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Abstract

This thesis is an ethnography of Chinese popular fiction readership which presents an

ion of y readers’ tastes and patterns of reading behaviour.

However, in order to understand the genres and particular texts that contemporary readers
designate as “popular,” especially within the context of Chinese popular culture which has
long been the site of an active exchange between written and oral traditions, it is necessary

to examine the historical and generic d the traditions of texts and

contexts, that provide modern readers with reference points of continuity and change within
the larger landscape of Chinese popular literature.

To this end, this study suggests that reading patterns, like other kinds of expressive
behaviour in everyday life, can be thought of in terms of repertoires of aesthetic
discrimination which may have inactive as well as active dimensions. The inactive facets of
a reader’s repertoire, it is argued, may still exert important influences on the shaping and

lation of prefe and

Related to issues of gical design, including the use of printed and electronic

Chinese and English language questionnaires, face-to-face interviews and e-mail

correspond: the r ip

sample is comprised primarily of men and women who

d d dq

have achieved or are pursuing some level of post- y or p
Trends in readers” affinities and/or aversions to particular genres, as well as their uses of
fiction —whether they read for escape or instruction, for example — are considered, as are
such concepts as fan culture, reader identification with characters or other aspects of the

narrative and the phenomenon of addictive reading styles. This pattern of consumption is

explored with particular reference to Chinese martial arts fiction, which as a genre is given



the most detailed 11 d by and d ive fiction. [n to
readers’ conceptions of the process of reading itself and their perceptions of the various
traditions which inform their favourite contemporary novels, this work also looks at the
importance of conversation in readers’ experiences, as well as some of the interactions
between gender and genre, especially with regard to the intentional transgression and

of the t daries of traditionally * or inine” fiction.
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A Note on Romanization

This thesis uses the pinyin system of romanization. For readers unfamiliar with Chinese,

some of the more probl: ic sounds in this system as follows:

C is pronounced s as in “cats™ but appears as an initial consonant (as in cai.
rhyming with “my.")
Qis pronounced ch (as in ging, which sounds like ching, rhyming with “wing.™)

Xisp dsy, asina ized “sh.” (E.g., xi sounds a little like a drawn
out “she” with a slight stress on the initial “s” before it becomes “sh”.)

Zislikeds in “rods.”

Zh is similar to the “j” in “James,” but differs from the sound represented by “j” in
pinyin. Zh has a slightly “rolled” quality. (Zhi, chi, shi sound like zher, cher, sher, all
rhyming with “her.” The “i" sound is like a shwa, but the lips are slightly closed.)
However, Beijing is Bei-jing, not Bei-zhing.

Other romanizations appear only if used by a particular author or speaker in a quotation.
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Partial List of Readers

The following is a list of readers who participated in face-to-face interviews and who also

signed release forms. All questi i p were y . and therefore this list
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for further information.
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LIULi
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NING Changlong

WANG Yongji
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ZHU Peihong
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Introduction

If[ can’t read, I may feel that something is missing in my life

- E—F SRR
...that would be likely. Novels are my destiny.

- EETY - FEEK
...my looks are hateful, and my words tasteless.

DT REER A

...too little nourishment.

s Eam

bR,
.. [like I'm] “begging for a taste of language.”!

A book holds a thousand stories, and the way in which a reader responds to a text is as
individual as taste preferences for food. Although the metaphor of consumption as a way of

ploring people’s experi of popular culture has many limitations (Radway 1996,

244), [ found it i ing that the most f 1y employed and descriptive phrase used

q

by the Chinese readers who participated in this study to describe intense reading
experiences was “yi kou qi duwan ” (—[&FE5E), “to read all in one breath or
mouthful.”™ I return to this phrase and the practices it signifies throughout this work
because [ think it succinctly captures the essence of reading as a source of both profound
pleasure and sustenance.

To put this another way, in popular culture and cultural studies scholarship,

p and (re)production are two ly employed phors used to discuss

audience responses to popular i In P dernism and Popular Culture,

Angela McRobbie argues that attention must be given to the ethnographic analysis of

IResponses from four readers (QP-01, QRH-02, QRH-15 and QRH-16 respectively)
to the final question on both the pilot (QP-xx) and revised handwritten (QRH-xx)
readership surveys. See Chapter Two for further discussion of questionnaire types and

analysis.
xviii



ption as y reproduction, that is, as work rather than —or in addition to—

leisure (1994, 32). In this thesis, I interviewed male and female Chinese readers and

concentrated primarily on readers’ i with and aesth toward popular

fiction, generally referred to as tongsu xiaoshuo (iE{&/]\gt). As I discuss later in this
Introduction and particularly in Chapter Two, most of the nearly eighty readers surveyed in
this work are highly educated individuals who are in some way associated with universities
and who consume and often produce a wide range of texts in their everyday lives. Some of
these readers could be called “passive tradition bearers™ or readers with an “inactive

" (Goldstein 1971) t as they readily and rather wistfully admit, the texts

they now “work with" often demand their undivided attention to the exclusion of those
texts that they formerly associated with relaxation or play, which often took the form of
popular novels. However, such novels, even if not actively read, still trigger memories,
associations and, more often than not, topics for current discussion and debate.

As with my experiences of the incisive —and undeniably acrive— analytical abilities of
so-called “passive tradition bearers™ in other contexts of narrative research, [ was struck by

and even ional b to stories they

the depth of readers’ insights, recoll
had not read for long periods, sometimes several years. Just as those who can tell stories
may often prefer to let the tale speak for itself while those who are not recognized
performers may be anxious to explain how a tale either speaks to them or even speaks for
the larger community, [ suggest that someéi mes the reflective reader who deliberates on past
experiences has insights that are just as valid for ethnographic investigation as the avid

reader who is actively engaged with texts. Certainly. consumption may or may not proceed

in rapidly experienced moments —in breaths or mouthfuls of texts and meanings.

Xix



N hel 4
P

and duction, as the inclusive inscription or reconstitution of

the self in refation to what was read, may take considerably longer.

Furthermore, not infrequently, I think that the realization of these processes occurs in

col ion, both in the dialogues b friends and i as well as in

responses to the deliberate queries of the researcher. This work then, represents readers”
stories about the books they read, told again, as all ethnographies are to a greater or lesser
extent, through the observations of one who asked and listened and constructed a reading
comprised of others’ readings which inevitably shaped and guided her own. In this

ion, [ outline the questions I initially had, those I came to ask, who responded,

and how those answers and the additional questions they often inspired were organized into

the various chapters which follow.
Preliminary Thoughts on an Ethnography of Reading

As [ explain in a later chapter, I happened upon the eth: phic import of this subject

ident: [ was ding Chinese folktales, and I knocked over a bag containing

almost by
the cherished finds of a student’s recent foray into the Chinese language section of the local
library. He had come to tell me the stories he thought I wanted to hear, and [ left feeling a
great desire to know more about the tales he loved to read. There were other incidents by
which this topic worked its way into my bones —most memorably perhaps a collision with
a student in a busy hallway. his nose buried in a book adorned with a painting of a
mounted swordsman sweeping across the covers. The books that were the object of these
intense moments of concentration, [ later learned, belonged to the genre known as martial
arts fiction, or wuxia xiaoshuo (E{#/|Ngt), and the contemporary novels shared a long

thematic tradition in Chinese literature, folklore, as well as the performing arts. But, before



I could comprehend these influences and interactions, I had to understand the place of
“popular” entertainments in relation to elite and folk practices of written and oral traditions
in China. [ also had to understand the ways in which [ approached books, whether as
reader or researcher. Clearly, the ways in which my scholarly training had equipped me to
approach and understand myself and others as readers would require further refinement and

critical reflection when applied to Chinese audiences.

Essentially, this thesis add three broad questi 1) how western theories and
methodologies can be used to explore reading in Chinese contexts, 2) what the multi-
faceted experience of reading means to Chinese readers as a mode of active engagement,
that is, what purpose they think reading presently serves in their lives, and 3) how they feel
past reading experiences signified in their lives, even if their once regular reading patterns
have become sporadic or their tastes radically altered. At the outset, this work is an
ethnography of non-western reading publics which is of necessity partially grounded in
traditions of western ethnographic and textual popular culture scholarship. To my
knowledge, no comprehensive study of Chinese readership which attempts a cohesive
discussion of readers, texts, and contexts exists in English. It is in this discursive space
that my work finds both its greatest challenge and potential contribution.

Because I cannot assume that the kinds of theoretical models which can be employed as
frames for western readers’ uses and aesthetics also hold for Chinese readers —a point to
which I have already alluded, and to which I return to discuss in more detail later— I have

had to look at the various ways Chinese readers themselves conceive of the activity of

reading, and the ings and pl they iate with it. Where possible, [ have tried
to link reading, though a frequently solitary activity in itself, to larger contexts of Chinese

communication, such as the importance of chat or gossip and speech play within the



culture. This is especially imp b readers” infc | and candid conv i
about books rep llat ive p that are at least as important to readers”
hetic develop and the shaping of personal reading repertoires as individual

deliberations and reflections over time.

In essence, this thesis is an eth hy of Chinese readership which also looks at
conversation as an important source of what has been called “oral literary criticism™
(Dundes 1966; Narayan 1995) as culturally conceived and expressed as chat (liaotian(r],
BIX, BXJL)2 1 readily acknowiedge the imp contributions made by Hymes®

ethnography of speaking (1972, 1986, 1989), as well as other studies which bring the
concerns of folklore and sociolinguistics to bear on the analysis of literacy (Szwed 1981)
and writing (Basso 1989).

However, I have not as yet d ined all of the plex i ions which must be

idered in a p ive sociolinguistic analysis of Chinese verbal art, although [
suggest that this would constitute an extremely worthwhile avenue of future inquiry,
particularly if focused on a cohesive community of speakers. As [ describe in the first two
chapters, the group of readers I surveyed do not constitute an “audience” in the sense of,
for example, a group of fans who regularly come together to talk about their experiences
with particular popular texts, or to construct new experiences together through collective
viewing or reading.

Though this issue will be discussed more thoroughly in the second chapter, I must
acknowledge that this thesis negotiates another difficult methodological challenge: except in
a few instances, I did not capture readers’ spontaneous conversations with each other about

o

books or the process of reading. Even in those rare when my ethnc

2See Link (1985) and Chapter Six for further discussion.
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presence or the formal “purpose”™ of the discussion —as roughly “scripted” by readers’

lined on the i ires, for le, because

attempts to speak to the various issues

they saw this as a well-st d way to p d th h the explication of a pl

— was eclipsed by the sheer enjoy of chatting about h-loved books, |

was observing the unfolding of a communicative context initially framed and motivated by
my inquiries.

However, as Ives points out, sometimes “...the artificial context may be the only one in

which you can gather your data,” and to record gettable but unf

h h particularly those that may be shared by members of a group,
present myriad technical, not to mention ethical, dilemmas for the researcher (1987, 56-57.
81). Also, although many readers’ comments about reading refer to a time when they read
far more extensively than they are now able to, in many respects their responses exhibit
particular narrative patterns that, though no longer representative of present habits, do
reveal familiar past experiences of texts and reading which left lasting impressions.

To illustrate further, Greeuhilvl noted two disu'lnc[ types of narratives in her study of

English immigrant stories, those that were recognized as personal experience narratives,

and others she called generalizations. She stated that ization narratives: “...rep

the teller’s perceptions in storied terms, which suggest an extensive rather than a specific

a ized mode of ication, particularly about the past™ (1994, 34~

35). In the h I d d, both questi i d and readers who were

interviewed face-to-face made statements or told stories about singularly memorable books
or experiences they had, and made more general assertions discussing reading as an
activity, or considering the place of fiction in Chinese society. However, most readers

hasized the i if somewhat di: i role reading for pleasure has played

i



in their lives, and as such [ feel that these of past beh and atti are an
important source of ethnographic insight into presently held beliefs and aesthetic
perceptions. As one woman reader remarked, although she no longer reads once-favourite
authors and genres as intensively as she used to, these experiences influenced not only the
person she was at that time, but also had, in her opinion, a profound effect on her later

personal development.
Readers, Words and the Construction of Stories About Reading

As [ discuss in Chapter Two, seventy-nine readers contributed directly to the
ethnographic data which informs this thesis. Some [ interviewed face-to-face, others [

never met directly except through ic or written corresp. The men and

women range in age from fifteen to seventy. and most are either students of higher

or are employed as hers and h This study is an ethnography
which encompasses the combined influences of class, expatriate culture3 and the effects of
electronic media on folklore research.

First and foremost, the words of readers which appear throughout this work are my
basic ethnographic documents. They are the oral histories of reading in contemporary
Overseas Chinese culture which [ have been able to gather. In many instances, readers did
not provide me with a great deal of background information about themselves, even though
[ always began taped interviews with the invitation to do so. Names, birthplaces, academic

h ize the beginnings of many of my tapes.

majors, and silence

3See Li (1988) and Chan (1983) for discussions of Chinese expatriate culture in a
Canadian context. Oral historical accounts include Huang and Jeffery (1992) and The
Women's Book Committee (1992).



As interviews proceed, I learn other things: how for this reader the only privacy in her
family was between the pages of a novel, how for that one romances make up in some
small, quiet way for the love he could not experience as a “re-educated youth.” These

things are in my thesis, but inevitably, some of the silences remain.

My choice to incorp qr into my methodology requires some additional
planati pecially since I collected data from a greater percentage of respondents by
this method than by the face-to-face interview most y employed by folkl

The use of questionnaires or even more general “calls for participants” as a precursor to
interviews, or as a means of determining a sample of respondents who would be willing to

be interviewed at a later date, has been used fully in studies of readership (Radway

1987; Bird 1992). I also agree that interviews, particularly ded ones, “_.the

best technique we have ever had for reaching out into the great silences and making them

articulate” (Ives 1987, 42), however, there is also a cr ltural di ion inh in
my decision. For many readers, the questionnaire format provided a structure that they
could work within which was perhaps less daunting than talking in person to a foreign
female researcher about texts that were highly personally valued, although most readers
were pleased with the fact that I presented myself as a student of Chinese popular culture
who was willing to be taught about such things. Furthermore. I suspect that I was able to

reach more readers through the adoption of a bined methodological approach which

allowed interested readers to choose how they wanted to respond than if I had relied on a
single technique.

Often while collecting oral narratives from Chinese people as part of my M.A.
fieldwork, I would be told, prior to the interview: “Oh, let me go and prepare,” a statement

which usually meant they wanted to write some notes. Frustrated by this apparent

XXV



formality, [ would respond that they should just come and ralk to me. Many did, however,

some declined and others felt obviously fortable —until [ “ Ily” provided
one small group with pen and paper during an interview when one individual requested a
clean page in my notebook. The group wrote excitedly in Chinese over every blank space
on the page —and in all directions— turning the book round and round and passing the pen
as the conversation shifted. The result was an amazingly illegible web of meaning.

punctuated by the triumphant scribbles of argument when the “right word™ proved elusive,

and the tape ded a h of joy and laughter. [ ined the “notes,” though I

confess that, for me, the event itself could be read more clearly than the resultant text. [
came to understand that [ could not hope to study Chinese culture in a way that honoured
those people who chose to share it with me if I did not first acknowledge the great love
these people have for their written language, and the fact that, for some at least, this love

and the power it holds in the act of reading is insep from reproduction through

writing as well as conversation.

Questionnaires were anonymous,* however, [ included a section where respondents
were asked to a provide additional information about themselves if they wished. With
printed and/or posted questionnaires, some readers wrote personal notes, but many wrote
nothing. Some readers’ notes only apologized for not getting back to me sooner, as they
were busy, thanked me for my interest in a subject they loved, or wished me good luck.

One wrote a timely and well-meaning admonition.5 [n the case of many clectronic surveys.

4See Appendices C-1 through C-4 for Chinese questi ires and
5See Chapter Two.
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I had to e-mail people who had d iculously pl i i hing

into the ether with that timeless question: “Thanks, but ...who are you?"

All of the readers who participated had one thing in common:; they all loved certain
kinds of books, and many had memories and ideas about reading that they not only
cherished as significant for themselves, but also were excited to talk about. I learned to see
these people through the windows that they opened for me, through the books and talk and
experiences through which they were constructing and reconstructing readings of their lives
so far. Sometimes, the windows were difficult to see through at first. “Jidu shan bo jue hen
hao, hen thongyao " (" ( EEUERE ) RIF - BEE | * ) “Jesus-mountain-earl is
very good, very important!” one reader said repeatedly in a taped interview. I could not
figure out what he meant until I realized that The Count of Monte Cristo was probably the
first piece of translated fiction he was able to read after the Cultural Revolution. At the time

[ conducted the interview, he would have read that book almost twenty years ago.

Also, a key feature of this thesis, the imp of ining readers’ repertoires and
habits over time and paying attention to what readers say about past reading experiences,
required that [ broaden my understanding of context. For many readers, the truly
significant books were first read some years ago, but the reflections deepened and clarified
only much later. I return to this idea in the Conclusion. but the loudest and clearest
thoughts are those inscribed upon a quiet heart.

Certainly, the readers in this thesis generally come from the stratum of contemporary
Chinese society which has a voice. [ do not offer this thesis as a reflection of widespread

Chinese working-class culture. the popular traditions of moder rural peasants, or the last

word in subversive, unofficial literacy of any particular Chinese ity. Basically, this

the bringing her of the opinions of seventy-nine intellectuals, all of

study

P
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whom are Chinese and all of whom have been away from their respective homelands for

some time. H , as the porary ipline has moved well beyond narrow

definitions of “the folk,” the sample composition does not detract from the potential
contribution of this ethnography. Although these are seventy-nine people who cannot be
said to be representative of all of Chinese society —or indeed, of all or any of the very
diverse Chinese societies throughout the world— they are, as far as [ have been able to
conclusively discern, all people who never spoke to a westerner about fiction either written

and/or di: d in their own .

guage before.
Secondly, I want to say something about the texts about which readers speak.

Throughout the thesis, I refer to certain genres and sometimes individual works as

“popular” or “vernacular” fiction/li orasb to “popular” traditions. A
certain degree of clarification is required as to what [ mean by those terms. Concerning
“popular,” [ refer essentially to Williams’s conception of “the culture actually made by
people for themselves™ (1983, 237). Indeed, this ethnography differs from other studies of
popular audiences (Radway 1987, 20-37; Link 1985, 1981, 79-118) because I do not deal

with publishing or esti d sales. E: ially, the people who participated in my study

relied on informal distribution channels which are very difficult to document. In the
majority of instances, readers stated that they obtained novels from the following sources,

in ing order of freq y and importance: friends, family, classmates or

colleagues, libraries, book rental shops (these appear to be more common in Taiwan),
online sites and bookstores.

Furthermore, | suspect that these channels are not restricted to this group, but
reproduce, to some extent, more general pattemns within Chinese readership. While [ would

not say that the sharing of books and magazines carries the same connotations as the
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sharing of food in Chinese culture, I suggest that it can be another way for people to
reinforce relationships and share points of mutual interest. The issue of borrowing. and the
social connections and opportunities for talk about novels that this practice implies, is
addressed later in the thesis. Paradoxically perhaps, many of the expatriate Mainland
Chinese readers discussed in these chapters probably have a greater diversity of potential

circulation channels for popular fiction, as well as greater access to the various means of

distribution than their in China, although readers in China would likely have

more access to other types of materials published in Chinese.

Thirdly, my use of the word “vernacular” follows Hanan’s (1981, 5, 15-16, 20-21)
assertion that the vernacular as language and model for authors of fiction subsumes a
number of styles and mediates between Classical Chinese and oral storytelling models,

and i 1

g 4

of elite and folk culture in a new synthesis of written

form and content. [n some resp *“vernacular li " reflects some of the nuances
attached to “popular” in terms of composite styles which can have widespread audience
appeal. “Vemacular literature™ as a label may be applied to traditional novels such as Wazer
Margin (Shuihu zhuan, { 7KEFE ) ). as well as contemporary novels which are written
with similar attention to such features as episodic, “chapter-driven” structure and the use of

everyday speech styles in ch dials Chinese lar fiction is di d later,

h , the ial point to g to Hanan is that “the Classical is
concise and the vernacular expansive. specifying relationships that are merely understood
in the Classical” (16).

Aside from the definitions used in Chinese literary studies, [ think that the distinction
put forward by Narvéez of vernacular song as “a sector of aesthetic development and social

practice” which incorporates the concept of a “culture of place™ is also useful for this

XXix



ethnography (1995, 215). Although many of the novels readers discuss are so widely
known they cannot be said to belong to any regional culture, people often find familiar
landscapes which contribute not only to their personal enjoyment of a book, but also to the
stories they later tell about it.

Finally, I should outline the process by which I constructed readers’ texts. First, these
are literal texts, either from questionnaires or transcribed from taped interviews. Chapter
Two gives a more detailed description of the stages of analysis, but I should perhaps
mention here that most readers’ responses were in Chinese. I therefore present excerpts in
both languages. Because most Overseas Chinese expatriates are familiar with at least one of
the two character script systems currently in use in various countries,6 I consistently
represent written responses in the same script as the original. In keeping with convention, [
render book titles and proper names in traditional script.

Speech excerpts are most often presented in simplified text, a choice which primarily
reflects certain technicalities of the in-text Chinese word processing system [ use. On a
related note, Chinese quotes and translations essentially cover the same spoken excerpts,

except in cases where this poses iderabl hnical difficulty in p ion. such as

1tinle | font ch

display and printing problems which are iated with
With some long Chinese quotes, I summarize the content of elided speech in square
brackets and elaborate in the English excerpt. Also, the transcript notation tingdun ( < &
1l > ) signifies a pause in speech, and bu gingchu (< 7"i§ % > ) means simply “unclear.”

In the interests of both clarity for scholars outside Chinese studies and concern for the

integrity of readers’ comments, [ use underlined text in square brackets to indicate material

6These are known as traditional and simplified. Their features and distribution are
explained more fully in Chapter Two and Appendix A.
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added to clarify a referent, or to mark places where I asked questions which initiated a

change or elaboration of the p ing topic. Underlined letters not in b are my own

insertions in order to clarify certain orthographic errors which occur in English responses
on handwritten or electronic questionnaires. I use this method over the options of either the
more intrusive [sic | or leaving such oversights intact when they might be unnecessarily
visually disconcerting for the reader. Finally, unless respondents specified a Westernized
name as their preference, Chinese readers’ names are given with the last name first, in

capitals.”

Chapter Overview

This thesis is concerned with a holistic synchronic and diachronic analysis of texts and
people and the social and historical traditions in which they are located and through which
they meaningfully interact. That is, [ am concerned not only with contemporary genres
—martial arts, romance and detective fiction, for example— but also with the earlier
generic antecedents from such sources as classical literature and folklore which may obtain
in these popular texts at a particular point in history, or in the mind of a particular reader.

Also, | am interested in the ways people relate the activity of reading and the associations it

produces at any given moment to their larger belief sy and repertoires of expressive
behaviour.
[t should be understood, however, that expressive behaviour as [ intend it here does

not only refer to demonstrable performances, such as when friends use texts they consume

TTapes numbers used in the thesis refer to my own classification system. My collection

of tapes and ires will be dep d in the Memorial University of Newfoundland
Folklore and L Archive pending the sful pletion of this thesis. Certain
access restrictions will apply.



as structural frames and subjects for conversation and play (Bacon-Smith 1992, 152-57). It

di : lation<hin h

also signifies, like the i p ption and

production. an impressive or inscriptive dimension as well. One male reader, talking
about his early “addiction™ to the experience of reading fiction as a young boy during the
Cultural Revolution (1966-1976) and the regret that he felt when he realized there was
much in life he had not experienced, a loss he attributed in part to a belief that he had not
read as widely as he should have, or would have liked, put it this way:

HYB: [ think to appear [discover] the society, to begin with you have to read

novels, just like you read history, read history. I feel any novel is partially true,

there must be some truth, must be something useful. And most important thing is: if

you don't feel the novel is particularly good or helpful, that doesn’t mean it is not

helpful. You may feel later, you may feel later.8

Essentially, I think that for many of the Chinese readers who took part in this study,
reading for pleasure is more than a solitary activity from which a few moments of diversion

1 I velafionehin b

are derived. Rather, it rep a p p readers,

. written and incipient or potential verbal texts, both spoken and unspoken. which forms an
integral part of each reader’s reality. How that reality changes over time —which parts are
shared, with whom, and in what ways— also informs the scope and intent of this work.
The specific topics addressed in each chapter are outlined in the descriptions which follow.

Chapter One presents a discussion of Chinese popular culture, with emphasis on

Chinese popular literature and fiction. The long. ding, dynamic i hange between

as is the historical imp of the

oral and written, elite and folk traditions is
vernacular language as a medium for popular printed texts. Also, this chapter considers

“genre” as a potentially fluid construct which signifies not only an identifiable fictional

8HE Yubin, interview. 24 Aug 1995. Tape T9SHY Ba-09.
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form which has a particular plot content, structure and range of character-types, but also a
medium that is capable of borrowing from other genres, as well as responding to readers’

uses and modes of distribution. Furth e, just as any historical, diachronic study of

Chinese audiences must consider such factors as levels of literacy, so too any synchronic

study of y readership must ider indivi readers’ levels of expertise with

specific kinds of texts. Essentially, a concern with oral and written forms, receptive literacy

and reading repertoire and genres —traditi ities, individual readers and texts—

provides a kind of broad paradigm which sub and the ining chapters.

Chapter Two provides a detailed dership profile and deals with the issues of
hodological ints and h design. Basic technical questions dealing with

online field research are also addressed.9 Chapter Three explores readers’ uses and

hetic discriminati ding their generic prefe and ions. One of the

specific aesthetic concerns detailed in this chapter is readers’ insistence that good fiction,

however fanciful, must maintain a solid ion to plausible reality. This chapter also

P

such 1 ions as fan identity among Chinese readers, reading for

P q

escape and instruction, the compensatory aspects of popular literature consumption, as well

as the phenomenon of addictive reading patterns. Despite the shortcomings of

functionalism as a th ical approach (Oring 1976), I argue in this chapter that Bascom's
functions of folklore can be used as a framework for understanding some of the central
uses and outcomes of the reading process.

Chapters Four and Five consider the specific geares of martial arts, romance and

detective fiction. I must stress that these analyses basically reproduce the quantitative

distribution of reader p deli d in my survey, which showed a predominant

9See also Appendix A.



emphasis on martial arts fiction. [ do not intend that romance and detective fiction should be

seen as genres of lesser imp to their respecti di My h reflect the

proportions of various groups of readers. For reasons which I discuss in subsequent
chapters. my research design likely encouraged a readership sample which contained a
predominance of martial arts fiction enthusiasts. However, since | am unaware of any
published ethnographies of Chinese fiction readers in English, [ suggest that this study
begins to rectify a larger imbalance in popular culture studies, even though I acknowledge
that there are many issues of relevance and interest to cross-cultural audience studies which
I cannot adequately address in this single work. Some of these key areas, including the
need for more in-depth ethnographic study of Chinese romance and mystery readers, are
discussed in the Conclusion.

Chapters Four and Five identify earlier popular text and performance traditions which

have contributed to or significantly influenced the themes and/or character-types found in

the porary genres. [n addition, I explore important similarities and differences
between Chinese and western chivalric, romance and detective fiction, noting such things
as the ways in which differences in worldview are expressed in such areas as plot and the
cultural construction of the principal hero or heroine, as well as the importance, particularly
in martial arts fiction, of the subculture and setting —a world of intrigue and infamy
beyond the borders of ordinary society— not unlike the “greenwood” of the ballad or
Medieval tale (Keen 1987, 1-2).

Chapter Six looks at the phenomenon of “chat” or “gossip” as a communicative form
among Chinese popular fiction readers that. in a number of important respects, cuts across
lines of gender and genre in the ways readers use it to enhance and extend the pleasures of

the text. Furthermore, [ look at how male and female readers approach and deliberately



and iate the boundaries of traditionally gendered notions of
or “feminine” fiction, that is, how male readers construct readings of the “inner” world of
romance novels, and how women traverse the “outer,” or perhaps more precisely, the
overtly masculine reversible world of the martial arts novel which, as Liu notes, manifests

its own distinctive internal or inward-f d logic (1967, 130).

Finally, [ want to point out a series of Appendices at the end of the main body of this

work. In particular, A dix A i 1 i and Internet communities

PP

associated with popular culture in general, and martial arts fiction in particular, including

texts for reading, nicknaming and humour found on groups and fantasy role-playing
sites. This discussion draws on someé of my most recent work in progress which was
undertaken concurrently with this thesis.

Although some of the subtopics in Appendix A appear at first glance tangential to a
discussion of Chinese popular fiction, a number of important contributions are made to the
thesis as a whole. Among other things, I explore the increasing number of martial arts

fiction role-playing sites which are being developed by and for fans of this genre. In

ddition, I ine Chinese el i ines published in Canada whose existence
further highlights the importance of serialization to Chinese reading publics, and

ds how this longstanding process of textual distribution has been adapted to the

1 i dium. Most imp y, my h into aspects of Chinese Internet culture

provided me with contexts through which to address some of the methodological

hall and solutions fi ded in a thesis on this subject. Specifically, through my

other fieldwork [ was able to develop and refine online interview techniques as well as

Chinese lang i ire distribution, two facets of my field research which were

extremely significant to the collection of my field data. Additional Appendices contain lists
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of useful Internet resources, as well as copies of my pilot and revised questionnaires, with

translations.
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Chapter One: Chinese Audiences and Popular Texts

1.1 Introduction

In this chapter, [ examine some key facets of the historical relationship between

Chinese audiences and popular texts and performances. As Bennett has observed, the very

words “audience” and “text” are replete with probl i for cultural

to-f

studies scholars, drawing as they do on notions of hi hically-ordered fz
communication and a residual, but enduring, literary bias in scholarship (1996, 145-46).
Furthermore, he argues that audiences can only really be configured for their particular

moments, and that the study of “active audiences™ must also be understood as a form of

d. sl d

P

and political n ion designed to

P! P &7

not so much real readers”

activities as the ways in which people, relative to literary or sociological constructions of
audiences “are to be. so to speak. activated ™ (148-50, italics added). Along related lines.
Radway maintains that while they can be powerful media in themselves, especially for
classroom application, genre-based studies of audience may also present a misleading
picture of a “stable subject” whose activities are reduced to a straightforward engagement
with media in a cycle of production and consumption which risks overly simplistic
categorization: “Troped too crudely as a kind of corporeal or physical activity. whether as
passive ingestion or creative labor upon raw materials, media use is thereby simplified as a
linear process of reception and response” (1996, 244).

While [ agree that “the audience™ as a discursive construction is necessarily historically

delimited and signifies a certain politics of eth phic and/or p

and that the processes of production and consumption are neither linear nor adequately



P d by physiological p I think that to postulate “fr v qi o

or “shifting and unstable™ subjects is, in some ways, to confuse the people we study with
the perspectives we adopt and reject in our evolving perception of them, and the kinds of
narratives we may create as a result. That is not to say that people are static, or that they

conveniently pose for the ethnographic record. Rather, individuals’ actions, beliefs and

h sly dictory or itory, create a kind of repertoire of

everyday performances whose unity is supplied and reworked by each person in response
to changing needs and contexts. !0 For folklorists, understanding these patterns and

the historical and social itions under which they change is a critical focus

PP S

of our ethnographic work, and one that adds an imp: di ion to current in

cultural studies and popular culture —a point to which I will return later in this thesis.
For the purposes of this discussion, [ present an overview of some of the central forces
involved in the shaping of Chinese popular entertainments, and particularly popular

literature and its diverse communities of readership. Specifically, I suggest that an

und ding of y Chinese popular texts and their readers requires a

P

historically grounded consideration of three interrelated issues. The first of these is the
interplay of oral and written traditions in Chinese popular culture. The second involves a
corresponding appreciation of levels of receptive literacy and social access to texts, not only
for reading, but also often for the creation of written works through various forms of
commentary which may likewise represent an elaboration of verbal texts generated through

formal and infc | di: ion. Finally, b as Narvdez observes: “texts...always

possess the potential of being extricated from their social matrices™ (1992, 16). | suggest

10See Green (1987), Press (1996) and Ang (1996) for further discussion of these
ideas.



that genres should be thought of as not only kinds or classes of popular texts with certain

defining features, but also adaptable textual masks or forms which are subject to

by audi * uses and methods of distrib
The dy ic i ionship b orality, literacy (as a feature of both texts and
audiences) and genres also ds to the synchronic di ion of this inquiry. More

precisely, the question of exchange between oral and written cultures can be subsumed

intoan of “v lar,” as both . ge (where appropriate) and dialect use

in novels,!! and in the conception of certain aspects of popular literature as a system of

narrative ies and las which are employed to create structures which not only

mediate between elite and folk traditions, but which also present original, workable

1 to icular needs or questi within a ity at a specific historical

P

moment.!2

Secondly, “literacy” among contemporary fiction readers can be understood as
individual levels of experience or expertise in reading a particular geare, or across a
sampling of several genres, depending on reader preferences. Finally, “genre” can be
thought of not only as the predominant set of formulas which historically define a fictional

form, for le, Chinese chivalric fiction as an genre, but also as the points at

which definitions blur, and boundaries cross, that is, “genre” as a network of interrelated

111t should be noted that not all popular fiction is written in what has come to be known

as “the vernacular,” or baihua ( E15%) in the strictest sense. In fact, some popular fiction,

such as romances published in the early decades of this century in urban centres such as

Shanghai favoured a more allusive literary style in direct reaction to the proposed reforms

advocated by May Fourth writers. See Link (1981) and Chow (1991) for further

discussion. Also. some readers enjoy “departures” from their own usual vernacular, in the
form of representations of Taiwanese or other dialects in ch for

12See also Deetz (1977, 92-93).



forms of communication which can share, though not ily in
or emphasis, thematic and/or stylistic content. [ndeed, Harris suggests that this flexibility
of operational definition has come to reflect the prevailing view of concept of “genre” as
seen in contemporary folklore studies (1995, 509-10).

It is certainly true that a detailed consideration of these factors could not be profitably

undertaken in any serious attempt to recreate the exact folkloric or literary provenance of a

given class of fiction or to render a precise historical account of the position, tastes and

of the foreb: of y audi That proviso notwithstanding,

P

however, [ am of the opinion that research of this nature is useful as a means of placing

texts and their readers within a larger tradition of story creation and transmission, serial

publication and, most imp ly, audi ion and partici y culture in China.

1.2 Popular Tradition: The Interplay of Orality and Literacy

Because they are frequently both involved in transmission, many folklorists have

phasized the need to ider printed as well as oral versions in the analysis of

traditional texts, whether ballads (Dugaw 1984) or belief narratives (Danielson 1979). The

study of Chinese popular traditions foreg; ds this i ion to an even greater degree

because of the longstanding influence of the oral and written domains on vernacular
literature. Historically, the site of éxchange between folk and elite worldviews in China, as

with cultures elsewhere, is popular culture. Popular media ifest the ability to

the two spheres and to often with iderable though not pletely mutual
success. the constraints of literacy, class. gender and geography which shape them.

Speaking of vernacular fiction which developed from bianwen (5§%¢X), cycles of heroic



stories which had become established as a written popular genre by the ninth and tenth

centuries A.D., Johnson states:

...it was not typically intended for a narrow audi of sophisti M 13
combined elite and folk traditions, just as the pi had, and therefore it played
a powerful role in bridging the gap between the rulers and the ruled by bringing
ideas and attitudes of each group into a new form which could appeal to both
(1980, 505).

Similarly, in his “Notes on Chinese Story-Tellers,” Eberhard illustrated the different ways
storytellers and puppeteers in Taiwan used and re-worked printed texts in their
performances, telling stories drawn from episodes from well-known classical and historical

novels, elaborating or shortening them according to skill level and aesthetic preferences,

percep of audi i and ether perfi related factors (1970).

From a somewhat different angle, there is an enduring debate among literary scholars

as to whether certain literary genres and particular classical works have their origin in some

sort of ancient “promptbook” storytelling tradition. For ple, the p of both

the vernacular short story or huaben (5575) and the early novel or pinghua (F-55)

bj porary speci ying p century

for

represent controversial
Chinese literature. Specifically, theorists have concerned themselves with the question of to
what extent these genres can be said to manifest connections to Song (960-1279 A.D.)
storytelling traditions and Yuan (1271-1368 A.D.) dramatic cycles. Scholars such as Lu
Xun (1976. 131-142) and Ch’en Shou-Yi (1961, 466-67), support the hypothesis that the
short story derives much of its structure and early thematic content from oral tradition and
the use of promptbooks by storytellers.!3 although writers later deliberately exploited

certain aspects of storytelling style in their literary works.

13Eberhard also holds this view of the historical function and origin of huaben (1970,
1).



Conversely, C.T. Hsia (1968, 7-9, 11-12) suggests that after the publication of late
Ming writer Feng Menglong's (5% #E, 1574-1646) principal collections of short stories.

oral tradition —with its hasis on did. and retribution and fate as the overriding

mechanisms of causality and explanation in the narratives, likely stemming from an
ancestry shared first with reciters of Buddhist sermons and later with performers of
elaborated popular histories (Ch’en 467; Hsia 11)— had little lasting influence on written
literature, except perhaps as a distant formal trace or model (Hsia 9; Hanan 1981, 5-6, 55).
In fact, some scholars assert that “the storyteller’s manner”14 employed by certain authors

such as Feng Menglong, was a iously cultivated literary device almost from its

adoption, or perhaps I should say inception, into written convention (Idema 1974, 3, 35-
36), and not proof of the oral and professional origins of the Chinese vernacular story at
all, but rather proof against such a lineage.

Idema further argues that although written stories might borrow from folk cultural
themes, just as they might borrow from other classical or colloquial literary forms (xix),
there is content and formal evidence —as well as historical records indicating that most
performers during the Song and Yuan periods would have been trained or apprenticed in
the storytelling profession b blind: would have precluded them from other work,

" - b oraf

and illiteracy from other educati PP ies, and also from preparing their

performances from a text— to suggest that early vernacular stories were not storyteller’s
scripts. Moreover, he finds that the characterization of early vernacular fiction in these

terms detracted from its assessment as a “serious genre” not bound by the constraints of

14[dema summarizes the “storyteller’s manner” as a complex of literary conceits used in
the writing of some vernacular fiction which included such features as: chapter-driven
structure and the use of op fz and of “oral” terms
such as idioms and proverbial phmses. use of set descnpnve p:eces that were generally
poetic in nature, and the insertion of didactic comment by the author (1974, 70).
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oral composition and formula and worthy of literary attention (xii-xvi, 77-78, 87). By the

same token, while colloquial fiction’s ion to oral li may not be as strong as

scholars once believed, [dema acknowledges that it is likewise not true that there is no
relationship between the two realms of communication, and that we really know
comparatively little about the storytelling profession in ancient China (xiii-xiv).

As a brief aside to the differing views regarding the source of the open-ended
storyteller’s closing: “t¢#. . . HWTTFE4#” (“In the final analysis ... [e.g..to
know what happened to so-and-so], you'll have to hear the next chapter for the

explanation™)!5 and its use in written work, Chow cites its convenience as a structuring and

suspense-building device in serialized fiction published in papers in China in
the early decades of this century. Regardless of exactly which side of the communicative

fence it grew up on, oral or written, she cites its utility as a gambit to hook readers and sell
papers:

The most interesting aspect of such serialization is that it happily coincided with a
traditional storytelling device which had its origins in a form of Buddhist sermon
that was popular in the Tang Dynasty (AD 618-907) and which many Butterfly
writers!6 still used. This device was an expression that had become identified with
the traditional storyteller’s mannerism in the ‘linked-chapter’ form...: ‘If you wish
to know what happens next, you are to hear my next exposition.” Thus a
modern ial gimmick found its p f: ically, in an ded
cultural practice (1993,478-79).17

15There are variations to this formula, but basically it reflects the reader’s or audience’s
desire to “know what happens next,” and then directs attention to the reading or “hearing”
of the next section.

16Authors of a popular form of romance fiction known as the “Mandarin Duck and
Butterfly School.” See Chapter Five for further discussion.

17The italicized insertion in the above quote appears in the author’s original text.

7



However, even though the oral frame of the storyteller’s coda, which resembles what a
street or market performer might say in order to entice audiences to stick around or retum

the next day (and pay) for another installment of a compelling tale, is now generally

accepted as one of the ional of literary practice in vi lar novels that
favour a “chapter-driven” (zhanghui, #[H), episodic format, [ think that the assertion that

Feng Menglong marked the end of any significant influence of oral traditions on written

ones could be challenged by citing the work of certain authors. Specifically, the

seventeenth-century author Pu Songling (F#2#), whose Strange Tales From a Make-Do
Studio (Liao Zhai Zhi Yi, { B1Z¥5ERE ) ) contains not only a number of tales with motifs
from folk tradition, 18 but also was cited by several of the readers in my study as a
forerunner of detective and mystery fiction due to the underscoring in many of the
narratives of supernatural or fantastic occurrences or allusions to real-world deceptions and
their explanation, as well as a concern with justice and the unjust nature of much of daily
life in human society.

Additionally, despite the observation that Pu Songling’s supposedly close ion to

“the folk” while collecting and shaping the stuff of his stories may indeed be “nothing but a
legend” (Lu 1976, 256), Zeitlin observes that although as the “Historian of the Strange™ Pu
Songling was situating himself within a particular literary and historiographic tradition. his

writings dealt with matters of “unofficial or left-over history,” subjects that would have

18See the translation by Mair and Mair (1989). In particular, the prevalence of fox fairy
stories and their relationship to folk belief and narrative (see also Eberhard 1986, 117-18:
Jameson 1984, 413-14) is worthy of note. In addition, as further evid that oral-li
borrowing could go both ways, Idema notes that stories from Pu Songling’s collection had
been worked into the repertoires of nineteenth century storytellers, especially around
Beijing and Tianjin (1974, xix).




been narrative content not only germane to the folklore of his day, but also appropriate and
topical material for such genres as travel-writing (1993, 4, 46).

Taken together, these issues, while historically significant for literary scholars, are less

p to folklorists than an app

and folk cultural elements in popular literature, since “more often than not, they [oral and

of the d ic nature of the exchange of elite

written traditions] influence and draw on each other,” (Wang 1988, 839). Moreover, there

is also textual evidence to suggest that in certain instances, as McLaren found with the

lationship by early efables and the classical novel, The R of the Three
Kingdoms (Sanguo zhi yanyi, { ZBE#Z ) ), the earliest written versions of some
narratives may have incorporated considerable material from oral tradition. These were later

edited “...to conform with the 1 of histori phy” (1985, 162). It should be

noted, however, that McLaren also suggests that in generic form, these fifteenth century
printed cantefables probably bore a closer resemblance to broadsides than storytelling
scripts (170). Also, although the first printed examples may have emerged in the fifteenth

century, certain aspects of the story and its principal ch. would have circulated in
oral tradition much earlier.
In sum, Chinese popular culture’s enduring and app ly limitl pacity to bridge

seemingly disparate worlds and borrow from each in the creation of new texts and
entertainments also accords with scholars’ descriptions of the transmission and
development of such varied narratives in western cultures and periods as contemporary
legends about familiar consumer products (Smith 1991), and the intertextual reproduction
and subversion of medieval hierarchies in the competitive speech play and festive spectacle
of Chaucer’s Canterbury Tales (Lindahl 1987). Sometimes, however, the wide appeal of

the popular could be seen as subversive to social hierarchies beyond the text as well, as



Levine found in his analysis of Shakesp in America. Once the popular domain -of
“low"/ working-class audiences (though some period commentators described in Levine's

study seemed just barely inclined to admit this designation in their descriptions of the

deportment of the general public), Shakespearean drama, like opera, became a vehicle of

bourgeois values and sensibilities around which the working-class audience could be

4 cul 1

and ultimately excluded from both the middle-class patron’s view
—and eventually — from the experience of viewing Shakespeare altogether (1988, 30-33,
78-79).

In a similar vein, as research into popular practices from religious beliefs and

pressive behavi in pre-industrial Europe (Burke 1978; Brandes 1990, 186-87). to
the dissemination of literary and print materials in Ming China (Johnson 1985, 37-39)
shows, [ want to stress that the processes of exchange between the “Great™ and “little”
traditions which informed Chinese popular culture —though vigorous— were by no means
entirely and equally reciprocal throughout China’s long written and oral history. In the next
section, I examine the issues of receptive literacy and access more closely. in order to

develop a clearer idea of who historically had access to what texts, what form they took,

and how they were used.

1.3 Reception, Literacy and Access

Prior to the emergence of early publishing of papers and other serials in
China, a phenomenon which seems to have gathered momentum in the last quarter of the

1800s and especially just before the turn of the century in response to rapidly changing

and i lities (Lee and Nathan 1985, 361-66), there were a number of

popular print traditions which significantly predated the establishment of the serial press as

10



it is understood today, but which were likewise aimed at particularly constituted or

d target audi Itisi to that, although the oral and literate

worlds influenced each other’s traditions, levels of literacy and familiarity with specific,

Ily and linguistically delimited bodies of folk knowledge differed across segments

of the population. Specifically, the assumption that literacy was the sole property and
(perfected) object of the scholarly class and that complete illiteracy characterized the

and undistinguished fate of almost everyone else has been challenged by recent

h. For example, Rawski’s investig

into the spread of literacy in the Qing

period (1644-1911 A.D.) provides strong evidence that the sons of many more non-elite
households attained a higher level of literacy than previously assumed: by the late Qing, a

dardized written | and ded school system allowed for the provision of

instruction in “basic literacy to between one-third and one-half of the males of school age”
(1985, 11-13). Furthermore, the civil service examination system itself, through which
men achieved power and rank as recognized members of the literati, had evolved over
several centuries as a rigidly patterned selection process based on scholarly merit.

Therefore, theoretically at least, it was open to male candidates from all regions and social

classes in China, with some exclusions based on professional and ethnic backg d
(Ward 1977, 184-85, 198-99).

Caution is required, however, as inquiries into such phenomena as literacy and mass
culture at any point in China's pre-Revolutionary history must acknowledge that the
proliferation and reception of mass-mediated texts is a recent and predominanily, though
by no means exclusively, urban, middle- and upper class development. According to Lee
and Nathan, despite the fact that by the onset of the twentieth century: “the problems of
mass culture were already being widely discussed, the ‘masses’ were not being reached by



modern media” (1985, 373). These d hic limitati ithstanding, it is useful to

think of literacy and oral/written consciousness or worldview in late Imperial China as a

Yy 8 P

and class. It is

function of many ing factors, p
apparent that levels of literacy existed in that society which in turn extended the potential
range and numbers of literate reading publics far beyond highly-schooled male literati
(Idema 1974, I-lii; Johnson 1985, 37-39).

According to Johnson, literacy in ancient China was tied to class, and therefore to

access to texts, just as orality was inti y to land and the creation of

regional variations in dialect, custom and ritual through such factors as geographic isolation

(1985, 35-39). Furth d ding the diff ial access people had to texts is

also useful for appreciating the different kinds of consciousness that were shaped by
people’s experiences of class and literacy within Chinese culture. For example, a court
literatus, a minor official or provincial scholar and a former student familiar with various
primers such as the Trimetrical Classic ({ =28 )) which combined history and
Confucian philosophy within a structure of what we might call “programmed vocabulary”
—though all recipients of some level of formal education— would likely have differing

-

and ing worldviews. M ,a

conceptions of Chinese written

hant who kept and i y records and a peasant who could recognize

sLmngly_ symbolically-laden texts, such as the “lucky characters” which adorned temples
during festivals and domestic paper gods, would also inhabit very different daily worlds
(Rawski 1985, 23-24, 29-30; Ward 1977, 189-91),

Additionally, because of the long written tradition, literacy must be understood as a
hierarchy along two interrelated dimensions, reading and writing. Thus, the person who

could read for professional purposes but not write beyond basic requirements would likely

12



be reading and responding to different texts than a person who either needed to be read to,
or who had such a command of the classical idiom that he or she could formulate

or poems in resp to what was read. As Johnson puts it:

.. the appropriate figure for thinking about the literate realm is not a network, buta
hierarchy. Comparatively few people were able to read and comprehend everything
except the most difficult texts, and so on down throu,,h the degrees of difficulty or
accessibility. The result is gly of di of social stratification,
as it should be, since class position and education (which were strongly
interrelated) largely determined how well a person could read and understand the
texts of the literary tradition. In fact, the most meaningful subdivisions of the
lil;zlsalc 3:;)zlm were related to class as those of the oral realm were to geography
(1985, R

of a written

People who did not have access to the

language would also be at a disad ge when conff d with a text delivered orally
which exhibited significant linguistic and regional variation relative to the kinds of speech
styles and content to which they were normally accustomed. Differences in such things as
dialect, levels of self-sufficiency!9 and regional worldview must all be brought to bear on a
historical understanding of the wider picture of literacy in China. Therefore, the

development of a vernacular language and genres of fiction and drama suitable for the

di and ialists knowledgeable in the rituals and narratives

majority of popular P
signified by those performance texts became important forces through which the two
traditions communicated with each other, and also the means through which Chinese
cultural values were spread to other groups (Johnson 1985, 38-39, 65-68; Ward 1977,

193-95; Hayes 1985, 92. 107).

19Johnson points out that, even among members of society whose knowledge rested
almost completely within oral tradition, the folklore of landed and landless peasants, for
example, was likely to differ (68). He refers to this class-based influence on consciousness
as the “structure of dominance” which was primarily determined by an individual’s legal
status, education and degree of economic freedom or self-sufficiency (56).

13



‘While the factors influencing the spread of female literacy differed in many significant
respects from those governing educational opportunities for men. exemplified perhaps by
the traditional Confucian injunction that a virtuous woman should remain unlettered, there
were popular genres which appealed to and were specifically geared for women audiences.
While some of these texts, such as the well-known Biographies of [Virtuous | Women
(Lienii zhuan, { 21224 ) ),20 which, as part of a kind of “virtuous woman™ narrative
tradition “worked by means of public celebration as well as suppression” of female
character and potential (Chow 1991, 59), others actively challenged received Confucian

d action in

ideals of propriety and praised women for ful and well
moments of moral, social and personal crisis (Handlin 1975, 21, 30-31).
Along these lines, Overmyer’s examination of the heavily Buddhist-influenced

“precious scrolls,” or baojuan (B #) revealed that not only were literate, pious women

involved in fi ing the publication of these ials, particularly during the late Ming,
when the genre appears to have received a certain degree of official sanction, they were also
involved in the oral transmission of these tales to other women .21 Often, these tracts and
ephemera took the form of short, sermon-like exempla, exhortations, or stories of virtuous
people who ultimately overcome profound spiritual struggles. Despite the expression of

basically orthodox Buddhist p pts. it is i ing to note that the heroines of many

narrative bagjuan resembled strong female saints who were unconventional in the

20As Chow (1991, 58) notes, the title of this work evolved to refer to exemplary
women, rather than to biographies of women more generally. and the original work
mentions “noteworthy”™ women and chronicles not only virtuous female lives. but also
infamous ones.

210n a like note, Hayes describes the popularity of women’s ballad recitations with
listening audiences (1985, 89).
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expression of their convictions. Overmyer concludes that these texts embrace: “a duality

between Confucianism and Buddhism, with Buddhism providing the th ical support

for dissent™ (1985, 228, 250, 253). Across cultures, centuries, genders and genres, the

possibility for sut i dings has ined an important motivation and source of
attraction for audiences drawn to popular texts.
On the one hand. the overtly didactic nature of many of the works designed for

consumption and emulation by female readers may be looked upon as outwardly

“preaching to the d” who pied the inner chambers of traditional Chinese
domestic, social space. On the other, these publicati t ives, h ditional
their bodied a fund. I diction b the possible content properly

suited to the education of women and the impossibility that an educated woman could ever
be deemed entirely proper by traditional standards (Ko 1994, 55-56). Throughout her
study, Ko asserts that an increasing number of literate women deliberately exploited and
traversed these grey areas in their writings and discussions with other women writers (8-
9).

Stemming in part from the rapid social and economic changes engendered by specific

1

patterns of economic growth, such as the d P of a y y and

regionally-based cash crops like silk as described in Ko's historical examination of

women's lives in century Ji as well as changing ideas about the
education and social position of women, greater opportunities developed for women to
respond to literature in more lasting ways. It became possible. for example. for women to
publish commentaries and original works. However, this was still frequently undertaken

through private, family-based publi

concerns. Occasionally, as shown perhaps most

notably by works such as The Three Wives' Commentary on the Peony Pavilion (San fu



ping Mudan ting zaji { =ZiFs¥4EF1=5E4C ) ), women made their literary marks by

adopting the name of a male family orp ing under a line pen name

(1994, 37, 70-71).

As might be expected, many of the marginal discourses women engaged in did not
enter the formally published record, although they were still of fundamental importance to
their enjoyment of reading. Referring to the immensely popular Peony Pavilion (Mudan
ting, #-F1%) a play by Tang Xianzu (#38551H) published in the latter part of the Ming
Dynasty, a work that seems to have been especially favoured by female audiences —as the

f ioned Three Wives' C v further impli Ko describes how women

frequently distributed hand-copied texts to other female readers, and inserted their
comments and insights into the margins of personal copies for later discussion and
reflection. This set of common practices gives some indication of the nature of the complex
weave of orality and literacy in women’s communicative patterns (1994, 73). Although
Johnson suggests that hierarchical organization may be the best way of thinking about the
literate tradition, I suggest that “network™ can be applied not only to the oral world, but to

popular traditions and their audi as well. A dingly, in the next section I explore

two facets of the texts and contexts of “borrowing™: genres as networks of themes and

readers’ networks of distribution and use.
1.4 Genres and Distribution: “Borrowing” Revisited

As described earlier in this chapter, “genre” can be thought of as both a literary class
whose representative works share common attributes and express important cultural

dispositions and beliefs, and as a set of i ints and p ials which may or

may not t d the b daries of d classificati (Cawelti 1976, 6). With
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popular fiction, genre is, in some respects, interchangeable with “formula” in so far as both
can represent “a conventional system for structuring cultural products” (Cawelti 1971, 29).

To borrow and rework Wilgus’ (1973) famous phrase, genre —as both a category of

textual form and content and as a tool of classificati is the thing, h , genres are
also the interstices and boundaries which define their constituent texts. This rather
paradoxical condition is not unlike the problematic situation which can arise in narrative
analysis when traditional annotation methods are brought to bear on motifs that are
themselves also complete tale types (Minton 1993, 9, 13-15).

Therefore, while Chinese chivalric fiction is certainly a culturally-specific adventure
genre, it can be seen to include elements of romance, and indeed, many readers have

expressed the conviction that the romantic tension is the “special spice” which flavours the

narrative, without which the story would —literall y— bea less tale of martial p
and confrontation. One male reader who said that he generally preferred romance novels,
also noted a liking for martial arts fiction with a romantic thread running through the story.
In fact, this feature was a major influence on his choice of kungfu novels, or indeed.
whether he would elect to read a work of martial arts fiction at all, since as he put it: “I
seldom go for Kung-Fu [novels] without romances in.”22

Similarly, traditional detective fiction incorporates certain fundamental aspects of
chivalric tales, especially in its preoccupation with Jjustice and deployment of knight-errant
figures who act in the service of the central investigator, who is often a wise judge. In the
words of one male reader, although traditional “court case” fiction, such as Ming period

stories featuring the principled Judge Bao belong, strictly speaking, to the detective genre:

22QRE-13i. See Chapter Two for a description of the questionnaire notation used in
this thesis.
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“...but he [Judge Bao] has some people who have martial arts guarded him [who served as
runners and personal guards], and he also encountered some people who was wuxia [who
were knights-errant].”23

In fact, this reader and others were quick to point out that, as far as they were
concerned, The Cases of Judge Bao (Bao Gong an, { ©2A% ) ) and similar collections

of tales could be idered a dary, but still imp influence on the shaping of the

» r

contemporary martial arts novel because of that genre’s freq: phasis on ing

the underlying reasons behind the hero or heroes’ primary vendetta and/or quest. Likewise,
romance novels can contain knight-errant figures. One such example is the chivalrous

daughter of a martial arts master and performer in Zhang Henshui’s (3R1R7K) Fatein Tears

and Laughter (Ti xiao yinyuan, { ®FZFE% ) ) who d not only iderabl
fighting prowess, but also a deep sense of loyalty and unrequited love for the hero.2+
Certainly, the concept of “borrowed material™ or indeed. the act of borrowing itself, has
a very literal application to this discussion of Chinese popular fiction and readership. For
one thing, during the late Qing era, with the increasing availability of cheap editions of

books and especially the growing prevalence of serialized fiction in newspapers and

d Yahlv He
L E

magazines, circulation of popular print eph y. , as some
researchers emphasize. press figures for this period and later decades of this century do not
give a true picture of audience size, because the actual readers per copy ratio significantly

exceeded the number of copies bought or subscriptions sold (Lee and Nathan 1985, 371-

23NING Changlong, interview. 30 August 1995. Tape T95NCL-14.

24This novel was serialized in 1929-30, and published in a complete volume in 1930.
See Borthwick (1984, 255-61).
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372; Link 1981, 190-191). The real extent of informal, reader-centred distribution
networks for mass-mediated texts was, and may well remain, much larger.

Moreover, it seems that this ph is neither icted to a particular historical

moment or cultural milieu. In her ethnography of supermarket tabloid reading, Bird
described how women readers would save sections or entire copies of tabloids and make

them available to other family members and friends (1992, 143). In a much different

historical and cultural context, Link traced the widespread distribution of hand-copied
entertainment fiction among young urban readers and those “sent to the countryside” during
the Cuitural Revolution, and found that: “If truly popular, the story would become a ‘flying
book’ (feishu, 7%E) that never found its way home.” In the case of one hand-copied novel
which was published after this period: “[it] eventually ‘flew’ the length and breadth of
China” (1989, 18). On a like note, Chapter Two describes one reader’s memories of eight
students sharing the eight volumes of a published martial arts novel, drawing lots to

determine which book each student read first. then swapping them in quick (and often

random) succession in order to have the whole story as quickly as possible. Similarly,

other readers recalled borrowing books from friends and acquai and
these temporary acquisitions, even “directly” from close friends and classmates showed
evidence of much travel and earlier, avid perusal.

Reading as an activity also draws on and elaborates the concerns of its target
communities, even if those concerns diﬂ‘e} from the ones originally expressed by particular

authors. [nterestingly, reading historically fulfilled at least three of Bascom's four functions

of folklore for Chinese audi ducation and cultural validation (1965,

290, 292-293). At a time when May Fourth writers were ad ing a wider P of

western writers, literary styles and ideas, authors of popular “Mandarin Duck and
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Butterfly” fiction adhered to traditional ions and themes, while also allowing readers to
vicariously experiment with certain aspects of western modernity, like new ideas of
womanhood, from a safe remove (Link 1981, 20-21, 146).

As Radway states, however, reading as an activity —even the reading of genres which

ibly perp ditional values and patriarchal structures and ideologies— tends to

subvert rather than support cultural norms (1987, 118). This outcome was similarly noted,
and I d, by late ni h century ref in China who sought to use fiction as a

medium of mass education and moral instruction (Lee and Nathan 1985, 378-88). Indeed,
similar arguments could be made for many other forms of popular literature which have

been officially ioned or permitted for popular ption, either before or after this

period. Itis very likely that stories of Buddhist saints, and their accompanying sinners,
remained the stuff of entertaining tales long after the generic labels for those narratives, as
well as their original form and function as exempla may have fallen into disuse, or the
dogma they once illustrated into disfavour (Ch’en 1961, 466). Similarly, traditional
Chinese detective fiction, with its plots frequently structured around the reversal of
previous verdicts (pingfan, ), would have been especially intriguing and resonant for
readers after the Cultural Revolution, in the wake of the trials of the Gang of Four (Kinkley
1985, 92). The medi it seems, i the ding to the dictates of the

popular imagination.

It is also entirely possible for mass media to deliberately borrow from and reproduce
texts from genres not primarily for reasons of political ideology, though ideology may
certainly affect such things as access to printing facilities and circulation prospects, but for

dq

more ially i iate ends. R izing the power of fiction as a means to sell

copy, if not exactly usher in a new social order, newspapers and journals in turn of the
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century China —from their late Qing origins as ial papers, missionary p

and political forums— diversified their contents to include popular entertainment fiction.
sampling widely from Chinese and translated western genres in an effort to attract and hold
readers (Lee and Nathan 1985, 362, 364, 382; Link 1981, 12). As I discuss in Appendix
A, a concern with the balanced inclusion of fiction, poetry and other kinds of articles along
with news in an effort to appeal to a wider range of readers is also expressed in the format
and regular content of a number of Canadian-based Chinese electronic magazines.

As stated earlier in this chapter, I do not intend that these examples should be taken as

any kind of conclusive account of either the pro or content of porary genres,

or indeed, the constitution and complex motivations of their modern audiences. Indeed. to

r extent possible, I intend to add those kinds of questions —and, where
appropriate, to reformulate them and pose new ones— in the chapters which follow. They
can, however, hopefully go some way to demonstrating that when and where there are
readers, there are vernacular texts and ways of accessing, sharing, and using them which
will continue to sustain and transform Chinese popular tradition. The final section of this
chapter recaps the synchronic structure of this thesis and the ways in which oral and written
interchange, generic literacy and expertise and genres as networks of content and reader

afi rk for this eth hy of porary s

1.5 Exchange, Expertise, Texts and Readers: The Present Study

The tripartite structure which informs the historical basis of this chapter can also serve
to delineate the basic synchronic framework of this thesis as a study of a particular cross
section of contemporary readers. The interaction between oral and written forms in the

as well as audi " levels of

creation and transmission of Chinese popular t
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and their

P P

ding access and resp to different kinds of texts and genres
are all important questions to consider when looking at the place of Chinese fiction in
readers’ lives.

In the present study, the mutual significance of oral and written traditions merge in an

loration of the imp of 1 ge and fiction to contemporary readers. As a result

of the development of the vernacular | and popular i which used it,
popular culture helped to bring a measure of the differing realities of the oral and literate
domains into closer contact and facilitated the transmission of a range of Chinese traditions.
Moreover, vernacular texts that could be read by and/or performed for larger sections of the
population also provided other channels for the spread of Chinese cultural values and
worldview beyond the ephemeral spoken word or largely inaccessible classical treatise.
Many readers who took part in my field research noted that a good novel should possess a
measure of the mix of registers and language styles that Hanan cites as the hallmark of
successful popular literature, namely, that is should appeal to audiences from all walks of
life (va-su gong shang, FE{&3£#) and contain “dialogue that is neither pedantic nor
vulgar” (1981, 15).

“Literacy,” as a way of looking at individual readers’ expertise in reading particular
genres, as well as how those genres inform reader aesthetics, is a central theme throughout
the next several chapters. In appreciation of the fact that expertise can take many forms and
is influenced by a range of factors which may be situated either in the individual reader, the
media which form the reader’s main focus of attention, or a combination of these and other
elements, the last two chapters concentrate on gendered experiences of reading, readers and
participants who engage with electronic texts as opportunities to inscribe and extend their

personal and collective readings, and the ways in which their perceptions of their own
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aesthetic preferences and ideas about the genres to which they are most readily attracted
change and clarify as a result.

1.6 Conclusion

This chapter has examined Chinese popular culture from a diachronic perspective,
emphasizing popular traditions as a primary site of interaction between the oral and written
worlds, and has also outlined the hronic investigation which forms the fundamental

project of this thesis in subsequent chapters along similar lines, exploring the connections

between orality, literacy and genres of popular fiction. Here, literacy is conceived as both a

I and phical conditi and

collective social phenomenon subject to various hi
as a metaphor for the levels of generic expertise demonstrated by individual readers.

d q 4

Genres are forms of dy ic popular i i p

and often connected to other narrative patterns by readers’ tastes, associations and

activities, such as discussion and other forms of face-to-face and el ically-mediated
forms of play.
In the next chapter, [ discuss the position of the “audi " who participated in my

survey, and the techniques used to interview them. As I pointed out in the opening remarks

to this chapter, * " can be a probl i ion, even when it is defined,

h ly, by eth hic study rather than literary supposition. While I can

call these readers “an audience’ to the extent that they form a body of participants who

engage with specific kinds of popular texts and who, as a result of this engagement, have

de definite aesthetic decisions about the kinds of pl they seek and ultimately derive
from their experiences —as well as what those experiences lack— I cannot necessarily say

that these readers formed spontaneous collectives before I introduced my study. In fact,
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because of the methodology involved in the field research, I can say with some certainty
that most, though not all, are probably unknown to each other, though it is my intention
that as many as possible, at least through their words if not their actual identities as
individual readers, will become known to future readers and researchers through this and

subsequent work.

24



Chapter Two: Methodology and Readership Profile

2.1 Introduction

Common to almost all contemporary audience studies is a concern with the interaction
of individuals with both texts and the social contexts in which those texts are endowed with
dynamic patterns of meaning by their respective publics, from British and American science

fiction serials and syndicated reruns (Bacon-Smith 1992) to Chinese soap opera (Rofel

1995). Studies of readership b , partly be of their focus on the aesthetics of
largely solitary readers, frequently seem like muitiple eth hies describing discrete
communities of one.

