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ABSTRACT

As the crowning achievement of the Chinese classical tale collection, Pu Songling (1640-
1715)’s Liaozhai zhiyi has enjoyed a prolific literary afterlife in the centuries following its
completion around 1705. It has not only spawned a huge number of imitations, translations,
adaptations, and sequels, but also lent inspiration to world-renowned writers such as Franz
Kafka, Lafcadio Hearn, Jorge Luis Borges, and Mo Yan. Focusing on the period between 1880
and 1920, this dissertation examines some of the earliest responses to Pu Songling’s classical
tales in the realm of world literature, arguing that they are simultaneously mediums of both
“enchantment” and “disenchantment of the world” (borrowing Max Weber’s notion). Through a
discussion of how these literary responses reinterpret Pu Songling’s classical tales in relation to
Post-Enlightenment views of reality, this dissertation reflects on how the issue of enchantment is
intertwined with the discursive construction of notions of Chinese culture at the turn of the
twentieth century.

The dissertation consists of three interrelated chapters, ordered chronologically. In
Chapter One, I examine Herbert A. Gile’s 1880 Strange Stories from a Chinese Studio as a
polemical translation and a critical study of Chinese culture, exemplifying what Carlo Ginzburg
calls the “conjectural paradigm.” Contextualizing Giles’ translation among treaty-port
translations of the Liaozhai, the Victorian translation of Oriental texts, and the emergence of the
human sciences in nineteenth-century Britain, this chapter discusses how the renowned British
sinologist scrutinized the Liaozhai tales for clues about Chinese religious beliefs, and made
supposedly “scientific” inferences about Chinese culture using techniques he learned from

contributors to the Victorian science of religion. Giles’ contention with the contemporary
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discourse about a superstitious China in the Strange Stories, I argue, reflects his conviction that
the Liaozhai is not only an ethnographic record reflecting mainly Confucian ethics but also a
multi-layered palimpsest, in which a stratum of primitive animism survives and recurs in the
more sophisticated cultural imaginations that have overlaid the original material.

Chapter Two examines Wang Tao’s experiment with the serialization of classical tales
during the golden age of Chinese lithography. Restoring his Songyin tushuo series (also known
as Hou Liaozhai) from “text” to “work”, this chapter challenges some of the widespread views
regarding its classification and examines important interactions between his installments and
contemporary lithographically-printed collections of classical tales, including illustrated editions
of the Liaozhai. Examining Wang Tao’s tales as part of the literary supplement section of the
Dianshizhai Pictorial, this chapter further discusses the lithographic medium’s impact on Wang
Tao’s construction of a particular recurring motif that conveys mediated visions of enchantment.

Chapter Three discusses the imitation and transformation of the Liaozhai tales in two Fan
Liaozhai series, written after 1900, in the form of counter-narratives. Contextualizing the two
series within the “new fiction” (xin xiaoshuo) movement and the anti-superstition campaign at
the turn of the twentieth century, this chapter examines the resurfacing of the strange elements
from the Liaozhai within the confines of the series’ transitory supernatural plots, while
characterizing their rational re-interpretation at the end of each tale as an obligatory but
perfunctory attempt to obliterate enchantment. I argue that although the two series use modern
literary devices such as individualized perception and figural consciousness to reconcile strange
elements from the Liaozhai collection with Post-Enlightenment rationality, they deviate
significantly from the anti-supernatural rhetoric they ostensibly adopt and do not ultimately

fulfill a disenchantment agenda.
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INTRODUCTION

“Where are those who truly know me? Are they only to be found in the so-called ‘green
maple grove’, and at the ‘dark frontier passes’ (K13 %, HAE T PR ZE M T)?”! With this soul-
stirring cri de ceeur, Pu Songling JFA#ER (1640-1715) concludes the preface to his Liaozhai zhiyi
il 7& 55 5 (Records of the Strange from the Liao Study, hereafter refered to as Liaozhai), a
seventeenth-century Chinese collection of nearly five hundred classical tales about ghosts,
demons, fox-spirits, monsters, and many other remarkable characters.? The preface, entitled
“Liaozhai zizhi” W% H && (Liaozhai’s Own Record), was composed in 1679. At that time, Pu
Songling, an obscure tutor in Shandong province, could not have foreseen that three centuries
later his collection would be remembered as the culmination of the Chinese classical tale.
Readers nowadays are tempted to interpret Pu Songling’s prefatory cry as words of frustration

because they strongly echo certain despairing utterances attributed to Confucius, whose own

teachings met with scorn and derision during his lifetime.* Yet these words also articulate a

! The phrase “the green maple grove” and “dark frontier passes” alludes to the following lines from Du Fu
(712-70)’s poem sequence “Dreaming of Li Bai” (22 [1): “when your soul came, the maple grove was still green/
when your soul returned, the frontier passes were dark” (ZEZRHAM T, IR FZELR). T have translated the term ging
here as green, though it can also refer to the color black.

2 Unless indicated otherwise, all translations of Pu Songling’s Liaozhai are mine. When preparing the
translation, I used the Ren Duxing 1T %17 edition of the Liaozhai zhiyi: quanjiao huizhu jiping =A% € sk EE RTINS
£ (3 vols. Ji’nan: Qilu shushe, 2000) as the primary text. I have also consulted the translations in Judith T.
Zeitlin’s Historian of the Strange: Pu Songling and the Chinese Classical Tales (Stanford: Stanford University
Press, 1993), Herbert Allen Giles’ and John Minford’s Strange Tales from a Chinese Studio (New York: Penguin,
2006).

3 As Judith T. Zeitlin observes, the syntax here echoes words attributed to Confucius in The Analects
(14.35) and Mencius (3B.9). It is, moreover, generically inscribed within the traditional identity of the Chinese
historian, as I shall show below. Zeitlin discusses the intertextual connections in her book Historian of the Strange:
Pu Songling and the Chinese Classical Tale, 51.



major concern of Pu Songling’s, namely, whether his tales will be read and admired by readers
of posterity; or, perhaps his work will simply be buried by time and dust, just like its author-
collector is doomed to be. If so, will then only those inhabitants of the shadowy world of the
dead—the “green maple grove and dark frontier passes”—show a genuine interest in his records
of the strange?

Pu Songling evoked the notion of the afterlife at the end of his preface without knowing
that his collection would have a prolific literary afterlife of its own in the centuries to come. The
Liaozhai has spawned a plethora of imitations in the late imperial period.* No other collection
had exerted a greater influence on the development of the Chinese classical tale after the
seventeenth century. Pu Songling’s tales have also been adapted into numerous vernacular
fictions, dramas, short stories, and films, all of which testify to its lasting popularity among
readers of different times. Moreover, since the mid-nineteenth century the Liaozhai tales have

been rendered into nearly twenty different languages, and new renditions continue to appear

4 A number of Chinese classical tale collections have been recognized as literary heirs of Pu Songling’s
Liaozhai. The list varies between different scholars. The commonly-mentioned collections include Shen Qifeng L
H2JB\ (b.1741)’s 1791 Xieduo #%%8% (Words of Humor from an Ancient Bell), Xu Kun 1% & (b.1715)’s Liuya waibian
Wl EE4M 4w (Unauthorized Compilation of the Willow Cliff, prefaced 1791). He Ban’e F1F{%AH  (b.1748) ’s 1791
Yetan suilu RiR b #% (Occasional Records of Conversations at Night). Zeng Yandong ¥ {75 s 1796 Xiao dou
peng "NIM (The Small Bean-Trellis), Changbai Haogezi +% 1358k T-s Yingchuang yi cao & & 55 (Strange
Grasses of the Firefly Window, published during the Guangxu reign), Xuan Ding & 5% (1833-1880)’s Yeyu giudeng
Iu T AKJ& 8% (Records of the Autumn Lamp and Night Rain), Wang Tao L5 (1828-1897)’s 1875 Dunku lanyan
RS (Wild Talks of the Grotto for the Escaped Hermit), Songyin manlu WASB & #% (Random Records of the
Recluse of Wusong, serialized in the Dianshizhai Pictorial, from 1884 to 1887) and Songyinxulu #sFE455% (4
Sequel to the Songyin Manlu, serialized in 1887). For discussions of Liaozhai’s influences on later Chinese classical
tale, see: Chen Bingxi, "Lun Liaozhai zhiyi dui qingdai wenyanwen xiaoshuo de yingxiang s il 7% £ BENENR X F
SNERBIRS 2" Pu Songling yanjiu 4 (1998); "Lun Liaozhai zhiyi dui qingdai wenyan wen xiaoshuo De Yingxiang
Xu i g% & B BHE ST SNBSS B4, Pu Songling yanjiu 2 (2007); Wang Haiyang, Qingdai Fang
Liaozhai Zhiyi Zhi Chuanqi Xiaoshuo Yanjiu I XA WIS & 2 2 /e 78 (Hefei: Anhui renmin 2009); Cui
Rongmei and Hu Limin, "Liaozhai Zhiyi fangshu zazhan liubian yanjiu ¥l 725 & 5245 SR 8547 7T," ibid.1; Rania
Huntington, Alien Kind: Foxes and Late Imperial Chinese Narrative (Cambridge, MA: Harvard University Press,
2003); Tak-hung Leo Chan, The Discourse on Foxes and Ghosts: Ji Yun and Eighteenth-Century Literati
Storytelling (Honolulu: University of Hawaii Press, 1998).



through to today.’ The imitations, adaptations, translation, and many other ways of rewriting the
Liaozhai constitute an inter-medial network that connects Pu Songling’s classical tales to new
readers, many of whom would be beyond the scope of the literatus author-collector’s wildest

imaginations. If the “Historian of the Strange” (yvishi shi ¥& 5 [X), as Pu Songling calls himself,

knew that many famous writers—Franz Kafka, Lafcadio Hearn, Jorge Luis Borges, Mo Yan,
among many others—all owed him a debt of literary inspirations, he would be no less as
dumbfounded as the scholars in his tales who awaken in the morning, finding themselves lying
next to a deserted tomb where an illuminated mansion had stood in the night before.

The literary afterlife of Pu Songling’s Liaozhai has formed the subject of many excellent
studies, in which two issues have so far attracted the most critical attention. One issue concerns
the influence the Liaozhai exerted on subsequent collections of classical tales, while the other
involves the Liaozhai’s circulation outside of China. Existing discussions of these two issues
clearly bear the mark of the disciplinary divisions prevalent within academia: the first issue is
mainly explored by scholars working on Chinese literature and culture in the late-imperial and
early-Republican period, whereas the second mainly interests scholars whose work is dedicated
to comparative literature and translation studies. Cross-pollinations between the studies of the
two issues are rare, mainly because for both groups, the object of interest is the interaction
between the original text and its derivatives, contextualized within a history of the longue durée.
The exclusive reliance on the diachronic approach has, as a result, led to the neglect of certain

issues that can be only adequately investigated in a comparative and interdisciplinary manner.

> Wang Lina, "Liitan Liaozhai Zhiyi De Waiwen Yiben Ji Minzu Yuwen Banben B & HiIl 2% & 52 1 40 S0 32
AR R RJEEE LR, Pu Songling yanjiu jikan, no. 2 (1981).



“Chinese Enchantment” is is an attempt to unite the two separate fields of scholarship on
Pu Songling’s legacy in a synchronic study of texts that transcend national, linguistic, and
cultural borders. It focuses on the literary afterlife of the Liaozhai in what I call “tales of
enchantment,” which, I argue, are integral to the infinite and fractal network of world literature. I
derive the term “enchantment” from Max Weber’s famous notion of the “disenchantment of the
world”, which refers to a slowly evolving process of “intellectualist rationalization, created by
science and by scientifically-oriented technology” that culminates in the triumphant exorcism of
all “mysterious incalculable forces” in the post-Enlightenment era.® But Weber’s secularization
thesis has been continuously challenged. As many scholars argue, enchantment remained
prevalent even in the age of rapid scientific and technological development—wherever the
“intellectualist rationalization” expels ghosts, demons, deities and witchcraft from the world,
illusionists, occultists, seances, and writers of fantasy fiction recreate and re-popularize these
mysterious forces and supernatural agents.” Similarly to fairy-tales, imaginary voyages,
apparition narratives, the “New Romance,” and many other fin-de-siecle literary genres that
detract from realism in Western fiction, the tales of enchantment I explore in this dissertation,

while overtly subverting the project of disenchantment, ultimately acknowledge the validity of

® Weber’s “Science as a Vocation” [Wissenschaft als Beruf] was originally a speech he gave at Munich
University in 1918. It was published a year later by Dunker and Humboldt in Munich. For a full English translation,
see Max Weber, "Science as a Vocation," in From Max Weber: Essays in Sociology, ed. Hans Heinrich Gerth and C.
Wright Mills (New York: Routledge, 1991), 129-56. My usage of “enchantment” is different from Wai-yee Li’s,
who applies the same notion to her analysis of Pu Songling’s tales. Defining enchantment as “the process of being
drawn into another world that promises sensual and spiritual fulfillment,” Li argues that the strange in the Liaozhai
is mainly associated with the “enchanted realms” that Pu Songling delights in creating but feels obliged to
reappropriate into the moral order of “this world.” She calls this dynamic the “taming of the strange” and argues that
it is meant to reconciliate the conflicts between desire and order. See Waiyee Li, Enchantment and Disenchantment:
Love and lllusion in Chinese Literature (Princeton: Princeton University Press, 1993), 89-151.

7 Alex Owen provides an excellent account of the recent revisions of Weber’s thesis in her book The Place
of Enchantment: British Occultism and the Culture of the Modern (Chicago: University of Chicago Press, 2004).



scientific skepticism while incorporating elements of rational inquiry into their storytelling. In
this sense, they are simultaneously instruments of both disenchantment and enchantment,
reflecting what critics have called the “ambiguities of the modern.”®

“Chinese Enchantment” examines the key translations, supplements, adaptations,
imitations, and transformations that contributed to the continuous reinvention of the Liaozhai at
the turn of the twentieth century. By “reinvention” I mean the creative endeavor by which Pu
Songling’s classical tales were turned from finished products back into raw materials with which
new texts could be produced and then named after the Liaozhai. These endeavors, I argue, subtly
transformed the Liaozhai from a private collection of tales mostly set in Shandong province into
the literary embodiment of a putatively “authentic” Chinese discourse of enchantment, one that is
constructed through its otherness in relation to the scientific discourse of the West. By rewriting
and overwriting Pu Songling’s Liaozhai in the realm of world literature, these creative endeavors
not only imposed onto classical tales about ghosts and fox-spirits new meanings that reflected the
impact of scientific discourse, but also made the reading and writing of such tales pertinent to
transnational cultural comparisons between China and the West. As such, these tales articulated
visions of enchantment that carry distinct connotations of Chinese culture, and made important
intermediary connections that anticipate our contemporary reading of the Liaozhai as a collection
of classical tales reflecting the late-imperial Chinese discourse on the strange.

The chief questions I address in this dissertation are: how do re-inventors of the Liaozhai
define their relations with Pu Songling and respond to the Historian of the Strange’s question

about “the one who truly knows me”? How do tales of enchantment artfully conceal their own

8 Ibid., 238. See also Simon During, Modern Enchantments: The Cultural Power of Secular Magic
(Cambridge, MA: Harvard University Press, 2002).



dissimilarities to Pu Songling’s classical tales and create a semblance of literary lineage where
the real connection is tenuous? What roles did Western literature and European ideas play in
creative interpretation (including misinterpretation) of the Liaozhai at the turn of the twentieth
century? How did modern print media contribute to the continuation of the Liaozhai’s literary
afterlife and popularize its classical style? What are the major differences between tales of
enchantment and late-imperial classical tales like the Liaozhai, and what is the cost of ignoring
these differences? How did tales of enchantment incorporate elements of disenchantment into
the process of reinventing the Liaozhai?

In answering these questions, this dissertation draws on existing scholarship on the
Chinese classical tale, theories of translation, studies of enchantment, textual criticism, research
on Chinese print capitalism and visual culture at the turn of the twentieth century. For readers
accustomed to juxtaposing the Chinese concepts of the strange with Western notions of the
supernatural, the uncanny, the fantastic, and so on, this dissertation offers a critical reflection on
the comparative approach and examines some of its earliest instances. For readers interested in
Sinology and the European translation of Chinese texts, this dissertation highlights the impact of
the transnational flow of texts and ideas on the discursive construction of China as an object of
knowledge. For readers concerned with the reception history of Liaozhai, this dissertation
provides nuanced readings of certain texts that have previously been dismissed as bad imitations
or studied without adequate attention to their material form. Last but not least, for revisionists of
Weber’s secularization thesis, this dissertation contributes some new thoughts on China’s

relevance to the question of enchantment at the turn of the twentieth century.

Pu Songling’s Liaozhai Zhiyi



Composed over a roughly thirty-year period between 1675 and 1705 CE, Pu Songling’s
Liaozhai tales were written exclusively in literary Chinese, as distinct from the vernacular
language. Modern scholars hail the Liaozhai as a masterpiece of the so-called wenyan xiaoshuo
5 /Naf (classical tale), which stands as a counterpart to vernacular fiction.” The general
consensus among scholars is that the Liaozhai, following the success of the influential Ming
dynasty Lamplight collections by Qu You B 4£i(1341-1472), played a critical role in the late-
imperial revival of the Chinese classical tale. But differently from his predecessors, Pu Songling
agglomerated and refashioned two main strands of the Chinese classical tale, namely the zhiguai
E & (records of the strange) and the chuangi /%77 (transmitting accounts of the marvelous). In
this regard, the Liaozhai also changed the direction of the development of the Chinese classical
tale.

