or xiagi 5. Guan Yu’s attitude towards
the man who “appreciates him,” his bosom friend, or his zAiji F1=., is especially complicated. It

is even more intricate to analyze as the complication arises in Guan’s relationship with his
bosom friend, Cao Cao. In the sworn brotherhood of Liu, Guan, and Zhang, their social
enactment is displayed through their male gazes and their bidirectional attraction to their
extraordinary physique. This enactment between the three brothers may seem superficial at first,
but as the story progresses, their homo-social bonding, or what Kam Louie believes to be a
certain type of implicit sexual attachment, continues to evolve as the story progress (Louie
“Sexuality” 848-859). However, this brotherhood doesn’t signify that Liu Bei and Zhang Fei are
Guan’s zhiji. Therefore, Cao Cao is the only character who can be considered as Guan’s zhiji.
There are specific scenes in the Three Kingdoms story cycle that contribute to Guan’s
and Cao’s complicated zhiji relationship, and significantly illuminate Guan’s xiake identity.
Some of these scenes are not adequately depicted in pinghua, or they are altered and modified in
tongsu yanyi. I will first examine Guan’s and Cao’s first meeting and the development of their
zhiji relationship, which is in the ninth chapter of the first volume of tongsu yanyi, entitled “Cao

Cao Rallies an Army Against Dong Zhuo & #E o2 5.” In this chapter, after Cao Cao
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evaded the pursuit from Dong Zhuo and his minions, Cao returns to his hometown, the city of

Chenliu %4, and rallies seventeen military townships with a forged decree for a coup d’état

against Dong Zhuo’s tyrannical dictatorship in order to save the Han emperor from Dong’s

usurpation. On their expedition against Dong Zhuo, the alliance is halted by the Si River Pass ;&
7K, and Dong’s general, Hua Xiong ZEJif, is assigned to guard the pass against the military

alliance. After several battles, Hua Xiong defeats the alliance and remains invincible on the
battlefield. Not one general or warrior is able to defeat him. When the battle becomes a
stalemate, Guan Yu nominates himself to a duel against Hua Xiong, in which Cao Cao provides
the first opportunity for Guan Yu to shine in the Three Kingdoms story cycle:
At that, a voice from the back boomed, “I offer to present Hua Xiong’s head to you
personally.” The assembled lords turned to the speaker, a man with nine feet and five
inches span, with a beard of a foot and eight inches long, flowing from his rich ruddy
cheeks. His eyes were like those of the crimson-faced phoenix, his brows like nestling
silkwormes, his voice like a tolling bell. He fixed his eyes directly on the audience. “Who
is this man?” demanded [ Yuan] Shao. “He is Guan, sworn brother of Xuande,” answered
Gongsun Zan. “His position?”” asked Shao. “Mounted archer under Xuande,” was the
reply. At that, Yuan Shao’s brother, Yuan Shu, burst out, “Are you trying to insult us? A
mere archer! Have we no more commanders? What nonsense! Get him out of here!” But
Cao Cao checked Yuan Shu: “Pray, hold your temper. This man has made his boast. He
can’t be a coward. Now let him make it good. You’ll have plenty of time to condemn him
if he fails.” “But to send out an archer!” Yuan Shao said. “Hua Xiong will laugh in his
sleeve!” “He doesn’t look like an ordinary soldier,” Cao Cao replied. “How is Hua Xiong

going to know?” Finally, Lord Guan spoke: “If I fail, my head is yours.” Cao Cao had a
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draft of wine heated for Lord Guan before he mounted. “Pour it,” said the warrior, “and
set it aside for me. I’ll be back shortly.” He leaped to his horse, gripped his weapon, and
was gone. The assembly of lords heard the rolling of drums and the clamor of voices
outside the pass, and it seemed as if the heavens would split open and the earth buckle, as
if the hills were shaking and the mountains moving. The terror-struck assembly was
about to make inquiry when the jingling of bridle bells announced Lord Guan’s return.
Yunchang entered the tent and tossed Hua Xiong’s head, freshly severed, on the ground.

His wine was still warm.
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In this scene, Guan Yu is introduced as an arrogant warrior, who irritates some of the military

townships. When the military townships despise Guan Yu because of his low social status, Cao

Cao is the only one who comes forward with high regards. This also provides an opportunity for
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Guan Yu to exhibit his martial prowess to all others, in which he decapitates Hua Xiong in an
instantaneous moment. Cao Cao’s approval and consideration for Guan Yu instigates a
complicated relationship developed between Cao and Guan throughout the narrative.

Interestingly enough, this specific incident, known as “Lord Guan Decapitates Hua Xiong &/
HTEEJHE” is one of the fabricated events compiled in fongsu yanyi that is not included in pinghua,

nor in Chen Shuo’s historical record. It is this relationship between Cao and Guan that
contributes to Guan’s dramatic struggles, which is an important element that changes Guan from
a pure martial prowess character in pinghua to a chivalric xia in tongsu yanyi.

The intricate relationship between Guan Yu and Cao Cao develops with a series of
conflicts and coincidental disputes within the narration of the Three Kingdoms story cycle. As
mentioned above, the scene “Lord Guan Decapitates Hua Xiong” not only illustrates Guan Yu’s
martial prowess, it also sets Cao Cao’s appreciation of Guan Yu in motion at the beginning of the
novel. In the first part of the novel, however, the affection from Cao Cao is unidirectional. Guan
Yu did not constitute a bidirectional engagement with Cao Cao until later on, in the ninth chapter

of the fourth volume, entitled “Cao Cao Shoots a Stag During the Grand Hunt at Xutian & 7 {%
ST EE.” The story begins as Liu Bei and his two brothers lost the province of Xuzhou M,

fled from Lii Bu and Yuan Shu, then sought shelter under Cao Cao. At the time, Cao Cao
controls the Northeastern sector of the Central Plain, including the Xuzhou province that is

previously owned by Liu Bei, and he “uses his hold on the Emperor to make the feudal barons do

his bidding #KF- LA 56" (Luo wenshi 283). Cao Cao moves the imperial court and the
Emperor from the ruins of Luoyang ;&[5 and Chang’an =% to the city of Xuchang 3 &, after
the chaos and military coup d’état of Dong Zhao’s & & dictatorship. Therefore, Guan Yu and

his brothers also stay at Xuchang, while the Emperor appointed Liu Bei as the General of the
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Left /5145 and the Precinct Master of Yi B 1 =={5=. This chapter depicts Cao Cao inviting the

Emperor and ministers to a grand hunt to see the reactions of the ministers and generals, in order
to determine who submits to Cao Cao’s power, and who are in his opposition. The scene is
narrated as follows:
The procession turned and was crossing a low hill when a stag charged from the wood.
The Emperor shot three arrows but missed. “Try for it, my lord,” the Emperor gazed at
Cao Cao and said. Impudently, Cao asked for Emperor’s jeweled bow and gold-tipped
arrows. Drawing the bow to full, he released an arrow that pierced the deer’s back; the
animal toppled in the grass.
The crowd of ministers and generals, seeing the imperial arrow, assumed that the
Emperor had scored the hit and surged forward to congratulate him, crying, “Long life to

"’

the Emperor!” But it was Cao Cao, guiding his horse ahead of the Son of Heaven, who
acknowledged the cheers. All who saw it blanched. Behind Xuande [Liu Bei], Yunchang
[Guan Yu] seethed. Brows arching, eyes glaring, he raised his sword and rode forward
attempting to cut Cao Cao down. Sensing Guan’s intent, a sharp look with a motion of his
head from Xuande, which halted Guan. Guan is a man of loyalty and righteousness, as he
saw his brother’s eyesight, he changed his mind, and reined in without hesitation.

Cao Cao solely gazed at Xuande. Xuande is in panic, and bowed to Cao Cao to
congratulate him: “Your Excellency shoots with more than human skill. Few in this age
can equal you.” “It was the largess of the Emperor, really,” Cao replied, laughing as he

rode his horse round to express his compliments to the sovereign. But instead of returning

the jeweled bow, he simply hung it at his side. All the minsters and generals in seniority
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lamented in suspiration. When the hunt was over, the multitude feasted in Xutian.
Afterward the Emperor led the procession back to the capital Xu, and it dispersed.

Later Xuande spoke to Yunchang, “Why are you so agitated today?” “Cao Cao
persecutes and hoodwinks the Emperor,” Yunchang replied, “I can’t tolerate such act!
Why did you stop me? I could have rid the dynasty of a traitor at whose hands the
Emperor suffers personally.” “If you aim for the mouse,” Xuande warned, ‘don’t bring
down the house!’ Cao plotted this scheme since his memorial submission to the Emperor
for the grand hunt. Cao rode along the Emperor and keep the Emperor under his
surveillance; his lieutenants were thick around him, which didn’t you notice it? Why did I
stop you cutting Cao? Dear brother, don’t you see the outnumbered minions of Cao, had
you accidentally injured the Emperor in a moment of foolish wrath, we would be the ones
accused of the very crimes you denounce.” “Spared the villainess traitor Cao Cao
today—it will be a plague for tomorrow,” Lord Guan retorted. “Say no more,” said

Xuande. “We cannot speak freely.”
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This narrative explicitly details Guan Yu’s hostility towards Cao Cao, and his intent to “cut” him
after seeing Cao Cao stand in for the Emperor, after acknowledging the cheers and praises from
the ministers. Guan Yu’s attempt to “cut” Cao Cao illustrates Guan’s repugnance for Cao. This
specific scene demonstrates how the “appreciation” from Cao Cao is a unidirectional
development at the beginning of the novel in one respect. On the other hand, Guan formulates a
love-hate relationship with Cao Cao.

Furthermore, this scene also exhibits Guan Yu’s righteousness, or the zhengyi that Sima
Qian attempts to portray in his endnote commentary in the Biographies of the Assassins, which
contributes to Guan’s personal repugnance and loathing towards Cao Cao. Guan’s repugnance
towards Cao Cao is neither due to personal sentimental reasons nor seeing Cao as a villain.
Rather, it is due to Cao Cao having committed an unaccepted ritual: an act against the emperor.
This induces Guan Yu’s loathing of Cao Cao. This scene is remarkably interesting and worthy of
discussion, as it not only depicts Guan Yu’s xiaqi temperament for righteousness and his strong
attitude of moral fiber, but it also reflects the treacherous character of Cao Cao and his status as
the de facto ruler of the imperial court. Guan Yu’s and Cao Cao’s noticeable characteristics of

being virtuous and treacherous reflect their love-hate relationship throughout the novel.
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This scene of the grand hunt is not included in pinghua, which suggests this passage is a
new addition in the process of literati-ization. In fact, this particular episode is briefly mentioned
in Pei Songzhi’s annotations in the “Biographies of Guan Yu,” which is derived from the

Records of the Shu Kingdoms or Shuji %&jzr. Pei Songzhi briefly mentions that when:

Liu Bei and Cao Cao hunt near Xuchang, as Cao’s men were scattered for game, Guan

Yu attempted to persuade Liu Bei to annihilate Cao when he was alone, but Liu rejected

his proposal...

SUFTERF + BIEASE < R o BB PHBIHSARAS + (1% (Chen Records 424)
...without any details in similarity to the narrative depicted in tongsu yanyi. However, the
historical records did not suggest whether Cao Cao conducted any act in against the emperor, nor
do they illustrate any hostility towards Liu Bei and his men. The formulation and compilation of
the hunt in Xu into tongsu yanyi have some traces of—and similarities to—the historical event of

Zhao Gao 5] denoting a deer as a horse $5EE /4 5§, which is recorded in the “Annals of the

First Emperor” in the Records of the Grand Historian (Sima The First 90).3° The adaptation of
this scene into tongsu yanyi not only illustrates the political struggle between Cao Cao and Liu
Bei, but it also draws attention to Guan Yu’s hatred for Cao Cao.