That is not to say that eth phic reader is repetitive in its findi even
though recurring confi i of reading prefé do emerge, particularly within

certain genres, a phenomenon I discuss in later chapters. Rather, [ suggest that, in many
ways, the folklorist interested in reading audiences and the researcher looking at Internet
communication confront similar challenges. Both must find ways to comprehend the
traditions and worldview of a group which shares a certain repertoire of cultural

di ding, but not ily any g or temp proximity. When studying

logically-mediated audi itisimp to distinguish what [ referto as

participants’ co-prescience —their grasp of possible ranges of actions, meanings and

especially the locations at which cultural boundaries intersect or are open to transgression—

and the co-presence ditionally iated with many forms of popular cultural
participation.25

25] discuss these concepts as they apply to jokmg strategies and nicknaming on a
Chinese newsgroup in a forthcoming article (Kozar, in press), which is also summarized
in the first and third sections of Appendix A.
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Certainly, some forms of Internet discourse, such as Internet Relay Chat (IRC)

channels, Multi-user Domain/Dungeon (MUD) sites —and, to some extent, even high-

traffic newsgroups— depend upon a higher level of i ivity26 in order to maintain a
sense of lity and si; ity of exch: Despite an apparent concurrence of
activity, h , often the eth pher is dealing with eph | texts and/or inscribed

traces of technological artifacts, such as transcripts of role-playing sessions or spontaneous

expressions of speech play.27 As a folklorist who has d in both fields, it

seems to me that these electronic inscriptions are not unlike readers’ memories of past

1 In each i it may be said that the initial discovery of the text,

P
either as an act of creation or point of contact, has more or less passed except that an

remainsasap on future texts.

For le, an ongoi group debate may retain only part of the original

which sparked it, embedded within many replies. Eventually, as participants
develop other, related issues and opposing points of view, the discussion may assume a
very different shape and take a direction only tangentially related to the original posting.

By the same token, a reader may have pleasant memories associated with particular

books, which in turn evoke a more general response to previous reading experiences.

26See Rafaeli (1996) for a discussion of the relationship of interactivity to the other
definitive features of Net-based communication. Similarly, Morris and Ogan propose that
there may be different “critical masses” of adopters needed to sustain different kinds of

27See, for example, Baym'’s ethnography of a soap opera newsgroup (1993),
Ruedenberg, Danet, and Rosenbaum-Tamari’s analysis of framed speech play on IRC
(1995), and Turkle’s discussion of MUDs as a forum for the creative reworking of players’
identities (1995, 12). In many cases, researchers may actually participate in one or more
Internet communities, but records of interactions, like detailed notes or taped interviews,
are y for in-depth interpretati
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However, his or her recollections of precise events or characters that may have been crucial

to the plot may b vague or mingled with fragm bered from other novels.
While this may d the relative y of a reader’s quantitative recall of individual
works, these lative, d perceptions may actually serve to heighten his or

her qualitative expertise within a given genre as a whole. As Roberts asserts: “every story
in every popular genre is referring deliberately or unconsciously to every other story in that
genre. Most of what seems inexcusably unintelligible in popular fiction is crystal clear to
the people who have learned how to read it” (1990, 60).

In this chapter, [ describe the research techniques used to gather my field data, which

included taped interviews, ing, inf I di i and the distribution of printed

and electronic questionnaires, as well as some of the major methodological challenges and
constraints involved in the design of this kind of inquiry. In addition, I outline a general
readership profile which provides information about certain key features of my sample,

such as the total number of respondents and the ratio of male to female readers who

participated in my survey, as well as respondents’ age ages and education levels and/or
main occupational categories.
Though I do not confine the present discussion exclusively to an examination of

readers’ aesthetics, the ion of this audi profile also permits me to summarize

and explore in other chapters widespread trends which emerged from the data. These
include readers’ generic preferences, their ideas about what constitutes a satisfying

, and their perceptions of the amount of time and concentration they devote to the

activity of reading. As a corollary of this third topic which is connected to aspects of my
research design discussed later in the present chapter, I also consider how this intensity of

engagement with texts has varied at different points in readers’ lives.



Caution is required in this or any analysis which seeks to abstract the common

from y such as a set of individual behavioural

whether

the primary focus is on a single activity or not. Even a single activity, as a singularly
framed event, cannot be taken as a simple act contributing only and equally to a person’s
larger expressive culture. To give but a few examples, crafting, singing, cooking, dancing
—and reading— are all multi-faceted experiences for those who choose them as the
performative media through which to enact the signifying texts of their everyday lives.

There is always a danger in taking the mean as an absolute value, in describing the
average instead of the actual, even though it is sometimes a useful and necessary tool for
finding common resonances in what may seem a cacophony of disparate voices. In the
analysis of my field data, I found it difficult to keep track of the opinions and reading
practices of the seventy-nine individuals who took part in my study without some sort of
statistical abstract of the overall composition of the sample. Indeed, summarizing particular
kinds of data proved extremely instructive.

For example, as I discuss later in Chapter Six, I found that men and women who
describe themselves primarily as martial arts or romance fiction enthusiasts share similar
predilections for reading books “all in one go” if possible, or as the Chinese expression
puts it: “all in one breath,” — vi kou qi duwan, —15FH5E. | also confirmed, as [ had
suspected, that almost exactly twice as many men as women participated in my research, or
fifty-three compared to twenty-six. The average age of female respondents was 28.6 years,
while for male readers the average was 33.4 years. [ suspect however, that these averages
may be somewhat low, since in a total of twenty instances, respondents did not give a firm
statement of how old they were. It is interesting to note that this was a question that many

Chinese seemed to have trouble with, not because they thought it was too personal —and

28



in a culture which traditionally values age and wisdom I have been assured it is not

ani

p query— but b many readers do not seem to bother keeping

track very closely. With readers in face-to-face interviews, I estimated ages based on

readers’ d

of academic histories, length of time abroad, and so on. The youngest

and oldest respondents were both male, fifteen and seventy years old respectively.

| levels and ional were ble, with the majority of

respondents stating that they were engaged in postgraduate study. A higher percentage of

women listed i id, demia, even though they may have had

P

comprehensive training, such as the woman who described herself as: “an engineer, now

full-time mother."28 Perhaps surprisingly, especially given the ingly ive

generic background knowledge of many male readers, although men’s and women's

resp were proportionally similar on many points of comparison, including the
mention of their favourite author or authors by name, women were more than twice as
likely to provide additional information about a writer’s life and career.

It should be understood, however, that I arrived at my comparative synopsis after [
had translated and transcribed all of my taped interviews, a significant number of which
were either completely or primarily in Mandarin. [ did the same with the handwritten and
electronic questionnaires. In the latter case, I also assigned each a number and coded all of

the information by category and recorded the responses of each reader onto charts.

Although I realize that the creation of transcriptions and charts implies a certain redundancy

of practice, it helped me to cro f the d ion of my sample, and the

28QRH-14. The letters prefixing the number of the questionnaire denote whether it
belonged to the pilot survey (P), or the revised handwritten (RH) or revised electronic (RE)
sets. Numbers do not specifically relate to the order in which questionnaires were returned.
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hod hened my of these readers and their diverse

readings.

As might be expected, the nature of most of the taped interviews did not suit this type
of analytical organization. While I had certain questions in mind, [ also wanted to give
respondents the opportunity to discuss their attitudes and reading habits as freely as
possible. Interviews, even moderately gnided ones, tend to evolve into moments of
ethnographic significance that are somewhat difficuit to chart. Alternatively, [ developed a

transcription system whereby [ was able to indicate central topics and transitions, as well as

i of cod itching between | on the transcripts themselves. As [
ultimately put all of the tape transcripts and handwritten surveys into an electronic format

—the el ically distri d i ires were already iently in this form— I

could then search for specific subjects or more general response emphases among several

readers relatively quickly in order to obtain elab d q i which d
p of particular reader p 1
Additionally, I began pting the results of my fieldwork in hypertext. Hypertext

allows files to be dynamically linked through a series of markers or commands, and

represents one of the fund. | underlying structuring hanisms of webpages. “*My

readers” soon articulated th lves sep ly and collectively through this mode of

investigation as well: I found myself increasingly linking readers to other readers and then
back to themselves in particular ways. | was alerted to the need to consider readers

g s

ly, as i bers of the entire group I surveyed, but also as perhaps

belonging to interlocking, yet fluid circles of enthusiasts, not entirely dissimilar to the
dynamic structure of women's Star Trek fan communities explored in Camille Bacon-

Smith’s Enterprising Women (1992, 26-30).
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I want to emphasize that the i ive techniques described here were developed as

an attempt to in my own eth: hic practice sy of analysis which avoided
the codification of people into fixed categories, but which instead considered their
expressive traditions from a variety of angles. At the same time, [ had to acknowledge that
also needed to see where individual readers were situated in the larger landscape of my
work, without allowing the people of my study —as can happen in discussions of popular
traditions as mass cuitural phenomena— to become undifferentiated masses, the residual
by-products of an overly rigid method or ideology.29

In the next sections, | will describe my position as an ethnographer, as well as the

h 1 1

gy and di of my h hods. Within this context, and indeed,
throughout this work, [ strive to give some insight as to who these readers are, and the
stories they tell about the stories they read. Although I will summarize certain aspects of the

they provided, my p concern is that readers’ deliberations are clearly

heard.

2.1.1 Learning to Read Reading Audiences: Cultural and Linguistic

Literacy

Before proceeding, [ should probably point out that I do not have extensive formal
training in Chinese studies, at least not in the conventional sense. [ went to Changchun,
northeastern China, to study with the Simon Fraser University Summer Field School in

1990, following the pletion of a Bachelor of Arts degree in Psychology. After the

29See Williams’ lute dismissal of the pts of “mass culture” and “mass
society” (1958; rpt. 1963, 289, qtd. in Narviez 1992, 24-25). With specific reference to
recent Chinese political history, and the distinctions between what may be thought of as
“official” populist and basically “unofficial” popular culture, see Lee and Nathan (1985,
360-361, 373) and Link (1984, 100-01, 110; 1989, 18-20).
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summer course in Chinese |

philosophy and medicine ended, I returned to Beijing
and found employment as an English teacher at the Beijing Teachers’ College30 for the
1990-91 academic year. I lived in the foreign student dormitory of another university for
the latter part of the summer before taking up my position at the Teachers’ College and
continued learning spoken Mandarin in an immersion setting.

Within the year, I became quite fluent, though my grammar lacked the sophistication of
a more experienced speaker. By the time [ returned to Canada to commence graduate
studies in the autumn of 1991, I could handle most daily situations without difficulty. Also,
1 could conduct interviews, providing that the person to whom I was speaking refrained
from talking too quickly, especially if I was unable to tape the session.

Although my responsibilities as an instructor kept me very busy, while [ was in Beijing
I continued to study the written Chinese language, however, my progress as an
independent student of this complicated writing system was understandably slow. After
my return to Canada, I undertook my MA in Folklore at Memorial University, and finished
in 1993, wh I'began a d in the same dep During this time, I taught

P

English as a Second Language (ESL) at the university and found many Mandarin speakers
who were interested in my various research projects and supportive of my efforts to
improve my Chinese language skills. Once I had met my doctoral course work and
examination requirements, [ moved to Edinburgh, where [ was accepted at the Department
of East Asian Studies as an independent research student.

At the University of Edinburgh, I audited language classes and continued my

fieldwork, writing and presenting on my findings. By the time I designed the pilot version

30To my knowledge, a few years ago, this institution amalgamated with several other
smaller colleges and was renamed the Capital Normal University.
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of my readership questionnaire in the spring of 1995, the distribution and revision of which
is given detailed treatment in a later section, [ was able to formulate all of the questions
orally. However, [ naturally found the assistance of a native speaker invaluable for such

things as phrasing the questions in a more formal register, varying the style of questioning

to maintain respondent interest, and keeping the p ial for ambiguity to a mini; as
much as possible.

While at Edinburgh, [ improved my reading and translation skills significantly,
however, I must concede that [ was never able to cultivate my ability to physically write
Chinese to any great extent, and the acquisition of a clear calligraphic style is of course a

f in the attai of well ded literacy. I should mention that in

P

this regard, I labour under a double disadvantage: [ am a paw” by ity as a

disability has meant that [ have never had even functional use of my right hand. Certainly,
there are some celebrated lefl—handu:l Chinese calligraphers and painters, but most people
recognize that it is easier to master Chinese characters if the student is right-handed.
Although I had some success in Chinese compos"tion. a persistent injury to my left hand
makes any writing —even in E_nglish, or indeed, many fine motor activities for that
matter— quite pai;xful. In an effort to compensate for this, I have developed a proficiency
with several Chinese software packages, which require a minimum of keyboard input, as
well as English language dictation software. As a result, I can use my reading recognition
vocabulary to select the characters [ want to “write™ by choosing from an on-screen
display. These and other technological issues are further addressed in Appendix A, which

also provides a summary of the scope of my recent research on the Chinese Internet.
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2.2 Creating Ways to Talk With Readers

2.2.1 Interviewing “Old Four”: A First Glimpse at Chinese Fiction Fandom

As alluded to in the Introduction to this work and described in greater detail in my MA
thesis, my first clue as to the complex and compelling world of Chinese popular fiction

audiences emerged as the result of a fortui ident. [ had ged to interview Wang

Zhongning, a Chinese d student in Chemistry from M ial University of
Newfoundland who had assured me that he could tell me “a story from every Dynasty.”31
As [ was then engaged in collecting stories about Chinese heroines for my thesis. the
promise of such a wealth of tales was too good to pass up. Contrary to his usual

punctuality, my tradition bearer arrived late, breathlessly making his apologies and

d —or so it app with more than the weight of either a guilty conscience or
an excessively hectic schedule.

He had been to the library, and retrieved a few books on Chinese folktales that he
wanted me to see. He had also signed out an impressive collection of fairytales for himself,
as he later rather sheepishly referred to them. One of the bulging bags had tipped over,
revealing a volume of martial arts fiction. It was one of about twenty, and the total divided
into three or four multi-volume sets, as far as I could make out before my storyteller closed
the bag, telling me I could not possibly be interested in its contents.

As it turned out, [ was very interested, and although his repertoire of heroine tales

faltered soi hat after that uni: ional discl of his true narrative expertise. [
conducted follow-up interviews in the autumn of 1993 and the winter of 1994. These taped

discussions covered such things as the contemporary history of the genre, as well as his

31See Kozar (1993, 128).



own preferences for particular novels and authors. He told me that although his studies
prevented him from devoting as much time as he would like to reading what he termed
kungfu (gongfu, HiX) novels, they were a major source of enjoyment in his life,
especially as a university student in China.

He described how, while living with seven other students in a cramped dormitory, a
new eight volume set of novels by the immensely popular author Jin Yong (£ /#) became
available at the library. Because all of the students were eager to read the new story, they
drew lots to assign each reader’s “first” volume. After completing that book, they were
then free to trade in quick succession for those they had not read.

Although Chapter Four is devoted to a detailed discussion of this genre, one of the
features of traditional martial arts fiction is its use of chapter-driven prefaces and episodic
plot structure. Despite having to start with the fourth volume, Wang was able to piece the
story together completely. In fact, in an example of what Oring calls the intimate dyadic
traditions common to close friends (1984, 20-21), he talked about how he and a former
classmate still sometimes address each other by these original volume numbers. Even
though these avid novel fans are now thousands of miles apart, they keep in touch by

electronic mail, and they still remember their shared experience of martial arts fiction:

‘WZN: Usually the gongfu novel is very long, [more so] than general novel. They
may give the Volume One, Volume Two, Volume Three, Volume Four, even
volume Eight: And in China when I was a graduate student, in Shanghai Nuclear
Research Institute, we had eight male graduate students together. We find Jin
Yong's gongfu novel, it’s Volume One to Volume Eight. We want to read it
immediately, all of us! So we just say we can get the paper, do you know? And
write —1,2.3.4, [up] to 8— people. Then we assign too, say: “You read One first,
you read Two first.” My turn is, if I can remember, I should read volume Four
first. Then we exchange it! <laughs > So you see the sequence is confused. but still
we think it’s very interesting!... For Jin Yong's novel, Yi tian tulong, [Yi tian
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rulong ji, { #5XEEE ) . The Heaven Sword and the Dragon Sabre ].32 I still
remember it! And one of the members, he is in United States right now. And I give
him an e-mail, just one month ago. I ask him: “Do you remember the story we just
exchanged? Start from Volume Three and exchanged, from Volume Four, Volume
Two, then go to Volume One!” You know! <laughing > And he answered he still
remembers that!33

2.2.2 Xin Ling: The Secret Women’s Discussion Group

Following my preliminary interviews with Zhongning, I decided to seek out the
opinions of some female readers. Wanting to further practice my Chinese language and
field research skills, I began a discussion group for Chinese women to examine images of
women in popular media. [ felt that this would be an interesting way to explore Chinese
women'’s experiences of their own and western popular culture, and might widen my
developing concern with popular fiction to include women's perceptions of other mass-
mediated narratives found in film, comics and perhaps even advertising.

We began with weekly meetings, and topics were partially determined by the Chinese

bers. Although I

d to simply facilitate di ions as much as possible, I was

>rcgarded to some extent as a “teacher,” possibly because [ was the only native English
speaker from a western culture. [ was very conscious at times that [ was “leading” the
group, a position [ tried to avoid. I found that simply trying to limit my contributions was
not a useful approach. The women would not permit my voice to be silenced, just so [

could better hear theirs. After all, they were giving of their spare time, and expected a

32According to Minford (1993 6) this novel was ﬁrsl published in 1963, and revised
in 1977. The to Minford’s article lete list of all of Jin Yong's
major novels, including titles, publication dates and bnef synopses of setting (6-8).

33WANG Zhongning, interviews. 16 October 1993, 26 January 1994. Tapes
T93WZN-01/2, T94WZN-03.
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certain return. I was a group member, and, as a Canadian woman interested in their culture,
a culitural resource person through whom they might gain new understandings about their
lives abroad.

At the end of the sessions, the women often asked me to prepare a brief presentation for
the following week on a particular subject, and supplement what [ would speak about with
articles or other material. During the group meetings themselves, they would cooperatively
take the floor, offering opinions and comparing their own experiences. Generally, the
meetings started off in English, but excited code-switching into Mandarin, which was the
Chinese dialect common to all participants, whether they were from Mainland China.
Taiwan or Malaysia, frequently occurred once the discussion was under way. Mandarin
Chinese is my second language, and as a laowai (##}) —literally, an “old foreigner.” a
common colloquial term for non-Chinese— I found the lively discussions an excellent

and learn new vocabulary.

PP to practice i: g p

We came up with a special name for the group. Xin Ling. The first character, xin ({§)
means “belief,” the second is an invented “secret word,” a composite of the radical for
“woman” (ni, ) framing the character yu (), meaning feather, and pronounced the

same as a word for “agile and clever” (ling, ). It looked something like this:
#

The women came up with the second ch:;mcter as an expression of their freedom “to talk
about beliefs about language™ in our group, a freedom which they feit was much greater
than either traditional society or the language itself afforded their sex. Many of the women
noted, for example, that words like slave (niili, TU3%) and jealousy (duji, % =) contain

the word for woman, and so speak negatively about their gender from the outset.
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Of particular interest were issues involving women’s balancing of home and career, as
well as cross-cultural gender and social differences. Two articles that [ provided which
generated a great deal of animated discussion were Carol Mithers’ “My Life as a Man,”
(1982) and “Shakespeare in the Bush,” by anthropologist Laura Boh (1971).

The latter article details a young researcher’s unsuccessful attempt to show that Hamler
is world literature insofar as the family conflicts are universally appreciated. While a
traditional Chinese view agrees to a large extent with western reactions —that Hamlet is a
weak son and his mother should not have remarried so soon after her husband’s death, and

certainly not wed one of her in-l Boh s ing and insightful account

describes the difficulty she had in convincing the elders of the African tribe she was
studying of the validity of this interpretation.

Tooict” 4 da 1 T

To her dismay, the young anthropologist’s P y p

reaction toward this powerful tale of family intrigue. Bohannon was unprepared for their
response, and for the very different underlying worldview it signified. There was no basis
for a story here, no conflict. Sometimes people are killed, sons must mature before they
can accept responsibility and the woman’s marriage to the uncle was a wise move: dowry
land and possessions stay in the family and the dead man’s spirit can rest in peace knowing
that his wife is well looked after (1971, 15, 17-21).

Bohannon'’s article was written like a story. The group members quickly pointed this
out, and began to discuss other kinds of popular fiction which involved travel and exotic
places and people. A biochemistry student in her mid-twenties from Beijing spoke excitedly
of her appreciation of San Mao’s ( =%) novels, a woman writer whose works highlight
her travel experiences. Another young woman, a Taiwanese computing science major,

" described how Jin Yong's kungfu novels were explorations through the far-off time and
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space of ancient China, and how he too tried to portray even genuinely fantastic characters

ina istently logical and ic way.

Within a few weeks of its inception, Xin Ling had established a fairly stable
membership of about seven women, with some occasional visitors. Despite the fact that the
group was created, to some extent, in response to an induced context on my part, as I put
up posters suggesting the formation of a discussion group, the women formed a “folk
group” by most accepted definitions. They had developed and acknowledged an esoteric
identity and were recognized exoterically —mainly by curious male students— as “the

secret women’s di: ion group.” They particip in reg ing cultural scenes

and engaged in various kinds of small group interaction.

In the weeks following our encounter with “Shakespeare in the Bush,” our discussions
turned more and more to popular fiction and fiction-based films. While I found it more
convenient and conducive to spirited discussion if I refrained from taping group
meetings3+ four members of Xin Ling agreed to be interviewed individually about their
reading habits. Three of the women are from Mainland China, and the other is from
Taiwan. Two are married and in their early thirties, the other two are in their mid-twenties
and single. Three are studying computer science, and the San Mao fan is in biochemistry,
as [ mentioned earlier.

The youngest group member [ interviewed, Chen Yuyuan (Jade), is a seasoned fan of
martial arts fiction. She attended high school in Taiwan before she came to Canada to
continue her studies at university. And, like Wang, she too described how her passion for
reading kungfu novels conflicted with her responsibilities as a diligent student. Unable to

34Because [ am physically unable to write quickly, and waiting for me to “catch up”

would have greatly impeded the flow of talk, I generally took down keywords and wrote or
recorded fuller reflections later.
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confine her reading to a dormitory shared with like-minded devotees, Jade developed

for ing in her sut i i which, though generally

successful, sometimes backfired:

CYY: Yes, and [ kind of gave up studying. I just borrow a book and read it
because it’s impossible for me to read at home. My family are not used to the idea
of privacy. We don’t close our doors, we are not allowed to. Can seldom read at
home. So I have to bring them [novels] to school and then look at them, read them
during in class! <laugh> So, every time I chose a seat, ['m always in the middle
one, last row. And then I can just put the book on my desk because the back of the
front person will [obstruct the teacher’s view].... Many people put things in the
desk drawer, and look at the teacher and look at it. And look at the teacher and back

at their books]. But I learned very early, it’s unwise to do so! <laugh> Never do
that, put it on the desk.... [Describes how the teacher will sometimes find out but
not do anything immediately.] Sometimes the teacher will check your book bag, so
you have to hide [your book] everywhere. We have a gathering every moming,

you] go out without your book bag. So sometimes they will just go into the class
and check it. And when you come into the class, is your novel there? And the
teacher’s there and you can just kiss your novel goodbye!35

Both of the married women who permitted taped interviews were computer science

from Mainland China, h , their tastes differed markedly. One stated that

she really enjoyed sitting at home with a bowl of roasted watermelon seeds36 reading a

good romance novel in the evenings:

LZQ: When I came to Canada, when I’m at home <voice quiet, people entering
room> [ always lie on the sofa, then take some guazi [roasted watermelon seeds]|
<laughter, SK says: “Only women eat guaci, they’re too small!” Zhenggi concurs,
laughing> If I have such kind of evening, it’s very enjoyable! A novel and a pack
of guazi....[SK asks if she prefers to read straight through.] Usually I read novels
from beginning to end, continuously....[SK asks if she has a certain preferred time

to read.] You know my husband is a medical doctor, so he is very busy.

35CHEN Yuyuan, interview. 19 December 1994. Tape T94YYCb-07.

36A common snack in Mainland China. [ was told that lon seeds are

favoured among women as a kind of “comfort food.” Men do not appear to share this mste,
and generally dismiss the rather complicated process of shelling and extracting the edible
portion of the small seeds as an effort which greatly exceeds its rewards.
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Sometimes he has to work in the evening. He will be not at home, this is my special
time to read! <laughs softly>37

Zhengqi acknowledged that few married women and fewer married men seemed to
read, or at least admitted to reading, romances. The genre’s main audience, in her opinion,
consisted of unmarried women and “reflective, introverted (neixiang, F[a]) young men.”

‘When I asked why she still liked to read them, she replied:

LZQ: Maybe I'm very happy! <laughs> And you know actually, when [ came to

Canada, it is my first time to left home. I always lived together with my parents,

and they give many, many cares [they looked after me well.] So when I graduated

from the university, and met my husband, he is still very caring to me. So I think [

am very happy, so [ still read such kind of novels! <laughs>

By contrast, her contemporary, a reader of mainly non-fiction, gave me the distinct
impression that she was unlikely to bother with either guazi or romance fiction now, but
—if pressed to make a choice— the seeds would definitely win a higher place in her
affections. Like Zhengqi, Yang Meng described herself as happy, however, she was no
longer particularly happy reading fiction. Although she once enjoyed novels, her response
to the propaganda which formed the greater part of her daily experience with official media
when she was growing up in Beijing made her react strongly to any kind of leisure-time
reading that was purportedly untrue, even if it was explicitly framed that way. For Meng,
the act of reading necessitates a commitment to active reflection on what was read. As she

matured, and especially after she married, she found that she was no longer satisfied with

works that discussed love in unrealistic terms. or that masked the nature of relationships

behind indirect language and poetic allusion, although she still ionally enjoys
films:

37LU Zhenggi, interview. 16 May 1994. Tape T94LZYM-04.
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'YM: [Commenting on her dislike of “poetic” romance novels]: Yes, I would say

that right now it’s [her preferences tend toward works that express things] more
directly, I mean saying things. Maybe because I’m married, I don’t know. I think
with what you experience, I think sometimes you have to more —directly — to
saying something or to doing hing. Not always implied, b you can
have many, many interpretations. [SK notes suggestion that ied le don’t
tend to keep reading romances.] Yes, I would say that, I would say that. Because [
don’t believe it. I think if you are married, you know, there are lots of things that

—marriage is not that beautiful. Some part is, but some part is not. Just the normal
things in the relationship, real things is not that beautiful. Maybe because I don’t
believe it, so I don't like to read it. But sometimes, I really like to see a movie,
sometimes, have some beautiful things, but not really think about it.38

Speaking of her enjoyment of San Mao’s works, Peihong, an unmarried biochemistry
d student, d to take a position i diate to those exp: d by either

Zhengqi or Meng. For her, San Mao's novels captured a beauty that was not situated in

larger romantic ideals, but in the small joys and mishaps of ordinary existence:

ZPH: And the thing [ like about San Mao’s stories is, too, she writes a lot about
ordinary people, a lot of ordinary things, but she makes me think these things are
so interesting. Like she used to write about the shoes she wears! <laugh> All the
kinds of shoes she wears. She doesn’t like high heels because it’s difficult to walk.
She likes to wear the shoes [says “sandals” in Chinese], the shoes you wear in
summertime because it's so simple and you can go to anywhere. Not cocktail
parties of course, but you can go anywhere you like. “And one pair of her shoes that
she liked very much were broken down at last because she wear it too much. And
she just take off the —belt [strap] <voice quizzical> of the shoe, and tied her hair
with the belt <laugh> and then the shoes fall off at the street, so she had to wear the
broken shoes back to home. And it’s raining, and it’s wet on the street. And when
she walked, the shoes made sounds: “Gush, gush.” And the faster she walked, and
the sounds become more: “Gush, gush, gush, gush.” <laughs, voice quickens to
imitate faster steps> She just run! Because she liked the sound, so she just run back
home with that broken down shoes. So <pause> I think the true meaning of life is
not in romantic love or something like that. It’s in the broken shoe.39

38YANG Meng, interview. 16 May 1994. Tape T94LZYM-04.
39ZHU Peihong, interview. 16 May 1994. Tape T94ZPH-05.
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After transcription and analysis, I found that while these five early interviews generated
five distinctly individual reader profiles, as might be expected, they shared numerous
similarities which, significantly, would be echoed by many of the other readers I would

later interview on tape and by electronic mail. Most notably, over the course of my

h, respond indi d that they thought that “good” examples of popular fiction,
regardless of genre, should contain certain fundamental traits, though these were often not
specified in any fixed order of importance, as all were seen to contribute to reading
pleasure.

Basically, one of the things a good novel should provide is a realistic portrayal of

heticall T

characters and relationships. To this end, it should feature y pl g g

and an engaging style, and the author, while potentially graphic in descriptive ability,

should avoid lurid or gratuitous depicti of sex and viol 40 The plot may be

P ially fz i ially in the case of martial arts and fantasy fiction, but it should

strive for a high degree of plausibility. This means that the narrative should not depend on

i el such as a reli on marvellous displays of gigong (§&Zf1) —the
focusing of power through martial arts training and mastery of one’s life force, or gi— or
overly maudlin exchanges between star-crossed lovers. The frequent use of these conceits

was described as disgusting or conducive to “chicken skin,”+! and dismissed as clear

40The female media fans in Bacon-Smith’s study (1992, 195-96) and the female
romance readers featured in Radway’s work (1987, 65) expressed similar preferences for
more subtle signs of sexual h between ch: and a more gradual progression
in the overall development of the romantic relationship.

+1In Chinese, the sensation of “goose bumps,” or “chicken skin.” is associated more

with feelings of extreme distaste than either fear or positive excitement. Jade, the

Talwanesc student and kungfu novel reader described above, mentioned melodramatic
h as g that would likely give her “chicken skin.”
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indications of a lack of talent. The narrative structure should be cohesive, “like rings fitting
together,” (vi huan kou yi huan, —Z&[1—#2). In the case of serialized stories like many
kungfu novels, cohesive devices may include traditional folk novel structural elements such

as the chapter-driven preface [ mentioned earlier, or classical-style poetry in

2.2.3 Sub R h and S v of Findi

In January 1995, I arrived at the University of Edinburgh’s Department of East Asian

Studies to i my d 1 h and pursue additional Chinese language

instruction. Using my preliminary field data as a basis, [ designed a pilot g

with the help of Dai Show-fen, a Tai d student in the department who was

dying Chinese children’s li

The Chinese language pilot questionnaire was distributed to twelve respondents,
equally divided along gender lines. Once a final, edited copy had been prepared, Show-fen
was eager to “try the questionnaire out™ on some of her friends, and she helped me to
identify potential respondents from among her acquaintances. As a result, ten of the readers
who participated in this early survey were from Taiwan, and two were from Mainland
China, a ratio that would reverse itself in later runs.

Six readers in the pilot study identified their educational status or present occupation as
that of postgraduate student. Of these, two men and two women were pursuing doctoral
degrees. One woman was a Chinese language instructor in the Department of East Asian
Studies, and was also completing a Master of Science in Linguistics. The youngest
respondent was a fifteen year old male kungfu fiction fan who normally attended a

residential school in Cheltenham. However, he often came to Edinburgh to visit his father,



a public prosecutor from Taiwan who was reading Law.42 Two of the female respondents
listed their present occupations as homemakers.
Once these initial replies had been collected, Show-fen and I examined the patterns of

response. In order to assist both my lation of the questi i and to

improve my reading skills, I read each survey aloud, in the company of Show-fen or
another native Mandarin speaker, and noted words I did not immediately recognize. This
approach proved to be an extremely worthwhile exercise, especially with those

which exhibited rather exuberant but unconventional penmanship. I also

followed this procedure with the revised handwritten questionnaires.
Perhaps because [ lacked any traditional sense of “good form,” I became rather good at

reading the i hurriedly written resp Show-fen exp d her growing
admiration for my ability to correctly interpret poorly written characters according to
context. She once suggested that [ could come to Taiwan and work as a “handwriting
analyst for the government.” A bureaucrat perhaps, but [ soon realized [ would never make
a connoisseur of calligraphy. Although I could often identify words that were obvious
mistakes, these did not constitute any real affront to my cultural sensibilities. As she
scanned the questionnaires, I read in Show-fen’s furrowed brow and disapproving frowns

written

the quick, profound discernment of countless infracti against a
tradition.
After going through the pilot set, several aspects of the survey were revised with an eye

to improving questions construed as either unclear or redundant. To give us another

ditorial ive, Show-fen’s husband Ye Chinglong read through the questionnaire

persp

and identified points that he thought merited additional modification. The structure was also

+2QP-12. His father also later completed a questionnaire, QRH-01.
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changed to include more multiple-choice questions, in an effort to reduce the overall

investment of time required on the part of respondents to complete the entire survey.

Certain key questions, such as readers’ opinions about what f ituted “a good

book,” were left open-ended because I felt that it was important to capture the vocabulary

with which audi b iculated their prefe As [ discuss later, male and
female readers “talk novels” rather differently, even when they share similar generic tastes.
Revised questionnaires were distributed in Chinese or English, depending on

respondents’ language choice, in either printed or electronic format. It should be noted that

there was some 1 n ic and more
p

| forms of qi

distribution. I posted a “call for readers™ to a Chinese Students and Scholars Association

(CSSA) computer bulletin board. Several people saw the posting and confirmed their desire

to partici by sending me a by el ic mail. S i h , either

because they were unsure as to whether their respective mail utilities could handle Chinese

ded text or b of probli with sending iengthy replies of any kind, I was asked
to send printed surveys by post. Some local students simply used e-mail as a means of

4, 4 el i eall |

initial contact. Alternatively, other resp q Yy

PostScript (PS) files in Chinese that they duly printed off, completed and returned by
internal University mail or regular post.
‘With most requests for printed copies; [ either delivered the surveys to prospective

respondents in person, or if they lived outside of the Edinburgh area, I posted

| to them with ped reply envelopes. Some recipients of PS files returned
the questionnaires at their own exp pleting them so diently I was unable to
supply them with postage.



The majority of these PostScript and other el ically d surveys which

originated from files [ e-mailed to interested online parties simply “turned up” in my
university mailbox. At most, I would be e-mailed about their imminent arrival once already
posted. By my reckoning, at least eight such surveys were returned. Most of these were

igned to the “h i set b P pleted them in writing, and

because they originated in a form, such as PS files, intended for printing rather than

completion by electronic input. In a few situations, readers sent back through the post

1 ically distributed questi ires that were at least partially handwritten, often

by they had d difficulty with returning the entire survey in electronic

form— as evinced by the slightly frustrated interim replies from readers which occasionally
punctuated my field notes. I will briefly address the way I dealt with technological

diffe andi patibilitiesina asthese i ions were important to the

overall success of the of my g

Including the small subset of “mixed mode” returns —those questionnaires which

showed evidence of manual and p diated inscripti the two distrib
methods for the revised electronic and handwritten questi ires yielded forty
completed surveys. Taken together, questi i pond d for almost sixty

percent of my total readership sample, or roughly twenty-eight percent and thirty-two
percent respectively.
Initially, my main reason for separating handwritten from electronic surveys was to

i ad

it was y either to late fully

facilitate analysis. As [ have already
the electronic questionnaires, as they could be easily displayed and printed either in English
or in a standardized Chinese font, or to convert them to computer format for future search

and sorting. [ was able to put the electronic questionnaire data into charts with little
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intermediate processing on my part. Conversely, as explained above, the handwritten
questionnaires —as they were exclusively in Chinese— required me to subject them to
several readings. Initially, I reviewed them with direct access to the expert knowledge of a
native speaker, in order to ensure the correct identification of visually anomalous
characters. Then, I translated the entire text into a form that was both computerized and in
English. If a questionnaire was especially difficult to read, I also created an electronic
Chinese text and compared that against the original, then translated from a hard copy of the
Chinese text file.

In some cases, partici d that we blish an informal dial about

reading via the medium of electronic mail. In these instances, all replies were logged. To

distinguish these el i P from online readers who opted for the questionnaire,

while they are included in the QRE set, a lowercase /i/ follows the survey number which

marks them as “informal” resp B of the far-flung circulation of the
puterized questi i individuals could access the bulletin boards where I posted
the notice about my h from p jally any el ic site in the world— replies

came from a variety of locations. While most originated at universities within the United
Kingdom, responses also came from Europe and North America.

According to my records, most responses were returned shortly after [ replied to

readers’ preliminary inquiries, g lly within days —especially if respondents were able
to complete and return an electronic questionnaire from the outset— or within a fortnight if
relying on the post. If I did not hear back from people who expressed a clear desire to
participate within a few weeks, I sent follow-up e-mail messages to confirm that they were

still interested. Most readers returned their questionnaires soon after [ sent a brief reminder,

d -

often apologizing for their delay on of or other



On very few ions, I found it y to send a second reminder. If

this failed to produce a reply, I did not send another as I reasoned that the individual's
initial interest in the project had waned, or that his or her attention had been otherwise

directed.
With regard to the el ically distributed questi ires specifically, there were
certain potential complications to ission and final receipt of filled surveys

which I had to bear in mind and, as much as possible, control at my end. Chiefly, these
had to do with the different encoding formats that are available for Chinese text. Because I
explore this topic in more detail in Appendix A, I will only briefly touch on certain
particulars here.43 Western readers unfamiliar with either the written Chinese language or
its online presentation should be aware of a few points which can create problematic
interactions if ignored.

Firstly, while there are over 50,000 characters extant, only a few thousand are used for
the purposes of day-to-day communication. Secondly, while there are many dialects of
spoken Chinese, the written system remains constant throughout, except that it should be
appreciated that there are two different versions of the script in use among different groups
of the Chinese population, a reflection of literacy reforms instituted in Mainland China after
Liberation in 1949. The system used in the modern People’s Republic is referred to as

simplified (jiantizi, &), wh the ch form most ly used elsewhere,
with some exceptions due to political and social changes —such as Singapore, and
increasingly, Hong Kong— is known as complex, traditional, or full-form (fantizi, %8

).

+43See also Kozar (in press; 1995b).
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As can be seen from the preceding by using the middle character ri, meaning: “body,
part, or form™ as an example, the most common simplification involved a reduction of the
number of strokes of individual characters. While these scripts are equivalent, there isnota
strict one-to-one correspondence between them in the sense that all characters exist in both
simplified and full-form versions. The word zi, for example, meaning: “(written Chinese)
character” remains unchanged.

Thirdly, the existence of different script versions has direct implications for
computerized Chinese text processing. In essence, the simplified and traditional systems
require different encoding protocols in order to transform an ordinary ASCII file into
Chinese characters. The former requires either hZ/zW (hanzi/zhongwen, L F+ X.
“Chinese language™) or guobiao (FE#F, basically, “national standard™) encoding, while the

latter makes use of a system called “Big 5,” which is i lated as dawuban (X

FLif). These ding and decoding p ls make it possible for people to send and
receive, upload and download what are essentially ordinary text files which they can then
read, print and input as Chinese on the screen.

While each system’s protocols differ, the essential function is to delimit lines or
portions of ASCII code which may be displayed as Chinese characters. For example,

consider “hello” (ni hao ) in Chinese. In ch this greeting is “ {R#F." C d to

ASCII for posting to the newsgroup alt.chinese.text, which uses the hZ/zW environment,
this appears as “~{Dc:C~}" —unless viewed with appropriate software. Converted to GB
format for use in a webpage, the same phrase looks like “f,Jv"” without the aid of a GB-
capable browser.

For the purposes of my research, I had to make sure that I sent the correctly encoded

format to any resp who d a Chinese el i i ire. Most readers

q
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knew what kind of file types they could most easily handle, and there were few problems.

Occasionally, h 3 patibilities t our respective mailers became apparent,
which resulted in confused replies because the recipients were unable to extract or properly
display files. Some Chinese readers did not have the necessary software to interpret
encoded text into Chinese characters, and may not have realized fully what was involved in
this process. Other readers needed me to encrypt the file before I sent it, due to particular
system configurations which they themselves could not alter.++ In cases where it was not
possible to transmit an encoded Chinese text file, I either sent PostScript files if the
respondent had access to a compatible printer, sent an English text copy, or resorted to the
Royal Mail, depending on our mutual agreement as to the most feasible solution. Most

interested readers persisted in their desire to participate, and therefore I made every attempt

to facilitate their efforts by dating “technological diffe " to the best of my
ability.
Although survey respondents allowed me to quote their responses in my finished work,

ymity is maintained unless i Is specifically gave written permission to refer to

them by name. According to my field notes, the rate of return for my readership

questionnaire, based on the number of actual returns pared against total iled
requests, was seventy-nine percent. I realize this rate is high for a research inquiry of this

type, but I think it is indicative of the level of readers’ commitment, not necessarily to my

+This step is generally unnecessary, but helps to prevent certain kinds of data loss or
corruption, such as can occur when sending files with DOS carriage returns to a user with a
Unix platform. In these cases, line breaks are often lost or redefined, msulnng in t.he loss
ori g of the
sequences with a spemﬁed placement within the text envu'onmenl. are requued for proper
Chinese text display.
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project for its own sake, but to an activity they perceive as valued and worthy of cross-

cultural investigation.

In addition to the readership questi ires, [ d d approximately twenty-eight

hours of taped interviews. It is interesting to note that, while only one man agreed to be

foll

interviewed by two hods, note-taking d by a i ire, five female

particip pleted questi ires and gave detailed interviews. Three women readers
agreed to multiple interviews. I was careful not to count these prolific respondents more
than once, however. A total of nineteen readers, or twenty-four percent of my sample,
agreed exclusively to taped interviews, and one man consented to unrecorded interviews on
two separate occasions. Most readers with whom I conducted face-to-face interviews

permitted me to quote both their responses and their names in my work, however, one

woman requested that I call her by a pseud which she supplied

Also, it should be mentioned that there are two responses which I elected to exclude

from my study. One male respondent sent a very laconic reply, telling me only which

authors he read. As subsequent inquiries did not produce any further elaboration, his brief
contribution was not included in the final total. Also, after I sent a copy of my
questionnaire to one woman, I received a reply which stated that she declined to participate,

and gave her reasons why. This response was also not counted, but her objections are

hodolocical chall.

noted in the next section as they pertain directly to design-based
2.3 Issues of Representation, Part I: Design

To open this section, [ want to briefly examine the issue of audience composition and

how it influenced both my methods and the of my From the

discussion, it is clear that the readers who chose to participate in my research were highly
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educated. Indeed, many of them d da ive literacy which

encompassed not only their favourite kinds of popular fiction, but also Chinese and
western classics and different electronic media as well. To some extent, the computer
proficiency can be explained by the fact that many respondents, both male and female, were
working and studying in the pure and applied sciences, and computers would have formed
an integral part, if not the primary focus, of their own research. Such a disciplinary
concentration would also at least help to account for the marked gender bias in my sample
toward male respondents, which is a recognized feature of much of computer-mediated
communication in general, though not necessarily of specific communities (Baym 1993,
147-48).

Bowden’s assertion that “we are all the folk” (1988, 53) succinctly counters past
methodologies that tended to privilege certain forms of tradition over others, like oral over
written or vice versa— or at least, certain traditions through which the traditions of the
“Other” are in turn filtered and refocused, like some positivist notion of the objective
scholar looking intently ‘at “the Folk™ from a safe remove. However, in many respects,
such statements oversimplify our contemporary grasp of issues of representation. As
Shuman observes, the act of defining “authentic” unmarked categories, such as folk
culture, for example, reinforces the political systems which underlie the very construction
of representation, when we should perhaps phrase our research questions in such a way as
to confront the power relations themselves which foreground particular groups, genres and
performances at the expense of others (1993, 347, 349-50, 354).

As a student of Chinese popular culture, [ am mindful of the inevitable disjunctions
between my interpretation of the place of popular cultural texts and performances in the

lives of readers and theirs. In the various chapters of this thesis, I attempt to acknowledge



some of the i h hic spaces inh

in my

not to gloss

over or fill them in, but to avoid what Susan Ritchie aptly terms “ventriloquist folklore:”

In terms of representation, fieldwork often assumes that the presentation of the
folklorist’s object of study remains entirely consistent with the individual
performer’s self-presentation. The result is ventriloquist folklore: that which
assumes it is really possible to give the folk their own voice within the pages of our
own articles, books and films.... it is possible to say that ventriloquist folklore is
that which ignores the ways in which context mediates presentation (1993, 367).

In short, the readers who participated in my h are well-ed d, articulate
people with their own voices. They did not need me to speak for them. However, since my
study identified an area of popular entertainment and an audience whose tastes and practices
are apparently not widely known outside their own cultural milieu, I think that, as an

h pher, [ have a resp

find a way to speak ethically on behalf of others” (Shuman 1993, 354).

ibility to both my discipline and the readers I surveyed “to

By their very nature, the products which result from the enterprise of ethnographic

1 sh

interpretation contain certain fund hor ings, or at least ed questions

and unexplored angles. Such criticisms also apply to scholarly investigations in general,
however. Hall notes that the uncerrainty principle in physics: “holds that the observer and
his instrument are inextricably bound up with the phenomena under observation and that
the act of observation alters the conditions under observation” (1973, 114). By analogy, he
suggests that: “when working with cultural data, one can only be precise on one analytic
level at a time and then only for a moment  (114). [Original emphasis. |

The design of this study is no less beset by methodological constraints. which likewise
affected what I was able to observe and how I saw it. By focusing on the reading
preferences of primarily Chinese intellectuals, it can be argued that [ effectively perpetuated

a traditional bias which pervades not only Chinese popular culture scholarship, but also the



historical record of the domain itself (Lee and Nathan, 1985, 373). Specifically, I
documented the aesthetics of an elite, largely middle- and upper-class, urban segment of the

population, to the ulti lusion of groups whose voices are traditionally muted, but
for whom this aspect of popular culture might hold even greater significance.
Furthermore, within that small cross section of the population, I gave the study of one

expressive genre a clear priority over others. As I discuss in the concluding chapter of this

thesis, the future directions of ltural audi studies should encompass the in-
depth investigation of viewers’ uses of fiction-oriented films, ision serials,
and printed comics.

In addition, appropri ions of the field h here which would

facilitate the investigation of another group of readers include the study of reading habits
and preferences among middle school students in Taiwan, or hotel workers in Mainland
China, though again these projects would most probably have an urban emphasis. I
suggest these two possibilities because, in most other in situ research situations, the
researcher would likely be further constrained by regulations on the activities deemed
acceptable for foreign nationals to engage in, where they could live, and the basic need for

a source of self-support.

In either of these scenarios, the her could be employed asall teacher, for

and other iated local

example, and could request voluntary participation from
staff who were interested in reading. [ su.{pect that, despite the differences in policy among
different Chinese-speaking countries, or even the changes which have occurred in
Mainland China since [ taught there, simply showing up at a school or on a factory floor
with a notepad, tape recorder, and a sheaf of release forms would not be the wisest move.

Such action would surely invite at least some level of official scrutiny and disapproval
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which would have repercussions beyond the i diate infraction of the rules pertaining to

the local institution. Even if these same valiant p y
sufficient unofficial amusement as to suggest a potentially fruitful avenue of inquiry later,

subsequent pursuit of such leads would probably prove difficult for the fieldworker and.

mom' ¥ "r .LIJJ i ‘wr L i L

I was acutely aware of the rather circumscribed nature of the reading population I chose

to study from the of my h. For various reasons, [ was unable to

return to China or go to Taiwan to conduct my fieldwork. [ could not finance it myself, and
1 did not have a situation lined up which would furnish either the professional or academic
Jjustification necessary to obtain the appropriate visa. My decision to study at Edinburgh
was influenced by personal factors, but was primarily determined by the fact that my

| was warmly ivedata d East Asian Studies department with a

research prop
recognized popular culture concentration.+5

Also, the experiences I had in Newfoundland interviewing Chinese members of a
university commurity were another positive influence on the final shaping of my research
design. Over the course of my MA thesis fieldwork, [ had found that in many ways, it was
less intrusive to interview people whose working schedules were to some extent self-
determined on a daily basis.

For example, when I interviewed Chinese immigrants in central and western

Newfoundland —most of whom ran or worked in family-owned shops and restaurants—

+5While [ could have returned to Vancouver and found ample readers to talk with, I
suspect that the logistics of networking within the sizable of Chinese K
would have been daunting, to say the least. Also, previous inquiries made to the Asum
Studies D at the Uni y of British C: suggested
mcompanble with my own, and therefore [ would not have been granted access to the same
level of in V; which were made available to me at Edinburgh.
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during the summer of 1992 as part of my MA thesis preparation, [ found that I frequently
disrupted the flow of their business day regardless of the time of the interview, which I left
to their specification. Sometimes, these people had to take time out during opening hours to

speak with me, entrusting their duties, or even the entire range of business activities, to a

potentially less experienced family ber. Oun other i in a kind of bustling
backstage region of time and space, interviews were conducted amid empty tables, over the
noise of preparation for the full night’s work ahead.

Every ethnographer is faced with decisions that delimit the scope of his or her
investigation, but these are also choices which help to clarify the feasibility of projects, and
refine their underlying rationales and goals. I therefore decided to devise a project along
lines which would allow me to build on past research experiences, and develop new skills

as well. In order to help increase the potential breadth of my audience sample, I chose to

widen the scope of my field techni to include di 4 ic q

and conducting interviews by el mail. While online interviews do not usually entail

the same level of technological lexity inh in puterized q

o P

circulation,*6 interview ially since opp

| must be ph d with care, esp

for clarification with gestures, vocal inflections, and verbal “back ups” are not present to
the same extent.

Given these factors, it is perhaps not surprising that I anticipated that some readers
would express concern that my project would not yield a true picture of readership across
Chinese society. I have neither expressed that as my intention, nor seen its achievement as

an even remotely attainable goal. Taken her, the principal genres favoured by readers

+6[t is possible to conduct e-mail interviews in Chinese using the same ASCII encoding
processes already described. However, I did not do this during my doctoral research, and
was not so requested by respondents.
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in this study, such as martial arts and romance fiction, enjoy a phenomenal following
among Chinese enthusiasts worldwide. [ was therefore not entirely surprised when [
received a handwritten questionnaire from a reader in Glasgow with a strong affection for

classical histories and romances such as A Dream of Red Mansions (Honglou meng, { 4L

8% ) ) which closed with the following well-i

Mr. (Ms.) Kozar,

[ am a retired Chinese professor. As I have always loved Chinese history and
classical literature, to learn that you have chosen this as the topic of your Ph.D.
thesis makes me very happy indeed. But, I don’t quite understand from the

ire what will be included in your thesis. It seems that you wish to survey
and compile statistics on Chinese readers’ preferences and reading habits. If this is
the case then I suggest you delimit your scope. This is because China has a large
population with significant differences in educational and cultural levels. Too wide
a range may yield an overly scattered result, which will neither yield a
representative sample nor benefit your conclusion.+7

Of course, ethnographers cannot control others’ perceptions of the demands of the
research situation, and so it also did not averly astonish me that this reader may have
thought that I could have intended to generalize my findings to China as a whole. What did
impress me was the reader’s careful presentation of his ideas, and the meeting of tradition
and technology in the inscription of his efforts. The questionnaire had been printed from an

electronic file, and brought home by a young man to another member of his household, his

+IQRH-07.



father-in-law. The reader’s reply almost literally fills the entire questionnaire, written in

small, i bly formed ch The reader is, as he says, a retired professor who

formerly taught in a university in Nanjing, in what we might call a Construction/Civil
Engineering department. And, at the time of his reply, he was seventy years old.

At this time, [ want to ine some related critici: of my pling

Firstly, because I wanted to develop a profile which consisted of a wide range of reading
styles, I included readers, like the preceding respondent, who did not chiefly describe
themselves as consumers of popular fiction. Secondly, these methods are more suited to

the description of indivi reading p i d in an interview setting, and do not

lend easily to the ding of readers’ talk about stories. Thirdly.

some may contend that I am studying readers’ memories, which in effect defines their
experiences with genres and texts as historical moments rather than as sites of active,
ongoing participation. N

In response to the first point, [ have observed over the course of my field research that
the behaviour of reading enthusiasts is similar to that of many other kinds of fans. As
Bacon-Smith observes, although people may identify a particular fandom as their
undisputed favourite through which they express their essential character as fans, they may
participate in several fan communities (1992, 7). For example, many readers who describe
themselves as devotees of particular popular genres also have a deep affection for certain
Chinese classics, such as romance readers who acknowledge the place of the late Qing
Dynasty (1644-1911 A.D.) Honglou meng ( { XL##% ), Dream of the Red Chamber or
A Dream of Red Mansions ) as the forerunner of the genre in their opinion, an attribution of

generic lineage I explore further in Chapter Five.



Similarly, many readers whose main i are di d toward the cl

p 1y military like R« of the Three Kingdoms (Sanguo zhi vanyi,
( =EE®HE ) ) and Water Margin (Shuihu zhuan, { 7K ) ), also read the martial
arts fiction of Jin Yong and/or Gu Long (# ). Such readers found these classical and
popular genres compatible, and perhaps even complementary, because of the popular
authors’ incorporation of historical events, places and personalities into their narratives,

and their sensitive and thorough exploration of the themes of friendship and loyalty,

concerns which are central to the classical novels as well.#8 In addition, the contemporary

martial arts genre maintains a inuity of form, | and style which contributes to

the popularity of the genre with fans of traditional fiction.

The readers’ resp typically ill d this fluid dialectic. One female reader, a
d | student in Archi pared some of the characters in Jin Yong's Tian long
ba bu ( { XBE/\Z ) , The Demi-gods and the Semi-devils ) to ch in The Three
Kingd. with specific ref to the friendship b Zhuge Liang and Liu Bei.

This respondent noted that, while Zhuge Liang does not actually appear in kungfu novels,
martial arts fiction is replete with characters who resemble him in personality and
resourcefulness. Alluding to an episode in The Three Kingdoms in which Zhuge Liang
sends reinforcements to Liu Bei, she stated: “Then, in [Jin Yong's| novel, he wrote with
reference to these real events. He referred to these things, I don't mean that the events [in

the novel] were real, but that he referred to real happenings in history, and to characters’

48See Ban Seng Hoe's di ion of ditions among the Chinese in Quebec
City for further msnght into the very important place of The Three Kingdoms as a story
exemplifying friendship and solidarity among people who were related by common cultural
values rather than family ties (1985, 104-06).

60



names."49 More ,as a male p put it: “The basic understanding
of his [Jin Yong's] novels is: the background (the big eveats, times and places) is real in
history, while the particular details may be his own creations.”50

Also, I did not find that readers’ occupations significantly affected either their

enjoyment of fiction, or the depth of their interpretations. Most readers seemed to see

reading as an activity through which they could pursue infc 1 i ion and achieve a

degree of freedom in interpretation which may not be possible within the more fixed

analytical requi of their professional domains. The reasons behind readers’
attractions to texts are complex. According to one male respondent, a significant proportion
of his enjoyment is derived from immersion in a narrative context free of the same
limitations as his everyday life. He accedes, however, that return from the story-world
often involves a kind of culture-shock which, though not an entirely positive experience, is
still an instructive one:

I am a D.Phil. law student at Oxford, and I am 2 great fan of martial arts novels of
Jin Yong and Gu Long. The reason is simple enough, because somehow one can
escape from reallty hy readmg that kind of stuff. | wouldn't deny that the novels
have phere which either helps you explain your own
philosophy and world v1ews or enables you to live a life which is always too far for
you [to achieve in real life]. The novels are not about the ingenuity or omnipotence
of their characters’ kungfu, but about the latter's consistency, blandness,

probably, * Quammxg and vulnerability. The end
result after one’s reading of these novels may not, however, be encouraging: he
becomes more aloof. On the other hand, he will certainly acquire some satisfaction
if he tries to be different from others, for the hero in the stories is always lonely,
content with, or compelled to content with communicating with the inner self or the

wilderness (mostly he is not religious and most often he has to endure).5!

+49'Jiang Lingyun’ (pseudonym), interview. 28 August 1995. Tape T95GYa-13.
SO0QRE-04.
51Respondent’s prologue to QRE-05.
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Another reader, a student of literature rather than law, also sees value in reading
popular fiction which extends beyond any formal educational benefits gleaned from a
novel’s content. For him, people’s different reading preferences are akin to different

pati Th nop i hether in the sense of the conscious choice of a

novel as an expression of personal taste or the choice of a vocation— is inferior to any

other:

HYB: [Speaking of martial arts fiction. ] But when I read this kind of novel, what
moves me is only the heroism. Of course there’s a strong sense of morality and
justice, but [ don’t think it’s very educational. I don’t think you can have such a
purpose, to receive education by these things! <laughs> [SK: “Why?"] Because |
think there must be something better than that. Because each kind of novel has a
specific purpose. That’s why it’s this kind of novel, they can’t replace each other.
That doesn’t mean this kind of novel is inferior. Just because different people have
different jobs, right? Just because you are a philosopher doesn’t mean that you are
to a violinist! <laughs>52

P

These issues, the potentially complementary nature of readers’ aesthetics and uses of
reading in the larger contexts of individual worldviews and expressive repertoires, as well
as the compelling, paradoxical nature of reading as an activity requiring active
disengagement from the text as well as heightened involvement. will be discussed in
greater detail in the next chapter, especially in relation to the question of addictive reading
patterns. In addition, topics such as reading for escape, reading for instruction and readers’
identification with characters and other narrative features are also more fully examined in
Chapter Three.

Before I consider a different set of methodological constraints which —though

admittedly interrelated with h design— are so hat more closely associated with

both my position as researcher, as well as the readers and their language, I want briefly to

52HE Yubin, interview. 31 August 1995.
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examine two other points. As mentioned earlier, it can be argued that my methods studied

individual readers’ experiences, rather than talk about stories in natural contexts, and.

furthermore, that my stud_ ples readers’ ies of past experil and conditi
that no longer obtain.
That my ethnography does not succeed in capturing the most hentic” of

readers’ narratives in context is true to the extent that I was able to record few sessions of
people spontaneously discussing either their most recent or singularly memorable reading
experiences. Also, as [ said, many who were diehard fiction fans in their youth openly
regretted that they could not devote the same kind of time and concentration to reading that
they used to. Reading is itself a solitary activity, and talking about books, though a

-

fund: | aspect of ption, is a sp event whose specifically framed

time or venue varies with other small group factors related to gendered performance
traditions. In Chapter Six, I look more closely at the relationship between chat and reading.

I cannot say, however, that my observation, no matter how unobtrusive, is more
accurate than a reader’s self-presentation. In some fashion. I would have to break the
reader’s silent interaction with the text in order “to give a voice” to the answers to my
questions. After all, whether I try to capture another’s reading experiences

d

contemporaneously through some form of ding, or enlist prospecti P in

such a task, I will have irrevocably altered both the experience and its possible
interpretations.
In response to the observation that [ am exploring readers’ reminiscences rather than

" b

current practices, I suggest that it is imp: to put investigations in their

proper individual historical That is, it is worthwhile to ine what people used

to do, providing that they value that information and are willing to share it. Despite my



attempts to convince her of the contrary, one woman declined to participate in my survey,

suggesting that, asa ical soft i of thirty-seven, she was not the kind
of consistently absorbed reader [ was looking for: “I have read your questionnaire a couple
days ago. [ was wonderirg that I wasn't a right reader you like to answer your questions.
My first impression after reading your questions was that questions were more for
teenagers than for adults.”

Placing her reaction into a kind of theoretical perspective, I suggest that ethnographies

of reading share many fund. | points of cor d with other studies of folklore

and performance repertoires. According to Green, a repertoire reflects a performer’s

aesthetic system, which as a “set of artistic aims and predispositions” is subject to change.

fore d - dividual®

dbyani s

The content and scope of a repertoire are th

selection, rejection and reworking of items within a hierarchy of preference. As a

these ingly “unified traditions” are rarely pletely stable at any point

in time (1987, 105-6). Green also cites the imp of song frag to the

ive study of , since these may represent the shaping of an earlier stage

of performance skill rather than the process of mere forgetting (114). Similarly, readers”
fragmentary recollections of books they read at earlier moments in their lives may exerta
lasting though residual influence on the way they view their present reading tastes and
habits.

Likewise, Goldstein (1971) asserts that a repertoire can contain both active and passive
elements which are selected for use —or permitted to fall into disuse — depending on the

context. Consequently, there are a variety of reasons which may account for the patterns of

movement and change in the status of individual songs. I suggest that similar kinds of

forces may operate in reading gh readers’ p certainly



change over time, their earlier aesthetic profiles are still imp toa p ve

understanding of the place of reading in their lives. And, readers may still hold particular
genres, texts and authors in high esteem, even though their contemporary reading habits

may now reflect other directions and influences.

2.4 Issues of Representation, Part II: Translation and

Transposition

In this section, [ want to explore how my ethnographic representation of these readers

is d by my

and p 1 experiences with Chinese and western genres, as

well as readers’ ways of talking about and relating to books. Speaking of the ways in

which folklorists describe their relationships with folk ities, Spitzer the
creation of phors which “ani the relationship most central to our practice: the
informed conjoining of folk heti pressive p and traditional genres with

appropriate modes of representation” (1992, 81). He suggested that. in many ways, despite

the end litical and I ascribed to natural metaphors: “cultural

conversation is a stronger universal metaphor for our public practice than conservation. In
representing ourselves to communities through talk, we learn their meanings and they ours™
(Spitzer 99).

‘The metaphor which most readily suggests itself in the description of my relationship to
these readers and their texts is perhaps that of someone being read to, or learning to read
something that has been not only translated but rransposed into another cultural key. By

transposition, | mean not only a substitution of, for example, a text in one language for the

same one in another, but a qualitative shift in the cultural iations which p

that text. The text itself may exist in straight translation, in its original language, or indeed,
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have d into a pletely ked entity. Elsewhere, [ have written about this

concept in relation to the meanings attached to the song “Auld Lang Syne,” and itsuse as a
graduation anthem in Taiwan for over thirty years (Kozar 1995a).

For me, this idea of was most poi 1y exp d by Xu Yinong. a

thirty-four year old doctoral student in Architecture, whose thesis on urban planning in
China involves in-depth study of ancient Chinese classical architectural writings and
literature. He has read A Dream of Red Mansions several times, though as much for the
romance of the scenery and beautifully cultivated gardens as for the characters themselves.

He is the son of intellectuals and, in answer to my question regarding formative influences

on his reading behaviour, vividly lled his early exp to Chinese folktales and
translated fiction, two genres which, at various points in recent Chinese history, would

come to plify ona i of thought falling far short of official

approval. His father, a proft of classical inter ion, brought great drama to folktales

such as Niulang zhinii [4-8B434, The Cowherd and Weaving Maid ]. His mother read
him one particular story which, on the eve of the Cultural Revolution, would surely have
echoed forcefully for a family who had cultivated a deep love of books and literature, an
affection that was imparted with care to their children:

X YN: But the influence came, I think, when [ was very little, three, four. Because
in my family, we had a habit —my parents had a habit— to read something for us
when we were in bed. Not every day, but <pause> say, when I was five, that’s
1966. So that’s the period, you know in China, all the text books have become that
sort of thing [reflecting the precepts of the Cultural Revolution] and the social
environment has changed. They, probably out of nostalgic reason, I don’t know
but they constantly read old textbooks, and of course for my father for academic
reasons he read all those ancient— because he is a professor of <gives Chinese
term as something like xinguxue, {5 &£, but may mean jieshixue, %, or
basically, hermeneutic criticism> interpretation and assessment of ancient
documents and texts. Etymology— [SK: “Hermeneutics?”] Oh— I don’t know
that, right! <laughs>



So once they found something that was suitable for us to listen, to absorb they
would read them to us. So I think the most— I mean there are two, at least, that [
remember well. One is, do you know <pause> I don’t know the English name. In
Chinese, we say Du-de (#8%) [Alphonse Daudet] a French writer, writing a
novel, a short novel, “The Last Class,” or “The Last Lesson.”53 When Prusse
invaded [SK: “Yes. Prussia invadin, sace.”] and occupied the area. And they
forced all schools to teach Prussian, rather than French. So that's “The Last
Lesson,” and that little guy [in the story] never tried to learn. Always playing,
always— and suddenly find himself in the situation the last chance to learn so little.
That, it’s brilliant. The translation is brilliant as well. My mother just read that
novel, and my mother read. And wept. So it’s so strong, I mean the influence is
so strong, | remember it well.5+

It is conceivable that Yinong would neither have grasped fully the reasons behind his

mother’s ion, nor known anything about the historical context in which the story was
originally set. He was careful to convey the sense that he was aware as a child that the
society around him was undergoing rapid and profound changes, though he was naturally
unable to express his perceptions. Clearly, the story made a strong impression on Yinong,
and, as he says, these early reading experiences positively affected his later behaviour and
selections, even though his reflections now hold a special intensity for him beyond
memories of bedtime stories.

I have not read this story in Chinese, but [ do remember reading it on my own in
primary school, as well as the associations [ attached to it. While I knew almost nothing of

either the Franco-Prussian War or the Cultural Revolution, I did identify with the story for

another reason. As a child, I began my earliest ion in special p hool classes,

from which I was quickly removed when it was discovered that, not only could I read at

53The piece is “La derniére classe,” from Daudet’s Contes du lundi (1873). The
Chinese name of this well-known translated short story is Zuihou yi ke ({ H&&—& ) ).