It was Lu Xun &1 (1881-1936) who established the standard usage of zhiguai and
chuangi to designate subdivision of the genre wenyan xiaoshuo. In his Zhongguo xiaoshuo shilue

HH[E /NER S (A Brief History of Chinese Fiction, 1924), Lu describes the Liaozhai tales as
“zhiguai narratives written with storytelling techniques typical in chuangi” (F3{E#F7%T LAER

), a mixture that accounts for the collection’s unprecedented level of sophistication. '’ For Lu and

his adherents, the zhiguai tradition consists of short anecdotal narratives, exemplified by

% The classical tale is not a vernacular story merely written in a different register. As Rania Huntington
observes, the wenyan xiaoshuo is a “liminal” genre, “crossing boundaries between fiction and nonfiction, folklore
and literary invention, oral and written, and popular and elite.” See Rania Huntington, Alien Kind: Foxes and Late
Imperial Chinese Narrative (Cambridge, MA: Harvard University Press, 2003), 5. The Liaozhai, as Zeitlin argues, is
“not just the culmination of classical tale in style, complexity, and range; it is no exaggeration to say that this
collection has come to define our very notion of the genre.” See Zeitlin, Historian of the Strange: Pu Songling and
the Chinese Classical Tale, 4.

10 Lu Xun, Zhongguo xiaoshuo shilue F1[8 /)N 5 W% (Shanghai: Shanghai guji, 2006), 135.



medieval anomaly accounts written in the tradition of unofficial histories, like Gan Bao T (fl.
320 CE)’s Soushen ji 50 (In Search of Spirits). The chuangi tradition, on the other hand,

encompasses longer narratives with intricate plots and characterization, represented by an array
of Tang-dynasty stories that the tenth-century collectanea Taiping guangji X-V-F&iC (Extensive
Records of the Grand Tranquility Reign) placed in the category of zazhuan {3 (miscellaneous
biographies/chronicles). Nonetheless, both the terms zhiguai and chuangi can be found in
anthology titles and in various forms of literary discourse before the twentieth century. As early
as the late sixteenth century, the literatus scholar Hu Yinglin # M (1551-1602) had already
used the two terms to contrast generic subdivisions of the classical tale.!! However, Hu’s
categories exerted little influence on the literary discourse of the late-imperial period; thus, it was
not until Lu Xun that the modern usage of zhiguai and chuanqi became widespread.

The view of the Liaozhai as a hybrid collection combining two different types of
narrative was also not Lu Xun’s own. The eighteen-century critic Ji Yun 4CH3J (1724-1805) had
used similar means to illustrate what he saw as Pu Songling’s breach of literary decorum,

criticizing the Liaozhai for including “two forms in a single collection” (— M it —fi#).1?

"' In Shaoshi shanfang bicong /> E 111 5% # (Collected Notes by the Retreat of Mount Shaoshi), Hu
Yinglin divides xiaoshuo into six categories, arguing that most zhiguai accounts were based on hearsay, anecdotes,
and unverified reports, whereas chuangi are conscious creations with an intent to fictionalize. However, Hu sees
these stylistic forms as two ends of a continuum rather than mutually exclusive categories. For further discussion on
Hu Yinglin’s taxonomy and xiaoshuo criticism, see Laura Hua Wu, "From Xiaoshuo to Fiction: Hu Yinglin's Genre
Study of Xiaoshuo," Harvard Journal of Asiatic Studies 55, no. 2 (1995).

12 According to his student Sheng Shiyan, Ji Yun once said: “Now the [Liaozhai] includes two forms in a
single collection; this I have found quite confusing” (% — & M A% 8%, KRBT M). For a translation and
discussion of Ji Yun’s response to the Liaozhai, see Tak-hung Leo Chan, The discourse on foxes and ghosts: Ji Yun
and eighteenth-century literati storytelling (Honolulu: University of Hawaii Press, 1998), 159-67. Also see Leo Tak-
Hung Chan, "Narrative as Argument: The Yuewei caotang biji and the Late Eighteenth-Century Elite Discourse on
The Supernatural," Harvard Journal of Asiatic Studies 53, no. 1 (1993); Judith T. Zeitlin, Historian of the strange:
Pu Songling and the Chinese classical tale (Stanford: Stanford University Press, 1993), 39-41; Sing-chen Lydia
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Though he designates the two forms he differentiates as xiaoshuo /Nt (petty talks) and zhuanji
5L (biographies), the two groups of literary works he cites to illustrate the differences between

the genres actually correspond to what modern scholars designate as the zhiguai and chuangi
traditions.

It is important to note that the distinction between zhiguai and chuangi tales in the
Liaozhai zhiyi lies more in the reader’s response to the text than in the text itself, so that any
attempt at drawing a clear-cut boundary between the two types of prose would only prove futile.
That being said, certain theoretical generalizations are useful in defining the major differences
between the two forms. Rania Hungtington proposes that the relation between zhiguai and
chuangi is analogous to that between Mdrchen and Kunstmdrchen, with the former focusing on
narrating the strange events and the latter focusing on depicting marvelous characters.'® She thus
mainly distinguishes the zhiguai and chuangi tales in the Liaozhai from a thematic and
narratological point of view. By contrast, Allan Barr, more interested in Pu Songling’s
composition process, proposes that there is an additional chronological difference between the
two co-existing forms. He argues that Pu Songling’s mixture of two forms of prose testifies to
the significant schematic changes that the Liaozhai underwent during the three decades of its
composition, and that the original form that Pu Songling envisioned was closer to the zhiguai

tradition.'* In his article “A Comparative Study of Early and Late Tales in Liaozhai zhiyi,” Barr

Chiang, Collecting the self: body and identity in strange tale collections of late imperial China (Leiden: Brill, 2005),
209-43.

13 Huntington, Alien Kind: Foxes and Late Imperial Chinese Narrative, 14-23.

14 An important piece of evidence for this point is that, in his preface to the Liaozhai, Pu Songling
compares himself with Gan Bao and describes his collection as an effort to emulate Liu Yiqing (403-444)’s Youming
lu WARHE% (Records of the Hidden and Visible Realms). Both Gan Bao’s Soushenji and Liu Yiqing’s Youming lu are
nowadays considered examples of the zhiguai tradition.



remarks that “[i]t would be natural for a writer such as Pu Songling, experimenting with his first
creative efforts in fiction, to borrow familiar plots from the anecdotal tradition, and only later,
with some experience behind him, would he enlarge his horizons to take in much more ambitious
projects.” !° For him, this transition from the anecdotal tradition (zAiguai) to the ambitious
project (chuangi) accounts for the uneven but discernible progression from spine-chilling ghost
stories to exuberant scholar-fox love romances in the Liaozhai collection, and it is the latter
group of tales that exemplify Pu Songling’s skillful plot manipulation, structural design, and
characterization.

Although Barr characterizes the zhiguai tales as Pu Songling’s “first creative efforts in
fiction,” he does not mean to imply an anachronistic categorization of the Liaozhai as a purely
fictional work. Barr would certainly agree that even Pu Songling’s chuangi tales are veiled in the
guise of history. Indeed, in paratextual spaces where he can exercise authorial control over the
reader, Pu Songling appears interested in assimilating himself to historians. The most obvious
example of this is found in the authorial comments appended to many of the Liaozhai tales,
where Pu assumes the title of “Historian of the Strange” and offers personal opinions about the
tales. Both the device of the end comment and the choice of literary name connect Pu Songling
to the famous Han dynasty historian Sima Qian (ca. 145-86 BCE), whose monumental 130-
chapter Shiji (Record of the Grand Historian) served as the most important model for a
succession of imperial historiographies in later dynasties. In many of the Shiji chapters,

especially those in the “Arrayed Traditions” (31]{%) section, a brief judgment, clearly marked off

by the phrase “the Grand Historian remarks” (K5 /AEl) concludes the impersonal account of

15 Allan H. Barr, "A Comparative-Study of Early and Late Tales in 'Liaozhai Zhiyi'," Harvard Journal of
Asiatic Studies 45, no. 1 (1985).
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historical events and proceeds to offer highly opinionated praise or condemnation of the main
actors’ deeds.!® The end comments in the Liaozhai are clearly modeled on these appraisals in
historiographies, though they do not strictly adhere to the moralizing function of their prototypes.
On a number of occasions, the “Historian of the Strange” turns his attention to genres outsides
historical writing, linking his stories to classical tales, vernacular novels, and drama that have
either provided the source material or display similar plots. Therefore, despite their important
role in assimilating the Liaozhai into the tradition of historiography, the end comments also serve
to create intertextual connections among the Liaozhai and works that demonstrate a high degree
of fictionality.

In his preface to the Liaozhai, Pu Songling provides the reader another occasion to
contemplate the influence of Sima Qian on his work.!” Lydia Sing-Chen Chiang observes that
this preface “foregrounds the construction and expression of the authorial selfhood as the central
concern of his collection.”'® This concern is palpable in Pu Songling’s characterization of the
Liaozhai as a vehicle for expressing his frustrations, as he writes: “I drained my cup and put
brush to paper to write this collection of lonely anguish and frustration. To use these tales as the

vehicle of my thoughts and feeling: is this not lamentable enough” (% [ &%, N IIEZ &

16 Despite the intrusion of a personified voice in these judgements, we should not mistake the Grand
Historian’s statements for Sima Qian’s personal opinions. As Grant Hardy points out, “the form of these personal
comments is equivocal, for the term [the Grand Historian] can refer to both Sima Qian and his father, Sima Tan,
who also had some, rather unclear, role in the creation of the Shiji.” Grant Hardy, Worlds of Bronze and Bamboo:
Sima Qian's Conquest of History (New York: Columbia University Press, 1999), xiv.

17 Again, this influence does not undermine Barr’s argument about Pu’s gradual transition from history to
fiction, since the preface was written in the early phase of the composition of Liaozhai.

189 Chiang, 32.
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o FrFCungk, 7REAEZR ! BET).' The phrase “lonely anguish” was originally coined by the
Warring States period philosopher Han Fei ¥#3E (d. 233 BCE) as a chapter title. Sima Qian

adopted this phrase in his autobiographical postface to the Shiji to situate his historiography in a
genealogy of authors writing “as the outpouring of suffering and indignation.”?° Overtly, this

formulation seems to be at odds with the Grand Historian’s claim that he is merely “transmitting
ancient affairs and arranging and ordering the traditions passed down through generations.”?!

The implication is that he adhered to the guiding principle Confucius used in compiling the

Chungiu K (Spring and Autumn Annals), that is, “transmission” (shu i&) rather than
“creation” (zuo 1E). But as Michael Puett reminds us, “while Sima Qian mimics Confucius’

claim to be only transmitting, he elsewhere states that he is a creator, implying that he, like
Confucius, is an unrecognized sage.”? In other words, transmission is sagely creation in the
Shiji. The humble stance he adopts allows Sima Qian not only to claim the historian’s authority
but also to present suffering, which he sees in a succession of frustrated men of virtue, as the
quintessence of the transmitted histories he drew from a wide variety of traditions. In this way,
he imparts a human voice to the historical narrative; indeed, the Shiji, as he sees it, is meant to

“complete the words of a single school/family”(J— K2 5).2

191 use Giles’ translation of the “Liaozhai’s Own Record” with slight modification.
20 See Zhang Youhe, ed. Liaozhai zhiyi xuan (Renmin wenxue, 1978), 4. note 36.

2! Michael Puett, The Ambivalence of Creation: Debates Concerning Innovation and Artifice in Early
China (Stanford, CA: Stanford University Press, 2001), 178.

22 Ibid., 179.

23 In his “Letter to Ren An,” Sima Qian explains that his goal as a historian is to “exhaust the interchanges
between Heaven and man, completely trace the changes from ancient times to the present, and thus complete the
words of a single school/family.” For an excellent discussion of Sima Qian’s three goals, see William H. Jr
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Pu Songling’s subsequent evocation of Sima Qian’s formulation may well serve a similar
practical purpose of imposing unity upon an otherwise heterogeneous collection. In his preface,

Pu describes the sources of the Liaozhai as follows:

I get people to commit what they tell me to writing, and subsequently I dress it up in the form of a
tale; after some time, like-minded men from all four directions had sent me stories by post.
Because things accrue to those who love them, what I have collected has grown into a vast pile

(ARG, ZLRS. A2, WTRA, XUAECEAS, FmygsE, Fifsg).
Pu transcends the disparity of the texts by claiming to have fused them with “lonely anguish,”
which culminates in the poignant words of despair at the end of the “Liaozhai’s Own Record.” In
fact, the image of the frustrated Historian of the strange has left such a strong impression on
readers of later generations that the notion of “lonely anguish” is frequently echoed in the
historical interpretations of Pu Songling’s aim in writing the collection. The best example to
illustrate this point is a 1715 memorial address written by Pu Songling’s son Pu Ruo J#%%, in
which he describes the Liaozhai as follows: “[the tales are] mostly [outbursts of] congested
anguish and destitution. They carry [my father’s] intention to encourage virtue and censure the
depraved. It is not true that they are merely humorous talks to entertain the reader” ( KK B 1E 1
S, (& LAFTEE S 2 0, EE ARSI B 4).2° The son sought to defend the father’s
reputation here by simultaneously setting the Liaozhai apart from stories of entertainment and

characterizing Pu Songling as an unrecognized, frustrated historian who used brush and ink to

Nienhauser, "Sima Qian and the Shiji," in The Oxford History of Historical writing, ed. D. R. Woolf, Andrew
Feldherr, and Grant Hardy (New York: Oxford University Press, 2011).

24 Ren Duxing, ed. Quanjiao huizhu jiping Liaozhai zhiyi AR € 5E 43I £ 2, 3 vols., vol. 1 (Jinan:
Qilu shushe, 2000), 29.

25 Zhu Yixuan, Liaozhai zhiyi ziliao huibian WI17§ 5% 5% ZORHE 4 (Zhengzhou: Zhongzhou guji, 1985), 338.
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leave his mark for later generations. However, if this defense strategy is effective, then it is so
only because it builds on Pu Songling’s impressive self-fashioning in the autobiographical
preface.

By characterizing his Liaozhai as the work of a frustrated historian who “continually
gives vent to [his] thoughts and feelings,” Pu Songling was able not only to bring the
heterogeneity of his text under authorial control but also to accomplish the goal Sima Qian had
set for subsequent historians. Indeed, the Qing-dynasty biography of Pu in the Zichuan Gazetteer
linked his artistic achievement to his personal distress as follows: “while fully committing
himself to writing in the ancient styles, [the historian of the strange] was overwhelmed with

T

frustration and laments. He thus ‘created the words of a single school’”(—& 7T 15 3¢, BT
B, BM—HKZLF)>

We can also say that Pu Songling created “the words of a single school” in a different
sense, given the fact that the Liaozhai is often credited as one of the important sources (if not the
most important) for the study of the late-imperial Chinese discourse on the strange,
conventionally summarized in the common phrase tanhu shuogui #X Y\ 5% %, (talking of fox
spirits and speaking of ghosts).?” According to Zhao Qigao, the original title of Pu Songling’s
collection is Guihu zhuan RAINME (Accounts of Ghosts and Fox-Spirits). This putative title

coincides with the centrality of the two largest group of characters in the collection. Indeed,

ghosts and fox spirits not only surpass other character-types in number but also represent the

26 Quoted in Hu Haiyi, "Pu Songling de baguwen yanjiu," in Pu Songling yanjiu, no. 3 (2012): 8.

27 As Leo Tak-hung Chan points out, the tradition of conversing on the strange was extremely popular
among elite members of Chinese society during the late imperial period, and the “Chinese expression for this sort of
activity is ‘discourse on fox-spirits and ghosts’ (tanhu shuogui X JI5 %) Chan. ibid., 28. Chan alludes to this
phrase in the title of his book on Ji Yun and eighteen-century literati storytelling.
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most finely-portrayed literary figures in the Liaozhai. Pu Songling’s successful portrayal of these
characters in the chuangi tales helped redefine what the strange connoted in late-imperial China,
and subsequently became an important criterion for identifying and evaluating strange tales
written in a similar vein.?®

Herbert Allen Giles (1845-1935), the eminent British Sinologist who played a major role
in introducing the Liaozhai to European readers in the late nineteenth century, remarks in the
preface to his 1880 English translation of the Liaozhai that Pu Songling “the reject candidate
succeeded in founding a school of his own [my italics], in which he was followed by hosts of
imitators of more or less success.”? Working separately, Lu Xun comes to a similar conclusion.
In his Brief History of Chinese Fiction, based on lectures he gave at Peking University in 1920,
Lu characterizes Pu as the creator of a form that has become the object of admiration and
emulation. He then lists a multitude of works that have been influenced by the Liaozhai. This is
the first time a scholarly attempt was made to delineate a family of Liaozhai-inspired strange
tales from the point of view of genre. Following in Lu Xun’s steps, a number of Chinese scholars
have sought to reconstruct a comprehensive history of strange tales of the Qianlong and later
periods that were influenced by the Liaozhai. Generally speaking, they differentiate these works

from those grouped together with Ji Yun’s Yuewei caotang biji Bl 5. 5 28 50 (Jottings from the

28 In his 1819 essay entitled “Du Liaozhai zashuo Hi1755##4{” (Random Remarks on Reading the
Liaozhai), the Qing-dynasty commentator Feng Zhenluan #§3H%# (1760-1830) points out that the imitators of the
Liaozhai are “as countless as the hairs of an ox” (£ 14+), and all of them “discuss ghosts and speak of fox-
spirits” (7R BRFIN). See Zhu Yixuan, Liaozhai zhiyi ziliao huibian W35 56 52 & K} FE 4% (Zhengzhou: Zhongzhou
guji, 1985), 582. Also, when discussing Wang Tao’s failure to imitate Pu Songling, Lu Xun comments, in 4 Brief
History of Chinese Fiction, that the records of the fox-spirits and ghosts in Wang’s tales “had already become
scarce, whereas stories about courtesans abounded” (JRFTRC#EL, R IR, TMIEAHEZ HER).

Translation mine.

29 Herbert A. Giles, Strange stories from a Chinese studio, 2 vols., vol. 1 (London: T. De la Rue & co.,
1880), xxx.
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Grass Hut for Scrutinizing Minutae), which is seen as a revolt against the Liaozhai and a return
to the zhiguai narrative written in the vein of unofficial histories. However, by using the success
or failure of imitation as a yardstick to evaluate the artistic achievements of these works, these
studies are prone to the problems of what Linda Hutcheon calls “fidelity criticism.”* In this
dissertation, I will re-examine some of the works that have been grouped into the Liaozhai

school and argue that they should instead be understood as tales of enchantment.