The two scenes, “Guan Yu Decapitates Hua Xiong” and the “Grand Hunt at Xutian” only
suggest the unidirectional feelings from Cao Cao to Guan Yu. However, the convoluted and
complicated relationship between Cao Cao and Guan Yu did not flourish until one-tenth of the

story had passed in fongsu yanyi. The narrator in fongsu yanyi spent approximately eight

39 “In the eighth month on jihai, Zhao Gao wanted to bring about a rebellion, but was afraid that the officials would
not pay heed, so he first of all arranged a test. He took a deer and presented it to Second Generation and said: ‘It is a
horse.” Second Generation smiled and said: “Have you not got it wrong, Chief Minister? You said a deer was a
horse.” He asked the courtiers, and some of them remained silent, while others said it was a horse in order to curry
favor with Zhao Gao, and others said it was a deer. So Zhao Gao secretly had the law on all who said it was a deer.
Afterwards the officials were all afraid of Gao” (Sima The First 90).
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chapters recounting the grand scenario of “Guan Yunchang Rides Alone a Thousand /i ffZ=E =T
EH = BES,” which includes a total of nine smaller episodic units: “Lord Guan Submits to Cao
Cao B/N[FEE,” “Skewers Yan Liang Hl[ZH E,” “Punishes Wen Chou at Yanjin ZE)E 2k S0,
“Lord Guan Returns His Official Seal £f<#E[],” “Lord Guan Plucks the Robe with His Blade
Pk#@,” “Rides Alone a Thousand /i T EJ%{T,” “Lord Guan Slays Generals and Breaches Five
Passes 71 BETiEr,” “Slays Cai Yang #725[5,” and finally, the “Reunion at Gucheng T &

(Wang Sanguo gushi 261). This grand scenario focuses on Guan Yu, as the narrator in fongsu
yanyi showcases the complicated relationship between Guan Yu and Cao Cao in details. This is
mainly derived from Cao Cao’s appreciation for Guan Yu’s extraordinary skills exhibited in the
scene “Decapitates Hua Xiong,” and contributes to a sentimental dilemma for Guan Yu, since

Cao Cao “bind[s] his love Jj{fi[E B LI 45 with unusual generosity” (Luo wenshi 194). Cao’s

attempts to “bind his love,” unfortunately, did not succeed in elongating Guan Yu’s sojourn.
Guan Yu returns to Liu Bei with Liu’s wives that were entrusted to him, and the complicated
relationship between Guan and Cao did not find a resolution within this grand scenario.

Guan Yu requites Cao’s debt of gratitude of the unusual generosities and gifts through
solving several military obstacles Cao Cao faces. For example, in order to repay Cao’s

appreciation, Guan “Skewers Yan Liang” in the outpost of Baima H 5, and “Punishes Wen

Chou at Yanjin,” a river ford west of Baima. Even though Cao Cao is unsuccessful in sustaining
Guan Yu’s sojourn in his camp, he extends Guan Yu’s feeling of debt from his past gratitude, or

en &, as Guan slays Cao’s generals en route to Gucheng. Kam Louie believes the relationship

between Guan Yu and Cao Cao is a unidirectional desire from Cao, and that Guan does not form

any emotional tie, or ging [, with any characters except Liu Bei and Zhang Fei (Kam Sexuality

164



856). In fact, Kam’s analysis of Guan demonstrates the chastity of Guan Yu towards his
sovereign, Liu Bei, through a sexualized interpretation from this grand scenario. Kam’s reading,
however, fails to contextualize the hatred and loathing of Guan built from the “Hunt in Xu,” and
furthermore, Guan Yu’s love and hate emotions towards Cao Cao illustrates a form of affectional
ties between the two men in this scenario focused on Guan Yu after being submitted to a sojourn
service in Cao’s camp.

Unlike Guan’s affectional ties with Zhang Fei and Liu Bei, the sentimental attachment
between Guan Yu and Cao Cao is not simply attributed to the homo-social enactment. Guan and

Cao’s emotional tie, or ging, is associated with the concept of enging B[, which is a type of

sentimental attachment developed through a series of acts of generous gratitude or appreciation
from one character to another. The concept of ging evolved in the late Ming period and became
widely discussed within fictions. A significant number of these late Ming fictions about enging
were closely associated with the concept of yu, or a desire that especially insinuated licentious
behaviors. However, the enging embedded in the Three Kingdoms story cycle explicitly
references the homo-social enactment between various masculine archetypes, instead of sexual
desire. Martin Huang considers how the literati-ized form of the Three Kingdoms story cycle
represents a particular stage in the development of the traditional Chinese novel that mainly
focuses on the public ramifications of desire. Huang also determines that in the later period,
Chinese novel development shifted their focus from public domain to the consequences of
licentious desire within the private domains (Huang Desire 57-58). Therefore, the enging
embedded in the brotherhood, and the complexity in Guan Yu’s dilemma with Cao Cao in fongsu
yanyi, reflect an indication of this particular stage of novel development in late imperial China—

the transition of focus from the pure public domain into the individual and the private sphere.
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This transition is supported in the different narrations between pinghua and tongsu yanyi at the

scene of Huarong Pass #7575, at the end of the grand scenario in the Battle of Red Cliff 7RE%
§f. In which, Guan Yu and his followers are assigned the task to guard and block off the escape

route of Cao Cao after the battle in the Red CIiff:
So Minister Cao proceeded along the Huarong road, but before he had gone twenty /i he
saw five hundred swordsmen: General Guan was blocking his way! Minster Cao
addressed Yunchang [Guan Yu] with flattering words, “Marquis of Shouting, please
consider that I treated you well.” But Lord Guan replied, “I am under strict orders of the
field marshal.” Lord Cao crashed through his lines, but we have to tell that as they were
talking they were enveloped by dust and mist, and this enabled Lord Cao to escape. Lord

Guan pursued him for a number of /i and then turned back.
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The description from pinghua illustrates how Cao Cao attempts to persuade Guan Yu to let him
and his men pass the blockade by addressing his past gratitude when Guan served in his camp.
And yet, Guan Yu refuses to repay Cao Cao’s gratitude from the past. Despite this, Cao and his
retainers are able to escape from Guan, but it is due to mystical dust and mist.

On the other hand, in the same scene from tongsu yanyi, when Cao Cao and his men meet
Guan Yu’s blockade at Huarong Pass:

Five hundred expert swordsmen flanked the road. At their head, raising his blade Green

Dragon, sitting astride Red Hare, the great general Lord Guan Yunchang checked Cao’s

advance. Cao’s men felt their souls desert them, their courage die. They looked at one
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another helplessly without a word... “Lord Guan,” said Cheng Yu, “is known to disdain
the high and mighty but to bear with the humble. He gives the strong short shrift but
never persecutes the weak. He will save those who are at risk, and he has ever
demonstrated good faith and honor that is known under the heaven. In times past, Your
Excellency showed him great kindness; now, on your personal appeal to him, we might
be spared.”

Cao Cao approved and guided his horse forward. Bowing, he addressed Lord Guan: “You
have been well, I trust, General, since we parted?”” Lord Guan bowed in return and said,
“I bear orders from the director general and have been awaiting Your Excellency for
some time.” “My army is defeated and my situation critical,” Cao Cao said. “At this point
I have no way out. But I trust, General, you will give due weight to our old friendship.”
“Though I benefited from your ample kindness,” Lord Guan replied, “I fulfilled the debt
when I relieved the siege at Baima. In the present situation, I cannot set aside public duty
for personal considerations.” “You still recall, do you not,” Cao went on, “how you slew
my commanders at five passes when you left my service? A man worthy of the name
gives the greatest weight to good faith and honor. With your profound understanding of
the Spring and Autumn Annals, you must be familiar with the story of Yugongzhisi who
pursued Zizhuoruzi.” Lord Guan bowed his head without a word after he heard Cao
Cao’s word.

In the Spring and Autumn period Yugongzhisi was dispatched by the kingdom of Wei to
pursue and attack Zizhuoruzi. Both men were expert marksmen... Yugongzhisi said to
him, “Yingongzhituo was my archery instructor, and you were his instructor. I don’t have

the heart to kill you with the skills that you yourself have passed on to us. However,
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today is the affair of the state, I dare not to abandon my mission.” So saying, he knocked
the heads off his arrows, shot four shafts in each direction, and left. Therefore, Zizhuorui
stays alive and return to the state of Zheng. This incident is recorded in the book of
Mencius.

In the meantime, Cao Cao brought this up before the conversation ends. And Lord Guan,
whose sense of honor was solid as a mountain, could not put Cao Cao’s many obliging
kindnesses or the thought of the slain commanders from his mind... and Lord Guan was

reminded of their old friendship. With a long sigh, he let all the remaining troops pass.
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In contrast with pinghua, tongsu yanyi specifies that Guan Yu voluntarily makes way for Cao
Cao and his men to pass his blockade, and the narrative specifically manifests Guan’s voluntarily
act due to the past gratitude and kindness from Cao Cao, when Guan was sojourning in the Cao
camp. This difference between the narration from pinghua and tongsu yanyi suggests a shift in
emphasis from pure public agenda to the concern of private and internal ramification in an
emotional tie. In fact, enging becomes an essential element of Guan Yu’s dilemma in tongsu

yanyi. The complexity of Guan Yu’s character is embedded within his dilemma between en &l
and yi #5. The theme of en and yi is constantly reiterated in various Ming-Qing novels, such as
Shuihu chuan /K35, Yesou puyan B RS, Suitang yanyi [EREEZs, Shuotang quanzhuan 55
4 {H, and Jin Ping Mei 533 M5 (an inverse example). En translates to kindness, or generosity

from a particular person to another. The concept of en is also reflected in various stories that
narrate a process of martial prowess characters receiving unusual generosity and gifts from a
patron who appreciates the character’s supreme ability. Several narratives recorded in Records of

the Grand Historian focus on the concept of baoen ¥ &, or repaying the debt. In the
“Biographies of Assassins,” Cao Mo &£, Zhuan Zhu B£34, Yu Rang #:%, Nie Zheng 5,
and Jing Ke 7§, five martial prowess assassins repay, or bao, the unusual generosity and

personal indebtedness they received from their patrons or their appreciating superior, through
their own sacrifices, either successfully or not in achieving their deeds. The theme of bao, or

repaying the debt either for past gratitude or vengeance, is an essential concept in Chinese human
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relationships. For example, in the Book of Odes, or the Shijing 5%4%, the ode of Yi ]I, which is
collected in the section of the Greater Odes of the Kingdom A, the concept of baoen . is
perceived as “When one throws to me a peach, I return to him a plum #:F DIpk/H 2 L2
(Odes 515-516). Or, in the Lessons of the State /& the song of Papaya AJ[\ depicts the

concept of bao in the exchange of friendship: “There was a presented to me a papaya / And I
returned for it a beautiful Ju-gem / Not as a return for it / But that our friendship might be lasting

TEER LA 2 LIEHE/BEH 1/ 7k DL Rt (Odes 107). These two verses suggest the

concept of repaying the debt is an antiquity practice in building a relationship with one another.
In fact, the theme of repaying the debt of gratitude is also coalesced with the concept of

vengeance, or baochou ¥{/1, along with the stories of xia throughout various classical narratives.

This theme of baoen and baochou evolves to become an essential part of the human relationship
in imperial China (Chen Qiangu 120-121). This specific ideology of vengeance and repayment,
or bao in collective terms, eventually becomes part of the xia temperament in reflecting xiake

principles. In which, Hongxian 4[4%, Kunlun nu S #5731, Nie wenniang #5211, and Gu yaya
J1& from the Tang dynasty fictions of zhiguai 755 and chuangi {535 reflect this specific

concept, which is an act categorized as a chivalric errand. Specifically, both Nie wenniang and
Gu yaya commit their xia errands as compensation to the patron, or the one who has appreciated

their ability, zhiyu zhien 1% . In poetry, poets yearn for a chance to compensate the patrons

who have appreciated their ability, or offered generous gifts during their downtime, such as Yao

2

Guangkao’s #kE% “Humming on Strongman” or “Zhuangshi yin -+, which praises the
“bearing debt for a meal / not determined by the depth of the wine cup {5 BAF —&k/~ F AR

<" (Chen Qiangu 121). Yao’s poem succinctly addresses how the factor in repaying the debt he
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owed to the patron is neither determined by the value of the debt, nor by the depth of his
emotional ties with his patron. The line “the depth of the wine cup” is a reference to the depth of
friendship, since friendship is always determined by the consumption of wine with friends during
banquets. An example of such an emotional tie through drinking wine is depicted at the
beginning of the Three Kingdoms story cycle, when Zhang Fei, Guan Yu, and Liu Bei meet in
the wine shop, they drank to their hearts’ content, and their friendship lasted for life. In fact, the
act of Guan Yu at Huarong Pass in tongsu yanyi explicates the xia principle of baoen that is
embedded in literati literature such as The Book of Odes, Sima Qian’s The Record of the Grand
Historian, and various Tang fictions, such as the aforementioned zhiguai and chuangi (Chen

Qiangu 120-121).