54XU Yinong, interview. 6 October 1995.
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age three, but also, with the fitting of my leg brace, I had become a standalone source of

y agitation among my wheelchair-bound cohorts.

I was duly sent to “normal” school. I skipped a grade in primary, much to the suspicion
of my classmates, who thought that I had simply wandered over to the wrong side of my
split-grade class. The tacit threat that [ was in the wrong place and would be returned to
special classes once my error was discovered loomed over me through most of elementary

school. When I read “The Last Lesson,” I was inced that it was y for me to

learn as much and as fast as possible, for fear that I would, like the little boy, one day
forfeit the opportunity.

As I suggested in my study of “Auld Lang Syne” in Taiwan, transposition involves

d.

and i ing a text ding to one's own cultural traditions, worldview and

P

d dings of p | and collective history. A posed text may evoke strong
emotional responses, and, furthermore, may arouse complex reactions and identifications
in a variety of very different contexts. In Taiwan, the tune of “Auld Lang Syne™ was paired

with new lyrics, the most widely known of which is perhaps “The Leaving Song™ (“Lige,”

(EHK)). B of its frequent use as a dtrack for the tragic
Waterloo Bridge (1940), Taiwanese also identify “The Leaving Song” —though the
anthem itself ostensibly deals with the need to leave school behind and come to the aid of
one’s country — with the film (Kozar 1995a, 74-77, 80-81).

The film’s Chinese name, “HunDuanLanQiao” { FAHTEEH ) is another example of
a text that has been not so much translated as transposed. The film’s title is basically

rendered as A Soul Severed on Blue Bridge. While this foreshad the heroine’s

decline and suicide, it also recalls a particularly symbolically laden viaduct in Chinese
folklore, the Blue Bridge, which was guarded by the moon-goddess Chang’e (##%). She
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is honoured during Mid-Autumn Festival, traditionally a time to recall absent loved ones.
Furthermore, according to Wolfram Eberhard, the Blue Bridge refers to a bridge on the
Wei River: “where wives and friends said good bye to those who were being sent to take
up posts in remote provinces” (1986, 49).

The process of cultural transposition of texts and expressive styles is not restricted to

either Taiwanese adaptations of well-known Scottish songs or my particular relationship as

b

an eth: to a certain audi or the popular texts they consume. Mitsui has
explored what may be seen as an analogous phenomenon —the popularity of American
bluegrass among Japanese listeners and performers— and the various ways musicians:
“show in the music they perform that they have digested southern musical tradition in their
own way” (1993, 289). One of the main difficulties I face as a student of Chinese popular
culture is the fact that, in addition to the challenges of translated understanding, I must

recognize the potential for significant diffe in p ing. This concept may

be thought of as the distinction between textual and cultural comprehension of a text.

In the first place, while I speak, read and translate Chinese to a level of competence that

is for the interp ion of my collected field data, it is a second language and I am
not a classically trained literary scholar. Many novels, whatever their critical merit, make

use of poetry, Buddhist or Taoist imagery or other classical references and allusions.

S i little-used ch are employed for their specific nuances and stylistic effect
on a passage, an apparent source of de[iéb[ for many readers, while others merely skip
what they perceive to be obscure references or old-fashioned diction. Although I am aware
of certain symbolic commonplaces and devices, I must read with the wary eye of the

student, rather than the delighted gaze of the enraptured reader.
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To illustrate briefly, several readers have expressed how they often came across a
single, archaic character whose meaning they could not discern —a mystery that never

seemed to create undue distress— but whose visual appearance intrigued them. Similar

discoveries usually sent me ing etymological dictionaries to no avail, and intriguing

does not come immediately to mind as an apt description of the exercise.
Secondly, besides my role as ethnographer, I am also a reader, whose aesthetic

fe differ kedly from those exp d by many readers in this study. In her

study of supermarket tabloid readers, Bird stated that: “while I have developed a strong

of the i of tabloids in many people’s lives, I did not begin my study

PP P

as a fan, and [ do not end it as one” (1992, 5). On a similar note, Bacon-Smith describes

her often powerful aversion to some of the subjects treated in science fiction fan writing,
coupled with her emerging recognition that she needed to confront the stories if she hoped
to understand their place and function in the larger fan culture (1992, 268).

[ do not think that [ must necessarily become a fan of Chinese popular fiction, but it is
necessary for me to appreciate why this small cross section of fans find their favourite

genres so attractive. B: of the lexity of the language and the sheer length of

some of these works, I have found it essential to approach these works through readers’
words, at once reading their readings, and using their observations to guide or perhaps cue
my own interactions with texts. While [ cannot say that I make the same connections in my
explorations of their favourite stories, like these readers, I make connections which
resonate with my own areas of narrative expertise. Through this process, and through the

historical, diachronic study of Chinese popular culture and its audiences, [ attempt to

develop some sense of the significance of p lar generic traditions for porary

readers.



Before luding, I should ion that [ have had to look at the contrasting

transpositions in the words which make up my questions and readers’ interpretations of
those queries. Concepts such as “fan” and “identification” carry different and somewhat
problematic connotations for many Chinese readers. That does not mean that there are no
novel fans, or that they do not identify with narrative events or characters and locate

themselves in the signifying space of the story-world. Rather, it means that the

h her must be p d to ider his or her definitions of those ideas, as their

may be Ily and linguistically keyed in unique ways. Furthermore, readers
who describe unequivocally the ways in which they do not interact with texts may be

providing the researcher with examples of what Cothran calls “non-participation in

tradition” which are as methodologically significant as resp positive
about their reading habits (1979, 446). These and other issues surrounding readers’ uses

and patterns of consumption form the focus of the next chapter.

2.5 Conclusion

My rationale for undertaking this project found expression through the words of one
reader after we completed a taped interview. In one of the weekly meetings of the Chinese
women’s discussion group Xin Ling, participants from Mainland China described how
during the Cultural Revolution there were eight sanctioned artistic performances, including
dramatic and musical works, which were available to the masses.

While I knew that this figure did not reflect the many unofficial performances, scores
and texts that would have undoubtedly circulated, I did a little quick mental arithmetic.
Eight performances, distributed among a conservatively estimated population at that time of

perhaps eight hundred million. The ratio was staggering. “How could you possibly stand

7



it?” I blurted out, rhetorically posing one of the many “impossible questions™ of which
Chinese storytellers and readers alike said I seemed so fond. I did not expect an answer.
Perhaps one did not exist. Or perhaps, as the women’s looks told me then, the answer was
beyond words. Later, after our interview, Meng said: “In the group, we talk about things
we never considered before. I don’t know how we could ‘stand it.” We’ve never thought
about it. And until now, nobody ever asked.”

In this chapter, [ have endeavoured to outline some of the ways [ went about asking

questions of readers, who answered, and how I interpreted their responses. I also

pted to ine how my h design and ethnographic stance infl d the final
shape of this study. In the chapters that follow, I look at specific questions dealing with
readers’ uses, the characteristics of particular genres, gender differences in reading

behaviour and electronic texts and their audiences.
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Chapter Three: Readers, Uses and Folkloric Connections

3.1 Introduction

In this chapter, [ explore the construction of readers’ identities in accordance with

ar i of reading

By this I refer to their descriptions of

P P

preferred genres and modes of consumption, as well as the ions they make by
the act of reading and other aspects of their daily lives. Broadly speaking, I will look at

readers’ uses of fiction and aesthetics from a folkloristi dpoint. I also ine an issue
which is fund to an appreci ion of an i p dialectic that underlies readers”
critical negotiations as experts, the i lay of tradition and i ion in popular texts. An

hy hic perspective is fund: i1y imp to the study of readership because the
“question of audience” quickly into a rhetorical fiction when a focus on actual

participants is neither sought from the outset, nor properly maintained.

Itis certainly true, , that the th ical interp ions of prop of reader-
response criticism have done a great deal to give a more active dimension to both the reader
and the reading process by acknowledging that readers are not merely correctly applying
strategies or codes to different layers of textual stimuli. These contributions

notwi ing, many of the classical theories rely on an implied, or model reader whose

experiences of the text closely —and conveniently— appear to mirror those of the

professional critic (de B de 1992, 195). Similarly, aithough he is not coming from
the angle of a literary critic, Roberts’ study, despite his many valuable insights into popular

fiction reading, suffers from a kind of “ventriloquist theorizing” in which he posits a



p hy of P and ion thresholds and situates the paradigm within
the phenomenology of the reader (1990, 52, 63).
I concur with Roberts’ analysis along certain lines. For example, my own research has

shown that Chinese readers do indeed develop distinct confi i of generic

p and, as[ ioned in the last chapter, firm ideas about what constitutes a good
or poor example of a genre. Also, his cont;ept of “addiction clusters™ as a way of thinking
about some kinds of readers’ preference cycles is incisive. Roberts states that certain kinds
of behaviours may be called addictions, even if the patterns of consumption involved are
shifting, multiple, and discontinuous (75). I will return to this issue in another section, but
many of the readers who participated in my study affirmed that they could become
periodically addicted to particular genres —or even to a specific series of novels— abandon
them for an extended duration, and then return, “picking up a familiar habit” once again.
However, I suggest that, at least with respect to the people who contributed to my
research, reading patterns are socially influenced, 55 and as such bear a greater resemblance
to dynamic networks than hierarchies or thresholds. Furthermore, I propose that the

construction of these aesthetic networks is based on the continual refinement and re-

evaluation of readers’ expertise and loping ability to iate specific types of fiction,

as well as their flexibility and desire to experi and play. Expertise also develops in part
as a result of social interaction: the more readers talk about what they read, the greater
access they then have to others’ insights as points of reference and comparison. A
willingness to read across a variety of genres —even ones whose features, character-types
and overall themes seem incommensurable— may reflect less a “low aversion threshold™

(Roberts 1990, 63) than a highly attuned sense of narrative adventure.

55See also Fiske (1989, 147).
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It is possible that the aim of Roberts’ formulation is to depict general trends in the

reading habits of western audiences, and is not ily meant for
application. Despite this consideration, I agree with McRobbie's assertion that studies of
popular culture would greatly benefit from a shift in scholarly practice toward:

...more eth hy, more participant observation. It would also mean turning
away from the temptation to read more and more from the cultural products and
objects of consumption, readings which mvanably are of most enjoyment to our
own interpretive ies. Such a turning. y does not mean being against
interpretation, rather it means examining all of !hose processes which accompany
the production of meaning in culture, not J\IS( the end-pmduct. from where itis
socmlly constmcted to where itis i
and rel hip ot'everyday life around us (1994, 41)

E ially, I think that Roberts” work, by its hasis on distinctions b high
and low forms of literature and literary tastes as exemplified from the beginning in its title,
An Aesthetics of Junk Fiction, unfortunately reproduces some of the shortcomings of
cultural analysis that McRobbie is talking about. My feeling is that his arguments would
have been enhanced by a greater inclusion of actual readers’ voices and a further emphasis
on the traditions which make up the history of those genres and their audiences, a point
Narvéez underscores as a general criticism of cultural studies from the perspective of

folklore (1992, 27-28).

Also, I frequently employ the term “aesthetics” when di: ing readers’ p
and discriminations. Aesthetics, like art itself, is a central idea in folkloristics, yet, as
Pocius observes: “little of a systematic reflexive nature has been written about such key

concepts and what they cover” (1995, 413). As a discipline. folkloristi gnizes that all

communities are capable of aesthetic expression (Hymes 1975). From a Marxist reading of
cultural studies, Fiske stresses the separation between aesthetic and popular readings of

culture, highlighting their antithetical political di (1989, 130, 138, 147-48).
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In my analysis, I use this term in its earlier ion of the ion of the

PP

qualities of an object by sensory perception, without the class-based ions which
became attached to notions of “quality” and “culture™ (Williams 1983, 31). I mean the
grasp of the beautiful by some beholder who may not be a critic, but who is certainly an

expert. Pocius notes that:

A work of art, then, th h form and th gh the iation of that form to
particular aspects of daily “life, succeeds by ehcmng some type of emotional
respouse in the observer.... Becnnse of its cultural assocna.uon. the work of art
an intense ion to those exposed to the work (420).

To many of these novel fans, good books in their preferred genres are not simply popular
diversions whose content is unworthy of serious attention. They are works of art that stir
the reader to respond to the narrative, not by moving through it in an orderly fashion like
some idealized, disciplined reader, but by lingering in the text to recognize, to reflect, and
even to dream.

Specifically, I use the word “aesthetics™ because I feel that it captures some sense of

what readers are talking about. Referring to the i ly popular novels of

writer Qiong Yao (3¥3%), a male profe of biochemistry ized his h
connections to romance fiction in these words:

Her [Qiong Yao's] description about feeling is very touching and beautiful. I read
one of her books by chance just after the endmg of t.he notorious cultural rcvolunon
during which anything about feeling was idered to be capi and

I immediately liked it and have read most of her works till now. Although the
writing style remains basically the same for all her novels, I seldom get bored. I
don’t think there is any writer in mainland China who is as good as she at writing
romances. There is a huge contrast between the way people choose their partners in
this practical world and that in her book, which makes them more beautiful.
would rather stay in her book than come into this worid.56

S6QRH-13i.
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In the next i I ine the exp of reading in greater detail, focusing in
particular on the topic of reader di or disbelief, and its relationship to pts such

as “fan” and “identification” in the larger discourse of Chinese readership.

3.1.1 Reader Satisfaction as a Di of Plausibility

As Smith notes, most expressive behavi b: both cognitive and affective

dimensions, and phenomena that are judged “desirable” by a cultural group —regardless of

either the truth value or perceived pl of the actual ts— usually b part

of tradition (1972, 70-72). Furthermore, Abrahams’s y of folkl genres
recognizes that all genres, no matter how simple or informal, possess distinguishing
characteristics of form, content, and context and that performers’ involvement varies from
genre to genre and depends in part on past experience (1976). Throughout my fieldwork,

readers stressed three facets of reading which combined in varying degrees in their

bjective di ination of whether a particular genre or novel satisfied their standards of a

)

worthwhile read. Two of these, expertise and familiarity with a genre and sustained interest

text, are self-expl y- The third el I call the activation of readers’

inap

disbelief. This is und d as the chall that a given book’s reality presents to an

individual’s worldview and concerns especially the moments when the reader traverses a

land: that, although admittedly fictiti is also by turns almost more believable than

P g

his or her own daily experience. None of the readers in this study read what we might call

fantasy for its own sake. However, many readers exp d a profound enjoy of
novels which presented the incredible —whether in love, combat or detection and

adjudication— in the carefully studied guise of the feasible.



The “suspension of disbelief” is a phrase which multiple ings in folkl
and literature. It is considered one of the central tenets of “poetic faith” according to

Coleridge (Koelb 1984, 15), as well as an g dition of audi ption which

distinguishes some genres from others, such as Marchen from the tall tale (Thomas 1977).

C ly, in some i diti it a state whose active solicitation may

P

counter fund: 1 audi hetics and tacit perf rules in certain contexts

(Glassie 1982, 111-12, 14546, 155). The need to suspend demic disbelief or j
has been a central topic to belief studies (Hufford 1982a, 1982b; Bennett 1987, 15), and an

operating principle which, according to Holbek, was historically too readily assumed as a
basic ch istic of “unsophisticated” oral literary publics by early researchers (1987,

202).

Some forms of fiction deliberately summon, rather than suspend, readers’ disbelief,
while others are interpreted humorously as incredible by the reader, a result which the
author may not have intended (Koelb 1984, 23, 32). Koelb's analysis is focused on
narratives which are unquestionably implausible, works he calls alethetic fictions which
never assume any particular truth value and which: “use the readers’ disbelief to force the
reader to look for the hidden kernel of truth promised by tradition™ (34). As such, these
deliberately unbelievable texts differ from those which meet the conditions of Todorov's

(1975) conception of the famzastic. By contrast, the fantastic's generic definition and

ph | exi is predicated on ambiguity and the reader’s hesitation between an

attribution of causality which effects a reconciliation with natural laws, or an acceptance
that the cause of the narrative events is situated in an alternative reality. Todorov states:
The fantastic, we have seen, lasts only as long as a certain hesitation: a hesitation

common to reader and character, who must decide whether what they perceive
derives from “reality” as it exists in the common opinion. At the story’s end, the
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reader makes a decision even if the character does not; he opts for one solution or
the other, and thereby emerges from the fantastic. If he decndcs that the laws of
reality remain intact and permit an expl of the ph ibed, we say
that the work belongs to another genre: the uncanny. If, on the contrary, he decides
that new laws of nature must be entertained to account for the phenomena, we enter
the genre of the marvellous (41).

It is necessary to bear in mind, k , that ambiguity of i resides at least as

much, if not more, with the researcher as with the reader. According to Holbek, ambiguity

“results from our inability to transpose a complex artistic unity into an unequivocal
intellectual description” (1987, 216). Readers themselves may have a good idea of what
they are willing to accept or question in a novel, though their precise criteria may represent
a kind of unspoken aesthetic that they find difficult to put into words. As I show in a
moment, many readers seem to focus on specific historical events or even technical

descriptions as frames for their experiences of involvement and disbelief. Their

experiences, however, are actually more like shifting i of i d
impressions rather than discrete moments of either outright acceptance or rejection of the
story. Proximity, or engagement with the text, is balanced against readers’ active
establishment of distance. Scenes and particular references, as I discuss below, provide
metaphors which allow readers to move through the cultural space delineated both withina
text, and within the individual reflections and associations that the act of reading
engenders.57

I suggest that readers’ disbelief functions in Chinese popular fiction not solely as a

response to occurrences whose causal origins seem ind: i Rather, disbelief can be
conceived of as a process which bi aspects of questioning or hesitation and
57See Fernandez (1974) for further di ion on the relationship of ritual beh:

and metaphors.



dissonance with a kind of emergent recognition of references to people, places, and
historical events. These allusions resonate with the reader’s cultural understanding to
transpose the text into a unified narrative experience that the reader can relate to on a

deeper, personal level (Touponce 1984, 14-15; Bachelard 1965).

Somewhere in the interpretive space textual di and sy

active readers confront the story-world as presented by the author and negotiate

its landscapes by means of their own cognitive maps and aesthetic expectations. For
example, Jin Yong's Tian long ba bu ({ XHE/\&E ), The Demi-gods and the Semi-
devils ) is an example of a book which readers approach with an attitude of disbelief.

Furthermore, they construe the adoption of a sceptical stance as a desirable, and usually

highly pleasurable facet of the reading process.

I am careful to use the word “usually” as a modifier here because disbelief as a
construct, as with most complex responses, has more than one side. For some readers, a
refined sense of scepticism can have some negative effects, even though it may still be

1e alth

gh it rarely happens with

important to their overall approach to texts. For
Jin Yong’s work, some readers may feel great disappointment at a novel which does not
answer or disprove their disbelief with any kind of unfolding of a plausible storyline. This
situation exists when readers encounter what they conceive of as a genuinely poor novel,
and the experience may leave some temporarily disillusioned with an otherwise well-loved
genre. As a specific case, Jade —whose innovative strategies for finding times and places
to indulge in popular fiction were described in the last chapter— has definite ideas of what
she expects from the genres she enjoys, particularly martial arts novels. She asserted that

an author who did not strive to maintain a coherent plot, or who filled the novel with



interminable displays of martial p: how let go of his side of the bargain, and let

her down at the same time:

CYY: Some gongfu mnovels are really RIDICULOUS. My sister and I just can’t
imagine how a book which is so badly written can be published. Just like
if you see a i youmlldnnk:“‘l'hxsnsnotgood,[
don’t like it, it’s typical.” But it’s always like, it can’t be so bad, because it’s based
on real life. But in kungfu novel, it has a different world, the world is totally
different, so you can do whatever you like. I mean the writer. Do whatever you
like. So sometimes they can do it VERY BAD. Manage things very badly.... For
Jin Yong's novel there is a storyline, and then you find there is lots of things
<pause> well, it’s more logical. And it’s more like real life. They [the characters]
struggle and they suffer and they solve the problem or they didn’t solve the
The most imp thing is still the storyline. With bad gongfu
novels when I don't like it, [ feel the writer is not responsible to what he writes.58

Also, as described by one reader in the last chapter, the disbelief applied to the novel
during reading may reflect for a time back onto the reader’s everyday life once the book is
finished, resulting in a kind of “aloofness” or “culture-shock.” On a related note, Link
discusses the theme of of “reading as a return trip” in the context of city-dwelling Chinese
romance readers in the early decades of this century whose responses to fiction involved
temporary departure from their own urban realities and vicarious observation of how
fictional characters confronted the vicissitudes of urban life (1981, 21, 232-34).

Tian long ba bu was described by readers in Chapter Two as sharing considerable
common ground with classical works such as The Romance of the Three Kingdoms
(Sanguo zhi yanyi, { =BEIZ={## )). “Jiang Lingyun,” an architecture student from
Yunnan Province, said that much of her fascination with the novel stemmed from the
author’s use of her home region as a backdrop. For her, the story took her to plausible
vistas that, though unfamiliar in the context of ancient times, were “nearly known™

historical spaces which she felt she could navigate with a certain confidence:

58CHEN Yuyuan, interview. 19 December 1994. Tape T94YYCa-06, T94YYCb-07.
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JLY: He— used some real name, real place. Like in Tian long ba bu, that Nanzhao
guo, Nanzhao Kingdom, which is in Yunnan. It’s a real kingdom, and there are
some name of the king, like, Duan Sichen.... There have these people, it’s a real
people, it’s a real name. So when I read it, I like it very much, <laughs> because
it’s in Yunnan! <laughs>59

Perhaps, as with a well-told folktale, the strange and special environment of the well-

written martial arts novel is more lace than first i ions might indi Itis

possible that Nicolaisen's astute observation is equally suited to readers’ enjoyment of a
good book as to listeners” appreciation of a good tale: “This landscape of otherness is
largely a projection of the landscape of home” (1991, 7).

Furth it may be possible that there are certain features of “texture” inherent in
particular narrative genres which simul ly invoke disbelief and destabilize the ability
of involved readers to maintain a detached vantage point. In her detailed analysis, Porter

suggests that the discourse structure of vernacular works such as Water Margin (Shuihu
chuan, { 7KFF{H ) ), especially the repeated use of d subjects and elided ref
which is also characteristic of much classical Chinese poetry: “has the effect of drawing the

reader deeper into the world of the narrative by creating the illusion that the events are being
perceived but not mediated by the narrator” (1993, 130-31).

Similarly, as I have already discussed, the practice of mixing fact and fiction in classical

1 3

as well fiction may d some readers’ perceptions of

porary v
historical veracity (Lu 1976, 158). By contrast, the fluid boundaries of storytelling and
historiography may also appeal to other iasts’ larger prehension of truths which

underscore the author’s construction. Naming Tian long ba bu as his favourite novel. one

male questionnaire respondent wrote:

S9Interview. 28 August 1995. Tape T95GYa-13.
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Although the framework of the plot is a blend of fiction and solid historical reality,
the characters are portrayed very successfully. Good and evil are not distinctly
black and white. Good people have a cowardly side, while villains may be
charming. It’s just like an epitome of society.60

O ionally, sound technical di may interfere with readers’ maintenance of

interpretive distance. I do not think that these moments where readers are drawn in to the
rhetorical performance of the narrative are aversive, however. Although it draws a

comparison with a very different time and genre of popular entertainment, Harris (1990)

argues that part of the i ion for audi to such ph as P.T.

that were obvi hoaxes was not the embarrassing

Bar tyle shows and
implication that, as one of the seemingly transfixed rabble, any member of the audience
was tacitly affirming that now-clichéd observation regarding the gullibility of the general
public. While there may well be “a sucker born every minute,” it is possible that many so-
called naive observers, however lowly and lately born, derived some additional satisfaction
by re-investing time —and money— to gain re-admittance to the illusion with the express
purpose of finding out how it was done.

Likewise, readers who realize that they have been convinced of the likelihood of some
aspect of the story have neither surrendered their disbelief nor forfeited a measure of their

d £

expertise. Instead, they are like sp who have wi inating curiosities and

wonders, and finally spied the trap door in the stage when the display was over. They may
well leave the narrative with renewed respect for an author who challenges their

perspicacity in a way that clearly affirms their intelligence as readers. According to Fang

60QP-07.



Jing, a foreign | ge instructor at Edinburgh University, Jin Yong’s depictions of

martial arts skill in Tian long ba bu had this kind of effect on her:

ERHbBEA

ISKasksu.fmamalansmvegmmtmkun@mve .] FJ: Martial arts— are

necessary. <pause> Often, Chinese martial arts fiction, if you take the example of
Tian long ba bu, then the martial arts in that book are <pause> very uncommon
kungfu, very spec:al mmal arts. And when you read it, you really wish, because it
i it’s [describing] how to do martial arts. You
really wish, really wish you could do this kungfu, but then sometimes when you
finish reading, you discover that that kungfu was in the imagination, very perfect,
but —in reality — impossible.61

In the next section, [ ider readers’ und dings of fandom and identification with

the narrative and characters. Later in this discussion, I examine a topic which is also related
to the notion of active disbelief —the phenomena of reading for escape and addictive

reading styles.
3.1.2 Identifying Fandom and Fan Identification

In an ethnographic analysis of popular cultural phenomena, it is important to give

careful id to the interpretations of true fans (Roberts 1990, 86). Being a fan
however, may signify enthusiasm rather than strict exclusion. Roberts argues that most
readers are users, that is, they may have a favourite genre, but like many of the readers
profiled here, they may also read widely in other geares as well. Exclusivists, accordingto

Roberts, are relatively rare, and their focused reading choices may be a reflection of a

61FANG Jing, interview. 31 August 1995. Tape T95FJa-15.
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particular stage of life (63). This accords with Jade’s description of the widespread yet
restricted popularity of kungfu fiction and martial arts comics among adolescent boys.

Some readers, however, tend toward the develop of a rather specialized rep

which is oriented around certain key themes or f¢ For ple, Zhengqi.a

of the di ion group who described in the last chapter how she liked to read on evenings

when her husband was working late, said she was a true fan of Qiong Yao's romance
novels. She enjoys this author’s use of beautiful poetry and traditional folkloric allusions.
Likewise, the same male respondent who was quoted earlier in this chapter pinpoints the
reasons behind his fandom to two characteristics of her work. The first, as we have seen,

is Qiong Yao's portrayal of relationships. The second, in his opinion, is the continuity her

books share with an earlier genre, known throughout the Ming (1368-1644 A.D.)
and Qing periods as caid-jiaren (7 FEEA) or scholar-beauty novels, a connection I
explore further in Chapter Five. He stated that while he also reads martial arts fiction that
contains some sort of love interest as a sub-plot, he also affirmed that: “I seldom go for
Kung-Fu without romances in.The idealised Chinese Coupling Model is: Hero-Beauty. It

will certainly [be] a pity for me that no beauty accompanies a hero for justice.”62

B of their lity to an i igation of readers’ uses and habits, I return to the
complex subjects of “escape reading” and reading addictions shortly. At this time,
however, I would-like to examine two related concepts in the context of cross-cultural
audience studies which carry problematic connotations when applied to Chinese readership
without some prior qualification: “fan” and “identification.” Indeed, the concept of “fan”
also carries a number of negative associations in English. For example, Harrington and

Bielby note an i ingly i is in media reportage on bizarre or violent fan

62QRH-13i.



behaviour in recent years which reinfc popular ypes of fans as i who

cannot easily separate real-life actors from their celebrity personas (1995, 2-3, 32).
However, despite its origins in the word fanatic, contemporary meanings ascribed to

the words fan and fandom do not only reflect negative undertones of excess and

obsession with specific popular cultural events, products, and personalities.63 A fan can

either indivi y or

also signify a person who participates creatively and
in a community of others sharing similar preferences, in popular culture —but who asserts
personal control over his or her choices, behaviours and the levels of intensity which
characterize them. This holds even though those practices may be in some sense
subversive, and neither shared nor fully understood by members of the individual’s social
networks which extend outside the fan community itself (Radway 1987, 107-08, 118).

It is possible then, that just as @nateur has taken on negative nuances in the English
language —from an individual who undertakes a course of action or inquiry for love to one
who does so as a beginner without the validation of having achieved recognized
professional status— fan has shed some of its more dubious shadings. This does not
appear to be true to the same extent in Chinese, however. Although it may be a case of
translated borrowing, a fan is “someone who loves something madly” (kuangre aihao zhe,
TEHRESFFE) or simply as mi () “ob d, confused, enchanted/fascinated.” This

denotes a state of di ion which is additionally modified by the particular medium that is
the object of the obsession, whether films, science fiction novels, or whatever. From

readers, [ discerned an overall sense that the word carries an underlying implication that

63See the special issue of Culture & Tradition (1987) which presents ethnographies of
individual fans across a range of popular media.

86



anyone who is obsessed or enchanted by something lacks at least a certain degree of self-
control.

Given these lexical colourings, it is perhaps little wonder that many readers, even ones
who avidly described a profound and long-standing passion for books, looked askance at

me when [ asked if they would describe themselves as fans. The response of a male

postd | student in physical Chemistry at Heriot-Watt University was fairly typical. He
said that he could not be a fan because, for one thing, he did not devote his attention
exclusively to a single genre. For another, fans are people who engage in very public
behaviours in order to express their predilections:
NCL: It depends on —to my view a fan is those guys, when he watch— for
instance, pop star, pop fan, and when they view, went to a concert and wave those

things [banners, signs. and so on.] And football fans, they wear the special clothes,
and these guys sometimes get crazy. <laughs> And if the definition is this, then I'm

definitely not a fan. [SK asks if a fan can just be an enthusiast.] No— I think even
it’s a fan, then he would always read these books, and always told people that book
or something about this thing —books. Or not miss any opportunities to get
introduced to authors, ask them to signature. Signatures, and this sort of things.
And I'm not close to that.6+
I suggest that for a significant proportion of the people I sampled, fans are equated with
another category of reader, those whose patterns of consumption are marked by what might
be called “fiction addictions,” a topic addressed in a later section.
Folklorists have long recognized that it is important to discern and appreciate the
categories people use to name and classify their own folkloric performances (Ben-Amos

1969; Casey, Rosenberg and Wareham 1972, 397). Cultural studies scholars, however,

caution that to restrict an analytical to named el plicitly found in the

cultural discourse under investigation is an “impossible intention™ which: “makes it

64NING Changlong, interview. 30 August 1995. Tape T9SNCL-14.
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impossible for the theorist to have any critical position independent from the people s/he is
studying” (Barker and Beezer 1992, 15). Both theoretical viewpoints have merit for
ethnographers of popular culture. To illustrate, [ would like to briefly discuss another
concept which, like fan, is not often given specific mention by readers but which
nonetheless informs their conceptions and experiences of reading.

Specifically, the construct of class exerts an important influence on the shaping of this

research. Although [ have deliberately rejected definitions of aesthetic p which

are too narrowly class-determined —since, as a folklorist, I believe that aesthetic

expression and discrimination is part of the behavioral repertoires of all individuals in every
community, just as I hold that every reader is a potentially expert reader— I cannot deny
that class is a contributing factor in readers’ responses. As I discussed in Chapter Two, the
participants in my study are primarily intellectuals, although their class positions are not
necessarily established by purely, or even primarily, economic determinants.

While it can be argued that most Chinese intellectuals abroad generally belong to the
middle classes of society, except perhaps during their years as students, [ did not find that
this was entirely the case in Beijing when I was there in 1990-91. Though profound
economic shifts have taken place in Mainland China in the last few years especially, when [
taught in China [ was told that teachers’ salaries were low compared with other sectors

where workers could receive production incentives in addition to their basic wages.

Paradoxically, he r, several stud told me that while the teaching profession was
not their first choice as a career as the wages were so low, there was some compensation in

the knowledge that teach pied a higher social status than ordinary workers.65

65See also Wong’s (1996, 377-90) perspective on the emerging and rapidly changing
Chinese middleclass.



Furthermore, it should be noted that although I do not deny that class is an important
influence in the ultimate pattern of my ethnographic data, these particular Chinese readers
did not often speak of class as a major social signifier. As the caveat from the elderly reader
in the last chapter shows, participants did alert me to potential sources of differences in

interpretation, although these were most frequently attributed to such contributing factors as

rural versus urban backgrounds, education, life experi and even age and gender rather
than class specifically.66
These fe of respondents’ di: i ding, I suggest that often it is the

case that even if an influence is not specifically delineated, its effects are still present. It is

possible that for many of these readers, past experiences with negative connotations

attached to class labels and their panying official redefinitions of social status by
exclusion have stripped the word of much of its critical significance. Because my study

focuses on the reading practices of essentially a single class —even though some of its

kg d I ot eth b oall T iate the

members may have different b

claim, for exampie, that Jin Yong’s martial arts fiction transcends class distinctions,

although other scholars have certainly made this ion (Minford, 1993, 1), includi
some of those I interviewed:

‘WZN: The people like Jin Yong’s novel. You can find, it’s very surprise, the
general people I mean —the worker, the peasant— they like Jin Yong's novel.
But in the university, even among the professors, among the high-rank officials,
they like Jin Yong’s novel too. And even in the Department of Philosophy.

66The rural-urban dichotomy, despite its significance to scholarly examination of the
specific conditions of Chinese popular and mass culture (Lee and Nathan 1985, 394; Link
1978, 178, 232-34), is particularly interesting in this context because it is not strictly true
that all of the readers I studied— or indeed, all of the tradition bearers who have informed
different facets of my folklore research over the past few years— are originally from urban
centres. It is possible for people from rural areas in China to achieve a higher education,
however, people who have done so have informed me that they faced difficulties which
they sensed urban students were not confronted with to the same extent.

89



Yeah! And among the monk in the Buddhist temple, they like to read Jin Yong's -
gongfu novel. So it's quite strange thing! I think there’s not that kind of novel
liked by so many people and so different people.67

One issue I can address gh eth phi parison and a certain degree of

h ical reflection, hi , is that of a reader’s identification with characters or other

aspects of a narrative’s construction. On the face of it, I would say that most of the readers

in my study, unlike several of Radway’s women did not directly
indicate that they identified with a major character. [ suggest that, while many reasons,

ludi dered diffe in i ion and discl may underlie this kind of

declaration, several stand out which have nothing to do with equally likely and certainly

more obvi lanati such as partici * rel to admit such fancies to an

interested stranger from a very different cultural background.

In common usage, [ have been told that identification in Chinese usually carries a
greater sense of the ability to diszinguish from or between people, objects, or events as
opposed to the capacity torelate them to each other. As well, for many of the Chinese
readers represented in my findings, the ability or willingness to identify or recognize
oneself in a character or in relation to a series of narrative events is inextricably bound up
with the desire to do so. It is certainly true that most male respondents who answered this

question either stated unequi ily, like Zh ing and Yubin, that they did not see

themselves in the context of the story because their lives differed so markedly from those of
the protagonist and other principal characters that there were no points of common

pond or —like Yinong— suggested that if they did make such connections they

were unaware of them at the time.

67WANG Zhongning, interview. 16 October 1993. Tape T93WZN-01/2.
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However, even within these affirmations, many male readers acknowledged moments
when their sympathy with a given character’s plight was aroused. One male postdoctoral
student in his early forties from Changsh: hatically d with a female student

who suggested that our feelings toward literature, like music, were sometimes beyond the
realm of adequate explanation: “When you read a book, it’s not that you decide how you
will feel, it depends on your type of need.”68

I am reluctant to attribute basic gender differences in this regard to a theoretical

formulation such as Chod ’s (1978) pt of the different emphases in male versus
female socialization for a variety of reasons, although Radway’s analysis of romance
readership cites Chodorow’s work and indeed, incorporates it as a unifying theme
throughout her discussion (1987, 13).6 In the first place, while the notion of the female
self as relationally defined and socially reconstituted certainly has merit for a western

cultural analysis, scholars such as Chow have argued that Chinese masculinity is also

d through collecti ks that shape identity, even though the locus of these
forces may have shifted in more recent times from the family to the state. Furthermore, the

construction of Chinese masculine identity may be just as vigorously subject to acts of

passive or “ inine” resi in P y texts (1993a, 112-14). As she further
argues in her critique of Jameson's postmodern gloss of a particular branch of romantic
fiction, the “Mandarin Duck and Butterfly” school (yuanyang hudie pai, BE®HHEEIR),
western concepts cannot be globally applied to other world literatures whose histories have

yielded different, 1i % ives” and ions to them, and whose language

68Male respondent, interview. 12 October 1995. Tape T9SVAR-26.

69Modleski (1984) also makes use of Chodorow’s work and reaches similar
conclusions to those offered by Radway. See Clancy (1992, 126-28).
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conceives of “the unpresentable” as something which reflects less the subversion of

modernist signifiers than an established classical aesthetic (1993b, 472, 479, 481-84).
Furthermore, it is neither the case that all works or characters inspire the same degree of

compassion on the part of the reader, nor that people identify most readily with the main,

protag as p d by a novel's dramatis personae. As Purdie finds,
Radway’s comprehensive but rather exclusive hasis on the rel of Chod 's
socially ked psyct lytic premises to the act of romance reading gave her readers a
p ially d scope for possible self-affiliation from the outset (1992, 159-60). As

a contrasting example, although Jing really enjoyed Tian long ba bu , the female character-
types in that novel did not provoke the same depth of emotional resonance as some of the

women in A Dream of Red Mansions :

Jidh: {BRTE< FEWE&i (R FAE
LEFHINE, A& EH:!ME&T&
EXFEZVHE. HUXERK
=4 BREFHIXLCBERK,
2o, WELERFRE, B g
MRRESRIEE C RN R E B < T?E‘ﬁ >.

FJ: But when I read Tian long ba bu— because there were many women in it, a
particularly large number of women. [ don’t think, as far as I would say, there isn’t
one ding or lary female ck They are all basically pretty much
the same. So, as far as I'm conc:med it’s really not easy to say that you can
identify one from among the others, and be concerned about their feelings,
personalities and destinies. If we are talking about reading Dream of the Red
Chamber, even though there are also many women in that story, yet you can pick
out a few, [ think that if you really like the look of one, you can quite easily take on

her role, [the character] or [put yourself in her place] <last word unclear>.70

B
lgeysic)
R
>

On a similar note, despite her general rejection of fiction now, Meng was quick to

acknowledge that, in her youth, she was as likely to throw her lot in with a character whose

70FANG Jing, interview. 31 August 1995. Tape T95FJa-15.
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fortunes were depressed if this choice reflected her emotional state, or like Jade, to side
with a villain if she was in a bad mood. Likewise, “Lingyun” was more likely to identify
aspects of herself in someone who was neither the most handsome, nor the most adept, but

who had a sense of humour. Indeed, as Brown suggests with many soap opera fans,

identification may not describe the plex and dy i ing of viewers’
to particular characters as aptly as the concept of implication : “where one identifies with

soap opera ch: until ing h that causes the audience member to back off

'S Dapp

and take a more analytical position” (1994, 16). Perhaps the implications some Chinese
readers make vary depending upon such factors as character-type, genre, or even individual
authors and particular works.

With certain genres, such as martial arts fiction, the chapter-driven structure may help
to facilitate reader identification by linking many smaller episodes that the reader may

choose to get into in some depth, in order to see each subplot through to its completion:

B —HOAUARMBAL <REE, BHER—S> KEFE@A/D &
. ARE/DAEERTHEOAT, FRURFE —EATAEBEL, BX
ﬁ%&ﬁi’ﬁii{*d\ﬁ)\1Eﬁ§5iﬁiﬁfﬂA%Fiuﬁ <REIER
B, ARBARMEANRRIEAR. > <FEX>:Theyidentify themselves as
one of the characters.

CHY: With the same character, <unclear, speaking a little fast> you have a little
story within another little story, then that little story links to the one after. You need
to finish reading before you can feel at peace. Because it’s very easy, I think from
seeing kungfu fiction people [fans] it's very easy to produce a feeling of
identification with the ch in the story. {Switches to English: “Do you know
what I mean? They see themselves as part of the story. You know, somebody will
say: ‘Oh, Huang Rong7! is as clever as [ am. So I can be Huang Rong,” you

71The heroine in Jin Yong's The Eagle-Shooting Heroes (She diao yingxiong zhuan,
CHTREZREESSD ).
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know They— <asks what rentong is in English, identify >....They identify
lves as one of the ch 172

Conversely, some readers may take identification to mean recognition of central issues

in the narrative, rather than locating the self in relation —or in opposition— to the strengths

and idiosyncrasies of a particular character. Identification may provide an enlarged,

reflexive viewpoint from which the reader can consider difficult challenges and dilemmas

vicariously in order to test possible reactions. As one female undergraduate from Malaysia

wrote concerning romance novels:

ﬁ&ﬁﬁﬂﬂii’&ﬂ‘l/blﬁ. A L RERINT (EEXE: “FENEFE
) 569 M EASEE. MAYBEEESHE. @0
ﬂﬁ%ﬁfﬂﬁﬁ’iﬁﬂuﬁﬂ!ﬂ]ﬂﬂk—ﬁ¥ HBAEREL, BHEHEL, HE
AQE% LW S HEE, REFIRERY, ﬁﬂﬁ&?ﬁéa. EHRE
SER. (EEXES: “BERHROSEXREROEE " ).

I don’t really have a favourite book, basically I like Yi Shu’s [in English: “a famous
writer from Hong Kong"] books. I feel that she depicts people really well. Each
character has a personality and special features. In addition, the stories are
concerned with everyday life, people and things. As far as daily life goes, it's quite
realistic, and I often find myself considering problems from the viewpoint
presented. I think this is very good, it helps me to understand myself to learn about

life. [in English: “It helps me to think or it dévelops my thinking.”]73

Finally, because I think it bears upon the topic of reader identification, most readers

agree that a good Chinese novel has neither an entirely sad nor happy ending, but an open

one which resists full narrative closure. The almost serial potential of Chinese popular

fiction suggests an analogy with western soap operas. Their similarly “always expecting

but never quite ending” structure allows the viewer to become simultaneously subject and

72CHUNG Huiyuan, interview. 25 Aug 95. Tape T95CHYa-12.
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— who is involved with and objectively di d from the actions and

of ch (Modleski 1990, 193).

However, as the readers’ views in this section demonstrate, identification is a complex,

ialized and the prepond of replies from women on this issue affect my

reading of it. Still, I can tentatively conclude that identification may be one facet of reading
that permits both male and female readers the possibility of cross-gender association as well
as the ability to approach the text from different viewpoints, a possibility that many

and eth hically-based studies do not seem to readily admit (Clancy 1992,

129). I will return to this issue in Chapter Six, but I suggest that a “fragmented” or

“dispersed” gaze may not only ch ize female or “feminized” modes of
consumption. While I did not encounter any men who said that they actively identified with
the heroine, I did find men who rejected linear reading styles that focused on the primary
male lead, as well as women who chose to “stand and deliver” with male heroes or villains.
To return to the speculation offered by the male reader earlier in this section, identification
may be not so much predicated on established patterns of individual commitment or

decision-making —or on the exigencies of the textual choices available within the reader’s

psychological and cultural sp: as on sp desire. Next, this discussion
examines how readers view the dialectic of tradition and i ion which informs Chinese
popular genres.
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3.2 Shades of Tradition in Contemporary Relief

3.2.1 The Interplay of I ion and C ion Revisited

As with the various functions of the act of reading and their relationship to many
fundamental social uses of folklore which I investigate in the final section of this chapter.
the central correlation which forms the subject of the present discussion —the dynamic

lay of tradition and i ion in texts and its i on

P P

—is

also an tenet of y theory and practice in folklore (Toelken 1979,

10, 35). Tradition, as it is conceived by folklorists, is “a process, an integrated style of
creation,” where “history, culture, and the human actor meet” (Glassie 1995, 408-09).
This ongoing engagement occurs despite —or perhaps because of — the seemingly

dissonant solitudes of i d by the dy ic itself, such as creativity and

, whose bilities are, if anything, enlarged in an ethnography of

reading, where such loaded words as “fiction” and even “novel” are admitted as necessary

commonplaces (Williams 1983, 80, 82-84, 134-35). The concepts of tradition and

innovation both carry positive and negative on the perspectives of
participants (Williams, Keywords 319-20; Ben-Amos 1984, 99), and non-participants
(Cothran 1979).

duced

According to Cawelti, narrative pl is p in resp to the intensification

of familiar experiences, which, in the context of the reading process as a whole, involves

striking the right balance b i ion within ion” (1976, 10). He explains
this interrelationship in the following terms:
- all 'cultural products contgin a _mix(urc of two things, conventions and

i C and have quite different cultural functions.
Conventions represent familiar shared images and meanings and they assert an
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of values; i us with a new perception or
meaning which we have not realized before. Both these functions are important to
culture. Conventions help maintain a culture’s stability while inventions help it
respond to changing circumstances (1971, 28).

While [ agree in principle with Cawelti’s basic premise, I think it is important to

& ledge that this qui ial equilibrium is culturally and historically negotiated by

each individual reader and, as such, produces qualitatively distinct experiences of

satisfaction. Using several les of iti ing different worldviews and

personal aesthetics, Glassie points out that people working within systems of tradition do
not only have the option to reconstitute exact replicas of a received heritage: “In one
dynamic, the whole is repeated. In another, entities are dismembered and essences are
preserved. In a third, what is preserved is a general tone, a sound, a look, a certain spirit™
(1995, 408).
In order to appreciate the reactions of the Chinese readers who responded to my query
regarding the presence and nature of classical and folkloric content in their preferred
 fictional genres, it is necessary to consider both the historical implications of folklore, and

range of resp " perceived

Sl

specifically of oral traditions, as well as the p

degrees of freedom in inter ion. While Chinese popular culture has traditionally been

P

the site of regular conversation between elite and folk culture (Johnson 1980, 505), the
choice of sides in the ideological argument —and indeed, at particularly foregrounded
historical moments, the precise separation of the sides themselves— has often seemed

neither fixed nor particularly clear-cut (Link 1984, 108-09). Furthermore, Chinese folklore

and literary traditions have shared a long: ding, mutual ion (Wang 1988, 839)

which encompasses the processes of synthesis, borrowing and simulation which may be



saidtoch ize the relationshi folklore and i g lly (Taylor
1965, 37).
Relating to the second point, readers’ answers reflect differences in their perceptions of

what certain i d ded, for le, whether the focus suggested a

concentration on larger modes or discrete metaphors (Toelken 1979, 338-40). Although a
total of fifty-three percent of taped interview and survey respondents noted the p of

ic and cl 1 in popular fiction, the overwhelming proportion of these

responses —which hed ninety-p of questi ire replies and reflected

considerable breadth of genre preferences— pointed to the use of traditional folk speech,
such as pi bs, and of classical poetry. As might be expected, most readers had

difficulty citing specific ples, though they indicated that such devices were commonly

used, especially in the martial arts fiction of Liang Yusheng (F]4), as well as Qiong
Yao's romance novels.
By comparison, in answer to related questions posed on the revised7+ questionnaire,

sixty-one percent ioned the use of traditioral episodic structuring such as chapter-

f and di and roughly nineteen percent described other

driven p

elements, such as the use of Buddhist and Taoist imagery and references. Sixty-eight
percent of readers observed that characters in popular fiction bore a certain resemblance to
classical or folk heroes, like “Lingyun’s” identification of the essential qualities of Zhuge
Liang in a variety of kungfu fiction character-types, as described earlier. Also, I should
point out that eight readers, one-quarter of those who completed either the handwritten or

electronic versions of the revised questi ire and also referred to the of folk




and classical allusions and | patterns in popular literature, asserted specifically that

they felt these features detracted from their general enjoyment, and they tended to reject

novels which extensively employed them.

The observation regarding ch: isan i ing one. G Ily speaking, while

readers rejected the idea that individual popular characters were outright “remakes” of
earlier ones, many suggested essential similarities in personas or character-types which
gave them the sense that the contemporary fictional actors were comprehensible and
familiar in a broad sense. According to Idema, while western heroes reflect a worldview
which places great emphasis upon the individual:

The heroes of Chinese fiction, it is generally agreed, are much less individualised,

much more “types”; the author tries to characterise them by one or two essential

traits, displaying also little attention for individual psychology, but rather showing

their nature through their actions and conversations (1974, 51).

As [ stated above, some readers preferred not to be able to make completely positive
identifications: they wanted the conventional types inhabiting a new novel to be dressed in
sufficiently innovative uniforms (Roberts 1990, 101-02) that they appeared potentially

ble, but ined p lities with whom the reader was largely unacquainted.

In closing this section, based on readers’ descriptions —which are highlighted in more

detail in the next two chapters, depending on the respective genre to which they pertain— [

suggest that most readers represented in this study appreciate the ion, rather
than the strict repetition, of tradition. While writers of Chinese fiction need not adhere to

the pted canon of historiography, a ible author, like a reputable oral historian,

q hi

identifies the indisp aspects of tradition, and merges culture and history in “a

creation of the responsible self” which is received by the audience as an original tale

(Glassie 1995, 399, 407).



3.3 Chinese Popular Literature and Some Functions of Folklore

certain fi

At this point, I want to explore some of the

P

of folklore and Chinese popular li My main purpose in g a

of the ways in which genres are used, both in reading and in other aspects of expressive
culture in everyday life, is to propose an alternative way of dealing with some of the
weaknesses of the “uses and gratifications™ approach, including the different uses which
may be attributed by different scholarly takes on the same media instance (Berger 1991, 91-
92; December 1996, 28-29).75

Also, I want to demonstrate that this chapter, despite its title and some of the issues

raised, does not rep a straightforward ion of this approach, especially since

this methodological stance, like reader-response criticism, does not actually require the

presence of an audience, but can often operate by means of theoretical introspection. As [

stated earlier, while rig th ical formulation is often insightful and may even
produce results which are borne out and pl d by ethnographic i igation. it
can risk projecti itudes onto an audi which does not share them. I see this as an

exercise in misrepresentation which can surely be avoided in large measure if, in the course
of our theorizing, we take time to talk to real audience members —and then listen.

For example, while [ acknowledge its place as an important study which anticipated and
contributed to her 1984 monograph, this occurs, to some extent, in Modleski’s “The

Disappearing Act: A Study of Harlequin Romances™ (1980). Her tone, while

d dably critical of a medium which purports the need for women to reconcile the
75*Media i " is E ’s term for a temporally-defined media object linked to
media by ion, such as a particular program in a specific time

slot that is regularly watched by a g'mup of viewers.
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ideals of true love with the realities of male brutality, is also tacitly dismissive of the readers

who may use these novels in order to help them negotiate such questions.

I do not believe that these overtones can be entirely attributed to Modleski’s rejection of
hnographi hods, h . Purdie has also noted this underscoring of scholarly
distance in Radway’s work, in everything from her di pondents’

clothes, to her emphasis on her detached relationship to the texts themselves, to the
acknowledgements which preface her book, in which she thanks her husband in such terms
as to suggest that she achieved the romantic ideal which she states repeatedly eludes her
readers, except between the pages of the books they so cherish (1992, 152-54, 161).

In contrast, I get a clear sense of Bacon-Smith’s struggie to overcome her

certain th i 1 in the various genres of fan fiction

unwillingness to
she read, and of her respect for the communities of women she studied (1992, 268, 270,

279). In additi Ithough it is ially also a text-based study, and one which profiles

“ballad women” whose options and tactical repertoires are in many ways as circumscribed

as those of novel heroines —and who, , rarely if ever have the formulaic
certainty of the happy ending to fall back on— Stewart’s ination of female ch
in Child ballads does not slight either the tradition or, by ion, the ions of real

singers for whom the songs held such profound significance (1993, 56-57).

Furthermore, I agree with Narvéez that individually-centred audience ethnographies,
that is to say, audience studies undertaken from the perspective of folklore, have much to
offer cultural studies. A folkloristic methodology and rationale would help widen the

analytic scope beyond a “consumption-transformation model” of possible audience

as well as ider diachronic aspects of popular traditions, thereby elucidating

P

the historical basis of a group’s popular culture (1992, 27-29). Such investigations are
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neither “apologias for mass culture” (Modleski 1986, xii), nor exercises that feature only
the positive aspects of people’s reworking of popular cultural products into personal
to the ulti itigation or denial of the underlying boundaries on viewers’

&

P options as d ined by the genuinely powerful forces of cultural production
(Jancovich 1992, 141-42).

Popular culture fans in general, I think, are acutely aware of moments when the
products they have to choose from fail to fulfil their expectations (Heggli 1993, 12;

Radway 1987, 49-50). As Bacon-Smith d many fans’ subseq ex

and revisions of selected texts fill in gaps or traverse discursive roads not taken by the
original production (1992, 66-67). Although Jenkins’ (1992) application of de Certeau’s
(1984) ideas created a penetrating lens through which to analyse television fandom. I do
not believe that creativity in popular cultural reproduction is ily always

from the array of subversive tactics of power To maintain such an attitude seems
to me to subscribe to an outlook which posits “the folk™ as not only silent, but also more or
less hopeless as well, active bearers of popular tradition-as-surrender (Williams 1983,
319). It strikes me that more often than not, people like to play games that they can win and
then talk about later. And victory, in the absence of any kind of empirical evidence such as
a final score or the loss of a chance to play again, need only be subjectively defined in order
to produce a feeling of satisfaction.

In the final sections of this chapter, [ discuss certain key uses of reading by locating
them within the set of folkloric functions outlined by Bascom: amusement, education,
validation, and maintenance of cultural norms (1965, 290-96). I acknowledge Oring’s

critique of B 's application of functionalism to folklore, and note his objections that a

functional approach can neither explain the origins of folkloric phenomena in culture nor
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account fully for processes of stability or change beyond the explanation of observable

patterns (1976, 70-74,78). These objecti notwith ding, Bascom’s functi are a
useful tool for organizing and discussing the uses of reading outlined by readers in my
survey be: his f¢ lati closely with readers’ expressed opinions. First. [

look at the role of reading as entertainment in relation to “reading as escape”™ as well as a
degree of narrative abandon which conceivably takes that function to its limits of excess,

addictive reading. Second, I ine the i function reading plays in informal

P

instruction. Third, I describe another major facet of the act of reading in juxtaposition with

the roles of cultural sanction and censure, the compensatory nature of popular literature.

33.1 A Escape Readers and “Fiction Addictions”

Initially, many people critical of popular fiction equate reading for pleasure with reading
for escape. In everyday usage, popular fiction is often dismissed as “escapist reading.” The

b the pl derived from a controlled and delimited form of escape
such as that provided by reading popular novels deserves further analysis. Roberts points
out that for many readers, “escape” may signify going ro an activity that is somehow
intrinsically satisfying, rather than fleeing from one that is more aversive (1990, 96-98).
As | stated earlier, for Cawelti, the reader’s delight comes from the ability of popular
genres to present a familiar experience, one which intensifies our feelings through a safely
detached fictional frame, in a seemingly new way. This power, he suggests, lies in the
basic formula underlying any particular genre. Popular genres, such as kungfu adventure
novels, far from being simply constructed, are comprised of formulas which he defines as:
*...a combination or synthesis of a number of specific cultural conventions with a more

universal story form or archetype™ (1976, 6). Thus, a kungfu novel reader’s pleasurable
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experience may derive from the expert recognition of a skilled author’s introduction and

lation of i ive el within the basic p 'y to the definiti

P

of the genre, the har i and fusion of “i ion within convention”

(Cawelti, Adventure 10).

The reasons behind the popularity of fc las are plex. F . bine both
ritual and game elements, such that we not only experience vicariously spectacles which
may include elements of danger or risk from a safe vantage point, but also participate in

activities in which escape —in this instance, imagined through the story and enacted

ily through reading— b a vital comp of (Cawelti 1971,

30-32). Regarding the more playful qualities of formulas, Cawelti writes: “Thus the game

dimension of formula is a culture’s way of simul ly ining itself and of ing

Bl
P

human life” (Mystique 32).

an pattern of temporary escape from the serious restrictions and limitations of

Escape may be seen as one form of pleasurable response which the reader may choose
to intentionally construct, rather than one which is merely elicited by the formulaic text.
Radway found that when the romance novel fans she studied spoke of “escape,” they were

referring to two facets of reading: 1) a “free space” where they could elect to read instead of

performing the othy d activities normally iated with their roles as wives and
mothers, and 2) vicarious identification with a cherished heroine. By selecting stories
which fit their aesthetic requirements, for example, the need for a happy ending, the

women felt that they were acknowledging, and to some degree fulfilling, a need to nurture

and value themselves. As Radway says: “Although the experi is vicarious, the pl
it induces is none the less real” (1987, 100).



In the interviews I conducted, readers spoke of temporarily “escaping” into privacy
through reading, as Jade described in the previous chapter. Moreover, the function of
escape itself was viewed in very different ways: positively if linked to opportunities for

1

self-instruction, and negatively if seen as a possible site of self- ption, that is. as a

potentially addictive response. In general, women tended to discuss the pleasures inherent
in escape reading —which included informal instruction— whereas men stressed the
educational benefits as the primary purpose of the activity, a pattern also manifested in

other studies (Bird 1992, 143-51). In a similar vein, Bacon-Smith suggests that while

domi cultural attitudes are predisposed to the trivialization of women's activities and

spheres of discourse as “play,” and “gossip,” the ability to engage in creative, non-serious

representations of texts which are significant to the particig y ity is an imp

indication of with the symbolic lexicon of fandom (1992, 152-57).

Furthermore, playful expertise is seen as subversive of masculine cultural values (Bacon-
Smith, 289-91). As [ discuss in Chapter Six, however, “play” or “gossip” are not restricted

to feminine audiences or modes of response.

To highlight this often marked pare the following ions to the topic of
“reading for escape.” Chen Meifang, a twenty-five year old female reader from Taiwan
who had studied in the United States before coming to Britain to undertake a doctorate in
applied linguistics, noted that while she read widely and generally felt enriched by most of
the genres she chose from, she preferred the quality of playful flight offered by travel
narratives:

CMF: Escape reading for me will be my favourite genre, the traveling one.

Because that’s the only way I can persuade myself these things do exist [exotic
places, cultures and customs she has never seen or experienced] in the world. It’s

waiting for my exploration sometime. If I have a lot of time, if a lot of money, I
will launch forward. I think that’s the best place to find escape. When I read
Qiong Yao's romances I hardly can find escape. Because, you know just by
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looking around, I don’t see a man who is both humorous, rich, graceful and always
akind of soft language to you, always writing love poems to you, and say:
“We could die for our love tomorrow, if we want.” So I find no escape inside
romance novels]. And science fiction, basically I am quite sceptical about the
power of technology. So although I could have a high dream that maybe someday [
could fly in the sky, fly to any place I want, solve any problem by a certain
equipment —just have to use my brain, don’t have to use my physical power— but
I find that escape may be limited to my grand-grand-granddaughters! <Laugh>
Okay, and what else? Also say like, a lot of people like wuxia xigoshuo [martial
arts fiction, E4#/I\i¥], because they find a lot of escape and seek justice. They
say: “The good will always gain the power and the bad will always be terminated.”
Well I think, if you read more in Chinese history, this is hardly the truth!
<laugh>76

By contrast, a male reader of thirty-one who was in the course of completing a doctoral
degree in material sci Ithough he described himself throughout the interview as a

highly motivated reader of a variety of genres, including especially Jin Yong’s martial arts
fiction— did not even acknowledge “escape” as part of his vocabulary. in either English or
Chinese. Once he grasped the meaning of the concept he stated adamantly in English: “No,
I don’t like this.” He went on to distinguish himself from readers who might be so
inclined, for reasons of limited time or interest, to allow themselves to be seduced by

“shallow” or “easy” reading:

BikE: XEH, A-FHBENASKEXMHE<EER: “FH" >6

/I\li. ﬁ’\ﬂh’éft‘l? &KEREE#B@A\R. RERXFHUE<EFE>RE,
>HTE T REILFR< AEXBE>. BAEKN<KEE F>FET

TUEﬁ’A@’E5 R < FHE > REKIEFH /.

Male reader This is to say that there is a type of person who likes relatively <in
English: “easy”> books, do you know what [ mean? I don't like this type of book.
[ like those that are <pause> once you finish, you still <uses English to explain>
Means— some novel you just finish last page, then you <pause> forgot all.
everything this book, after read! <laughs> <S back to Chi But some

76CHEN Meifang, interview. 5 September 1995. Tape T9SCMFa-18.
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book, <says “book” in English> after you read it, you may think of many things,
or you <unclear>. [ like these sorts of books.77

Clearly, for this reader, escape represents a less desirable, or at least less respectabie,

outcome of reading. Although in the p ding y he d escape reading
with the worthy enterprise of reading as instruction, a function I explore more fully in a
moment, it is interesting to note that, on two other occasions, including an earlier point in
our interview, he related escape to addictive reading. Echoing sentiments similar to those
expressed by one of Radway’s key reader-experts (1987, 87) —but from a standpoint
which placed him unequivocally outside his intended comparison group— he stated that,
for some people: “books are like drugs™:

BiRE: KR <E@ > EHA <MW > S/, BRI/, BEG/NBE
w, EMR<AZEN: ERMNEERT >ERT, EUEALARE?
WE—&, REERFE A, Fl?'z'.ﬁ. AERT,  HEE ETRE_EL,
BERBE=A, AlEABHAMFHTER, FECHEAMIHY, 48
ETREAS, IRAMZ < FHEER: “RBHEES" >.

Male reader: This is <pause> to read <pause> Jin Yong's novels, martial arts
novels, it’s like <says in English: “take drugs™> read it to the end, maybe there are
five volumes, right? Read one book, then you want to read the second, don’t eat,
don't sleep, you just want to read. Read the second volume, and you also want to
read the third, you could say that everyone enters the plot of the story, you yourself
enter the story’s plot, it’s important to understand this. This is like people taking
<literally, “eating™> drugs. <says “drugs” again in English>.

From the rest of his interview and other similar declarations, I suspect that his
assertions would benefit from some further clarification, however. Specifically, while he
readily admitted to a general fondness for reading books “all in one go,” he did not become
absolutely enthralled as a rule due to the propensity of much of popular fiction to exhibit a

strong beginning but a weak finish. In general, chances were good that he would still finish

77Male respondent, interview. 12 October 1995. Tape T9SXHZ-25.

107



such a novel, but he quickly became disenchanted with books that exhibited a pattern of
narrative decline, which he described as “start with a tiger’s head, but end with a snake's
1ail.” (hutou shewei, §& k¢ ). It was the likelihood of the occurrence of this type of plot
progression, or perhaps I should say, regression, that in fact prevented him from
becoming addicted.

“I really love kungfu novels, but I'm not an addict,” was a common response from
many of the readers [ surveyed. Most regular consumers of kungfu novels are aware of the
possibility of addiction to the genre, even though they may be unwilling to admit that they
once were, or perhaps still are, “fiction dependent” in this respect. As might be expected,
reading is a highly individual and rather numinous experience for most people, and

therefore specifying the precise nature of this condition of hei almost ive,

involvement with the story-world is extremely difficult. In the model outlined earlier in this

chapter, I suggested that a reader who is experienced with the genre, has a high aesthetic

invo with a ive text within that genre, but who maintains a minimal

P

di or level of

disbelief may be predisposed toward at least temporary addiction,
recalling Roberts’ concept of cyclical “addiction clusters™ (1990, 75). It is also possible that
for certain individuals, short-lived or intermittent “kungfu fiction binges” may contribute to
a reader’s later development into an enduring fan of the genre, again showing that reading
repertoires can change over time.

Many readers suggest that the lived-world of the martial arts novel, the jianghu ({Li#)
is constructed in such a way that maintaining one’s ground in relation to the narrative is
difficult. During one of our interviews, Zhongning remarked: “Ren zai jianghu, shen bu
you ji,” (ATELL¥], S7AEHC) that is, “Once among the ‘rivers and lakes," a person

can’t control himself.” It is interesting to note that Zhongning’s account of his reading
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experiences with a good novel in some ways mirror the training and philosophy of a
gigong (“3Yfj) practitioner, someone who learns to control and channel vital energy
through such practices as fasting and breathing exercises. As with many other readers, both
male and female, Zhongning stated that while reading, he goes without food or sleep, and
literally devours the story all at once. Similarly, Jade declared that although she could often
listen to music while reading romances and other genres, the fast pacing of kungfu novels
required her full attention, and she did not usually have music on while reading in that
genre because she could not attend to it simultaneously.

In fact, evidence points to the possibility that most readers have experienced something
akin to addiction clusters, even though'these periods of intensified enthusiasm for certain
kinds of texts are often notably sporadic depending on how much time an individual has

available for reading. Among questi i pond: for ple, seventy-two percent

of male kungfu and romance readers said that they preferred to read a good book in one
sitting if they had the opportunity. Of these, forty-eight percent did not take breaks to eat or

sleep. Comparably, all nine of the female readers who indicated a primary i
toward martial arts fiction stated a preference for reading a book straight through if
possible. Five of these readers also said that they preferred not to interrupt their reading by
eating or sleeping. Finally, a total of fifty-nine percent of male readers of these two genres
stated they felt that “life was missing something” if they could not read at all, as compared
with fifty-three percent of female readers with similar generic preferences.