The Chinese Discourse on the Strange

Scholars on the Liaozhai and similar collections of classical tales are interested in the
historical and cultural specificity of a Chinese discourse on the strange, whose main elements,
they believe, afford interesting comparisons with Western ideas of the fantastic, the supernatural,
the alien, the uncanny, the grotesque, and so on. In the past three decades, a number of excellent
studies have significantly enriched our understanding of the close relations between the Chinese
classical tale and the late-imperial literati culture. In her book, Historian of the Strange: Pu
Songling and the Chinese Classical Tale, Judith T. Zeitlin discusses the fundamental differences
between the Chinese discourse of the strange and Tzvetan Todorov’s concept of the fantastic.
Echoing Waiyee Li’s argument about the continuum between desire and order in the Liaozhai,
Zeitlin explores three recurring themes in Pu Songling’s collection to illustrate the blurry
distinction between the strange and the normal order of things in the late-imperial Chinese

imagination, which stands in marked contrast to the separation of reality and fiction in Western

30 As Linda Hutcheon notes, the abiding interest in how closely an adaptation follows the parent work
precludes the consideration that “an adaptation is a derivation that is not a derivative—a work that is second is not
necessarily secondary. It is its own palimpsestic thing.” See Linda Hutcheon, 4 Theory of Adaptation (New Y ork:
Routledge, 2006), 9.
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supernatural fiction.’! Through an examination of these themes, Zeitlin argues that Pu Songling
continually renewed the category of the strange by manipulating boundaries like those between
the subject and the object, male and female, life and death, dream and reality. Following in
Zeitlin’s steps, Huntington focuses on a narrower discourse of the strange in her studies of late-
imperial Chinese narratives about shape-changing fox-spirits. By examining how this “most
ubiquitous and ambiguous” category of the alien is constructed in the Chinese literati culture
from the sixteenth to the nineteenth century, Huntington has shown how such narratives
“establish the boundaries around the human and the ordinary” and enable the surfacing of
cultural anxieties in narratives about the transgressions of these boundaries.?? Lydia Sing-Chen
Chiang and Sarah Louise Dodd further explore the question of anxiety and locate it in the
gendered subjectivity of the male literatus author-collector of strange tales. Their respective
arguments, to a certain extent, resemble Karl S. Y. Kao’s thesis that the “Liaozhai may be
understood in one sense as a kind of fantasy [...] that betrays particularly the desires of Chinese
males,” except that for Chiang and Dodd, the male fantasy also betrays a suppressed patriarchal
fear.>* Drawing on Western ideas of the uncanny, Chiang investigates the male literatus writer’s
attempt to reconstruct cosmic order and gain control over anomalous others through compiling
strange tale collections. Similarly, Sarah Louise Dodd draws on Jeffrey Jerome Cohen’s notion

of the monster as a “cultural body” to examine the Liaozhai as a repository of the fears, anxieties

31 Li, Enchantment and Disenchantment: Love and Illusion in Chinese Literature.
2 Huntington, 4.

B Karl S. Y. Kao, "Projection, Displacement, Introjection: the Strangeness of Liaozhai zhiyi," in Paradoxes
of Traditional Chinese literature, ed. Eva Huang and Joseph S. M. Lau (Hong Kong: Chinese University Press,
1994), 210.
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and desires of Qing culture.>* While earlier studies explore particular motifs within the strange
tale collections, both Chiang and Dodd treat the collections as a whole that is analogous to the
male body where the normative self is located.

I cite the above-mentioned scholarly works not to provide a comprehensive survey of
secondary literature on the Chinese discourse on the strange, but to highlight the frequent
employment of the comparative approach in existing studies on the Chinese classical tale, whose
object of focus developed, however, in complete isolation from its reference for comparison.
Envisioning the Chinese discourse on the strange as essentially an autochthonous discourse,
scholars rarely extend the scope of their research beyond the late nineteenth century, as this is the
latest point at which the educated elite in China, who are the main collectors and authors of these
tales, remained free of the influence of Western discourses on the supernatural and fantastic.

However, it is my belief that that the above-mentioned comparison could be enriched by
studies in which the Chinese discourse on the strange is a product of cross-cultural contacts and
exchanges. “Chinese enchantment” thus complements the existing studies on the Chinese
classical tale by historicizing the comparative approach and examining instances in which the
Chinese discourse is a heteroglossia of both Chinese and non-Chinese utterances. As [ will show,
tales of enchantment predate the efforts of the above-mentioned scholars who canonize the
classical tale as the embodiment of an authentic Chinese experience affording distinct contrasts
to Western ideas of the supernatural and fantastic. In addition, tales of enchantment articulate a
new discourse of the strange, which is constructed in response to the Post-Enlightenment view of

reality. Whereas the Liaozhai capitalizes on the blurry distinction between fiction and history,

34 Sarah Louise Dodd, "Monsters and Monstrosity in the Liaozhai zhiyi." (Ph.D. Thesis, University of
Leeds, 2013).
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dream and reality to explore the “complementary bipolarity” between the strange and the natural
order,™ its reinventions in tales of enchantment not only posit a schism between reality and
fiction but also acknowledge an empirical model of reality as the dominant epistemological
paradigm. An exploration of these tales of enchantment can thus shed light on the impact that
comparisons between notions of the strange in China and the West has had on the interpretation

of both the Liaozhai and of the literary output inspired by it.

Scope of Research
This dissertation examines the following tales of enchantment: 1) Herbert A. Giles’
influential 1880 English translation of the Liaozhai, entitled Strange Tales from a Chinese

Studio; 2) Wang Tao T-#%s Songyin tushuo WAFEIEFR (4 Pictorial Discussion by the Recluse of
Wusong), originally serialized in Dianshizhai Huabao %51 7% E ¥R (Pictorial of the Touching
Stone Studio) between 1884 and 1888 and later re-printed as Hou Liaozhai 12 I%% in both
bootlegged and authorized versions; 3) Po Mi fi{i%’s 1905 zhiguai-style classical tale collection
entitled Counter-Liaozhai or the Demon-revealing Mirror RHIVES, N A4WRUKEE (hereinafter
Mirror), serialized in the Xin xiaoshuo #i/INit (New Fiction) magazine edited by Liang Qichao;
4) Wu Qiyuan’s chuangi-style classical tales also entitled Fan Liaozhai x5, serialized in the

Xiaoshuo congbao /Nt % Tl| literary magazine between 1915 and 1916 and reprinted in book

form in 1918.

33 T borrow the term “complementary bipolarity” from Andre Plaks, who sees the confrontations of similar
yet separate conceptual pairs, like yin and yang, as a recurring pattern in Chinese thought. The pairs of these
opposites, according to Plaks, do not exist as absolute states of binary opposition, but reflect the “apprehension of
experience [...] realized in terms of the relative presence or absence of opposites.” Andrew H. Plaks, Archetype and
Allegory in the Dream of the Red Chamber (Princeton, NJ: Princeton University Press, 1976), 45.
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All the primary texts I examine were produced during the period between 1880 and 1920.
My choice to focus on this particular period is based on three considerations. First, this is the
period when the Liaozhai entered a global network of economic and symbolic exchange; prior to
this time, its circulation was confined to educated readers in East Asia. In his influential book,
What is World Literature?, David Damrosch calls this network the “world of world literature”
and cites Fritz Strich to highlight its parallel to the global expansion of capitalism: it is “an
intellectual barter, a traffic in ideas between peoples, a literary world market to which nations
bring their spiritual treasures for exchanges.”*® Although Chinese texts had entered this network
of exchange as early as 1592, it was not until 1880 that Western readers saw the first substantial
translation of the Liaozhai in Herbert A. Giles’ Strange Stories from a Chinese Studio. A boom
of avid translation ensued, and by the beginning of the twentieth century, Pu Songling’s
collection had been rendered into all the major European languages.>’

For the Liaozhai, the entrance into the sphere of world literature meant more than just
circulation in “a broader world beyond its linguistic and cultural point of origin.” In this
particular sphere of exchange, the Liaozhai underwent important transformation from a literatus’

personal collection of mostly Shandong local strange tales into an exemplar of so-called

36 David Damrosch, What is World Literature? (Princeton: Princeton University Press, 2003), 6.

37 Besides Herbert Giles’s 1880 Strange Stories from a Chinese Studio, other major translations of the
Liaozhai at the turn of the twentieth century include Chen Jitong (Tscheng Ki-tong)’s Les Chinois peints par eux-
mémes, 3rd ed. (Paris: Calmann-Lévy, 1889), Martin Buber’s Chinesische Geister- Und Liebesgeschichten
(Frankfurt a. M: Riitten & Loening, 1911), Georges Souli¢ de Morant’s Strange Stories from the Lodge of Leisures
(London: Constable & Co., 1913). For a fuller account of major renditions of the Liaozhai into European languages,
see Wang Lina, "Luetan Liaozhai zhiyi de waiwen yiben ji minzu yuwen banben &% il & 52 (1) 4h SCREA K Bk
FESCHRA," Pu Songling yanjiu jikan 2 (1981). André Levy lists all the major French translations of the Liaozhai in
the following article: André Levy, "The Liaozhai Zhiyi and Honglou Meng in French Translation," in One into
Many: Translation and the Dissemination of Classical Chinese Literature, ed. Tak-hung Leo Chan (Amsterdam &
New York: Rodopi, 2003). Cheung Yu-kit examines important English translations of the Liazohai in, "When
Classical Chinese Works Matter: A Critical Study of Pu Songling's Liaozhai zhiyi and its English Translations" (The
University of Hong Kong, 2014).
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“Chinese literature,” itself a byproduct of the same transnational circulation of texts and ideas
that led to the emergence of world literature. This transformation is a dual process that involves
reading the Liaozhai, first, as a literary text, and second, as a manifestation of certain attributes
of Chinese culture. Though the eighteenth century had already seen interpretations of the
Liaozhai as fiction rather than history, such readings did not presume a fundamental difference
between fiction and history in a way that would define literature as the mimesis of the plausible.
A conscious, fully articulated interpretation of the Liaozhai as a literary collection is therefore
first found in European translations on the world literary market. In addition, it is in the sphere of
world literature that the Liaozhai was read for the first time as the embodiment of a cultural
discourse of enchantment. For example, Jan Jakob Maria de Groot drew heavily on Pu
Songling’s tales to illustrate Chinese beliefs about the dead in his monumental six-volume study
of Chinese religion, The Religious System of China (1892-1910), which represents the first
scholarly attempt to study Chinese religion “as a whole and as it was lived.”*® His approach,
which was novel in his time, bears many similarities to, say, Huntington’s studies of fox spirits
in the Chinese imagination, except de Groot’s interest is mainly anthropological, whereas
Huntington’s is mainly literary.

The second consideration behind my choice of historical focus is that the decades
spanning from 1880 to 1920 represent a crucial period when new discourses about magic and the

supernatural emerged alongside the dissemination of scientific discourse.?* Several scholars have

371 M. de Groot, The Religious System of China: its Ancient forms, Evolution, History and Present
Aspect, Manners, Customs and Social Institutions Connected Therewith 6vols. (Leyden: E.J. Brill, 1892-1910), vii.

39 As Alex Owen argues, in the crucial hinge years from 1880 up to the First World War, the reference to
“the modern” and “we moderns” took on a new and urgent meaning in Western European societies, where “a revised
mode of an earlier European magical tradition and ‘Eastern’ spirituality operat[ed] [...] in the grip of change, and in
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discussed the magical dimension of this period vis-a-vis the dominant rational order and pointed
out that enchantment is an integral part of the modern experience in both the West and the East.
As one scholar puts it, “technology is magical, yet technology is also anti-magic. This dual
relation between technology and magic is even more entangled in modern times, in which nature
is constantly violated by technology, and magic becomes quasi-scientific.”*’ The texts I examine
reflect the magical dimension of modern culture, which paradoxically exhibits a rationality
similar to scientific texts. As I will show, all these texts display an inquisitive outlook that
demonstrates familiarity with scientific knowledge while neither affirming nor dismissing the
possibility of the supernatural. As a result, the enchantment tales are often ambiguous concerning
disenchanted views of the world.

Finally, the third consideration is that modern commercial printing, which used new
technology to mass-produce texts, expanded at a rapid pace across the globe during the period in
question, resulting in an unprecedented expansion of the network of world literature and in
fundamental changes to reading cultures worldwide. Closer to the concerns of this dissertation,
the modern press not only significantly changed the material form of the Liaozhai but also
created new publishing venues for its literary afterlife. The main texts I examine were all
products of the modern press; typical readers would read them alongside detective stories,
science fictions/fantasies, travelogues, translated foreign novels, news reports about events in
other countries, and so on, all mass-produced using the latest technology. Such a reader, unlike

the late-imperial literatus, displayed a heightened global consciousness and engaged in frequent

dialogue with an interrogative mind-set that not only distinguished between magic and religion but increasingly
consigned both to the realm of the irrational.” Owen, 7.

40 Laikwan Pang, The Distorting Mirror: Visual Modernity in China (Honolulu: University of Hawai'i
Press, 2007), 184.
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comparison of Eastern and Western mentalities. Readers of this sort were the first to compare the
Liaozhai with Western examples of the strange and the fantastic, and their interpretations and

misinterpretations continue to influence our readings of the Liaozhai today.

Structure of the Dissertation

This dissertation consists of three interrelated chapters and follows a chronological
organization. In Chapter One, | examine Gile’s 1880 Strange Stories from a Chinese Studio as a
polemical translation and a critical study of Chinese culture, exemplifying what Carlo Ginzburg
calls the “conjectural paradigm.” Contextualizing Giles’ translation among treaty-port
translations of the Liaozhai, the Victorian translation of Oriental texts, and the emergence of the
human sciences in nineteenth-century Britain, this chapter discusses how the renowned British
sinologist scrutinized the Liaozhai tales for clues about Chinese religious beliefs, and made
supposedly “scientific” inferences about Chinese culture using techniques he learned from
contributors to the Victorian science of religion. Giles’ contention with the contemporary
discourse about a superstitious China in the Strange Stories, I argue, reflects his conviction that
the Liaozhai is not only an ethnographic record reflecting mainly Confucian ethics but also a
multi-layered palimpsest, in which a stratum of primitive animism survives and recurs in the
more sophisticated cultural imaginations that have overlaid the original material.

Chapter Two examines Wang Tao’s experiment with the serialization of classical tales
during the golden age of Chinese lithography. Restoring his Songyin tushuo series (also known
as Hou Liaozhai, first published in installments between 1884 and 1887) from “text” to “work,”
this chapter challenges some of the widespread views regarding its classification and examines

important interactions between his installments and contemporary lithographically-printed
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collections of classical tales, including illustrated editions of the Liaozhai.*' Examining Wang
Tao’s tales as part of the literary supplement section of the Dianshizhai Pictorial, this chapter
further discusses the lithographic medium’s impact on Wang Tao’s construction of a particular
recurring motif that conveys mediated visions of enchantment.

Chapter Three discusses the imitation and transformation of the Liaozhai tales in two Fan
Liaozhai series written after 1900, in the form of counter-narratives. Contextualizing the two
series within the “new fiction” (xin xiaoshuo) movement and the anti-superstition campaign at
the turn of the twentieth century, this chapter examines the resurfacing of the strange elements
from the Liaozhai within the confines of the series’ transitory supernatural plots, while
characterizing their rational re-interpretation at the end of each tale as an obligatory but
perfunctory attempt to obliterate enchantment. I argue that although the two series use modern
literary devices such as individualized perception and figural consciousness to reconcile strange
elements from the Liaozhai collection with Post-Enlightenment rationality, they deviate
significantly from the anti-supernatural rhetoric they ostensibly adopt and do not ultimately

fulfill a disenchantment agenda.

*!'In his essay “From Work to Text,” Roland Barthes distinguishes between “text” and “work,” arguing
that the former is a “methodological field” that is “held in language” whereas the latter is “a fragment of substance”
that is “held in hand.” See Roland Barthes, "From Work to Text," in The Rustle of Language (New York: Hill and
Wang, 1986). Barthes privileges text over work, as he believes that works are designed to be read whereas texts are
to be written. I would argue, however, that reapproaching literary texts as material objects rather than a network of
signifiers is central to the task of interpretation.
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CHAPTER ONE

In Search of Clues: Herbert Allen Giles’ Strange Stories from a Chinese Studio and the
Victorian Science of Religion
The interest in China and in her certainly four thousand
years of civilization [...] will no doubt quicken some day in
the future; but I, who would have loved above all things to
witness its growth and expansion, shall by that time be a

dweller with P'u Sung-ling "in the bosky grove, wrapped in
an impenetrable gloom" H7E 5 Mk 22 ZE [A] P

Herbert Allen Giles, Memoirs, 86.%>
Introduction: The Indian (Chinese) Rope Trick

In a combative pamphlet entitled The Fraud of Modern "Theosophy" Exposed and the
Miraculous Rope-trick of Indian Jugglers Explained (1912), John Navil Maskelyne (1839-1917),
a prominent British stage illusionist and high-profile exposer of frauds, denounces the leading
Victorian occultist Madame Blavatsky (Helena P. Blavatsky) as “the greatest impostor in
history” and sets out to debunk her false Theosophical doctrines.** The cover of Maskelyne’s
pamphlet contains the sketch of an Indian boy climbing up a magically self-suspended rope,
corresponding to a spectacle Madame Blavatsky claimed to have witnessed in Upper Egypt
(figure 1.1).** Maskelyne takes Madame Blavatsky’s account of this so-called “Indian Rope

Trick” with suspicion, indicating by his pamphlet’s title that the supposed wonders of Theosophy

can be pin-pricked simply through rational explanation of Indian Jugglers’ tricks (figure 1.2).