The Altruistic Principle

In fact, besides depicting Guan Yu’s repayment of his debt from his past gratitude in
order to demonstrate his xia ordinances, tongsu yanyi also illustrates Guan’s altruistic behavior,
which is another element that coordinates with xia principles. This altruistic behavior is depicted
in the same scenario of “Guan Yunchang Rides Alone a Thousand /i,” in the episode of “Lord
Guan Submits to Cao Cao.” Both pinghua and tongsu yanyi present the scene where Guan Yu
sacrifices his own fame and honor in exchange for the preservation of Liu Bei’s families. Fame
and honor are ideals of xia that are listed in James Liu’s discussion about the Chinese-errant,
which Liu quotes Sima Qian and Han Feizi as saying that the xia attempts to distinguish their
name through a series of altruistic actions (Liu Chinese Knight-errant 4-6). This means the
behavior of a xia is mainly motivated by their “desire for fame.” James Liu labels altruism, or

altruistic behaviors as the most remarkable characteristics of the xia ordinances (Liu Chinese
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Knight-errant 4). In fact, the xia is habitual in helping the poor and the distressed, even to the
point of risking their own life in order to save the others. Liu claims this habitual behavior is

associated with the term yi 8, which translates to “righteousness.” Liu expands his definition by
citing Feng Youlan ;{577 Fi, noting that yi “means doing more than what is required by common

standards of morality.” Liu and Feng also use the word “super-moral” in defining yi. Within the
common understanding of moral standards, a person will be rewarded for his or her altruistic act.
On the other hand, a person with “super-morality” will reject such materialistic rewards after he
or she has accomplished their act (Liu Chinese Knight-errant 4). The complexity of a xia’s ideals
relies on contradictions and conflicts between each ideal, specifically at the time when the xia
character is in need of choosing his action. In the prelude to the grand scenario of “Guan
Yunchang Rides Alone a Thousand /i,” the episode of “Lord Guan Submits to Cao Cao”
illustrates such conflicts and complexity in Guan Yu’s choice.

The ninth chapter of the fifth volume of tongsu yanyi, entitled “Zhang Liao Coaxes Guan

Yunchang With Justifications 5E7& #5576 3E £, is the beginning of the “Lord Guan Rides

Alone a Thousand /i scenario. At the beginning of this scene, both Liu Bei and Zhang Fei are in

Xiaopei /]\)ifi, while Guan Yu is stationed in Xiapi [ £ guarding Liu Bei’s families.

Nevertheless, Cao Cao leads his massive infantries and defeats Liu Bei and Zhang Fei in
Xiaopei. After the defeat of Liu and Zhang, Cao Cao expresses his appreciation of Guan Yu to
his advisers, “I have always admired Lord Guan’s personal ability and his martial art is peerless

in the army and would be delighted to have him in my service...could someone persuade him to
submit to us” BEEFANAARBE T =5H » EMNEZLUECH (Luo wenshi 191). Cheng
Yu 252, one of Cao’s advisers, suggests a tricky scheme in order to persuade Guan Yu to serve

Cao Cao. Cheng Yu’s scheme lures Guan Yu out of Xiapi and then sieges him on a hilltop
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surrounded by Cao’s massive infantries, then attempts to persuade Guan for his submission. Cao

sends Zhang Liao to induce Guan Yu to surrender, which Guan Yu refuses to do. Zhang Liao

then pinpoints the conflict within Guan Yu’s belief in his xia ideals:
Zhang Liao laughed loudly and said, “Brother, do you want to be the laughingstock for
generation after generation?” “I will die,” Lord Guan said, “devoted to my duty. I don’t
think the people in the later ages will take it as a joke.” “Dying here,” Zhang Liao said,
“you commit three offenses. Wouldn’t these offenses as your disgraces to be laughed at
in the later ages?” “Well then,” Lord Guan replied, “what are they?”
“In the beginning,” Zhang Liao said, “when you, brother, and Protector Liu [Liu Bei]
bound yourselves in fraternal allegiance, you swore to share life or death. Now your
brother has been defeated in Xiaopei, you and your brothers should work together to
uphold the house of Han, dies in the battlefield heroically, and gain the honor for eternal
ages. And, brother, Protector Liu shouldn’t flee. But who wouldn't welcome his arrival?
And you are about to die in combat. If Xuande [Liu Bei] survives and seeks your aid in
vain, won’t you have betrayed your lord and the oath you made in the past? That is your
first offense as you misconstrue your master and died in battle. Protector Liu’s immediate
family was placed in your care for the sake of safety. If you die now, his two wives will
have no one to defend them. As they wish to preserve their chastity, the only result is
their death. If they deemed to preserve their life, then they belong to someone else. And
you, brother, will have betrayed Protector Liu’s trust. That is your second offense, as you
didn’t carry out your promise. And thirdly, not only is your martial skill comparable, you
are learned in the classics and the histories. You joined with the protector to uphold the

house of Han, and the deliverance for the people. If you lapse in your determination and
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achieve a fool’s valor instead by vainly rushing to certain death, which is a disgrace to
your ancestors, and insults to your master. And how have you fulfilled your ‘duty?’ This
is the statement, brother, I felt obliged to make.”

Lord Guan pondered. “Well,” he said at last, “you have explained the three offenses.
What would you have me do?” “Lord Cao’s troops,” Zhang Liao replied, “are on four
sides. If you refuse to submit, you will die. To die in vain avails nothing. It makes more
sense to submit, for now, while you seek news of the protector. When you learn where he
is, you may go to him immediately. That way you will ensure the safety of the two ladies,
you will remain true to the peach garden oath, and you will preserve your own most

useful life. These, brother, are the advantages for you to weigh.”
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H

In this conversation between Zhang Liao and Guan Yu, Zhang Liao begins by sneering at Guan
Yu, saying he would die in disgrace instead of being respected and historically solidified as a
martyr who was devoted to his duty. One of the themes in the Three Kingdoms story cycle is the

concept of zhongyi [£.25, which translates as “loyalty and righteousness.” In tongsu yanyi,

zhongyi also refers to “devoted to duty,” which originates from Soothill’s translation of yi, or
“recognized duty” (Liu Chinese Knight-errant 209). Guan struggles with his debate over the
fame and honor of a heroic death, which would result in a martyr status to be recorded in history.
On the other hand, since Liu Bei entrusted Guan with his immediate family, it is Guan’s duty to
protect them from harm. Zhang Liao’s persuasion focuses on how Guan Yu needs to make a
choice, either to sacrifice his fame and honor to accomplish his mission in protecting Liu’s
family, or to sacrifice Liu’s family and his own life in order to contribute to his martyr status in
history.

Zhang’s argument presents a dilemma for Guan in his principle to act with a xia’s ideal

behaviors, which is similar to Sima Qian’s &] & canonical ideas of fafen zhushu #5872 and
renru fuzhong /S E B that interpret the author’s motivation as a way to express one’s anger

and ambition. This concept is derived from the time of Sima Qian’s castration, in which Sima
has the choice to either commit suicide or endure the pain and agony from society, in order to
fulfill his ambition in completing the Grand Historian (Huang Literati 17-18). As a warrior
general, the idea of fafen zhushu may not apply to Guan Yu’s situation, however, the concept of
renru fuzhong, or enduring self-humiliation to fulfill his assigned task, contributes to Guan Yu’s

decision to sojourn in the Cao camp. At the end of the scene, Guan chooses to sacrifice his own
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martyr status and condemns himself in order to fulfill the assigned task of protecting Liu Bei’s
families from harm. According to Cao Junhan’s interpretation, Guan’s self-condemnation of his
personal merit and his war-crime behavior of pretending to surrender are justified by these three

righteous excuses, or “yigi iR, as advocated by Zhang Liao (Lu Guan 56). The first is the

homo-social enactment between his fraternal brothers; the second is the devoted duty in taking
care of Liu Bei’s families; and third of all, his vow along with his fraternal brothers in the Peach

Garden to “protect the common folk of the land N ZZZ[#> and “relieve the present crisis AR Fk
1&” (Luo wenshi 5).

In contrast, pinghua presents the same scene differently. The background of the scenario
in pinghua is similar to fongsu yanyi, however, the persuasion and speech between Zhang Liao
and Guan Yu in pinghua illustrates a different vibe when comparing to the main point in Zhang
Liao’s argument from tongsu yanyi:

When Zhang Liao arrived at the front of the hall, the Lord of the Beautiful Beard [Guan

Yu] asked him, “Has Xuzhou been lost? Do you know the fate of the Imperial Uncle [Liu

Bei] and Zhang Fei?” Zhang Liao replied, “They were killed in the melee.” The Lord of

the Beautiful Beard wept and said, “I am not afraid of dying. You must have come here

to persuade me.”

Zhang Liao replied, “Not at all. Now the Imperial Uncle and Zhang Fei have been killed

by mutinous troops, you don’t know how to deal with the family, and should Cao Cao’s

army arrive below the walls, wouldn’t you be at a double loss? Lord Guan, you have
studied books since your youth and read the Springs and Autumns with the Commentary
of Mr. Zuo, how it promotes the wise and good—so how could you not understand our

meaning? Cao Cao deeply loves you.”
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Lord Guan said, “But how would Cao Cao treat me were I to join him?” Zhang Liao
replied, “He will appoint you to the high rank of general, with a monthly salary of four
hundred strings and four hundred stoneweight.” Lord Guan then said, “I will submit if he
follows my three conditions.” “General, just tell them to me,” Zhang Liang replied. “Her
Ladyship will have one house divided into two courtyards. If I learn any information
about the Imperial Uncle, I will visit him. And I submit to the Han but not to Cao Cao.
Later I will establish great merit for the prime minister. If he will accept these three
conditions, I will immediately submit. If he will not accept them, I would rather fight to
death.” Zhang Liao laughed and said, “These three conditions are all minor matters.”

Zhang Liao then returned and saw Lord Cao, to whom he told the whole story.
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Zhang Liao did not contempt Guan Yu’s willingness to die, but instead immediately brings two
points in his argument. First, Zhang immediately questions Guan Yu’s ability to “deal with [Liu

Bei’s] family,” but then he presents Cao Cao’s “love” of Guan Yu by using the story from Spring
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and Autumns with the Commentary of Mr. Zuo Z5FK /= EC{H as his reasoning to persuade Guan

should choose a lord who is competent for his talents.*® With regards to the Spring and Autumns
with the Commentary of Mr. Zuo, Zhang Liao’s words refer to the minister in the Spring and
Autumns period of ancient China, in which they choose a competent lord who can wisely utilize
the minister’s talent. It is a reference to the metaphor, “a good bird chooses his own branch to

perch B &2 KMfE,” which originates from a quote from Confucius in the Annals of Duke Ai
of Lu, the 11th year &% /\+—4F in the Spring and Autumn with the Commentary of Mr. Zuo

(Zuo Chungiu Book XII). In which, Zhang’s argument reflects a different vibe while persuading
Guan to submit to Cao Cao in pinghua, deriving from the perspective that a talented minister or
general should consider a competent liege lord.