Apparently, however, just as many Chinese can give accounts of young people in their

acquaintance who studied gigong too obsessively, ultimately requiring the intervention of a

master practitioner to restore inner bal, to 1 there is a tacit

acknowledgment that readers too can “go too far” in their consumption of popular fiction.
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Meifang said that while she enjoyed some martial arts fiction, particularly Jin Yong’s
stories, the genre had become associated with a tragic mishap in her family:

[SK asks if she likes to read martial arts fiction.] CMF <says yes, but >: It’s such
an issue <laughs> I get a problem with my parents and it's never allowed to—
APPEAR IN MY FAMILY! <laughs> Because it’s a sad story with cousin in my
mum’s side, it’s the son of my mum'’s eldest sister. He’s the only— he was the
only son in the family, and he read too much of it, and he really did believe by
some practice you could, you know— neigong [[43]]. literally. “inner gigong,”
something— and he tried to fly from the second floor. And get a serious fracture.
After that he become a kind of cripple. And so, ever since that episode, almost all
the relatives, you know, throw all the wuxia xiaoshuo away.

On the surface at least, compulsive kungfu novel reading does not appear to be linked
to other common comfort addictions, such as those associated with certain snack foods or
special places and times for reading. In my research to date, readers of these novels often

state they read anywhere, anytime, and, with the exception of Zhengqi’s description of

eating roasted watermelon seeds while reading romances mentioned in the last chapter,

generally do not eat while reading. It is possible, h , that itory addictions are
connected to another positive source of comfort for readers— the levels of connotative
language used in the stories themselves.

Although I discuss the world of the kungfu novel, as well as gendered responses to it,
in greater detail in Chapters Four and Six, jianghu as a narrative construct has as much to
do with language and layers of meaning as it does with setting and subculture. According

to Loh, ene of the most enjoyable aspects of Chinese popular cultural productions is the

intermixing of folk and elite el so that audi can participate and construct
meanings on many levels (1984, 173). For O university stud at least, addicti

may be partially a function of the subversive pl of ping into levels of one’s own
languag izing a proverb, li ing for a on the archil ics of a little-
used, but how fitting ch d di b and gniti or
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discovering that the chapter headings comprise a poem which emulates a classical meter
with considerable skill.78

It is possible that for some readers the experience of a mild form of “fiction addiction™
is a precondition for developing the sensibilities of a fan. This development of fan identity

naturally includes the individual’s maturation into an expert, critical reader. Like Bacon-

Smith’s ing of an episode of sp speech play within a group of female

media fans cited above (1992, 152-57), Jenkins also finds that experienced fans derive
great satisfaction from the ability to hold the genre at arms length, to use it for performance
and play (1992, 65). Linked to this emergent mastery are readers’ recognition and
exploitation of the information value of their preferred genres, a theme discussed in the next

section.
3.3.2 Education and Instruction

As [ have already d d, related to the function of reading for amusement and

escape reading for instruction. Radway observes that one of the explanations readers in her
study used to justify the time and money spent in the consumption of romance novels was
that the books had instructional value. Through reading, the romance novel fans gained
information about distant places and cultures, depending on the setting of the stories.
Radway found the women initially defended their reading through arguments which are
central to a consumer society: since the women spent so much time and energy taking care
of others, they too deserved to pamper themselves occasionally. By then justifying their
behaviour by appealing to traditional values like the work ethic —that such reading is a

means of informal education which makes them better informed people — the women were

78As they do in Jin Yong’s Tian long ba bu. See Minford (1994, 7).
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also identifying with a value system which they perceived as socially more acceptable in

keeping with their roles as women. Hi 3 the; inued to engage in an
g y gag

activity which takes away from the central focus on home and family, Radway suggested
that: “In so justifying the act of reading the romance...women affirm their adherence to
traditional values, and, at the same time, engage in a form of behaviour that is itself
subversive of those values” (1987, 118).

Similar arguments were given by the Chinese readers [ interviewed. Of particular
importance to readers was the fact that reading the novels helped them stay in touch with

their own written language and culture, and expand their general understanding of the sites

of interaction between their respective cul life i —and not infrequently,

their chosen fields of study— through reflection. However, as Jade’s detailed description
of clandestine reading during class in the last chapter showed, elements of subversive
delight can certainly underscore readers’ motivations. Despite the domestic ban on the
genre in her family, Meifang did take up reading Jin Yong’s novels in college in Taiwan

and hing filmed ad ions on television, though app ly not in direct protest of her

P

parents’ interdiction. She, like many others already described, found Jin Yong's
historiography both absorbing and highly informative:
CMF: And first, [ always insist [ must finish reading the first volume because Jin
Yong is such a good writer. He's very truthful to history, and he tries to —not
rewrite— but describe history in a very interesting way. And I learn more about
history facts from his writing, especially in the first volume of every series.
Another student, a history postgraduate also from Taiwan who enjoys the work of
several Chinese, Japanese and western authors, including especially Italo Calvino and

Umberto Eco, finds in the act of reading a space for the testing of alternative historical

scenarios. She feels that this is a creative exercise in hypothesizing which ultimately

112



complements her research, even though it subverts the b of history as

truth or canonical fact into history as a frontier of unexplored possibilities:

CHC: Sometimes I think it’s very important, also for my study. Reading those
novels, they re very helpful for me. [SK: “What do you mean, how were they
helpful?”] I think, in some ways I think fiction or novel is, you put people in an
unagmed stuanon. and see what, how they, how they move and how they— well,
it’s justa h h of a si  And first, history is a little bit like
lhal.lsntll"ltsalsoa, icul ion, and in this situation people, how they
act and react, something like that.... It just gives you new ideas, and to do history
studies it’s very important that you always get new ideas. <laugh> You see in these
things that you get out new ideas, different ideas, so you can organize historical
things into a—into a thesis! <laugh> You can organize them and say what you want
to say, and that’s what I think about history study. So I think, sometimes [ do learn
a lot from this, these novels—and sometimes it may be better than those old
professors at university! <laugh> [SK asks if reading fiction can be a way of
_mmm_] It doesn’t have to be real things, just imagined. You know,
you just imagine a man in a snruanon. sometimes very — very <says “abstract” in
Chinese, ch &> ab ion, you know. And you, you— think
about the <pause> poslbdmcs Yeah, that’s ‘the word, possibilities, something
that’s very interesting to me.79 -

In the final section, I want to consider the compensatory nature of reading in light of

folklore’s 1 y functions of the validation and preservation of cultural values and
norms.
3.3.3 Redressing a Different Bal. Comp ion in Traditi

From her eth phic i igation, Radway luded that the p y aspect
of popular ption p d her female audi in two distinct but

interrelated ways: providing personal enrichment through vicarious romantic support, and
supplementing each woman’s ongoing informal education with information about places,
mores, and historical moments that could be usefully and strategically deployed in everyday

life to the general benefit of her self-esteem (1987, 113-14). In this sense, reading

79CHANG Huiching, interview. 1 September 1995. Tape T9SHCC-16.
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romances validated the women’s ional and intell | needs as imp and worthy
of male solicitude.

At the same time, h ., Radway luded that these readers’ momentary

t ions of patriarchy, through their insi on allowing th lves time to read, for

example, did not radically displace or chall the domi ideology of male control.

Rather, habitual reading seemed to equip these women with a willingness to acknowledge
its role in their lives and, more significantly perhaps, to facilitate an acceptance of the day-
to-day compromise of their own potential by their tacit agreement to work within, rather
than actively protest, the boundari ished by the paradigm of line culture (78).

In this regard, it may be said that reading helped maintain the status quo by helping women

to their disad: d positions within the larger social structure.

The compensatory function of reading then, seems to occupy a position intermediate to
the other two functions of folklore which Bascom identified, and to subsume aspects of

4

a of readers’

both. This chapter as well as the previ one f

celebration of the vibrant cultural and historical elements found in the genres from which

they derive obvious pl People maintain a sense of cultural ion through
reading, even though they may be acutely aware that their experience of contemporary
social reality may not measure up to the utopian —or at least less socially constrained —
environment of the novel.

Justice and romance provide a case in point. Elsewhere,80 I discuss the different

o q

of linity as

in the hero-types and the essential operating

principles, or basic phil hical ori i which are emphasized by and

80See “Paperback Haohan and Other ‘Genred Genders’: Negotiated Masculinities
Among Chinese Popular Fiction Readers” (Kozar, 1997).
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martial arts fiction. These are the caizi (74 F), or talented scholar and ging (%) or

love/sentiment, and the haohan (#3) or “true, brave hero” and yi (&) or

&

/justice respectively. Although these ideals are not necessarily mutually

exclusive, they di d the hero’s ing devotion and are not found in their purest

forms in the real world beyond their generic embodiments.
In his seminal study of the history and popular traditions associated with knight-
errantry in China, however, Liu highlights several points of convergence and contrast

between the chivalric concem for justice and the views expressed by prevailing political and

philosophical ideologies throughout Chinese history, and he further suggests that the
righteous ideal could be taken to ily violent (1967, 5-12). These

historically grounded provisos aside, Meifang mentioned earlier in this chapter a possibility
echoed by other readers, that people attracted to kungfu fiction are compelled by the pursuit
of justice. Likewise, Zhongning suggested that readers of kungfu novels found a measure
of redress in an unfair world:

WZN: ... the social system is limiting, so people cannot find the solution in, what

do you call— true, actual world. So they just read that kind of gongfu novel look

for a fair system and fair things in the novel! It’s kind of, what do you call—

compensation? [SK: Compensation.] Yeah, compensation. I think it's a very
important factor for so many people to read that kind of novel.

On a comparable note, some mature male readers may turn —either periodically or

regularly— to romance reading, like their younger parts, “to learn hing about
love,"” but for reasons that have less to do with curiosity than a sense of loss. For example,
T interviewed an older male student at Memorial University who was then a postgraduate in

the Chemistry Department. He was close to fifty. and highly respected by younger

1l and i who frequently sought his advice. He had, however, one habit

that some of his male compatriots found difficult to reconcile with his otherwise sagacious
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d He exhibited a curious penchant for reading “books for ladies,” notably the

popular romances of writers like Qiong Yao, whose works were absolutely anathema to

diehard, exclusive martial arts afici dos. When I deli ly asked him about his
seemingly unorthodox predilection, he replied: “It’s simple. As a young man, [ was sent to
the countryside like many others. And we were not allowed to fall in love.” Yubin also
expressed a rather poignant regret at not being able to read as much as he felt he should
have when he was younger. Although he has remedied this to some extent in later years, he
feels that the reparation, at best, is i pl

HYB: [ regret very much [ didn’t read enough when I was young. And later [ read
some [novels], and I suddenly realized many things I didn’t realize. So I felt it was
a great pity....one thing is particular, you know, I was, I just reckoned [ was not
romantic enough. The simple reason is just I didn’t read enough novels! When I
feel that, that feeling was caused by novels, just by reading novels. So [ just feel
the difference, so I just felt I should have done that. And look what I missed, the
loss I missed, and it was too late. You know hing, you can’t p

when you get old! You know you can get a lot of lessons, revelations from
novels.... And especially when you are young, [ think you should read as much as
possible.

For some readers, it appears that the genres they find most appealing are those which
simultaneously allow them experiences and small victories that they might otherwise
continue to be denied —the fleeting chance “to live a life which is always too far for you™
as one reader put it in the preceding chapter— within a narrative framework replete with the
historical and literary allusions that imbue them with profound joy and pride.
Compensation for unredressed wrongs or unrequited passion need not be made, it appears,

at the expense of a basic love for cultural identity.
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3.4 Conclusion

This chapter has been d with the exploration of the plexities of readers’

aesthetics, their uses of reading —as escape, i jon and i and the

b these ial and the functions of folklore. I also d

to define the operation of readers’ disbelief and its pivotal imp toan

of the diffi b key reading p which were described by participants in my

study, such as fans and readers. In addition, [ ined some of the p

hed to imp pts and p like “fan” and “identification.”
In the next chapter, I undertake a diachronic overview of the generic antecedents of the
contemporary martial arts novel, as well as a synchronic investigation of some of the

significant features of the contemporary genre.
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Chapter Four: Chinese Martial Arts Fiction

4.1 Introduction

Try to imagine the fascination that nught be exercised among English readers
by a (hitherto non- ) genre the content of good old-fashioned
cloak and dagger romance (well told— a rattling good yarn, preferably set in
seventeenth-century France, or during the Jacobite uprising, or in the British Navy
during the Napoleonic Wars, or the late British Empire), with a certain amount of
material from the Occult (the Knights Templar, the Cathar Treasure, Nostradamus,
etc.), and a lot of detailed (indeed fanciful) description of some national sport that
combined the excitement of duelling and boxing with the underlying ‘national

hilosophy’ of cricket (Minford 1993, 3).

The above hypothetical description of an English equivalent to the popular literature
which is the focus of this chapter, Chinese martial arts fiction, provides some idea of the

complexity of this genre. Martial arts fiction is the adventure genre most widely read by the

readers who participated in this study. In particular, b of the ack ledged mastery
of one of the genre’s best known authors, Mainland-born Hong Kong newspaper editor
Louis Cha (Zha Liangyong, # R#) who is known internationally to Chi peaking

fans of his novels by his pen name Jin Yong (£/#).8!

Briefly, contemporary wuxia xiaoshuo (E #€/]\&gt) or Chinese martial arts fiction can
be thought of as a descendant of the vernacular fiction tradition whose forebears include
especially works such as Water Margin (Shuihu zhuan,  7KEFHE ) ). Although strict
usage of explicit structuring devices such as poetically framed chapter titles and chapter-
driven prefaces and endings (“If you would know what happens next...") seems to have

fallen into disuse in modern works and/or their many reprintings, the novels are basically

81For a brief biography see Minford (1993, 4).
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episodic in nature, and each may run to several vol Such ch istic

also reflects the historical imp of serialization to the develop of this genre and

its popular audiences. Many martial arts novels were first published as newspaper and
il As I di d in an earlier chapter, this formal patterning makes it

possible for readers to read portions of stories out of seq and still ulti y P

and retain a sense of the overall narrative— a useful feature when, for whatever reason, the

of printed or el ic texts are

in their original order.
Essentially, most readers agreed that most martial arts novels followed, with some
variation, the basic pattern which I have outlined below:

1. A chivalrous hero, or occasionally

2. A small band of gallant kmghrs»emmt (one of whom usually is, or becomes,
in skill an and is as leader by the others) who

is/are
3. Seeking a gifted master or maybe a text or other record of secrets of their martial
discipline (mijue, $4i&) in order to improve his/their skills, possibly in order to

4. Exactrevenge for some wrong done to a family member, brother-in-arms or the
fighting lodge to which the hero belongs. Along the way

5. There are numerous, vividly described battles and skirmishes. Through these
the hero may meet

6. A martial heroine or perhaps the daughter or young female relative/disciple of a
bitter enemy or rival fighting clan. They may well

7. Become ically involved. Their relationship will likely experience many
stormy moments (i bo san che, — =1)82 Besndes romance, the hero may
come into riches, which he will likely scorn. Certainly

8. His fame will be known far and wide throughout the outlaw society, the
“brotherhood of rivers and lakes.” Somewhere along the way, a mystery may be
solved which

9. Sheds light on the reasons underlying the hero’s inner motivation. The tale may
end

82Basically, “storm-tossed” or “one wave has three breaks.”

119



10. Successfully (yuanman jieju, Bli#%5JR)P3 as with tmdmonal dramatic finales, -
but with some very skilled writers a t eet or ope: gue is also
possible, and often more moving for the reader.

However, as this chapter demonstrates, readers suggest that there is more to martial arts

fiction than these basic elements. Good martial arts fiction must strive, as one male reader

put it, to provide the of the ive, the “nucleus of the description™ (miaoshu de
chongjian, R 1X)84 of the tale. Tentatively, I would ch ize this central set of

ideas or concerns as roughly analogous to the concept of an “emotional core” in a ballad or
a folktale (Evans 1982, 315; Toelken 1979, 106). A martial arts novel that is true to its

tradition is one that foreg ds certain fi 1 to Chinese cultural and

interpersonal interaction, such as loyalty and friendship that endures despite any
intervening hardships or distances. This notion of friendship subsumes and enlarges the
sense of social connection or guanxi (B#Z2) which can be defined as “matters that relate,
and relations that marter. ™

Guanxi represent a central cohesive force in Chinese worldview: relations bind people

to the responsibilities and pl enjoined in their own existence and identity by

them in a k of ing to the signifying others around them. Huiyuan
describes this as a kind of “energy” which is a key component of the novel. From the
context of Huiyuan's other comments during the interview, [ developed the impression that

this chivalric energy is intensified not so much through the act of controlling the life force

or gi ($) that comes with martial discipline, but by reinforcing the friendships formed,

d and refined through ition and cong

83“A satisfactory result for all concerned.”




o <BEEFE> LFEERHBRALR <AHE> HIRENRY,
BE ﬂM.E?ﬂE§$EE.Mm—<§ﬁ>ﬁ$ﬁ.mﬁﬁﬁﬁ.ﬁk
ARATMESENRRENMRBEER—EREYX, —EHERE, R
—EE ST SR BB e A, R Hﬁfﬁ.@ﬁﬁ%ﬁ&?ﬁé
—?-%ﬁig%—ﬁﬁﬁ E%ﬁﬁﬁﬂ Ez&hﬁ&&ﬁ AE—%
SMEARBAREHERARBAGE., < —E/NRHE> REFRECXFE
H%ﬁ§iﬁ§$kWE#F*W%&ﬁ%ﬁE%%ﬁEﬂE&#Eﬁ#ﬁ
. EEEREBEAEZE. EEERTHEHR
CHY: {Begins in English: “Actually. I think the hero or heroine i ction

must got a very strong mental power. And they have to be very—"} the should be
very steadfast and firm, <unclear, begins speaking quickly> actually [ thmk martial
arts, setting, these are all basic things. Others— <pause> it’s very hard to say, very
hard to decide. Some would say that in kungfu novels it’s very important, and even
essential, to have gongfu, and knights-errant, then ongoing battles within the
jianghu [subculture], “tales and legends of loyalty and enmity.” I feel I don't know
whether that’s not all there is to it because actually martial arts fiction is just {in
English: it’s kind of —} [ would say that martial arts have a kind of energy, and it is
this energy which develops into martial arts fiction. not some external packaging
which creates martial arts fiction....[Discusses a_book mentioned in her
questionnaire responses about players in a Chinese chess competition which she
feels also fits the framework of a martial arts novel. ] I feel that martial arts has this
energy and essentially, you need the martial arts energy regardless of whether or
not you bring in gongfu, or whether the jianghu has this or that going on in the
plot. I think the wrapping is all unimportant. [t’s that energy that’s important.85

This chapter focuses on the three areas most frequently discussed by readers of martial
arts fiction who informed my ethnographic research: the history, heroic character-types and

their subcultural and linguistic land: the “rivers and lakes” (jianghu, iLi#i), which

provide the setting and potential for the compelling “kungfu novel” story-world. In this
chapter, I discuss the hero and the narrative setting in comparative terms, in order to
provide some points of reference with certain adventure genres which may be more familiar
to western readers of this work. Also important to my exploration of heroic figures is a
consideration of the range of expressive behaviours and guises open to the Chinese martial

arts hero, from the stalwart haohan (#F#) —the “brave, true, hero” concerned with justice

85CHUNG, Huiyuan, interview. 25 August 1995. Tape T95CHYa-12.
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and righteousness— to the pi que trickster (li FLE, literally, “rogue,

hooligan”™) figure who, as several scholars have noted (Meyer 1980, 98,106; Uysal 1968,
142-43; Childers 1968, 116-20), often remains closer to the ideals of folk heroism than the
nobler members of a culture’s heroic pantheon.

A division of ch: types ding to the absolute p or ab of virtue is
not recommended, however, since the picaro can also embody a certain noble pathos and
dignity beneath the facade of wry humour and trickery which mark his usual strategies for
survival (Babcock 1978, 99, 107-08; Childers 1968, 118, 120). Indeed, for some readers
the skilled depiction of a trickster-hero may stand out particularly vividly against all other

character-types. In her initial questi i , Huiyuan resp to a q

about typical male and female characters by considering the very atypical Monkey King in
the classical novel Journey to the West (Xi you ji, «FG¥##ic) ). Monkey, accompanying
the monk Tripitaka and a motley band of less-than-perfect acolytes on a journey to retrieve
the true scriptures, is a clever immortal who has mastered many feats of combat and
transformation, but who —on the s;xrface at least— seems a long way from enlightenment.
However, his “simian” humanity is at once humorous and deeply spiritual: his actions and
words frequently seem to manifest an essential purity which is lacking in the other
pilgrims, including the monk who is his supposed mentor, although Tripitaka himself can
also be seen as a kind of comic hero who falls short of his potential (Hsia 1968, 125-29,

135). Huiyuan touches on one aspect of Morkey’s dictory p lity which for her

makes him such an intriguing character:

(TIRFIC) MBARTN | T AMEREE, TRAFAEE, PEERA
HEH. BA, EEEAE? FEALCQRSEEBEOLTRANE, BR
LR BRI S, REMAEEZFNTE.



Journey to the West's male character is a Buddhist monk! The females are all either
very silly almost to the point of foolishness, or they possess great wisdom, none in
the middle. Males, how to reckon {Sun} Wukong [Monkey]? He has very human
shortcomings even though his ways are ly clever and ful, still there
are some imperfections in his character. I really enjoy this kind of writing style.86

Furthermore, scholars and readers alike have cited this novel as an important influence on
the development of contemporary martial arts fiction (Chard 1991, 7; Liu 1967, 82). For

some readers, experiences with what they ider the classical d of today's

“kungfu novels” inform their interp ions and inued iation of the modern

genre. These readers also assert, however, that while contemporary novels may reflect a
rich heritage of influences, they should not seek to recreate or rewrite those earlier works in
modern guise, a point discussed in the previous chapter. Rather, as Show-fen put it as we
were formulating a question on folkloric and classical elements in current popular fiction
for the revised questionnaire, the “shadows” of older, well-known characters may populate
the narrative, but they should not be brought to life. Although it may seem to a reader that
Zhuge Liang or some other ancient figure is sighted throughout a narrative, reports of his
activities should remain not so much greatly exaggerated as tantalizingly unconfirmed.
Moreover, Minford finds that heroic and picaresque elements can meet in the knight-
errant figure, especially since, by definition, all members of the brotherhood of “rivers and
lakes™ are rogues or outlaws in relation to traditional Confucian society (1993, 2,10).
Several readers also remarked on the curious mixing of polarities of conduct and outlook
within the complex persona of the martial hero. From readers’ comments, I sense that
whether a reader categorizes a character as a rogue or a gallant depends, to a large extent,

on whether the character upholds or flouts the codes of conduct within the outlaw

86QP-01.



community itself. These complexiti i ding, if we take Schofield’s ion that
the course of the heroic myth is consistent in that it usually involves “a young nobody of
unknown origins [who] rides in from nowhere and eventually turns out to be someone
from somewhere” (1990, 18), then I think that it is important to open this discussion with
an investigation of the various genres of literary and oral tradition which contributed to the

shaping of contemporary Chinese chivalric fiction.
4.2 The Roots of Contemporary Martial Arts Fiction

The Chinese name for “kungfu fiction,” wuxia xiaoshuo (ZE#K/|\&%), provides a clear
indication of the genre’s main concerns: fighting and prowess in traditional military or
martial arts (wu, &) and chivalry or conduct exemplifying a chivalrous warrior (xia, {X),
that is, a concern with righteousness, loyalty and honesty. A knight-errant may be referred
to as a “hero” (yingxiong, EkE), or more often as a “chivalrous person/traveller” (xiake,
#%7%) and, as [ mentioned earlier, specific characters may be hailed as “brave, true heroes™

or haohan (¥F8%). Interestingly, as Yubin describes shortly, haohan literally means “good

(Chinese) man.” The Chinese ption of the hero signifies a person who is

larger than life, who embodies the most profound cultural as

expressed in the highest levels of personal discipline. As Fang Jing remarked: “Often

martial arts fiction tells readers that while kungfu is important, conduct is more important.”

Yubin elab d on this idea, ing on the imp of righ and virtue
as the organizing principles which should ideally order and direct the hero’s responses, not
only in combat, but in every aspect of his life, including his training and any quests he may
elect to undertake:
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HYB: qn&gllsbﬁsomemehasde(ﬁ,vm)ltsverymmtamdmgm
the theory [the ideals of martial arts fiction]. If you don’t have a strong sense of
morality probably you can’t get somewhere in terms of your martial arts. Probably
such ideas are still in the novels, and also in practice, that’s just a reflecti And
those people [characters in kungfu govels[ value yi () very much. The
conception of yi I think governs bror.herhood. fmtermty and fncndslnp in vhat
specific sense. They envelope those thmgs 1i
sometimes just means “sociability,” or “acquaintance.” So the ehte of that
community —the jianghu — are called haohan (fF8£), “good man.” But it doesn’t
mean “good man” in English. In English “good man” means a kind person, but
haohan, that means a person who is really masculine or heroic. And jiang yigi, (&
#4§) promoting righteousness.87

Not surprisingly perhaps, most English do not adequately express the

interdependence between skill and behaviour. The term “martial arts” places an almost

exclusive emphasis on bative techniques (Minford 1993, 2), while “chivalric” —at
least in the minds of many non-Chinese read: may a pond with
western medieval traditi iated with the practice of knight-errantry that obscures

some very important differences. Whereas western medieval knights were generally of the
nobility and employed in the service of the king for which fealty they in turn enjoyed his
sanction and favour, Chinese knights-errant originally came, for the most part, from many
classes of society and formed a kind of subcultural class that stood opposed to the central
tenets of Confucian order, and they did not subscribe to any formalized, court-inspired
romantic code such as existed in many western European societies (Liu 1967, 5, 7-9, 195).
Still, I use these labels in conjunction with the term “kungfu novel” or “gongfu (313K)

87HE Yubin, interview. 31 August 1995. Tape T9SHYBc-11. It should be understood
however, that Yubin and others went on to point out that upholdmg ngh(eousness asitis
conceived in the outlaw often requires or at least that not
only subverts expected patterns within official society, but also may well demonstrate the
extremely violent and subjective enactment of a narrow and rather paradoxical definition of
“justice.” See also Liu (1967, 5-6).
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novel” because these were the names used by readers surveyed in this study, fans and non-
fans alike.

4.2.1 Chivalric Themes in Early Popular Fiction

Liu’s The Chinese Knight-Errant (1967) remains one of the classic studies of the xiake
tradition in history and literature, indeed, many consider it still the definitive treatment of
the subject. This work, which places the figure of the Chinese chivalric hero in the texts
and contexts of the changing times and genres in and through which he lived, does not
restrict itself to classifying traditional martial arts fiction strictly in relation to the “serious”™
classical military romances like Water Margin and Romance of the Three Kingdoms. These
and other thematically related works certainly helped shape later popular manifestations of
the martial hero in fiction, however, as readers suggest in this and previous chapters, they
should not be thought of as providing some kind of fixed template that subsequent
examples of the genre merely imperfectly reproduced. As [ have already described, a
number of readers have indicated other narrative traditions which contributed to the
development of martial arts fiction, such as Chinese detective fiction and tales of fantasy
and the supernatural featuring memorable figures such as the astute Judge Bao 88 the short
stories of Pu Songling, Journey to the West, Sanxia wuyi ({ =KF % ), The Three
Knights and the Five Righieous Heroes ) and Feng shen yanyi ({ Ef##{# ). The
Investiture of the Gods ).

I will return to this point in a moment, however, as [ described in Chapter One, it is

to und d that although the first written or fully compiled and edited version

P

of a story might emerge in published form in a particular year of a given dynasty, that does
88See Chapter Five for further discussion.
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not mean that the themes or central character-types of the story did not exist in other
versions in oral and print traditions prior to the first known date of formal publication. For
example, McLaren (1985, 188, 191) notes a broadside or cantefable (cihua, F5%)

h which app d in late Ming editions of the Three Kingd pecially popular
“picture-strip” (zhizhuan, 7% {¥) editions, but which was also found less frequently in some
printings of literary, historicized yanyi ().

McLaren further suggests that, although this character, a gallant and rather roguish
figure called “[Hua] Guansu” ([{E]#%), is absent from the dramatispersonae of Luo
Guanzhong's (% & )89 (circa mid-1300s) edition of the story of the Three Kingdoms, he
may have known about it and included it in an earlier prototype manuscript, the inclusion

having then been subject to later editing, either by Luo himself or a subsequent editor. It is

not i ivable that the who likewise undergoes a transformation over the
course of his narrative life from a brigand to a filial son,%0 would have been known to
writers and compilers such as Luo: he appears in a pinghua version also called The Three
Kingdoms several decades earlier and records from around 1100 cite “Guansu” as a

popular nickname for bandits and entertainers (162, 181, 191).

89AlIthough authorship of both Three Kingdoms and Water Margin are generally
attributed to Luo, Hsia suggests that he compiled both works using earlier source material
(1968, 77). McLaren’s essential argument is that this source material might well have
drawn on oral tradition to a greater extent than previously assumed.

90This is an interesting process in the evolution of many popular traditions and folk-
heroes: they are often “tailored” over ume. mtcnuonally or inadvertently, to reflect either

dominant cultural values or ch: See for le Lai’s (1992)
analysis of the transformation of the character of “Lady Whue Snake “in folklore and
popular media and Roberts’ (1983) i of the kolee™ in black
culture.
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This last point is of interest to a discussion of the development of martial arts literature

because “bandits and entertainers” are the very sorts of people whose occupations and

outlook are most ly used to describe the ch found in the subculture of later
martial arts fiction. While I am not suggesting that an ancient broadside or early precursor
of what we might today call a “chapbook™ or even a “comic book™ marks the definitive
beginnings of kungfu fiction, it appears that the “rivers and lakes” adventure setting and its
outlaw heroes, like the “greenwood” of ballads, and much more recently the “frontier,” in
both its “western” and “cosmic” manifestations, has been a fascinating landscape for

audiences long before such genres were named —and more often than not, dismissed by

dortaki; i

those g such cl as popular

Even before the emergence of the Ming dynasty vernacular novels which fans and
scholars most closely associate with the narrative tradition that became contemporary
Chinese adventure or martial arts fiction, there were bianwen ($3) tales of heroes and
saints from the sixth to the tenth century which also express some of the themes that would
become central to the modern genre. These “tales and recitals of the unusual™ incorporated
such central kungfu fiction devices as a revenge plot, the development and manifestation of

the hero’s ingly h martial and ic powers, and the extreme violence

P

with which the hero redresses the injustice shown to his family (Johnson 1980, 145, 148-
49). Of greater importance than the presence of certain motifs which might be said to
anticipate later narrative conventions is the fact that, according to Johnson, the beginnings
of a written vernacular language allowed the bianwen to extend “beyond the constraints of
narrative in the literary language to the verge of popular fiction™ in which the features of
later vernacular classics, though incipient and roughly-drawn, were still clearly discernible

(95-96).



Discovered in quantity in the early part of this century in the caves at Dunhuang, the
bianwen texts include a considerable quantity of what we might call popularized exempla
which demonstrate not only that sixth-century Buddhist preachers knew how to “play to an

dedl

audience” in order to get their across, incorporating ial that was decidedly

outside the orthodox canon, but also —since it is_unlikely that these sermons and
illustrative stories were themselves the scripts9! that the preachers used or the later
recording of their orations— that the Tang period (618-907 A.D.) saw the rise within
Chinese society of a new type of audience whose members, for the most part, had achieved

amodest education, and whose position fore fell here b the orality of the
folk and the classical erudition of the literati. It is probable, however, that these new
readers would have had strong links to oral culture, and their level of literacy would have
precluded access to the greater part of the classical canon. As such, they would have found
the bianwen ideally suited to their tastes, especially since the content of these relatively
short and uncomplicated texts reflected a “system of traditions™ that was already an
established part of the popular consciousness by the time a readership developed (Johnson
96, 99, 102-03).

The bianwen cycle with which Johnson is specifically cc d relate the

of a hero of the pre-Imperial state of Wu called Wu Zixu ({fiF %) and are set in the late

sixth- to early fifth century B.C., which again is much earlier than even the first recorded

historical and narrative of ch who could be ibed as early pi yp

of the chivalric hero. Prior to the develop: of a popular li about his ad

the literary and oral traditi sur ding his ch and deeds remained largely
91See Chapter One for further di ion and a y of this arg . Joh

also holds that techni ployed by Buddhist p hers in turn affected secular

storytelling (1980, 101.)



separate, and were brought together in this popular written form (1980, 93-96). Although
the bianwen’s relative literary merits may have paled beside the great works that would
follow them, their very existence and abundance —some seven thousand documents were
acquired by the British Museum alone, to say nothing of sizable French and Chinese
collections— attest to a truly remarkable and enduring written tradition with vibrant

to the oral land: of its day which was produced over the same period that

would become known in western European history as “the Dark Ages” (Giles 1944, 7,
46). Just as remarkable perhaps, is the fact that much of the bianwen —unlike the late Ming
baojuan () that also ined popular Buddhist stories and recitations and were

especially attractive to female readers92— came before the innovations in woodblock
printing that would allow for cheap mass publication.93

As can be seen from the foregoing examples, knight-errantry as it is portrayed in
contemporary fiction can be understood as the product, or perhaps the confluence, of long-
standing historical and literary traditions. Liu states that historical and fictional chivalric

narratives represent two important strands of the genre (1967, 81). However, although

history and fiction were sep d in practice, in popular tradition they i merged
successfully and seamlessly, each distinct but i d and 1 y realms of
wonder:

92See Overmyer (1985) and the summary in Chapter One for further discussion.

93Even after the devel of ble type. fixed dblock printing was p d
because of its lower cosL Woodblock printing was prevalent by the ninth cenrury.
, in Giles’ di of the pts held at the British museum, he comments

on the different writing styles and implements that would have likely been used to copy the
bianwen texts by hand, as well as the paper qualities which serve as another indicator of
age (1944, 13). See Ko (1993, 34-37) and Wu (1943, 1950) for further discussion.
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In short, chivalric tales occupy an i diate position b I of

history on the one hand and tales of the miraculous on the other. They dwell ina

twilight region where fact mingles with fancy and the commonplace with the

marvellous (82).

An important facet of Liu’s discussion is that it draws our attention to moments when
developments in history and literature —normally clearly separated in the official
worldview of ancient China— 94 coincided in ways that came to reflect to some degree the
progress and decline of the hero and his world, although these events and their texts could
not in any way predict the enduring popularity of the chivairous knight in the Chinese
imagination. During the Song (960-1279 A.D.), Yuan (1271-1368) and Qing dynasties
(1644-1911) the practice of knight-errantry declined for a variety of reasons. In the Song a

rise in Confucian ideals and political policies led toa suppression of chivalric activities and

principles because they ran counter to many | Confucian p pts, while in the
Yuan the free-spirited and thoroughly Chinese figure of the haohan posed a threat to the
Mongol leadership, and by the Qing systems of official armed escorts rendered the
independent knights largely ineffective and obsolet-e (Liu 1967, 7-9, 53, 71).

However, Liu suggests that overall the knights showed remarkable tenacity, surviving
their fluctuating fortunes as both real people and popular personas from at least the Western
Han (206-8 B.C.)%5 and possibly even up to the eve of the Taiping Rebellion ([1851-1864]

1967, 42, 135). Furthermore, even during periods of repression, the gallant brotherhood

joyed widespread P as a subject for popular literature and performance:

94See Johnson (1980, 150) for further discussion.

95Some timelines list the end of ths dynasty as the year 7.4 AD. dependmg upon
whether the Wang Mang [ reign. The
WangDMang period lasted from appmnmately 8B. C. until the start of the Western Han in
25A
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regardless of whether their exploits ever made it into the pages of a promptbook or inspired
a later author’s fiction, Liu states that they were a favourite topic for Song storytelling and
Yuan drama (72, 81).

To summarize the discussion up to this point, it is clear that although chivalrous

were inly an blished prose genre by the early Ming Dynasty, the
narrative themes existed in classical poetry as well as a variety of popular forms, such as
legends, ballads, Buddhist sermons and recitations as well as plays— all of which

significantly predate this era. Some tales, such as “The Maiden of Yeh” (circa first century

Tudi

A.D.), which anticipates later i by i g such fe as sup al
elements and a martial heroine, attest to a provenance considerably earlier than even the
Tang Dynasty, which is the era to which most of the bianwen belong. According to Liu,
by the Tang Dynasty tales of chivalry had also evolved into sophisticated literary forms,
while by the Song and Yuan periods which followed, evidence suggests that tales of
knightly valour were much sought after as the stuff of storytelling and stage performances.
(1967, 72, 81-86, 99). From the seventeenth century onward, Liu notes that “new types of
chivalric fiction have developed and continued to be popular to the present day” (81), an
assertion borne out by Link’s surveys of readership in the 1910s and 1970s (1981, 9:

1985, 252).
4.2.2 Placing the Tradition: A Look at Story and History

At this time, I want to briefly recap the main strands of Chinese martial arts fiction and
review those sources that readers perceive as the central influences on the contemporary

genre. Liu emphasizes the importance of Shuihu zhuan ( { /K& ) ) or the Water Margin

as a precursor of later chivalric fiction, as well as its historical place as a fi
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account based on the events of the Fang La Rebellion of 1121 as recorded in historical
accounts (1967, 109). He notes that many stories about various members of the band of
outlaw heroes who occupied Liangshan Marsh existed as story cycles before they were put
together by Shi Naian (Hfit /) and Luo Guanzhong, although the exact nature of each
writer’s claim to authorship has been the subject of some debate, as has the exact date of
publication. The original edition, like the prototypical Three Kingdoms by Luo which
McLaren describes in his study of the influences of oral tradition on that classical novel
discussed earlier in this chapter, is no longer extant. Furthermore, Water Margin itself was
subject to considerable expansion and re-editing through the Ming Dynasty until the
revisions of Jin Shengtan's (22, d: 1661) edition reduced the number of chapters to

ty and d much of the ial added in previ isions (Liu 110-11; Lu
1976, 158, 173). In general, Liu suggests that Water Margin may be seen as a kind of folk
epic in which the characters are emphasized as heroes of chivalrous temperament, rather
than brigands (112-13).
Itis interesting to note the link between Water Margin and The Three Kingdoms in the
minds of kungfu novel readers, as the latter book was mentioned almost as often as the
former when readers discussed the relative influences of each work on contemporary

adventure fiction. This trend was somewhat reversed when readers brought up specific

characters for comparison with modern types, I . In that i dmirable heroes
—though often depicted in readers’ comments as bearing a likeness to the fiercely loyal but
rather rough-edged and impetuous Li Kui of Water Margin— were most frequently
described as resembling the resourceful master strategist Zhuge Liang of the Three

Kingdoms, who is perhaps if not the archetypal culture hero of Chinese tradition, then at
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least a solid candidate for the position (Eberhard 1986, 326-27; Loewe 1984, 150).

C ing on the y qualities of male ch for one man wrote:

SR AYEREATRENER, AR £
EETE)J %f‘%ﬁ‘!ﬂf&ﬂﬁ»ﬁgt g f¢%+g+§ %ﬁf;gg

BR.

The typical male ch lity. He has a sense of humour but

is by no means perfect. His masculunty is reflected in wisdom rather than power.

If conditions permit, the best thing is a certain amount of literary talent. One

example is Three Kingdom’s Zhuge Liang.96

Although such observations may pertain more specifically to the next two sections, [
include them here because they illustrate one kind of powerful connection between classical

and contemporary adventure fiction for some readers that I alluded to earlier: the reflection

but not exact reproduction of specific traits or even particularly ble ch types
in other fictional p and situati Additionally, Lu ions that both Warer

Margin and Three Kingdoms were printed together in the late Ming (1976, 173), and they
may also retain some residual association in the minds of readers because the same person
is credited with the compilation of both works. Also, it is not inconceivable that there is
some degree of readers’ pride operating among the enthusiasts who participated in this

study as far as their ions of generic tradition and heritage are concerned. Besides their

acknowledged status as forerunners of the modern kungfu novel, Water Margin, Three
Kingdoms and Journey to the West have also long been considered hallmarks in the canon
of Chinese fiction.

Although the two novels bear some similarities, there are also important differences in
such things as setting, language and characterization. Both novels deal with the concepts of
loyaity and “sworn brotherhood,” however, Water Margin is more clearly in the “rivers

96QHR-03.



and lakes” tradition, and the language reflects the down-to-earth origins and surroundings
of many of the characters, though both novels express a variety of registers, depending on
the narrative context (Hanan 1981, 15-16). In Water Margin, according to Hsia:

...the more memorable characters inhabit by and large a picaresque world of

military officers and yamen officials, merchants and innkeepers, thieves and

prostitutes, Buddhist monks and Taoist priests, who constitute a far more
diversified and vibrant landscape than the world of the Three Kingdoms. It is this
bustling and often savage world that gives The Water Margin its distinctive aura of

human truth (1968, 85).

Three Kingdoms is set much earlier than either Journey to the West or Water Margin,
during the period of disunity at the end of the Eastern Han (25-220 A.D.) when China was
divided into the opposing states of Wei (220-265), Wu (222-280) and Shu Han (221-263).
The novel concerns the friendship and exploits of Liu Bei (%) who established rule of
Shu Han, his advisor, the gifted general Zhuge Liang (5% 3%), the virtuous and refined
knight-errant Guan Yu (3§7]) and the warrior Zhang Fei (3&7%).97 In his analysis, Liu
differentiates stories of historical knights-errant in the form of chivalric tales from, on the
one hand, historical romances, and on the other, tales of the supernatural. [ will return to

the second distinction in a | Liu states that historical romances are more

concerned with “professional warriors who lead armies into battle” than with knights who
act independently and are more concerned with acting on personal courage than making
tactical decisions (1967, 81-82). Three Kingdoms is generally described as a historical
romance, although Hsia prefers the term “historical narrative” as opposed to novel (1968,

34).

97For a translation of this work into English, see Brewitt-Taylor (1995).
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From talking to readers, my sense of their overall ion of the underpinnings of

martial arts fiction is that there is an essentially direct line of descent within the chivalric
tradition from Water Margin to many of the martial arts novels of today, at least to those
that put greater stress on martial prowess than supernatural power. The genealogy is lent

an even greater nobility in its iation with Three Kingd. Perhaps it would be

appropriate to say that for readers, history and fiction are never completely separate in
martial arts fiction: along with a dose of fantasy, mystery or love, the admixture of
historical fancy and fictional truth are all part of the adventure. As I learned while collecting
Chinese folktales for my M.A. thesis, Three Kingdoms is also a source people refer and
defer to in relation to the tales they tell, as it represents a way of naming cultural truths in
storytelling which resonates more deeply than even the lure of the “rivers and lakes™ as it is

presented in Water Margin. The questi quires further h, but it strikes me that

for kungfu novel readers who also cited both classics —as most did, and with affection—
the situation may be somewhat akin to that facing readers of medieval fantasy or mystery
fiction I have spoken to who have also read The Canterbury Tales as well as the many

and i of Arthurian legend: the one is a highly entertaining yarn,

persp P

or a series of them, that draws on what came before and also presents it in such as way as
to serve as a model for later stories while the other, for some at least, tells a story of the

greatest love, loyalty and pain ever known.98

98See also Wu (1991) for a comparative analysis of the narrative structures of the
Caxton edition of Malory's Le Morte d’Arthur and Jin Shengtan’s edition of Warer
Margin. Although he does not draw to the same extent on the comic depictions in Chaucer,
medieval historian and author P.C. Doherty has written a series of mystery novels in which
the pilgrims tell those tales “recorded” by Chaucer during the day and “tales of ghosts and
murder” at night. The latter are presented, like the daytime narratives, as lively vignettes or
ccodes i d with dial o the i

P
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As a brief aside, Liu generally characterizes works such as the late Qing Tales of Heroic
Young Lovers (Ernii yingxiong thuan, ( 52%3HE ) ) as falling into a kind of a
prescriptive scholar-beauty romance tradition, although the heroine “Thirteenth Sister”
(Shisan mei, +=%k) is a chivalrous fighter intent on avenging her father’s murder. The

hero is a scholar, and Liu finds ‘ in what he describes as the i

h ization of the book, especially in the p yal of the heroine. He states: “...as
Thirteenth Sister, she is a remarkable character, full of the noble and stern virtues of
chivalry, but as Jade Phoenix, especially after her marriage, she is hardly recognizable as
the same person” (1967, 129).

In my own research into the Chinese heroine tradition in folklore, this pattern seems to

be the norm in many resp: and the d ication of the traditional heroine is perhaps

less the result of a2 weakly drawn character than the influence of strong social constraints
which come to bear on her ultimate fate. Often, the heroine is ultimately bound by filial
duty or other pressures and her glorious career as soldier or scholar is sometimes, though
not always, cut short. As a result, her story, as we see in Chapter Six, is often left open
and unfinished. Certainly, “Thirteenth Sister” may well “start with a tiger’s head and end

. Ith "

with a snake’s tail” at least partly because of authorial i i . E 8 gl

none of the readers in this study discussed this book specifically as belonging to the martial

arts genre, past audi may have interpreted her narrative journey and final destination

as retracing the steps and filling in the textual silences found in the tales of traditional

warrior women such as Hua Mulan.99

99Alternatively, McMahon suggests that Tales of Heroic Young Lovers may be seen as

“an antidote” to some of the themes and character-types found in Dream of the Red

Chamber (1995 265—82) See Chapter Six of this thesis as well as Kozar (1993) for
about the ch of Hua Mulan and the martial heroine tradition.
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As I have already discussed, Liu distinguishes chivalric tales from historical romances
and stories of the supernatural. He writes:

Chivalric tales also differ from tales of purely supernatural events such as
Pilgrimage to the West (Hsi-yu Chi, known to English readers as Monkey ) and
Investiture of the Gods (Feng-shen yen-yi ). The former may contain an element of
the supernatural but most of them do not strain credulousness too far; the latter
make no pretence at credibility. Also the former are concerned with justice or
revenge, the latter generally not (1967, 82).

These fund: | diffi aside, h , several readers cite novels such as

Journey to the West as important antecedents of modern martial arts fiction, especially

because Monk bodies the paradoxical and yet very human blend of trickster-hero and

essentially pure-hearted wanderer whose insights are as astute as his exploits are comical.

Within the classification of chivalric tales th tves, Liu ack ledges the o
of the two principal streams of thematic content which run through the contemporary genre

which he characterizes as “tales of flying d: " and “tales emphasizing physical
feats.” However, he also points out that when the overriding potential of gi is given
precedence over what any individual can achieve through the cultivation and direction of

I hs and that is: “When this hysical element is hasized at

the expense of physical possibility, the tales b practically indistinguishable from
those dealing with flying swordsmen” (1967, 129-30,134-35). As I have noted elsewhere,

many readers perceive this duality as a kind of tendency which certain authors emphasize in

one direction or the other depending upon their prefé and style. However, many

y novels bine a little of both, though most readers favour Jin Yong’s

novels for what they see as his “realistic” grasp of human physical and metaphysical
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capacity. The art of gigong, according to Jade, is about control of the body, and the writer
too must discipline the kinds of descriptions he relies on:
s that adept itioners could destroy a wall or barrier without striking it
CYY: If there is a wall, they don’t have to punch it to destroy it. Maybe they can
stand far away from it. Not too far, if it’s too far, then some— in Jin Yong’s novel
usually it’s not too far because he is more realistic. You don't have to touch it to

destroy it. [SK asks whether a novel without gigong would lose something.] Yes,
because they say qigong is not only you practise more, and then you will be good.
Qigong you have to have the talent... and this is one factor. And you have to
<pause> have something in your heart, [ don’t know. You have to be quiet, to
think <pause> I don’t know! <laughs> You have to master your gi, control your
body, how to use it, something like that.100

In the next section, I look at the character of the Chinese chivairic hero in greater detail,

comparing him to some of the familiar heroic personas found in various western narrative

traditions.
4.3 The Chivalric Hero: A Comparative Exploration East and
West

Folk heroes, like villains and other archetypal figures in folklore and local history,

personify some of the basic concerns of the human condition (Klapp 1949, 20, 24).

However, they often do so in such a way as to allow, encourage, or sometimes even

s

require multiple readings of the heroic by of the ity to which the

hero belongs, especially since part of the folk hero’s appeal often lies in those aspects of

his character and actions that leave his heroism, but not his basic and quintessentially

fallible h ity, open to interp ion (Slater 1980, 191). Moreover, a hero need not

behave in a i ly “heroic™ or tragically noble fashion in order to claim an honoured

100CHEN Yuyuan, interview. 19 December 1994. Tape T94YYCb-07.
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place in the folklore of a culture: rogues and clowns whose antics typify fundamental folk
ideas or cultural values are often more closely identified with and/or more frequently and

fondly spoken about than figures who are, if not above reproach, then at least inly

larger than life.101
A number of studies of the folk hero exist, with particular emphasis on American
legendary and quasi-historical types and the traits and accomplishments attributed to them

of popular tradition— helped along in some cases by

gh the dy

literary license and/or self-p ion, or at least carefull lled mod: on the part of

a “living legend” and (his) biographers or popularizers (Meyer 1980; Humphrey 1980).102

the hero's li bodi of cultural or subcultural

Some analyses
values (Abrahams 1966; Roberts 1983), while others stress the hero as a kind of
metaphoric vehicle for the expression of dissent by members of social classes without
access to direct forms of protest or political influence (Coggeshall 1980).

Several studies, including a number of the foregoing, discuss the hero as a specifically

situated cultural folktype, that is, 2 person, whether real or | dary, whose life, ch
and escapades come —through the dy ic p of ission in oral and popular

tradition—to reflect or fit a kind of generic pattern. As a structuring concept, “pattern” like

101See for example Uysal’s (1968) comparative analysis of the Turkish “Robin Hood™
Koroghlu with stones of Lhe Hodja Nasreddin. For discussions of particularly “creative™
rogues, from a logical as well as a ic, everyday perspective, see Newall's
(1984) study of Anansi tales and Strauss’ exploration of Coyote as a “sacred fool” (1996,
96-103).

102As the literature is vast and the topic is not directly related to this thesis, for reasons
of brevity I do not explore the phenomenon of “tall tale” heroes here. However, I think that
sucha p would be p larly useful in a study of the kinds of narratives told by
young Chinese readers about their fictional heroes, especially if readers were familiar with
Chinese as well as western characters and storylines, such as might well be the case with
comic book audiences, for example.
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ia” plays an imp but imes overly icting part in our und ding

of the ways in which the signifying elements of heroic identity are organized. For example,

Raglan’s well-known deli ion of the ial fi ion of heroic attri is

intended to describe the cultural variations of a specific character-type whose life and
identity could be seen as the cumulative product of “ritual incidents in the life of a ritual
personage”™ (1965, 150). However, as Jezewski points out, Raglan’s system does not

date the usual which tend to emerge in the creation of female heroes

(1984, 70). She provides the following definition of “hero” which avoids an excessive or

1oced haci b

P on

4 L—s s n

istics such as | or y":

... 2 person whose life story is passed on by oral tradition and/or written accounts
and is remembered for exceptional deeds that have as their basis qualities
exemplified in courage, power or magic. The hero may be a character of folktale,
legend, myth or history (1984, 55).

s ysis is useful b she also takes into account folkloric sources in

the scope of possible influences which may contribute to the creation of a hero. In

particular, her observation ding the ial relationship between folklore and history

garding s

in the hero's formation has applications for the study of Chinese popular fiction, especially
since many skilled authors, particularly Jin Yong, enlarge minor historical moments and
characters within a fictional frame, much to the delight of readers. She writes:

If, in fact, the pattern of the life story of a hero who is “real” is similar to the pattern

of the traditional hero who has not lived, then the question is raised why these

patterns are similar. It may be that the life stories of historical heroes are altered to

fita pattern or that fiction is made to fit life (56)

As I have already discussed, history and fiction often complement each other in the

minds of readers, and many readers state that they prefer to read books which have
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instructional as well as entertainment value. Not surprisingly perhaps, the range of

variables which may ibute to the ion and devel of a hero/ine of popular

fiction often differ significantly from those identified as either essential or likely for the
emergence of a mythic champion. Furthermore, the fictional hero’s progress will also be

affected by both the author’s imagination and his desire to conform to or challenge existing

“templates” of heroic behaviour, as well as readers’ perceptions of the dial

of invention versus convention which informs the ive’s overall rhetorical

In a much earlier article, Klapp also d on the interp legend and

history in the making of heroes. Concentrating on the legends which come to be identified

with historical figures, he citesa pertoire of mythic ch types, themes and
events which are selectively associated with particular individuals. Moreover, he states that:
“Even popular heroes of the present day are subject to a myth-making process” (1949, 17).
Therefore, folk heroes are frequently portrayed in story as undergoing tests of various

kinds,

, participating in which foreground superior physical and/or ic skills,
and having to perform feats which attest to their special status and, most importantly.
afford them the recognition and approval of their respective communities which is
fundamental to the very definition of the heroic role (18-20). Several of the hero-types from

Klapp's taxonomy are found in martial arts fiction, although, as I discuss in Chapter Six,

readers often speak of the invincibility of the “conquering hero™ with certain reservations if
not outright criticism of his excessively perfect and unrealistic nature.
Still, this hero-type strikes a chord in the hearts of many readers as he represents a kind

of swashbuckling gallant d by human emotion and imperfection. Often, heis also

the first hero-type that martial arts fiction readers encounter, especially when they are

young. Although they may ultimately come to prefer more complicated and human
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characters, many readers retain a soft spot for this kind of hero, and use him as the first

reference point in a i of ch devel, which Cawelti notes is also

possible with Westerns as a popular genre. With that tradition, the outlaw can be seen as
evolving from an unambiguous outcast to a “lone ranger” who exhibits more nobility than

either the town he defends or the undisciplined forces he defends them against, to the tragic
“gunslinger” whose inner conflicts uitimately exact his own destruction (1971, 47, 53-56).

As the starting point, many Chinese readers mention Linghu Chong (4J{#) who
appears in one of Jin Yong’s earlier novels,103 The Smiling, Proud Wanderer (Xiao ao
Jjianghu,  ZHIT#H ) ). He is frequently compared with the unlikely and reluctant
picaresque hero of Jin Yong’s last novel, The Deer and the Cauldron (Lu ding ji, { EEf
#C ) ). a prostitute’s son who goes by the decidedly unheroic name of Wei Xiaobao (&’
¥¥) or “Trinket.” [ will return to Xiaobao in 2 moment, however, [ would like to take a
closer look at the character of the “Smiling, Proud Wanderer,” Linghu Chong. I first
became aware of the contrast between these two heroes during my interview with Jade who
said that she liked both types of heroes and both styles of novel. The heroes start out very
differently: Linghu Chong appéars to be a ing hero whose reputation precedes him

while Xiaobao is extremely reluctant to live up to any notoriety, save perhaps that which

accompanies the lifestyle of a polygamous scoundrel:

Jade has brought two books to compare] CYY: In the first book [The Smiling,
Proud Wanderer ], Jin Yong feels that he put many characters in, and he put lots of

plot in, but he didn't describe much about their thought, what they think, and why

103This novel was published in four volumes in 1963, and revised in 1980 (Minford
1993, 8). Since its publication, it has become the basis of a number of popular films and
series. His last novel, The Deer and the Cauldron, was published in 1969-72, and revised
in 1981.
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they act like this.And he thinks it’s not so deep into the heart. But for me, I think
it’s good enough already. I like the main character [Ling Huchong]. He is very—
he is quiet, he is honest. And the only one fault of him is he is too perfect. He is not
like a real person.

Then about this one [The Deer and the Cauldron ] the main character is still a child,
about twelve years old or something. He is the son of a prostitute [SK: “Oh, I think
I know that one.”] Yeah? He has no character of a traditional hero. But [ think it’sa
different concept of Jin Yong. The nationalism is not so imp now. [Talks
about how people ask the protagonist to resist the Qing Dynasty, but he is reluctant
because he doesn’t like to struggle. He would rather stay home with his numerous
wives, and he is not certain of his own ethnic background, he might be Manchurian
himself.] And I think the ending is— there is some meaning of the ending: it isn’t
so important what he [Wei Xiaobaol] is, or where [he comes from].

Where Xiaobao must come to live up to his destiny, Linghu Chong’s fame is tarnished
before he even arrives on the scene. The following excerpt from Chapter Three gives some
indication of the seriousness of his alleged infractions. A nun and a master from two rival
fighting orders are reviewing the charges: he is accused of compromising the virtue of a
young female novice, he consorts with blackguards and ruffians like “Tian Boguang” who
subvert the honour of the chivalrous code, and he is a wild, drunken, unrestrained fellow
who has no control over his language or his habits. To compound everything, he had taken
flight and is unwilling to answer for his actions. While Linghu’s superior tries to gloss
over his transgressions to some degree, it is clear that this is an unworthy member of the
brotherhood, a man without honour who has flouted every tenet held by chivalrous society:

The Huashan disciples’ hearts raced wildly and they all thought: “Learned Elder

Brother brought the Hengshan nun to the wineshop to drink and ruined her

reputation, already a major infraction against the house rules. What's more, he
keeps company with the likes of Tian Boguang, this is a complete and utter mess!”



After some time, Lao Denuo [a_master of the Huashan [.odge] said: “Master
Uncle,104 perhaps Elder Brother Linghu Chong just met up with Tian Boguang by
accident, and they aren’t really associates. Elder Brother Linghu has been drinking
excessively lately, he is not thinking straight. A drunk’s actions don’t matter..."

Du:gyl [t.he d nun and master of the Hen; School who is nsible for the
" novice ] spoke up: “A drunk is three parts sober— this is a grown
man, can't he dxsnng\nsh right from wrong?”

Lao Denuo replied: “Yes, yes, but we don’t know where he’s gotten to. Let the

disciples find him and reprimand him, let him kowtow and apologize to Master
Uncle, then present himself before my Master for more severe punishment.”105

H , it soon b PP that Linghu is a true hero after all. His actions

toward the young nun become clear in her testimony, as do her feelings for him. He
rescued her from the wicked Tian and sustained injury in a battle for her sake. Though he
can certainly select and execute blasphemies with the same precision as he does moves and

counter-moves, even his g and colourful insults against the novice’s lodge,

and especially the old nun who is her instructor, were a ruse intended to make her leave
during a lull in the combat so that she might get safely away. Ultimately restored in the eyes
of all for the moment, if somewhat grudgingly perhaps, Linghu achieves status as a leader
within his lodge, though he does not officially assume full command. Like a genuine

champion, he remains set apart, and often faces chall alone. His relati ip with the

young nun appears to be a stormy one, however it must also be remembered that they are,

104Apparently, it is acceptable for older female adepts to be addressed in masculine
terms. This may have something to do with their asexual status as nuns, or may be a form
of address reserved for female fighters who are a/so nuns. The Chinese word in the text is
“shu ™ (#1) which means “uncle.” It is preceded by “shi " (Jfl), which means “master,
teacher, or instructor.”

105This excerpt is my uanslatmn. as is the one lhal follows. I have not read the
complete text of The Smiling, Proud W veral le for
online reading. See Appendices A and B-1 for further mfonnauon To my knowlcdge. this
book has never been fully translated.
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first and foremost, fighters from opposing schools, and Linghu is wary of romance in
general, and nuns in particular. Elsewhere in the story, he presents himself as something of
a gambler. Nuns, he says, set him off his stride.

Later, in Chapter Eight, Linghu is meditating and anticipating a confr ion with the

young nun, but is met instead by a mysterious male opponent. As we will see in a moment,

Linghu'’s fighting style differs markedly from the (literally) underhanded tactics employed
by the young Xiaobao in the early part of his career as a knight-errant:

That evening he had trouble sleeping, and so he sat cross-legged on a large stone
practicing a gigong technique, only he felt uneasy in his mind and practicing took
great effort. The slanting moonlight reflected the cliff clearly. Linghu Chong saw
there “Fresh wind blowing,” three large characters. Stretching out his finger he
traced the vestiges of the characters on the cliff face, finishing them in a single
stroke.

Suddenly, before his eyes a shadow covered the cliff face, Linghu Chong started

and smoothly brought his long sword to his side, but did not completely unsheathe

it. Ready to strike a backhanded blow, he called out gaily: “Little Sister Novice!”

But he could not steel his resolve. Turning, he saw some distance from the mouth

of the cave a man, his long, lean form garbed in a green robe.

The moonlight shone behind him, his face veiled in a green cloth so that only a pair

of eyes showed. Apparently he hadn’t yet seen him and Linghu Chong shouted:

“Honoured emissary, who are you?” and followed along up to the cave opening,

sword drawn.

Readers may focus on the hero’s qualities of detachment from the more mundane
concerns of life. As a reader’s written comments suggested in the second chapter, this
aloofness can be a compelling and admirable quality in the hero, who is someone who is
“always lonely, content with... communicating with the inner self or the wilderness
(mostly he is not religious and most often he has to endure).” Speaking of Linghu Chong,

one man remarked:



HikE: Eﬁﬁikd\ﬁk@ﬂggﬁﬁéﬁ SWm L <K, EFR: K
I’ &F, A, —E£LRN. [
#_l EE&<§?1§., F?ﬁ‘£>ﬁ AL EBEL,
R, MELkmLm, BERA - ﬁﬁﬂmﬁﬁﬁi‘—“

Male Reader: In my favourite novels, a typical male character is— Linghu
Chong! <Laughter, wife says: “You're thmkmg of ‘Little Sister Novice’!"> No,
no, no, certainly it’s Linghu Chong. [SK: Why?] <wife speaks, unclear> Right,
well, he doesn’t make [grand] predictions; he doesn’t try to make things neat and
tidy. That is <pause> yes, those things that are shallow or vain, those things all
belong to— that is to say, he separates himself from these kinds of things.106

It may be easier for the archetypal conquering hero to endure loneliness and worldly

h h , if his fc are as dependable as his fighting skills. Later in the

interview, the same reader quoted above went on to say, with some admiration:

Male Reader: Sometimes you don’t care about something —you don’t care about
doing this or you don’t care to struggle— they come [the things you want.] And
some people do that, a lot of people do that, and they [the desired results] didn’t
come. And this nghu Chong, he never cared about anything. He just— doing his
own way and don’t fight or follow other people for the right money, or somethmg.
But everything came <laughs> came to him!

The other “hero” most frequently mentioned by martial arts fiction enthusiasts was Wei

Xiaobao, hero of Jin Yong's last novel. When we first meet up with him, he is a
troublemaker like Ling, but hardly a gallant knight fallen, either in fact or rumour, from the
way of honour. He lives in the brothel where his mother is a singsong girl, and though he
can also swear like a trooper, the words carry a much different sound and weight, coming
as they do from a small boy. Interestingly, most people have strong opinions about
Xiaobao, they either love or hate him. He is both an unpromising hero and a clever one,
according to Klapp's categorization (1949, 20), a juvenile Cinderella who breaks with
Chinese tradition insofar as other heroes of this type —readers cited Guo Jing (¥83%) of

106Male respondent, interview. 12 October 1995. Tape T9SXHZ-25.
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The Eagle Shooting Heroes (She diao yingxiong zhuan, { $3BEEHE(E ) )07 as an

le— usually p for any ic disadv ges by gth, pe:

and honesty, rather than trickery.

By contrast, Guo Jing can be thought of as occupying an i position b

the clever trickster and the decisive, strong hero. He is certainly brave, loyal and strong,
just a bit slow on the uptake. Still, he is an i hero who, ding to Huiyuan,

exemplifies a particular kind of traditional Chinese hero, one who makes up in integrity

what he lacks in natural wit :
B XAMRAE, *EEH&!EE&#‘BEB‘JE%#AME&T—’F%
AT R o e s
] R A
#, BHE<K, iiﬁ-ﬁﬂﬁﬁ@*&ﬁmﬁﬂ‘Kiiﬁ#MﬁEE RE
B, REARE < RXHRE>

ISw'ng about “stupid” heroes and clever heroines, comparing Guo Jing and

Huang Rong.] CHY: It’s quite strange, because Chinese stories often feature a
clever woman who marries a stupid man, and she helps and looks after him.
<unclear> [SK: “Is a stupid hero alright?"] Like Guo Jing, ngl\t'7 <laughs> I think
a stupid hero is okay because often he’s not really stupid, just slow. {in English:
He’s just a bit slow, you know! <laughs> However, he doesn’t have any negative
points. He doesn't have any negative features in his character. He's just slow but
he’s very—} He's very upright, very brave and steadfast. {in English: But he's
just a bit slow. It's like, everyone can have shortcomes [shortcomings] in his
personality. So it’s what it is. He’s not a bad person. He's a hero, he became a
hero after all and he's studied very hard for his gongfu. He's very honest, and very
loyal to his friends and his wife, and his shifumen [masterteachers] you know, his
teachers, and friends, and his parents— his mother as well. So he’s a positive, [
would say he's a positive hero.}108

107See Chapter Six for further discussion.