42 Quoted in Charles Aylmer, "The Memoirs of H. A. Giles," East Asian History, no. 13/14 (1997): 86.

43 John Nevil Maskelyne, The Fraud of Modern "Theosophy" Exposed and the Miraculous Rope-Trick of
Jugglers Explained (London: G. Routledge & Sons, 1912).

a4 Maskelyne’s book contains a full account of Madame Blavatsky’s description of the Indian Rope Trick.
See ibid., 19-21.
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The “Indian Rope Trick” was a popular phenomenon in the West at the turn of the
twentieth century, even gaining notoriety as the “world’s most famous illusion” in the 1930s.4°
Yet as historian Peter Lamont explains in his book The Rise of the Indian Rope Trick, this long-
lived myth had originally derived from a newspaper hoax that American journalist named John
Elbert Wilkie (1860-1934) had published in the Chicago Tribune on August 8, 1890.4¢ In this
article, Wilkie writes in the voice of a fictitious 86 Yale graduate named Fred S. Ellmore (i.e.
“sell more”’), who claims to have witnessed, together with a New Yorker named George Lessing,
two miracles performed by a “queer-looking” Indian juggler in Goya, India. During the
purportedly stunning performance, the juggler first grew a two-feet tall mango tree from a seed
within a few minutes, and then instructed a coil of rope to ascend skyward by itself. Later a boy
climbed up the rope and disappeared about thirty or forty feet above the ground. Though Wilkie
quickly issued a retraction to apologize for deluding the public with a little story “written for the
purpose of presenting a theory in an entertaining form,” the story about the Indian Rope Trick
had already gone viral, so to speak.*” As historians have noted, the legend was quickly picked up
by newspapers across the Atlantic, translated into nearly every European language, and
eventually brought back to India. In the following decades, hundreds of people claimed to have

witnessed the Indian Rope Trick.

By effery N. Dupee, Travelling India, 70

46 peter Lamont, The Rise of the Indian Rope Trick: How a Spectacular Hoax Became History (New York:
Thunder's Mouth Press, 2005). For John E. Wilkie (Fred S. Ellmore)’s original article, see Fred S. Ellmore, "It Is
Only Hyptonism," Chicago Tribune 1890.

47 For Wilkie’s retraction, see Elaine Hatfield and Richard L. Rapson, Flimflam Artists: True Tales of
Cults, Crackpots, Cranks, Creeps, Con Artists, and Charlatans (Bloomington, IN: Xlibris 2011), 78.
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Several scholars have commented on how Wilkie’s hoax directly responds to the
orientalist image of India as a far-off place of enchantment that fills a void in the rationalized
Western imagination.*® But no one, to my knowledge, has discussed the elements of
disenchantment prevalent in the Chicago Tribune article. The fictional Fred S. Ellmore actually
confesses to the reader that he “had been impressed by a theory that the explanation of all [Indian
jugglers’] alleged supernatural performances would be found in hypnotism”, and their attendance
at the performance is intended to “put [this] theory to test.”*’ The verification of the hypnosis
theory, as it turns out, is solely contingent on the fact that both the mango tree and the boy
climbing skyward rope are absent in the pictures Ellmore took with his Kodak camera, which
contradict Lessing’s sketches of the spectacle. As Ellmore bases his conclusion on the
objectiveness of his Kodak—which he claims to be impervious to the juggler’s irresistible
hypnosis, he appears to anticipate Max Weber’s claim that science and technology are
instruments of disenchantment that denude the world of its remaining mysteries and magic and
leave no place for the supernatural.

As a hoax that fanned a widespread fantasy about the magic powers of Indian jugglers
despite being written in the form of a scientific inquiry, Wilkie’s article demonstrates the
complex intertwinement and interdependence of enchantment and disenchantment in modern

culture. This is what historian Michael Saler has described as an “antinomial” dynamic that

48 Lamont also observes that the “seemingly inexplicable feats” of levitation in the Indian Rope Trick “fed
the Victorian imagination and helped create the image of the mystic East.” See Lamont, The Rise of the Indian Rope
Trick: How a Spectacular Hoax Became History, 26.

49 Ellmore, "It Is Only Hyptonism," 9.
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simultaneously embraces “seeming contraries” that do not cancel each other out.>® Moreover, the
many locations associated with the story itself or its reproduction—India, United States, Britain,
Egypt—remind us that this fantasy about Indian magic is set against the backdrop of global
travel and encounters between vastly different cultures in the aftermath of colonialism.
Unexpectedly, the Indian Rope Trick is connected to Pu Songling’s Liaozhai in various
ways. As several historians have noted, before the nineteenth century, there are three records of a
miraculous spectacle that strongly resembles Wilkie’s classic account of the Indian Rope Trick.!

One of these three is a Liaozhai tale entitled “Stealing a Peach” (Toutao fii#k), in which Pu

Songling recalls a street entertainment he saw as a boy in Jinan during the spring festival. Lamont
has discussed the parallels between the earlier records and Wilkie’s account, but I would go so far
as to suggest that Pu Songling’s collection might well be an indirect source for the Chicago Tribune
article.> This is not only because there is the least variation between Pu’s “Stealing a Peach” and
Wilkie’s account, but also because another tale in the Liaozhai, entitled “Planting a Pear Tree”,

shows too many parallels with the mango tree trick described in the 1890 article to be dismissed

30 Michael Saler, "Modernity and Enchantment: A Historiographic Review," The American Historical
Review 111, no. 3 (2006): 709.

3! The three pre-nineteenth-century accounts are from Ibn Battuta in the fourteenth century, the Mogul
Emperor Jahangir in the seventeenthcentury, and Pu Songling, also in the seventeenth century. All three claim to
have witnessed a performance that resembles the Indian Rope Trick, and, in the first and the third accounts, the
performance took place in China. For discussions of the historical precedents for the classic Indian Rope Trick, see
Lamont, The Rise of the Indian Rope Trick: How a Spectacular Hoax Became History. Also see Lee Siegel, Net of
Magic: Wonders and Deceptions in India (Chicago: University of Chicago Press, 1991), 193-222.

32 Lamont speculates that the direct source of Wilkie’s article is American magician Harry Kellar’s
travelogue entitled A Magician's Tour up and Down and Round About the Earth: Being the Life and Adventures of
the American Nostradamus, Harry Kellar (Chicago: R. R. Donnelley & Sons, 1886). Kellar’s account contains both
the rope trick and the mango tree trick. But Kellar believes that the spectactors of the rope trick “must have had their
brains steeped in harsheesh”(ibid., 116). This explanation differs significantly from Wilkie’s idea of collective
hypnosis.
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as coincidence.’® The mango trick, however, is no to be found in the other two pre-nineteenth
century accounts, namely, Ibn Battuta’s travelogue and Emperor Jahangueir’s memoir.

If the Liaozhai is indeed the indirect source of the tricks mentioned in Wilkie’s article,
then it is quite plausible that the two tales by Pu Songling found their way into the Chicago
Tribune article by way of Herbert Allen Giles’ (1845-1935) English translation of the Liaozhai,
entitled Strange Stories from a Chinese Studio (1880, hereafter Strange Stories), the main text I
examine in this chapter. As it is, “Stealing a Peach” and “Planting a Pear Tree” had already been
translated before Giles’ Strange Stories; but these earlier translations were done by different
writers and published separately in venues not targeted at the general public in the United States.
It is unlikely that Wilkie (or his source-reader, possibly Harry Kellar) would cull the two
Liaozhai tales from a wide range of sources published decades apart in different places.>*

Giles was the only Westerner to have rendered both tales into English before 1890. His
Strange Stories, containing tales that mirror both tricks Wilkie mentioned, had a wider
circulation than any other Liaozhai translation and is the likely one to have been read by Wilkie
or Kellar. Moreover, Giles was the only translator to make historical and scientific inquiries into

the Liaozhai tale, contemplating, like the character Ellmore does in the Tribune article,

33 In Battuta’s version, the juggler follows a boy in ascending a long strip with one end tied to a wooden
sphere. In Jahangir’s version, the juggler uses a “chain of fifty cubits” to send a dog, a hog, a panther, a lion, and a
tiger up to the sky, with all vanishing in midair. See Memoirs of the Emperor Jahangueir (London: J. Murray,
1829), 102. In Pu Songling’s “Stealing a Peach,” the performer makes a coil of rope rise and orders a boy to climb
up the rope; this plot is identical to that of Wilkie’s story.

34 The earliest English translation of “Planting the Pear Tree” appears in the American missionary Samuel
Well Williams (1812-1884)’s 1842 language primer Easy Lessons in Chinese: Or Progressive Exercises to
Facilitate the Study of That Language, Especially Adapted to the Canton Dialect (Macao: Chinese Repository). It is
again included in the same author’s 1848 ethnographic work The Middle Kingdom: A Survey of the Geography,
Government, Education, Social Life, Arts Religions etc., of the Chinese Empire and its Inhabitants (Chapter XII,
Volume 1, 1848, 561-562). British diplomat Clement Francis Romilly Allen (1844-1920) first rendered the tale “The
Peach Theft” into English and published it in the China Review, or Notes and Queries on the Far East in (1874-
1875,205-219).
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alternative explanations that would reduce an otherwise miraculous spectacle into a deceptive
trick. In the following footnote to “Stealing a Peach,” Giles quotes a passage from an 1878
article entitled “Oriental Juggery,” written by none other than the very Maskelyne who had cited

Wilkie’s hoax to expose the fraud of Madame Blavatsky in The Fraud of Modern Thesophy:

Apropos of which passage, Mr. Maskelyne, the prince of all black-artists, ancient or modern, says:
“These apparent effects were, doubtless, due to the aid of concave mirrors, the use of which was
known to the ancients, especially in the East, but they could not have been produced in the open

air.>>

Thus, it appears that in 1912 Maskelyne was merely debunking a widespread fin-de-siécle fraud,
which might not have come into existence had he not drawn public attention to the rope trick
through his demystifying 1878 explanation in the first place.

Maskelyne—Giles—Wilkie—Madame Blavatsky—Maskelyne. The uncanny
connections of these seemingly unrelated historical figures allow us to catch a glimpse of the
emergence of an expanding network of world literature that enabled a literary work to depart
from its point of origination, travel across linguistic and national borders, and interact with local
texts. Giles’ Strange Stories loom large in the transnational flow of texts, in an instance of self-
enclosed circulation that reverts to where it began: a rewriting of the Liaozhai itself, it was
further overwritten by Wilkie, Madame Blavatsky, and the hundreds of “eyewitnesses” who
perpetuated the myth of oriental magic. In this proliferation of new stories, the trick’s original
locality was erased and replaced with India, Egypt, and many other places in the world.

The critical link formed by Giles’ Strange Stories in this chain cannot be underestimated.

Looking at Giles’ citation of Maskelyne in “Stealing a Peach” and the tale’s transformation in

33 John Nevil Maskelyne, "Oriental Jugglery," Leisure Hour 7 (1878): 250-3; 98-301. The quoted passage
is Maskelyne’s interpretation of Ibn Battuta’s account of the rope trick, but the description of the trick Maskelyne
quotes in “Oriental Jugglery” comes from the memoir of Emperor Jahangir.

30



the Chicago Tribune article, we see that Giles’ translation ultimately connected Pu Songling’s
Liaozhai with the ongoing debates about oriental enchantment in the networks of world
literature. Regrettably, however, these connections have so far received little critical attention; in
existing scholarship, Giles’ Strange Stories is mostly studied as part of the Liaozhai’s translation
history, with a diachronic approach and a focus on the issue of “fidelity” that have led to
continual neglect of the interaction between Giles’ rendering and its historical context.

This chapter seeks to fill in this critical lacuna through an exploration of the close
connections that Giles’ Strange Stories had with a distinct field of discourse that arose against
the backdrop of the waning authority of traditional Anglicanism, the proliferation of modern
spiritualisms, and the emergence of human sciences in late-Victorian Britain. While this field is
often defined as the “science of religion” or the “science of comparative religion,” it should be
noted that “religion” here is synonymous with any system of values or beliefs. As Marjorie
Wheeler-Barclay argues, the science of religion was ultimately an attempt to “create a coherent
field of study that would treat religion purely as an element in human cultures”; as a scholarly
enterprise, it not only “drew on a common matrix of social thought” but also “shared a common
intellectual history” with anthropology.>” Situating Giles’ translation within the wide array of
discourses that constitute the Victorian science of religion, I show that in Strange Stories, Giles

was dedicated to the goal of applying scientific methods to the interpretation of Pu Songling’s

36 For studies on Giles’Strange Stories, see John Minford and Tong Man, "Whose Strange Stories? P'u
Sun-Ling (1640-1715), Herbert Giles (1845-1935), and the Liao-Chai Chih-1," East Asian History 17/18 (1999);
Man Tong, "Whose Strange Stories? A Study of Herbert Giles' (1845-1935) Translation of P'u Sung-Ling's (1640-
1715) Liao-Chai Chih-I" (The Hong Kong Polytechnic University 2001). For examples of diachronic studies of the
history of Liaozhai translations, see Tak-hung Leo Chan, One into Many: Translation and the Dissemination of
Classical Chinese Literature (Amsterdam & New York: Rodopi, 2003). and Sing-chen Lydia Chiang, Collecting the
Self: Body and Identity in Strange Tale Collections of Late Imperial China (Leiden: Brill, 2005).

37 Marjorie Wheeler-Barclay, The Science of Religion in Britain, 1860-1915 (Charlottesville: University of
Virginia Press, 2010), 2,18.
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tales, and this approach resulted in his characterization of the Liaozhai as a repository of valuable
insights into both Chinese culture and primitive beliefs shared by all human beings. However, as
much as Strange Stories appears overtly to promote disenchantment, it is not without its own
undercurrent of enchantment.

This chapter is divided into four parts. In the first, I examine Giles’ disputes with
translators of the Liaozhai before him and discuss his reading of the Liaozhai as a source of
information on Chinese culture, with Confucianism as its dominant ideology. I explore the
ethnographical dimension of Strange Stories further in the next section, and show that Giles
constructs the strange as a relative concept in his translation, so that the relative strangeness
problematizes any conception of the differences between “us” and “them” in cultural terms. I
then examine the annotations and appendices accompanying Giles’ translation and show that
Giles envisions Strange Stories as essentially a scientific study of primitive religious thoughts
surviving in the Liaozhai. In the final section, I point out that Giles’ project of disenchantment in
Strange Stories nonetheless avails itself of the same methodological approach he uses to reveal

its near-opposite, namely the manifestation of transcendence in the human world.

I.  Strange Stories from a Chinese Studio as a Polemical Translation

Giles’s Strange Stories is a two-volume book-length English translation containing 164
tales selected from among the approximately 500 tales in the 1842 Dan Minglun edition (collated
with the 1766 Qingke pavilion edition). It is the first substantial translation of the Liaozhai into

any European language.®® The abiding influence of Strange Stories can be seen from the fact that

58 In her book Collecting the Self, Sing-chen Lydia Chiang asserts that “Giles selected 164 stories from
among the 455 entries contained in the 1766 edition,” Chiang, Collecting the Self: Body and Identity in Strange Tale
Collections of Late Imperial China, 71-72. This is obviously incorrect, since Giles himself states that the base text
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it was drawn upon by many important later editions; for instance, both Franz Kafka’s and
Hermann Hesse’s first encounter with Pu Songling, was through Martin Buber’s Chinesische
Geister-und Liebegeschichten (1911), itself mainly a translation of Giles’ Strange Stories into
German.>® But besides its important role in launching the Liaozhai into the realm of world
literature, Giles’s translation had the added effect of generating interest among scholars of the
time in Chinese religion and folklore, as evinced by Jan Jacob Maria de Groot’s monumental
anthropological work The Religious Systems of China, published between 1892-1910, which uses
Giles’s translation extensively to discuss Chinese beliefs associated with the disposal of the

dead.®

1.1 Tales from the Peripheries: Treaty Port Translations of the Liaozhai from and the Victorian

Translation of Oriental “Folklore”

In an 1846 letter to the Athenaeum magazine, the English antiquarian William John
Thoms (1803-1885) coined the neologism “folklore” to describe “the manners, customs,

observances, superstitions, ballads, proverbs, etc., of the olden time”, which in his day were

for his translation was Dan Minglun’s deluxe edition, collated with the 1766 edition. Herbert A. Giles, Strange
Stories from a Chinese Studio, 2 vols., vol. 1 (London: T. De la Rue & co., 1880), xxiv-xxv.

%9 On January 16, 1913 Kafka wrote, Buber “published Chinese Ghost and Love Stories, which, as much as
I know about them, are marvelous.” Four days later, he noted, ‘It is really strange that you have bought the book by
Buber! [...] I only know of it from a detailed review with various quotations,” Adrian Hsia, Kafka and China, Euro-
Sinica. Bd. 7 (Bern ; New York: P. Lang, 1996), 121. Hermann Hesse praised the Ghost and Love Stories as
poetically valuable, adding that, thanks to Buber, one of the most beautiful literary works had become available,
“Chinesische Geistergeschichten,” Neue Ziiricher Zeitung, 25 March 1912, INUL, Arc. Ms. Var. 350/46, 13.

60 J. I. M. de Groot, The Religious System of China: Its Ancient Forms, Evolution, History and Present
Aspect, Manners, Customs and Social Institutions Connected Therewith 6vols. (Leyden: E.J. Brill, 1892-1910).
Other examples include G. Willoughby-Meade, Chinese Ghouls and Goblins (London: Constable & co. 1td., 1928);
James Livingstone Stewart, Chinese Culture and Christianity. A Review of China's Religions and Related Systems
from the Christian Standpoint (Chicago,: F.H. Revell Co., 1926).

33



usually designated as “popular antiquities” or “popular literature.”®! He urges the readers of the
magazine to go out and collect folklore for the magazine until some British Grimm “shall arise
who do for the Mythology of the British Isles the good service which that profound antiquary
and philologist has accomplished for the Mythology of Germany.” > The inception of the
concept of folklore is deeply intertwined with the emergence of the Victorian science of religion,
which is not so much an autonomous academic discipline as an interdisciplinary enterprise
spilling over into other human sciences in the nineteenth century. As Wheeler-Barclay observes,
contributors to this distinctive field of discourse drew “materials and insights from folklore,
ethnology, history, archaeology, sociology, Oriental studies, and classics.”®* Through their study
of folklore, anthropologists, antiquarians, psychologists, and other Victorian elites transformed
folk beliefs for scientific ends, demonstrating that paganism and Christian beliefs nestled
together in the countryside, and that the purported barbarism of exotic lands was not entirely
different from their own traditions.