Zhang’s argument focuses on Guan’s ability to deal with Liu Bei's families, then focuses
on serving under a competent leader in pinghua. In fact, choosing a competent leader or superior
is a key concept within the Three Kingdoms story cycle. This is comparable to an earlier scene in
pinghua, in which Zhang Liao surrenders to Cao Cao, after his lord Lii Bu falls to the hand of

Cao. On the other hand, Chen Gong [# = chose death over serving Cao Cao after the fall of Lii
Bu. Xu Huang {5 also submitted to Cao Cao, and Lii Bu’s submission to Dong Zhao suggests

that the relationship of a competent lord and his talented subjects is bi-directional, and that the
talented minister has the freedom of choosing his lord to serve at will, or he may leave his lord if
he thinks of him as incompetent. This means having loyalty to serve only one lord was not the

only option depicted in pinghua.

40 Spring and Autumns with the Commentary of Mr. Zuo is an ancient Chinese narrative history that is traditionally
regarded as a commentary on the ancient Chinese chronicle of Spring and Autumn Annals, or Chungiu &FX.
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In addition to the changes of theme within this conversation, the narrative in pinghua is
somewhat contradictive. At the beginning of the conversation, Zhang Liao mentions that the
mutinous troops killed both Liu Bei and Zhang Fei in the melee, and yet, Guan Yu's three
conditions contradict the narrative by remaining adamant that Liu Bei is still alive. In fact, if Liu
Bei and Zhang Fei were killed in the melee, Guan Yu’s submission to Cao Cao would be
justified by Zhang Liao’s suggestion of serving a competent sovereign. However, the three
conditions Guan requested in exchange for his surrender suggest that Guan knows Liu Bei is still
alive, his service to Cao Cao is only temporary, and claim that he will leave Cao’s camp once he
finds Liu Bei and will repay Cao’s generosity by establishing several merits for Cao. In fact,
Guan’s three conditions are the same in both pinghua and in tongsu yanyi, however, the order of
the three conditions is ranked differently. In tongsu yanyi, the three conditions have “submit to
Han, but not to Cao Cao” ranked before the other two conditions. On the other hand, pinghua
prioritizes protecting Liu Bei’s families. This arrangement in tongsu yanyi rectifies and
legitimatizes Guan’s sojourn in the Cao camp from the private sphere in pinghua and converts it
into a public and moral action. Despite both narratives depicting a similar xia temperance of
Guan, who altruistically sacrifices his personal honor and fame in order to fulfill the task of
protecting Liu Bei’s families entrusted to him, pretending to surrender is considered a disgrace
for any marital warrior. Therefore, the reconstruction in tongsu yanyi legitimatizes Guan’s
sojourn to the villain, or the opposing political power, as a form of redemption that showcases
his loyalty and righteousness in completing the task with which he had been entrusted by Liu
Bei. In which, Sun Yongjin sees this transition between pinghua and tongsu yanyi in the episode
of “Lord Guan Submits to Cao Cao” as an essential part of reconstructing the image of Guan Yu

in the Three Kingdoms story cycle (Sun Sanguo 31). Sun’s analysis compares the fictional
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character of Guan Yu and the Guan Yu from the historical records, noting that Guan’s temporary
submission to Cao Cao is not due to inducing capitulation, but rather how Guan was caught in
the battlefield and then surrendered to Cao Cao. Zhang Liao’s attempts to induce capitulation
didn’t occur in the historical record.

When Cao Cao and his men surround him, Guan Yu is left with no other choice but to
submit to the Cao camp in order to protect Liu Bei’s families, which contributes to the legacy of
his altruistic behavior, sacrificing his own fame to honor his duty. In fact, the comparison of this
specific submission to Cao and his last battle (as reiterated in the second chapter of volume
sixteen of tongsu yanyi) illustrates a similar situation in which the army from the Kingdom of

Wu 5[5 besieged Guan Yu. At the time, the Kingdom of Wu sends Zhuge Jin 55,34 as an

envoy to induce Guan Yu to capitulate. However, Guan Yu refuses to submit to the Kingdom of

Wu and dies in Maicheng Z83. Guan Yu’s reply to Zhuge Jin is as follows:

Suddenly a man appeared at the town wall; he called out. “Hold your arrow! I come and
seek an audience with your lord.” Lord Guan ordered the gates opened, and asked entry.
It was Zhuge Jin. The formalities concluded, and Zhuge Jin began, “At the command of
my lord, Sun Quan, I come to appeal to your reason. Whoever lives among man, must
recognizes the exigencies of the occasion. At this point of time, the nine districts of
Jingzhou used belong to you, are now in the hands of Wu and Wei. You are reduced to
this single paltry town, bereft of resources within and assistance without. If you do not
fall in the morning, you will in the evening. Therefore, take this advice: give your
allegiance to the lord of the Southland, and he will restore your position as guardian of
Jing and Xiang [current Hubei area], and preserve your family, honor to your ancestors.

Favor this suggestion, my lord, with your fullest consideration.”
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His expression all rectitude, Lord Guan replied, “I am but a warrior from Jieliang. By my
lord’s favor he treats me like a brother. I cannot betray my honor and throw in my lot
with the thief and enemy. If this town falls, what is left to me is death. A son will die for
his filial piety to his parent; a subject will die for his loyalty to his lord. Death will return
to the eternality, how dare I be frightened! Jade may break, but its whiteness will never
change. Bamboo may burn, but its joints will always remain. The man may fall, but his
name will come down through history. You may say no more. Be pleased to withdraw. I
wish to decide all with Sun Quan in a fight to the finish.”
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Guan Yu specifically says that his ambition is not based upon conquering or winning a battle, but

rather to leave his legacy and his name in the historical records. Guan Yu’s word echoes James

Liu’s explanation of the ideal principles of the xiake regarding honor and fame, personal loyalty,

and their contempt for wealth and power. When comparing his reply in Maicheng with his reply

in Xiapi, it is apparent that both cases are similar in that a large army sieged Guan Yu in a city,
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he lacks resources, and has no reinforcements. In Xiapi, Guan Yu submits to serve in the Cao
camp in order to fulfill the task entrusted by Liu Bei to take care of Liu’s family. However, in

Maicheng, his duty is to defend Jingzhou i} province from the Kingdoms of Wei and Wu.

When Guan Yu lost possession of Jingzhou, it signifies that he failed his duty. Therefore,
without burden, as a xiake, Guan Yu chooses to fulfill his ideal principles of personal loyalty,
honor and fame.

This comparison of the two similar situations reaffirms that Guan Yu’s submission to
Cao Cao in Xiapi is due to his assigned task, and in order to fulfill this task, he sacrifices his own
honor and fame in an altruistic virtue. Along with the literati writers, Guan Yu’s reply to Zhuge
Jin also remolds xia behaviors and principles by promoting loyalist ideology in refuting the
illegitimate political power. The principle of refuting the illegitimate political entity expresses
itself in Guan’s reply to Zhuge Jin, “Jade may break, but its whiteness will never change,” and
“Bamboo may burn, but its joints will always remain,” which illustrates his determined will for
an honorable death after he failed his mission (Luo wenshi 546). Such an idealistic reply echoes
the constant reiteration of the rejection of the subservient attitude to the usurper state. As
mentioned in the previous chapter, Chan Hok-lam considers how this particular event in the early
Ming period became a popular theme in sixteenth century vernacular literature. For example,

Zhu Yunwen 2f 7.4 and his ministers were portrayed as tragic heroes while resisting the
usurper Zhu Di 24§ (Mote Cambridge 200). In addition, these two metaphors in Guan’s reply

remind readers how Guan does not consider his submission to Cao Cao as a disgrace to his merit,

because it is his method for fulfilling his personal loyalty and the task assigned by his lord.
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The Defender of the Nation

Guan Yu was well apotheosized as a god and a protector of monasteries and temples by
Buddhists in the ninth century, then further established as a god symbol by the Daoists during the
Song period (960-1279 AD), and later spread beyond the confines of sectarian religions after the
fall of the Song dynasty (Duara “Superscribing” 781). Henceforth, as a deity, Guan Yu’s image
cannot and should not contain any type of disgrace or shame. According to Sun Yongjin, in order
to cleanse Guan Yu’s disgrace, it became necessary to legitimatize his submission to Cao Cao,
and the episode of “Lord Guan Submits to Cao Cao” successfully redeems Guan’s disgrace
through entrusting him with the task of protecting Liu Bei’s families (Sun Sanguo 32-33). Such a
transition illustrates Guan Yu'’s altruistic behavior of sacrificing his own honor and fame in order
to fulfill his task, as well as assisting those who are in trouble. In Duara’s article on the transition
of myths and symbols upon the apotheosized Guan Yu, he mentions Guan has various god
identities, including the god of war, god of loyalty, god of wealth, and god of literature, among
many others. Out of all these deity titles, he is also known as the protector and the defender,
which is a symbol of guardianship (Duara “Superscribing” 781-782). In fact, Guan Yu is the
symbol of guardianship and the protector of the state, which can partially be seen in reference to
the altruistic behavior and his xia mentality of assisting the weak. The behavior of acting as a
guardian for the weak is a principle embedded within the altruistic ideals obeyed by the xiake. In
examining Sima Qian’s aforementioned quote...

“Without thinking of themselves, they hasten to the side of those who are in trouble,

whether it means survival or destruction, life or death. Yet they never boast of their

accomplishments but rather consider it a disgrace to brag of what they have done for the
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others. So there is much about them in which is worthy of admiration, particularly when

trouble is something that comes to almost everyone some time.”

EbEZZN - BEEFTIEES A HAE - 22 EE - EE e %E T (Watson

Records: Han 2:410)
...Sima notes that a xia will “hasten to the side of those who are in trouble,” which marks the
‘guardian of the weak’ mentality within xiake principles.

Within the Three Kingdoms story cycle, quite a few sections glorify and praise Guan
Yu’s mentality as the guardian of the weak. First, it is derived from the episodes of “Lord Guan
Returns His Official Seal,” “Lord Guan Plucks the Robe with His Blade,” “Rides Alone a
Thousand /i,” and “Lord Guan Slays Generals and Breaches Five Passes.” These episodes occur
after Guan Yu repays his debt to Cao Cao by “[Skewering] Yan Liang” and “[Punishing] Wen
Chou at Yanjin” when Guan ends his sojourn in Cao’s camp and escorts Liu Bei’s families to
Liu Bei’s new settlement. In Zhang Liao’s persuasion, he considers Liu Bei’s two wives “those
who are in trouble,” as he said they “will have no one to defend them,” and “as they wish to
preserve their chastity,” it will result in death, and “if they deemed to preserve their life, then
they belong to someone else” (Luo wenshi 193-194). Guan Yu accepts Zhang’s labeling of Liu
Bei’s wives as those who are in trouble, therefore he feels obligated to protect them, not simply
because of his duty, but also due to the principles he lives upon, which legitimatizes his behavior
to capitulate to the opposite camp. However, it is always fascinating how Liu Bei seems not to
actually care if Cao Cao captured his wives and families. In chapter three of volume nine of

tongsu yanyi, entitled “Zhang Fei Guards the Water and Pulls Down the Bridge 55 7 {215 /KT
&,” Liu Bei flings his infantile son Ah Dou [A]=} to the ground after Zhao Yun {#43E saves Ah

Dou among the enemies, because Liu almost lost a warrior general, Zhao Yun, in the battlefield
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trying to save his son (Luo wenshi 316). Conversely, such a connotation of Guan’s attitude as a
guardian is not depicted in the pinghua narrative. In the previous discussion of Zhang Liao’s
inducement on Guan Yu from pinghua, Zhang didn’t proclaim Liu Bei’s wives as weak and in
need of Guan’s assistance. Hence, by considering Liu Bei’s wives as “those who are in trouble”
and emphasizing Guan Yu’s dishonor of himself in his capitulation to Cao, tongsu yanyi
reconstructs Guan Yu’s moral standard as a xia, and accentuates the process of apotheosizing
Guan Yu as a deity and the guardian of the weak.