108This excerpt is taken from the same interview as the previous quote. In this

I have included Huiyuan’s in English in the translation only, set off by

" braces ({}). In the Chinese text, [ have only indicated where she switched to English to
explain or give examples.
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However, I think that in some ways, Xiaobao may represent a process which Cawelti
calls “stereotype vitalization,” in which a character is made to embody traits that are
normally contrary to its type as an instrument of generic innovation, such as can be seen,
for example, in the more unwholesome habits of Sherlock Holmes, in particular his

addiction (1976, 11). By foregrounding human

such devices bring the hero

closer to the villainy he opposes, which makes for a ive with shadings of motivation,

instead of a black-and-white tale in which complete good triumphs over absolute evil —
even though this action may well move the generic goalposts and upset the basic formula of
the game in the opinion of some readers.109

The Deer and The Cauldron is set in the mid- to late-seventeenth century, at the
beginning of the Qing dynasty. China is in the control of the barbarian Manchus, and the
story opens on two different fronts: the underworld that Xiaobao is part of, and the now
underground life of a few intellectuals who are close friends and Ming partisans, and who

lament the passing of the Chinese dynasty. As discussed in Chapter One and earlier in this

idiom a variety of

chapter, Jin Yong's mastery of the

and scenes of i ion. In these

from John Minford’s lation of the opening

chapters, we move from scholars reciting poems with double meanings as veiled protest to
miscreants using double entendre and more obvious insults in order to stir up more

immediate confrontations. I have chosen rather lengthy

in order to emphasize the

stark contrasts between the relatively genteel d icity of dissid holars and the

109See Minford (1993, 8) for excerpts fmm the postscript to his last book, in which Jin
Yong readers’ obj ic nature of Xiaobao.
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world of the “rivers and lakes.” First, three scholarly friends are gathered together, and one

makes atoast:110

Gu Yanwu raised his winecup and, in ringing tones, recited the following couplet:

The cool wind sways not me, howe'er it blow;
For me the bright moon still shines everywhere.

“That’s a splendid couplet of yours, Liuliang,” he said. “Whenever I drink wine
now, I have to recite it. —And do it justice too,” he added, with a ceremonious
flourish of his wine-cup.

In spite of Lii Liuliang’s patriotic unwillingness to serve, a local official, impressed
by what he had heard of Lii’s reputation, had once sought to recommend him as a
“hidden talent” meriting a summons to the Court for suitable employment; but Li
had made it clear that he would die rather than accept such a summons, and the
matter had been dropped. Some um: later, however when another In,h rankmg
official sent forward his name as a “disti hed scholar of 1 merit,” L
realised that his continued refusal would be construed by the Court as an open
slight, with fatal consequences for himself and perhaps his family. Accordingly, he
had himself tonsured (though not in fact with any intention of becoming a real
monk), whereupon the government officials were finally convinced of his
detzrmxmuonandcmsedu:gmghmtocomcou(ofhxsmmmenL

Gu Yanwu'’s enthusiasm for Lii’s destrian couplet sprang from the fact
that it contained a hidden message. In Chmese the word for ‘cool’ is ging (the
word chosen by the Manchus for their new ‘Chinese’ Dynasty) and the word for
‘bright’ is ming (the name of the old Chinese Dynasty they had supplanted). So the
couplet Gu recited could be understood to mean:

The Qing wind sways not me, howe’er it blow;
For me the Ming moon still shines everywhere (Minford 1993, 19-20).111

110See the Appendix for a “Note on the El ic Texts.” Minford’s lation aptly

captures the very different ambiance and intent of the two scenes. I highlight the scene in

which we are introduced to Xiaobao b itill how farr d he is from any

sense of chivalrous conduct. Readers emphasxzad that a real hero wnth proper tnmmg

would never resort to Xiaobao’s techniqy P g phy and
have been mai

111 This part of Minford’s translation seems to be somewhat more explicit than in the

Chinese text, probably for the benefit of western readers. For Chinese readers, the
cool/bright, Qing/Ming association would not require much, if any, elaboration.
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Next, the second excerpt brings us to a pleasure house in Yangzhou. A group of salt

smugglers have d the establi: looking fora ber of a rival triad among the
“decent” salt merchants availing themselves of the brothel’s various amenities. The ruffian
they are looking for got drunk and insulted their illustrious company, an offense that
requires swift and painful reckoning. They try to enter one room, and are violently — and
in one case fatally— resisted by a fellow with a bushy beard named “Whiskers” (who will
become young Trinket’s travelling companion). The leader of the smugglers confronts him
and Trinket arrives on the scene to avenge an affront to his mother, demonstrating fighting

tactics that, though not elegant, are certainly effective:

At this point the ringleader [of the smugglers] stepped forward and peered into the
side-room: in the dim light he was just able to make out the form of a great
bewhiskered fellow sitting on the bed, his head wrapped in a white turban. There
did not seem to be any trace of a scar on his face, and he was most definitely not

Triad (or was it turtle?) Jia [the person the smugglers were looking for.]

“That was no mean feat, sir!” exclaimed the older fellow. “Might I have the honour
of knowing your name?”

“Your own father’s name’ll do me fine!” barked the man. “Just call me dad! Why,
me young whippersnapper, have you even forgotten your own father’s name?”

At this one of the singsong-girls in attendance could not help giggling. One of the
smugglers weighed in and slapped her smartly twice across the face. The
unfortunate woman began sobbing and snivelling.

“What's the big joke, you dirty slut!" snarled the smuggler. She was far too scared
to reply.

A lad of twelve or thirteen came running out from the side of the hall, crying:

“You dare hit my mum, you rotten turtle! May you be struck by lightning and your
hands fall off, your tongue rot, your belly fill with pus, your guts drop out,
your..."”

The smuggler (Who wasn’t going to stand for this) went for the boy, but he darted
behind one of the salt-merchants. The smuggler’s left hand smashed into the
merchant instead and sent him flying, while with his right he swung round and
began pounding away at the boy’s back. The singsong-girl (whose giggling had
caused all the trouble) cried out in alarm:

“Spare the boy, sir!”
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But the boy was a crafty little blighter and had already ducked down between the

smuggler’s legs. On his way he reached up, grabbed hold of the man'’s balls and

squeezed them for all he was worth. The smuggler let out a great howl of pain; by

now the boy was well out of his reach (58).

Most readers who liked Xiaobao readily admitted that he was not much of a hero: his
martial skills are as unprepossessing as his shady background. Also, as Jade suggested,
his reluctance to come to the aid of Ming sympathizers may well stem from the fact that, as

the son of a prostitute, his own cultural heritage is somewhat suspect. As the almost direct

antithesis of the loyal, honest hero who ds tirelessly against the ies of chivalry,
Xiaobao survives by ing rather than ge. In the following excerpt, a male fan who
cited Xiaobao as his favourite ch paints an unfl ing but portrait of this

picaresque anti-hero. The interview took place with a group of other students, all of whom

were at least five years older than this reader, a grad student in his mid ies from
Malaysia. The small group of readers numbered about six people,! 12 including me, and we
were all crowded into an over-furnished office. While he was speaking, the only Chinese
woman reader in the room sat listening intently. As I discuss in Chapter Six. this woman

isplayed i ing and plex tactics for claiming the floor from her more verbose

colleagues. Not only did she keep up a steady stream of quiet and excited commentary
throughout the discussion, but she helped to make sure that more reticent speakers, like the
Malaysia student, had their say. However, as this exchange shows, the way of the trickster

1 b

or ion and, it struck me then that if

is not confined to either

Xiaobao had come alive for 2 moment in their delighted chat, he had most probably

112The woman’s husband was also in the room, though he did not participate in the
interview itself. He observed, and his laughter can be heard on the tape, along with that of
the other participants. The total number of people in the room at any one time averaged
between five and six.
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whispered in her ear since, with half a dozen well-timed words, she not only stole the
floor, but also had if not the last laugh, then certainly one of the biggest:

%ﬁz: R —EWEE, BE—NREANAY, FET- -adLEs
HRE -1 - - EAREEME iﬁ. BRMBEIAEEF L, —BEA.
STigdE:  “ERCEEL. X A LLBERETS, LR H BB <

K, KigEHR: EEE - > X‘I FGER, . . < HE>
TiRER, FIE: “FREANE BE!” <ARHABKE. >

Male Reader: He's not exactly a hero, he’s a very common sort of character, not
suitable, you can— you can see how he doesn’t really seem like a hero from his
behaviour. Also his martial arts skills are pretty ordinary. <Female Reader: “But he
presents himself pretty well—" [i.e., he’s basically educated, sophisticated ]> No,
he’s the sort of person who is ingenious, his mind is clever and precocious.
<laughter, Female Reader says: “Oh, very clear.”> Yes, so you can see...<noise,
pages turning, unclear>

Female Reader <teasing>: “You're Xiaobao, aren’t you!” <loud laughter from

everyone>113

Although many kungfu novel fans said that they liked the way women were portrayed
in Jin Yong's novels, a point I discuss in greater detail in Chapter Six, they did not tend to
discuss heroines in as much detail, or with the same relish. The same held for villains, only
perhaps to an even greater extent. Frequently, villains were not actually named, though

readers did imes indicate that, although good and evil were sharply delineated in most

novels, sometimes with Jin Yong it was hard to tell immediately, and often it took a few

chapters before a knave s true colours showed through his carefully managed veneer:

Writing about The Smiling Proud Wanderer ]: Jin Yong has given a theme in th'al

the virtues of people can not be judged from where they come, be it a [E[]

zhengmen, “(someone) on the side of right”] or a FBi& [xiedao, “(someone who)

has evil ways”]. The most disgusting character in this novel, &A% (Yue Buqun),
appeared as a [E A& F [aman of honour, a gentleman] at the first half of the

novel.
113Group interview. 12 October 1995. Tape T9SVAR-26.
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In Jing Yongs novels, some oftheﬁkﬁﬁl llains] are not very § % [clear].
Most Elle_zmanMTSIc_lmd]“4

Fictional heroines merit a study of their own, and as such is a project beyond the scope
of the present work. One of the questions I would like to explore along these lines is
whether and to what degree both female and male readers perceive a continuum of feminine

heroic action. Also, if such a continuum exists, what sorts of characters mark its limits? I

P

suggest that [ would need to look at porary authors’ i i in
characterization, as well as the sorts of traditional heroine models which are available in
folklore and literature. Perhaps the fictional heroine in kungfu novels, like traditional
romance fiction and the heroine of folklore, does not really form a sharply defined tradition:
her gallant company has been underground for so long and assumed so many guises that
she has mastered the element of surprise and just turns up in the fray of the reader’s

engaged attention. Perhaps her emotions prevent her from realizing her true martial

ial 1ti for relationships over righ or some other

and her

aspect of her existence within a patriarchal story-world hinder her progress toward higher
chivalric ideals, especially since those ideals, as they stand, are essentially masculine in
nature and purpose. In Chapter Six, [ make a very preliminary investigation of some of

these ions, h , they are definitely worthy of further research. In the final section

of this chapter, [ attempt to survey the narrative setting and subculture that is so

fundamentally important to the hero’s adventures, the jianghu.

114QRE-04.



4.4 The Chinese “Greenwood”: Landscapes of Escape and

Possibility

Landscapes and the names by which people navigate and rei their
boundaries and frontiers are fundamental sites of signification in any culture’s worldview.
Place-names in ballads, for example, may evoke memories connected to actual places

known to listeners and singers. C ly, they may phorically desigs a

juxtaposition of larger concerns, such as the displacement associated with death or with

losing one’s way —thereby temporarily forfeiting a sense of rootedness in the

hical and /s | order of the i orthe h into

panaug P

otherworldly or unknown realms (Narvéez 1991b, 338, 354; Nicolaisen 1973, 309-12;

Rieti 1991, 56-66). However, the landscape and its names may also “fix” people both
spatially and spiritually, providing them with associations that transfer to other contexts,
triggering thoughts which may cause individuals to feel the need to remember their world

and restore themselves and their places in relation to it (Basso 1988).

Also, ding to Hall, atti toward land di and space and how they

change over time and across and within cultures may be discerned by reading literature not
only as a system through which an author structures particular content, but also “as a
source of data on man’s use of his senses” (1969, 94-100). This way of reading literature
was illustrated in an earlier chapter in which a reader mentioned that he experienced delight
in reading and re-reading Dream of the Red Chamber because, among other things, he
could view its gardens and pavilions again and again. As a student of architecture whose
study included the analysis of classical historical and literary documents in order to

understand ancient urban environments, his mind’s eye was finely attuned to particular
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issues of space and landscape. Likewise a woman reader described how reading is for hera
kind of landscape of possibility, a backdrop or scenario across which alternative historical
outcomes may be enacted.
Radway suggests that the women romance readers in her study identified not only with
the fictional heroine, but also with the setting:
...in a complex process of world construction through which the reader actively
attributes sense to the words on a page. In doing so, that reader adopts the text’s
language as her own and appears to gesture toward a world she in fact creates.
Because the process must necessarily draw more or less on the language she uses to

refer to the real world, the ﬁcuonal world created in reading bears an important
relationship to the world the reader ordinarily inhabits (1987, 187).

In other words, the i iated with the language of the novel and the world it
describes are more or less contemporary with the readers’ own experiences and
associations. In this way, Radway argues, the texts create a narrative landscape by telling a
story about it, or rather, the women bring the world to life and chart its dimensions in the
act of reading (188). For readers of martial arts fiction, I think the process of establishing a
vantage point in relation to the story-world is similar, but there are some important
differences. First, although the jianghu, as many readers have remarked, is a fascinating
and colourful world —like the reverse side of an unlined tapestry where the ordered flower
gardens, temples and harmoniously placed animals belie any hint of the chaos beneath in
which the vibrant threads tangle and cross with a life all their own— it is a dangerous one
whose workings are distinct from the normal social order. As already noted, Zhongning
remarked at the start of our very first interview: “Ren zai jianghu, shen bu you ji ( ATEIL
¥, S-AREHE).” that is, “a person within the ‘rivers and lakes’ cannot control himself.”
He may have been referring to both the unrestrained dispositions of many of the characters

who inhabit the novels themselves, as well as to the addictive qualities of reading which
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temporarily direct the reader away from family, friends— and sometimes even the most

basic of everyday exi: , such as rest and food.!15

Like the desirable but double-edged feelings readers may experience in response to a
text’s challenge to their (dis)belief systems as noted in the previous chapter, jianghu also
carries connotations that, though captivating, are not entirely positive. For example, Yubin

said of kungfu fiction and its world:

HYB: What i me is the ional ion. I just feel I share some
escapades <unclear> with the main character. When he fights, it seems [ am
fighting as well! <laughs> My sadness and k i are mtally pendent on his

fate. And of course a further feature should be the heroism, and heroism is
supported by other superficial things, like martial arts, high skill in martial arts. But
the opposite kind [of fiction}, as I said, seems to have left society or reality if you
like, so far. So the readers, the audience can easily think—think into a sort of
different dimension. A totally martial dimension, a supernatural dimension or—

SK: So would you say that jianghu is more concerned with this type as a
concept?] Yes, but I think this one is a development from jianghu, because jianghu
this word is really neu!ml. Even demgatory sometimes. If you say “chuan jianghu™

basically, “to roam, make one’s way through the ‘rivers and lakes® "

“zenme jianghu " [possibly, * gwhat/such) a lramg ( ﬂ AILM) you really don’t

understand what colour it has! Ci

SK: Can you give me a definition of that term ? .Itanghu ? <laughmg> I think it
deserves the space of a book! Jianghu as a noun it can mean a society, a

a specxal ion. It’s certainly different from “black
society” [ hei shehui “the underworld.” ]116 because “black society™ is
full of crime, but in jianghu it can be filled with whatever. It is a blend of very
opposite things, can be criminal can be heroic, you know that sort of thing
sometimes are blended.117

115See Chapter Three for a discussion of addictive reading habits.

116As a designation, “black society” does not carry any racial overtones to my
knowledge. Rather, it refers to institutions and behaviour which are outside the law. As
another example, hei shou dang (BF 3, “party of the black hand”) is a name for the
Mafia.

117Excerpt taken from the same interview as Yubin’s earlier quote.
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Secondly, jianghu as a spatial designation and a symboli graphy is a realm of

wonder that is far removed from these readers’ daily lives and normal language registers.

The world of the ‘rivers and lakes,’ as the converse of the social tapestry, gives strength

and ive

and distinction to the interwoven significance of face, p

expectations. Although these rules are suspended among close friends, for example, the
Jianghu is a world upside-down where readers are surrounded by frequently noble but
unrefined strangers who play out their most deadly feuds and closest friendships before
their very eyes.

I was interested to learn that chivalric fiction signified more to readers than the stuff
with which it was ostensibly concerned, namely, martial arts. Most readers emphasized that
a poor kungfu novel was a work that could be described as “all kungfu, no novel.” In fact,
relatively few had an interest in martial arts beyond the tales themselves, and many stressed
that they generally skipped over the fight scenes. Of the people who could be described as

at least technical aficionados of martial discipli fewer still spoke of actively following

any kind of gigong regimen at any point in their lives, though some might have felt
embarrassed to discuss the more esoteric aspects of Chinese physical culture with a
westerner. The combat scenes are replete with shifting descriptions of stances and moves,
with names that evoke poetic yet deadly force, such as “Piercing the Stork in Flight” (“Ti
liao jian bai guan shu chi, ” $£# 8| 3 #5&F ). Other names express straightforward
technical strategies, like “Plunging to Lunge in Quick Succession” (“Jinbu lian huan dao, ™
HHERTD .18

118These are Mok’s (1993, 161) renderings of Jin Yong's set move designations.
Readers have said that while they are highly evocative of the names of actual movement
sequences in various martial disciplines, the descriptions differ slightly and many readers
feel that for the most part the fictional moves are, as Fang Jing put it: “perfectly

impossible.”
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Besides providing readers with “ringside seats” from which to watch pitched battles
between the agents of good and evil, martial arts fiction appears also to give them a place
from which to reflect on their own cultural values, as if beyond the ‘rivers and lakes’ they
can see home. By speaking to the essential aspects of friendship and enmity, freedom and
obligation, for some readers, kungfu novels, like other forms of inversion, seem to
“remind us of the arbitrary condition of imposing an order on our environment and
experience, even while they enable us to see certain features of that order more clearly
simply because they have turned insight out.” (Babcock 1978, 29).

From the foregoing discussion, it should be clear that jianghu is a pivotal concept in
martial arts fiction. Without it, several readers suggested, the genre could not exist in its
present form and would have evolved into something else. Almost without exception,
when I asked respondents in e-mail or taped interviews what they thought jianghu

signified they said that the subject merited a book or a thesis all on its own. Parallels can be

found in other spatially open-ended domains, notably “the g d” or “the hills” of
balladry where fugitives found refuge and those that. made the laws —or a pretence of their

enforcement— feared to tread (Keen 1987, 2), and the open road:

Jianghu L, like xia, is a keyword in Martial Arts fiction. It signifies a whole
Chinese ‘world,” with its own way of life, its own argot. To a certain extent where
the Chinese say “on the water” we would say “on the road.” It is the world of the
travellers, street perfonnexs (our circus folk), people who have to hve by thexr wus
outsiders, sometimes hermits, nearly always el considered d

society.... Above all this ‘brotherhood’ exists in defiance of the stifling conventions
and hypocrisy of Confucian society, it brings together men and women whose
quest for freedom has driven them outside society (Minford 1993, 9-10).

In Chapter Six, I look at jianghu as a gendered construction from the perspective of
women readers. Although most women concur that the jianghu represents a space full of

potential in which “everything — anything— can happen. And everyone can meet, you can
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meet anybody you like or you don't like,” 119 a female character’s potential may be subject
to constraints and trials that are different and more pervasive than any her male compatriots
might encounter. Still, as Meifang describes, women and the feminine element are

important to the overall harmony of the outlaw society, a significance that is perhaps

heightened by the concen with the ion b logy and martial traini
CMF: Jianghu— <voice lative> it could be, a good people, they fancy for
solving the problem, unequal probl by physical forces, but not by war. By war,

eq
if they resort to war, I don't call it wuxia xiaoshuo. They believe in, in training
your will and break the extent [ push the boundaries] of your physical power. And a
kind also— I think most important— the yinyang element is working in wuxia
xiaoshuo. You should try to cooperate yin and yang. But certainly, it’s like in Jin
Yong’s xiaoshuo, some will just insist to promote the yang and forget the vin,
they become a kind of twisted person....And so most yin and yang element come
to play in jianghu, and so that’s people— And the most fascmahng thing i is there
should be somebody who is a master of of Chinese
coming into play.120

In a similar vein, many readers said that they enjoyed kungfu novels, especially those
of Jin Yong, as much for the way they presented information about Chinese philosophy.
beliefs about physical culture and worldview as for the historical allusions and outright
adventure. Unfortunately, these aspects were the most difficult for readers to elaborate on.
My understanding at this point is that the main heroes of the novels are usually not religious
themselves, although their mentors may have closer religious ties. More frequently,
however, it appears that masters favour reclusive lifestyles, living in the mountains as

independent ascetics sought out by prospective students. Also, it is not uncommon for

villains and minor “shady” or p ially to pass off as

119CHUNG Huiyuan, interview. 4 September 1995. Tape T95CHYb-17.
120CHEN Meifang, interview. 5 September 1995. Tape T9SCMFb-20.
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fighting monks or priests. Martial clans th lves, as was di d in The Smiling,
Proud Wanderer, are often organized around particular sects. In future studies, [ would

like to explore these issues in greater depth, as well as the importance of the master-

student/disciple relationship to readers’ evaluations of the devel and disposition of

the hero.

4.5 Conclusion

This chapter has been concerned with an in-depth i igation of the diachronic and

synchronic analysis of an indigenous genre of Chinese popular fiction, properly called
wuxia xiaoshuo (E.fK/INgf) or martial arts fiction. I have provided some historical
background which traces the development of the genre, as well explored the characteristics
of the Chinese chivalric hero and his environment and compared the Chinese knight-errant
and outlaw hero to characters from other cultural traditions. Because of readers’
overwhelming preference for his work, however, I have dealt almost exclusively with

b

izations and ies on the work of Jin Yong. Future studies might examine

more closely audience responses to other writers such as Gu Long, Liang Yusheng and
Huanzhulouzhu. In the next chapter, [ explore the history and development of two other
genres whose principal themes and motifs often find their way into the ‘rivers and lakes’
even though they also stand as distinct genres in their own right, romance and detective or

mystery fiction.
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Chapter Five: Romance and Detective Fiction

5.1 Introduction

This chapter presents an overview of the historical development and some of the central

themes in Chinese and ive fiction. Readers in this study usually referred to

Chinese romance fiction as either yanging xiaoshuo (Z1&/I\&%), wenyi xiaoshuo (X8

/INg#t), or sometimes simply “love stories” (aiging xiaoshuo, E1#%/|\§t). Readers from
Taiwan seemed to employ wenyi xiaoshuo slightly more frequently in their descriptions.

Also, “love stories” may a ph ic substitution. For le, Link cites a

P F

b of bil or tragic fiction popular especially in the early decades of

this century called aiging xiaoshuo (Z 1%/ &%) which distinguished romances with sad

endings from the lly happier d found in the yanging variety (1981, 62-
64).

Readers generally called detective fiction zhentan xiaoshuo ({85F//°3%), although some
also combined this term with higuai xiaoshuo (Z%), which is roughly analogous to
“mystery” or “fantasy” fiction. 121 In particular, readers spoke of fiction that involved both
detection and supernatural elements in these terms, using the labels “detective’ and

“mystery” almost i bl y. It is possible that some readers felt that traditional

detective fiction had strong ties to tales of the supernatural, a connection I explore in some

depth in a later section of this chapter.

121See Zeitlin (1993, 4).
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It should be understood that the both the readers and the genres discussed in this
chapter do not comprise a clearly delineated audience or tradition to the same extent as is the
case for martial arts fiction and its readership. For one thing, only fifteen men and women
who participated in my field research indicated either romance or detective fiction as their

first or primary choice of genre, a bined figure that rep less than twenty percent

of the total number of readers polled, as compared with forty-eight percent who indicated a
primary interest in martial arts fiction. However, although they are in the minority in this

particular sample, they still constitute important audiences. As already stated, my treatment

of each genre reflects the emp found in the eth phic data I was able to gather.
Future studies focusing primarily on Chinese romance or detective fiction readers are
certainly called for, especially with regard to the influences of western translated fiction on
these two genres.

Interestingly, a total of forty-one readers, twenty-six men and fifteen women, stated
that they often read inclusively, and incorporated either detective or romance fiction (or
both) within the scope of their normal reading repertoires. 122 Overall then. in contrast to
the relatively small number of exclusive fans of any genre, inclusive reading patterns,
which included the consumption of detective and mystery fiction, were found in almost
fifty-two percent of respondents. This finding lends support to Cawelti’s assertion that
certain generic themes or shadings, such as “mystery” may lend themselves to other genres
in order to advance the plot, and as such are borrowed into other formulaic patterns quite
frequently (1976, 41). It is possible that some readers detect a similar fluidity of generic
boundaries, and they derive considerable pleasure by negotiating them through their

everyday reading selections.

122See Chapter Six for a more detailed di ion of gendered reading p



In the previous chapter, I ioned that sup | el or a more

mystery, such as a theft or the reasons behind a vendetta, might come to light in a kungfu

novel. Furth [ also di d readers” that every good martial arts novel

included a certain degree of romance, and noted that even a traditional detective novel was

likely to unravel the threads of some situation i ing ic tension or jeal and

the central sleuth and moral authority might be surrounded by chivalrous knights or slightly

shadier members of the jianghu ity who do his bidding. Likewise, traditional

romance novels might contain knight-errant figures who, though generally fighters and not

lovers th Ives, are i | in uniting or iting star-crossed couples (Liu 1967,
117).
The first section of this chapter on an analysis of fiction, while in

the second [ explore traditional detective and mystery formulas. Unfortunately, despite the
fact that some western protagonists and authors, notably Conan Doyle and his stories of
Sherlock Holmes (“Fu er mo si, ™ “f& & BEHT™) have greatly influenced both the shaping of
the genre and its patterns of reception, especially since the May Fourth era (Lee and Nathan
1985, 386; Link 1985, 253),123 a detailed treatment of the influence of western fiction is
beyond the scope of this ethnographic work. However, [ think that additional ethnographic
research among Chinese readers of western detective fiction represents a path of inquiry
that has.not been fully explored, particularly since figures such as Holmes —despite what
some might call his quintessential “Englishness" or perhaps “English eccentricities” as
understood against a backdrop of Victorian middle-class culture— seem to have been so

successfully transposed into another cultural milieu to the extent that some of the readers in

123See also Kinkley’s (1985, 90, 94-95) comparison of Holmes and traditional
detective characters like Judge Bao.
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this study spoke of their surprise when they first learned that Holmes was nor originally a
Chinese character. Nevertheless, I want to focus my attention at this point on a discussion
of some key aspects in the development of Chinese romance fiction as seen through the
eyes of a few of its many readers. Although some similarities can be drawn between

western and Chinese romantic novels and the p of their respective female

readerships in particular, I will also point out a number of important differences in reader

aesthetics.
5.2 Romance Fiction: A Dialectic of “Exceptional Feelings”

In contrast to the code of chivalric righ as it is exp d in martial arts

fiction, the ideals of ging (“feelings, lity, love,” 1&) ding to Ko traditionally
signified a far wider range of emotional responses than those normally associated with

h Furth qing itself did not form “a unified body of doctrine”

that could be fixed along particular narrative lines: like a bittersweet ending, ging resisted

closure and ined open to interp ion. The i ing concern with ging from the
seventeenth century onwards emphasized women’s superior capacity to experience

emotions in all their subtle nuances. At the same time, it reinforced the concept of “separate

di q :onall

spheres” and the idea that women, as the i y-guided sex, were
unsuited to active lives in the outside world (1994, 111).

This same divided sense of the place of romance exists to some extent between the fans
and non-fans of novels that could be classified as primarily romantic. On the one side,

some readers dismissed romances as “books for ladies™ and characterized the genre and its

i ined readership as “too ional.” On the other, readers who enjoyed romances

emphasized the genre’s concern with people and relationships, not just love. Speaking
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particularly of novels by well-known Hong Kong author Yi Shu (75%F), one female reader
in her early twenties from Malaysia described the novels as realistic in their
characterization, a statement which stands in direct refutation of non-fans’ most pointed

that the ch ially the are too dreamlike and perfect. In

P

her i i she ibed the most imp fe of a good book, as

well as typical male and female characters in the following terms:

REBRFIENEZNERAYBE AN, LRESTIRLN, SREAE
%, <EXBRBARNADEZHHEWE. >
B-Axk FEE BHEURAEERIL

¥i§E§§BEB,%éﬁ%,ﬂi.ﬁﬁ*?ﬁﬁ,ﬁ%ﬁw%ﬁﬁ.

I think that the most important factor is that the characters must all have emotions
and personalities. They should be able to strike a responsive chord, and make
people think. <In English, writes: “Every character must have life in it.”>...

Men (ch ): cultured, thoughtful, perceptive, and has permanent employment
Women (ch: \‘ mediating P ional, outwardly cool and
inwardly warm, d, expensive tastes. <In English, writes:

“Both very typical cxty—born person with exceptional feelings toward hfe r>124

For critics of the genre, however, whether readers who are disinclined toward
romances in particular, or scholars who are dismissive of this type of contemporary
popular fiction in general, works which exemplify the “lucrative “pulp fiction’ of love and
romance set against the middle-class commercialism of Taipei or Hong Kong” (Lee and
Nathan 1985, 391) are generally given short shrift. However, it is just this profile of the

urban, educated, economically self-sufficient, if not moderately well-off, sensitive

124QRH-17.



character with which the genre seems most keenly concerned, and which perhaps marks its
place within a larger romantic tradition to the degree that such a continuum can be founded
on a basis as dynamic as that signified by constructs such as “emotional sensibility.” In
order to understand the significance of “exceptional feelings” to a genre that is itself capable
of inspiring deeply positive or negative reactions in readers, it is necessary to look first at
an earlier popular tradition as well as a novel that would become a universally beloved
classic which both fulfilled and challenged the notion of “romance” on a grand scale,
Honglou meng ( { 4L#2% ) ) or Dream of the Red Chamber.

5.2.1 Scholars and Beauties, Sy y and Qing

By the seventeenth century a genre of popular romance called “scholar-beauty” (caizi

jiaren, 7 FHEN) fiction had developed into a well-established literary form with
widespread audiences. The label basically describes the pation and app of its

principal characters, though as I discuss in this section, the heroine in such stories is
usually also quite scholarly and the hero is often as delicately beautiful as his lady. In
contrast to the complementary but still largely asymmetrical romantic themes found in much
of martial arts fiction, which may be at least partially due to the genre’s situation within a
world whose main signifiers —courage, loyalty, fighting skill— are predominantly

physical rather than intellectual pursuits, the popular romances of this period are

characterized by the almost perfect sy ry of their p ists’ superior physical,
emotional and intellectual attributes, as well their social standing. In the scholar-beauty

configuration, each ch letes the ponding image” (duixiang, %) of his

or her predestined mate. In particular, their ional and poetic sensibilities are especially

well-refined, thereby forming a perfect meeting of minds and hearts despite the
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machinations of an imperfect world, not unlike the classical conception of (male) literati

friendships or i i between scholarly men and women (McMahon
1995, 99; Ko 1994, 183-85).
McMahon suggests that the provenance of the genre can be traced back to stories of the

famous Han dynasty lovers Sima Xiangru and Zhuo Wenjun, 125 as well as Yuan and Ming

dramas such as the R of the We n Chamber (Xixiang ji, { FAREC )) and
Peony Pavilion (Mudan ting,  #:f32 ) ). Furthermore, just as two distinct subgenres of

' bronok nhveical

martial arts fiction emerged, one emphasizing martial gh phy

development, the other through metaphysical cultivation and supernatural assistance which
tended to merge in many contemporary works, likewise there are two traditions of
“scholar-beauty™ romances, the chaste and the erotic, whose generic distinctions and
devices also intermingled in later novels, a point I will return to shortly. However, [ want
to first outline the main differences which obtain in chaste and erotic romance fiction.

Basically, the two traditions differ primarily in three areas. First, the two subgenres

appear diametrically opposed in their respective handling of sexuality, both in manner and

fi y of ion. In chaste there is little or no explicit sexual description.

q P

The lovers are more a “matching couplet” than a couple, and their passion, though ardent,

is d th h the ined and disciplined medium of classical poetry. As

McMahon puts it: “...the intercourse of the lovers is verbat, modeled on the polite medium
of the written word, through which the youths pass the test of marriage by that time-

honored means of establishing one’s worth, poetic expression” (1995, 123).

e

125Not surprisingly perhaps, this story also has a | ding place in oral "
See Hensman (1971, 107-26) for one version of this well known tale.
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By comparison, although the heroine of an erotic romance might be basically chaste

herself, and so ultimately rewarded for her relative virtue with the rank of “first wife” or at

least “most : d bine” in a polyg household, the male protagonist of these

gh many vividly described liaisons, but also

novels not only indulges his app
often plays his various women off against each other. This point relates to the second
difference between the two subgenres: the one affirms any symmetrical equivalence that
may exist between the hero and heroine, while the other actively subverts domestic power

relations. The deliberate introduction into the narrative of an asymmetrical relationship

between the man and his wives and b n the wives lves is not present in the
chaste novels. In those narratives, even in cases where the hero marries his capable
sweetheart and her faithful maid —often because the heroine does not want to be parted
from her devoted lady-in-waiting and wants to see her set up in a “good situation” — the

to feelings of jeal . The hero in a chaste romance likewise

1S J

women do not

presents a y figure in the h hold. or may even appear subordinate to his

wives' h i dministration of d ic affairs. The central male character in an

erotic romance plays a pivotal rather than supporting role.126

As a brief aside, the motif of the hero marrying the lady and her maid also exists in
folklore and popular drama. Again, however, it is necessary to point out that the plots and
characters found in many of these popular tales and performances might not be called
entirely “chaste” in the strictest sense. In my earlier research, for example, a number of

Chinese respondents [ interviewed mentioned “The Story of the White Snake” (*Bai she

126This essential binary oppnsmon be(ween chaste and erotic as (excesses) of
and p is h the analysis of a range of novels and

dered ch: types in McM: hon’s work, pa.rtu:ularly in the fifth (99-125) and sixth
chapters (126-49) respectively.
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zhuan,” { E¥E{8 ) ) in which the maid, who is often called “Xiaoqing” (/]\#&) or “Little
Green,” comes to reside with her mistress after her ill-fated iage to a mortal — although
hip to her mi: husband was usually unspecified in the
oral accounts I recorded. Similarly, in the eyes of some of the people I interviewed, the

the exact nature of her
maid from Romance of the Western Chamber provides another example. Clearly, the maid
does not let traditional morality stand in the way of good sense. In this case, the servant's
scheming succeeds in securing a happy match with the hero for her mistress, and
simultaneously assures her own future as concubine.127

Finally, there are important differences in the treatment of cross-dressing. In the chaste
romances, it is a device which demonstrates especially the heroine’s equality and peerless

spirit in relation to her feminine contemporaries who themselves could never aspire to the

same level as a man. Her successful disguise, which may be further reinforced at some

point in the story with her beloved's temporary adoption of ini or
mistaken female identity, serves to erase or at least significantly mitigate the social
constraints of gender by constituting the heroine not as the hero’s helpmate, but as his
equal, if not his berrer. 128 Conversely, in a pattern not unlike comic ballads in western
tradition which feature men disguising themselves as women, cross-dressing in the erotic
romances takes on very different connotations and goals: the hero usually adopts feminine

2

or eff: as subjugati

guise as a ruse, his objective less gender

127See Kozar (1993. 173-75, 281-93). For an overview of how each story has
changed refer to Lai (1992) and Lu (1976, 95-98, 162, 182, 390).

lZSSee also Chow’s (1993a, 112-14) di: ion of duixiang as a P that
ds gender and displ notions of feminine identity.
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through ¢ and/or h ual ion (McMahon 1995, 99, 113, 115; Duval

and Stephenson 1984, 5-6).129
C ing the chaste tradition specifically, McMahon suggests that its development

may have been at least in part a political reaction designed to counter the degeneracy
associated with the end of the Ming Dynasty and emphasize the chastity of (Han) Chinese
women and literary men from the scholarly class in the newly founded Qing (1995, 102,
105). In addition, although a tradition of erotic fiction was already firmly in place by the
end of the Ming, Lu also cites the existence of not only chaste variants on the scholar-
beauty theme, but also, more specifically, works which explored a theme of virtuous,
superior love within a length of ten to twenty chapters, a feature which may have also
helped to popularize this style of romantic narrative in the Qing period (1976, 23241).
Interestingly, although a number of people described themselves as romance and
detective fiction readers, most did not name a contemporary romance or detective novel as
their favourite or most memorable read. In fact, unlike kungfu novel fans, very few
discussed specific books and characters at all. More often than not, these distinctions went
to Dream of the Red Chamber, which most readers cited as the forerunner of good modern

romances. Because of the rather ambig; ity of its issistic hero Jia Baoyu (¥

¥ %), McMahon places this novel in a position intermediate to the two traditions [ have
already sketched above. That is, Dream is neither entirely chaste or erotic, but draws on
certain conventions of each subtype (19§5, 177). In the company of his many female
cousins and the serving-maids who populate the gardens and pavilions around the declining
splendour of the Jia family estate, Baoyu —while hardly a profligate scoundrel — is also

far from the model of a serious, noble-spirited scholar. True, he is sensitive enough,
129See also Greenhill (1995, 167-70).
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indeed, many readers remarked that he is overly so. However he is guilty of loving not

just more than one woman, but the very concept of womanhood to the extent that he

ly seeks to redefine the social boundaries which his own masculinity and position as
the only son in a family of women have enjoined upon him. By his reckoning, women are
superior creatures, it may be said, by virtue of their gender, that is, by the purity inherent in

their essential natures.

Moreover, though certainly not h; | —he is on inti terms with his maid,
falls in love with one cousin but ends up partially discharging his filial and conjugal duties

by marrying another cousin in accordance with familial wishes, and finally leaves the

secular world of scholarship, service, family and imp g Baoyu
an effeminacy that may be viewed as a kind of protest against his lot. Baoyu’s character
shares some common features of disposition and behaviour with modern protagonists of
Chinese fiction and film. In the words of Rey Chow, Baoyu “partakes of a narcissistic
avoidance of the politics of sexuality and of gendered sociality that we would, in spite of

the passive “feminine” form that it takes, call masculine” (1993a, 114).

Ci 'y readers’ ions to the infl of this classical novel on ct in
modern popular fiction are mixed. Again, it brings up the idea that desirable things may be
double-sided in their cultural significance. Baoyu and his cousins, especially perhaps, the

most ing (and

ive?) object of his attentions, the physically delicate but

emotionally volatile Lin Daiyu (#k#£3) are memorable characters to be sure, but not

necessarily thoroughly likeable. Despite their icities, or perhap of them,

they continue to make lasting i ions on readers’ i inati For le, the

Malaysian reader, whose ideas about what features were important to a good book and



well-drawn male and female characters have been quoted above, also stated that in the

romances she preferred:

FIAEENBSEARREELYE, RUEFENHEE.
The male protagonists in Yi Shu’s books all treat women with respect, much like
Dream of the Red Chamber’s Jia Baoyu.

Similarly, a Tai woman who leted d study and was working in

the United States responded to an electronic version of my questionnaire by saying that

although her favourite novel was Lin Yutang's M in Peking, the ch: ization bore

a strong resemblance to the earlier classic:

In “Moment in Peking”, Mulan's [the heroine ] cousin, Redjade, is almost an exact
copy of the character “Dal»yu (Blackjade) in “The Dream of the Red Chamber”
(Classical li ). Both are hyper lented, intelligent,
narrowminded, beaunful and prone to physical ilinesses. Both suffer the fate of
mistakenly believing that their lover has married another woman, and die afterwards

from shock + grief.130

Likewise, a woman in her mid-twenties working as a travel agent in London returned a
handwritten questionnaire by post in which she described, among other things, her criteria

for a good novel:

FEHET, AUET, BRIIA, EREAHS, AHEREX

Must have a good plot, not only complicated, but also attractive to readers, and it
should also have a social and humane meaning.

She also gave the reasons why Dream of the Red Chamber was her favourite, despite the

fact that she considered herself primarily a reader of detective novels:

130QRE-20. Original orthography as din i i P




CIREP) NEFEE, AX, X%, HLEXE.
Dream of the Red Chamber, full of significance <*abundant connotations”>. strong
literary, cultural and social meaning.
Finally, in response to the question about typical male and female characters, her reply
again reflects the powerful effect that this novel and its main characters have in the shaping
of readers’ associations. Though not “typically likeable™ perhaps, Baoyu and Daiyu are

inl plars of a heightened, powerfully type of ch

GIEEP) THEHAGREE BRFTELASENEHAC. Kt
ARETA.

Dream of the Red Chamber’s main male character is Baoyu, but he is not a good
(example) of a typically likeable hero; the female character Daiyu is the same. 131

However, it should also be understood that some readers who participated in this

study, mainly those who do not read porary did not ider Dream of
the Red Chamber exclusively, or even primarily, a “romance” at all. Rather, the novel
represents a kind of epic account of the everyday life of a family in an era now passed:

X ERSFEEEREMEERN 135, EERIICESR (P B

—HEEARIER—F. EREMEMIMAREK RFEBMTRNE
&, EEERRFH -,

LL: The love story in it is a very important part, but we cannot say that Dream of
the Red Chamber is a romance, that’s not the same Lhmg It concerns an entire
clan, or the lifestyle of an era. The love story is among its components. 132

131QRH-19.
132 JU Li, interview. 26 October 1995. Tape T9SLL-28.
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In her interview, Peihong mentioned that she enjoyed reading writers such as Lin
Yutang (#k35%) and Zhang Ailing (Eileen Chang, 3% whose stories, though set
more recently than Dream, are also often situated in the domestic arena of large extended
families. [ think that for many readers of romance novels, whether classical or
contemporary, the concern with family life and the tensions between tradition and change,

an individual’s independence versus his or her place and connection within the shared

social network of familial obligations and exp i is amajor

ZPH: | like the fiction written by Lin Yutang, and another woman writer I like is
famous—Zhang Ailing. And their stories are often about very large, traditional
families, families all live together, sort of like the Honglou meng. But— their story
is more, not so long ago as Honglou meng’s hundreds of years, it’s more recently.
<pause> When you read Honglou meng, | think you have a little difficulty to

rstand the circumstance, the society at that time becausc it’s so old. But in their
novels, in Lin Yutang’s and Zhang Ailing’s, it’s usually 1930s, 1920s— it’s not so
old, and I think I can understand better. [ think Chinese culture is embedded in the
family. By studying the family, by looking at the stories happening in a huge
family, you can learn a lot about Chinese culture.133

In the next segment, I look at a popular romantic genre which has strong ties to the
earlier scholar-beauty tradition, a style and formula which came to be known derisively as

the “Mandarin Duck and Butterfly School” (Yuanyang hudie pai, %&&##iR) because of

the tendencies of many of its authors to rely on traditional symbolic rep ions of
marital harmony. From romance readers’ observations, [ surmised that the language.
themes and conventions of these earlier, urban romances which were popular during the
early decades of this century, had a significant effect on the development of modern
romance formulas. Although respondents stated that most modem writers use modern

expressions and styles, they also affirm that there is a certain beauty or refinement present

133ZHU Peihong, interview. 16 May 1994. Tape T94ZPH-05.
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in the descriptions which seems to recall the earlier conventions of Chinese popular

romance narratives.
5.2.2 A Note on Language

In Chapter One, [ described the ability of vernacular Chinese to encompass and express

a range of regi and | styles. Historically, vernacular fiction was often geared

toward a mixed or mod ly ed d audi who may not have had a grasp of the

various levels and nuances of the classical idiom. In his analysis of Butterfly fiction and its
early audiences, Link describes how writers producing novels —or, more frequently,
serialized instalments and short stories— which featured updated scholar-beauty themes
and ch iously rejected the western influenced “plain speech” (baihua, E3%)

and literary styles championed by the elite writers of the May Fourth era during the 1910s
and 1920s in favour of a combination of storytelling conventions and literary styles
modeled on earlier classical forms, such as the chuangi (f#7F) of the Tang Dynasty (1981,
58-61).13+

Although popular styles and the literatures that employed them have frequently been
criticized as lacking sophistication and refinement relative to more polished works,135
favouring verbosity over virtuosity, for example, it appears that the styles adopted by

4, 1v ed d

writers of popular fiction during this period not only appealed to a y

readership eager for stories with a kind of traditional “ring” to them, but also suited and
134Ch’en describes these “tales of the marvellous and usual™ as the elite counterpart to
the popular Tang bianwen discussed in Chapters One and Four (1961, 461).

135See, for example, [dema’s comments on late Ming and Qing chap literature (1974,
liii-iv).
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could be adapted to and exploited by the technology of the time. Readers could access

P P

materials whose tone, if not completely familiar, was at least not foreign. Furthermore,
writers in this new industry could in turn establish themselves by a kind of mass-mediated
literary piecework in which every character might contribute to the author's long-term
reputation —and, more immediately, to his pay (Chard 1991, 10; Link 1981, 12-13, 89).
Next, | investigate the different paths taken by western and Chinese heroines, as well as the
importance readers attach to the use of beautiful or poignant language to express stories that
are often sad, and which —for all their supposed “fictional unreality” — act like powerful
folktales warning of the impossibility of total happiness if one ventures too far outside the
social order. And, like folktales, such narratives frequently echo larger truths or realities for

those actively engaged in their reception.

5.2.3 Butterfly Fiction and “Bodice-Rippers”: Divergences of the Romantic

Route

At this point in the discussion, I want to draw a comparison between certain aspects of
Chinese and western romance fiction. Although most western readers probably have a
certain level of knowledge about “Harlequins” and other similar novels, I think it is
necessary to delineate certain aspects of the history and key features of the “Mandarin Duck
and Butterfly” genre, which I will refer to hereafter simply as Butterfly fiction or novels. I
have purposely headed this section with reference to two essentially derogatory labels, one
standing, as I said earlier, for a class of popular romantic fiction whose themes, language
and content stood in opposition to many of the western-influenced literary language
reforms of May Fourth writers, the other signifying the stereotypical “steamy” romance

novel and/or its focal —and possibly violent— seduction scene.



My deliberate choice of these terms is intended to reflect their “outsider” usage when

d to fan parl I have only ever heard western romance readers use

graphic generic labels sparingly and in jest, and none of the Chinese readers in this study
referred to romances from the first half of this century as “Butterfly fiction,” even though
they might be well acquainted with the various generations of its authors, such as Zhang
Ailing and best-selling Taiwanese author Qiong Yao (3#3%).136 Interestingly, these labels

and their panying ions suggest one of the first important similarities between

western and Chinese reader aesthetics: in d: with Radway's findings,

both groups seem to reject explicit or over-emphasized sexual description (1987, 65, 73-

74). In the case of Chinese readers, this preference appears to hold for men as well as

h

her iptions are

women. For example, Zhenggi likes Qiong Yao’s

refined and “beautiful,” incorporating lines from classical poetry 137 and avoiding direct

depiction of physical intimacy, while still employing porary |

LZQ: She [Qiong Yao] writes LOTS of romance books, but her writing is very
beautiful. [SK: “What do you mean by ‘beautiful’?"] [ mean she uses lots of
Chinese ancient poems.... Actually, she never describe sex or anything like that,
she only describe the —how to say it? <laughs quietly> [SK: “Romance?”] Yes

<pause> [SK asks about “traditional style™ as descriptive conventions rather than

136Even readers who are critical or dismissive of romance fiction have observed that
“Qiong Yao is to love stories what Jin Yong is to martial arts fiction.” Also, like Jin Yong's
works, many of her books have been made ino films.

137Many readers noted that Qiong Yao's books make use of classical poetry. Although
poetry also appears in rather more limited quantities in some of Jin Yong's tales, a number
of readers found it especially prevalent in Liang Yusheng's (2% 4:) martial arts fiction.
Whether poetry appeals to readers beyond their initial recognition of its inclusion in a novel
is a matter of personal taste. [n general, I found that romance readers showed somewhat
more open “poetic sensibilities” than kungfu novel fans, however, members of both groups
felt that authors were well advised to refrain from summoning the ancient muses too often.
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exact lan e used. [ZQ confirms that Qiong Yao uses modern lan; e.] but
actually she treats this very beautifully.138

Similarly, the male professor of biochemistry and long-time fan of Qiong Yao’s works

who commented on the beauty of her novels and the care with which she portrayed

lation<hi
P

in a previous chapter, wrote: “Girls in her books are ideal for a

romantic man.” In his words:

I started reading novels when I was about 10. At that time, I quite like the lmluary
stories (not fairy stories), and even wanted to be a military

(DON'T LAUGH). A lot of boys around me shared the same interest. (Can you
find a psychological reason for this?) As I grew up, I gradually got bored with them
and my favorite reading was about romances at the universities,(which was
reasonable), and I am still in love with them, because I think feeling, particularly
between young male and female, is just beautiful than anything else, since it is
difficult to cultivate and fragile.139

In contrast to R y’s ion that a western novel is “first and foremost, a
story about a woman” (1987, 64), for the Chinese readers profiled here, a romance is a
novel about feelings and relationships and the conflicts and displacements that may occur
when transcendent love runs up against the values of a less-than-perfect society. The
heroine of the western romance may bear some similarities to the heroine of a Chinese
novel: she may be beautiful, independent, resourceful and decisive in a variety of
situations. However, readers’ responses prompted me to consider that the focus of the
Chinese heroine’s trials and the final outcome of those efforts might be very different from
the actions and ultimate fate of a western romantic heroine. Again, I sense that this is

related, as in the heroine tradition in Chinese folklore, to the fact that the heroic woman's

138LU Zhenggqi, interview. 16 May 1994. Tape T94LZYM-04.
139QRE-13i.
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independence is defined and constrained within a much larger social arena than her western
analogue.

The typical “Harlequin heroine” might be a high-spirited lass whose main object is
making the hero see her worth, while at the same time paradoxically recovering her sense

of self (which the hero may have i ionally or uni ionally violated through social,
emotional or sexual rejection, or even abuse) and then adapting that d self-estt
to fit within a ci ibed, but p d and cherished place at the hero’s side (Radway

150). In complete contrast to this pattern, the heroine of a Chinese romance also may be a

beauty who, despite her lary physical, intell | and moral traits, is without her

P Y

scholar for most of the time, and may in fact be parted from him forever (Chow 1993b,
476). Instead of the heroine having to put up with her man’s potentially cruel masculinity
until he sees the light, the lovers may share, as in the earlier scholar-beauty tradition, a

chaste —or ch d— but d y thatis ily and <allv di q

Y P P P

by social p their only indi ion may be that they are not meant for each other

according to the forces which take precedence over individual feelings— however

exceptional those feelings may be.

Link’s reading of Butterfly highlights the compl ity of the lovers as in
the scholar-beauty tradition, h -, the lovers’ kable natural end and their
heigh d sensitivity foreshadow their bi t courtship and ultimate decline, a

trajectory he calls “the Romantic Route” (1981, 65-76). However, Chow finds that the
tales manifest an inherent asymmetry because not only is the heroine often bereft of her
duixiang, but Chinese romances of this type are not just “about a woman" seeking love and
fulfilment through a relationship which at once binds her more firmly to patriarchal

structures and delivers a limited vision of its promised comforts.
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Rather, Chinese romances are often about a woman'’s continual negotiation and self-
negation of her place within her family, her chosen career, her romantic ideals versus the
domestic compromises and sacrifices that may be set out for her (1991, 51). As one
romance reader wrote, a traditional Chinese character is one who exhibits forbearance
without pride: “ &F B 4% ¥ 55 R 2R AYME L, that is, “Chinese traditional nature is to

bear hardships in silence, without complaining.”140 She went on to write that this profile

was especially true of ic heroines. From either analytical perspective, it appears that
love does not generally win out in the end, and the heroine contends with more than
convincing an individual man of her own “spunky” individuality.

To my mind, the fundamental difference between some of the traditional Chinese
romances readers spoke of and the western varieties with which I am familiar may lie in the

fact that they are products of very different cultural worldviews. Indeed, a “Chinese™

which a western p ive of ind

I agency and choice on the part

of the lovers, particularly the woman whose actions and options are overdetermined by

society, family and gender, suggests a culturally impossible text. Speaking of the image of

“woman"” and the overriding concern with “female” emotions and content in Butterfly

fiction, Chow states that female characters (and, to a large extent, their readers) confront:
-.interlocking social as well as written texts: customs, rules, taboos, and a tightly-

structured extended-family system in which one constantly runs up not against
“God,” but agamst other watching, listening human beings. The ubiquitous nature

of Confuci asa sacial system that encompasses all aspects of
Chinese cultural life means that “individual™ dom, which ins to
this day a valid source of resi ized ideology in the West, is

much more difficult to es!abhsh in Chm& Individual “psychology,” together with
the rightful priority of one’s own physical existence and personal interests is,

strictly speaking, irrelevant. Accordingly, when ideological systems (in the form of
social p one to within one’s lifetime) turn unbearably

140QRH-15.
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oppressive, it is difficult, if not impossible, to use the notion of “individual truths™
to subvert or counteract them. As a ‘erll bred” woman turns inside to “herself,”

she runs straight into the tw Id defini p and
clichés of what she always already “is” (1991 61).

As might be exp d, most Chinese readers stated that their most memorable

stories did not end happily, an aesthetic point that also stands in contrast to the findings of
other studies (Radway 1987, 66; Heggli 1993, 13). A good story should be moving,
something that “sounds the heartstrings,” (dongren xinxian, 31 A/(>3%), but it need not
end on a happy note. Readers’ observations add a new dimension to the assumptions that
romance fiction is necessarily “light reading” which readers turn to for entertainment or
escape, or, for that matter, that “women’s fiction” is trivial or playful at all. Although this is
an area with many more questions than this brief analysis of romance fiction can hope to
answer, perhaps part of the “comfort” or “escape” for some readers lies in the fact that a
sad ending resists complete closure, opening a space for people to deliberate and speak
silently through the text and aloud through discussions with others. 141

I consider the heroine's case again in light of gendered preferences and reading patterns
in Chapter Six. In the next and final section of zhis chapter, however, I take on a case of a
completely different kind and turn to a description of certain aspects of traditional detective

fiction.

141See for example, Rofel’s (1995) ethnographic study of the reception of a popular
soap opera in post-Tiananmen Beijing by viewers from different occupational
backgrounds, most of whom were young adults during the Cultural Revolution, the time
period in which the serial was set.
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5.3 Deep, Dark, Bright: Mystery and Justice in Detective

Fiction

I have always felt that every artful ion, every really d interview, like
any significant narrative event, such as the sharing of a ballad or a story, has a kind of
“emotional core.” For me, some of the most significant “ethnographic moments™ occur in
those silences when, while trying to juxtapose and integrate the parallel stories of what I
have asked with what the person I am talking to has heard and answered, we together hit
upon the question or problem and its tale. One striking example of that occurred during my

interview with Chen Meifang in Edinburgh. A bright postgrad whose travels and

studies had brought her into contact with a wide range of Chinese and translated literature,

she was a woman p d of strong aesthetic opinions on the subject of fiction, and she

expressed them in an forthright conv ional style. She had little use for

modern Chinese poetry (“It doesn’t make any sense! It’s like it’s another language!™), and
a romance, particularly one in the style of Qiong Yao's accustomed formula, could be

summed up like this:

CMF <voice deadpan>: [t’s always in the early 20s, 30s, 40s, or if it's in Taiwan,
it must be in the early 40s. And it’s always, you know, a youth —to be handsome,
rich, gentleman from a very prestigious family — coming from China because of the
Civil War. And to Taiwan, couldn’t find a decent job, and suffer a lot of his own
melancholy. Then he found, you know, a very pretty, graceful, but very poor,
“has-a-lot-of-miserable-stories-to-tell” young lady. And then fight the environment,
and fight with the parents <laughter> and just to be together, and figure out it’s
going to be fruitless! 142

142CHEN Meifang, interview. 5 September 1995. Tape T9SCMFa-18.
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Before she got into a discussion of her clandestine experiences of reading martial arts
fiction in university, Meifang enumerated a list of “famous detectives” with whose stories
her boyfriend was well acquainted, such as Holmes and Poirot. I realized at this moment
that she equated “detective” or “detective fiction” with the logical, deductive personas of the
western genre. Having “exhausted all the possibilities,” or so I thought, I began to ask her
whether she had seen any operas, plays or television programs about the ancient

investigator and admini “Judge Bao” (Bao Zheng, fi1#K), since most of the other

readers I had spoken to up to this point were familiar with this figure through other popular
media.143 “Oh, I love that!” she said suddenly in Chinese and, switching back into

English, excitedly began to tell me why:

CMEF: Well, you know, it’s really so weird because, I think it's so— because
people at that age, when they want to justify justice, they resort [to seeking out] the
power of ghosts, and most of them are the, you know, dead people became ghosts.
They come back to you and report what happened to them, what you should have
done certain things. It’s so interesting I think, and I try to compare it with the
English language literature I have read and I hardly could find the equivalent
element. I start to wonder what’s inside a Chinese mind, why do we treat a dead
person? It seems we show fear to a dead person or we believe in some way they
become a hierarchical [ an authority] — <pause> and they could empower you. Also
de-power you. That's the fascinating part of it. And also I really like the wisdom
shown in judgment by Bao Gong. It’s like, once two women were fighting for
children, but at this time you know birth registration was not set up. The Bao Gong
just call the little kid of five or four, and have the two women pull one of his hairs.

SK: “Like King Solomon."] And then he knows. And I think it's quite reasonable,
you try to think what's the deep side, the dark side, the bright side of human
beings.

Although she first came into contact with this character through stories when she was a

young girl, and later saw television serials and plays, Meifang’s curiosity as to whether this

143Although a number of readers cited Judge Bao stories as contributing to martial arts
fiction involving supernaturally-tinged revenge plots, as discussed in Chapters One and
Four, Meifang discussed the stories and the character of Judge Bao in the most detail.
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was “real ancient history, whether this really happened™ 144 led her to read about Judge Bao
and similar figures in earlier popular literature when she went to university, and her delight

has evidently i Asld in this section, however, the goals and methods

of this traditional Chinese detective figure would shock even Holmes as completely
irrational. Still, compared with this Song Dynasty magistrate, Holmes is really just a young
fellow — with a lot to learn.

Readers commonly referred to the stories of Judge Bao as Bao Gong an, ({ 82X ))
or The Cases of Judge Bao. This appears to be a shorthand title, since there are in fact, a

number of “cases” i ing judges or “; icians” as principal i ig: ithough
the most celebrated of these seems to be Bao. According to Hanan, “court case” stories date
from the Song and Yuan Dynasties, and took the form of puppet plays and later oral
performances. The actual term gongan (“public case™) appears to be a later appellation

(Hanan 1981, 40). Additionally, although several scholars attest to their widespread
popularity,145 particularly during the Ming and to a lesser extent in the early Qing periods,
there are r:lali\;ely few complete collections extant. 146 Detailed attempts to date and
compare the content of the different collections and determine their provenance and

or ilation have been undertaken (Ma 1975; Hanan 1980). Furthermore,

143Elsewhere in the same interview, Meifang describes a story with what seemsto be a
variation of a “singing bone” motif. This bone takes on a frightening life of its own after
people knead the bone, which has been ground into a powder, into a ball “that swallows
and spits things.” The Judge apparently has to solve the murder with which the bone is
associated. Aside from bones, the Judge also hears testi: from d 3
whose revelations assist him in solving crimes.

145See, for example, Johnson (1985, 65).

146However, I understand from readers that porary editions of selections of
tales are available, as are comic book adaptations for children.
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Waltner distinguishes b Ming detective fiction and “legal casebooks” from the same

era. She states that the latter “rep a genre of administrative writing,” although both

depict different socially constructed and nuanced interpretations of “a world view where
Jjustice prevails™ (1990, 281, 284).

Western detectives and their fiction, whether from the old world or the new, originate
from very different places and proceed along different lines of inquiry with manifestly
different cultural rationales. According to Grella, the British-style whodunit “remains one

of the last outposts of the comedy of manners in fiction,” whereas the American hard-

boiled flatfoot is heir to: “a mixed traditi ing folk tales, medieval li

Gothic novels, and the works of writers like Scott and Cooper” and where the former is

pied with cl lated the latter, owing in part to a strong residual

P

Puritan influence, is “obsessed with sin” (1980, 88, 104).

By contrast, Kinkley states that although some porary Chinese d ive novels
emulate western models, and those models have themselves periodically come under fire
for their reflection of “bourgeois values”: “China has known crime stories for a
millennium, but what remains alive today, in operas, movies, and conversation, is the
gongan or “criminal case” tradition, in which a renowned wise judge (such as Bao, Di or
Peng) solves a difficult crime” (1985, 92). He suggests that the tradition emerged in Yuan
and Ming drama, and developed later in fiction and Peking opera. Where the logical
intricacies of detection are the western sleuth’s main enterprise, the Chinese stories place
greater emphasis on the restoration of the moral fabric of society. and just retribution
against the parties whose actions disturbed the harmony of the cosmic order in the first

place. He may use disguise in order to entrap a guilty person or infiltrate a criminal s space



or sphere of activity, and he views torture —judiciously applied— as a reasonable means

of exacting a confession.

While both the western detective and the Chinese i are primaril d

with the discharge of justice, they differ greatly in the means they use to get there:

At bottom, the Chinese and Western traditions inhabit different epistemological
universes. Western whodunits take place in a positivist, nmeteenv.h century world

that is the sum total of an i but calculable number of ph: waiting to
be apprehended as clues.... In Judge Bao’s world, there are demons. Moral
principles such as filial obli take P as blood debts; revenge

takes over professi process in achieving justice. And spirits of the
deceased solve cases by entering the dreams of the Judge, who was once himself
reckoned the Stellar God of Literature (Kinkley 1985, 94).

The vivid supernatural elements in Judge Bao stories call to mind other well-known
collections, such as Pu Songling’s Strange Tales, which I discussed earlier in relation to
readers’ ideas about influences on martial arts fiction with a strong supernatural or magic
emphasis. Readers who were familiar with western detective fiction also tended to mention
the work of Robert van Gulik (1910-67). Van Gulik, a2 Dutch-born scholar and diplomat
stationed in China, wrote a number of novels modelled on courtcase fiction which featured
as the protagonist a Tang magistrate named Judge Dee. In order to appeal to western tastes,
van Gulik made several important stylistic changes. He allowed for the solution of the
crime at a later point in the story than a traditional Chinese tale, and while he included
strong undercurrents of sex and violence juxtaposed with the Judge's unshakable probity
and belief in justice, he downplayed the Judge’s absolute, almost omniscient confidence
and made the him less open to the discernment of supernatural portents (Lach 1979, 10-
11). Despite these formal changes, Chinese readers cited his stories with admiration,

however, their comments placed his work squarely outside their own indigenous detective



tradition. As Yinong said of the stories by “that fellow from Holland”: “They’re quite
good. Pretty interesting, very Western!™

5.4 Conclusion

This chapter has considered particular lines of traditional Chinese and d

fiction. Specifically, Ming and Qing scholar-beauty stories, Dream of the Red Chamber
and early twentieth century Butterfly fiction were discussed as they suggest a discontinuous

but enduring tradition ordered around a set of themes and devices, such as a concern with

y y and the imp of ional or ging, as well as the place and

displacement of love and lovers within the extended framework of family and society. A

discussion of detective fiction centred on stories based on popular courtcase literature

which fe d the decisi and § igative ies of a wise judge or magistrate.
Comparisons with western genres and reader resp led some similarities as well
as fund: 1 diffe in ive content, structure and the worldviews which

underscore the different textual universes and their audiences.
Clearly, there appears to be a greater concern in the Chinese genres with the social and

cultural implications of either deliberate or inadvertent individual transgression of

d norms of behaviour. This ch istic was also ized by readers
familiar with these genres. Although the study of the Chinese heroine is one of my
enduring interests, and one which I explore in the context of popular fiction in the next
chapter, my sense of romance and detective fiction readers differs from martial arts fiction
fans in that from the outset they are witnesses —and perhaps participants— in a different
kind of struggle. With no alternative world in which to challenge and confront the strictures

of society —with perhaps even little chance to see the surrounding environment through
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other than the eyes of the long-suffering heroine or wrongly accused miscreant— these
readers make a different, but still profoundly important journey into the “deep, dark and
bright™ spaces of Chinese tradition and character.

Undoubtedly, the precise paths taken by each individual reader into these questions and
the that such an ion could produce would likely have something to do

In the next chapter, I look at how genre

with individual experi of gender

and gender interact to shape reader preferences, and the ways in which readers confront
gendered and “genred” ption gh their selection of texts and the practices by

which they actively construct and rework readings.



Chapter Six: Gender, Genre and Chat

6.1 Introduction

In this chapter, I examine some of the different ways men and women construct

readings of their favourite genres, and how they constitute gendered identities through

reading. I look at the issue of “, d genres,” traditionally line or f

varieties of fiction, for example, and suggest that this focus, for some readers at least. may

Iy a misplaced hasis. That is, perhaps —as Crane observes of the

western medieval romance, a genre whose feminine name in many ways draws attention

away from the reality that its historical audi were prised of both women and
men— we should reformulate our questions about genres and audiences as well as the

assumptions they in turn der (1994, 10). Speaking in refe to Chaucer’s

Canterbury Tales, she writes:

The parallels between gender and genre move in two directions. One line of
connections to mvesugale would be how historical men and women “perform”

how their beh or inspires ’s rep of
gender and how they receive, interpret, and circul icul texts. My
question in this study is how romances “perform”™ gendcr rather than the reverse—
how they construe masculinity and femininity, how they work out the paradigm of
difference and the challenge of intimacy and how they relate gender to other
expressions of social identity (Crane 12).