In the nineteenth century, many of the published folk tales were imported from outside

Britain because it was “conventional wisdom that England had lost its folk literature as a result

1 In a letter to Athenaeum, the British journal for arts and sciences, Thoms writes under the pseudonym
Ambrose Merton: “[Y]our pages have so often given evidence of the interest which you take in what we in England
designate as ‘Popular Antiquities’ or ‘Popular Literature’ (though by-the-bye it is more a Lore than a Literature, and
would most aptly be described in a good Saxon compound, Folklore—the lore of the people [...] No one who has
made the manners, customs, observances, superstitions, ballads, proverbs, etc., of the olden time his study, but must
have arrived at two conclusions: the first, how much that is curious and interesting in these matters is now entirely
lost, and second, how much may yet be rescued by timely exertion,” William John Thoms, "Folk-Lore,"
Anthenaeum 982 (1846): 862-63. Thoms’ letter makes it clear that he is inspired by Deutsche Mythologie.

2 Ibid., 863.

63 Wheeler-Barclay, The Science of Religion in Britain, 1860-1915, 7.

34



of the Puritan dislike of fantasy and of industrialization before the advent of folklorists.”%* These
“transnationalized” reading materials emerged as important literary “contact nebula” between the
domestic and foreign, and they enabled Victorian readers to escape from the period’s profusion
of literary realism and venture into a new world of fantasy.®’

The rise of interest in folklore and the boom of imported folk literature had a direct
bearing on the translation history of the Liaozhai from 1842 to 1880. During this period,
piecemeal translations of individual Liaozhai tales appeared in journals, language textbooks, and
monographs on Chinese studies, and these translations, albeit mainly read by Westerners living
in the treaty ports, were not completely divorced from the English boom in folklore publishing.

The earliest extant Liaozhai translations had been done independently by two
missionaries in 1842; this was approximately 250 years after the first recorded instance of a
Chinese text translated into a Western language.®® In this year, Karl F. A. Giitzlaff, a German
Protestant, published his translation of nine Liaozhai tales in an article about Chinese literature,
in which he derided the Liaozhai as “superstitious fables” with a Daoist bent. Giitzlaff’s article
appeared in the journal Chinese Repository, edited by Samuel Williams, who was himself

familiar with the Liaozhai. Williams translated seven Liaozhai tales and included them in

%4 For an excellent study of the importation of fantastical tales into Victorian England, see Jennifer
Schacker, National Dreams: The Remaking of Fairy Tales in Nineteenth-Century England (Philadelphia: University
of Pennsylvania Press, 2003).

85 As Jason Marc Harris asserts, the proliferation of literature referred to as “folklore” and “fantasy”
“stoked the British attention not merely to the motifs that fantasy writers used and the structural aspects of their
narratives but also influenced the metaphysical and moral discourses of both realism and the gothic,” Jason Marc
Harris, Folklore and the Fantastic in Nineteenth-Century British Fiction (Burlington, VT: Ashgate, 2008), 1.

66 The first Chinese text translated into a Western language is the Mingxin baojian (Precious Mirror for
Enlightening the Mind) rendered into Spanish by Juan Cobo. See Hing-ho Chan, "The First Translation of a Chinese
Text into a Western Language: The 1592 Spanish Translation of Precious Mirror for Enlightenming the Mind," in
One into Many: Translation and the Dissemination of Classical Chinese Literature, ed. Tak-hung Leo Chan (New
York: Rodopi, 2003), 67.

35



language textbook entitled Easy lessons in Chinese or Progressive Exercises to Facilitate the
Study of that Language, which was published in the same year as Giitzlaff’s article.®’

In the footsteps of Giitzlaff and Williams followed three British diplomat-scholars, all of
whom published in treaty-port journals: in 1867, William Meyers translated the “Boon
Companion”, which he accompanied with a discussion about the Liaozhai; from 1873 through
1876, Clement F. R. Allen published his translation of a total of 18 Liaozhai tales in the China
Review; finally, Herbert Giles joined in the piecemeal translation process of the Liaozhai, when,
in 1877—the year he set out to translate Pu’s collection in its entirety—two tales translated by
him appeared in Celestial Empire.®®

Falling across a broad spectrum in terms of accuracy and literary quality, a common
feature of all the renditions predating Giles’ contribution is a tendency towards simplification,
reduction, and distortion—partly due to the early translators’ limited knowledge of classical
Chinese, but more importantly due to the obvious influence exerted on them by preconceived

notions of folklore. Indeed, the early translators often demonstrated, in their introductory

7 Karl F. A. Giitzlaff, "Liau Chai I Chi, or Extraordinary Legends from Liau Chai," The Chinese
Repository 11, no. 4 (1842): 202-10; Williams, Easy Lessons in Chinese: Or Progressive Exercises to Facilitate the
Study of That Language, Especially Adapted to the Canton Dialect. Williams also included two tales in his The
Middle Kingdom. The other literary works in Williams’ primer include Lukchau’s Female Instructor, Miscellany of
the Eastern Garden, Romance of the Three Kingdoms.

8 w.F. Meyers, "The Record of Marvels or Tales of the Genii," Notes and Queries on China and Japan
(1867). Clement Allen published “The Apotheosis of Sung Chow” (#}F%) and “The Fox’s Marriage” (JNI% %) in
1874 (See “Tales from the Liao Chai Chih Yi,” China Review, or Notes and Queries on the Far East, n0.2, 364-69);
“The Fortunes of Kung Hsueh Li (%&4F), “Hsi Liu” (40#0), “The Pious Tiger of Chaocheng”( #A31 %), “The
metempsychosis of the Priest” (i), “The Frog God” (#£##), “The Taoist Priest of Lao Shan” (6} 1117& 1-), “The
An Family” (= ZEA &), “The Theft of the Peaches” (ffi#k), “The Fairy Kung” (Z4lll), “The Lord of the West
Lake” (#48 32), “The Country of the Sea Demons” (1 X [&), “The Sturdy Begger” ("5 1), “Kung Ming Pi” (= £
5), “Painting Skins”( %) in 1875 (“Tales from the Liao Chai Chih Yi,” China Review, or Notes and Queries on
the Far East, n0.3: 18-23, 99-107, 42-45, 205-19, 83-93); “Ch’in Ta Niang” (fIL_K#R), “The Brothers” (5R##) in
1876 (“Tales from the Liao Chai Chih Y1i,” China Review, or Notes and Queries on the Far East, no.4, 26-37). Giles
translated “Luocha haishi” & A]#7 17 and “Xu huangliang” 4835 %2. See Herbert Giles, "The Lo-Ch'a Country and
the Sea Market," The Celestial Empire (1877): 370-73; "Dr. Tseng's Dream," The Celestial Empire (1877): 425-27.
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remarks on the Liaozhai excerpts, a familiarity with Grimm Brothers’ Tales, Arabian Nights, and
legends of India, all of which would be categorized by Victorians as foreign folklore.®® This
familiarity suggests that the Western interest in the Liaozhai tales is in fact one of the
ramifications of the proliferation of folk literature in Victorian England.

As the early translators read the Liaozhai through the lens of folklore, they often
misinterpreted it as an example of popular literature representing the superstitions and beliefs of
the lower classes. This bias, however, had already existed even before the invention of the term
folklore. In 1834, the French sinologist Stanislas Julien, who was one of the first Europeans to
mention the Liaozhai, described it as “a curious collection of fairy tales [ Contes de Fees]”,
saying it represented a narrative tradition “designed for use mainly by the lower classes [...]
based on popular belief” and “intended for propagation or maintenance by hitting a wonderful
narratives’ own imagination.””® Similarly to Julien, many early translators regarded the Liaozhai
as a collection of fairy tales reflecting the folk beliefs of Daoism and Buddhism. Gitzlaff, for
example, comments that the Liaozhai tales “refer primarily to the doctrines of the Tau sect.”’!
This belief may in fact have led him to recast the protagonist in “Zhu Weng” as a Daoist priest,

while in the original tale the character is merely a deceased villager come back to life. By the

same token, most Liaozhai tales translated between 1842 and 1880 feature a Daoist magician or a

69wt s hoped that some of these stories may not be without interest to the readers of the China Review, if
taken as specimens of Chinese folklore to be compared with the legends of India collected by Miss Frerer in “Old
Deccan Days,” and by Captain Burton in “Vikram and the Vampire.” Allen, "Tales from the Liao Chai Chih Yi,"
364.

70 Stanislas Julien, Blanche Et Bleue, Ou, Les Deux Couleuvres-Fées Roman Chinois (Paris: Libr. de C.
Gosselin, 1834). The translation of the quotation is from Legge’s review of Strange Stories. James Legge, "Strange
Stories from a Chinese Studio," The Academy 18, no. 436 (1880): 185.

"I Giitzlaff, "Liau Chai I Chi, or Extraordinary Legends from Liau Chai," 203.
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Buddhist monk as their main character. None of the translators, including Giles, associates the
Liaozhai tales with Confucian moral values.

Besides characterizing the Liaozhai as a repository of Buddhist and Daoist beliefs, the
translators also shared Julien’s assumption that the Liaozhai was written for the uneducated.
Williams, for example, argued that the Liaozhai was one of the books that “form the common
mental aliment for the lower classes, being read by those who are able, and talked about by all,
and consequently exert a great influence.”’? Similarly, Meyers made the observation that “the
porter at his gate, the boatman at this midday rest, the chair-coolie at this stand, no less than the
man of letters among his books, may be seen poring with delight over the elegantly-narrated
marvels of the Liao-Chai.””® Their argument contradicted the fact that that Pu Songling’s
collection circulated primarily among literati readers.

A logical extension of the assumption about the Liaozhai’s readership is the view that its
narrative style is simple and close to the speech. This is perhaps why Williams not only selected
certain Liaozhai tales as translation exercises in his language primer, but also placed them in
beginning lessons as preparation for subsequent more advanced exercises, which (to our surprise
nowadays) involve translating extracts from vernacular novels. Similarly, Allen remarked that
the Liaozhai is “by no means a difficult work for the foreign student to translate with the aid of a

teacher able to explain the numberless allusions which crop up in every page.”’* In keeping with

72 Samuel Wells Williams, The Middle Kingdom; a Survey of the Geography, Government, Education,
Social Life, Arts, Religion, Etc., of the Chinese Empire and Its Inhabitants, 2 vols., vol. | (New York &
London1848), 561.

& Meyers, "The Record of Marvels or Tales of the Genii," 186.

74 Allen, "Tales from the Liao Chai Chih Yi," 364.
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this misconception about the Liaozhai’s simplicity, several translators simplified both the
original language and the plots of the stories.

In addition to this misguided notion of the Liaozhai as a work of popular literature, an
examination of the translated excerpts also reveals a strong antipathy towards the chuangi tales
featuring romantic love between male scholars and female revenants or vixens, which constitute
the most significant cluster of tales in the Liaozhai collection. We find no phantom heroine in the
excerpted translations, and only three out of the forty-odd translated excerpts feature fox spirits
as characters. Of these three, Allen’s “The Fortunes of K’ung Hstieh Li” (Jiao Na) is the only
tale that contains a vixen character; in the other two translations, namely Meyer’s “Boon
Companion” (“Jiuyou”) and Allen’s “The Fox’s Marriage” (“Hu Jia Nii”), the protagonists
exclusively interact with male fox spirits.

The Victorian concern with decorum was certainly to blame for the almost total exclusion
of Pu Songling’s many ghost and fox tales written in the vein of chuangi. But the predominance
in the translations of the zhiguai tales, disproportionate to their relative marginality in the
Liaozhai, sheds its own light on the mediating effect that a pre-existing notion of Eastern
enchantment may have had. Featuring tricks, transformations, monsters, and Daoist/Buddhist
magicians, the translated zhiguai tales easily struck a chord with readers familiar with the jinns,
giants, fakirs, yogis, jugglers, and other miracle-mongers in Victorian Britain’s dictionary of
orientalist folklore. Indeed, many of the translators appear to have regarded the Liaozhai as the

Chinese Arabian Nights.” Giitzlaff and Meyers, for example, borrowed a repertoire of terms

75 For example, Stanislas Julien comments that writers on Chinese literature “have never said a word about
the romances in which the marvelous and the elfish are mingled, and that are very numerous in China. I possess
several of them of a very recent date, which, if we have regard to the pompous eulogies of their editors, should be
read in China with as much avidity and interest as The Thousand and One Night are read among ourselves. But the
two of them of principal value are so voluminous that to translate the one or the other would have required an
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from the Arabian Nights (“genii, elves, fairies, ghouls™) in their discussion of the Liaozhai. Since
in the Arabian Nights the genii are predominantly male, it is not surprising that they deliberately

neglected supernatural female characters.

1.2. Giles’ Approach as Translator in Strange Stories from a Chinese Studio

First published by Thos. de la Rue and Company in London, Giles’s Strange Stories is
the first Liaozhai translation to be printed and reprinted in major publishing centers on both sides
of the Atlantic, with the general reading public in the West as its target audience.’® In an
excellent study of Strange Stories, Tong Man has systematically examined the approach Giles
adopted in his Liaozhai translation.”” However, Tong’s analysis is mainly devoted to a discussion
of Giles’ fidelity as a translator. My discussion of Giles’ approach here, by contrast, is oriented
towards an examination of Giles’ contention with early translators of the Liaozhai. 1 argue that
Giles conceived his Strange Stories as a polemic against the many distorted views of the
Liaozhai and China, and it is this polemic nature, and not merely its book-length, that has set

Strange Stories apart from the preceding translations.

amount of time against such employment of which my labors of a higher order cried out.” See Legge, "Strange
Stories from a Chinese Studio," 185. One of the principle works Julien refered to is Pu Songling’s Liaozhai.

76 The advertisement at the end of Thos. de La Rue edition of Strange Stories announces that Giles’
translation is “sold by all booksellers.” An additional twenty-odd titles also published by Thos. De la Rue &
Company are listed in the same advertisement. Some of these titles, such as Jungle Life in India or Journal of a
Tour, are accounts of travels abroad, but there also essays, collected correspondences, diaries, memoirs, treatises on
games, laws, holiday cards, pocket calendars, etc. Strange Stories is one of the two translations mentioned in the
advertisement, with the other being S. Baring-Gould’s English translation of a German novel entitled Ernestine. The
titles in the advertisement suggest that the publications of Thos. De La Rue catered to the diverse interests of
domestic readers. Giles’ translation was reprinted in New York by Paragon Book gallery in 1908, in Shanghai by
Kelly and Welsh in 1908 and 1926, and in London by T.W. Laurie in 1926.

7 Tong, "Whose Strange Stories? A Study of Herbert Giles' (1845-1935) Translation of P'u Sung-Ling's
(1640-1715) Liao-Chai Chih-1."
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Audience and Style

In Collecting the Self: Body and Identity in Strange Tale Collections of Late Imperial
China, Lydia Sing-Chen Chiang comments that Giles “deleted all overt references to sex and
violence [in the Liaozhai], and dedicated the [ 1880 Strange Stories] to his wife and four children.
The revised second edition in 1908 was dedicated to his seven grandchildren. Not surprisingly,
horror stories [...] were absent from both editions.””® Here Chiang implies that Giles excised
improper passages from the translation for the sake of a less educated audience represented by
his wife, children, and grandchildren. But this view overlooks the presence of a number of tales
in Giles’ translation that actually deal with horror (for example, “Dr. Tseng’s Dream,” as Giles
himself remarked, is a tale that involves themes reminiscent of the Chamber of Horrors in
Chinese temples).”’ In addition, Chiang may have overlooked the fact that Giles was trying to
match the difficult style of the Liaozhai in his translation, and that, instead of simplifying the
narrative for the reader, Giles actually took pains to preserve Pu Songling’s style in English
without compromise. Therefore, no evidence suggests that Giles’ Strange Stories was intended
for female or juvenile readers.

Giles is unequivocal about the fact that the Liaozhai is a “difficult book™ intended only
for readers who are well-versed in classical Chinese literature.®® This claim takes issue, for the
first time, with the aforementioned misunderstanding of the Liaozhai that had become engrained

in the prior reception of the collection. Giles was very conscious of the peculiarities of Chinese

8 Chiang, Collecting the Self: Body and Identity in Strange Tale Collections of Late Imperial China, 71-
72.

7 This point will be further discussed in section III of this chapter.

80 Giles, Strange Stories from a Chinese Studio, 1, Xiii.
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classical narrative, and his authority on the matter is moreover undergirded by his firm grasp of
literary Chinese, as well as his understanding of the terse but “marvelously beautiful” style that
has canonized the Liaozhai as the culmination of the Chinese classical tale, to which no previous
translator had given serious attention.’! In the preface, he observes that in the Liaozhai,
“[t]erseness is pushed to its extreme limits; each particle that can be safely dispensed with is
scrupulously eliminated.”®? But for him, the “abstruse” yet “marvelous” style of the Liaozhai
tales derives from not only the “book language” (i.e. Classical Chinese) but also the author’s

ingenuity:

[...] every here and there some new and original combination invests perhaps a single word with
a force it could never have possessed except under the hands of a perfect master of his art. Add to
the above, copious allusions and adaptations from a course of reading, which would seem to have
been co-extensive with the whole range of Chinese literature, a wealth of metaphor and an artistic
use of figures generally to which only the chef-d oeuvres of Carlyle form an adequate parallel; and
the result is a work which for purity and beauty of style is universally accepted in China as the
best and most perfect model. Sometimes the story runs along plainly and smoothly enough; but the
next moment we may be plunged into pages of abstruse text, the meaning of which is so involved
in quotations from and allusions to the poetry or history of the past three thousand years as to be

recoverable only after diligent perusal of the commentary and much searching in other works of

reference.

From our contemporary perspective, the comparison of the style of the Liaozhai to that of the
“chef d’ceuvres” of Thomas Carlyle is no doubt a stretch. However, one possible explanation is
that Giles categorized Strange Stories as Chinese folklore, and the Liaozhai may have reminded

him of the literary fairy tales by Johann Wolfgang von Goethe that Carlyle had translated from

81 The only other to do this was A. F. Allen, and it is not surprising that the former’s translation had the
most obvious influence on Giles.