In addition to the aforementioned scenario, in chapter ten of volume ten in tongsu yanyi,

the episode of “Lord Guan Releases, and Obligates, Cao Cao [fZE-RZFEE H42” also illustrates

Guan Yu’s moral virtue towards those of who are in trouble. As mentioned above, Cao Cao is

defeated in the Battle of Red Cliff as he is on his way to Nanjun Fg£[, which is still controlled by

Cao’s army. However, Zhuge Liang assigns Guan Yu to guard and block off Cao Cao’s escape
route in Huarong Pass. At the end of the episode, Guan Yu releases Cao Cao and all of his
soldiers, partially due to the past personal debt he owed Cao Cao, obliging his kindness. Another

reason is due to his moral virtue of benevolence, as he can’t endure to “persecute the weak “~;2%
55" (Luo wenshi 362). The narrator explicitly addresses Guan Yu’s psychological movement as

he looks at Cao Cao’s army, noting that he is “moved, despite himself, at the sight of Cao’s men
distracted and on the verge of tears... Lord Guan softened Y H & EHMEIE - BaldE R -2
#f,02.” Moreover, “Lord Guan’s sense of pity seemed to grow on him, and he hesitated ZE£A 7
#.~,” then “with a long sigh, [Guan] let all the remaining troops pass f=¥{—& » W ER 2~
(Luo wenshi 362). The emotional changes within Guan Yu once again signify his struggle with

the basic xia principles he lived upon, mainly the truthfulness to his word and duty, his emotional

attachment towards Cao Cao, or the one “who appreciates” him, and his conflicting self-pity, as
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he is supposed to be the one who protects “those who are in trouble,” and he is now assigned a
task to “persecute the weak.” In contrast, this emotional obligation as a protector of the weak is
not depicted in pinghua. Rather, pinghua describes Cao Cao’s escape as due to faith, and caused

by the “dust and mist EE5E” (Records 97). This sentiment illustrated in fongsu yanyi remolds

Guan Yu as a guardian, defender, and protector of the weak.
Besides the aforementioned episodes in fongsu yanyi which implicitly construct Guan Yu
as the protector of the weak, there is another episode intertwined within Liu Bei’s campaign to

take over the Yi province #: M2 BE, which covers the present-day area of Sichuan PU)[| and
Chongging . In the early stage of this campaign, Liu Bei lost one of his main advisors,
director general Pang Tong [FE4F, in the siege of Luo County #ff%. Thus, Liu Bei calls for
reinforcements from his home base in the Jingzhou 7|, which is under the command of Liu

Bei’s chief advisor, Zhuge Liang. In chapter six of volume thirteen, entitled “Zhang Yide

Obligingly Releases Yan Yan” 5E#: {2 #:F5E72H, a passage narrates as follows:

Showing Xuande’s [Liu Bei’s] letter to the officials, Kongming [Zhuge Liang] said, “Our
lord has placed the responsibility for Jingzhou upon me, with instructions to appoint
whomsoever I deem fit. Nonetheless, today Guan Ping is here with a letter whose intent
is that Lord Guan assume this heavy task. Yunchang, be ever mindful of the honor-
binding oath in the peach garden and do your utmost to defend this province. So weighty
a task will require the utmost diligence.” Lord Guan, without pausing to make the ritual
refusal, readily accepted. At a magnificent feast Kongming proffered the seal and cord of
authority, which Lord Guan extended both hands to receive. “Everything now depends on
you,” Kongming said, holding forth the seal. “An honorable man,” Lord Guan responded,

“perseveres until death.”
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In this dialogue, Guan Yu is appointed as the defender of Jingzhou, which is the main territory of
Liu Bei’s Kingdom. As Guan Yu assumes the position as the grand administrator of Jingzhou,
Zhuge Liang reminds him of his duty to defend the province from Cao Cao in the north, and in
order to do so, he needs to keep their alliance with the Wu Kingdoms in the east. The essential
part in this dialogue is not Guan’s response to Zhuge of being prepared to defend the Jingzhou
until death, but rather how this dialogue and Guan’s position echo the historical generals who
were assigned to defend the same region by repelling the nomadic tribes from the northern

steppe. In Zhuge Liang’s well-known Longzhong Plan [ f1¥f, Jingzhou is considered the most

essential part of this grandiose strategy, due to its strategic location and its access to an
abundance of resources (Chen Sanguozhi 411; Luo wenshi 283). Also, the Jingzhou is located

between the northern Han River j%7K and the southern Yangtze River 51T, which was

considered an advantage, as it could easily repel any threats coming from the north through
strategic use of the complex geography in the area. A slightly more complicated interpretation
would be that the Jingzhou was constantly considered to be the natural frontline for the southern
dynasties in repelling foreign invasions from the north. The following are examples of generals

garrisoned in the Jingzhou:
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e During the Eastern Jin 55 dynasty, Zhu Xu 2K F7 against the Fu Pi {5f 1 of the
Former Qin FijZs (Fang Jinshu Vol. 9).
e During the Northern Song J[.5K period, Yue Fei %7 repelled the Jurchen that had

conquered northern China (Cambridge 5:674).

e During the Southern Song Fg5f period, Lii Wende = 3% and Lii Wenhuan = SO/
repelled Kublai Khan 20,71 and the Mongolian forces for sixteen years (Toqto’a

Songshi Vol. 46, 47, 48; Cambridge 5:920-921; Cambridge 6:433).
The implication of defending the Jingzhou is not simply the symbol of being a protector, but also
a symbol of the iconic deity as the protector of the legitimacy of the Chinese empire. The
symbolic referral of the protector of the Chinese empire and the legitimacy of the Chinese throne
is a political referral initiated in the Song period, which later continued into the Ming period and
spanned over hundreds of years of international political conflicts between the nomadic tribes
from the Eurasian Steppe and the agrarian-based Chinese empire in the south. Emperor Huizong
of Song was actively involved in conveying Guan Yu’s protector symbolism to the general
public, as the emperor believed Guan’s super-morality and courage would encourage his people
to unite in order to repel the northern threat of the Jurchen kingdoms (Lei Manhua 70; Lu Guan
82).

In fact, the politically infused identity within the symbolism of Guan Yu’s protector
status is not the only element embedded in the narrative of tongsu yanyi. There are also a few
episodes in which Guan Yu’s spirit reappears to care for those in trouble after his death in
Maicheng. Two of Guan Yu’s divine manifestations in tongsu yanyi signify two important
elements that differentiate pinghua and tongsu yanyi. First of all, it is the apotheosis of Guan Yu

from a man to a deity in the mid-Ming period, and pinghua doesn’t contain any scenarios that
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depict Guan Yu as an immortal warrior, nor does he reappear after his death. Second, this divine
manifestation signifies how Guan’s protector identity continues to illustrate Guan Yu’s xia
characteristics of assisting those who are in trouble. Chapter three of volume sixteen of tongsu
yanyi depicts Guan’s first divine manifestation after his death. A specific quote in this chapter
reads as follows:
In a flash, Lord Guan realized Pujing’s word, and entered the temple in quest for
Buddha’s law of Karma. Later, he became an apprentice of Pujing the monk. Thereafter,
he frequently manifested himself in divine form on Jade-Springs Hill. And the local
dwellers showed their gratitude by building a temple on the summit, where they made
offerings each season.
BREHT > AL > RIS S EET R - R IMAREIE - it
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In this passage, Guan Yu manifests himself in the Jade-Springs Hill after Pujing 3£ % converts
him to Buddhism. Guan Yu also continues to manifest himself in the surrounding area for an
extensive period and contributes to the local dwellers who have expressed their gratitude through
offerings and a temple, which reflects the ideology of how his manifestations are considered to
be a protector of the local dwellers. In addition, another passage in chapter five of volume

seventeen of tongsu yanyi features an old man expressing to Guan Yu’s son, Guan Xing [,

why the local dwellers are making offerings to Guan Yu: “His spirit is most revered in these

parts [t B5 & Bt 75 and “every family revered him when he lived, and all the more so

now that he is gone 14 7 H » FZ{FE » (A5 H EHF” (Luo wenshi 593). This quote

from an anonymous elderly man expresses the apotheosized identity of Guan Yu as a protector

that echoes his first manifestation at the Jade-Springs Hill.
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These features of Guan Yu’s image as a divine protector appraise the xia principles of
protection and loyalty. And yet, his loyalty isn't intently expressed as loyalty to one particular
lord or ruler, but rather for a nation's communities that Guan Yu—as an apotheosized xia—is
determined to protect. As mentioned above, one of the specific elements of the xia principles is
the mentality of aiding those who are in trouble, which is mentioned in Sima Qian’s historical
records, and is highly praised in his commentaries. In fact, this attribute becomes an essential
part of the xia temperament. Furthermore, the tongsu yanyi depiction of Guan Yu’s xiake
temperance serves to reconstruct and coordinate the xia principles with Confucianism. In fact,

Chen Shan’s Zhongguo wuxia shi "R H {# 5 suggests that in the Song and post-Song periods,

a set of codes were formulated in order to regulate the individual behaviors and actions of those
belonging to the brotherhood of river and lake community (Chen Shan 159-171). Therefore,
tongsu yanyi’s constant praises of Guan Yu, exalting him as a divine protector, can be seen as an
attempt by the literati writers to regulate the wandering population, and to encourage vagabonds

to live by the xia principles promoted by the image of Guan Yu.

Conclusion

One of the primary themes in the fictional story of the Three Kingdoms is the yingxiong
concept, which translates to the concept of a “hero” in English. The English term “hero” cannot
fully explicate yingxiong as constituted within its definition. The concept of yingxiong is
redefined in the rewriting and remolding of the Three Kingdoms story, especially in the
recension of Sanguozhi tongsu yanyi, which determines that a yingxiong should be someone with
an ambition to “conquer” the realm and take it into his own possession. Considering this concept,

Guan Yu is praised and considered a yingxiong, but ultimately cannot satisfy this defined
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concept of yingxiong in reference to fongsu yanyi. Guan Yu doesn’t have any ambition to
conquer the realm and make it his own, which therefore disqualifies him from fulfilling the
categories of a hero illustrated in fongsu yanyi or as defined in the renwuzhi. Even though
scholars such as Kam Louie consider Guan Yu to be a hero due to his contempt of both sex and
money, it is mainly his personal loyalty and the truthfulness to his word that contributes to
Louie’s consideration. The image of Guan Yu from Sanguozhi pinghua illustrates a wu-
masculinity, and a skillful warrior that merely competes with Zhang Fei and Lii Bu. However,
the character of Guan Yu in Sanguozhi tongsu yanyi explicates how Guan is utterly different
from that of pinghua and other martial warriors in the story. Guan is simply not a martial
warrior.

Guan Yu’s transition from pinghua to tongsu yanyi aims to reconstruct and reshape Guan
Yu with a sense of deity. Moreover, this change also infused a sense of the xia mentality into the
image of Guan Yu that transformed Guan Yu from a warrior to a knight-errant. As mentioned
previously, a xia is not a vocation like the European counterpart, or an identity like a scholar, a
minister, a vagabond, or a warrior general, nor a wu- or a wen-dominated masculine image. A xia
can be anyone, with any vocation. A xia is a person who acts and behaves based on a set of
ideals or principles. James Liu explains how xia is a mentality and a standard of living (Liu
Knight-errant 4-6). The xia standards typically refer to the rules that belong to vagabonds, or
those who roam among the brotherhood of river and lake, also known as the jianghu. There are
several scenes that depict Guan Yu as a xiake, instead of the commonly acknowledged warrior
figure. In Guan’s self-introduction in tongsu yanyi, he proclaims himself as an individual who
wanders among the brotherhood of river and lake, and kills a local bully for righteousness. It is

unlike Guan’s introduction in pinghua, which declares himself a fugitive after killing a local
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official. Furthermore, Guan’s truthfulness to his word, and his altruistic mentality to assist those
who are in trouble, explicate Guan Yu as more of a xiake archetype, than a pure wen- or wu-
dominated archetype, like Zhang Fei and Zhuge Liang.