For a number of the readers in my study, it appears that the conceptual space between
biological sexuality and socialized gender is an unstable region open to a certain degree of

1 iati ially when it comes to reading preferences. Historically,

P P

masculinity and femininity, in Chinese culture as in many western cultures, were largely
fluid constructs, fixed to their respective moments by social mores and conventions, but

always threatening to shift (Cornwall and Lindisfarne 1994, 12; Penley and Willis 1993,



xviii). In short, concepts of gender are “fictions” —in the literal sense of something at once
made and invented— social texts that are not consumed “verbatim” by all readers, but

which are instead selectively edited in individual readers’ reproductions of themselves and

their own definitions of reading pl B ypically “ line” or “feminine”

literature and being a2 man or a woman, adventurous readers have consistently found that

there is considerable latitude for playful, subversive and p y readings (Jenkins
1992; Radway 1987; Bacon-Smith 1992).

In order to begin to appreciate the workings of the gender/genre dynamic among the
readers surveyed here, it is necessary first to consider some of the issues surrounding
gendered communication more generally, and then to place those issues within a
specifically framed discourse of Chinese popular tradition. To accomplish this, [ want to

focus my tentative

about gendered reading styles around the pivotal
construction of space and social relations in Chinese culture, the concepts of inner and
outer spheres and their particular and pervasive influence on the historical and
contemporary lives of Chinese women in general and literate women in particular.

Ni i studies have d which analyze the profound implications of

P PP

the inner/outer distinction across such diverse cultural and hi as Song

period (960-1279 AD) women's experiences of marriage and family life (Ebrey 1993),
women authors and audiences of the Ming (Ko 1994), as well as how traditional western
notions of gender and place are challenged as a result of our engagement with new media
(Meyrowitz 1985, 201-09).

This dynamic and the concepts of gender which individuals both maintain and subvert
in relation to it may also be usefully applied to a discussion of contemporary reading, as

Gullestad has so incingly d d in her di ion of another popular cultural
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practice— house decoration in Norway (1993). She suggests that home decoration and

of gender and class identities.

improvement reflects a

Although the sful perfc of home ion often requires, in many resp

a separation of labour along gender lines, Gullestad states that this takes place “in a
transformed traditional sense” (153), in which each partner contributes to the project
according to a qualitatively different sense of aesthetic pleasure, but with the same joint
goal in mind. Where men might actually carry out most of the improvements, women tend
to be the ones who carefully select the materials and budget for the private rituals of home
(re)making (143). Collectively, these expressive practices stand as couples’ personal acts

of renewal, and their homes become localized, shared inscriptions of resistance in eloquent

juxtap to the fi 'y social institutions writ large all around them (135, 149-51,
159).
Inthe ioned study, synchronic and diachronic ethnographic evidence pointed

to the fact that while the traditional spheres of male and female activity were certainly still
identifiable, they were fluid constructs that were continuously negotiated and reworked

under different class and social conditions. In my opinion, the flexibility which underlies

the everyday, unofficial mediation of line and feminine domains of experi isan
important feature which ethnographers should bear in mind. Just as it is not sufficient to
say, for example, that male and female readers responded to me in the ways that they did

solely on the basis that they were reporting reading habits to a foreign female researcher, [

also do not think that a ch ization of their resp as simply reflective of particular
genres or gendered effects provides an adeq picture of the processes acting on their
respective icative p ies and perfor



Thus, to say that one group’s talk about reading was framed by members of that group
as information, while the other group’s contributions were subject to the aesthetics

normally associated with gossip and a generally playful delivery —while descriptive—

s gevie

does not ily fully articulate the range of expressive styles and purp
assume, especially across different cultural contexts. Women’s spoken texts and creative

acts of popular production are often portrayed as non-serious, if somewhat subversive or

resistive, play (Bacon-Smith 1992, 290-91), especially in parison to men'’s activities.

In fact, the latter are often explicitly depicted within the domi: culture as having intrinsic

“instructional merit” (Bird 1992, 143-47) because they actively reproduce hegemonic

discourse values and ies. It is imp to point out, h , that in many other

women’s narrative traditions this emphasis is d. For le, men may choose,
even within the private tradition of the domestic arena, to adopt a more “public” persona
and repertoire by performing “private” stories about particularly amusing incidents or
people, whereas women are relied upon to fill in the details of what normally occurs —or

should occur— during family observances and gatherings (Baldwin 1985, 153-55).

In each case, the separation of ine and inine spheres of influence and
experience are present and di ible in the p i of both men and women.
He , the boundaries b inner and outer, public and private are not only more

permeable, but also more readily and frequently traversed than we might at first think.

Enlarging on the spatial and dramatic metaphors captured in Goffman’s (1959) theory of

gi pecific behaviours, Meyrowitz argues that while the home is simultaneously the
principal venue of female performance and male “rehearsal and relaxation,” it is also a
transitional space through which women are spectators of the processes involved in the

scripting of masculine onstage behaviours, and as such the contrasts between men’s on-



and offstage personas provide a focus for feminine parody and critique (1985, 206). In

other words, the public behaviours of one individual brought into a customarily private

context and temporarily disregarded, or even discarded, may become, in another person’s
ge domain, ial for serious y or playful deconstruction, possibly in
that individual's own back region. Indeed, if it is true, as Goffman asserts, that: “A

region may be defined as any place that is bounded to some degree by barriers to

perception” (1959, 106), then it is imp to und d that i the barriers

separating certain regions and their associated behaviours may be redrawn through
resistance to prevailing perceptions. According to Gal, women’s talk can be generally

understood as resistance which, she states:

...occurs in two ways: first, when di ic forms and practices (such as
local vernaculars, slang, women's interactional styles or poetry, and minority
languages) are practiced and celebrated despite idespread denigration and
stigmatization. Second, it occurs b these devalued ices often propose or
embody alternate models of the social world (1995, 175)

Similarly, I suggest that this kind of shifting, resisting and redefining of gendered regions
of action and preference becomes even more pl-'oﬁnuuced when genders, genres,
behaviours and responses transect each other in deliberately subversive ways that, though
certainly pleasurable, are not always construed as play.

In this chapter, I attempt to show how the complementary domains of inner and outer
can become reversible narrative worlds for many readers, and how they adopt different
kinds of &iscou;'se strategies in order to navigate them. To accomplish this, I have divided

this chapter into three i The first p a y of some of the research into

masculine and feminine speech styles and gossip in western scholarship, and draws a

comparison with the ingsand i hed to the ional genre of char

P

or gossip (liaotian[r], WX, BIXJL)in Chinese culture, especially as an instrument of



“oral literary criticism,” (Dundes 1966) as it relates to popular fiction. Secondly, I look
specifically at some of the p of reading behavi hibited by men and women who

participated in this study, paying particul ion to their perceptions of traditional
“masculine” and “feminine” genres and how they view their own places as readers both
within and without various popular traditions. Finally, I explore a traditionally masculine

narrative space, the jianghu, or “rivers and lakes” of martial arts fiction, from the viewpoint

b

of female readers, examining such issues as women'’s p iality as

and producers in a world where, for chivalrous heroes at least, “anything can happen.”
6.2 Chatting East and West: Some Thoughts on Style and Power

Th hout this work, I emphasize that certain aspects of theory and practice which

aptly describe the dynamics of specific western popular culture audiences may not
adequately capture the complex processes at work within other cultural groups, whether the

1 1 b i1

processes in question concern an attempt to explain the d P or psy

d reading, or

" factors which underlie an planation of the p y nature of
the forms of humour found in electronic communication. As Kaplan argues, while western
critical paradigms can be productively applied to the popular texts of a different culture —as
indeed, [ must largely do in this analysis— a certain degree of reflexivity is required in
order to prevent displacing the texts from their primary spheres of meaning (1993, 9-10).
Consequently, I want to make a few preliminary remarks based on my understanding of

conversational aesthetics and speech genres as a folklorist in light of recent sociolinguistic

research into gender and language in order to frame the di ion of readers’

which follows.
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First, as Hymes notes, discourse patterns within speech communities need to be

ds d as the ic and paradi ic integration of a “seq of speech acts

and in terms of classes of speech acts among which choice has been made at specific
points” (1986, 57). With specific reference to male and female readers’ ways of talking
about books, I would add that their choices of books as well as the conversational
strategies employed to explain and/or justify those generic selections do not necessarily fall
within what may be assumed to be the same kind of “gendered” norms that we may
associate with western audiences. For example, Tannen’s well-known contrast between

“report-talk” and “rapport-talk,” that is, men’s information-oriented versus women'’s

lationshi d hes to ication and her assertion of the potentially

bi, nature of the dy ic i ion b status and connection (1990, 36-37,
76-T7) —or, power and solidarity, as described in some of her later work (Tannen 1993,
166-68)— manifests a degree of gender as well as cultural bias.

As a case in point, scholars working in western and eastern speech communities have

t, can be

noted that neither “women’s | " nor, by ion, its
taken as a single, unified communicative instrument. Rather, researchers acknowledge that
gendered language can have many dialects, and forces other than gender socialization may

help to shape notions of proper or effective speech for men or women. “Women's

for varies in resp to factors such as age or the

ge” across p
desire to present a youthful or authoritative image (Okamoto 1995, 313-14), the mutual
awareness of the construction and preservation of face as shown by both speakers’

adoption of standard speech forms or pronunciation (Deuchar 1988)!+47 as well as the

147For further di: ion of face, f: h ing acts and face-saving politeness
strategies in language, with particular emphasis on hedging, see Brown and Levinson
987).
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deliberate use of hedging and tag-questions as a means to facilitate the flow of

and to maintain face— a discursive device whose varied and practised

employment seems to argue against earlier assertions that such questions were proof of
feminine uncertainty (Coates 1988, 113-14, 117-19).148 Certainly, as Kal&ik's research

shows, unfinished, emergent “kernel stories” may represent a particularly powerful

and exploit, dep g

discourse strategy that speakers may selectively choose to

on the “ i " and direction of group talk at any given moment (1975, 4-
5, 8). As another side to this kind of strategy, Wachs points out in her study of crime-
victim narratives that listeners may interject narrative asides to interrupt the course of talk as
a way of resetting or clarifying the contextual frame, or dialogue may be used to give

acloserp ive on an incident (1988, 46-48).

Finally, with respect to gossip as a conversational genre or a set of specific
communicative acts and goals itself, I want to put forward the point that, although women
may take pleasure in the subversive delight offered by sharing speculative or private
information (Bird 1992, 147-51; Brown 1994, 19), gossip nevertheless does convey

1and

information, just as certain informational media, such as papers in Victorian Eng|

America and tumn of the century China (Bird 1992, 8-18; Lee and Nathan 1985, 394),
—which, furthermore, could be assumed with some confidence to cater to a predominantly
male readership, even if they were also read by women— contained their fair share of

scandal. Also, as scholars of folklore and history have demonstrated, gossip is not only nor

148See meford‘s (1995) cnnque of Lakoff ( 1975) and proponents of the “two-
cultures” app: and fi in general She
asserts that itis u:suﬂ' cient to locate the different strategies and outcomes of men's and
women's communication completely or even primarily within a theoretical framework of
enher i ble styles or ion without also questioning the
| and social which rei those icative patterns in men and

women (88-101).




gender-specific, but also it is not confined to particular social classes or occupational
groups (Pocius 1988; Kodish 1980; Gustavsson 1979).

Although women’s communication may make special use of the social properties of
gossip in order to further its own preferred ends and reinforce the types of interactions
most valued by female speech communities, I avoid classifying the responses of the men
and women in my study in this way —especially since, as I show in 2 moment, women’s
responses were as often “informational” as men’s were “gossipy.” Essentially, I feel that to
do so runs the risk of simply reifying the privileged place that information holds in much
of western, or perhaps I should say postmodern, culture, that is, as an unmarked,
essentially masculine category.

In addition, I suggest that while scholars are turning their attention to the social

lications of diated technology and the utopian promises it cannot fulfil b
any comprehensive understanding of it must be grounded in the real world (Robins 1996),
which in turn suggests other promising developments for this kind of research, our

everyday lives are still very much infl d by the p i of information and

society’s need for it, in forms and modalities that give it to us better, faster and more
accurately. As a final aside, if it is indeed true that gossip is the purposeful linking of at
least two possibly unrelated ideas in order to yield new information, 149 then surely the

b] a kind of diated gossip, as do many of the

Pag P P

creation of
speculative leads and connections we make in the process of conducting research via the

Internet. M , the f ding of inf ion as perhaps our most valued resource

T g

is seen in the fact that, unlike previous epochs, we name the present history of our age after

145See Pocius’ (1988) treatment of furniture as masculine gossip for further
discussion.
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it, a distinction once reserved almost exclusively for monarchs, then later shared between
the often mutually profitable domains of royalty or government and industrial conquest and
invention. Finally, the primacy of information is demonstrated in the fact that, despite ail of

the changes that have been observed in day-to-day communication with the advent of

1 ic mail, hy and other icati hnologies and the texts and ephemera

we generate as a result, we have not collectively termed this era “the Age of Gossip”—
though such a designation might be singularly appropriate.
The issue of gendered language and power as it is understood in contemporary western

bl 1

ble to a di ion of Chinese women’s communication. Returning

hip is also
to Tannen’s configuration of the shifting relationship between power and solidarity as a

primary site of gendered ings, and ulti; ly, of icative success or failure

between differentially powerful groups, she acknowledges that, on the one hand, in certain
instances the two goals need not be mutually exclusive —that is, that an expression of
solidarity can also be an expression of power— and on the other, that there are many
cultural interpretations of the power-solidarity dynamic (1993, 169). However, as noted
earlier, reducing the effects and -effectiveness of gender differences in language to
mismatched styles can serve to deny or gloss over the socially entrenched power structures

that are continually reproduced when female communicative strategies are read as

problematic or as.the result of underdeveloped icative p relative to male
analogues (Crawford 1995, 38-40). As scholars such as Cameron (1995) and Edelsky

(1993) point out, the “powerlessness” of so-called “women’s speech” may be less a

function of any inh linguistic or linguistic features, and more a question of the

kinds of arenas women often find themselves trying to speak in (Cameron 205).



even Gal’s positi lined at the beginning of this chapter, that
women'’s talk can be seen as resistance (1995, 175), requires a certain amount of
circumspection since, as Ko notes, “resistance” and “passivity” were typically viewed by

historians and other as the two resp extensively adopted by Chinese

women, an assumed polarity which, while useful as a political hor for victi
feudal China, 150 in fact contradicted the reality of many women’s lives (1994, 1-2, 8-11).

Furthermore, Ko finds that “Chinese women” as a social construct —and, therefore, as

female agents of status and power as well as socializati must be und d in terms of

the i ion of class, age, gt phy and the regional practices which were dto

particular places (7). Aside from the choices of outright resignation or resistance, Ko states
that educated women in urban centres like seventeenth-century Jiangnan chose to work
within their “inner” boundaries, and to extend their experiences into the “outer” world
through literary networks, reading with and writing to women in other places. She stresses
the complementary nature.of the “inner” and “outer” domains, particularly for women's
culture, noting a relationship characterized by degrees of domestic seclusion, but certainly
not complete exclusion from masculine potential and influence, which in turn could be

channelled to help achieve feminine aims, such as the distribution and/or publication of

works by women writers, or other texts that were popular with female audiences:

In fact, while shared concerns, i rituals and i distinguished the
female world from the male, the very construction of such routines and rituals was
a product of i ions with the prerog ives, networks and enterpnscs of men.
No single word such as “ ion" or * y describe the
nature of relationships between these men and women. Smce the borders between
inner and outer, or between private and pubhc are amblvalent slnfung, and open
to negotiation, cases of women ling of the
nature of those boundaries and the terms of their negouauon (Ko 13 14).

150See also Chow (1991) and Chung and McClellan (1994) for further discussion on
the literary treatment of women in the May Fourth era.
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Certainly, I do not intend the foregoing observations as a universal reflection of
Chinese female experience across historical periods and social demarcations. Rather. as the
aforementioned scholars of Chinese history and society and many of their contemporaries

maintain, I seek to provide some insight into an alternative set of responses that might, in

many be

with those provided by some of the educated, contemporary
readers, both male and female, who contributed to my survey: that within the dialectic of
resignation and resistance, the reader can find space for renegotiation and deliberation on
the ways in which popular genres and their multivalent readings shape, subvert and
transform notions of gender. As Greenhill’s analysis of cross-dressing ballads

rates, even within “traditional” genres there may be a myriad of gendered voices,

some of which risk being inevitably and —perhap: bly — muted or silenced by

overly “centred” methodologies that are only geared toward univocal, or certainly more or
less unequivocal, interpretations (1995, 157, 163-64).

6.2.1 Variorum Verbal Texts: Reading “Chat”

In An Analysis of Junk Fiction, Roberts asserts that “there is nothing to compare with
the variorum object in an unlearned bookscape™ (1990, 190). That is, popular fiction
audiences do not have the same resources that readers of classical literature do: the
recorded, codified critical texts which comment upon and interpret the works of
Shakespeare or Milton, for example, and which often acquire a sort of canonical status in
their own right. Yet, although as a folklorist I take issue with certain practices associated
with reader-response theory and literary criticism in the last decade as outlined in an earlier
chapter —namely, the lack of ethnographic findings which could richly and realistically

inform the construction of “the reader” — literary theorists such as Stanley Fish have
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looked specifically at vari interp ion and found it ing, not only in the critical
assumptions which obtain in the handling of ambiguities, but also in its very existence as a
plausible object, or scholarly enterprise at all (1980, 152, 158, 162). He views
interpretation as a process enacted by inferpretive communities “made up of those who

share interpretive strategies not for reading (in the conventional sense) but for writing texts,

for ituting their properties and assigning their i ions” (171).
R ing to Roberts” a student of folklore would probably counter with the
observation that the fact that the inf I, popular interp ions of reading experts are

ephemeral and unofficial does not mean that they do not exist, at least in the everyday

of ions about books. M , Roberts’ use of the term “unlearned™

privileges elite literature over popular genres in the sense that his distinction overlooks the

reality —although he alludes to this point elsewhere— that readers of genre fiction must

learn how to read within a plex range of sy and fi las, and that often the

products of that learning do include written or artistically crafted y in the form of
parody, jokes, fanzines and so on.
In his analysis of fiction readership in G hou in the late 1970s, Link found a

number of close ions between “gossiping” or “chatting” and the ption of

fiction (1985, 222-23). Aside from the shared social functions of escape and entertainment

and the expression of everyday f ions through the medium of storytelling, fiction and
gossip mutually reproduce each other in many ways: each feeds into the other’s network
such that chatting constitutes and draws upon material that may contribute to various non-
verbal —though not necessarily officially printed— texts,!5! and fiction provides

substance for discussion and debate. Furthermore, both may borrow topical items from

151See Link’s (1989) discussion of handwritten literature.
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news of current events. According to Link: “The distinctions among fiction, news and
gossip are blurred on China’s grapevine. Each feeds off the other two inside the one great
comucopia of ‘stuff to talk about’ ” (“Fiction” 223). While certain conditions may no

longer apply, for le, Link ions the relatively limited access to popular media at

the time as a factor in the enduring popularity of chatting, I agree with his assessment that
Chinese culture holds informal verbal artistry in generally high regard:

But, regardless of whether the |tems for gmp are big or small people who are
good at telling stories g them known as
skilled chatters and even a bit honored as such, In sum, the i uu‘m'lmon of chatting is
partly recreation, partly a social grace, and partly a supplement 1o the press
(“Fiction” 223, italics added).

From my experiences talking with Chinese people in Canada and China, I would say

that chat as a conversational genre merges, as Link suggests, “playful” gossip and

“serious” information. While there are certain gender- and regionally-based ypes
which also serve as sources of comic or ironic observation —Beijing men are known to be
great talkers, 152 for example— I would have to say that both men and women engage in
the kinds of frequent informal discussions characterized as “chat,” though the specific
content of their interactions is likely to be influenced, understandably, by such factors as

setting and audi positi Certainly, chatting gives readers a medium for the

collective formulation of oral critiques of the genres and specific texts that hold meaning for

152] saw a [lVC cross-talk performance at a Beijing university that deliberately parodied
this | di for verbosity which some people attributed to the
fact that Beijing is the source of the “official” dialect, as well as a long-standing seat of
government. This particular scenario had to do with the way people from different regions
ask who is at the door. Responses ranged from the preferred, laconic “Who[ ‘s there |7” or
“Shei? " (ﬁ). toa loquactous Beumger who came up wnth somednnw on the order of:

0-i! from-my -
slumber?” Finally, the performer ended with the observanon' “Surely we know this was
someone from Beijing; where there is one good word, a Beijinger finds nine.”
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them. Of questionnaire respondents, sixty-three percent indicated that friends’ suggestions
were an important, if not the primary, means through which they selected books, followed
by personal recognition of the author’s name or reputation.

Additionally, discussing books with friends seems to function as a forum through
which to assess and reflect on the experience of reading in general, rather than merely as

PP ities to recount singularly vivid but possibly minor details, although these might
also be an important and pl ble facet of conv ion for some readers. In my
research, most readers did not on specific particulars of ch: ization or even

plot as much as they emphasized how they felt about certain books, character-types,
settings, and the associations these evoked.

Similarly, Narayan found that layers of signification in certain types of women's songs
from Northern India became clear in narrative elaboration about events, conflicts and

pecially the ions that unfolded within both the lyrics and the actual performances

themselves. Indeed, the women’s understanding of their song traditions went far beyond,
and sometimes appeared to completely avoid, the identification of discrete symbols. She
states: “Dealing with Kangra songs, for example, I soon found that asking about ‘the

" of i ymbols met with no response. Reframing my question to ask

what was happening in the song, however, usually evoked a long narrativized
interpretation” (1995, 259).
Although I was studying the consumption of popular fiction by mixed audiences and

not the ission of women’s traditional songs, my earlier research experiences

examining Chinese heroine tales taught me a similar lesson. [ quickly learned not to restrict
my queries to “stories about heroic Chinese women,” but to ask people to “tell me a

favourite story you recall from your home town.” Consequently, during my most recent



field research, I did not focus my face-to-face and el ic di ions with readers on a

fixed set of popular genres. Instead, among other things, I asked people what they liked to
read, how they felt when they read the things they liked, and how their preferences might
have changed over the years. Through their spoken and written narratives, their oral
histories as readers, [ was able to gain insight into a much more varied picture of audience
practices, including the importance of “chat.” It appears that many readers’ early
experiences as students back home are closely tied to fond recollections of discussions
about popular novels in which the relative merits and shortcomings of certain books were
debated, sometimes well into the night:

[SK: Did you ever have evenings when you would get some classmates together

and talk about the novels?] WZN: Sure! Yeah, we — you know that! <laughs>

We call, in Chinese we call the ye tan hui (& iRZ), that means “talking.”

[Literally, “talking late into the evening.”] It’s around 11 o’clock to 12 o’clock
p-m. Because after 11 o’clock, lots of students go back from library, and they
just goto bed. But haven’tsleep, fall asleep, so they just talk about things. Like
novels, like which book is good, and something like the social, or something
else. Most of that time we just exchange the opinion about the book, about
novel we like. So from that kind of situation, or the other situation, other
opportunity, we talk with each other about novel, I can KNOW that book is
welcomed by most people and it’s very good, and lots of people like it, I can
know it.153

On another occasion, after a particularly animated group interview with some

postgraduate students in Glasgow who collectively d my P i ire

on tape by di: ing each ion in iderable detail, the lone female participant made

a striking comment in English: “This was a GOOD TALK." I should perhaps mention that
this interview possibly most closely resembles a spontaneous conversation of the sort that

Zhongning refers to in the foregoing quote, except that this exchange took place in the

I53WANG Zhongning, interview. 16 October 1993, 26 January 1994. Tape T94WZN-
03.
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afternoon. As with natural, multivocal chats of this sort lly, I found

difficult, and at times impossible when all of the voices covered each other in a cacophony

of happily divergent opinion.
However, I did notice some interesting patterns. Specifically, the woman'’s voice is
heard in the background in a steady, persi stream throughout the di: ion. and she

facilitates i ion by moving sp on to the next topic, countering their assertions or
spurring them on to greater elaboration, and generally getting her “two cents’ worth in,”

which [ confess, was more than I managed for the most part. Perhaps unintentionally, the

shape of the interview evolved to focus on the ic and imes comic musings of a
male reader, whose garrulity was held in check, more or less, by the female reader. In fact,
at certain points the interview seems like a cross-talk performance about books. Although I
felt badly that I had been unsuccessful, or so I thought, as a moderator, the woman was in
high spirits at the end of the interview, saying later that she had not had such a pleasant chat
about literature in a long time. Without a doubt, I had witnessed an example of Chinese oral

literary criticism first-hand, and seen the i delight and satisfaction of experts at

work —and play.

Another point Narayan makes in her study of Indian women’s songs is that although
cultural metafolklore might be difficult for ethnographers to document —since by their very
nature such expressions may subsume values and understandings that are normally
unspokexi, eir.ht;.r because they signify cultural elements that are assumed and largely

of

| to an

unconscious or subversive— efforts of this kind are fi pp
“artistic productions like folklore texts not just as cultural objects but as practices by
positioned subjects” (1995, 260). Furthermore, she maintains that a concern with

perceptions of “the folk™ about their folklore:
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...induces us to grant the people we work with respect as complex subjects who
know some things and not others, and also as agents who are in a posmon lo
actively embroider meanings around texts. It reminds us that “interp i
category may take different forms —based on cultural style, social ldennﬁcauon
individual predilection and so on— and that it is often partially a product of a
relationship with a researcher (260).

In the next section, [ explore some of the gendered patterns of response which emerge from
readers’ reflections. Although to some extent, these patterns can be attributed to individual
reactions to me as a foreign, female ethnographer, as well as perceptions of what people
thought I wanted, there are some interesting aspects of readers’ expressive behaviours

which I believe deserve further investigation.
6.3 Within and Without Romance and Chivalry: Mixed Readings

As noted in previous chapters, twice as many male readers participated in this study,
however, female readers were more likely to respond to a variety of survey techniques and
to agree to at least one follow-up electronic or face-to-face interview. Also, in general, [
found that women were more likely to extrapolate and expand their readings both within

and beyond the text in ways that men did not. I was especially imp asld

later, by the women's critical understanding of the possibilities and limitations which
confronted female characters in martial arts fiction. Before I turn my attention to the specific
issues related to the dialectic of opportunity and constraint which seems to underlie
feminine readings of that traditionally masculine genre, [ would like to touch on a few other
points.

In the pilot distribution of my questionnaire, [ posed two questions related to the

interaction between gender and genre. First, I asked respondents whether they thought

ditionall line or feminine genres existed. Second, I asked them whether men and

Y
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women could enjoy the same fictional forms. While all twelve respondents positively

answered the second question, replies to the first were far less clear-cut. Three readers, two

d h ded

of whom were women, , four resp negatively and the

yes,
remainder either stated that they were not sure, or left the question blank.
Thinking that there could be a degree of ambiguity or ition in the ding of the

two queries, [ modified my approach in the revised survey. This time, I asked readers
whether they agreed that there were “contemporary forms of fiction which are intended for
a primarily male or female audience,” and whether they would concur with the following
generalizations: “Kungfu novels, fantasy and science fiction and detective novels are
basically ‘male reader’ fiction,” and “Romances are basically ‘female reader’ fiction.” Next,
I asked them to predict the preferred genres of male and female readers of varying ages

from adolescence to “thirty-plus.” 154 In this way, I hoped to find some indication of

readers’ percepti ding “traditionally gendered” Chinese fiction, !55 as well as their
ideas about how reading patterns might change for men and women over time.
Taken together, twenty-three respondents out of a total of forty-seven who answered

the revised electronic and handwritten questionnaires agreed with a traditional breakdown

of popular genres along the lines I suggested. Nine people d: d to answer the q

154Although this might seem like a small interval, [ shaped my question based on the
observations made by many readers that they began their independent reading lives in
“middle school,” and that their preferences shifted after they graduated from university.
married and had children.

155As discussed in Chapter Five, whlle traditional Chinese detective ﬁcuon does not
appear to carry the same kinds of i with a female read that say.
western authors like Ellis Peters, Agatha Christie and even Conan Doyle might, like martial
arts fiction, the genre is certainly _open to female readings. Like Star Trek and other
ostensibly masculine texts, some to ive fiction can
evolve into active and elaborate expressions of fan culture, such as the “Adventuresses of
Sherlock Holmes” group (Redmond, 1984, 65-66). See also Wachs (1988, 2).
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conclusively, usually leaving it out al her. The inder di d with me either

completely, stating that reading preferences depended on such factors as age, education and
cultural background, or in part, suggesting that these statements did not reflect a true
picture of gender and readership.

In this instance, six readers, both male and female stressed that “masculine” genres,
like martial arts and detective fiction, were also widely enjoyed by female readers. In
addition, two men and one woman conceded that romance fiction was probably almost
exclusively a feminine genre and, of these three, only the woman described herself as a

romance reader. I should mention that many readers appeared to be in two minds with

respect to this question: of the two i slightly di i pondents were more
likely to allow the first, however, in a number of cases they did so with qualifications,
writing specifically that many women enjoyed masculine fiction as much as men did, as can
be seen in this response, where the reader uses her own preference patterns as an example.

In to the question of traditionally gendered popular fiction belonging exclusively

P &

to male or female audiences, the woman who described herself in an earlier chapter as “an
engineer, now full-time mother” replied simply: “F#. ﬁ&i{‘f?‘ciﬁ%‘ HEFRRER
£J/I7i%. Not necessarily. I'm a female reader and I really enjoy kungfu and science
fiction.”156

Notwithstanding the survey’s finding that five men stated they mainly read romances,
while six others affirmed that romances numbered, though not exclusively, among the
genres they enjoyed, no one made a similar case for male romance readers on the
questionnaires themselves. By contrast, although the content of the taped interviews largely

reflects, in many respects, similar trends —a result likely due in part to the fact that several

156QRH-14.
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of them were conducted, as I said, with respondents who had already completed
questionnaires in an effort to allow readers to elaborate on particular aspects of their reading
behaviour in greater depth— some of these face-to-face exchanges were the site of some

rather i lati For le, during the group interview I mentioned earlier,

which was comprised of a woman in her early thirties from Mainland China and three men,

two “Mainlanders” and a Malaysian whose ages ranged from twenty-six to forty, one of the
older men made a ling admission as to his decided] hodox generic predilection—
a source of personal enjoyment of which his ished colleague had been app ly

completely unaware prior to the interview.

By way of setting the scene, I should perhaps ion that all of the particip in this

group interview gath in a rather ped graduate student office. From the beginning,
the fellow I refer to as “B"157 below has been holding forth on the relative merits of his
favourite genres. “C”, the female postgraduate, is present, and her husband is seated at a
desk in the back, hing the dings with iderabl though he does

g P -4

not interject at this time. “A" and “B” are the oldest participants, and after “B” states that he

prefers cl I fiction, particularly R of the Three Kingdoms, *“A” interrupts with

the that he subscribes to rather different generic propensities, preferring

“romances” of an altogether different sort:

AR E K ro
B: WE- - ' <k§"“ﬂ’*k¥>
R 2 JA: Any kind. < KFifig>.
A: X‘J’ mmance% %
B:BHLIIE - TEXKE " HO%, mET@EN.

157In this interview, respondents did not give me permission to quote them by name,
although they all expressed great interest in my study. anda wdh.ng;mss for their material to
be used. ’I'hey also did not supply me thh yms, I have assigned letters
in ical order to help disti P
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A:Xf, KEH, X, BANMRFREATHE. HE —BRANBISLF
HRITEL - -

AFLILAERIT, WX

B:<HX>{HE, MAXRRINK, BEWHNE. <CRE REE>.
A:RETEN, BEEN! <KEMMAR>KERET, EEAF<FH
E>HRIA. REEKE - - BAW errors.158

A: <says suddenly>: “I like romances!” {Uses English term for genre.}

B: <Loud, drawn-out “OH-HO!” and surprised laughter from other participants>
[SK: “What kinds of romances do you like?"

A: <in English>: “Any kind.”

{Others mention different aut.hms, determine that A likes famous female romance
novelist Qiong Yao, and “ ... that other one from Hong Kong,” which A fails to
name. He takes suggested names from the rest of the group, but mostly
concentrates, musing to himself, “And which others?”}

A: <very affirmatively> “Oh yes, romances are good reads!” <his choice of words
is a pun on “good-looking” in Chinese, and there is lau,hter from all> “But [ don’t
like science fiction, all science fiction is low-level

B: <interjecting> “That’s right. Science fiction is too comphcated But many people
like Jin Yong’s martial arts fiction.”

A: “That’s right, I've read a little martial arts. Kungfu.”

B: <teasing> “But ‘A’ doesn’t read kungfu novels. He reads romances! <C’s
voice interrupts quietly in background, unclear>

A: “It’s all rubbish, it’s all fake! <laughter from all> The heroes are not handsome,
first-rate [Kungfu] heroes lack <unclear> The heroes have no meat to them, no
substance. [ think the heroes have no— <laughs, then in English, says carefully>
errors.”159

Clearly, this exchange exemplifies a certain level of aversion which seems to centre

primarily on the romance reader’s idea of how the central male protagonists are constructed

158[n the Chinese u-anscnpnon, I left background i i details to amini asl
felt it was difficult to explain in Chinese the overlapping si i
when others were contributing to “A’s” statements. Note that a phoneucally similar word in
“A’s” description of kungfu heroes would signify that “...the heroes have no tenderness. "
In either case, the implication seems to be that kungfu heroes are too perfect and too

perfectly line. In addition to 11 xiu (%) carries the additional connotation of
gentleness and refinement. Also, saying that “characters have no flesh” was a fairly
common way in which d the idea that in order for a

novel to be good, the author must avoid flat or insipid characterization.
155Group interview. 12 October 1995. Tape T95VAR-26.
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in a traditionally masculine genre like martial arts fiction. This reader’s statement of
rejection was unique in two ways. First, relative to male readers generally, the antipathy
“A” feels toward most kungfu fiction is reversed: it was more usual for a kungfu fiction fan

to unil Ily dismi than vice versa. Furthermore a common point of
comparison upon which such rejection was predicated was the suggestion, mainly put
forward by diehard male kungfu novel enthusiasts, that most women (except for educated

female readers who can see past the viol to the historical and cultural merits of

exemplary chivalric fiction) do not read kungfu novels because they are so violent, and,
similarly, men (in general, but especially educated men) do not read romances because
women do.

Additionally, Jin Yong’s martial arts fiction was not well or widely received among
female readers due to the fact that Qiong Yao's romances became available around the same

time, according to Zhongning. Other readers from Mainland China made similar

observations as to the approxi time of introduction of both authors’ novels to
audiences in the People’s Republic.160 Zh ing’s hatic rejection of “books for
ladies™ carried a ring of dismayed disbelief at the popularity of such works, even women in

his own family were not immune to their inexplicable appeal. They are, he stressed:

... just like the bestseller in Western country. And lots of women like to read it.
Even MY SISTER! After work, she don’t do anything! She just read Qiong
Yao's novel, about thirty or forty or fifty books, I don’t know.

160Although I do not have precise dates, I suspect that the availability of Qiong Yao's
works followed a su'mlar umelme to Jin Yong's novels. According to the general

of most M P with an interest in Chinese language popular
fiction, most genres experi dani ingly wide distribution in the P.R.C. in the early
to mid-1980s.
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Another male reader spoke of gender as well as educational differences as factors in the
development of reading tastes. In an earlier chapter, this dent described the addicti

qualities of certain books for those readers for whom reading “is like a drug” and generally
voiced his rejection of escapist reading, a category of reading motivation and behaviour
from which Jin Yong’s books were excluded —on account of their concern for history and
masterful literary style.161 When I mentioned that there is kind of a tacit cultural stigma in
many western societies which discourages young men from openly reading romances, he

had this to say:

E <
E>RE, R i =
Aﬁz&%kﬁ. E£F HANR, RIT. .
HAFAREIMAXE, | BE, GAEEFE, ARA =
driver, REMES AMF . XKERE - REIVME, SESMAY. BAT
K% history, culture —they never care.

Male reader: This, this is explained, explained by the fact that western romances
are badly written! Poorly written! <laughs> Chinese romances are well written
<laughs> so men like to read them! <laughs, wife talking, unclear> Many, [ know
many, many men who read romance, many young people who like to, but the
greater part of readers are women. Most young people like to read detective novels,
martial arts... [Discussion. says that he thinks there is a connection between
education level and reading habits.] But, you know, in China, some people, this
with say, a driver, or an attendant or something— they will almost exclusively read
rom— martial arts novels. exclusively read romance fiction. Other works
concerning history, culture— they never care.162

Secondly, “A’s™ apparent generic exclusivity is unique in that most readers of both

sexes who eajoy and genres ining el of “the f ic” in Todorov’s

sense —that is, mystery, fantasy, and to a lesser degree sci-fi and traditional Chinese

161Several other readers expressed similar views, and many of those who, like “A,”
expressed an overall dislike of the genre, held Jin Yong's fiction in high regard even if they
bad only read a few of his works.

162Male respondent, interview. 12 October 1995. Tape T95XHZ-25.
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detective fiction in which readers momentarily hesitate over the unexplained— often read
across a wide range of genres. In my survey, over half of all readers stated that they

sampled from several types of fiction, however, this figure was slightly higher for women

readers. Among female respond: Iti-g ption patterns d for nearly

sixty percent of audience preferences.
In fact, Roberts suggests that most readers follow a pattern of broad rather than narrow

hi hies, and that ive tastes may partly be a function of the reader’s age
(1990, 72-73). Overall, his premise seems to accord with my own findings, which, in

some makes “A’s” declaration that much more interesting as a statement of

enduring fanship, given that the reader was in his late thirties when the interview took
place, and would probably have had fairly free access to romance fiction of various kinds
shortly after the end of the Cultural Revolution when, as Louie notes, love themes

da in larity (1985, 63-64). Furthermore, Cawelti proposes that

F & pPop

mystery may be less a genre in its own right than an important component of other genres,
and that melodrama is a kind of super-genre which subsumes most forms, including

pecially and narratives (1976, 47, 91).

It is possible, then, that both martial arts fiction and romance novels, as Chinese

q

ona i of melod which ranges from

popular i can be sil

themes that are primarily concemed with chivalrous adventure, to themes that are primarily

concerned with romance. As many readers ack ledged, can contain el

of adventure —though these may have more to do with intrigue, mystery and even
supernatural events than actual martial conquests— and kungfu novels often have a
romantic sub-plot. Although the dash of love and/or war, as the case may be, is never

allowed to dominate the central and defining generic formulas, the readers who took part in
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the group interview, for example, agreed that romantic tension and a love interest for the
hero, however subordinated to the main business of combat, definitely adds “special
spice.”

h

In order to provide frame of refi for the

ppreciation of the dynamic
between romance and chivalry in Chinese fiction as perceived by the readers in my study
and presented in turn to largely non-Chinese audiences, I would like to suggest that

=

western chivalric occupy an i

P with respect to their underlying
source of heroic motivation, but that they differ in several significant ways. While heroic
Chinese and western knights-errant shared a deep concern for justice and righteous
conduct, the former came together from many social classes and were outside not only the
accepted Confucian social order but also largely beyond the enforced jurisdiction of even
Imperial authority, while the latter were historically bound to class, Crown and society (Liu
1967, 196-97). Furthermore, chivalry as “courtly love™ was not part of the code of conduct
for Chinese knights-errant. Therefore, courtship in martial arts fiction does not form the
same kind of natural complement and extension to the bonds of loyalty and affection that

connect the hero with his comrades-in-arms, or those of respect which bind him

honourably to his most worthy (masculine) opponents (Crane 17, 39, 54).163

4 1th

Returning to the analysis of gh the relative proportion of
male to female cross-genre readers is not really significant in itself perhaps, the ways in
which individual preference hierarchies define and influence interactions are interesting. All

of the women who read across genres seemed to do so in distinctly individual patterns,

163See also Davies’ discussion of gender bias in the political thriller, in which he
argues that the hero’s real complement is the villain, and his ultimate connection with
another character the moment of “symbolic exchange” when the hero and his nemesis meet
in the final showdown (1989, 128).
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combining a favourite genre with most often one or sometimes two or three others. One

woman said she read everything. By contrast, in seven cases male readers showed a

strongly related, repeating pattern: an aestheti fi which either revolved around
kungfu fiction bined with classical li and history or with history and
porary biography, or around fiction as a trip ion with martial
arts fiction and cl; I L or withcl 1 Li and history.
While these genres are all clearly related in certain traditi such as the v 1

military romance, it is interesting that men did not explicitly state that they read within

martial arts and romance genres without some mediating influence from the classics or

history. Women made this ion quite freq ly, often

ining these two geares

with either detective fiction, fantasy or other genres. [ would hazard a guess that there is
something more than “what genres of fiction real men read” operating here. It is possible,
for example, that women may have focused their responses on the question at hand, largely
leaving out more elite selections because they sensed no particular need to justify or
Jjuxtapose the subjective canons they constructed within the context of their experiences of
reading against any “official” or “objective” external standard. Conversely, some men, at
least for the benefit of a female researcher, may have opted for this strategy, and described
their preferences for popular fiction in terms of their experiences with “serious” literature,
especially perhaps when talking about the enjoyment of a genre whose contemporary form
is generally thought of as “feminine.”

Also, women’s willingness to combine or read inclusively across genres appears
partially dependent upon how adjunct generic formulas measure up against the primary
objects which form a given reader’s normal engagement with text. A woman accustomed to

the relatively strong portrayal of women in martial arts fiction, for example, may be less

216



likely to accept what she views as the traditionally weak and ily passive h

i with ional fiction. Likewise, a reader may eschew
martial arts fiction because of the violence, or a reader of travel literature the same genre
because the “rivers and lakes™ do not reference a real locale.

Finally, men were somewhat more likely to connect kungfu fiction with detective and
science fiction, perhaps on the level that each type of novel is concerned with the discovery

and mastery of the environment through the cultivation of strength and knowledge that is

either physical and spiritual or intell | and/or technological. According to Changl

the formative stages of modern martial arts and science fiction manifest certain similarities
in their early concern with technical, if ionally implausible or even downright
fanciful,164 descriptions over the of ions and relationshi

NCL: EBRE/NDEK, ﬂ%‘ﬂ‘]ifid\ﬁkﬁﬁ &, —BageEtE.,
ERREE, PUETA - ﬁﬁi BE—IEDRMA. ﬂ!gﬂ
B/ 2 F EIEE XA R, 39$¥ ﬁﬂ'ﬁigﬂﬂﬁfﬂkﬂgi
RiF. Lﬁmﬁﬂﬁﬁﬁ'ﬂﬂﬂﬁﬁuﬁ st i RX AR K scenes< 1~
> Rﬂ'ﬂ.’.ﬁﬂ#&? I§§C§WAB§B\¥. A*%Eaﬂﬁ<$?§ﬁ>
B/ Rt R #E /I - Oh, I can’t remember his name. it 5
A (EEIRM T EY {ﬁﬁ‘]ﬂﬂ’i‘d\ﬁ.ﬂ%?‘éfﬁﬁ HE, BRARASERR
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NCL: I think that martial arts fiction, the start of martial arts fiction, probably
happened around, maybe around a hundred years ago. In the past, a writer called
Huanzhulouzhu, he was the first martial arts fiction writer, his main emphasis was
on martial techniques, rarely did he explore peoples’ thoughts and emotions. But
once Jin Yong and Gu Long came along, and afterward, even as they dealt with
martial arts “scenes,” <unclear> their main purpose was to explore character’s ideas
and questions of the human condition itself <unclear>. Scientific fiction was

164Here [ am referring specifically to the novels of Huanzhulouzhu, whose works are
categorized in Liu's Chinese Knight-Errant as “tales of flying swordsmen” (1967, 130-34).
Huanzhulouzhu (BEER# 3, “Master of Pearl-Rimmed Tower,” or possibly, “Master of the
Returned Pearl”) was born Li Shanji in 1902. Although he had some experience as a serial
fiction writer prior to the end of the Sino-Japanese War, his writing career really began in
earnest after 1945 (Chard 1991, 8-9).
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similar, with that French — {I can’t remember his name} he wrote [Jules Verne.

20,000 Leagues Under the Sea His novels were also concerned with
technological explanation, not with the d iption of ideas and Today’s
science fiction is concerned with such things, and not only with [scientific or
technological] explanation. I think this reflects a trend.165

Only two women combined any of these genres, and their taste preferences also extended
to romance and, in one instance, travel writings.

Because [ deal with this subject to some extent in previous chapters in light of
processes of reader identification/implication as well as “heroes” and “heroines” of various
types of genre fiction, my treatment of the influence of gender in central character
construction will be brief here. However, I want specifically to look at some of the ways
men and women described “typical” male and female characters, and how these generic
depictions either accorded with or diverged from their aesthetic formulations of how

admirable characters are, or should be, portrayed.

As with folktales about Chinese heroi pond: particularly have
stressed that although certain authors, such as Jin Yong, open the field to female
protagonists to a greater extent than do more traditionally-oriented writers and genres,
women’s potential is circumscribed, to some degree, by their environments and by the
skills they can bring to bear on situations and conflicts. Female characters’ mastery of
martial skills, for example, often focuses on a limited range of highly developed
techniques, and women must often rely on intelligence and quickness of mind, movement

and speech to get themselves out of unequal conf: i One of the opening scenes of

Jin Yong's Fox Volant of the Snowy Mountain depicts a male chieftain of the Horse

Spring banditry locked in fierce combat with a female member of the Northern Branch of

165NING Changlong, interview. 30 August 1995. Tape T95NCL-14.
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the Dragon Lodge, who is bent on exacting revenge for the death of her husband. Though
neither are principal heroes, this excerpt from Mok’s translation shows one of the ways
female iors redress i lity, at least il

Third [a skilled fighter with two knives], being a woman, could not withstand the
battle any longer. Chieftain Ma seized this good opportunity to advance, and
charged at her. She swung her left knife all of a sudden, rendering a sizable part of
berself vul ble to attack. E: ged by this, he moved forward one step and
showered blows [with twin maces] on her. Suddenly, the ground beneath his right
foot gave way and he found himself right on top of the holiow which Prime [“Chief
Escort of the Peking Overland Convoy "] and the others had been using as a hiding
place not long before. Over half of the pit was still covered by snow, so he had not
noticed it while the battle raged. Third had laid a trap for him. Unable to plant his
foot on solid ground, he flung himself forward flat on the ground. It was not his
day, admitted Chieftain Ma to himself. Just as he sprang up again, Third struck him
a cruel stroke that bit deep and dislocated his left shoulder (1996, 22).

Although female defence does not always take the form of strategic combat, I think
certain useful parallels can be drawn between certain types of Chinese heroines, or of
Chinese heroines in certain genres, and Stewart’s analysis of female characters in the Child
ballads. In both narrative worlds, women risk personal and/or cultural failure, are under
some degree of tacit or overt physical and/or sexual threat from their male counterparts, and
their “control over situations is invariably due to their mental quickness, verbal or
otherwise” (1993, 56-57). This understanding certainly colours the responses of women
readers in their profiles of typical, or typically preferred, female characters, since several
also mentioned that they did not always find what they were looking for in terms of
character construction. However, wnﬁnen most frequently noted the qualities of

intelligence, virtue, the capacity to

and express ions and abilities that allow

them to deal fully with situations (including agility rather than strength) as the
features they most often look for in the women who inhabit the books they enjoy. Female
readers cited beauty and gentleness as important attributes in heroines far less frequently
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than men did. Even the characterizations of female kungfu novel fans as to the nature of
appealing male characters made at best passing reference to the tripartite configuration of

h, martial p and right Instead, men should possess intelligence and

an outlook which is open-minded and sensitive to the needs of others. The response of one

thirty-five year old instructor p anill i y:

SHAGKIZASENERE. TENET, BINEE. a?mﬂqau
YHABNZERERME, 20, XoE H&, 82

A male character should have a muiti-layered personality. He should be open-

minded, clever, intelligent, wise, and behave responsibly and fairly.

A female character should be both clever and intelligent, modest and refined,

loving, self-determined, self-confident.166

By contrast, men’s responses seem to reflect traditional narrative and social ideals more
closely, however, it may be argued that with martial arts fiction, which is largely set “in
ancient China” and often in the late Ming or early Qing periods, these ideals reciprocate and
reproduce each other. By far, the most important properties of a female character were
“talent, virtue and beauty” — a collective opinion which accords with the quintessentially
traditional paradigm of ideal hood. duced (and not infrequently challenged or

P

subverted) in custom, ritual and especially fiction since the late Ming (Ko 1994, 143-76;

McMahon 1995, 99-125). For the most part, fitting qualities for male ch:
a heroic and noble temperament, strength and martial skill, a deep sense of loyalty and
righteousness, all tempered with wisdom, in that order. Sometimes, male readers
demonstrated an awareness of particular stereotypes and expressed their attempts to deal
with them, to tweak the template of the haohan (#F#, “true, brave hero”) here and there.

As to “typical” male and female characters, one man stated:

166QRH-20.



Perhaps I can say there is no stereotype therein. Yet I like female characters to be
beautiful and caring and strong in personality and lucky in their life. As to male
characters, I relate to those who may be termed “real man”, not that they must be a
pile of muscles and some brains, but that they have to be able to control themselves
come hell or high waters, never quaver about their respousibilities, always dare
challenges of the severest type, and are ready to help the weak as well as to enjoy
life and love.167
Both men and women felt that characters of both sexes should be cultured or educated,
though this was seen as a slightly more desirable priority for female characters.
Interestingly, a few male and female readers thought that masculine characters should be
“flawed,” that is, that they are more attractive and credible if they do not suffer from the
“excessive perfection” that “A” noted earlier as a common condition among the gallant

knights-errant. No similar recommendation was put forward for female protagonists,

h . and men g Ily described femini ional capacity in negative terms. In

the final section, I want to explore the story-world of martial arts fiction through the
perceptions of women readers, in order to get some idea of the narrative boundaries of the

genre, and how these ints are and iated by female audiences.

l67QRH_05_



6.4 Impossibility and Potential in Women’s “World Upside

Down”

In her analysis of the topos of the unruly woman-on-top as a polysemic image of social
and sexual inversion in early modern Europe, Natalie Zemon Davis suggests that this motif
presented an especially strong and fertile symbolic space in which members of pre-
industrial societies, whose lives were still largely influenced by feudalism, could engage in
subversive celebration and play, and “that comic and festive inversion could undermine as
well as reinforce” extant hierarchies (1978, 150, 152, 154-55). It strikes me that perhaps
one of the more attractive elements of martial arts fiction for women readers lies in the
multivalent readings that are possible, either from the vantage point of the fictional
characters or the actual audiences themselves.

First, the figure of the martial heroine, like the unruly woman of European tradition,
presents, as Davis suggests in her central thesis, both a challenge and a reaffirmation of the

prevailing social system and separation of gendered identities and gendered spheres of
action. In the inner dimension of domestic space, the heroine can, like the soldier and
devoted daughter Hua Mulan (#£7K =)168 of folk culture, or the tempestuous and deadly
beauty Huang Rong (¥%) in Jin Yong's Eagle-Shooting Heroes (Shediao yingxiong

chuan, (§TBEZHEEE) ), engage her d ic talents as sfully as her fighting skill
in order to achieve her own strategic ends or, like Mulan, discharge a debt of filial duty

after her fighting days are over. Her ability to traverse the inner and outer domains, though

168]n traditional script, Mulan’s name is rendered 7M. Interestingly perhaps, her
name is a partial inversion of words meaning “orchid” or “lily magnolia.”
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not always at of her own choosing,!69 inscribes a compelling, open-ended text

in the minds of spectators of both sexes, real and narrated. Audiences wonder, like the

ished der or pany!70 who d her home after her honourable

discharge and see her emerge after changing into feminine attire in preparation to serve her
aged parents: “[E{E+ 45, RHAAZELEE! » “Twelve years we were of the same
nature [i.e., sex], never knew Mulan was a maid!”171
Or, like the presumably male kungfu fiction fan commenting on the perils of an alliance
with someone like Huang Rong in an online magazine, readers may ask how anyone could
possess such daring —or foolishness— as to choose a more intelligent partner. In the
novel, she marries the principal hero, Guo Jing (¥83%), a good, stalwart fellow described
by most readers basically as “nice, but dumb.” The reader poses the question:
iﬁ#ﬁ%ﬁﬁ‘ﬁﬂﬁmﬁt& BHEEABEH, H

R
&E%ﬁiﬁ#&g&% RECTLZAAGHHRE. #ELE RAAHE
ARTREGET, Eﬁi&TThﬂK?bﬁiT‘mﬂi

M|

169In folk literature and dramatic performances, for example, Hua Mulan is described
as serving in the Khan's army disguised as a man for twelve years before she returns to her
parent’s home as their daughter.

170The exact composition of Mulan's homeward entourage has been the subject of
long-standing study and debate. See Hung (1975) for further discussion.

171ILIU Bin, interview. 13 February 1994. The text is transcribed from a taped
recitation of the “Ballad of Hua Mulan.” Because I do not have an original copy of the text,
it is possible that the phmse ing “of the same sex/s " could also be “of the same
heart/united of purpose” (tongxin, [&:L»), though I think the first is more likely. Also,
although I have collected a number of male and female interpretations of the Mulan story,
all of them were what [ would call heterosexual readings. The only point of contention
seems to be the amhlguuy as to whether Mulan was returned home by one or several
members of her former battalion and wh if d by one man only, he was
romantically involved with her. However, as Greenlull (1995) makes clear, alternate
readings are always possible.
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-.whether anyone would dare to marry such an extremely intelligent and pretty
woman. I'm afraid no one would, no one except that fool Guo Jing. This is of
course analogous to the fox who couldn’t reach the grapes. To tell the truth, even if
you couldn’t stand Huang Rong’s temper, might it be hard to know for sure if you
also couldn’t tolerate her wonderful cooking? (“Dong Xie” 1995).172
The heroine of the kungfu novel also holds her own in the outer, public realm. Though

physically weaker than most of her male compatriots and opponents, she can claim and
hold her ground, and think fast if that ground shifts away or is pulled out from under her,
in an overwhelmingly masculine arena. It should also be remembered, however, as [
described in Chapter Three, that the women in this study did not always side with the
heroine of their favourite genres: some chose heroes, villains and even minor characters
with down-to-earth qualities and shortcomings as the objects of their narrative empathy.
This response strikes me as potentially different from either western romance readers’

1 Tidated

vicarious identification with a beloved, i y and ined heroine

(Radway 1987, 113-14), or the phenomenon of fan-written homoerotic fiction (Bacon-
Smith 1992, 219, 247) because many readers seem to enjoy focusing on a character who
resembles them, rather than someone that they would like to become, or someone that they
would necessarily feel the need to rewrite into a more holistic or compassionate figure.

Likewise, Klapp’s concept of the “vicarious identity voyages™ through which people

lehrit e ey

identify with heroes and in order to socially P goals, violate

those rules and values, or letely d their previous social outlook (1969, 217-

39) also differs in many important respects from the experiences described by readers in

this study.

172See the bnbhography for the full citation of this article, and the URL of the electronic
of its format, p varies and therefore no page number
is given here. The author’s name is probably a pseudonym.
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As I discussed in the last chapter, cultural ion and social ks seem to play

a more important role in Chinese romance and detective fiction than what we might call the
emerging identity of the independent but beloved heroine. Interpersonal relations are also of
key importance in martial arts fiction, particularly as they are set within a world especially

dedicated to their heightened ion. [ never had the sense that Chinese women readers

completely transcend either the real or fictional worlds, as both frequently present situations

of i 1 iation. Within the inner space delineated by a book’s covers,

however, some women kungfu novel fans enter the “rivers and lakes™ —itself a kind of

“inner,” though inly hardly de ic, land: by deliberately assuming either the

h or the guised p and diated “outer worldly™

guise of a female
agency of one of the martial brotherhood’s finest, in order to challenge and just possibly
upstage masculine champions at their own games:

just found that, because everybody knows it’s not true, it’s not true story,
because you can posit yourself as the main character, doesn’t matter if the
main character is 2 man or a woman. You can be a man in a story like that. You can
be powerful. Even in the real world you are very weak and you <pause> you
haven’t got a strong mind and you are physically weak but you can posit yourself
as one of the physically strong characters. And you can beat other people. And you
can beat the target of the world, the men of the world, something like that. It’s like
it gives you a space, gives you room to be away from the real world. And I think
that’s quite, especially for women I think it’s very important.173

I developed a sense, however, that women readers of martial arts fiction had a

d k ption that as far as the jianghu was concemned, the bounty and

P P P

shelter of the Chinese greenwood were not easily achieved. I began to wonder whether the
genre was not in some respects bounded within and without, for female characters,

and p ial prod by reflections and vestiges of traditions and tacit social

173CHUNG Huiyuan, interview. 4 September 1995. T9SCHYb-17. Original segment
in English.
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conventions that were not letely ded by the ial line world

P Y

upside down that the genre inscribes. Earlier in the same interview Huiyuan responded to

my question as to whether kungfu novels could ever be successfully written by women and

how they would differ from male authors’ ives with the following refl

CHY:Gongfu fiction is a very kind of yanggang [PFHNI, masculine] very, very,
you know, masculine. She [a prospective author] would also have to pretend and
learn how to use that kind of way to talk, to speak, to write. It’s got a certain kind
of way I think. [SK: “They would have to be like the disguised hero themselves.”

, considering> A little bit. [SK: “Talk with a different voice.” ] CH: <laughs,
voice lower> Yes, possibly I think. It’s a bit not fair.

She went on to say that though romance was always present to some degree in a
kungfu novel, it was qualitatively different from the largely woman-centred romantic

themes of y love stories. Furth she added that she was not certain thata

female martial arts novelist who had to either subvert the generic system as it stands, or else
subject her own authorial voice to the filter of the genre’s conventions —to speak as a
woman through the register of masculinity— would be all that readily welcomed by female
fans. Part of the pleasure of the genre for women seems to be gaining access to masculine
realms as desired, as well as the ability to speak and act as male or female depending upon
the reader’s feelings or the exigencies of the narrative situation. Other women readers of
this genre concurred with Huiyuan's perspective, and although this may not mean that there
are none currently publishing, none of the female readers could name a woman writer of

chivalric fiction. From their ies h 3| ised that while a woman kungfu

author might be an impossible construction, the ongoing female production of women's

talk about this line genre as a ly changing and updating variorum object

certainly was not. It was not only possible, but of critical importance to individual women

and their informal fandom networks.



Before luding, [ want to

ider women’s readings of female potential in the
genre. Although men and women alike asserted that the jianghu represented a subculture

outside the normal ints and exp i of traditional society, a “place where

anything could happen,” I wanted to try and und d whether this p ial was still

more easily translated into a discourse of male power. In taped interviews and follow up

discussions, [ asked a few women fans to predict the outcome or development of certain

types of characters based on their reading experi I then introduced a selection of
hypothetical character profiles, varying them on dimensions such as gender, class and age.
Overall, men who were talented in some way had a better chance of success, regardless of

they were promising youths or d men. Also, men who were talented but

who unfi ly p d y dispositions had a greater chance of reform and
continued or greater success than women who laboured under similarly deficient moral
attitudes or personalities.

If several negative or difficult dimensions meet in the same character, such as youth,
femininity and poverty, her chances may be almost as bleak as in real life. The one possible

to such a ch ’s dismal prosp rests in the fact that she is a fictional

character, and more likely to escape her fate in a novel than in the real world. However, as
Fang Jing observed, even in narratives the chances for a happy ending with such a
character are rather slim, especially since even her possession of the other feminine

attributes of virtue, talent and beauty are therselves likely to work against her, threatening

her identity and turning her into a dity that is ulti ly d, save perhaps for

the timely but chance intervention of some benefactor:

Jran: BENXBILEFSERY, BHMEERBNEE FHRMIGA
. IRBBARFEA, HMEXFHEAIEEXGLAEZAIE, IMEMRTE
HEE BXIR, BEBISMAAAK, ZETARFEMT, WRERE
BEE, AEFENE, BUREXSNREFOFE. FEBELEHINLE



a, BELBH -FERRATEARKEE, BEAKS, #. . . &
#ﬁﬁ%ﬁ?mt&%ﬁ-##%mﬁﬁT:Eﬁ##ﬂ&iﬁ,%iim
BEENGN . BIEE AR, REMEANMAXSERA, HIHES
B, KFEEFA BOSBIAREERES, FUfIGA. SEIEREES
BERE, ARBMOGEE —ERERRELls, YEFS, FEESE, Ak
A-MHINSRERAEFONA, ERENMURFXFN L.

FJ: A very poor young girl is often very clever. Her future depends on her
circumstances, on the people she meets, if she meets bad people. Perhaps her
parents cannot look after her and perhaps they sell her and so on. Well, then it
depends on what sort of family she is sold into, and what kind of place [she ends
up in]. If she is not sold, but remains at home, she is probably a great help to her
parents. She looks after her parents, they are ill or they have— some infirmity
which hinders their lives, something like that. She looks after her parents and her
younger siblings. Often, I think that poor young women have very poor conditions,
it’s these sorts of things that might allow her to be sold. The family is the most
important force. They often meet, most of the people they tend to meet are not
good. Especially men, most of the ones they encounter are bad. They very rarely
meet someone who genuinely wants to help them. Rarely do they find great
happiness in the end. Usually, after a childhood which was pretty much alright,
they will inevitably meet with suffering and sorrow. Perhaps the occasional one
may meet a very good-hearted person, but in novels, this is fairly rare.17+

By and large, the male kungfu readers I asked about these questions were noncommittal

in their responses, and I found the exercise on the whole less successful, in part because

men were at times openly resistant to this kind of speculation. Their “gossip™ about the

genre, it seems, was firmly embedded within the texts themselves, whether they took

positions as fans or critics of what the narrative systems had to offer. Some were

noticeably averse to the exercise. For example, I interviewed one young man in an

unrecorded session and part of the way through he said suddenly: “This is hard, I can’t do

this,” and requested that we change topics, which I quickly did.

However, that does not mean that [ have come to the conclusion that men should not be

asked to respond to these issues, but [ am sensitive to the knowledge that I may have to

174FANG Jing, interview. 8 September 1995. Tape T95FJb-21.
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change my approach and that, as a female ethnographer, there are perhaps some questions
that will never be answered fully in my presence. Still, I think that these questions are

worth pursuing, and in future, [ would also find ways of asking male romance enthusiasts

whether part of their ion with traditionally inine themes and stories comes from
the fact that they, like female readers of kungfu novels, gain momentary access to and
lasting appreciation of the world of the gendered “Other.” Conversely, I think [ would have
to also be prepared for the possibility that some male readers, though clearly active
consumers of romances, might feel at times like some of the men in Gullestad's study of
home decoration, “not completely at home” in this aspect of his own activities, shaped and

centred as they are around women's spaces and decisions (1993, 141). Somehow, through

these discussions, I would also try to find out whether, for these male readers, the
seemingly different goals of romance and chivalry are reflected in a certain cultural balance

that sees the actions and ions of love and q as ive but p Yy

of ially noble i At this point, my guess is that the two types of

stories differ not so much in their fundamental concerns as the settings, props and roles
through which they play out those preoccupations on their pages and in the minds of their
audiences. And that, I think, helps to explain why their respective publics, despite all their

apparent separation, have endured in ially P y juxtaposition for so long.

6.5 Conclusion

In this chapter, [ have focused on a discussion of male and female readers’ discursive
strategies for talking about books, as well as outlined a comparison of some of the essential
similarities and differences in their actual responses. I have argued that “chat,” as it is

understood in Chinese culture, is used by both men and women for the mutually
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interrelated purposes of gossip and inft ion, and I have described how some western

theoretical viewpoints diverge in this regard as to the gendered social uses of these kinds of
expressive behaviour. I have compared the descriptions readers of both sexes use to
portray “typical” male and female characters, and I have explored female readings of martial
arts fiction as to whether the subculture of the novel actually constitutes an “equal
opportunity” landscape in the opinion of female fans, and whether such an environment
would hold the same fascination.

1 suspect that [ end this chapter having raised more questions than [ answered, but as
Greenhill found in her analysis of cross-dressing ballads, such work “is a first step
...toward decentering these folksong texts from a single, unified, discoverable, authentic
meaning” (1995, 162). Just as many women I spoke to resolve the twelve years of textual
silence in the Mulan ballad by saying that Mulan kept her identity as a woman secret from
her men because she shared that knowledge with one particular man, and then brought him
home to meet the folks, so too I think it important to ask about and listen to the stories
people tell between and beyond those they read, even if those texts are ostensibly written
by and/or for a particular gender.

In the Conclusion, I ize the major and findings of this work, and

identify areas —such as the foregoing— which would benefit from additional research.
Finally, I reflect on some of the other stories I found between the lines of the one I have

presented here.