82 Giles, Strange Stories from a Chinese Studio, 1, XxX.

83 Ibid.
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German into English.®* On the surface of course, Giles’ folkloristic reading of the Liaozhai
makes him appear no different from earlier Liaozhai translators. However, there is a crucial
difference: Giles’ usage of folklore connotes Kunstmdrchen or Buchmdrchen, literary or written
fairytales that may draw on oral and folk traditions while retaining their status as literature.®> By
contrast, the folklore that early translators had in mind are clearly Volksmdrchen, which are
usually told in simple, straightforward manner.

It was Giles’s ambition to match Pu Songling’s intricate style in his translation, and
Strange Stories bears the distinctive mark of a superior translator, whose own skilled prose truly
does parallel the unconstrained spirit and witty phraseology in the original text.®¢ An excellent
example of Giles’ determined endeavor to preserve the literariness of Pu Songling’s writing style
is found in the following excerpt from his translation of the “strange historian’s” own “Self-

Preface:”

Clad in wisteria, girdled with ivy; thus sang San-Lii in his Dissipation of Grief. Of ox-headed
devils and serpent Gods, he of the long-nails never wearied to tell. Each interprets in his own way
the music of heaven, and whether it be discord or not, depends upon antecedent causes. As for me,
I cannot, with my poor autumn fire-fly’s light, match myself against the hobgoblins of the age. |

am but the dust in the sun beam, a fit laughing-stock for devils. ¥’

84 Thomas Carlyle, The Fairy Tale of the Green Snake and the Beautiful Lily (Edinburgh: Floris Books,
1832). Another possible explanation is that Carlyle writes highly rhetorical and allusive prose.

85 There is an interesting connection between Oriental fairy tales and Kunstmdrchen. Nina Berman
observes that in Germany, the “Oriental fairy tale was part of the larger corpus of Kunstmdrchen (literary fairy tale).
From Wieland and Goethe to Wackenroder and later Hofmannsthal, German writers were inspired by the Oriental
tales, such as those included in the collection One Thousand and One Nights, and by, among others, British and
French tranlations, adaptations, and new creations in this genre, ”” Nina Berman, German Literature on the Middle
East: Discourses and Practices, 1000-1989 (Ann Arbor: University of Michigan Press, 2011), 170. In an
introductory note published on the Celestial Empire in 1877, Giles describes the Liaozhai as “a book of fairy-stories,
wanting the delicately-pointed morals which have immortalized a similar volume by the late Hans Andersen.” See
Giles, "The Lo-Ch'a Country and the Sea Market," 370.

8 Giles’ translation is so remarkable that John Minford, who produced the best available English
translation of the Liaozhai, feels obliged to acknowledge his debt to Giles, not only because his first encounter with
Pu Songling was, in fact, through Giles’ translation, but also for the “occasional felicitous phrase” that he has “not
hesitated to borrow,” Minford, Strange Tales from a Chinese Studio.

87 Giles, Strange Stories from a Chinese Studio, 1, xvii.
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No other translator of Giles’ generation took such pains to preserve the figurative aspect of the
Liaozhai’s language, nor the multiple culturally-determined references. The entire passage cited
here is annotated in minute detail, with nothing left unexplained.®® Running throughout Strange
Stories, these annotations not only mark, in and of themselves, another significant advance over
earlier translations; they also contribute to the impression of a serious scholarly study with its
many footnotes, glossaries, and appendices.

Interestingly, the highly-wrought diction of the translation and accompanying scholarly
commentary are absent from another publication of Giles’—a contrast that, if anything, provides
further proof that Strange Stories was not intended for a low- or even middle-brow readership. In
1911, Giles published a collection of Chinese folklore entitled Chinese Fairy Tales.®® Issued as
part of a series called Gowan'’s International Library, this collection included eight Liaozhai
tales and was intended, according to the series editor A. L. G., “as a companion to the Japanese
fairy tales published in the same series.”” In the case of these translations, both language and
plot are simplified to the degree that they can be read aloud to an uneducated reader, and a

marked sense of orality arises, reinforced by the subtitle “told in English by Prof. Herbert A.

8 It is also worth noting that Thos. De la Rue and Company advertised Gile’s translation as an “annotated”
translation.

8 Herbert Allen Giles, Chinese Fairy Tales: Told in English by Prof. H.A. Giles (London: Gowans &
Gray, 1911).

% Ibid., 2. The included Liaozhai tales are: “Stealing Peaches” (fii#k), “Painted Skin” (& J7), “The
Wonderful Pear Tree” (ff4Y), “Learning Magic” (¥631111& 1), “Theft of a Duck” (5 15), “Football on a Lake” (£
75), “The Flower Faeries” (% 1), “The Talking Bird” (49 not translated in the Strange Stories). In addition to the
Liaozhai tales, there are also four stories from other sources. A catalog of the Gowan International Library titles in
the series is appended to the back of the book.
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Giles, Cambridge”, in a move that completely bypasses Pu Songling’s authorship.’! In terms of
selection, the Chinese Fairy Tales resembles the many piecemeal translations that preceded the
publication of Strange Stories in the aspect that it excludes the romances between male scholars

and female fox spirits.

“Strict English equivalents of all Chinese terms”: Giles’ “Fluency Strategy”

Strange Stories did not read like a text with a strong foreign tone to the Victorians. While
keeping the lofty style of the Liaozhai narrative in the translation, Giles took pains to make the
syntax, manner of speaking, diction, and so on, as idiomatic as possible for an English audience.
A review in China Review by James Dyer Ball (1847-1919), which comments on Giles’s gift as a

translator, summarizes how a contemporary reader responded to Giles’s translation:

There are translations and translations of Chinese book into English. The wooden style for
example, heavy and uninteresting, and confirming the reader in his prejudice against an excursion
into what has been styled the wilderness of Chinese literature and the desert of Chinese books [...]
Dr. Giles discovers many a garden in the erstwhile wilderness and oft an oasis in the supposed
dreary desert [...] Steeping himself in the sense of the original, he ‘Englishes’ it, eschewing
uncouth renderings [...] that wring all beauty and sense out of it, leaving a jejune, lifeless
semblance to the original, out of which all grace, freshness and vigor has gone [...] We have not
here in these translations a Chinese tricked out in Western garb, looking foreign and ill at ease; but
the spirit, the life of the Celestial has been, by a touch of genius—Dby a species of
metempsychosis—by the turn of a mental wheel of transmigration of the spirit of literature,—

transferred into the body of a European style, robed with well-fitting language and grace of

manner. 922

In a footnote to the story “Examination for the Post of Guardian Angel,” (Kao Chenghuang 53§

F&), Giles provides us a glimpse of what Ball refers to as the anglicizing approach, declaring that

o1 Ibid.

92 Minford and Man, "Whose Strange Stories? P'u Sun-Ling (1640-1715), Herbert Giles (1845-1935), and
the Liao-Chai Chih-1," 11.
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he would “not hesitate to use strictly English equivalents for all kinds of Chinese terms.”**

Examples abound of such “domestications” of terms specific to the Chinese culture: chenghuang

I P& is translated as the “guardian angel”; Guangong [ 2\, the God of War, or Chinese Mars; all
g g gong

the examination degrees are anglicized, thus the xiucai 757" is Bachelor’s degree, juren %2\ is
Master’s degree, and jinshi #£ 1+ is Doctor’s degree. Yet Giles did not simply anglicize the

terms; he sometimes resorts to loanwords from other European languages to translate Chinese

concepts. For example, ji £ (hair bun) is translated as “maidenly coiffure”, huashen T4

(flower goddess) is translated as “nymph”. In general, Giles tends to leave no Chinese concept
unmatched with a European equivalent.

By finding such equivalents, Giles seems to reenact in Strange Stories what Lawrence
Venuti calls the “fluent strategy”, defined as “a discursive sleight of hand by which the translator
domesticates the foreign text, causing its difference to vanish by making it intelligible in an
English-language culture that values easy readability, transparent discourse, the illusion of
authorial presence.”* Nonetheless, I would like to point out that there are varying degrees to the
fluent strategy. The liberties Giles took do not go so far as fitting his Liaozhai translation into the
narrative conventions of European novels, whereas some of the translators who came after him,

such as Georges Soulié de Morant and Lafcadio Hearn, actually retold the Liaozhai stories

93 Giles, Strange Stories from a Chinese Studio, 1, 1.

%4 Lawrence Venuti, The Translator's Invisibility: A History of Translation, 2nd ed. (New York: Routledge,
2008).
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completely in the guise of European narratives; *°> Giles was comparatively respectful of Pu
Songling’s manner of storytelling.

Another ideal Giles pursues in his translation coincides with what Venuti criticizes as a
major symptom of the “fluent” translation, namely, the invisibility of the translator.’® In the
introduction he wrote to Strange Stories, Giles claims that his translation enables the “Chinese
[...] to speak for themselves.”®” He plays down his role as translator by calling attention to his
editorship instead—as he indicates in the preface, his minimal intervention can be seen from the
fact that he only adds notes to “make the [stories] more suggestive and more acceptable to the
European eye,” and he claims for himself “only so much authority as is due to the opinion of one
qualified observer who can have no possible motive in deviating ever so slightly from what his
own personal experience has taught him to regard as the truth.”*® What Giles strives to present to
the English reader, then, is an “unmediated” translation, identical to the original stories in all but
one regard, namely that it is in a different language. As Ball observes in the passage cited above,
Giles “transferred [the Chinese text] into the body of a European style, robed with well-fitting
language and grace of manner.” Ball’s invocation of a sartorial simile a la Carlyle seems here to

turn the adage "traduttore, traditore” on its head; the suggestion is that the translator’s

% George Souli¢ de Morant, Strange Stories from the Lodge of Leisures (New York: Houghton Mifflin
Co., 1913); Lafcadio Hearn, Some Chinese Ghosts (Boston: Little, Brown, and Co., 1887).

% From Venuti’s point of view, the “fluent strategy”, with its deceptively transparent translation, is merely
one of the devices of domestication, which “exemplif[y] in an extreme and particularly troubling form the
ethnocentric and imperialist movements that necessarily figure in every act of translation.” See The Translator's
Invisibility: A History of Translation, 127. Venuti favors instead what he calls, in opposition to domestication,
“foreignization”, which he sees as “a strategic cultural intervention [...] pitched against the hegemonic English-
language nations and the unequal cultural exchanges in which they engage their global others” (ibid, 20).

o7 Giles, Strange Stories from a Chinese Studio, 1, Xv.

%8 Strange Stories from a Chinese Studio, 1, Xv-xvi.
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interference is negligible because it does not violate the spirit of the text.”® Interestingly, Martin
Buber, who claimed that his translation was more faithful to the original language than Giles’s,
actually left many of the figurative devices in the original text untranslated.'®

Giles’s “fluency strategy” in Strange Stories was strongly criticized by James Legge
(1815-1897), the foremost Sinologist of nineteenth-century Europe and a major contributor to the
Victorian science of religion. '°! In his 1880 review of Strange Stories, Legge argued that

Chinese terms are not commensurable with the English ones because of their specific cultural

connotations:

We should have preferred [...] a less frequent employment of ‘strictly English equivalents for all
kinds of Chinese terms’ [...] terms belonging to a civilization or a society so different as those of
England and China seldom possess more than an analogy, nearer or more remote, as each case
really be [...] To translate the Chinese title by an English name conveying to the mind a different
idea, and then to explain the Chinese significance of the name in a note, is certainly a confused
and unsatisfactory procedure.'??

Legge’s own approach to translation is very similar to what Venuti calls the “foreignization”
method. Legge believes that a faithful translation should be free of any extended paraphrase,
even if it useful to the reader’s comprehension. In his preface to the 1892 revision of Volume I,
he confesses that he was tempted to change some of his translations to make them flow more

gracefully, but decided against it because English eloquence is not a criterion for faithful

9 This provides another possible explanation of why Giles makes the assimilation between Pu Songling
and Thomas Carlyle.

100 Martin Buber, Chinesische Geister-Und Liebesgeschichten (Frankfurt a. M: Riitten & Loening, 1911).

101 Legge’s reputation as the most important Victorian translator of Chinese texts rests primarily on his
five-volume The Chinese Classics, published from 1861 to 1872, and on the four-volume The Sacred Books of
China he contributed to Max Miiller’s monumental The Sacred Books of the East from 1879 to 1885.

102 1 egge, "Strange Stories from a Chinese Studio," 185.
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translation.!® Legge’s translation reflects what he calls a faithfulness “to the original Chinese
rather than the grace of composition,” which he equates with the “correctness of
interpretation.”'** As Wang Hui points out, Legge “weigh[ed] every character in the source text
carefully and showed a conscious effort not just to be precise but also to preserve the original
syntax and rhetoric as long as it makes sense to do so.”!% Perhaps it is because of Legge’s
promotion of close translation as the polar opposite of paraphrase that Lin Yutang mocked
Legge’s translation for its “fetish of literalness, as if a certain air of foreign remoteness, rather
than clarity, were the mark of fidelity.”!'%

But aside from the reservations he expresses, Legge values Gile’s contribution to the
reader’s knowledge of Chinese language, culture, and society. Strange Stories, as Legge puts it,
“displays a fine acquaintance with the structure of Chinese composition, and as what Mr. Giles
specially claims for himself, ‘an extensive insight into the manners, customs, superstitions, and
general social life of the Chinese.””!” By underscoring the ethnographical value of Strange
Stories and its contribution to the “knowledge of the language and literature of the empire and
ways of thinking prevalent among the people,” Legge implies that Strange Stories fulfills the

same goal as his translation of the Chinese classics: both enable readers in the West to become

familiar with the Chinese way of thinking.

103 Quoted in Marilyn Laura Bowman, James Legge and the Chinese Classics, 564.

104 Preface, Chinese Classics, volume 1, 1893. Quoted in Wang Hui, Translating Chinese Classics in a

Colonial Context: James Legge and His Two Versions of the Zhongyong (New York: Peter Lang, 2008), 48.

105 1pid., 51.
196 T in Yutang, From Pagan to Christian, [1st ed. (Cleveland,: World Pub. Co., 1959), 51.

107 Legge, "Strange Stories from a Chinese Studio," 185.
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Giles’ Moralistic Reading of the Liaozhai

Legge’s recognition of Strange Stories as a valuable source of ethnographic information
should be viewed in connection with Giles’ depiction of the Liaozhai as a work reflecting
Chinese ethical values, especially those of Confucianism. In the preface to Strange Stories, Giles
argues that many of the Liaozhai tales “contain, in addition to the advantages of style and plot, a
very excellent moral.”!%® Elsewhere in the preface, he insists that “[m]Juch of what the Chinese
do actually believe and practise in their religious and social life” can be found in the Liaozhai
collection.!®”

Giles’ moralistic interpretation of the Liaozhai betrays the influence of the seventeenth-
century Chinese commentator Tang Menglai (1627-1698), who sought to legitimate Pu
Songling’s writing of strange tales redefining “an interest in the strange in morally and
intellectually acceptable terms with the aid of precednts from the Confucian classics.”!!? In his
introduction, Giles quotes Tang Menglai’s 1682 preface to the Liaozhai in full and argues that

(113

the intention of most of the Liaozhai tales is to “‘glorify virtue and censure vice.””!'! By arguing
that most of the Liaozhai stories have a strong moral tenor, Giles further distinguishes himself
from his predecessors, who had either disparaged the Liaozhai tales as “superstitious fables”

reflecting blind Buddhist and/or Daoist beliefs or reduced them to accessible entertainment for

members of the lower strata of Chinese society.

108 Giles, Strange Stories from a Chinese Studio, 1, Xxxii.
109 Ibid., xv.

"0 For a discussion of Tang Menglai’s commentary on Pu Songling’s tales, see Zeitlin, Historian of the
Strange: Pu Songling and the Chinese Classical Tale, 17-33.

i Giles, Strange Stories from a Chinese Studio, 1, xxxii.

50



Instead, Giles associates the Liaozhai with Confucianism, not only to elevate the
collection’s literary status, but also to justify his characterization of the Liaozhai as a key text for
deciphering the Chinese mentality. In situating the locus of mainstream Chinese moral codes and
religious beliefs in Confucianism, Giles displays views similar to Legge’s, whose comparative
religion is, after all, predicated on the assumption that Western and Chinese moralities are best
represented by Christianity and Confucianism respectively. For Legge, Buddhism and Daoism
are not so much systems of ethical beliefs as blind superstitions, with an irrational fear of false
idols. In an essay on the scholar-poet Han Yu of the Tang dynasty, Legge vocalized his position
by avowing to “dislodge powerful Chinese attractions to ‘superstitious’ traditions such as
Buddhism and Daoism” from Chinese culture proper.''? Similarly to him, Giles also regarded
Buddhism and Daoism as inferior to Confucianism. “As to religion in China,” Giles once wrote,
“it 1s only of the ethics of Confucius that the state takes any cognizance [...] His maximums are
entirely devoid of superstitious elements.”!!3

The association of the Liaozhai allows Giles to attribute folkloristic and ethnographic
values to Pu Songling’s tales. The Liaozhai, as he argues, provides the reader “an apercu of the
manners, customs, and social life of that vast Empire.”!!'* This ethnographical approach to the

reading of the Liaozhai tales was novel both to translations of the Liaozhai as well as to the

traditional criticism that Pu’s tales had spawned among the Chinese literary elite of successive

12 Norman J. Girardot, The Victorian Translation of China: James Legge's Oriental Pilgrimage (Berkeley:
University of California Press, 2002), 12.

'3 Herbert A. Giles, Historic China and Other Sketches (London: Thos. de la Rue & Co., 1882), 96.

14 Strange Stories from a Chinese Studio, 1, Xxxxii.
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periods, which Giles certainly knew.!!> However, as much as this approach enabled Giles to
present the Liaozhai as an important cultural text no less worthy of critical attention than the
Confucian classics Legge had translated, it also requires reading against the grain—the emphasis
on Liaozhai’s ethnographic value creates the obvious paradox of using stories about ghosts and
fox-spirits as a reliable source of information on Chinese culture. That said, Giles did not invent
this paradoxical method of reading; the Victorian translation of Oriental “folklore” had already
provided him with antecedents for imposing a factual reading onto highly-fictionalized

narratives.