In fact, Guan Yu’s reconstructed image in tongsu yanyi was part of the process to
redefine the principles of the wandering population in the Ming period. In fifteenth and sixteenth
century China, the rise of the merchant class, and the elevation of their social status, not only
reflected the merchant class challenging traditional social hierarchy, but it also reflected a high
volume of traveling at the time (Huang Literati 31). Furthermore, the circulation of printed texts,

particularly route books and merchant manuals, such as Yitong lucheng tuji —4tFSFEEIEC
(Ilustrated Route Book of the Unified Empire), Shi shang lei yao +-F55H%E, and other

subdivisions of route maps that were included in other various encyclopedias, reveals that the
market demanded these types of books due to the volume of traveling (He Home 104-122).
Therefore, a set of standards by which those travelers, vagabonds, and bandits were to abide
became necessary (Wang Guangong 346). Hence, Guan Yu’s xia temperance and behaviors
communicate a standard of living among the audience in the retelling of the Three Kingdoms
story cycle, especially the close identity connection between Guan and the brotherhood of river

and lake, and how his righteous behaviors receive popular admiration for centuries.
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In the preceding readings, I have attempted to demonstrate the incorporation of popular
and literary traditions in the rewriting of the historical Three Kingdoms story cycle in the early
Ming period. The retelling of the story mediates between the two classes of culture, the folk and
the literati, which presents the archetypical models of Chinese masculinity that emerged between
the fourteenth and sixteenth centuries. Wilt Idema’s remarks on pinghua suggest that it was a
popular reading for the general population during the Yuan period, and this claim generally
reflects an assumption that the story recorded in pinghua may have derived from folklores.
Moreover, the Three Kingdoms narrative reconstructed in tongsu yanyi suggests there was a
cultural mediation between images and ideas of the world perceived by the literati and the folk.
After the establishment of the Ming imperial court, China attained a series of economic
prosperity, urbanization, and the rise of internal commerce. This particular economic affluence
and growth of urban culture gave rise to the development of literary culture, and tongsu yanyi
was disseminated in the form of manuscripts and then published in printed form in 1522.

Throughout my study, I examined three categories of Chinese masculine images within
the Three Kingdoms story, pinghua and tongsu yanyi. The first category is the wu-identity,
which is represented by the characters that are martial experts, possess valor, and are mighty
warriors. Most of these warrior characters act with unruly behaviors, and always present
themselves with an uncontainable temper when facing other characters in the story. In Chapter
One, the exposition of Zhang Fei reveals one of the typical wu masculine identities, the haohan,
or the good-fellow archetype. The haohan archetype is a persona that tends to explicitly express
their own inner intuition and immediate feelings through their volcanic behaviors, such as
bloodshed, physical attacks, and roars. This means these archetypical characters are easily

manipulated and instigated by other characters or figures. These characters, especially Zhang
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Fei, act as an element to reject the gendered political disorder, and to refute the social injustice
caused by corruption within the plain narrative reading of pinghua.

However, these depositions of defiance within the wu masculine haohan archetypes are
oppressed in tongsu yanyi. In tongsu yanyi, these haohan characters still respond with their
natural deposition and behave with their volcanic and brutal actions, but their actions and
behaviors are substantially contained by other external factors. I pinpointed a few examples in
my investigation of Zhang Fei and Lii Bu: Zhang Fei’s unruly behaviors are contained by the
literati compilers through the removal of several significant scenes, such as Zhang’s assault on
Duan Gui. Furthermore, Zhang Fei is also tamed through a series of commands from Liu Bei.
For example, the scenario of the Three Visits and the investigation of Liyang, which depicts Liu
Bei’s commands in controlling Zhang Fei’s defiant disposition and his wu masculine characters.
The removal of Zhang Fei’s defiant behaviors predominantly minimizes Zhang Fei’s persona of
a volcanic temper and his uncontainable behaviors, which inspire both the Mencian idealized
lordship and the wen masculine characters to “tame the beast.”

On the other hand, Lii Bu may not necessarily be a good example of a typical haohan
character in the Three Kingdoms story, but he is a significant character to demonstrate the brawls
between the wu-masculinities within the same novel. The haohan archetype is not the only
typical persona within the wu-masculinities. Lii Bu has a wu-masculine persona but cannot be
considered a haohan. Rather, Ll Bu is an anti-haohan or an anti-hero. Lii Bu has almost all the
similar qualities as a typical haohan character: extraordinary appearance, proficiency in martial
skills, and unruly behavior, just like Zhang Fei. However, he is also a character that performs
actions based on his self-interests, which means Lii is a character that will compromise his

behaviors for his own interests. Therefore, he cannot be considered a typical haohan, but an anti-
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haohan, still within the wu-dominated masculine persona. In pinghua, Lii Bu is depicted as
someone who will wave his blade when he believes it is necessary to defend his manhood, such
as in the “Double Snare,” where Lii decapitates Dong Zhuo in order to uphold the purity of his
manhood. However, in the literati-ized tongsu yanyi, Lii compromises his own interests, and is
contained by a series of Mencian moral virtues instigated by Wang Yun and Diao Chan. Lii kills
Dong Zhuo, as he did in pinghua, however he did not slaughter Dong in an impromptu action as
depicted in pinghua. Rather, he waited and joined an alliance with Dong’s political enemy before
he acts. Just like Zhang Fei, Lii is controlled and suppressed by external factors, whereas instead
of being tamed like Zhang, Lii compromises his innate behavior for his own interests in fongsu
yanyi, therefore illustrating his wu-masculine differences from the haohan archetype.

The second type of masculinity lies within those that are wen dominated characters.
These types of characters are typically culturally refined, well-versed, and abstain from desires.
They are generally presented as calm and witty, and they mainly act as the mastermind for the
military township, or the leader of the ruling power. Furthermore, these figures tend to be the
most complicated, in contrast with the wu masculine characters. In Chapter Two, my discussion
begins with the physical appearance and identity of the mastermind and the chancellor of the Shu
kingdoms, Zhuge Liang. In which, pinghua presents Zhuge Liang as a divine immortal with
fingernails that are three inches long and lips as if painted red. The pinghua Zhuge reflects a
collective image speculated amongst the folk from villages and streets. This image of Zhuge
Liang signifies how the common people see scholars or the elite as those who possess mystical
power, such as casting magic on wind and fire, and they also see scholars as having haohan-like

skills, such as a roar and skills in hack-and-slash.
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On the other hand, tongsu yanyi presents a different image of the wen masculine
character from pinghua. In fact, the image of Zhuge Liang as a divine immortal with a queer
physical appearance is dismissed in tongsu yanyi, and Zhuge’s image is reconstructed as a
gleaming jade with a temperament like an immortal. Such a dismissal of Zhuge Liang’s divine
immortal appearance refutes the popular image that the wen character are immortals, or the
divine who can resolve all the problems in the world. This perspective can be seen in an inter-

textual reference to the prologue of Shuihu chuan, in which Bao Zheng H X is a divine immortal
of wenquxing il &, or the star of wisdom, who comes to assist the Emperor Ren of Song 71{—.
5 in governing China. In addition to the changes in Zhuge Liang’s physical appearance, which

refute the popular image of the divine immortal, Zhuge also refutes the traditional images of
pedantic scholars on several occasions throughout tongsu yanyi. In the novel, Zhuge Liang is
involved in several arguments with other scholarly archetypes in the chapter entitled "Zhuge
Liang in a War of Words with the Southern Ministers," in which Zhuge Liang criticizes and
denounces the pedantic images of a scholar, as someone who only knows working on literacy
texts and acts in pedantic practices, without actualizing any achievements in governance or
assisting their ruler and the people.

Moreover, in another argument of words with Wang Lang, known as “Kongming Defeats
Cao Zhen in Qi Mountain,” Zhuge Liang disproves the subservient attributes of scholar-officials
since the Mongolian regime. This type of negation of the pedantic scholar practices and
subservient attributes of scholars in fongsu yanyi can be interpreted as an attempt to reconstruct
the images of scholar identities. Furthermore, it can also be viewed as a nostalgic sentiment of
the past regimes that encompasses the Mencian concept of ruler-minister harmony. The nostalgic

sentiment and the Mencian concept depicted in fongsu yanyi are not only illustrated through the
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reconstruction of Zhuge Liang, but are also demonstrated by the re-insertion of historical events
with fabricated details in the reconstructed narratives. Not only is Cao Cao portrayed as the
villain, he is also depicted similarly to the Hongwu Emperor and Yongle Emperor of the Ming.
At one point, the villain depiction of Cao Cao amplifies the salient characteristics of Liu Bei as
an ideal ruler in Mencian ideology. On the other hand, Cao Cao’s massacres of scholar-officials
in his realm reminds the audience of the massacres of officials early in the Hongwu and Yongle
regimes. In which, Chan Hok-lam believes the vernacular literature in Ming period at some point
not only reminded the audience of the suppression of officials in the early Ming period, it was
also a reinstatement of the Mencian ideology in the harmonious ruling of cooperation between
the ruler and the scholar-officials.

In fact, the reconstruction of the wen-masculine characters in fongsu yanyi not only
rectifies the collective images of the scholar identity in both popular culture and literati circles, it
also performs a domination of the wen characters against other models of masculinity, especially
in competition with the wu masculine archetypes, such as Zhang Fei and Lii Bu. In several
factual or fabricated events in fongsu yanyi, Zhuge Liang goads and manipulates the wu
masculine characters. Andrew Plaks suggests these events evoke the competition between Zhuge
Liang and his own men. However, these events not only illustrate the tug-of-war within the
political faction, they also demonstrate the competition between the wen-wu dyad, a contention
in which Zhuge Liang triumphs. The triumph of Zhuge reinstates the superiority of the literati
over martial warriors, and it is a reflection of the wen-masculine characters regaining its dignity
lost from the subservient behaviors during the Mongolian and early Ming regimes. The
reconstruction of Zhuge Liang is therefore not as simple as it looks; it intends to rectify the

identity of the literati from the popular perspective within the early Ming period.
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The third type of Chinese masculinity discussed in this project is the xia archetype, or the
Chinese knight-errant. Xia and xiake are rarely discussed in the study of Chinese masculinities.
In fact, xia always refers to a specific group of characters depicted in Chinese novels. James Liu
considers several historical figures to be xia, such as the Tang poet Li Bai, and Lu Su from the
Three Kingdoms period. I believe xia is a hybrid archetype associated with both wen and wu
characters. Unlike the other wen and wu figures, where wen or wu is the predominate attribute of
the character, xia doesn’t have a quantitative measurement, such as a requirement for the
character to meet a certain percentage of wen or wu. By definition, xia is a figure who behaves
through a set of rigorous moral principles in administering their actions and behaviors.

Guan Yu is traditionally considered a yingxiong who possessed outstanding abilities in
both literacy and martial valor within the Three Kingdoms story cycle. However, through
thorough research and by contrast, the term yingxiong is not as widely applicable as it is in
reference to Guan. According to Renwuzhi, Guan is a xiong, who is superior in strength and
courage, though he cannot be considered a ying since Guan does not display any outstanding
wisdom or scholarship elements in the fictional character. According to the discussion on
yingxiong between Cao Cao and Liu Bei in tongsu yanyi, Guan doesn’t have an ambition or a
determination to make the realm for his own rule, and it is therefore difficult to consider Guan a
yingxiong. On the other hand, Guan is different from Zhang Fei’s haohan archetype, even though
Guan’s figure contains factors similar to the haohan. In spite of the similarity, Guan is self-
constrained from some of the common attributes of wu masculine warriors, such as a volcanic
temper, a habit of unrestrained drinking, yielding to sexual desire, or acting spontaneously, like

Zhang Fei.
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When examining Guan in tongsu yanyi, it becomes clear that he is depicted as a xiake.
Guan'’s self-introduction signifies his identity as a wanderer who had roamed for several years
among the jianghu, or the brotherhood of river and lake. Guan also expresses his altruistic
attitude in becoming a fugitive after he avenged the social injustice in his hometown. This
reconstructed background of Guan refines him as a righteous warrior similar to Zhang Fei, but
the emphasis of his wandering experience in jianghu is what designates Guan’s behavior as
within the moral principles of the xia. As mentioned previously, throughout tongsu yanyi, Guan
Yu acts in accordance to a xiake more than a warrior; for example, a warrior like Zhang Fei will
not spare Cao Cao at Huarong Pass simply because Cao appreciates him. This difference denotes
a haohan from xia, and this difference also defines two different types of loyalty embedded
within the xia principles: the devotion to their sovereign, known as zhong, and a personal loyalty
referred to as yi, due to the concept of en, or personal indebtedness. The situation at Huarong
Pass conditions the conflicts and the struggle between the two types of loyalty, the zhong, and
the yi and en. Guan’s choice of en and yi over zhong dictates that he is different from Zhang
Fei’s haohan character, or Zhuge Liang’s wen scholar character in fongsu yanyi.