Conclusion

But books are only words and the valuable part of words is the thought therein

i —Chuang Tu —175

In the fuller context of this excerpt from Chuang Tzu, he expresses his disdain for the
misguided perceptions of a world that values books as a means to grasping the Way or Dao
(3&), and generally dismisses whatever such a world could possibly deem valuable. [
think, however, that this quote provides a frame of reference for both the scope and
ultimate direction of this thesis, as well as my concluding thoughts on it— at least to the
extent that any book, like any reading given form and fixity in writing, contains within it
all of the unspoken stories and unvoiced deliberations that might have come through in
other readings or for other readers. This thesis has examined deliberations both between

and beyond the covers that literally and metaphorically bind particular texts to their specific

places in either popular tradition or ption. It has explored the tripartite process of

reading, thought and inscription— which includes such eph I yet

d

ing traces as

solitary memories of reading and the shared laughter of talking about it. Indeed, as [ have
tried to show, readers’ thoughts and associations, their uses, aesthetics, gossip, insights
and creativity are as much a part of the storied history of Chinese popular fiction as the

novels themselves.

1758ee Giles (1926, 170).



Contributions of the Present Study

Clearly, the most imp th hi ibution that this thesis makes to current

folklore and popular culture scholarship is the description of audiences and texts that may
be little known to people from non-Chinese cultures who are not themselves fans of Asian
popular media. Also, I have tried to demonstrate that some of our theoretical and

methodological assumptions about the construct of “audience” or “readership™ —such as

id of active, i jon as a y (and il almost sufficient)

precondition for fandom, the nature of “identification” with aspects of the narrative and

dered reading p — must be d when we move into another language and
another cultural worldview. Finally, I think this work exp a of the i
weaving of history, 1 and inh in readers’ resp to Chinese

fiction, whether “popular” or “classical.” And, within this interwoven multivocal and
multifaceted totality, as with the creative reception of almost any aesthetic genre, whether a
story inscribed in talk, on paper —or even on porcelain or silk— there is reflective
deliberation, but —as many of the readers to whom I spoke and wrote were careful to point
out— there is also joy.

In addition, I feel that there is room for a great deal more work in Chinese popular

culture and folklore which bi porary ethnographic, as well as historical
and/or textual research. It would be interesting, for example, to explore the audience
responses to a genre or a text expressed through different media— to look in past and
recent history at episodes from Water Margin, performed as plays, by live storytellers, and

on radio broadcasts in both rural and urban settings.
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Similarly, a detailed study of martial arts film audiences or children’s comic book

readership might help us to understand whether, and to what extent, images contribute to

audience enjoyment, hension and elaboration of texts that are viewed or

read—whether there is a strong “visual memory” for many members of Chinese popular

di which is prompted or enh d by panying pi gardless of age or
education level. Conversely, such a study may also discover a correlation between such

factors as readers’ ages and the changing nature of their responses to visual representations

and interp ions of well-loved works. As audi bers b expert readers,

some may experi growing di with the pi on the screen or page and as
compared with those in the mind’s eye, leading them to alter their patterns of consumption
to focus on popular forms which either leave more to the imagination, like books, or to

turn to narrative genres whose “visual effects” are less striking. Such a situation might

obtain in the case of a kungfu fiction fan dissatisfied with mai i ic offerings
whose preferences in thar genre are restricted to novels, but who also likes mystery serials
or romantic films.

Furthermore, [ think that it is important to understand that Chinese folklore and popular
culture are not only the property of, on the one hand, the peasantry, and on the other, the
moderately educated working class.176 In this study, I have tried to demonstrate that people

who belong to intellectual or elite levels of society also practice oral traditions, 177 engage in

176See Tuohy (1991) and Ting (1987) for a discussion of some of the trends
assumptions and practices which have sha folkl

y Chinese P

177And, it must be remembered lhat wuhm any “class” of any society, including
Chinese society, there are many and shadings of class which may
be expressed by people both within a particular grouping (technical versus semi-skilled
factory workers, for example), and from different social strata. See Johnson (1985) and
Brownell (1995, 155-209).
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perf and develop repertoires that are integrally related to their own personal, as

well as larger Chinese cultural patterns of worldview. If elite, folk and popular elements

have enjoyed a long tradition of i ixing and borrowing within Chinese culture, then
this must be partially attributed not only to the creators of texts, such as authors, and the

official organs of production and such as publishing houses and

government departments, but also to the people who actually perform and receive these
texts. Although the site of exchange between folk and literate culture cannot be assumed to

be letely reci | or equally p ble on both sides, due to such factors as literacy,

geography and their inevitable influence on class relations, I think that this thesis helps to

show that narrative worlds may provide a certain common ground for people from a range

of social backgrounds and —though their i will inly yield different

I h the land: of popular stories is potentially comprehensible to a

P P P

wide range of readers, seasoned and novice alike.
Concluding Thoughts on this Ethnography of Reading

Ethnography is the greatest unfinished book of all. To put down my final thoughts on
this experience is difficult, as I do not think my impressions at the end of this process are
fixed or conclusively decided. It will suffice, for now, if I present my reflections as they
have changed up to this moment. I have written a book and in so doing I have read many
others and, of these especially, the ephemeral works I have been privileged to examine
have been rare indeed. Taken together, I have certainly learned something, and formulated
some questions as to where [ would next like to explore.

At the start of my research, [ had no idea of what I would find. [ did not even know

whether [ would find anyone who would be willing to talk to me. Perhaps Zhongning, his
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older coll the unabashed fan and “the secret women’s discussion group”

were rarities in Chinese popular culture. Perhaps everyone else, confronting me in a
different country, would dismiss me as an overly inquisitive stranger who liked nothing
more than to pry into the spare time habits of other people. Perhaps, by telling me that

fiction reading was an important activity all too infrequently indulged, Chinese readers

would be afraid that my would how tarnish the ption of many
as to the unceasing industry of this group as a whole. That some were trading text books
for novels in the wee hours, and furthermore, that they put them down with greater
reluctance than their more scholarly tomes, was perhaps a dangerous bit of cultural
description that should remain largely unknown.

My fears were certainly unfounded. Not only were readers willing and happy to
participate, very often they suggested others I could contact. I did not expect Chinese
reading habits to fit entirely within western analytical models, as indeed they do not. I did

not expect to find such i ing i i gender and y

or feminine fiction. [ admire many male romance readers, for example, for the innovative
ways in which they approached the typical range of generic options and made other
choices, because now they could. I admire female readers of martial arts fiction for
somewhat different, though equally important reasons. At the moment, I am writing a
paper which puts some of these reasons together, and tells some of their stories.

1 did not realize reading was such a cherished activity for these people. [ am an adult
second language learner who learned Chinese almost literally “on the streets™ of Beijing.
There were often times early in my first summer there when I was hungry and could not
buy the kind of food I wanted, times when I was lost and could not find my way back to

my dormitory. While it may be true that “for every household there is a road to Chang’An”
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—all families can hope to attain honour ( i.e., through the success of their sons in civil

I know from p peri that if you ride your bicycle the wrong

way down the Avenue of Everlasting Peace, you go even farther and it gets dark.

Still, each day held new opportunities for me to learn more characters, to get my
bearings and to read. [ could go to the Beijing Public Library more easily than ordinary
citizens. I could read English language journals there, or go to the library at the British
Embassy with no trouble. At one point, the cultural section of the Canadian Embassy gave
me two boxes of Canadian novels from the National Library of Canada, which I ultimately
gave to the college where I taught. If I could shift them, I was told, they were mine.
Margaret Atwood, Mordecai Richler, Stephen Leacock and others got me through that hot

summer, and helped me to forget that, though the occurrences were definitely on the

decline, I was still hungry and lost sometimes, and that ionally [ still bought th d
year-old eggs by mistake.

As I have already said, [ could read almost before I could walk properly and I do not
know what I would do if reading ceased to be a part of my life. [ think the pain and
loneliness would be almost unimaginable, [ would be bereft of one of my greatest sources
of joy. This seems to have been largely the case for many of the Mainland Chinese readers
in this study at some point in their lives. By the end of my research, I came to understand
that the silences on my tapes, the abrupt shift of topic to particular books and their clusters
of memc;ries are as eloquent as the stream of excited talk which ensues after those
transitions are made.

Chinese often speak of a “quiet heart” as important to the ability to weigh the
significance of one’s actions and experiences, to deliberate on the choices and directions

which shape the paths of one’s life. While in such a mood, I thought to myself: “What was
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this like?” I remembered the outline of a story told to me once by a Chinese friend. He
related it as a comment on an observation I had made regarding the distances Chinese
families and friends had to endure. So far away, and sometimes for so many years, [
marvelled, and yet they still stayed close. I cannot annotate this tale with any printed
versions at this time, and I know that my outline will be but a pale replica of his tale, which
was itself told as an aside. In the moment of my quiet heart, I knew that this tale

summarized my place in this research, the significance of what I had learned, and the

y . . iled by the questions I had asked:

There were two scholars, one a poet, the other a musician who played a traditional
stringed instrument. They met by chance on their travels and struck up an
acquaintance. They spent an enjoyable evening on the bank of a river, drinking
wine in the moonlight and sharing poetry and music. By the end of the evening,
both promised to meet at the same place in one year’s time to pass the evening just
as they had done. And so for many years they met in this way, and the friendship
deepened. One year, the musician came to the bank early, and waited for his friend.
Night fell, the moon rose and still there was no sign of the poet. The musician grew
angry: “Surely he cannot throw away our friendship after so many years!” At that
moment, a ferryman sailed past on his raft. He knew of the two distinguished
friends and their loyalty to each other. He said: “Your friend died earlier in the year,
and is buried on the opposite shore, almost immediately across from where you are
now.” The musician began to play.

Undoubtedly, some western scholars will not see how this story fits. The pair met over

many years, and more importantly, the poet died. The ion, it seems, is i y

severed. [ can only say that I have come to understand the Chinese conception of time as
elastic and synchronous, not linear. Time continues because people have the patience to and
fortitude to wait and to remember. The nature of connections may change, but in some

way, they endure. The ician played b his friend h d the time and place of

their rendezvous. Likewise, the readers in this study met me to share something that they
thought was delightful and worthy of commemoration, though many may have reached the

bank years ago. They did a multitude of other things while they waited for me to catch up,
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and to understand. The point is, they kept the appointment. Now, to the best of my ability,
so have [.

Directions for Future Research

As| have noted elsewh h hout the p ding ch: my h has focused

on a small cross section of readership and my analysis has focused mainly on specific
popular printed genres, even though many of these genres —perhaps most notably
romance and martial arts fiction— are found (and avidly consumed) in a variety of other
mass-mediated forms, such as film, television and comics. I think, therefore, that a more
complete picture of each of the genres and their audiences should include a consideration of

some of these other media, perhaps initially concentrating on particular genres and

Iti ly making generi pari which take into account viewers and readers
from different generations and different social backgrounds.
On a similar note, just as this thesis has explored the historical traditions which underlie

particular contemporary geares, I also feel that more study into the influences brought to

bear on Chinese popular culture through past and porary popular traditions from

other cul is For le, the ption of western translated detective fiction

in relation to both | and western-inspired Chinese models, science fiction and the
Jjuxtaposition and points of convergence between fantasy and technology as seen from
different cultural perspectives, and the influence of Japanese animation on the visual
representation of martial arts fiction —which is perhaps of particular significance most
immediately in Taiwan and Hong Kong— are all topics worthy of additional investigation.

Generic traditions, as we have seen, not only have the capacity for significant exchange

with other genres from the same culture, but also for cross-cultural borrowing as well.
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Although a number of the readers I surveyed expressed an interest in western and/or
Japanese fiction, I think that some of those stories and connections could be fruitfully
explored in future studies.

Concerning the actual genres themselves, I found that my research raised several
questions that could be explored in more detail. Given my enduring interest in the Chinese
heroine in folklore, further study of heroines in martial arts fiction presents an obvious line

of inquiry. Also, a greater understanding of the underlying premises of physical and

hysical culture exp d in this genre, as well as the central place occupied by the

student-mentor relationship in both martial arts culture and its fiction would add to a

prehensive eth hi lysis, especially when looking at readers who may focus
on the technical descriptions of moves, or the preparation leading up to combat. or to an
impending conflict central to the protagonist’s development or emergence as a master of
some particular discipline.

Additionally, [ think that the responses of male readers who read romances could

ially ibute a fascinating angle to the extant scholarly discourse surrounding the

genres as western romance fiction and soap

ption of such traditionally
operas. Although I realize that there are a variety of reasons why it seems easier for me to
find out why women read kungfu novels, I think that the stories that may be found within
differently socially constructed groups and the reading they create and rework can teach us
a great deal about our own stories and deliberations, what is contained within and beyond
the covers of a text.
Moreover, [ would like to explore the nuances and rules governing this and related
forms of Chinese verbal art within the context of established communities of Chinese

popular cultural consumers over longer periods of time: a group of roommates reading

239



through college, a group of factory workers meeting at lunch to chat about soaps or the

current novel f dina paper literary supp I realize that some of these

questions may require that I return to China, or go to Hong Kong or Taiwan, but I believe
that these issues have not been adequately explored within Chinese Canadian expatriate
culture. [ may need to learn Cantonese, but [ am certain that cultural scenes of this kind
unfold in markets, offices and living rooms across the country on a daily basis.

Finally, I am interested in martial arts role-playing games and particularly how chivalry
is scripted and played out online Specifically, despite the crossing and reworking of real-
life gender identities that is not only possible, but likely in fantasy scenarios, [ would like
to know how male virtual haohan handle such challenges as romance and combat with
martial heroines, and whether any of them ever play female characters themselves.
Likewise, although I suspect that the numbers will be much fewer, [ would like to talk to
women gamers about their ethereal heroics as well. These directions signify the exciting
possibilities of questions that I have yet to formulate and ask, and stories [ have yet to hear.
However, I think that, although some of these tales may be ephemeral or difficult to find,

+

they are not impossibly —or even ily very deeply— hidden. And, the tellers,

readers and players who create these stories may be initially surprised but ultimately
pleased to find someone outside their immediate circles of fan culture interested in their
narrative adventures. This project, as [ have said, began when a book slipped out of a
shopping bag and I heard the words of a reader’s hurried explanation —and listened to the

thoughts and profound delight behind it.



References

Abrahams, Roger D. 1976. “The Complex Relations of Simple Forms.” Folklore Genres.
Ed. Dan Ben-Amos. American Folklore Society Bibliographical and Special Series 26.
Austin, U of Texas P. 193-214.

———. 1966. “Some Varieties of Heroes in America.” Journal of the Folklore Institute 3:
343-62.

Ang, Ien. 1996. “Ethnography and Radical Contextualism in Audience Studies.” The
Audience and Its Landscape. Ed. James Hay, Lawrence Grossberg and Ellen Wartella.
Boulder, CO: Westview. 247-62.

Babcock, Barbara. 1978. “Introduction.” The Reversible World: Symbolic Inversion in Art
and Society. Ed. Barbara Babcock. Ithaca: Cornell UP. 13-36.

———. 1978. ““Liberty’s a Whore’: Inversions, Marginalia and Picaresque Narrative.”
The Reversible World: Symbolic Inversion in Art and Society. Ed. Barbara Babcock.
Ithaca: Cornell UP. 95-116.

Bachelard, Gaston. 1965. La poetique de la reverie. Paris: Presses universitaires de
France.

Bacon-Smith, Camille. 1992. Enterprising Women: Television Fandom and the Creation of
Popular Myth. Philadelphia: U of Pennsylvania P.

Baldwin, Karen. 1985. “ ‘Woof!” A Word on Women's Roles in Family Storytelling.”
Women's Folklore, Women's Culture. Ed. Rosan A. Jordan and Susan Kal&ik.
Philadelphia: U of Pennsylvania P. 149-62.

Barker, Martin and Anne Beezer. 1992. “Introduction: What'’s in a Text?” Reading Into
Cultural Studies. Ed. Martin Barker and Anne Beezer. London: Routledge. 1-20.

Bascom, William R. 1965. “Four Functions of Folklore.” The Study of Folklore. Ed. Alan
Dundes. Englewood Cliffs, NJ: Prentice. 279-98. 1954. Rpt. Journal of American
Folklore 67: 333-49.

241



Basso, Keith H. 1989. “The Ethnography of Writing.” Explorations in the Ethnography of
Speaking. Ed. Richard Bauman and Joel Sherzer. Cambridge: Cambridge UP. 425-32,
473.

———.1988. “ *Stalking With Stories’: Names, Places and Moral Narratives Among the
Western Apache.” Text, Play and Story: The Construction and Reconstruction of Self
and Society. Ed. Edward M. Bruner and Stuart Plattner. Prospect Heights, IL:
Waveland P. 19 - 55.

Baym, Nancy K. 1993. “Interpreting Soap Operas and Creating Community: Inside a
Computer-Mediated Fan Culture.” Journal of Folklore Research 30.2-3: 143-76.

Beaugrande, Robert de. 1992. “Readers Responding to Li Coming to Grips With

Realities.” Reader Response to Literature: The Empirical Dimension. Ed. Elaine F.
Nardocchio. Berlin: Mouton de Gruyter. 193-209.

Ben-Amos, Dan. 1969. “Analytical Categories and Ethnic Genres.” Genre 2: 275-301.

———.1984. “Seven Strands of Tradition.” Journal of Folklore Research 21.2-3: 97-
131.

Bennett, Gillian. 1987. Traditions of Belief: Women, Folklore and the Superatural Today.
London: Penguin.

Bennett, Tony. 1996. “Figuring Audiences and Readers.” The Audience and Its
Landscape. Ed. James Hay, Lawrence Grossberg and Ellen Wartella. Boulder, CO:
Westview. 145-59.

Berger, Arthur Asa. 1991. Media Analysis Techniques. Rev. ed. Newbury Park: Sage.

Bird, S. Elizabeth. 1992. For Enquiring Minds: A Cuitural Study of Supermarket
Tabloids. Knoxville: U of Tennessee P.

Bohannon, Laura. 1971. “Shakespeare in the Bush.” Conformity and Conflict. Ed. James
P. Spradley and David W. McCurdy. Boston: Little. 15-25.

242



Borthwick, Sally. 1984. “ “‘Fate in Tears and Laughter,” by Zhang Henshui: Translator’s
Preface.” Chinese Middlebrow Fiction From the Ch'ing and Early Republican Eras.
Ed. Liu Ts’un Yan. Hong Kong: Chinese UP. 255-61.

Bowden, Betsy. 1988. “The Oral Life of the Written Ballad of the Wanton Wife of Bath.”
North Carolina Folklore Journal 35.1: 40-76.

Brandes, Stanley. 1990. “Conclusion: Reflections on the Study of Religious Orthodoxy
and Popular Faith in Europe.” Religious odoxy and Popular Faith in Euroj
Society. Ed. Ellen Badone. Princeton, NJ: Princeton UP. 185-99.

Brewitt-Taylor, C., trans. 1995. Romance of the Three Kingdoms. By Luo Guanzhong.
3rd. ed. 2 vols. Rutland, VT: Tuttle.

Brown, Mary Ellen. 1994. Soap Opera and Women’s Talk: The Pleasure of Resistance.

Thousand Oaks, CA: Sage.

Brown, Penelope and Stephen C. Levinson. 1987. Politeness: Some Universals in
Language Usage. Cambridge: Cambridge UP. 1978. Rpt. of “Universals in Language
Use: Politeness Phenomena.” Questions and Politeness: Strategies in Social Interaction.
Ed. Esther N. Goody. Cambridge: Cambridge UP. 56-324.

Brownell, Susan. 1995. Training the Body for China: Sports in the Moral Order of the
People’s Republic. Chicago: U of Chicago P.

Burke, Peter. 1978. Popular Culture in Early Modern Europe. London: Temple Smith.
Cameron, Deborah. 1995. Verbal Hygiene. London: Routledge.

Casey, George J., Neil V. Rosenberg and Wilfred Wareham. 1972. “Repertoire
Categorization and Performer Audience Relationships: Some Newfoundland
Examples.” Ethnomusicology 16: 397-403.

Cawelti, John G. 1976. Adventure, Mystery and Romance: Formula Stories as Art and
Popular Culture. Chicago: U of Chicago P.

———. 1971. The Six-Gun Mystique. Bowling Green: Bowling Green U State Popular
P.

243



Certeau, Michel de. 1984. The Practice of Everyday Life. Berkeley: U of California P.
Trans. of L'invention du quotidien. 1980. Paris: Union générale d'éditions.

Chan, Anthony B. 1983. Gold Mountain: The Chinese in the New World. Vancouver:
New Star Books.

Chard, Robert, trans. 1991. Blades from the Willows. By Huanzhulouzhu. London:
Wellsweep.

Ch’en, Shou-Yi. 1961. Chinese Literature: A Historical Introduction. New York: Ronald
B:

Childers, J. Wesley. 1968. “The Spanish Folk Hero as a Reflection of His Culture.” New
York Folklore Quarterly 24.2: 113-28.

Chodorow, Nancy. 1978. The Reproduction of Mothering: Psychoanalysis and the
Sociology of Gender. Berkeley: U of California P.

Chow, Rey. 1993a. “Male issism and National Culture: Subjectivity in Chen Kaige's
‘King of the Children.’ " Male Trouble. Ed. Constance Penley and Sharon Willis.
Minneapolis: U of Minnesota P. 87-119.

———. 1991. Woman and Chinese Modemity: The Politics of Reading Between West and
East. Minnesota: U of Minnesota P.

———. 1993b. “Rereading Mandarin Ducks and Butterflies: A Response to the
‘Postmodern’ Condition.” Postmodemism: A Reader. Ed. Thomas Docherty. New
York: Columbia UP. 471-89. 1986. Rpt. Cultural Critique 5: 69-93.

Chung, Hilary and Tommy McClellan. 1994. “Images of Women: Exploring Apparent
Changes of Attitude Towards Women in the May Fourth Era Through Literary
Imagery.” Notions et perceptions du changement en Chine: Textes présentés au [Xe

congrés de ['association européenne d'études chinoises. Ed. Viviane Alleton and Alexei
Volkov. Paris: Collége de France. 187-98.

244



Clancy, Kim. 1992. “Tania Modleski, ‘Loving With a Vengeance: Mass-Produced
Fantasies for Women." " Reading Into Cultural Studies. Ed. Martin Barker and Anne
Beezer. London: Routledge. 119-33.

Coates, Jennifer. 1988. “Gossip Revisited: Language In All-Female Groups."Women in
Their Speech Communities: New Perspectives on Language and Sex. Ed. Jennifer
Coates and Deborah Cameron. London: Longman. 94-122.

Coggeshall, John M. 1980. “Champion of the Poor: The Outlaw as Formalized Expression
of Peasant Alienation.” Southern Folkiore Quarterly 44: 23-58.

Cornwall, Andrea and Nancy Lindisfarne. 1994. “Dislocating Masculinity: Gender, Power

and Anthropology.” Dislocating Masculinities: Comparative Ethnographies. Ed.
Andrea Cornwall and Nancy Lindisf: London: Routledge. 11-47.

Cothran, Kay L. 1979. “Participation in Tradition.” Readings in American Folklore. Ed.
Jan Harold Brunvand. New York: Norton. 444-48.

Crane, Susan. 1994. Gender and Romance in Chaucer's ‘Canterbury Tales'. Princeton,
NJ: Princeton UP.

Crawford, Mary. 1995. Talking Difference: On Gender and [ anguage. London: Sage.

Danielson, Larry. 1979. “Toward the Analysis of Vernacular Texts: The Supernatural
Narrative in Oral and Popular Print Sources.” Journal of the Folklore Institute 16.3:
130-54.

Davies, Tony. 1989. “The Divided Gaze: Reflections on the Political Thriller.” Gender,
Genre and Narrative Pleasure. Ed. Derek Longhurst. London: Unwin. 118-135.

Davis, Erik. 1994. “It’'s a MUD, MUD, MUD, MUD World.” Village Voice 22 Feb.

Davis, Natalie Zemon. 1978. “Women on Top: Symbolic Sexual Inversion and Political

Disorder in Early Modern Europe.” The Reversible World: Symbolic Inversion in Art
and Society. Ed. Barbara Babcock. Ithaca: Cornell UP. 147-190.

December, John. 1996. “Units of Analysis for Internet Communication.” Journal of
Communication 46.1: 14-38.

245



December, John. 1996. “Units of Analysis for Internet Communication.” Journal of
Communication 46.1: 14-38.

Deetz, James. 1977. In Small Things Forgotten: The Archaeology of Early American Life.
New York: Anchor Books.

Deuchar, Margaret. 1988. “A Pragmatic Account of Women’s Use of Standard Speech.”

Women in Their Speech Communities: New Perspectives on Language and Sex. Ed.
Jennifer Coates and Deborah Cameron. London: Longman. 27-32.

“Dong Xie” Z#B. 1995. “Huikan Shediao chu. ™ ([EE5iBEALY . (“The Eagle-
Shooting Heroes Revisited”). Hi5% (New Threads) 19 (August). Electronic mss.

ilable from Canadian mirror site: http:/ ph innipeg.ca/~zhouzi.

Dugaw, Diane M. 1984. “Anglo-American Folksong Reconsidered: The Interface of Oral
and Written Forms.” Western Folklore 43: 83-103.

Dundes, Alan, 1966. “Metafolklore and Oral Literary Criticism.” The Monist 60: 505-16.

Duval, Giles and Richard Stephenson. 1984. “A Chapter of Cheats: Disguise in Eighteenth
Century Chap Literature.” Lore & Language 3.10: 1-18.

Eberhard, Wolfram. 1986. A Dictionary of Chinese Symbols: Hidden Symbols in Chinese
Life and Thought. London: Routledge.

———, ed. 1965. Folktales of China. Chicago: U of Chicago P.

— ——. 1970. “Notes on Chinese Story-Tellers.” Fabula 11: 1-31.

Ebrey, Patricia Buckley. 1993. The Inner Quarters: Marriage and the Lives of Women in
the Sung Period. Berkeley: U of California P.

Edelsky, Carole. 1993. “Who's Got the Floor?” Gender and Conversational Interaction.
Ed. Deborah Tannen. New York: Oxford UP. 189-227. 1981. Rpt. Language and
Society 10: 383-421.

Evans, David. 1982. Big Road Blues. Berkeley: U of California P.

246



“Fans: Special Issue.” 1987. Culture & Tradition 11.

Fernandez. James W. 1971. “Per i and Perfor : Of the Beast in Every
Body...And the Metaphors of Every Man.” Myth, Symbol and Cuiture. Ed. Clifford
Geertz. New York: Norton. 39-60.

Fine, Gary Alan. 1983. Shared Fantasy: Role-Playing Games as Social Worlds. Chicago:
U of Chicago P.

Fish, Stanley. 1980. “Interpreting the ‘Variorum.” ” Is There a Text in This Class?: The
Authority of Interpretive Communities. Cambridge, Mass.: Harvard UP. 147-73.
1976. Rpt. Critical Inquiry 2: 465-85.

Fiske, John. 1989. Understanding Popular Culture. London: Routledge.

Gal, Susan. 1995. “Language, Gender and Power: An Anthropological Review.” Gender

Articulated: [anguage and the Socially Constructed Self. Ed. Kira Hall and Mary
Bucholtz. New York: Routledge. 169-82.

Giles, Lionel. 1926. Chuang Tzu: Mystic, Moralist and Social Reformer. London: Bernard
Quaritch.

———. 1944. “Six Centuries at Tunhuang: A Short Account of the Stein Collection of

Chinese Mss. At the British Museum.” China Society Sinological Series No. 2. Ed. W.
Perceval Yetts. London: China Soc. 548. 1965. Rpt. in Nine Dragon Screen: Being

Reprints of Nine Addresses and Papers Presented to the China Society, 1909-1945.
London: China Soc. (page numbers refer to original).

Glassie, Henry H. 1982. Passing the Time in Ballymenone: Culture and History of an
Ulster Community. Philadelphia : U of Pennsylvania P.

———. 1995. “Tradition.” Journal of American Folkiore 108.430: 395-412.
Goffman, Erving. 1959. The Presentation of Self in Everyday Life. New York: Anchor.

Goldstein, Kenneth S. 1971. “On the Application of the Concepts of Active and Inactive
Traditions to the Study of Repertory.” Journal of American Folklore 84: 62-67.

247



Green, Tony. 1987. “James Lyons, Singer and Story-Teller: His Repertory and Aesthetic.”

Everyday Culture: Popular Song and the Vernacular Milieu. Ed. Michael Pickering and
Tony Green. Milton Keynes: Open UP. 105-29.

Greenhill, Pauline. 1994. Ethnicity in the Mainstream: Three Studies of English Canadian
Culture in Ontario. Montreal: McGill-Queens UP.

———. 1995. “ ‘Neither a Man nor a Maid’: Sexualities and Gendered Meanings in
Cross-Dressing Ballads.” Journal of American Folklore 108.428: 156-77.

Grella, George. 1980. “The Formal Detective Novel.” Detective Fiction: A Collection of
Critical Essays. Ed. Robin W. Winks. Englewood Cliffs, NJ: Prentice. 84-102.

— ——. 1980. “The Hard-Boiled Detective Novel.” Detective Fiction: A Collection of
Critical Essays. Ed. Robin W. Winks. Englewood Cliffs, NJ: Prentice. 103-20.

Gullestad, Marianne. 1993. “Home Decoration as Popular Culture: Constructing Homes,
Genders and Classes in Norway.” Gendered Anthropology. Ed. Teresa del Valle.
London: Routledge. 128-61.

Gustavsson, Anders. 1979. “Folklore in Community Conflicts: Gossip in a Fishing
Community.” ARV 35: 49-85.

Hall, Edward T. 1969. The Hidden Dimension. Garden City, NY: Anchor/Doubleday.
1963. Rpt. New York: Doubleday (page references are to reprint edition).

— ——. 1973. The Silent Language. Garden City, NY: Anchor/Doubleday. 1959. Rpt.
New York: Doubleday (page references are to reprint edition).

Hanan, Patrick. 1980. “ ‘Judge Bao's Hundred Cases’ Reconsidered.” Harvard Journal of
Asiatic Studies 40.2: 301-23.

— ——. 1981. The Chinese Vernacular Story. Cambridge: Harvard UP.

Handlin, Joanna F. 1975. “Lii Kun's New Audience: The Influence of Women's Literacy
on Sixteenth Century Thought.” Women in Chinese Society. Ed. Margery Wolf and
Roxane Witke. Stanford, CA: Stanford UP. 13-38.



Harris, Neil. 1990. “The Operational Aesthetic.” Popular Fiction: Technology. Ideology,
Production, Reading. Ed. Tony Bennett. London: Routledge. 401-12.

Harrington, C. Lee and Denise D. Bielby. 1995. Soap Fans: Pursuing Pleasure and
Making Meaning in Everyday Life. Philadelphia: Temple UP.

Harris, Trudier. 1995. “Genre.” Joumal of American Folklore 108.430: 509-27.

Hayes, James. 1985. “Specialists and Written Materials in the Village World.” Popular
Culture in Late Imperial China. Ed. David Johnson, Andrew J, Nathan and Evelyn
Rawski. Berkeley: U of California P. 75-111.

Heggli, Gry. 1993. “Talking With Readers: An Alternative Approach to Popular
Literature.” Journal of Popular Culture 26.4: 11-18.

Hensman, Bertha. 1971. More Hong Kong Tale-Spinners: Twenty-five Traditional
Chinese Tales Collected by Tape-Recorder and Translated into English. Hong Kong:
Chinese U of Hong Kong.

Hoe, Ban Seng. 1985. “Chinese Community and Cultural Traditions in Quebec City.”
Canadian Folklore canadien 7.1-2: 95-110.

Holbek, Bengt. 1987. The Interpretation of Fairytales: Danish Folklore in a Eumgan
Perspective. Folklore Fellows Ci icati No. 239. Helsinki: S 1
Tiedeakatemia Academia Scientiarum Fennica.

Hsia, C.T. 1968. The Classical Chinese Novel: A Critical Introduction. New York:
Columbia UP.

Huang, Evelyn and Lawrence Jeffery. 1992. Chinese Canadians: Voices From a
Community. Vancouver: Douglas.

Hufford, David. 1982a. The Terror That Comes In The Night: An Experience-Centered

Study of Supernatural Assault Traditions. Philadelphia: U Pennsylvania P.
— ——. 1982b. “Traditions of Disbelief.” New York Folklore Quarterly 8: 47-55.

249



Humphrey, Theodore C. 1980. “The Frontier Lawman as Folk Hero: The Search for Bill
Tilghman —Part I.” Journal of the Folklore Institute 17.2-3: 125-34.

Hung, William. 1975. “The Last Four Lines of the Mulan Ballad.” Studia Asiatica : Essays

in Asian Studies in Felicitation of the 75th Anniversary of Professor Ch’en Shou Yi.
Ed. La G. Thomp San Franci Chinese Materials Centre. 357-62.

Hymes, Dell. 1972. “The Contributions of: Folklore to Sociolinguistic Research.” Toward
New Perspectives in Folklore. Ed. Américo Paredes and Richard Bauman. American
Folklore Society Bibliographical and Special Series 23. Austin: U of Texas P. 42-50.

———. 1975. “Folklore’s Nature and the Sun’s Myth.” Joumal of American Folkiore 88:
345-69.

———. 1986. “Models of the Interaction of Language and Social Life.” Directions in

Sociolinguistics: The Ethnography of Communication. Ed. John J. Gumperz and Dell
Hymes. Oxford: Basil Blackwell. 35-69.

———. 1989. “Ways of Speaking.” Explorations in the Ethnography of Speaking. Ed.
Richard Bauman and Joel Sherzer. Cambridge: Cambridge UP. 433-51, 473-74.

Idema, W.L. 1974. Chinese Vemacular Literature: The Formative Period. Leiden: Brill.

Ives, Edward D. 1987. The Tape-Recorded Interview: A Manual for Field Workers in
Folklore and Oral History. Knoxwville: U of Tennessee P.

Jameson, Raymond Delov. 1984. “Fox.” Funk and Wagnall’s Standard Dictionary of
Folklore, Mythology. and Legend. Ed. Maria Leach and Jerome Fried. San Francisco:
HarperCollins.

Jancovich, Mark. 1992. “David Morley, ‘The Nationwide Studies.’ ” Reading Into

Cultural Studies. Ed. Martin Barker and Anne Beezer. London: Routledge. 134-47.

Jenkins, Henry. 1994. “ ‘Star Trek’ Rerun, Reread, Rewritten: Fan Writing as Textual
Poaching.” Television: The Critical View. Ed. Horace Newcomb. 5th ed. New York:
Oxford UP. 448-73. 1991. Rpt. Close Encounters: Film, Feminism, and Science




Fiction. Ed. C. Penley, E. Lyon, L. Spigel and J. Bergstrom. Minnepolis: U of
Minnesota P. 170-203.

———. 1992. Textual Poachers: Television Fans and Participatory Culture. New York:
Routledge.

Jezewski, Mary Ann. 1984. “Traits of the Female Hero: The Application of Raglan’s
Concept of Hero Trait Patterning.” New York Folklore 10.1-2: 55-73.

Johnson, David. 1985. “Communication, Class, and Consciousness in Late Imperial

Chipa.” Popular Cuiture in Late Imperial China. Ed. David Johnson, Andrew J,
Nathan and Evelyn Rawski. Berkeley: U of California P. 34-72.

———. 1980. “The ‘Wu Tzu-hsii pien-wen * and Its Sources.” Harvard Journal of Asiatic
Studies 40: 93-156, 465-505.

Kalgik, Susan. 1975. “...Like Ann’s Gynecologist or the Time I Was Almost Raped:
Personal Narratives in Women’s Rap Groups.” Women and Folklore. Ed. Claire R.
Farrer. U of Texas P. 3-11.

Kaplan, E. Anne. 1993. “Melodrama/Subjectivity/Ideology: Western Melodrama Theories
and Their Relevance to Recent Chinese Cinema.” Melodrama and Asian Cinema. Ed.
Wimal Dissanyake. Cambridge: Cambridge UP. 9-28.

Keen, Maurice. 1987. The Qutlaws of Medieval Legend. London: Routledge.

Kinkley, Jeffrey C. 1985. “Chinese Crime Fiction and Its Formulas at the Turn of the

1980s.” After Mao: Chinese Literature and Society, 1978-1981. Ed. Jeffrey C.
Kinkley. Cambridge: Council on East Asian Studies, Harvard U. 89-129, 293-301.

Kirshenblatt-Gimblett, Barbara. 1995. “From the Paperwork Empire to the Paperless
Office: Testing the Limits of the ‘Science of Tradition.’ " Folklore Interpreted: Essays
in Honor of Alan Dundes. Ed. Regina Bendix and Rosemary Lévy Zumwalt. New
York: Garland. 69-92.

Klapp, Orrin. 1969. Collective Search for Identity. New York: Holt.

———. 1949. “The Folk Hero.” Journal of American Folklore 62: 17-25.

251



Ko, Deborah. 1994. Teachers of the Inner Chambers; Women and Culture in Seventeenth-
Century China. Stanford, CA: Stanford UP.

Kodish, Deborah. 1980. “Moving Towards the Everyday: Some Thoughts on Gossiping
and Visiting as Secular Procession.” Folklore Papers of the University Folklore
Association 9: 93-104.

Koelb, Clayton. 1984. The Incredulous Reader. Literature and the Function of Disbelief .
Ithaca: Cornell UP.

Kozar, Seana. 1995a. “ ‘Auld Lang Syne’ in Taiwan: Graduations of Resonance and the
Resonances of Graduation.” Scotlands 2.2: 69-85.

———. 1995b. “Enduring Traditi Ethereal T issi R ing Chinese New
Year Celebrations on the Internet.” Journal of Computer-Mediated Communication
http://shum.cc.huji.ac.il/jcmc/volumel/issue2/kozar.html.

———. 1997. “Paperback Haohan and Other ‘Genred Genders’: Negotiated Masculinities
Among Chinese Popular Fiction Readers.” Canadian Folklore canadien 19.1: 35-54.

———. In press. “Performances in Ct Humor and Nick ing on the Chinese

Net.” Computer Applications to Texts and Textual Traditions. Ed. Michael J. Preston.
New York: Garland.

———. 1993. “Unmasking a ‘Sitting Ghost’: a Cross-generic Exploration of the Chinese
Heroine in Stories Told by Chinese in Newfoundland.” MA thesis. Memorial U of
Newfoundland.

Lach, Donald F. 1979. Introduction. The Chinese Lake Murders. By Robert van Gulik.
Chicago: U of Chicago P. 1-12. 1960. Rpt. n.p.: Robert van Gulik: 1977. Rpt.
Chicago: U of Chicago P.

Lai, Whalen. 1992. “From Folklore to Literate Theatre: Unpacking Madame White Snake.”
Asian Folklore Studies 51: 51-66.

Lakoff, Robin. 1975. Language and Woman’s Place. New York: Harper.



Lee, Leo Ou-fan and Andrew J. Nathan. 1985. “The Beginnings of Mass Culture:
Journalism and Fiction in the Late Ch’ing and Beyond.” Popular Culture in Late
Imperial China. Ed. David Johnson, Andrew J. Nathan and Evelyn Rawski. Berkeley:
U of California P. 360-95.

Levine, Lawrence W. 1988. Highbrow/Lowbrow: The Emergence of Cultural Hierarchy in
America. Cambridge, Mass.: Harvard UP.

Li, Peter S. 1988. The Chinese in Canada. Toronto: Oxford UP.

Lindahl, Carl. 1987. Earnest Games: Folkloric Patterns in the Canterbury Tales.
Bloomington: Indiana UP.

Link, Perry. 1985. “Fiction and the Reading Public in Guangzhou and Other Chinese
Cities, 1979-1980." After Mao: Chinese Literature and Society, 1978-1981. Ed.
Jeffrey C. Kinkley. Cambridge: Council on East Asian Studies, Harvard U. 221-74,
309-15.

———. 1984. “The Genie and the Lamp: Revolutionary Xiangsheng.” Popular Chinese

Literature and Performing Arts is the People’s Republic of China, 1949-1979. Ed.
Bonnie S. McDougall. Berkeley: U of California P. 83-111.

———. 1989. “Hand-Copied Entertainment Fiction from the Cultural Revolution.”

Unofficial China: Popular Culture and Thought in the People’s Republic. Ed. Perry
Link, Richard Madsen and Paul G. Pickowicz. Boulder: Westview P. 17-35.

———. 1981. Mandarin Ducks and Butterflies: Popular Fiction in Early Twentieth-
Century Chinese Cities. Berkeley: U of California P.

Liu, James J.Y. 1967. The Chinese Knight-Errant. London: Routledge.

Loewe, Michael. 1984. “Heroes in Chinese Tradition.” The Hero in Tradition and
Folklore: Papers Read at a Conference of the Folklore Society Held at D: House,
Cardiff, July 1982. Ed. H.R.E. Davidson. Folklore Society Mistletoe Series 19.
London: Folklore Soc. 142-55.



Loh, Wai-fong. 1984. “From Romantic Love to Class Struggle: Reflections on the Film

‘Liu Sanjie." " Popular Chinese Literature and Performing Arts in the Peoples’
Republic of China, 1949-1979. Ed. Bonnie S. McDougall. Berkeley: U of California

P. 165-76.

Louie, Kam. 1985. “Love Stories: The Meaning of Love and Marriage in China.” After
Mao: Chinese Literature and Society, 1978-1981. Ed. Jeffrey C. Kinkley. Cambridge:
Council on East Asian Studies, Harvard U. 63-87, 288-93.

Lu, Xun. 1976. A Brief History of Chinese Fiction. Trans. Yang Hsien-Yi and Gladys
Yang. Peking: Foreign Languages P.

Ma, Y. W. 1975. “The Textual Tradition of Ming Kung-An Fiction: A Study of the * Lung-
T'u Kung-An.’ ” Harvard Journal of Asiatic Studies 35: 190-220.

Mair, Denis C. and Victor H. Mair, trans. 1989. Strange Tales From Make-Do Studio. By
Pu Songling. Beijing: Foreign Languages P.

McLaren, A.E. 1985. “Chantefables and the Textual Evolution of the ‘San-Kuo-Chi Yen-
1.’ " T’oung Pao 71: 159-227.

McMahon, Keith. 1995. Misers, Shrews and Polygamists: Sexuality and Male-Female
Relationsin Eighteenth Century Chinese Fiction. Durham: Duke UP.

McRobbie, Angela. 1994. Postmodernism and Popular Culture. London: Routledge.

Meletinskij, Eleazar M. 1973. “Scandinavian Mythology as a System of Oppositions.”
Patterns in Oral Literature. Ed. Heda Jason and Dimitri Segal. The Hague: Mouton.
251-60.

Meyer, Richard E. 1980. “The Outlaw: A Distinctive American Folktype.” Journal of the
Folklore [nstitute 17.2-3: 94-124.

Meyrowitz, Joshua. 1985. No Sense of Place: The Impact of Electronic Media on Social
Behavior. New York: Oxford UP.

Minford, John, trans. 1993. “‘The Deer and the Cauldron’: The Adventures of a Chinese
Trickster.” East Asian History 5: 1-100.

254



Minton, John. 1993. “Big ‘Fraid and Little ‘Fraid”: an Afro-American Folktale. Helsinki:
S lainen Ti ia Academia Scientiarum Fennica.

Mithers, Carol Lynn. 1982. “My Life as a Man.” Village Voice 5 Oct.

Mitsui, Toru. 1993. “The Reception of the Music of American Southern Whites in Japan.”
Transforming Tradition: Folk Music Revivals Examined. Ed. Neil V. Rosenberg.
Urbana: U of Illinois P. 275-93.

Modleski, Tania. 1980. “The Disappearing Act: A Study of Harlequin Romances.” Signs:
Journal of Women in Culture and Society 5.3: 435-48.

———. 1984. Loving With a Vengeance: Mass-Produced Fantasies for Women. Hamden,
Conn.: Archon; London: Methuen.

— ——. 1990. “The Search for Tomorrow in Today’s Soap Operas.” Popular Fiction:
Technology. Ideology, Production, Reading. Ed. Tony Bennett. London: Routledge.
189-207.

———, ed. 1986. Studies in Entertainment: Critical Approaches to Mass Culture.
Bloomington, IN: Indiana UP.

Mok, Olivia, trans. 1993. Fox Volant of the Snowy Mountain. By Jin Yong. Hong Kong:
Chinese UP.

Moody, Nickianne. 1996. “Interacting With the ‘Divine Comedy’.” Fractal Dreams: New
Media in Social Context. Ed. Jon Dovey. London: Lawrence. 59-77.

Morris, Merrill and Christine Ogan. 1996. “The Internet as Mass Medium.” Journal of
Communication 46.1: 39-50.

Narayan, Kirin. 1995. “The Practice of Oral Literary Criticism: Women’s Songs in
Kangra, India.” Journal of American Folklore 108.429: 243-64.

Narviez, Peter. 1992. “Folkloristics, Cultural Studies and Popular Culture.” Canadian
Folklore canadien 14.1: 15-30.

255



———. 1991a. “Folk Talk and Hard Facts: The Role of Ted Russell’s ‘Uncle Mose’ on
CBC’s ‘Fishermen's Broadcast.” " Studies in Newfoundland Folklore: Community and
Process. Ed. Gerald Thomas and J.D.A. Widd St. John's: Break . 191-
212.

———. 1991b. “Newfoundland Berry Pickers ‘In the Fairies’: Maintaining Spatial,
Temporal, and Moral Boundaries Through Legendry.” The Good People: New
Fairylore Essays. Ed. Peter Narviez. New York: Garland. 336-68.

———. 1995. “Newfoundland Vernacular Song.” Popular Music: Style and Identity. Ed.
Will Straw, Stacey Johnson, Rebecca Sullivan and Paul Friedlander. Montreal: Centre
for Research on Canadian Cultural Industries and Institutions. 215-19.

Newall, Venetia. 1984. “The Hero as Trickster: The West Indian Anansi.” The Hero in

radition and Folklore: rs Read at a Conference of the Folklore Society Held at

Dyffryn House, Cardiff, July 1982. Ed. H.R.E. Davidson. Folklore Society Mistletoe
Series 19. London: Folklore Soc. 46-89.

Nicolaisen, W.F.H. 1991. “The Past as Place: Names, Stories and the Remembered Self.”
Folklore 102.1: 3-15.

— ——. 1973. “Place-Names in Traditional Ballads.” Folklore 84: 299-312.

Okamoto, Shigeko. 1995. * ‘Tasteless Japanese': Less ‘Feminine’ Speech Among Young

Japanese Women.” Gender Articulated: Language and the Socially Constructed Self.
Ed. Kira Hall and Mary Bucholtz. New York: Routledge. 295-325.

Ong, Walter J. 1982. Orality and Literacy: The Technologizing of the Word. London:
Methuen.

Oring, Elliot. 1984. “Dyadic Traditions.” Journal of Folklore Research 21.1: 19-28.

— ——. 1976. “Three Functions of Folklore: Traditional Functionalism as Explanation in
Folkloristics.” Journal of American Folklore 89: 67-80.




Overmyer, Daniel L. 1985. “Values in Chinese Sectarian Literature: Ming and Ch’ing Pao
chiian.” Popular Culture in Late Imperial China. Ed. David Johnson, Andrew J.
Nathan and Evelyn Rawski. Berkeley: U of California P. 219-254.

Parks, Malcolm R., and Kory Floyd. 1996. “Making Friends in Cyberspace.” Journal of
Communication 46.1: 80-97.

Penley, Constance and Sharon Willis. 1993. “Introduction.” Male Trouble. Ed. Constance
Penley and Sharon Willis. Minneapolis: U of Minnesota P. vii-xix.

Pocius. Gerald L. 1995. “Art.” Journal of American Folklore 108.430: 413-31.

———. 1988. “Gossip, Rhetoric and Objects: A Sociolinguistic Approach to
Newfoundland Furniture.” Perspectives on American Furniture. Ed. Gerald W. R.
Ward. New York: Norton. 305-43.

Porter, Deborah. 1993. “Toward an Aesthetic of Chinese Vernacular Fiction: Style and the
Colloquial Medium of ‘Shui-hu chuan’ .” T'oung Pao 79: 113-53.

Press, Andrea L. 1996. “Toward a Qualitative Methodology of Audi Study: Using
Ethnography to Study the Popular Culture Audience.” The Audience and Its
Landscape. Ed. James Hay, Lawrence Grossberg and Ellen Wartella. Boulder, CO:
Westview. 113-30.

Purdie, Susan. 1992. “Janice Radway, ‘Reading the R * " Reading Into Cultural
Studies. Ed. Martin Barker and Anne Beezer. London: Routledge. 148-64.

Radway, Janice A. 1996. “The H y of ‘Specificity’ and the Imp in Audi
Research.” The Audience and Its Landscape. Ed. James Hay, Lawrence Grossberg and
Ellen Wartella. Boulder, CO: Westview. 235-45.

— ——. 1987. Reading the Romance: Women, Patriarchy, and Popular Literature.
London: Verso. 1984. Rpt. Chapel Hili: U of North Carolina P (page references are to

reprint edition).

Rafaeli, Sheizaf, and John Newhagen. 1996. “Why Communication Researchers Should
Study the Internet: A Dialogue.” Journal of Communication 46.1: 4-13.

257



Raglan, Lord. 1965. “The Hero of Tradition.” The Study of Folklore. Ed. Alan Dundes.
Englewood Cliffs, NJ: Prentice. 142-57. 1934. Rpt. Folklore 45: 212-31.

Rawski, Evelyn. 1985. “Ex ic and Social Foundations of Late Imperial China.”
Popular Culture in Late Imperial China. Ed. David Johnson, Andrew J, Nathan and
Evelyn Rawski. Berkeley: U of California P. 3-33.

Redmond, Christopher. 1984. In Bed With Sherlock Holmes: Sexual Elements in Arthur
Conan Doyle's Stories of the Great Detective. Toronto: Simon and Pierre.

Renwick, Roger deV. 1980. English Folk Poetry: Structure and Meaning. Philadelphia: U

of Pennsylvania P.

Rieti, Barbara. 1991. Strange Terrain: The Fairy World in Newfoundland. St. John’s:
ISER.

Ritchie, Susan. 1993. “Ventriloquist Folklore: Who Speaks for Representation?” Western
Folklore 52.2-4: 365-78.

Roberts, John W. 1983. “Stackolee and the Devel of a Black Heroic Idea.” Western
Folklore 42.3: 179-90.

Roberts, Thomas. 1990. An Aesthetics of Junk Fiction. Athens: U of Georgia P.

Robins, Kevin. 1996. “Cyberspace and the World We Live in." Fractal Dreams: New
Media in Social Context. Ed. Jon Dovey. London: Lawrence. 1-30.

Rofel, Lisa. 1995. “The Melodrama of National Identity in Post-Tiananmen China.” To Be
Continued...: Soap Operas Around the World. Ed. Robert C. Allen. London:
Routledge. 301-20.

Ruedenberg, Lucia, Brenda Danet, and Yehudit Rosenbaum-Tamari. 1995. “Virtual
Virtuosos: Play and Performance at the Computer Keyboard." Electronic Journal of
Communication 5.4. Electronic ms. available from: Comserve@ Vm.Rpi.edu.message:
send Rueden v5n495.



Schofield, Mary Anne. 1990. Masking and Unmasking the Female Mind: Disguising
Romances in Feminine Fiction, 1713-1799. Newark: U of Delaware P; London and
Toronto: Associated UP.

Shuman, Amy. 1993. “Dismantling Local Culture.” Western Folkiore 52.2-4: 345-64.

Slater, Candace. 1980. “The Valiant Vilela and Wife: Ambiguity Within the Brazilian
Literatura de Cordel.” Southern Folkiore Quarterly 94: 179-201.

Smith, Paul. 1991. “Contemporary Legends and Popular Culture: ‘It’s the Real Thing.” ™
Contemporary Legend 1.1: 123-52.

Smith, Robert Jerome. 1972. “The Structure of Esthetic Response.” Toward New
Perspectives in Folklore. Ed. Américo Paredes and Richard Bauman. American
Folklore Society Bibliographical and Special Series 23. Austin: U of Texas P. 68-79.

Spitzer, Nicholas R. 1992. “Metaphors and Methods in Public Folklore.” Public Folklore.
Ed. Robert Baron and Nicholas R. Spitzer. Washi Smithsonian Inst. P. 77-103.

Stewart, Polly. 1993. “Wishful,Willful, Wily Women: Lessons for Female Success in the

Child Ballads.” Feminist Messages: Coding in Women's Folk Culture. Ed. Joan N.
Radner and Susan S. Lanser. Urbana: U of Illinois P. 54-73.

Strauss, Susan, 1996. The Passionate Fact: Storytelling in Natural History and Cultural
Interpretation. Golden, CO: North American P.

Szwed, John F. 1981. “The Ethnography of Literacy.” Writing: The Nature, Development.
and Teaching of Written Communication. Ed. Marcia Farr Whiteman. NJ: Erlbaum.
13-23.

Tannen, Deborah. 1993. “The Relativity of Linguistic S ies: Rethinking Power and
Solidarity in Gender and Dominance.” Gender and Conversational Interaction. Ed.
Deborah Tannen. New York: Oxford UP. 165-88.



———. 1990. You Just Don’t Understand: Women and Men in Conversation. New York:

Morrow.

Taylor, Archer. 1965. “Folklore and the Student of Literature.” The Study of Folklore. Ed.
Alan Dundes. Englewood Cliffs, NJ: Prentice. 34-42.

Thomas, Gerald. 1977. The Tall Tale and Philippe D'Alcripe: An Analysis of the Tall Tale
Genre With Particular Reference to Philippe D'Alcripe's ‘La nouvelle fabrique des
excellents traits de verite,” Together With an Annotated Translation of the Work.

Memorial U of Newfoundland Folklore and [ Publicati Monograph Series
1; American Folklore Society Bibliographical and Special Series 29. St. John's, NF:
D of Folklore, M ial U of dland

P

Ting, Nai-tung. 1987. “ ‘Folk Literature Run by the Folk’: A New Development in the
People’s Republic of China.” Asian Folklore Studies 46: 257-71.

Todorov, Tzvetan. 1975. The Fantastic: A Structural Approach to a Literary Genre. Trans.
Richard Howard. Ithaca, NY: Cornell UP.

Toelken, Barre. 1979. The Dynamics of Folklore. Boston: Houghton Mifflin.

Touponce, William F. 1984. Ray Bradbury and the Poetics of Reverie: Fantasy. Science
Fiction and the Reader. Ann Arbor, MI: UMI Research P.

Tuohy, Sue. 1991. “Cultural Metaphors and Reasoning: Folklore Scholarship and
Ideology in Contemporary China.” Asian Folklore Studies 50: 189-220.

Turkle, Sherry. 1995. Life on the Screen: Identity in the Age of the [nternet. New York:
Simon.

Uysal, Ahmet Edip. 1968. “Law-Breakers, Law-Givers and Preachers in the Turkish Oral
Tradition.” New York Folklore Quarterly 24.2: 129-43.

Wachs, Eleanor. 1988. Crime-Victim Stories: New York City's Urban Folklore.

Bloomington: Indiana UP.



Appendix A: Participatory Culture and the Internet
Introduction
This discussion is intended as not only a summary of the ethnographic research I have

undertaken to date in the area of Chinese Internet communities and performances, but also

as a kind of practical application of some of the directions for future h outlined in the

Conclusion. As such, this Appendix remains very much a work in progress as well as an
overview of the topics [ have already explored, and is presented also in place of copies of
published and forthcoming papers. The Chinese [nternet is as varied as regional styles of
cuisine. I intend here to provide a taste of some of the interesting and unusual delights that
are out there, keeping in mind that, like regional cooking styles, there is a kind of

overriding cultural philosophy which governs what is possible and “tasty” and what is not.

Aside from that, [ will provide a detailed, if h hnical, synopsis of the kinds of
tools required to approach some of the kinds of Chinese texts available for online
consumption.

Initially, [ was drawn to an ination of el i ities because it seemed to

me that Chinese fans of popular fiction did not seem to participate in fan cultures to the
extent that studies by western scholars (Bacon-Smith 1992; Jenkins 1992) had shown to be

the case with other media fans from other cultural backgrounds. [ am aware, however, of

the existence of such things as fiction and animation fan clubs, especially among young
people in Taiwan and Hong Kong, and even of a formalized demic discipline, “Jin
Yong Studies” (Jinxue, £2£), d d to the sy ic study and interpretation of the

writings, fiction and non-fiction, of the celebrated author of martial arts novels.
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Nevertheless, none of the readers I surveyed seemed to extend their participation with
favourite texts by these rather public means. Consequently, I was curious to find out the
creative ways through which some of them, as well as other Chinese readers beyond those
comprising my very limited sample, might choose to enhance their experiences of narrative
pleasure, either individually or collectively, beyond the original discovery of a particular
text. Pertaining to the subject of this discussion specifically, some readers told me about

anonymous ftp (Eile Transfer Protocol) sites where excerpts of Chinese popular and

classical novels could be downloaded, while others ioned the pi of h
perf on groups, such as users nick ing th ives after well-kn
fictional ch from i and folklore. At first, it was difficult for me to identify

clearly genuine examples of the kinds of creative acts people were describing. While [
located the various sites and resources with little difficulty, I initially failed to understand

the importance of certain publicly accessible texts to an anonymous audience whose

“readings” generally left little or no di ible trace of p I i

At the outset, I accept the basic premise that reading is, by and large. an activity

d in solitude, and therefore the f ion of distinctive, inf | group

whose aim is the playful reworking of a set of cultural products is probably facilitated by

media that adapt more readily to ption, such as a ped television

series. However, as Brown observes, even very socially constructed fanships manifest

differing degrees of network presence and interaction (1994, 82). Moreover, as with many

of the genres, ch types. i and hetic patterns I explore throughout this
work, [ g that these expressions of elat d textual i ions could also be
culturally-specific. That s, just because I could not find d ions of fan particip




in the forms that my own cultural and scholarly background had equipped me to recognize,
did not mean that such performances were nonexistent.

I think that this challenge that I faced in my research is, in some ways, an epitome of

the larger challenges now faced by folklore’s practice and epi logy. A ding to
Kirshenblatt-Gimblett, folklorists need to turn th to: “fund: ily rethinking
what we have long defended as our discip y subject by di ing the topic in the

tool,” and that a simple shift of the analytic methodologies we traditionally applied to the
study of oral materials is insufficient as it would: “reinstate folklore's canonical subject. not

bhodied

challenge it, which requires taking seriously the dition of di p and

ip and eph i " (1995, 73). Indeed, the

immateriality of place, fluid p p
very texts with which these electronic communities are concerned often proved to be
“topics in the tool,” acts of collective inscription and communal distribution that were
“hiding in plain sight” until [ learned a different way oi’ seeing (Bacon-Smith 1992, 224-
26).

In the first section, I discuss the of “rh | ities” as und d in

the context of Chinese Internet communication. Also, I recap some of the particulars of the

Chinese 1 and the tech sicaliti of its online display which were introduced in

Chapter Two. In addition, I provide a sample encoded text in order to emulate the
appearance on the screen before and after interpretation by decoding software, as well as a
translation of the humorous piece — a brief joke that was part of a collection posted to a
Chinese language newsgroup. In the second section, I look at websites and other resources
which are specifically concerned with martial arts fiction, while in the final segment of the
present discussion I explore more general Chinese online resources, including some of the

various kinds of creative and humorous performances that can be found on newsgroups
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and the content and scope of el i ines, with particul. hasis on publi
based in Canada.

Rhetorical Characters: Communities and Texts

Of Rhetorical Communities and Folk Groups

For eth p of puterized icati and particularly of online
exchanges that take place in another cultural milieu, the question of whether an electronic
community constitutes a folk group can prove a contentious and challenging issue. In her
analysis of the communicative traditions and performance genres of a soap opera
newsgroup, Baym presented compelling reasoning to suggest that a mutual frame of
reference, as well as a shared grasp of the requisite technology and the discourse styles
favoured by the group to deconstruct the content of the original televised medium: “are
enough to create distinct ways of speaking, and hence distinctive folk groups and folkloric

traditions” (1993, 144). For reasons which [ suggest are similar, at least in spirit if not

political ion, to who prefer to speak of vernacular rather than folk
song traditions, [ have chosen to refrain from describing networks of Chinese users who
post their creative performances on the Net in these terms. Instead, I have adopted the idea
of “rhetorical communities” to describe such phenomena as newsgroup contributors who

use jokes and nicknames to shape and traditionalize speech play.178 In this work, I suggest

that one of the features of el ic rhetorical ities is an i ive co-prescience,
which I define ially as: “an und ding of the p ialities of a shared cultural

178“Perf( in Ch Humor and Nick ing on the Chinese Net” (Kozar,
in press).



repertoire— which helps t blish a rhetorical ity where co-p e is not only

impossible, but also ultimately y.”

The concept of rhetorical ities, developed by Narviez in his study of the
influence of a popular dland radio t aptly describes how people who are
widely disp over a iderable g phic area form: “groups united by sensory

perceptions rather than by contiguity in physical space,” which are given coherence and
identity through a skilled performer’s careful fusion of public and private information that
would normally be available as cues in different social contexts (1991a, 192). Furthermore,

Narviez maintains that the ish of diated rt i ities such as

the one he describes which evolved in to the broadcasting genius of the late Ted

Russell —the originator of the fictitious outport of “Pigeon Inlet” and its characters,
including his signature persona, the well-informed but somewhat lovelorn “Uncle Mose” —
can help individuals deal with rapid technological and social change by providing vital
information and humour in a way that reinforces existing cultural values (192-93, 198-
204).

Similarly, [ suggest that individuals who participate in ing, topical, el

hang, i iti ding to this definition. This includes regular
participation through media spaces (December 1996, 26) which allow simultaneous
dialogue, such as IRC (Internet Relay Chat) channels, or which can be conceived of as

falling along a continuum of dialogic potential that is inversely proportional to the temporal

4 e e

in their ive formats. For 1 ider the diff

P P

between a newsgroup and a high traffic, frequently updated martial arts fiction website.

The one is most often used as a forum for the exchange of ideas, the other as a resource for

texts which may in turn provide ideas and perf for group postings.



As with the rhetorical i dered through the radio broad: Internet

users may also have access to both private, small group knowledge as well as cultural

information of a more wide-ranging nature. As a case in point, former classmates may

initiate an ing debate on a group around a particular topic. While it is not unlikely
that at least some of the content of the arguments will refer to their mutual histories as
friends —specific background information which most outside readers will be unable to

comprehend completely— the content of these postings will pi y P

recognizable to most Chinese readers because of a more universal shared experience of
student life in their homeland. By locating and ing forming opinions and

then making their opinions and ideas available to others, users create a means of
confronting some of the difficult issues which affect their lives both at home and abroad.

Besides dealing with the profound changes they may have to face everyday, my research

suggests that participation in rhetorical el i ities may help people maintain
existing ties that might otherwise become d through g phical di as well
as make new connections. As Parks and Floyd point out, despite the supposed contextual
poverty of the text-based social i which ct izes much of p

diated ication, a condition that is b ing less and less restrictive thanks to
rapid changes in technology which make possible the ission of still pi

animations and sound along with text, people use the Net as a place to meet and, in some

cases, to form lasting relationships that continue “offline” as well (1996, 93-94).

At this point, I want to return briefly to a ideration of the appropri of the
term “folk group” as a descriptor for Chinese users who are connected by computer-
mediated communication. In the first place, separations between urban life and “the

countryside” and the different spheres of experience they connote, have always existed in
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China. Of equal —or perhaps even greater— significance, are the separations between
traditional and modern worldviews and the fact that these boundaries have often been the

site of the creation of works of powerful literary and folkloric imp and widespread
popularity.179

In contemporary Chinese political history, h , the ideological practice of marking
and rking “authentic” ies of people in order to distinguish between members of

desirable and “dangerous” classes and the actions which invariably accompanied the public
declaration of such designati have also b deeply etched in people’s memories. If

they did not themselves spend, as many of the people [ interviewed about heroine stories
put it: “wasted years in the countryside” —an aphorism that glosses over ten years of
cultural upheaval — many of the readers in my study were probably separated from close
family members, as well as denied access to certain kinds of experiences that I took for
granted: the right to fall in love, the right to read as much and as widely as I could.

As afolklorist i din [tural h, [ have ished certain g

which inform my practice. The first of these is that [ do not change the names of people [
interview. If a person does not want to be quoted by name, I request that they supply a
pseudonym in writing. If they do not wish to do this, or cannot come up with a suitable
alias, then I quote them anonymously, providing that they have permitted me to use their
interview material. Although some of the traditions associated with name giving may have
fallen inAto disuse, careful consideration is often given to the choice of a child’s name.

bine to total an icious number of strokes, or which

Characters are chosen which

are thought to augur well for the individual’s future happiness (Eberhard 1986, 204). With

179See for example Link’s (1984) di ion of revolutionary talk (xi heng
#875) performances.



this knowledge, [ have never felt comfortable changing names because I do not think that a
simple act of substitution can suffice for words that are chosen because of their combined
architectonic of sound, form and significance.