1.3 Edward Lane’s Thousand and One Nights as an Antecedent for Cultural Translation of

Oriental Fantasy Narrative

Within the Victorian vogue for transcribing, translating, and transnationalizing Oriental
tales, Edward William Lane (1801-1876)’s The Thousand and One Nights is undoubtedly the
best-known example. Between 1839 and 1841, Lane published a new translation of the Alf layla
wa layla, entitled The Thousand and One Nights, commonly called in England, The Arabian

Nights’ Entertainment."'® First appearing in a journal and then in a two-volume book-form, this

15 Fora thorough study of commentaries, see Zeitlin, Historian of the Strange: Pu Songling and the

Chinese Classical Tale, 15-42.

116 Lane’s translation was commissioned by the Society for the Diffusion of Useful Knowledge and
published by Charles Knight, first in thirty-two periodic installments from 1838 to 1840, and then in three
extensively annotated and illustrated volumes from 1839 to 1841. The illustrations, designed by William Harvey,
frequently present detailed depictions of architecture and costume. In volume 3, Lane acknowledges that Mr.
Harvey’s “admirable designs have procured for [the] version a much more extensive circulation than it would
otherwise have obtained.” The Thousand and One Nights, Commonly Called, in England, the Arabian Nights'
Entertainments. A New Translation from the Arabic, with Copious Notes, 3 vols., vol. 3 (London: C. Knight, 1841),

747.
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annotated edition quickly gained popularity and soon became “the standard English version for
general reading.”!!” Giles was familiar with Lane’s translation and specifically quoted his
version of the Arabian Nights in his discussion of the parallels between the “Painted Skin” and
Lane’s “Fisherman’s Tale” in his book Chinese Civilization, as well as his annotation of “boy” as
a common term in China for a servant in his Glossary of References on Subjects Connected with
the Far East. Though Giles did not openly acknowledge any influence from Lane, his views on
the qualifications of a good translator and the cultural values of Oriental folklore strongly
resemble Lane’s.

Translating directly from Arabic, Lane saw his rendering of the Alf layla wa layla as a
corrective to the many erroneous English translations of Antoine Galland’s French translation of
the Arabian Nights. In his opinion, Galland “has excessively perverted the work. His
acquaintance with Arab manners and customs was insufficient to preserve him always from
errors of the grossest description, and by the style of his version he has given to the whole a false
character.”'!® The objection to Galland here is based on Lane’s conviction that a faithful
translator has to be guided, first of all, not merely by proficiency in the original language, but by
adequate knowledge of the manners and customs of the source culture. As Jennifer Schacker
points out, “when Lane addresses the possibility of faulty translation, it is not textual or linguistic
precision that he takes as his yardstick but a form of cultural accuracy.”'!” In the “Translator’s

Preface” to The Thousand and One Nights, Lane declares “I consider myself possessed of the

117 Stanley Lane-Poole, ed. Stories from the Thousand and One Nights (the Arabian Nights'
Entertainments) (New York: Collier, 1909), 4.

118 Edward William Lane and William Harvey, The Thousand and One Nights, Commonly Called, in
England, the Arabian Nights' Entertainments. A New Translation from the Arabic, with Copious Notes, 3 vols., vol.
1 (London: C. Knight, 1839), viii.

1o Schacker, National Dreams: The Remaking of Fairy Tales in Nineteenth-Century England, 91.
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chief qualifications for the proper accomplishment of my present undertaking, from my having
lived several years in Cairo, associating almost exclusively with Arabs, speaking their language,
conforming to their general habits with the most scrupulous exactitude, and [having been]
received into their society on terms of perfect equality.”!?* As the passage demonstrates, Lane
proclaims that he is capable of providing the kind of close translation and sufficiently
explanatory annotation previously unavailable to English readers, precisely because he has
experienced Egypt as an Egyptian.

In actuality, the connection Lane draws between cultural knowledge and truthful
translation also allows him to promote The Thousand and One Nights as a document of Arabic
culture, which he sees as crystallized in an “allochronic” Cairo, where the past and the present
are conflated.'?! A number of paratextual additions, including annotations of linguistic and
cultural terms, and illustrations depicting the architecture and customs of the Arabic world, are
intended to augment the reader’s knowledge of Arabic culture.!'?? This annotated and illustrated
format follows that of Lane’s earlier ethnographical work, entitled An Account of the Manners
and Customs of the Modern Egyptians (first published in 1836, hereafter Manners and
Customs).'?> In fact, Lane himself saw The Thousand and One Nights as a logical continuation of
his endeavor in Manners and Customs to explain the nuances of Egyptian culture. In his

prefatory comments to Manners and Customs, Lane wrote:

1201 ane and Harvey, The Thousand and One Nights, Commonly Called, in England, the Arabian Nights'
Entertainments. A New Translation from the Arabic, with Copious Notes, 1, ix.

121 Ibid.

122 “The original work being solely for the entertainment of the Arabs, I add copious notes to the
translation, to render it more intelligible and agreeable to the reader,” (xviii).

123 Edward William Lane, An Account of the Manners and Customs of the Modern Egyptians, 2 vols.

(London: C. Knight and co., 1836).
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There is a work, however, which presents most admirable pictures of the manners and customs of
the Arabs, and particularly of those of the Egyptians; it is ‘The Thousand and One Nights; or
Arabian Night’ Entertainments’: if the English reader had possessed a close translation of it with
sufficient illustrative notes, I might almost have spared myself the labor of the present

undertaking. 124
He repeated a similar assertion in the Thousand and One Nights, arguing that his translation was
“illustrative of the national character, domestic habits, and general manners and customs, of a
remarkable people.”'?® This emphasis on the ethnographical value of The Thousand and One
Nights illustrates an important contention Lane had with Galland, who had presented the Arabian
Nights simply as entertainment.

Lane’s Thousand and One Nights provides an important antecedent for Giles to consider
the Liaozhai both ethnographically valuable and appropriate for a wide range of English readers.
Although the idea that cultural and textual appropriation go hand-in-hand was already firmly
established by the time The Thousand and One Nights was published, it is, as Schacker has
pointed out, Lane’s translation that first popularized “rhetorical and editorial strategies” that
informed later interpretations of supernatural and fantastical tales as cultural indices.'?° In a
manner strongly resembling Lane’s rhetoric, Giles wrote in the preface to Strange Stories that his
two “requisite qualifications” as a translator include “an accurate knowledge of the grammatical

structure of the language, and an extensive insight into the manners, customs, superstitions, and

24 Manners and Customs, Xiv, n.2.

1251 ane and Harvey, The Thousand and One Nights, Commonly Called, in England, the Arabian Nights'
Entertainments. A New Translation from the Arabic, with Copious Notes, 1, v.

126 Schacker, National Dreams: The Remaking of Fairy Tales in Nineteenth-Century England, 79,91.
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general social life of the Chinese.”'?’ Furthermore, like the translator-ethnographer Lane who
“kept a tight rein upon Lane the story-teller, and only permitted himself occasional excursions
into the ridiculous,” Giles also believes a good translator should act like an observer who effaces
himself from the narrative.'?® This is in fact why he adopted the annotated format in Strange
Stories; to create the illusion of the translator’s invisibility. Strange Stories, as Giles suggests, is
translation “in which information [about the Chinese culture] is conveyed at first hand; in other
words, in which the Chinese are allowed to speak for themselves.”!?’

In one aspect, however, the ethnographical orientation of Giles’s Strange Stories takes a
form entirely different from that of Lane’s Thousand and One Nights. Lane’s main purpose is to
distinguish the Arabs from nations of both the West and the East. “The true ‘value’ of the
Arabian Nights,” Lane proclaimed, resided in its “minute accuracy with respect to those
peculiarities which distinguish the Arabs from every other nation, not only of the West, but also
of the East.”!* Thus he deliberately retained Arabic words in his translation and used pictorial
illustrations to emphasize the otherness of Arabic culture.'?! By contrast, Giles problematizes the
conceptualization of any fundamental differences between “us” and “them” in cultural terms.
This difference has much to do with the fact that Giles, translating the Liaozhai forty years after

the publication of Lane’s Thousand and One Nights, was deeply affected by the emerging field

of Victorian comparative ethnography, which viewed itself as a scientific discipline devoted to

127 Giles, Strange Stories from a Chinese Studio, 1, xiv.

128 Arthur J. Arberry, Oriental Essays: Portraits of Seven Scholars (New York: Macmillan, 1960), 97.

129 Giles, Strange Stories from a Chinese Studio, 1, xv.

130 «“The Translator’s Preface”, viii

13! For more discussion, see Schacker’s chapter on Lane’s translation in Schacker, National Dreams: The

Remaking of Fairy Tales in Nineteenth-Century England, 78-116.
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demonstrating the unity of the human psyche through comparisons of deeper-level similarities
between geographically-isolated cultures. The next section discusses some of the influences of

Victorian comparative ethnography on Giles’ translation of the Chinese strange narrative.

I1. The Marvelous that “Might be Explained Rationally”: Ethnographic Encounters in

Strange Stories from a Chinese Studio and The Records of Strange Nations

Strange Stories is not the only instance in which Giles tackled Chinese strange narrative.
The Herbert A. Giles Archive at the Cambridge University Library preserves an unpublished
manuscript entitled Records of the Strange Nations (hereinafter Strange Nations), which is his

annotated translation of the Ming dynasty illustrated book Yiyu tuzhi 518 |& & (figure 1.3).132

Drawing on a tapestry of source materials ranging from official historiographies to anomaly
narratives, this miscellaneous work boasts an extensive survey of the geography, inhabitants,
fauna, and flora that make up the “realm of difference” (yiyu) in the Chinese cosmography, many
of which are depicted in the accompanying one hundred and eighty-six woodblock illustrations.
This unpublished translation shed important light on the conception of the strange in Giles’

Strange Stories.

132 Herbert. A Giles, "Record of Strange Nations: From the Chinese of 1392 A.D. / Translated and
Annotated by Herbert A. Giles & Masa U. Hachisuka with a Foreword by Alfred C. Haddon," (London: Percy Lund
Humphriees & Co. Ltd, 1927?). The translation was completed with the help of Japanese explorer and ornithologist
Masa U. Hachisuka (1903-1953). Giles believes that this manuscript was published in the fourteenth century, but
many scholars suspect that the single surviving edition preserved at the Cambridge University Library is probably a
re-engraving from the late Ming, especially since the multivolume illustrated text shares a number of ethnographic
portraits with the late Ming encyclopedia Pictorial Compendium of Heaven, Earth, and Man (Sancai tuhui), and
there is no clear evidence that the latter borrowed the images from the former. According to Charles Aylmer, the
translation was never published due to the withdrawal from the project of Hachisuka Masauji; Aylmer, "The
Memoirs of H. A. Giles," 56.

57



2.1. From Cosmography to Ethnography: Giles’ The Records of Strange Nations

Inspired by the Shanhai jing 11134 (Classic of Mountain and Sea), the Yiyu tuzhi is an

illustrative example of what Robert F. Campany calls “locative cosmography,” that is, a written
account of the world that functions to “emplac[e] the anomaly and domesticat[e] the other.”!*3
Like the Shanhai jing, the Yiyu tuzhi constitutes a “systematic attempt to spatialize all the
categories of the ‘otherness’.”!** Temporality in the Yiyu tuzhi is essentially supra-linear and
subordinate to the same “repetitive rhythms of natural processes, myth, and ritual” Richard E.
Strassberg observes in the Shanhai jing.'** By distributing a diverse population of strange
creatures throughout exotic places where they dwell in ritualized mythological time, the Yiyu
tuzhi sets up a perennial contrast between a civilized center and uncivilized peripheries.

Unlike the Shanhai jing, which was not illustrated until centuries later, the Yiyu tuzhi
does not have a pre-existing textual tradition independent from an iconographic canon.
Its illustrations constitute, from the book’s inception, the chief medium through which otherness

is presented.'*® The descriptive texts are merely supplements to the illustrations, not vice versa.

As Arthur Christopher Moule comments, the value of Yiyu tuzhi “lies chiefly in the illustrations.

133 Robert Ford Campany, Strange Writing: Anomaly Accounts in Early Medieval China (Albany: State

University of New York Press, 1996), 14.

134 Richard E. Strassberg, 4 Chinese Bestiary: Strange Creatures from the Guideways through Mountains
and Seas (Berkeley: University of California Press, 2002), 9.

135 Ibid.

136 Richard Strassberg observes that the style of the illustrations in the Yiyu tuzhi is “almost identical to
those selected for a late Ming encyclopedia, the Collected Illustration of Heaven, Earth, and Man (Sancai tuhui,
¢.1609).” The Sancai tuhui borrowed some of its 130 or so images from the Yiyu tuzhi, as did yet another
encyclopedia of this time, the Complete Handbook of a Myriad Treasures (Wanbao quanshu, late Ming).
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The descriptions add, it is said, little or nothing to our historical or geographical knowledge and
are somewhat marred by the use of vulgar forms and by several misprints.”!?’

In his translation, Giles reverses the hierarchical order between image and text, making
the latter the primary object of interest. In a different book, he calls the illustrations “woodcuts
which accompany [my italics] each notice.”'*® By taking the captions out of their original
context and transforming them into entries of a written record, Giles basically creates a new book
that no longer has the effect of constructing peripheries. As the title of his translation implies,
Giles re-envisions the yiyu—the homogenized realm of difference—as a plethora of strange
nations. The emphasis here is placed on the diversity of the various strange places, not their
collective identity as a spatialized otherness.

The translation of yiyu into “Strange Nations” betrays Giles’ view that the Yiyi tuzhi
records China’s contact with foreigners before the fourteenth century and therefore possesses
great ethnographical value. In a lecture about the Wade collection of Chinese books, Giles notes
that the Yiyu tuzhi is catalogued under Geographies and Topographies. He further describes its

contents as a series of ““short notices of about 150 nationalities known more or less to the

Chinese.”'* In particular, he notices that

Among the rest we find Koreans, Japanese, Hsing-nu (the forefathers of the Huns), Kitan Tartars,
tribes of Central Asia, Arabs, Persians, and even Portuguese, Jean de Montecorvino, who had been
appointed archbishop of Peking in 1308, having died there in 1330. Of course there are a few
pictures of legendary peoples, such as the Long-armed Nation, the One-eyed Nation, the Dog-
headed Nation, the Anthropophagi,

“and men whose heads

137 Arthur C. Moule, "An Introduction to the I Yi T'u Chih: Or "Pictures and Descriptions of Strange
Nations" in the Wade Collection at Cambridge," T'oung Pao 27, no. 2/3 (1930): 181.

138 Herbert Allen Giles, China and the Chinese (New York,: The Columbia University Press, 1902), 58.

139 Ibid.
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Do grow beneath their shoulders.”
There is also an account of Fusang, the country where grew the famous plant which some have
tried to identify with the Mexican aloe, thus securing the discovery of America for the Chinese.
The existence of many of these nations is duly recorded by Pliny in his Natural History, in words
curiously identical with those we find in the Chinese records.
Some birds and animals are given at the end of this book, the most interesting of all being an
accurate picture of the zebra, here called the Fu-lu, which means “Deer of Happiness,” but which
is undoubtedly a rough attempt at fara, an old Arabic term for the wild ass. Now, the zebra being
quite unknown in Asia, the puzzle is, how the Chinese came to be so well acquainted with it at the

early date. 140
Years later, Giles also recalls in his memoirs that when negotiating the publication of Strange
Nations in 1916, he was backed by the “powerful advocacy of ethnological and archaeological
experts such as, among others, Dr Haddon, Sir William Ridgeway, and Dr Peter Giles, Master of
Emmanuel.”'*! This anecdote provides us an important indication of the strong enthusiasm that
Strange Nations aroused among a coterie of Cambridge scholars in anthropology-related
disciplines, who represented the immediate readership of Giles’ translation.

Among the three friends Giles listed above, Alfred Cort Haddon, a prominent
anthropologist, wrote the foreword to the Strange Nations and prepared some of the notes. In the
introductory preface, which recommends a particular reading approach, Haddon argues that
many of the strange nations can be identified with certainty, or at least through inference, as real
places visited by Chinese mariners; he even raises the possibility that the Chinese had been to

America. All these points are apparently identical with those Giles articulates in the passage

140 Ibid., 58-59. Years later, when mentioning the Yiyu tuzhi in his memoirs, Giles describes it as a book

“on Strange Nations, including Koreans, Huns, Persians, Arabs, and many Central Asian tribes, with brief notes on
their costumes, customs, etc., followed by sixteen pictures of rare birds and animals, among the latter of which is
given an excellent picture of a zebra.” Aylmer, "The Memoirs of H. A. Giles," 56.

141 "The Memoirs of H. A. Giles," 56. Haddon (1855-1940) was lecturer and reader in Anthropology at

Cambridge University from 1900 through 1926. Ridgway (1855-1926) was Disney Professor of Archaeology at
Cambridge University. Peter Giles (1860-1935) was a comparative philologist.
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from China and the Chinese 1 quoted earlier, revealing an active exchange of ideas between
Giles the translator and Haddon the anthropologist.

Haddon’s ethnographical reading of the Strange Nations is pivoted on his theory about
the origin of the marvelous. In the preface, he argues that the marvelous arises from those
moments of cross-cultural encounters, during which miscommunication and misunderstanding

often occur:

As might be expected, there is a naive mixture of the matter-of-fact and the marvelous [...] The
occurrence of one does not discredit the other, and even many instances of the marvelous might be
explained rationally if further information were available; doubtless in some cases these may be
attributed to difficulties in hearing the sounds of words in alien tongues and of recording them in

Chinese script, even assuming that errors in later transcriptions have not arisen. 142
Haddon’s whole point can be summarized as this: someone at some point made a mistake
concerning foreigners and other cultures; and then the errors gave rise to fanciful imaginings of
strange creatures. The marvelous content is therefore merely the side-effect of a fantasy or
misunderstanding that had a basis in actual experience. In two aspects, Haddon’s theory about
the marvelous in Strange Nations establishes a continuum between the strange and the ordinary.
First, he locates the marvelous in the mind of the recorders of the strange nations. In other words,
conceptions of the strange are relative; what appears to be strange to one culture might be
ordinary to another. Secondly, he argues that the strange can be normalized through reason. As
he wrote, “instances of the marvelous might be explained rationally if further information were
available.” Through careful investigation and rigorous study, one can uplift the veil of strange

accounts and unlock in foto the original truth.