The question of Guan’s identity persists in my investigation, as Guan is not only a
historical figure or a semi-fictional character in a historical romance; since the Song dynasty, he
has also been apotheosized as a divine immortal. My investigation reveals that Guan’s apotheosis
is related to the foreign affairs during the Song period, as the legitimacy of the court was
threatened by external political power, such as the nomadic kingdoms established by the Khitan,
Manchu, Tangut, and the Mongols in the north. This is based on Guan’s status as a protector in
religious sects, since the Daoists and Buddhists considered Guan the protector of the temples and

monasteries. Also, in both history and romance, Guan Yu is appointed as the protector of the
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Jingzhou, which further contributes to his status as the protector, since the Jingzhou was an
essential military barricade against the military intrusion from the powers established by the
nomadic tribes of the Eurasian Steppe. In addition, Guan is the protector of the weak in fongsu
yanyi, similar to the xiake who will sacrifice oneself to protect those who are in need, as
presented in the episode of “Rides Alone a Thousand /i and in the Huarong Pass. Therefore,
Guan’s apotheosis is based on this protector status from his own historical identity, and is later
dramatized by storytellers and dramatists, then reconstructed into the literati-ized character that
is unparalleled by any other characters in the novel.

In fact, Guan Yu’s complicated masculine identity implies that the current categorization
of masculinities through the wen-wu dyad is not enough. The factors of determining a character
as a wen or wu masculine character do not provide an accurate representation of the figure
depicted in literature. For example, Zhang Fei can be considered a character purely distinguished
by his wu masculinity, but Lii Bu, Zhao Yun, and Zhang Liao cannot be categorized in such
character, nor they can be considered pure models of wen masculinities, since they are mainly
thought of as warrior generals. Similarly, Guan Yu cannot be considered purely as a wu-
dominated or wen-dominated character. In tongsu yanyi, Guan is presented as a xiake-like figure,
and his masculine temperament doesn’t embody either a wen or wu identity. As Guan’s xia
figure also presents a new temperament in regulating the concept and persona of xia in the late
imperial period, it reconstructs Sima Qian’s and Han Feizi’s perspective of the xia from a
wandering chivalric figure to a nationalist. Therefore, in fongsu yanyi, Guan Yu is being xiake-
ized into an archetypical xia figure.*! Quoting the epitome from Louis Cha’s modern martial art

fiction, Guan Yu’s figure in tongsu yanyi reflects a xiake-ized morality of “weiguo weimin

41 Xiake-ization, or xiake hua 8L is a process in which the figure becomes more directly involved in or behaves
in accordance with Chinese chivalric principles.
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xiazhidazhe }[88 By B A% 2 K&,” which translates to “chivalry is service to the nation and the

people” (Jin 2:826; Hamm 108).

In general, my study on the Chinese masculinities within the Three Kingdoms story cycle
intends to demonstrate the process of literati self-reconstruction in Chinese novels. When
analyzing the differences between the plain narrative pinghua and literati-ized tongsu yanyi, it
becomes clear that there are significant changes and reconstruction that took place within certain
Chinese masculine models. For example, the depiction of the reined warrior, righteous scholar,
and loyalist xia all took place in the literati-ized fongsu yanyi. Moreover, the righteous Zhuge
Liang in tongsu yanyi reflects such a self-reconstruction in the literati-ization of the Three
Kingdoms story and the flexing of dominance of the scholar images throughout the novel itself.
Therefore, the literati had begun reconstructing Chinese masculinities as early as the fifteenth
and sixteenth centuries in order to redeem its lost dignity.

To further examine my questions about Chinese masculinities, especially surrounding the
various archetypical models in the genre of xiaoshuo, either imperial or modern, I question how
this reconstruction and merging between the folk reading and literati-ized literature affects
Chinese culture and tradition, or furthermore, how this revamp of masculine archetypical models
affects Chinese culture (and manhood) from the Ming period and thereafter. This is particularly
interesting, since the literati-ized form of xiaoshuo has predominated over the plain narratives
since the Ming period. In the late imperial period, xiaoshuo was a leading influential factor in
Chinese culture, which has influenced ideas, governmental institutions, and the general
population. In Gramsci’s terminology, xiaoshuo were hegemonic in the late imperial period,
which is also fairly interesting, since the folk class influenced the general population and the

ideas through their imagined images of the elite classes in popular culture throughout a
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tumultuous period of time (pinghua — Yuan). On the other hand, the literary class attempted to
reconstruct their self-images and ideas through popular readings in a prosperous and civil society
(tongsu yanyi — mid-Ming). This lingering question on the topic of Chinese masculinities will
require further study in the future, since it is beyond the scope of my investigation.

In fact, as one of the earlier stories to be literati-ized, the Three Kingdoms story cycle set
a standard for a specific model of masculinities, which is relevant in examining characters from
novels in the later period. For example, in Xiyouji, Sun Wukong is a similar model to the
restrained haohan Zhang Fei in the literati-ized fongsu yanyi. Huangming yinglie chuan, Liu
Bowen is illustrated akin to Zhuge Liang in the Ming period. In another of the four masterworks
of Ming novels, Jin ping mei, Ximen Qing has similar characteristics to the failed-haohan, Lii
Bu. As mentioned, in Louis Cha’s modern fiction, readers can immediately identify the character
Guo Jing as similar to Guan Yu. These masculine models took shape and developed over a
period of time, from pinghua’s impromptu haohan to a reined masculine model, or from
pinghua’s nobody to a chivalric xia. Some of these masculine models reflect the consciousness
in reconstructing its own identity through rewriting and retelling popular stories, which is not
limited to the traditional form of xiaoshuo, but also appears in fan production on the internet in
the Information Age. My future study attempts to dissect the reconstruction of masculine models
in Ming xiaoshuo, such as the comparisons between Sun Wukong and Zhang Fei, and the Tang
Monk and Liu Bei, and also questions the xia masculine models in early xiashuo. In addition, I
raise questions about the xiake-ization of the popular novels in the later imperial period, such as
how Guan’s xia behaviors affects the xia figures in the later period, like the Qing novels sanxia

wuyi =K FH F% and wannianging #F-7, and the Ming novel, chanzhen yishi {8 E 3% 5.
'y

203



Bibliography

Anonymous. 5 Sji shinkan sensoheiwa sangokushi. ;63121055 =&, National Archives
of Japan Digital Archive. DOL.

https://www.digital.archives.go.jp/DAS/pickup/view/detail/detail ArchivesEn/0503000000/00000
00810/00

Anonymous. Record of the Three Kingdoms in Plain Language. Tr. Wilt Idema, and Stephen
West. Indianapolis: Hacker Publishing Company, Inc. 2016. Print.

Anonymous. The Chinese Classics Vol. 4: The She King or The Book of Poetry. Tr. James
Legge. Taipei, Taiwan: SMC Publishing Inc., 1994. Print.

Ban, Gu. Hanshu. }%%Z. Chinese Text Project. DOL. https://ctext.org/han-shu.

Besio, Kimberly Ann. The Deposition of Defiance: Zhang Fei as a Comic Hero of Yuan zaju.
1992. University of California, Berkeley, PhD dissertation.

Besio, Kimberly, and Constantine Tung, editors. Three Kingdoms and Chinese Culture. New
York: State University of New York Press, 2007. Print.

Chan, Wing-tsit, trans. and comp. A4 Source Book in Chinese Philosophy. Princeton: Princeton
University Press, 1963. Print.

Cha, Louis, The Deer and the Cauldron: The First Book. trans. John Minford. Hong Kong:
Oxford University Press. 1997. Print.

Cha, Louis §:J5. The Giant Eagle and Its Companion fHEE{{=. 4 vols. Hong Kong: Wuxia
chubanshe. 1994. Print.

Chang, Shelley Hsueh-lun. History and Legend: Ideas and Images in the Ming Historical Novels.
Ann Arbor: The University of Michigan Press, 1990. Print.

Chen, Shan. Zhongguo wuxia shi 1B 5. Shanghai: SDX Joint Publishing Company, 1992.
Print.

Chen, Shou. [iZZ. Sanguozhi =[F|75. Wuhan: Chongwen shuju, 2012. Print.

Chen, Pingyuan.[ & Qiangu wenren xiake meng 5 S AR 2. Beijing: New World
Press, 2002. Print.

Chen, Ying [ %8. Zhongguo zhanzheng xiaoshuo shilun J1 |58 F#/[\&5 5. Shanghai: Sanlian
shudian, 2008. Print.

Chia, Lucille, and Hilde De Weerdt, eds. Knowledge and Text Production in an Age of Print:
China, 900 — 1400. Leiden: Brill NV, 2011. Print.

204



Confucius, fLLFr Analects. F#E Yonghe: Zhiyang Publishing, 1996. Print.

Confucius, Confucius Analects: With Selections from Traditional Commentaries, trans. Edward
Slingerland. Indianapolis: Hackett Publishing Company, 2003. Print.

Duara, Prasenjit. “Superscribing Symbols: The Myth of Guandi, Chinese God of War,” The
Journal of Asian Studies, Vol. 47, no. 4, 1988, pp. 778-795. Print.

Ebrey, Patricia Buckley, and Anne Wathall. East Asia: A Cultural, Social, and Political History,
Third Edition. Boston: Wadsworth, Cengage Learning, 2014. Print.

Fang, Xuanling 55 Z#, et al. Jinshu 2. Chinese Text Project. DOIL.
https://ctext.org/wiki.pl?if=gb&res=788577.

Franke, Herbert, and Denis Twitchett. The Cambridge History of China Vol. 6, New York:
Cambridge University Press, 1994. Print.

Ge, Liangyan. “Sanguo yanyi and the Mencian View of Political Sovereignty,” Monumenta
Serica, Vol. 55,2007, pp. 157-193. Print.

Ge, Liangyan. The Scholar and the State: Fiction as Political Discourse in Late Imperial China.
Seattle: University of Washington Press, 2015. Print.

Ge, Zhaoguang. Zhaizi Zhongguo.: zhongjian youguan Zhongguo di lishi lunshu €24 $1 68 B2 7&
R P E A FE S s #it. Taipei: Linking Book Group, 2011. Print.

Hamm, John Christopher. Paper Swordsmen: Jin Yong and the Modern Chinese Martial Arts
Novel. Honolulu: University of Hawai’i Press, 2005. Print.

Han, Feizi. Han Feizi: Basic Writings, trans. Burton Watson. New York; Columbia University
Press. 2003. Print.

He, Yuming. Home and The World: Editing the “Glorious Ming” in Woodblock-Printed Books
of the Sixteenth and Seventeenth Centuries. Cambridge: Harvard University Press, 2013. Print.

Hegel, Robert. Reading Illustrated Fiction in Late Imperial China. Stanford: Stanford University
Press, 1998. Print.

Hegel, Robert. The Novel in 17" Century China. New York: Columbia University Press, 1981.
Print.

Hinsch, Bret. Masculinities in Chinese History. Lanham: Rowman & Littlefield. 2013. Print.