Secondly, I have had to rethink my use of the word “folk™ to modify the group or
groups whose traditions I have been privileged to explore for the last several years. Modify
means both “to specify or describe” and “to alter.” Far from a way of more securely
establishing the identity of a referent, I fear that “folk™ applied in this context would tend to
change the essence of the group I was trying to name. [ am not arguing here that the use of

the term “folk group” be dropped from the discipline, h , [ find that the concept of
“rhetorical communities” is more specifically suited to the description of the kinds of
interactions with which my is d, primarily because it locates individuals
in shared cultural spaces that are not ily bounded by time or g phy. Also, as [

discuss above, while “folk” is not a taboo word in Chinese language and culture, it carries
litical and historical ions of which folklorists unfamiliar with China or Chinese

intellectuals may be unaware. Much like arbitrarily renaming respondents, [ have to take

care that my choice of words, influenced by the naming conventions with which I am
culturally and professionally most familiar, do not acquire unintended shades of meaning in

translation.
Textual Palimpsests: ASCII, Chinese-Style

In Chapter Two, [ gave an overview of some of the major points of interaction between

the present-day written Chinese lang: and the el ic p ion of Chinese text.
Briefly restated, Chinese characters refer to words or ideas rather than to an “alphabet” as

we know it, and though there are over 50,000 ch only a few th d are used to
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meet everyday requirements. Also, though there are many Chinese dialects, the written

language is common to all, with the possibl ption of certain ch which may be
used more frequently in one dialect than in another, as happ ionally, for pl
in written adaptations of the Cantonese dialect, or in the rep ion of the Tai

language (zaiyu, & 55) which sometimes occurs in romance novels.
A female postgraduate from Taiwan who reads serialized romantic fiction and short

stories, explained this literary convention to me. She said that she enjoyed such code-

ing in books b the inclusion of Tai dial made her feel very close or
“warmly disposed” (gingie, $157]) toward the characters in the story. A Mandarin speaker,
she knows a little Taiwanese, and so finds this kind of device amusing. Renderings in the
Taiwanese language use the same characters as standard Chinese, but the meaning is

different because the words are literations of another 1 ge. She d that,

despite the different ings which are ily hed to the familiar characters that

have been syntactically reordered into taiyu phrases, the meaning is revealed in the phonic

similitude: “You can guess the d— the iation is similar to Tai "180

P

Moreover, although a Mandarin-only speaker from Beijing might be hard pressed to

d da | person from Guangzhou (Canton), especially if that person’s

preferred tongue was Cantonese rather than the official Mandarin, they could still
communicate in writing. However, it should be noted that a person born in southern China
after 1949, would probably speak Cantonese or a close variation in most daily situations.

[ also pointed out an important distinction with respect to the different scripts of the
written language that are used, as these have a direct bearing on the conversion and display

of Chinese electronic text. As [ stated earlier, after Liberation on the Chinese Mainland and
180LIN, Mei-hsing, interview. 23 August 1995. Tape T9SLMH-08.
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the establishment of the People’s Republic in 1949, literacy reforms were introduced which
simplified the form of many —but certainly not all— Chinese characters. Most commonly,

there was a reduction in the number of strokes ising certain ch For pl

bian, ing “to change or " underwent iderabl lining, from ( £8) to

(7). The “cut-down,” simplified version is comprised of approximately two-thirds fewer
strokes compared to its full-form counterpart. However, some simplifications were based
on shorthand adaptations already extant within the full-form script system. Also, many

characters did not undergo any process of simplification or other alteration. The simplified

system is used in Mainland China, Singapore and, i ingly, Hong Kong, while the
traditional, full-form script is used in Taiwan and in many Overseas Chinese communities
whose earliest inhabitants settled in cities and towns in the west prior to the literacy
reforms.

In order to accommodate the different scripts, there are different decoding systems

which interpret either simplified or full-form Chinese ch though some sh

packages handle both, as long as the user selects the appropriate decoding environment for
a given text. As mentioned in the second chapter, simplified Chinese uses either hZ/zW or
GB encoding, and full-form characters require the “BIG-5" protocol. Each system works
in a similar fashion, though their environments are defined slightly differently. For

example, hZ/zW encoding transforms fixed, two-bit units of ASCII code into Chinese

characters providing that they are delimited by fixed ion at the beginning and end of
each line, (~{) and (~}) respectively.
Except in cases where files may have to be encrypted for cross-platform transmission,

for for issi a DOS and a Unix machine, these systems enable

users to send and receive, upload and download Chinese materials as ordinary text files.
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Most of these ding and decoding progr are available as sh or from

Chinese ftp sites such as cnd.org, whose public software directories are further subdivided
by platf¢ perating system —Macintosh, DOS, Windows, X-Windows and so on— and

software function. Users can search for viewers, editors, news readers, specialized fonts
and conversion utilities, as well as other Chinese text-compatible applications. While the
simplest programs only display, or display and print, more sophisticated applications also
allow text editing.

Several input methods are available for editing programs. Perhaps the most common
requires that the user enter the pinyin, or phonemic spelling, and tone value of a word. In
some cases, the tone, represented as a number from one to four, is optional. Without the
delimiting variable, the software will simply come up with more possibilities. The program
then generates a set of characters with the same pronunciation, and the correct one is
selected by means of a specified keystroke or sequence.

When und d as an interpreti i which looks for particular delimiting

or defining the £ i y to display the ASCII codes as

Chinese text become quite straightforward. As with now more or less obsolete DOS-based
word processing programs, the software looks for a particular sequence of control or
function codes which indicate the beginning and ending of an action or attribute that the
software is designed to apply. However, instead of creating a paragraph indeat, or

underlining a heading, the only action that these Chinese shareware packages perform is the

interpretation of correctly defined lines of code into izable Chinese ch
It follows then, that if an individual does not have a decoding program installed on his
or her terminal, or if it is inactive when the user is logged on to an encoded newsgroup or

other site, the postings are displayed in code only. As I have said, the various encoding
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protocols are ASCII-based, but—as the example in hZ/zW which follows clearly shows—
itis not particularly “legible” as a script in itself. If the decoding software is running, the
encoded message is presented on screen in Chinese. Also, just like the hazards of DOS

word p ing when an attri is mi ly left “on™ iting in a p ph of

unwanted boldface text in the hard copy, for example— if a line of Chinese text is missing
the required delimiting notation, whether at the beginning or at the end, the line may not be

dq ty. The Itine id hs may be h orch

P Y- Srap

d with med ASCIL. In this respect, the actual display of characters, as

a technological event, may be thought of as an electronic palimpsest overlaying the ASCII

code, but a pali; whose h ing is only ined in its top layer.

The i le, from a collection posted by “Bai mao nii ™ (£ 2, “White-

mg P

Haired Girl,” the main character in a well-known Revolutionary opera) on 5 March 1996,
is shown below in correctly defined hZ encoding, as can be seen from the (~{) and (~})
delimiters at the beginning and end of each line:

~{I11PIKS!1~}

~{!!>+Iq2!T:@o# ,SPA=N;TZ=;L8#:'0NRSDP'K5TuC4Qy#?! 1~}

~{!02;4m# >MJG3v3!HKJ}L+6 !#!1~}

~{!14KJ1:3]23eK{CGHB5@#:!0:Y#,DcCGA)?10Q5g;02>7E: XH%!#! 1~}

This joke, along with the others in the collection, would have been displayed in

Chinese on the screen during input because the respondent who posted it to the Net

would have been operating a Chinese decoding program which could interpret this type
of code. To readers running similarly patible decoding sy the joke would
have appeared in simplified Chinese:

N’

’ HREEE, ARUEZHR:  REDRELF? "
T, BELGAEKE.

MBT{F:I:FMMDQIE “IE, ARMIARICEEERE .
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The GB and Big-5 protocols work in a similar fashion, however, they use different

parameters to define their interpreti i Since the decoding progr do not
render texts into other | I have provided a lati
The Novel
In a psychiatric clinic, two people were engaged in conversation: “What do you
think of my novel?”

“Not bad, though there are too many characters.”

Just then, a nurse came upon them and yelled: “Hey, you two, quick! Put the phone
book back!”

Next, I explore sites that are specifically concerned with martial arts fiction, including

webpages, gopher sites, and role-playing games that draw on classical and contemporary

aspects of the genre. Unfortunately, I have not found any P
specifically to Chinese romance and detective fiction fandom to date, however, I expect that
if [ am able to follow-up with future investigations into related areas, such as Japanese
animation and comics, I will be able to identify some pertinent material. Perhaps the generic
predominance of kungfu fiction in this context is at least partly accounted for by a
prevailing male gender bias. Although I am not certain that this holds for online gaming,
since as Turkle notes, both male and female players can script their identities as opposite or
alternatively gendered personas (1995, 212-13), I would wager that a greater number of
male kuﬁgfu fiction fans would tend to see the necessity of making texts available for
distribution, and that many of these same fans would have the computer facilities to do so
at their disposal on a daily basis, as part of their ongoing study and/or work.

Also, I sensed that male readers were somewhat more likely to use the computers they

worked on for relaxation. By contrast, female readers, perhaps because of family
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responsibilities which required them to divide their time between different locales

depending on their roles as hers, wives and mothers, seemed more inclined to make
a more distinct separation b the envi iated with work versus those
identified with play. One el ic questi i pondent stated that he was an avid

reader of online texts, especially historical materials. A thirty-four year old electrical
engineer studying at Leeds and a frequent visitor to the “sunrise” gopher site, which [
discuss in greater detail shortly, he replied that he read “anytime, ONLINE,"” and that his
preferred place for reading was “in front of computer.”181 For others, the computer is not
only a source of texts, but also a site of playful reading and spectacle which can transfer
readily into other participatory contexts, such as role-playing. Although my research in this
area is only in its initial stages, the next section describes some of these interactive online

resources.
Sites of Chivalry: Texts, Webpages and Games

There are numerous references to Chinese popular culture on the Internet, especially to
martial arts fiction and films. My intent here is not to provide an exhaustive guide to these

materials and, as [ have already stated, a th gh study of ci ic interp ions of the

Chinese chivalric genre is beyond the scope of this thesis. However, [ want to present a

ive sample of el ic texts and displays of fan culture. To this end, | examine

P

sources and applications of narratives, that is, I provide the locations of some important

collections of Chinese popular and classical texts. and I explore 2 number of sites which

provide 1als for face-to-face i ive Role-Playing Games (RPGs or FRP, Fantasy
Role-Playing) and online MUD (Multi-User Domains/Dungeons). Although [ do not know

18IQRE-15.
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of any kungfu fiction campaigns being conducted in this way at the moment, I also briefly
| i ies of el ic gaming format and delivery, such as Playing By

(E-) Mail (PBEM and PBM), and indicate some detailed sites which I think are good
starting points for further ethnographic study of these types of interaction. To avoid
overuse of unwieldy site addresses, only certain URLs will be listed within the text. A
more complete listing is provided in the Appendi.

Textual Perft and Perfi ive Texts I: Inter lity on the Web

A ding to Ong, the ptual possibility that not only oral, but also print cultures

could be influenced by intertextuality —that “new” texts referred back to and were shaped
by preceding ones, such that “newness” itself referred perhaps as much to novel methods

of packaging and selective as ine i i d a radical
challenge to received notions of authorial creation and originality (1982, 133-34).
Although I agree with Kirshenblatt-Gimblett’s caution that electronic cuiture cannot be
compared adequately with either oral or literate analogues (1995, 73), there is considerable
intertextual borrowing and reworking on the Chinese Internet. Indeed, although in some

ic text —which

cases large Chinese d can be d and d into
in effect locates the act of inscription as the optional by-product of an almost purely
technological event— many articles and excerpts are typed in manually using either the
input methods I described in the preceding section, or similar techniques. In many respects,

therefore, these performances that are at once ially y and yet ina

very real sense for other readers recall earlier, unofficial distribution networks such as the
hand-copied fiction prevalent during the Cultural Revolution (Link, 1989).
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Perhaps the most important ftp site for reading and downloading all kinds of Chinese
texts, from popular fiction to classical works, poetry, short stories, and even children’s
literature, is “Sunrise,” a gopher site located at McGill University (gopher//
sunrise.cc.mcgill.ca). This site is also one of the easiest to access in Chinese: all that is

needed is a very basic ding and decoding p and a text-capable browser. Over

h

the course of my research, I found that a number of other pages appear to incorp

links and pages with text files that were originally posted to the Sunrise site. Aside from
any implications this may have for issues of electronic copyright and reproduction, such
practices mean that texts are distributed across a range of locations, which also facilitates
readers’ access. Also, many Chinese students provide links to favourite texts through their
personal webpages, which creates a myriad “variorum” testament to kungfu fiction fandom
in itself.

Some good places to begin a search for electronic texts of Chinese martial arts fiction
—or, indeed, for Chinese cultural and literary resources more generally— include the
following comprehensive list of “Good Resources Related to Jin Yong’s Novels,”
(http://cs.nyn.edu/phd _students/yingxu/jinyong), and the “China the Beautiful” site
(www.chinapage.com). This latter site includes information and links dealing with Chinese
language, history, geography, religion, art and many other topics.

Returning specifically to the martial arts fiction of Jin Yong, I discovered an online fan
club and other resources (http://www.agen.com/shendiao.htm) based around the novel
Shen diao xia lu (The Giant Eagle and Its Companion, { #EERIE ) ), as well as a trivia
page with graphics.!82 This site, “The Novels of Gum Yung,” though demonstrating the

fan’s profound knowledge and familiarity with the author’s works, both major and minor,

182See the Appendix fora pl fi of this page.



may be somewhat confusing for western readers familiar with standard Mandarin pinyin as

the iler uses C:

e

Although certainly not as plentiful as Chinese texts, “webbed” translations of works
and commentaries are becoming more prevalent. Among these are “Book and Sword™
(http://village.ios.com/~earnshaw/B&S.htm), a translation of Jin Yong’s Shujian enchou
lu, (EZfIBE ). This work is further listed as background material for the
development of one of the role-playing sites I discuss in a moment, Eric Yin's world of
Riverlake from “Once Upon a Time in China.” Additionally, a translation of Jin Yong's
short story, “The Maiden of Yueh” (http://www?2.best.com/~zhuge/yueh.html) is also

available. Together, these works may be seen as el i to the

chivalric fiction currently extant in print (Chard 1991; Minton 1993; Mok 1993).

Textual Performances and Performative Texts II: Role-playing Worlds

Recent critical on the i effects and implications of

y " have emphasized a turning away from the attribution of utopian prospects or

ideals to the medium in favour of a critical apparatus grounded, as it must be, in a real
world discourse that considers issues of difference, differential access and the significance
of individuals’ everyday uses of the technology (Robins 1996; Parks and Floyd 1996, 93-
94; Morris and Ogan 1996, 43-44,-47). I suggest that folklorists are in a unique position to

show that, constraints of so-called “lean-bandwidth™ aside, the Internet is an ideal meeting

place for the rich of tradition in the ion of artistic works that are at once text and

spectacle, communication and performance. We must develop an understanding of what we

are looking for that keeps pace, as much as possible, with both technological i

and the p of ad. ion, and we must develop a bulary that reflects the social,




Itural and historical implications of our findings (Morris and Ogan 40; Kirshenblatt-
Gimblett 1995, 72-73).

Perhaps some of the most fertile domains for the study of the interaction between
tradition, popular narrative and creative play both on- and offline are found in role-playing
games.!83 As Moody observes, interactive media is: “a consumer durable which is

understood through its representation rather than its actuality” in that any interaction must

follow established paths d by the game developer (1996, 59). Furthermore,

she cites the importance of the medieval forest allegorical setting to many role-playing
games, regardless of the specific medium or platfc and the enduring power of allegory

to take familiar objects and settings and-render them neutral or detached from their normal

symbolic connotations, which in turn makes them strange or potentially threatening— a

hall to be d, interpreted and finally (Moody 60-64). The metaphor

of the forest and its importance to role-playing games is especially relevant to a di
of martial arts fiction, where the world of the “rivers and lakes” can be compared to the
“greenwood” of ballads and stories in the western outlaw tradition. 184

In the remainder of this section, I concentrate primarily on four sites which fall on a
multi-dimensional continuum ranging from spontaneously engendered, text-based “worlds™
intended for online play, to sites which provide resources intended for use in face-to-face

scenarios. Between these, there are also other, intermediate forms of delivery and

feedback, such as play-by-mail pai groups devoted to di ion or the actual

creation of interwoven storylines, as well as mailing lists. Furthermore, these sites vary

183See also Fine (1983).
184Compare, for example Minford (1993, 9-10) and Keen (1987, 1-8).
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from ones supporting an almost entirely Chinese language-centred interactive style to others
that incorporate and adapt westem playing conventions and parameters to oriental content.

In addition to a general introduction of these four main sites, I also briefly summarize

some more general role-playing resources on the Web, especially given the P
creative interchange between eastern and western cultures that seems active in this area of
contemporary popular culture. Specifically, I think that these more general sites and
collections of links may pertain to the study of future martial arts-oriented games which are
either electronically delivered and monitored, or which have important online supplemental

components intended for use in live gaming i Again, an Appendix of URLs
provides a more complete guide to specific sites of interest and potential ethnographic

research tools.
1) Xiake xing (#%%1T)The Way of Chivalry MUD

According to Turkle, there are two forms of text-based MUDs: adventure and “open” or
social MUDs. Built around virtual physical spaces, such as a room, an inn or a forest
clearing, for example, each is concerned primarily with the social relationships that develop

between characters, and each may contain scripted “objects” that are sensible to player-

hi ' p ions and available for their use (1995, 181-82). However, as with many
other aspects of electronic communication, the boundaries between fiction-based adventure
and “purely” social MUD:s are shifting and unstable. While many adventure MUDs may

ceatre on fighting, as many face-to-face role-playing games do —depending on the rapport

of the ch and the par of the i newer sites are not necessarily
completely focused on a “hack and slash™ gaming aesthetic (Davis 1994, 42-43). Still, the

text-based structure of most MUDs tend to foster a dual sense of anonymity within
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community through which particip can subvert Ily fixed ideas of what processes
and content constitute identity and literature, and how these concepts can be viewed as

mutual fictions constructed and reworked through play (Turkle 12).

The Way of Chivalry site (http://www.networm.ml.org/xkx/) is a graphical “front-
end” for a martial arts MUD which, ding to the introd y webpage, is infl dor

inspired by characters and events from Jin Yong's wuxia xiaoshuo, but makes no direct

links with any particular plots and does not seek to recreate specific narratives. The

h £

a large ch image of the site’s Chinese name and the frequently

cited parallel couplet comprised of characters from each of Jin Yong’s major novels. With
the exception of the images themselves, the site is scripted in simplified (GB code)

Chinese. This page ins links to an introduction as ioned, as well as an outline of

rules and netiquette, a description of the various schools of martial philosophy and
technique, a help directory for “newbies,” subdirectories of characters and a “wizlist” of
top scores, a guest book for visitors to the site and a page with the MUD address and telnet
settings.

I should explain that, according to the “rules of engagement” established for this online
community, it appears that —other than system commands that cannot be translated— all

communication.occurs in Chinese. I am aware of IRC and telnet clients that are available

for use in conjunction with the Chinese | ding technology described above.
Based on earlier ethnographi h, for le Zh ing told me that he enjoyed
participating in Chinese IRC exch often ing the el ic nick “Lao Da"

(#X), or “Number One,"!85 [ suggest that the knights-errant who contend within the

185This nickname also carries connotations of a venerable elder, or the eldest child in a
family.
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“rivers and lakes™ of this Chinese MUD communicate by similar means. In the future, I
hope to observe some actual playing sessions, and to document some of the patterns of

impromptu speech play found in player-ch: P If my Chinese, modem

connection and virtual kungfu are up to speed, [ may even play.
2) Paul Mason’s “Outlaws of the Water Margin™

This site (http://www.tcp-ip.or.jp/~panurge/outlaws.htm), borrows from films such as
“A Chinese Ghost Story " and television series like the joint BBC/NTV adaptation of the
vernacular classic Shuihu thuan. The original production, *Water Margin,” was first
broadcast in Britain (dubbed) and in Japan (in Japanese) in the 1970s. The electronic
version of the Qutlaws RPG, as well as the printed materials from which the HTML

edition was taken, a long-term project by game author and publisher

Paul Mason, and is designed for use in face-to-face role-playing games.

Although still described as “under ion,” the various chap of y

text are detailed and interspersed with Chinese line drawings and sketches. As with the next

two sites [ outline, all of the various sy of g ion, possible actions,

magic objects, spells, special abilities and their separate and combined effects are
integrated. One of the main, but certainly understandable, differences in many oriental

RPGs appears to involve the modification of scoring indices to fit Chinese and/or Japanese-

style ponry, fighting hods, ch classes and so on. Additionally, the opening

L d 1

pages contain a backgr imeline and a p iation key, as well as a conversion table

of weights and measures used in ancient China. Also, the introduction provides an
explanation of the “core rule” whereby the success or failure of a character’s actions is

determined by rolling dice and calculating the total relative to the character’s personal



Although his system, like Outlaws, is designed for offline play, Eric incorporated
ideas gleaned from online descriptions of the efforts and opinions of like-minded gamers:

In any event, [ had been a big fan of the Pendragon RPG system for a long time,
and decided to use this as a skeleton for my own game, and created the first version
of my rules. Pretty soon after this, the Dragons of the East mailing list

Dragon@monosys.com] came into existence. This list was for people interested in
Far Eastern RPGs, although it was (and still is) primarily dedicated to feudal
Japanese RPG games. Within a year, I saw the first posts by Leonard Hung about
his Cathay Arts of Role Playing system, and took a look at them. [ liked them so
much, that I asked him if I could graft some of the rules onto my own system. This
lead to the development of my system as it is now.... it is my opinion that many
people tum to Far Eastem role playing because they are bored with the conventional
Medieval European flavor of most RPGs. The Far East is exotic, so this is one area
where people can try something new.

Eric’s system also contains numerous charts to assist prospective players with ch:

devel including | d lining the possibilities for a given character’s home

&

region, cultural group and religion. A “Table of Father’s Class” helps to determine

P

and | attrib and social ding. In addition, there are

discussions on such topics as Chinese cosmology, naming traditions, as well as
" comparative charts detailing religious creeds and astrological signs. Statistics related to
personal attributes are further divided into soft/yin and hard/yang categories, and there are

iy | tables iating the relative offensive and defensive potential of

various martial techniques and weapons and the severity of any wounds resulting from

their sful gic use,

g on which way the dice roll.

4) Leonard Hung's The Magic Theatre: Cathay Arts of Role Playing

In his description of the formative influences that shaped his own system, Eric

mentioned the importance of Leonard Hung's innovative oriental game-world designs. His



worlds!89 are not only the most detailed in terms of the scope and content of the role-
playing systems described, they are also the most diverse in terms of the cultural, literary
and historical background they contain, as well as the modes of transmission and delivery
potentially available for play. In addition to the specifically Chinese live-action “Cathay
Arts of Role Playing,” rules and guidelines, he also developed several western-style
games, including a play-by-e-mail game that is currently suspended. Another work in
progress is an online adventure called “Seven Heroes and Five Righteous.” So far, this
hyperlinked game features a navigable map which, in response to the selection of certain
locations with the aid of the mouse, reveals clues pointing to sinister intrigues and plots
hatching at the city gates and within the inner precincts of the Imperial capital.

At first glance, the Cathay Arts system resembles in many ways the other RPG designs

I have already described. The site developer has i P d information about martial

into

discipli h classes, logy and belief sy ’ pons and

charts and keys to assist game masters and prospective player-ch: with p

1 and event

P q

ing. However, there is also a discernibly different quality,a
sweeping, multi-layered complexity of literally epic proportions combined with clearly
defined domains of public and private information. His storylines borrow from such varied
classical and popular sources as the Romance of the Three Kingdoms, Journey to the West
(Xi you ji, § F&i#FaC ) ), and tales relating to Judge Bao, an ancient magistrate whose
sense of justice and acumen for solving crimes were celebrated in popular works of the late
Ming and early Qing dynasties, and whose wider influence on Chinese detective fiction

forms one of the central subjects of Chapter Five.

189S ee the Appendix for the complete site address.
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Furthermore, Leonard Hung’s ion of martial chronology and tradition is an

extensive vision that extends from a consideration of the arts of legendary times to the

hni of more 'y practiti such as the late Bruce Lee. Users who

belong, by means of a special username and password, to the secured Members’ Quarter
also have access to a list of the e-mail addresses of other players, as well as other
information relating to character types, kungfu styles and so on. Leonard’s site is also

distinguished by several les of his original artwork depicting a gallery of ch

of his own creation. Recently, I joined the Cathay Arts membership and wrote to most of
the active members in order to gather information from regular players about their
experiences and particularly memorable gaming narratives. [ hope to present my findings in

a future paper dealing with the influence of martial arts fiction on the narrative traditions

and co ions of el ic and face-to-face gaming communities.

Before closing, [ will briefly detail some other RPG-related resources on the Internet,
even though not all of these are specifically concerned with kungfu fiction or other popular
genres. As the preceding discussion shows, there is considerable exchange between East
and West in this area of participatory popular culture. Therefore, I suggest that the

following resources may prove useful points of comparison and reference for future

h hic i igation ially since some —like the RPG Library and the PBEM

Newsletter!90— not only provide lists of current games across a wide range of categories,
but also often state which games are looking for new players and which permit “lurkers” to

observe before deciding whether they would like to join or not. These and similar pages

190These sites can be accessed at: http://www.webrpg.com/?link=rpglib/index.html and
http://www.pbem.com respectively. See the Appendix for the Riverworld URL.
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can provide researchers with the site addresses of active games and prospective contacts, an
online which has p ially significant benefits for fieldwork.

In addition to the Library and N , which also provide many links to other sites

for people interested in online RPGs and PBEMs, there is also a comprehensive page of
play-by-e-mail resources available from a site in Manitoba, as well as the “Play by Mail
Homepage.” It should be und d that these refer to two different gaming

one uses el ic mail, while the other normally relies on the conventional

post.191 For fans of the Riverworld series, there is a Riverworld PBEM which, though

at present, provides an i ing point to other similarly-

closed to new
constructed games, such as Leonard’s now disbanded PBEM described in @e “Magic
Theatre.” Aside from advising players to send mail only to the players in their group —a
copy of which is generally forwarded to the “Dungeon Master™ to aid in controlling the
direction of the game — and thereby avoid exposing secrets to opposing teams, Leonard’s
scenario lists the dramatis personae and bears the following opening instruction and darkly
humorous caveat:
Players reply messages every week on a specified weekday decided by themselves.

DM may control any character who msponds late, or even send anyone who does
not reply over a month to the Hungry Dragon. R P are

Finally, on a more general subject of fantasy role-playing and participatory writing, [
cite two textual sources which differ in target audience and intent, but which nonetheless
may provide additional electronic “objects to think with” (Turkle 1995, 259-60) that would

prove valuable to an ethnographer. The first is the Fantasy Realms Journal

191Besides the different methods of delivery and distribution, the genres of play by
mail games I have encountered tend to include more conventional games of strategy, such
as chess, and military-type campaigns.
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(http://www tiac.net/users/frj/fr.htm), an Amateur Press Association publication. In

addition to articles, the Journal contains many links to other useful RPG sites and

ials, including fanzi new igns and a ly developed Internet gamers’

network directory.

Secondly, although it means —perhaps fittingly— a return to the setting of the
medieval forest where the foregoing explorations largely began, the “Dragon’s Inn”
(http://dragon.io.com) p a graphical introduction to the basic ive p
core characters and the boundaries of poetic licence underlying the newsgroup alt.dragons-

inn, an interactive fiction group where particip create ch and post to
story “threads.” These threads, much like the various classes of soap opera discourse
identified by Baym (1993, 151-57), are designated by single-word descriptors enclosed in
square brackets ([,]) in the Subject header, followed by a brief synopsis of the narrative
events described in the body of the posting. Often, several “threads” are both mini-stories
in themselves, and part of a larger, interwoven narrative universe. According to Jenkins
(1994, 466) and Bacon-Smith (1992, 57-58, 66-67), such interconnectedness is one of the
hallmarks of fan writing.

Although there do not appear to be any particularly Chinese chivalric threads spinning
at the moment, I think that the episodic nature of kungfu fiction could lend itself to this sort

ded; q

of interaction as well, if not specifically on this group, then inly on one
to the purpose. It should be understood, however, that the “Dragon’s Inn" newsgroup and
website are different from the “Dragons of the East” mailing list, (Dragon@monosys.com).
As Eric stated, this list is devoted to ongoing discussions of topics related to oriental
RPGs, although the primary emphasis at the moment does appear to lean more toward

Japanese-based games and issues. [ have also contacted many of the people who subscribe
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to that list. To date, several have ded with ch descriptions and narrative

P P

scenarios which will i to the project outlined earlier in this section. Next,

I conclude with a look at some additional sources of Chinese electronic inscription in a

variety of such as greeti groups and serial publi

Electronic Eph a: Greeti Jokes, Naming and Serials

The final section comprises a discussion of other types of Chinese-language resources,
texts and performances on the Internet, however, these are not specifically concerned with

popular fiction. Basically, I summarize my recent research into such phenomena as

computer-mediated Chinese New Year greeti h p and

on a Chinese newsgroup, and Chinese el i ines, with particul phasis on
Canadian-based publications. Because these topics refer to articles that are either published,
forthcoming or in progress, my intent is to provide a review of some of the main points of

my findings, rather than discuss the principal content in detail.
Spring Festival Meets the Simpsons: Electronic Greetings

My earliest with Chinese ized texts took the form of electronic New

P

Year or Spring Festival (chunjie, % i) ASCII art greetings sent to me by ESL students
who attended my tutorials at Memorial. I received my first “cards” over the winter of 1991-
92. I began keeping a collection of all of the greetings students sent. In that first year, of
twelve distinct images, only four manifested influence from western holidays and popular
culture. These included a snow scene which featured a row of houses bedecked in
Christmas wreaths, a flower, and a family portrait of the Simpsons followed by “Happy
Chinese New Year" in English. The other eight motifs were all traditional Chinese images

289



lehrati) s cludi b

associated with the New Year

“calligraphy™

expressing good wishes for the future, as well as lanterns and other festive symbols. This
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Fig. I. New Year lanterns from 1992 greetings collection.

At first glance, it is evident that these images are created using ASCII text and carefully
placed spacing. Chinese ASCII art, and indeed, ASCII art in general, can contain

surprisingly intricate motifs despite the apparent limitation of the “brush strokes™ which are

pre: ined by the possible input seq ilable through the medium of the
average keyboard. Although there are arguably far more ASCII characters than there are
individual types of strokes which'comprise'written Chinese characters, however, unlike
painted calligraphy or cursive writing, ASCIi symbols cannot join, overlay, or otherwise
combine in the same linear space. As the lanterns demonstrate, it is not possible to join a
vertical and horizontal line in an ASCII-generated ideograph, even though the lines may
have to touch according to the definitions of correct form applied to the handwritten

Chinese word. In ASCII art, cohesion is achieved through the precise juxtaposition of
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filled and empty space, and the effect is one of at least an elementary visual unity. The
above characters are in simplified script, and render a legible declaration of “Happy Spring
Festival” —even though the English words at the top of each lantern do not correspond to
the characters beneath.192

After subsequent research, [ discerned from Chinese “ASCII artists” that this initial
composition was by far the most challenging aspect of making a New Year's greeting.
Indeed, it was a facet of this creative process that many senders of holiday texts never
bothered with. Copies of different pictorial greetings proliferate on anonymous ftp and
gopher sites. Also, some creative experts make their work available as links to their
personal homepages. Sometimes, New Year greetings appear on Chinese language
newsgroups, providing that they are seasonally appropriate. In these cases, the subject
header usually identifies the file as a graphic rather than a Chinese text article. Senders can
simply cut and paste the image or images they prefer, affix personalized salutations and
closings if they choose, and post electronic greetings to receivers far and wide. In addition.
popular images are often recycled from year to year. In the greetings I received personally,

—as well as many that were forwarded to me by other recipients who were interested in my

research— the following motif, a cursive rep ion of the ch fu ()
“fortune,” recurred regularly, either alone or in bination with other d
192The syntax of the greetings differs, as might be exp d. With the id hs, the

word for “happy” (hao, #F) is in the final position. This greeting is read from left to right.
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awann
annan Ananan asnan
annaranan anana annaansarnn
asssnanan Msans  anamsssssassannas
ananan asanasaasiarsans  anmanne
ana annananasn aaannan
annasnananse o anansan ananaan
ansanansnnsarsanaaran e anasa
Annssssannans  Adadsan frovey
asnssasass  anass & asnnansans
ananann anann aanane
P annrnan o anan ansann
asnanans & Anna  anassasssssnsns
anmarasnans anannannansnanane [eveversy
anannna anman asannnaaan Anannn
Ananannan  annn oy Ananna
ananan  Anaan annaana annan oy
Asasnsan  aa ansa ana anana annan povesy
Anananan  Anana . ananan naann
anan  Amana - anna  anan anana
annnsn - anana  anas  assnss
preverey annnn ooy
anana anasanan
s ananssanna

Fig.2. Cursive rendition of character meaning “fortune.”

It is certainly true that just as users who create composite Spring Festival greetings can
pick and choose from seasonal designs that are traditionally Chinese, they can also select
holiday motifs from other cultures as well. The most obvious sources for such borrowings
are Christmas and western New Year. Also, as the initial design of the images is the most
technically challenging aspect, it is also possible to borrow from collections and moiifs that

have been modified to appear as something more than a set of still frames. That is, users

can i find and di: “ani d cards™— a series of motifs which have been
such as American National Standards [

compiled together with simple
(ANSI) tools installed as an ANSIL.SYS file into the standard PC CONFIG.SYS startup

file. This command file, which includes ESC (Escape Sequence Code) commands can be
used to control the console display. ESC commands can even incorporate motion and
sound into the display output. Other platforms, such as VAX/VMS, have similar tools.

Consequently, the “animation™ users see when they run a file containing these codes,
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usually by means of the 7ype command followed by the filename, is actually produced as a

result of the ically lled cursor reading over the file of discrete.
sequential, text-based images. This is not entirely unlike “flip book™ animation, except that
the control codes handle the “flipping” and the user does not perform any operations on the
file through keyboard input while the “movie”™ is playing.

The following year [ an ani d Chinese New Year card which employed the

control code seq described above. Comparing the content of greetings received in

each of the two years, [ noticed a marked increase in the incorporation of western motifs.

With the animated card, this change was striking: of the card’s sixteen animated scenes,

fourteen dealt with western ial, while the ining two embodied traditional Chinese
sentiments and designs. This compares with the still images received the previous year,
which contained eight Chinese images and four designs of western influence or origin. The

non-Chinese motifs in the ani d greeting included a toy train, Chri trees, a card

with Santa on it, a roaring fire in a hearth complete with stockings hung from the mantel,

the lyrics to the first verse of a well-known carol, a champagne glass and even a glowing

h. H , with this gr g, as with all the others [ received that year, at least
one traditional Chinese design appeared, most commonly in the form of large characters
somewhere near the end, intended as an expression of good wishes and prosperity in the
coming year.

The next year, 1994, [ saw a separation between Christmas and Chinese New Year in

terms of the ission of el ic greetings. Where previously Chinese stud had

used Christmas as a convenient, fixed winter holiday with which to play and —literally—

import traditionally Chinese holiday symbols in the ion of coll of good will to

send to distant friends, some studi also began g greetings whose themes were




entirely concerned with the Yuletide season, even though many of these people did not
celebrate Christmas themselves. For example, I received one card comprised of four
designs, “Merry Christmas” in large letters, a tree constituted from Christmas greetings in a
variety of languages, a hearth scene which contained the senders’ names, and this

representation of Santa in his sleigh:

One of the most striking features of traditional Chinese greetings is the multi-layering of
symbolism which is made possible by the exploitation and, it may be argued, playful

subversion of the expressive space occupied by the visual and phonic signifiers and their

signified The ab pts of goodwill, luck, prosperity, longevity, and a
harmonious h 1d are made in the repetition and reinf of a lexicon of
signs which have become commonplaces in Chinese tradition. C 1 in traditional

culture and performance, according to Renwick, deserve more serious scholarly



ideration beyond dismissal as of limited memory and a general “lack-of

artistic sophistication on the folk’s part” (1980, 37). Furthermore, he cautions that:

.. if these | also have ic qualities, then a funher explanation
can be added to the hi h ones we ily offer, smce
symbols are among the most value-laden, i
marked, and P y abstract i of a cultutes knowledge and
ethic, they possess a hlgh degree of I g¢ of load, of

strength, perhaps even of “ritualistic™ stgmf cance (Renwick 37).

Consider the following New Year “banner” ly found as di ic d

in homes around that time of year. The motifs which decorate the border around the main
message are similar to those that would be found on paper greeting cards, except that cards
would also likely feature a representation of the zodiac animal for the coming year. and the
other symbols would appear selectively, rather than in the visual profusion shown here.
The central message expresses a wish for success and prosperity, and is read from top to

bottom. The original banner from which I made this image had a red background, itself

inly a symbolically weighted colour. Similarly, the characters were originally a metallic

gold. Briefly, the pronunciations of many of the images shown are homophonic with the
words expressing the blessings which they represent. For example, the word for “bat” is
very similar in sound to “fortune,” “deer” sounds like “salary” (signifying a wish for a
successful career) and the word for “fish™ resembles that for “riches.”193

Reading some of the other symbols around the border, it is clear that this is a wish for

conjugal harmony, prosperity and longevity. Images connoting domestic contentment

include a (female) phoeni hed on the opposite side by a (male) dragon, plums, paired

193A full-colour rendition of the banner, as well as a more detailed discussion of the
issues summarized here can be found in my article: “Enduring Traditions, Ethereal
Transmissions: Recreating Chinese New Year Celebrations on the Internet” (Kozar,
1995b). See the bibliography for the complete citation and URL.
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birds, and several happily playing children. Prosperity and good fortune are represented by
such objects as a bat atop two coins which have the inscription fa cai, (F£#1) or “strike it
rich,” paired fish, oranges, roses in full bloom, and a ship in full sail with an inscription
that basically means: “Smooth sailing.” Though somewhat less conspicuous, a wish for

long life is expressed by the presence of the God of Longevity, peaches and herons:

’

X

X

)
=
H
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Of course, this kind of multiple stratification of meaning through colour, imagery and

text is not easily achieved in el ic greetings, at least on those platforms that are not
designed to handle plex, full-colour image files. Although orate Chinese New Year
P ial greetings are avai to Web users, the senders and receivers I profiled were

most often students with access to the Internet only or primarily through VAX/VMS or
Unix accounts. However, the traditional wish for prosperity persists, even in this
ephemeral, and often text-bound, monochromatic context, as can be seen from the

following large character design. Note the character chosen to inscribe the text, and the

dditional “p jary” modifications made to the form of the character fa (%), meaning “to

send out, utter or b /achieve.” This greeting reads, from left to right, “Hope your

Spring Festival is all you could wish for/Wish you prosperity™:
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Fig.5. Large character electronic greeting.



I should perhaps mention before moving on to i groups and
serials that, since I published the article upon which the preceding discussion is based.
many other western motifs have found their way into this form of seasonal play on the
Chinese Internet. While it is relatively easy to see why the Simpsons might appear —Bart

is, after all, the qui ial lively, firstb son, providing that his talent for

“underachievement” is politely overlooked— or Simba the Lion Prince for that matter, I can
not quite figure out the rationale behind, for example, inclusions of motifs from The X-
Files. However, I'm certain that, with concentrated ethnographic effort, I will undoubtedly
find that some reasonable and intriguing explanation, if not “the Truth” — “...Is Out

There.”
Newsgroups: A World of “Face” and Identity Turned Upside-down

In my forthcoming article, “Performances in Character,”19+ I explore humorous

performances on the hZ/zW ded Chinese 1 group, alt.chinese.text, with

particular emphasis on joking i of nick i use of i or

“smilies,” and the dialogic nature of some of the humour that appears in its postings. [

argue that particip in this ic context i ionally subvert traditional notions of

“face” (mian, T and lian, B&) in order to create new sites for play and reinforce

interpersonal connections within the larger rhetorical ity of the group.
According to Eberhard: “The Chinese word mian means not only ‘face’ but also
‘persona’: lian covers in addition ‘character,’ ‘reputation.” Both words subsume,

therefore, the behaviour expected of a person in keeping with his or her social standing”

(1986, 98). The preservation of face, furth is a reciprocal obligation. In daily
194See the bibliography for a full citation.
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encounters between people of like position who are unfamiliar with each other —or who
are of unequal status, such as would be the case, for example, when a speaker makes a
request of a respected elder— as much care should be taken to safeguard the integrity of a
listener’s face as the speaker normally devotes to the maintenance of his or her own. A
loss of face is, to a large extent, felt on both sides, as it represents the disruption and

p Y pension of the d rules of poli which govern social

P

communication.

In this article, I look at a selection of jokes and examine the various ways their

Iturally “unspeakable” themes are playfully expressed, for example, jokes
dealing with topics of sex and marital discord with English punch lines, or a piece written
by an author who deliberately exploits the formal structure and balance of classical, fixed-

form poetry in order to talk about In addition, I ine the role of and

worldview in the contemporary inscription of three types of performances, the culturally-
specific use of the typographic signifier “:-)” commonly called the smiley, the choice of

nicknames by group partici and the practice of single user “quotation.” or the

h

of h or ironic Y the lines of a previous posting in

order to create a comic dialogue. Many of these texts are, I feel, reminiscent in both

structure and content of a long: ding popular i known as xiangsheng (#H

75), or “cross-talk” in English (Link 1984), a form with which the majority of readers
frequenting alt.chinese.text would have almost certainly been well acquainted.

First, as Kirshenblatt-Gimblett points out with regard to the prevalence of emoticon
collections on the Internet, users often create and distribute, or are at least aware of, a much
wider range of designs than they actually employ in regular discourse (1995, 74-76).

Based on my observations of postings on alt.chinese.text, I found that the only types of

299



emoticons extensively used were the rather “straight-faced” prototype “:-)” and its facially
foreshortened cousin, the “gleep.” This smiley came in two variations, “:)” and “:]”

respectively, although the first style appeared with greater frequency.

ingly, two variati ly used in western contexts, the “winking smiley™
and the “devil” (represented usuaily by “;-)” or “ *-)” and “:->" or sometimes more rakishly

as “;->"), were absent from partici " texts. [ ively posited some cuiturally and

historically grounded reasons which might account for this scarcity. Simply stated, a
representation of winking might be avoided because the gesture is perhaps itself less
familiar and, more importantly, may not carry the same kinaesthetic significance in Chinese
culture—at least not within an audience comprised primarily of men. Additionally,
malevolent spirits, whether devils, ghosts or other apparitions, occupy an important but
hardly cherished place in Chinese foiklore. In contemporary ideology, belief in such
“feudal superstitions” is soundly dismissed. Depending on the ages and backgrounds of
individual users, either reason might help explain the emoticon’s general disuse, not to
mention the fact that, as with winking, the physiognomy of the devil as presented in this
western typographic convention may make no cultural sense.

Besides the quantitative differences in emoticon selection, there were also qualitative
differences in use. It is generally accepted by most people I know, for example, who
regularly use electronic mail or post to newsgroups and who are English speakers from a
western cultural milieu, that smilies can be used to mark as non-serious observations or
assertions that might otherwise be taken as offensive or inflammatory. Used in place of

gestures and vocal inflections, the smiley is supposed to signify the playful spirit in which

the transmission was originally i ded, or, if the was posed as a

* deliberately provocative statement, that it was not di d at the iverp ily. On the
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earlier, is the long-suffering female protagonist in a well-known opera officially sanctioned
as suitable popular entertainment during the Cultural Revolution.

I refer to a third category of nicknames as those: “...which invoke a sense of
collective- or self-referentiality.” By this, I mean nicknames which not only recall or

m

summon a sense of “Everyman,” but which play with the p:

Chinese onomastics, so that a person’s identity may seem familiar among strangers

through, for ple, the ipulation of familial diminutives such as “Little” or “Young™
(xiao, /|3), or informal honorifics such as “Old” or “Elder” (lao, %).195 Conversely, some
users may select a nickname which is so commonly used in other contexts as to efface or
comment ironically upon any identifying function that the nickname might serve. To
illustrate, one user signs messages “A Certain Person Named Wang.” This user, whom [

surmise is probably male and whose surname, according to the address header, is also

Wang, has based his electronic name on his real one, changing the characters that would

normally express his given name. As “Wang S body,” he has established an ethereal
identity such that he is himself, but is also potentially anyone with that common surname.
Finally, I was struck by the dialogic nature of many postings. It seemed that, even in an
ongoing debate, contributors either posted a single reply under the same header, or replied
individually either to the original message, or to one of the more recent responses it
evoked. In this way, messages on the same topic were comprised of usually not more than

two or three dents p ing their respective positions to the larger reading audience

P

at any one time, and each response formed a distinctive “turn.”

There are some practical reasons which might account for a general lack of “cascades”

on this group— the embedded replies d d by ch: such as “>" added

195To some extent, this kind of play cuts across the other naming categories as well.
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successively to the left-hand side of any new i ion in a lative “qt ion” of all

preceding messages on the same topic. For one thing, it is possible that a string of insertion
characters would force a line of Chinese encoded text to wrap, which would in turn cause
the delimiti Is in the following line to shift, thereby rendering part of the line as

unreadable code, as I have already explained. Also, in my h into Chinese foikiore

generally, [ have found that, with respect to oral materials, the storyteller’s originality is

highly valued. Although el ically d texts are admittedly itional in many
resp occupying a icative position “be speech and writing™
(Ki blatt-Gimblett 1995, 73), group respond may perceive that a certain

fluidity of style is a more fitting aesthetic to apply to Chinese online communication, as

pposed to a scholarly, classical mode that relies heavily on quotation— except, of course,
in cases where users choose deliberately to parody those formal styles and registers.

Structurally and substantially, I found that many quoted replies resembled scripts of

* talk” perf A ding to Link, traditional xiangsheng format requi
minimally a “joke-setter” and a straight-man. Humour obtains in one of two modes,

depending on whether the audi develops any iscient sense of the conversation as it

unfolds. Sometimes, the audience is made aware of the dual nature of a misapprehension
between the setter and his foil. Not infrequently, however, a deliberately staged

misconception is played out upon the unsuspecting spectators until the final punch line

reveals all (1984, 87-88, 92). Underlying the enduring popularity of this
form is its ability to fuse, as with popular cultural forms in general, aspects of the oral and

literate worlds, and therefore combine facets of the worldviews inherent to both elite and

folk cultures. In so doing, talk si ly juxtap and critically comments

upon traditional and modern ideologies, often with sufficient ambiguity as to create
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unofficial political and social satire that is both powerful and largely beyond the normal
scope of official censorship and control (Link, Genie 100-01, 110). Similarly, I found
examples of replies in which a later poster used the comments made by an earlier

as ial for comic refutation, often turning the tables on the apparently

progressive humour expressed by the first respondent.

One such example, in which the initial poster lamented the overly direct approach of
modern women with an anecdote about a wife who reported to her husband, upon
conferring with the doctor, that he was not long for this world, was refuted by a second

respondent who made the argument that men may not only be scared off by women who

follow “the (obviously male) doctor’s orders™ ding forthright discl , but by

women exhibiting more traditional d: and as well. At the closing, the

-4 P

second speaker adds a further twist in this debate about traditional values by saying:

EK - - RRRGREANAEERN: ).

A basic translation of this, which I clarify in 2 moment, would be:

Spotless ice— a solid refutation of “Black Carp’s” [one of the nicknames of the

previous contributor] rightist-deviational style of overturning a verdict : )
Interestingly, the second speaker frames the comments made by the initial respondent in
terms that might have once been used to decry either position, depending on the prevailing
direction of the political winds, a device widely exploited by cross-talk performers (Link,
Genie 85-87, 104-08). In the final part of this section, [ want to look at another medium
through which often contentious political and social views may be expressed, electronic

magazines.
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Leaves from the “Web in Heaven™: Electronic Magazines

In the foregoing di ion, I outlined some of the main formats used to transmit

Chinese text el ically. These text p along with other file types,

such as PostScript and Graphic Interchange Format (GIF), constitute the basic range of

options for uploading and downloadi p di Chinese texts. For many

senders and receivers however, the text-based conversions are preferred over GIF and PS

files due to the much greater size and ional difficulties iated with either display

and/or printing of graphic and PostScript files. For online display, most sites make use of
either guo biao (GB) or BIG-5 encoding,!96 and many have links to GIF conversions of
individual files. Occasionally, these links point to 1 hives. A dingly, this

final segment presents a synopsis of some current work in progress which looks mainly at
Chinese electronic magazines, or e-zines, at websites in Canada. 197 These publications can
either be read online or by downloaded display in the form of e-mailed subscriptions.
Before I address specific publicatiors, I want to briefly explain certain references in the
subheading which prefaces this section. Although “leaves” can be understood in Chinese as
ve (%) in much the same way as it can in English of French, as both a leaf and a page
—especially in light of the electronic surface of inscription which is also a metaphor of
hyperlinked space, the webpage— the “Web in Heaven™ may require a little more

explication.

l965ee the Appendix for more detailed information on the different types of Chinese
confi d for various platforms.

g 4 q

197The full working title of this study is: “Leaves Gleaned from the Ten-Thousand-
Dimensional Web in Heaven: Chinese On-line Publications at Websites in Canada.”
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Basically, one of the names for the World Wide Web in Chinese is: J74E% B #15.
The rather grand-sounding translation obtains as: “Ten-Thousand-Dimensional Web in
Heaven and Net on Earth,” which in abbreviated form, JT4ER, contains phonemes that all
begin with “W.” This condensation more or less maintains —especially given the

difficulties inh in the lation of technical terms— the accepted shortened form of

WWW. This definition appears in the opening statement of the CND Web server
(http://www.cnd.org:8001) and was chosen, according to the preamble, to reflect the

global nature of the Internet and the satellite and terrestrial communications networks

needed to make it work.
Realities of inft aside, h , [ suggest that this way of naming this
hnology lishes another very imp function from the perspective of the

folklore and worldview of this culture. Initially, Internet users from western backgrounds

might find the decidedly Chinese logical tones in this label for the Web quite
striking. In short, Chinese cosmological myths, like those in many other traditions, posit
an ordered relationship t the h ly and mortal realms (Eberhard 1986, 89-90;

141-42; Meletinskij 1973, 251, 257-59), while folktales often tell of the transgression of
boundaries and the disruption of order through excess or weakness. It is interesting to note

that a Chinese label for a resource that has been both lauded and decried for its

d hi i and p ial should recall a traditional correspondence

reflecting order, hi hy and of dep within a larger belief system.
‘Whether this aspect of Chinese tradition is ack ledged or rejected by porary
“Net-surfers” from the many diverse Chinese cultural backgrounds is less imp I

think, than the fact that, as with the telling of jokes, some Chinese users are actively

engaged in mapping out paths on the Net through naming and narratives, that is, through
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the ion and elaboration of operational hors that, on some level, make cultural

sense to the rh ical and real ities of which they are a part.198

Probably the most well-known and widely distributed Chinese e-zines are Hua Xia
Wen Zhai (#E (i) and New Threads (Xin Yu Si, «FiB%£) ) which, for the sake
of brevity, are hereafter shortened to HXWZ and XY respectively. HXWZ is a news and
Ii digest published under the ices of the China News Digest (CND).199 XYS is

a later publication, and regular readers have described it as a publication with a more
specialized literary nature than its established predecessor. Some of the regular contributors
to HXWZ also submit pieces to XYS. One reader, a male student of engineering at the

ilable texts d an ecl

mix of

University of Ottawa whose tastes and
English and Chinese classics, other foreign fiction in translation and Chinese e-zines, stated
that he now prefers XYS. On the whole, he wrote:
This magazine is more difficult than HXWZ. I like it very much. Actually, it is of
higher quality than HXWZ. Tuya is my favourite among some much liked authors.
There are many other on-line Chinese magazines, sometimes you can find good
articles in them.200
However, despite its large circulation for a publication of its kind, and its place as a
formative influence on the format and content of later publications, HXWZ was not the first

Chinese electronic magazine to receive formal ISSN classification. According to Ji Zhang,

a former founding editor and technical Itant who maintains the ites for a number

198See Glassie (1982, 69-71) and Nicolaisen (1973, 307-12) for further discussion on
the possible cultural functions of naming in different narrative genres.

l‘Nl-[)(WZ can be obtained from a variety of sources, including ftp from cnd.org. The
e-zine's URL is: http://www.cnd.org:8029/HXWZ/, and links to XYS, as well as many
other Chinese e-zines published in the United States, Canada, Europe and elsewhere, are

contained in a comprehensive listing at: http://uwalpha.uwinnipeg.ca:8001/e-mags.html.
200QRE-14i.
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of Canadian-based Chinese e-zines, that distinction belongs to Lian Yi Tong Xun (BXH
&) (LYTX), an el i ine originally established before 1993 by the Ottawa

Chinese Stud and Scholars Association.201 LYTX recently amalgamated with another
Canadian e-zine, Chinese Maple Garden, which is more commonly known as Feng Hua
Yuan (%) (FHY). FHY s inaugural issue appeared on the Web on 20 September
1993 and it is published thrice monthly. Its website contains an extensive archive of back

issues in several formats, as well as a variety of other links, both related to the magazine

and Chinese culture ily. R 1y, the h a pective on the late
Deng Xiaoping.202
In addition to these two i I also ine the el ic counterpart to The

Canada-China News, or Zhong Hua Dao Bao P *#%4f) (ZHDB)— a bi-monthly news
magazine which is also published in Ottawa.203 Essentially, the three magazines reflect

different emphases and audiences. ZHDB most closely bles an i paper,

however, in addition to news, there are often articles dealing with issues of health and

2

family. Pieces that are geared especially for a young either as readers or

listeners, appear in all three e-zines. According to Ji Zhang, LYTX, unlike HXWZ, was

201Electronic mail correspond 13 Ne ber 1996. B LYTX's monthly
publication schedule does not appear to have standardized before 1993, when FHY first
appeared, it was difficult to determine the exact age of the publication, and Ji Zhang did not
provide a firm date. Based on available back issues, I can reasonably surmise that LYTX
was p y first published b late 1991 and early 1992. This suggestion is further
suppor(cd by Ji Zhang s assertion that an entry for LYTX appeared in The Internet
Directory pubhshed by FawcenfRandom in 1993, which would have likely necessitated its
prior blication over a period of time.

202FHY’s URL is: http://uwalpha.uwinnipeg.ca:8001/fhy/.

203ZHDB's homepage is located at: http://www.china-news-zhdb.com.
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inscriptions, information and everyday concerns which reflect a certain comprehensible
order, at least in their style of presentation. If Parks and Floyd are correct in their assertion
that: “The ultimate social impact of cyberspace will not flow from its exotic capabilities, but
rather from the fact that people are putting it to ordinary, even mundane, social uses™
(1996, 94), then perhaps for many Chinese users the main purpose of the “Web in

Heaven” —like the cosmological covariation suggested by the metaphor— is to reflect and

hen the intri ions of real-world social networks.
Conclusion
In this i igation, I have pted to provide a detailed picture of certain technical

and social aspects of the Chinese Internet. My analysis has explored and widened the

I ities in the el i dium, and I have provided several

concept of rh
examples of resource sites and performance texts, both related directly to Chinese
vernacular —and especially martial arts— fiction, as well as inscriptions that reflect other
aspects of Chinese culture and popular traditions. Even though the majority of the readers
who participated in my study did not necessarily participate regularly in all of the electronic
and face-to-face cultural scenes discussed here, many of them alerted me to the humorous
and imaginative ways that Chinese fiction could be extended beyond the printed page.

As a closing thought, it seems clear that participatory fan cultures on the Chinese
Internet and, more g ily, Internet ities influenced by Chinese history, literature

and i ion that

and philosophy, present a conti deliberation b
cannot be contained within discrete covers— or on websites, for that matter.

Unquestionably, their real arenas move beyond fixed texts or specific site addresses —and

the often ble or transitory technological artif? they g into the shifting
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land of imagination. S i the lines king the p of borrowing,

reworking and reinvention become blurred: it is difficult to always remember what shaping

influences came from where. As with a role-playing narrative , fans who have

learned how to identify and read a good story continually negotiate a path between

and ion. Their particular choice of landmarks and individual p
of what is familiar and what is strange is less important than the many and different

adventures had along the way.
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Appendix B-1: Chinese Computing Resources

A Note on Compatibility and Encoding Protocols

While graphic browsers such as Netscape (version 2.0 or higher) support GB or BIG-5

d ding, hZ/zW is ly not as well supported. Consequently, I have

found that relatively few sites use this p 1, the main pti are

newsgroups like alt.chinese.text and the “sunrise™ gopher site. These sites can be viewed

by other means, for ple through an application such as TurboGopher on a Macintosh

running the Chinese Language Kit, or on a PC using a gopher utility or LYNX through a
Unix connection with an application such as zw-DOS in “Terminate Stay Resident” (TSR)
mode. Several MS Windows-based applications are also available. Similarly, any hZ/zW
encoded site can be viewed on a Unix machine with X-Windows using an application such

as the latest version of CX-TERM which includes an interpreter for hZ/zW code. These

pplications are widely available for y ftp at sites such as ifcss.org, cnd.org and

several mirrors. A FAQ detailing the different programs and their functions and
compatibilities can be obtained from a variety of sources, including posting to the
newsgroup alr.chinese.rext.

A useful site which covers many topics related to Chinese computing, including WWW
display and how to configure different platforms to work with Chinese text applications is:

http:/linfoweb.magi.com/~chinese/complsys_oth.html 205

205A11 URLs given in Appendices were correct and active at the time of final
. preparation of this work. If a site has moved and the update links are outdated, [ suggest
that interested users try a multiple search engine tool such as “SavvySearch”

(http://guaraldi.cs.colostate.edu:2000/form) .
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Appendix B-2: Chinese Text Resources

A Note Concerning the Electronic Excerpts of The Deer and the

Cauldron, and The Smiling, Proud Wanderer (Chapter Four):

While [ am unable to determine the identity of the original contributor, the text at the
Sunrise site appears to be identical to the one [ excerpted, and was posted to the newsgroup
alt.chinese.text on 13 Aug 1996. Although somewhat less likely, it is also possible that it
may have existed as a kind of “electronic flying book,” sent from e-mail account to e-mail
account before someone decided to post it for wider distribution. [ recognize that there are

several ious issues sur ding the el i ion and posting of previously

published material, however, [ wanted to examine a Chinese comparison text of Minford’s
translation, and to provide a few excerpts to give an idea of the hero’s character and context
in The Smiling, Proud Wanderer as a comparison with the trickster, Wei Xiaobao.

As I did not have a printed copy at my disposal, I felt that it was important to mention
that [ consulted electronic sources. For the Minford texts, this was merely for my own
personal interest in the “colour” and style of the selected passages in the original. In the
case of my own translations from Wanderer, itis possible that there are some “typos” in the
Chinese electronic texts which may have either originated as human error during input, or
may exist in the actual printed copy that the contributor used. These in turn may have

influenced my own translations, though [ tried to render my interpretation as accurately as

ible. For 1 of martial techni

and moves, [ have taken examples

exclusively from Olivia Mok's (1993) translation of Fox Volant of the Snowy Mountain.
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Chinese Fiction Links
“Good Resources Related to Jin Yong's Novels™:
http:/lcs.nyu.edu/phd_students/yingxuljinyong/
“China the Beautiful”
hitp://www.chinapage.com

Shendiao Xialu { FEE{R(S ) Homepage (With Fan Club)
http:/lwww.agen.com/shendiao.htm

“The Novels of Gum Yung” Page
http:/lwww.phy.cuhk.edu.hki~kmlee/gylgy.html

English translation of “Book And Sword” (Shujian enchou lu, { BE&IBH%))
hnp:/ivillage.ios.com/~earnshaw/B&S.him

English translation of “The Maiden of Yueh™:

http:/lwww2.best.com/~zhuge/yueh.html
Chinese E-zines

Hua Xia Wen Zhai (£ F )

http:/lwww.cnd.org:8029/HXWZ/

Lian Yi Tong Xun  (BKELERY
(see Feng Hua Yuan site)

Zhong Hua Dao Bao (The Canada-China News, (P42 )
http:/lwww.china-news-zhdb.com

Feng Hua Yuan (R4
http:/luwalpha.uwinnipeg.ca:8001/fhy!

Compmbenswc Chinese E- Zine Links Page:
-a:8001/e-mags.html

P 'PES.
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Appendix B-3: Role-Playing Resources

Chinese MUD and Related Sites
Xia Ke Xing (Way of Chivalry, {R%4T)

hittp:/fwww.networm.ml.org/xkx/

Outlaws of the Water Margin (Paul Mason)
http:/lwww.tcp-ip.or.jp/~panurgeloutlaws.htm

Imazine (Role-Playing E-zine, Paul Mason)
hnp:/lwww.tcp-ip.or.jp/~panurgelimaz.htm

Magic Theatre/Cathay Arts of Role-Playing (Leonard Hung)
http:/lwww-zeus.desy.de/~hungbhv/rpg.html

Riverlake: Once Upon a Tune in Chma(Enc Yin)
http:/) hsc.usc.

Other RPG Resources
RPG Library:
http: //www webrpg com/? link=rpgliblindex.html

PBeM Newsletter:
http://lwww.pbem.com

Fantasy Realm Journal (APA)
http:/lwww.tiac.netlusers/frjlfr.htm

Dragon's Inn:
hrp:/idragon.io.com

Riverworld PBeM
http://p h.tii h.org/- o/rw-pbem/index.himl
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Appendix C-2: Translation of Pilot Questionnaire

Notes:

At the time of distribution of the pilot i ire, [ had reliable Chinese character display

and print capability on my home p only, and therefore I had to save Chinese

encoded files to disk if received on campus and take them home. By the time the revised

qnesnonmure was ready for el I could perform these from
hine at Edi gh Uni thax[hadaccesslo,whetherMan PC or UNIX. It

should be noted, b , that all resp to the pilot q were handwritten

and no reader requested an electronic rather than printed copy.

Do you like to read kungfu novels, romances, or other kinds of popular fiction?

I am a Ph.D. research student hoping to find out about readers’ preferences. If you have
some spare time, I would be very grateful if you would complete my questionnaire.

You could post a reply on the newsgroup, or send it to my electronic mail address (please
use either seana@festival.ed.ac.uk OR EASSKP@srv0.arts.ed.ac.uk).

Because the system I have at hand doesn’t handle Chinese all that readily, you can also
reply (electronically) in English.

Your questionnaire replies will be anonymous, but if you agree, I would be happy to keep
your responses in my research archive. THANK YOU!

Seana Kozar
c/o East Asian Studies, University of Edinburgh
8 Buccleuch Place, Edinburgh, SCOTLAND
EH8OLW
EXEEE

I. Novels:
1. What is your favourite type of novel?

2. A good novel contains what characteristics?

3. Is there a particular novel which is your favourite? Please describe the main features
of this story in as much detail as possible.

4. Do you think that these novels have influences [or, “shades/shadows"] from folklore
orclassical literature?

5. Do you think that some geares are written for male and some for female readers?
6. Do you think that male and female readers can enjoy the same genres?

7. In your favourite novel, what is a typical male character like? A typical female
character?
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8. Please tell me, using as much detail as possible, whether the heroes, heroines,
villains and other characters in these novels have clearly defined characteristics.

9. If you are a kungfu novel fan, how important is the author’s treatment of aspects of
martial arts (wugong ) to your enjoyment of the story?

II. Authors:
1. Who is your favourite author?
2. Please describe what you know about the writing career of this person.

III. Choosing a Novel:
‘When you choose a novel, what sorts of things influence your decision?

(a) your friends’ recommendation?

(b) the author’s reputation, his/her name or pen-name?
(c) the title of the book?

(d) the cover design?

IV. Reading Habits:
1. Do you have a particular time that you like to read? When?
2. Do you have a particular place that you like to read? Where?
3. On average, how many hours per week do you spend reading?
4. When you are reading a really interesting book, do you read it straight through, or
pick it up only in your spare time?
5. If you don’t have time to read, or if you've read all of the books that you have on
hand, do you feel that something is “missing” and your everyday life is less enjoyable?

* Please also tell me your age,. sex, curfent occupation, where you are presently
working/studying and any other information that you feel is relevant. If you live in the
Edinburgh-Lothian or some other reasonably close area and you would like to be
interviewed in order to discuss this topic further, please tell me how best to get in touch
with you so that we can arrange a convenient time.
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Appendix C-3: Revised Questionnaire
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(c) not very important— I usually ignore the descriptions of martial arts skill and
skim over the fight scenes.

10. Do you sometimes read a novel the first time “for the story,” and a second time “for

the deeper meaning,” that is, to learn something about Chinese philosophy or ancient
thought?

I1. Authors:

1. Who is your favourite author?

2. Please describe what you know about the writing career of this person.
II1. Choosing a Novel:

When you choose a novel, what sorts of things influence your decision?

(a) your friends’ recommendalio;l?

(b) the author’s reputation, his/her name or pen-name?
(c) the title of the book?

(d) the cover design?

IV. Reading Habits:

1. Do you have a particular time that you like to read? When?

(a) early morning

(b) during your lunch break
(c) after work/classes

(d) in the evenings

(e) before bed

(f) other (plﬁse specify):

2. Do you have a particular place that you like to read? Where?

(a) in your room

(b) reading room/den
(c) in the library

(d) in bed
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