205



Hu, Ying. “Angling with Beauty: Two Stories of Women as Narrative Bait in Sanguozhi
Yanyi.” Chinese Literature: Essays, Articles, Reviews (CLEAR), vol. 15, 1993, pp. 99—
112. Print.

Hook, Sidney. The Hero in History. New York: The Humanities Press, 1950. Print.

Huang, Martin. Desire and Fictional Narrative in Late Imperial China. Cambridge: Harvard
University Press, 2001. Print.

Huang, Martin. Literati and Self-Re/Presentation: Autobiographical Sensibility in the
Eighteenth-Century Chinese Novel. Stanford: Stanford University Press, 1995. Print.

Huang, Martin. Negotiating Masculinities in Late Imperial China. Honolulu: University of
Hawai’i Press, 2006. Print.

Idema, W.L. “Some Remarks and Speculations Concerning Ping-hua,” T'oung Pao, vol. 60, no.
1/3, 1974, pp. 121-172. Print.

Jao, Tsung-1. Zhongguo shixue shangzhi zhengtong lun 1|52 E2 | 7 [F45Em. 1977. Beijing:
Zhonghua shuju, 2015. Print.

Klapp, Orrin. “The Folk Hero,” The Journal of American Folklore, Vol. 62, No. 243. 1949, pp.
17-25. Print.

Kim, Moonkyong £ 5%. Sanguoyanyi de shijie = [BJEFEAH L. Tr. Qiu Ling b[5l%, and Wu
Fangling 52.75%5. Beijing: The Commercial Press, 2010. Print.

Lai, Dongfeng 2255 J5. Xishuo mingchao 4flz7HH%f. Taipei: Chuanji wenxue chubanshe, July,
1990. Print.

Lei, Yong B, Sun Yongji 45 #E, et al. Manhua sanguo yanyi Y855 ( =[EZ) . Hebei:
Hebei renmin chubanshe. 2000. Print.

Li, Tao Z235. Xu zizhi tongjian changbian &4 )& fE R s. Chinese Text Project. DOL
https://ctext.org/wiki.pl?if=gb&res=520633.

Li, Zhi. A Book To Burn and A Book To Hidden. Ed. Rivi Handler Pitz, Pauline Lee, and Huan
Saussy. New York: Columbia University Press. 2016. Print.

Liu, Dajie B AR, Zhongguo wenxue fazhan shi " &% 5 . 3 vols. Hong Kong:
Hongguang shudian. 1990. Print.

Liu, James. The Chinese Knight-errant. Chicago: The University of Chicago Press, 1967. Print.

Liu, Shao ZI8)5. Renwuzhi \¥7E. Chinese Text Project. DOL. https://ctext.org/renwuzhi/zhs

206



Liu, Yiqing 2. Shishuo xinyu 1E7#r5E. Hong Kong: Chunghwa Book. 2013. Print.

Louie, Kam, eds. Changing Chinese Masculinities: From Imperial Pillars of State to Global
Real Men. Hong Kong: Hong Kong University Press. 2016. Print.

2

Louie, Kam. “Sexuality, Masculinity, and Politics in Chinese Culture: The Case of the ‘Sanguo
Hero Guan Yu.” Modern Asian Studies, Vol. 33 No.4. pp.835-859. Print.

Louie, Kam. Theorising Chinese Masculinities: Society and Gender in China. New Y ork:
Cambridge University Press. 2002. Print.

Lu, Hsun. A Brief History of Chinese Fiction. Tr. Yang Hsien-yi and Gladys Yang. Beijing:
Foreign Language Press. 2014. Print.

Lu, Hsiao-Peng Sheldon. From Historicity to Fictionality: The Chinese Poetics of Narrative.
Stanford: Stanford University Press. 1993. Print.

Lu, Xiaoheng, BT eds. Guan Yu, Guan gong, he Guan sheng: Zhongguo lishi wenhua

zhongde Guan Yu xueshu yan taohui lunwenji. [¢8)>P1,BE /N FIBHEE © o gk FE 52 S0 b o A5 B E2
b at & sm -2 £2. Beijing: Shehui kexue wenxian chubanshe. 2002. Print.

Luo, Guanzhong. 4 & 1 Sanguozhi tongsu yanyi. =75 #1578 % ed. Yong Yuzi. FE T
1522. DOL. archive.org/details/02111749.cn.

Luo, Guanzhong. 2 & 1 Sanguozhi tongsu yanyi wenshi duizhao ben. =575 {5 E 35 3 S ¥f
HEA. 2 vols. ed. Zhou Wenye. F S22 2 vols. Zhengzhou: Zhongzhou guji chubanshe, 2013.
Print.

Luo, Guanzhong. The Outlaws of the Marsh, Vol.1. trans. Sidney Shapiro. Silk Pagoda, 2007
Print.

Luo, Guanzhong, Three Kingdoms: A Historical Novel, trans. Moss Roberts. 2 vols. Berkeley:
University of California Press, February 2004. Print.

2

Mair, Victor H. “The Narrative Revolution in Chinese Literature: Ontological Presuppositions.
Chinese Literature: Essays, Articles, Reviews, Vol. 5 No. 1/2, 1983, pp. 1-27. Print.

Mencius, Mencius, trans. D.C. Lau. London: Penguin Books. 2003. Print.

Mote, Frederick, and Denis Twitchett, The Cambridge History of China Vol. 8, trans. Zhang
Shusheng et al. Beijing: Zhongguo shehui kexue chubanshe, 2007. Print.

Plaks, Andrew. The Four Masterworks of the Ming Novel: Ssu ta ch’i-shu. Princeton: Princeton
University Press, 1987. Print.

207



Sedgwick, Eve Kosofsky, Between Men: English Literature and Male Homosocial Desire, New
York: Columbia University Press, 1985. Print.

Shen Bojun Jii{H{&. Shen Bojun shuo sanguo i {A1EER =[E. Beijing: Zhonghua Shuju, 2005.
Print.

Shen, Simon. “Inventing the Romantic Kingdom: The Resurrection and Legitimization of the
Shu Han Kingdom before The Romance of the Three Kingdoms.” East Asian History, no. 25/26,
2003, pp. 25-42. Print.

Shi, Naian Ji [ . Shui huchuan.7K;Z{E. 2 vols. Taipei: Sanmin chuju, 2012. Print.

Shi, Zhiyu. 52 2 4% Manhua sanguo. }2EE =[5 . Guangdong. Guangdong Renmin chubanshe,
1982. Print.

Sichuan sheng sheke yuanwen yansuo. VU /[ 1 FHE LA, Sanguo yanyi yanjiu ji = [B{/EF%
IH%22£E. Chengdu: Shichuan sheng shehui kexue yuan chubanshe, 1983. Print.

Sima, Qian &]fE#8. Records of the Grand Historian of China, 2 vols. trans. Burton Watson. New
York: Columbia University Press, 1961. Print.

Song Geng. The Fragile Scholar: Power and Masculinity in China. Hong Kong: Hong Kong
University Press, 2004. Print.

Sun, Yongji {4 FE#E. Sanguo yanyi qutan yu suojie { =F/EFs) MBI ZfE. Shenyang:
Chunfeng wenyi chubanshe, 1997. Print.

Sun, You f44ifi. Qinxinji Z2 5. National Archives of Japan Digital Archive. DOL.
https://www.digital.archives.go.jp/DAS/meta/listPhoto?BID=F1000000000000107578 &ID=M2
016092312063961107&LANG=default&GID=&NO=1&TYPE=dI&DL TYPE=pdf&CN=1

Tillman, Hoyt Cleveland. “Ho Ch’u-fei and Chu His on Chu-ko Liang as a ‘Scholar-General.””
Journal of Song-Yuan Studies, No. 25, 1995, pp.77-94. Print.

Tillman, Hoyt Cleveland. “Reassessing Du Fu’s Line on Zhuge Liang.” Monumenta Serica, Vol.
50, 2002, pp. 295-313. Print.

Toqto’a, Alutu, et al. Songshi K5 . Chinese Text Project. DOL.
https://ctext.org/wiki.pl?if=gb&res=975976

Twitchett, Denis, and Paul Jakov Smith. The Cambridge History of China Vol. 5, New York:
Cambridge University Press, 2009. Print.

Wang, Li F-77. “Western Knights and China’s Swordsmen: Towards the Universal Theme of
Justice in Chinese and Western Literature P57 1Bl i B T (YR — g )7 SCER AL A R RE R

208



IR IE RS . Journal of Shanghai Normal University (Philosophy and Social Science
Edition), Vol. 38. No. 4, July 2009, pp. 88-95. Print.

Wang, Lijuan T-FE#8. Sanguo gushi yanbian zhongde wenren xushi yu minjian xushi = B Z5
SRR A GBI 485E. Jinan: Qilu shushe, 2007. Print.

Wang, Shifu. =& . Xixiangji PHJfFEC. Taipei: Digiu chubanshe, 1993. Print.

Wang, Qiancheng T-HijfE. Sanguo yanyi yu chuantong wenhua = 885 75 B1{#H 4t (k. Wuhan:
Central China Normal University Press, 2007. Print.

Wang, Zhiyuan T 5%, and Kang YulfE5. Guangong wenhua xuel# /337 {LE2. Beijing:
Zhongguo shehui kexue chubanshe, 2015. Print.

White, Hayden. Metahistoy.: The Historical Imagination in 19" Century Europe: With a New
Preface. Baltimore: Johns Hopkins University Press. 2014. Print.

Wilhelm, Richard, and Cary F. Baynes, translators. The I Ching: or, Book of Changes. Princeton
University Press, 1997. Print.

Wu, Han B2#5, Zhu Yuanzhang zhuan %5713 {%. Hong Kong: Sanlian shudian, 1949. Print.

Wu, Han 5215, and Fei Xiaotong Z2%3 eds. Huangquan yu shenquan 2 REBIZHFE. Tianjian:
Tianjian renmin chubanshe, 1988. Print.

Wu, Cheng’en 52K B, The Journey to the West Vol. 1, trans. Anthony Yu. Chicago: The
University of Chicago Press, 2012. Print.

Xie Guihua {FEZE "Huangjin qiyi == I#E3", in Zhongguo da baike quanshu & K EHF}2
£ Zhongguo lishi J1 | 52, Beijing/Shanghai: Zhongguo da baike quanshu chubanshe, Vol. 1,
1992. Print.

Yang, Winston, and Curtis Adkins eds. Critical Essays on Chinese Fiction. Hong Kong: Chinese
University Press. 1980. Print.

Yoo, Min-hyung. “Imported Heroes: A Comparative Study of the Novel Sanguozhi pinghua —
B¥ & F-5E and the Pansori Novel Hwayondo FEZ538.” The Review of Korean Studies, Vol. 20,
No. 2. December 2017, pp. 33 — 52. Print.

Zhang, Tingyu 5E7E 7, and Zhang Qiyun 5EELH5 eds. Mingshi HH 5. Yangmingshan: Guofang
yanjiu yuan, 1962-63. Print.

Zhou, Siyuan. &5 EVE. Zhou Siyuan pinshang sanguo renwu 558 =[] \ ). Beijing: Zhonghua
Book Company. 2006. Print.

209



Zhu Yixuan Z&—27, and Liu Yushen 2§55, eds. Sanguo yanyi ziliao huibian = [F}EZFHEFLIE
4. Beijing: Baihua wenyi chubanshe. 1983. Print.

Zuo, Qiuming /7 f8H, Chungiu Zuo chuan, trans. Andrew Miller. 2007. DOL.
http://www2.iath.virginia.edu/saxon/servlet/SaxonServlet?source=xwomen/texts/chunqiu.xml&s

tyle=xwomen/xsl/dynaxml.xsl&doc.view=tocc&chunk.id=tpage&toc.depth=1&toc.id=0&doc.la
ng=bilingual

Zuojia chubanshe bianjibu. {EZZ H ARt 4REEE], eds. Sanguo yanyi yanjiu lunwenji — 8] /EZhH
FeEm L EE. Beijing: Zuojia chubanshe. 1957. Print.

210