142 Giles, "Record of Strange Nations: From the Chinese of 1392 A.D. / Translated and Annotated by
Herbert A. Giles & Masa U. Hachisuka with a Foreword by Alfred C. Haddon," 4.
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From Haddon’s point of view, there is nothing strange about those nations—they are
merely foreign. In fact, his usage of the ‘strange” in “strange nations” accidentally harks back to
the etymological root of the word: the English word “strange” stems from the old French word
estrange (meaning “external, foreign, alien”), which in turn is a derivative of the Latin word
extraneus (meaning “without, external, who comes from outside,” and is often used as an
antonym to domesticus and romanus). Indeed, for Victorian anthropologists like Haddon, the
concept of the strange and the encounter with the alien are closely intertwined.

The anthropological approach that both Giles and Haddon adopted in their respective
readings of Strange Nations is therefore highly relevant to our discussion of Giles’ interpretation
of the Liaozhai’s ethnographical values. The issue of ethnographic encounters certainly occupied
Giles’ mind when he set out to translate the Liaozhai in its entirely in 1877.43 Of the two
Liaozhai tales he translated before the publication of Strange Stories, namely, “Luocha haishi”

Z AT and “Xu Huangliang” %2352, the first is actually one of the few Liaozhai tales about

overseas travel. Giles translated the title as “The Lo-Ch’a Country and the Sea Market” and

interpreted the tale as a telling a story about the mystery of the Other.

2.2. The “Foreign Devil” in the “Land of Opposites”: Contrasting Perspectives in Giles’ 1877

“The Lo-Ch’a Country and the Sea Market”

143 Giles later abandoned the original idea and decided to publish only an abridged translation. In the
preface, he writes that he “had originally determined to publish a full and complete translation of the whole of these
sixteen volume; but on a closer acquaintance many of the stories turned out to be quite unsuitable for the age in
which we live, forcibly recalling the coarseness of our own writers of fiction in the last century.” Giles, Strange
Stories from a Chinese Studio, 1, XXix.
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The “Lo-Ch’a Country” is a composite tale revolving around the voyage of its
protagonist Ma Ji, a scholar-merchant known for his extraordinary handsomeness.'** As the Qing
dynasty commentator Feng Zhenluan notes, Pu Songling divides the tale’s plot into two

disconnected episodes (P 7%). In the first episode, Ma is blown ashore to the Lo-Ch’a

Country after a shipwreck, where a race of monstrous inhabitants consider his physical
appearance both weird and appalling. In the second episode, he is involved in a romance with a
dragon princess that ends in Ma’s return home and their eternal separation.

The first episode is significantly shorter than the second, and is reminiscent of the many
zhiguai-style short narratives in the Strange Nations. Interestingly, Giles praises the “novel
character of the first half” and prefers it prefers it over the second, chuangi-style episode, even
though he is aware of the fact that the second episode is “far more highly prized by the Chinese
themselves.”'* Giles further argues that the first half of “The Lo-Ch’a Country and Sea Market”
is “a clever amplification of Robert Burns’s famous lines ‘O wad some power the giftie tie us/
To sees ousels as others see us! /It wad frae movie a blunder free us, /An’ foolish notion’, and
sufficiently curious as emanating from Chinese sources to be laid before a circle of indulgent
readers.” !4

The lines Giles quoted come from Burns’1786 poem “To a Lousie.” This is a poem in

which the poet imagines seeing the world through the eyes of a flea.!*” He quotes these lines to

144 The protagonist’s name is Ma Jun in the 1766 edition.

145 Giles, "The Lo-Ch'a Country and the Sea Market," 370.

146 1bid., 184.

147 Robert Burns, Robert Crawford, and C. J. M. MacLachlan, The Best Laid Schemes: Selected Poetry and

Prose of Robert Burns (Princeton: Princeton University Press, 2009), 207. “To a Lousie” is a direct response to
Adam Smith’s concern with moral impartiality as the impetus for Enlightenment—a view Smith propagated in his
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suggest that the concepts of the strange and the normal, beauty and ugly, good and bad, are all

relative to perspective. In the introductory notes, he writes as follows:

From our point of view the Chinese straight line takes the form of an ordinary cork-screw, their
zig-zag that of a cloth-yard shaft. Everything Chinese is either backwards or upside-down; their
social center of gravity is altogether displaced. Confucius was a fool: Mencius a charlatan; and so
the tarring-brush goes round. Meanwhile, the Chinese pore daily and nightly over such books as
the Liao Chai, and regard with contemptuous pity the whole herd of outside barbarians whose

intellectual pendulum oscillates, as far as they know, only between tea and silk. 148
It is worth noting that in this comment, Giles describes the Liaozhai as a book that feeds into the
Chinese readers’ misconceptions about the “whole herd of outside barbarians” in ways similar to
the Strange Nations. This is obviously an exaggeration of the scope of representations of foreign
lands in Pu Songling’s collection, as the majority of the Liaozhai tales are set in the Historian of
the Strange’s native Shandong province.

However, Giles does not intend to privilege one point of view over another. As he
implies, neither the Chinese nor the British perspective is an absolute truth. The point he is trying
to make concerns the relativity of the strange—the straight-line in the eyes of one culture is a
zig-zag for another. For Giles, this discrepancy is particularly true in the case of China and
Britain. As he remarks in China and the Chinese (1902), China is in the English imagination “a
Land of Opposites, i.e. dramatically opposed to us in every imaginable direction.”'*’ In the
Liaozhai tale, Giles finds an analogous pair of topsy-turvy lands: everything in the Raksha (Lo-

Ch’a) Country is the polar opposite of its equivalent in China. What is hideously ugly to the

1759 Theory of Moral Sentiments: "If we saw ourselves in the light in which others see us, or in which they would
see us if they knew all, a reformation would generally be unavoidable. We could not otherwise endure the sight."

148 Giles, "The Lo-Ch'a Country and the Sea Market," 184.

149 Giles, China and the Chinese, 109.
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protagonist is admired as a great beauty among the Raksha people. It is said that when Ma first
arrives in the Raksha country, the people are so terrified by his appearance that they take him as

a yao §k'*° (Giles chooses the word “devil” to render the term yao into English,

though it would be more appropriate to use the terms troll or goblin to emphasize the Rakshas’
ugliness).!>!
Giles’s word choice calls to mind the notion of “foreign devil,” which corresponds to the

unwelcomed appellation yangguizi 7% % ¥ (or guilao % % in Cantonese) that the Chinese used to
refer to Westerners in the nineteenth century. This concept-unit “devil/gui %2> is an instance of

what Lydia H. Liu defines as a “supersign”—the “hetero-cultural signifying chain that
crisscrosses the semantic fields of two or more languages simultaneously” while camouflaging
its foreignness “by adopting the unchanging face of an indigenous word” (in fact, Giles also

evokes the supersign barbarian/yi 3 in the introduction to the “Lo-Ch’a Country and the Sea

Market” I quoted earlier).!>? Giles was aware of the frequent appearance of this linguistic
aberration during encounters between the Chinese and the Europeans. In his 1911 book entitled

The Civilization of China, Giles brings up the issue of “foreign devil”:

The Chinaman may love you, but you are a devil all the same. It is most natural that he should
think so. For generation upon generation China was almost completely isolated from the rest of
the world. The people of her vast empire grew up under influences unchanged by contact with
other peoples. Their ideals became stereotyped from want of other ideals to compare with, and

150 Original passage in the Liaozhai is “ A\ & #F H, WD, LIAK, BEMERE

151 Giles’ translation of the passage: “When [the Raksha] people saw Ma they thought he was a devil and
all ran screeching away.” Giles, "The Lo-Ch'a Country and the Sea Market," 370.

152 The example Lydia Liu uses is the supersign barbarian/yi 7. Liu argues that the supersign “makes an
impact on the meaning of recognizable units, whether they be indigenous words, loanwords, or any other discrete
verbal phenomena that linguists can identify within particular languages or among them.” See Lydia H. Liu, The
Clash of Empires: The Invention of China in Modern World Making (Cambridge, MA: Harvard University Press,
2004), 13. In “Fan sheng” (“Foreign Priest”), Giles decides to intervene with the supersign barbarian/fan %,
pointing out that fan means “barbarian,” but adopting “foreign” to neutralize its negative connotation.
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possibly modify, their own. Dignity of deportment and impassivity of demeanour were especially
cultivated by the ruling classes. Then the foreign devil burst upon the scene -- a being as
antagonistic to themselves in every way as it is possible to conceive. We can easily see, from
pictures, not intended to be caricatures, what were the chief features of the foreigner as viewed by
the Chinaman. Red hair and blue eyes, almost without exception; short and extremely tight
clothes; a quick walk and a mobility of body, involving ungraceful positions either sitting or
standing; and with an additional feature which the artist could not portray -- an unintelligible

language resembling the twittering of birds. Small wonder that little children are terrified at these

strange beings, and rush shrieking into their cottages as the foreigner passes by. 153

Giles’ description of stereotypical Chinese perceptions of Europeans strongly echoes the many
seemingly nonsensical views held by the Rakshas that the protagonist encounters in the Liaozhai

tale. By evoking the supersign “devil/gui %2> in his translation of “Luocha haishi”, Giles draws a

strong parallel between Ma’s confrontation with the Raksha people and ethnographic encounters
that the British had in the Far East. The conflation of an imagined geography with foreign
cultures is consistent with Giles and Haddon’s interpretation of the Yiyu tuzhi as an account of
actual places visited by the Chinese. This similarity reveals the anthropological interest that
partly motivated Giles’ translation of the Liaozhai.

As I have argued thus far, the strange in the Giles’ Strange Nations and his earliest
translation of the Liaozhai is conceptualized as a relative notion and a subject of scientific
inquiry. It is therefore impossible to understand fully the discourse of the strange in Giles’s
translations without recourse to an understanding of the dialectic of the self and its
ethnographical other, primitive and civilized, rational and magical—all issues central to
Victorian comparative anthropology.

However, the conceptualization of a relative and explainable strange in Giles’ readings of
the Yiyu tuzhi and the “Luocha haishi” also has its roots in the central premise of Victorian

comparative anthropology that folklore and myth, as George William Cox (1827-1902) puts it,

153 Herbert Allen Giles, The Civilization of China (London: Williams and Norgate, 1911), 155.
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“embody the whole thought of primitive man on the vast range of physical phenomena.”'** For
these anthropologists, all human societies evolved from mythic thinking into a more rational
state. The scientific and comparative study of different cultures, then, would reveal not only the
universal evolution of the human mind, but also the fact that civilized societies and primitive
cultures are essentially on the same continuum.'> Haddon, for example, studied biological
evolution in his early career as a scientist and then became interested in the study of folklore,
which he believes provides “a psychic probe into the past.”!>® Similarly to Haddon, Giles
subscribed to this view about the unity of the human psyche, and the influence of Victorian
comparative anthropology is palpable in his Strange Stories. In the next section, I further explore
the connection between Giles’ Strange Stories and the Victorian science of religion through a
discussion of Giles’ search for clues about primitive animism in the Liaozhai and the speculative

method he used to identify them.

I11. Survival of Pensée Sauvage in the Liaozhai: Animism and the Conjectural Paradigm

154 George W. Cox, 4An Introduction to the Science of Comparative Mythology and Folklore (New York: H.
Holt and Company,, 1881). George William Cox is a disciple of the prominent German philologist Friedrich Max
Miiller, who is generally regarded as one of the founders of the discipline of comparative religion.

155 The point is illustrated by the popular universalist worldview among Victorian anthropologists. Edward
Tylor, for example, asserts that “all the world is one country” and “mankind [is] homogeneous in nature, though
placed in different grades of civilization.” As Derrida points out “ethnology could only have been born as a science
at a time when a decentralization could be effected; at a moment when European culture—and consequently the
history of metaphysics and its concepts—was dislocated, expelled from its rank, and thus ceased to be considered as
a cultural reference.” See Bob Scholte, "Anthropological Traditions: Their Definition," in Anthropology: Ancestors
and Heirs, ed. Stanley Diamond (New York: Moulton Publishers, 1980), 69.

156 Haddon, 1898 a2 xxi. As James Urry notes, “Haddon like many other of his contemporaries believed
that tales of fairy-folk indicated an earlier race of people who had been superseded by new invasions in the distant
past.” James Urry, Before Social Anthropology: Essays on the History of British Anthropology (Philadelphia:
Harwood Academic Publishers, 1993).
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Ernest Burnett Tylor (1832-1917), who held the first Professorship of Anthropology at
Oxford University, is widely known as the “father of comparative anthropology” and one of the
founders of the Victorian science of religion.'*” In his influential two-volume book Primitive
Cultures Tylor pursues an eclectic approach to the study of religion and mythology and advances
a progression theory to address the question of universality.!'*® In the second volume of the book,
Religion in Primitive Culture, Tylor mainly discusses the notion of “animism,” which he defines
as the “belief in Supernatural beings” of all categories and the “essential source” of all
religions.!® Tylor’s notion of animism is built upon the developmental thesis that a progressive
evolution of human rationality characterizes the development of culture from primeval to modern
times. Nevertheless, Tylor is also of the opinion that even “savage religion™ is a “consistent
doctrine” whose principals “are proved to be essentially rational, though working in a mental
condition of intense and inveterate ignorance.” %’ As reflected in his witty adage “[t]heologians

all to expose,--‘Tis the mission of Primitive Man,” Tylor believes that animism is primarily a

157 See Laura Ammon, Work Useful to Religion and the Humanities: The Comparative Method from Las
Casas to Tylor (Eugene, OR: Pickwick Publications, 2012), 113; Vijay S. Upadhyay and Gaya Pandey, History of
Anthropological Thought (New Delhi: Concept Pub. Co., 1993), 42.

158 Fora summary of Tylor’s main arguments, see Ivan Strenski, Understanding Theories of Religion: An

Introduction, 2nd ed. (Chichester, West Sussex: Wiley Blackwell, 2015), 45-54.

159 According to Tylor, animism is the generative source of religion, and its fullest form can be
summarized as “the belief in souls and in a future state, in controlling deities and subordinate spirits,” Edward
Burnett Tylor, Primitive Culture: Researches into the Development of Mythology, Philosophy, Religion, Language,
Art and Custom, 2 vols., vol. 1 (Boston: Estes & Lauriat, 1874), 285. Julian Doorgan points out that Tylor “used the
term animus to refer to the vitalizing element that was thought to inhabit physical bodies by those who practiced the
most ‘primitive’ forms of religion, whom he termed animists. The attribution of life and understanding to inanimate
things, plants, or animals was for Tylor and many of the Victorian anthropologists who followed the defining
attribute of a primitive culture.” See Julian Droogan, Religion, Material Culture, and Archaeology, Bloomsbury
Advances in Religious Studies (New York: Continuum International Pub. Group, 2012), 34.

160 Edward Burnett Tylor, Primitive Culture: Researches into the Development of Mythology, Philosophy,
Religion, Language, Art and Custom, 1st American, from the 2d English ed., 2 vols., vol. 2 (Boston: Estes &

Lauriat, 1874), 16-17.
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rudimentary natural science devised by “ancient savage philosophers” who practiced “rational
speculations” in their own cultural settings.'¢! In order to link primitive cultures with civilized
cultures, Tylor developed the concepts of “survival” and “recurrence,” suggesting that higher
stages of culture retain vestiges of the beliefs or practices of earlier modes of thought that have
lost their original meanings and utilities in the new context. These methods and theories, as
Wheeler-Barclay observes, dominated anthropological studies of religious beliefs and practices
in the years after 1870.1%2

Tylor’s scientific study of religion exerted a tremendous impact on Giles’ translation of
the Liaozhai. In the preface to Strange Stories, Giles praises Tylor’s Primitive Cultures as an
“accurately compiled work,” but points out that it is nonetheless far from comprehensive, as the
“allusions to the religious rites and ceremonies of nearly one-third of the human race are
condensed within the limits of barely a dozen short passages.”'®* Strange Stories, therefore,
partly constitutes Giles’ effort to fill this lacuna and apply a similar scientific investigation to the

study of Chinese religious thought.'64

161 primitive Cultures, Vol 1, 1-2.

162 Wheeler-Barclay, The Science of Religion in Britain, 1860-1915,72.

163 Giles, Strange Stories from a Chinese Studio, 1, Xv.

164 When contending with earlier translators of the Liaozhai, Giles exhibits the same hostility towards

amateur writers of ethnography that characterized Tylor’s endeavor to establish anthropology as a scientific
discipline. Disparaging missionaries (a representative group of the early Liaozhai translators) and travelers for “a
distorted image” of China and the Chinese, Giles cites Tylor’s grievance concerning these “superficial observer([s],
more or less ignorant of the native language [...] careless retailer[s] of unsifted talk [...] [who are] prejudiced or
even deliberately deceitful.” See Marvin Harris, The Rise of Anthropological Theory : A History of Theories of
Culture, Updated ed. (Walnut Creek, CA: AltaMira Press, 2001), 157. His approach, by contrast, is the objective
approach of the professional ethnographic observer. Giles remarks that while he “make[s] the picture [of China]
more suggestive and more acceptable to the European eye, [he] claim[s] only so much authority as is due to the
opinion of one qualified observer who can have no possible motive in deviating ever so slightly from what his
personal experience has taught him to regard as the truth.” Giles, Strange Stories from a Chinese Studio, 1, Xiv.
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3.1. “Cultural Notes” in the Strange Stories and the Victorian Science of Religion

Giles’ familiarity with contemporary discussions of animism is well demonstrated by one
of the two appendices he added to Strange Stories. Entitled “Cultural Notes,” this appendix
consists of eleven quotations categorized under nine topics (Ancestral Worship, Bilocation,
Burial Rites, Dreams, Shade or Shadow, Shadow, The Soul, Transmigration, Tree-Souls). Four
of the quotations come from an article by the eminent philosopher Herbert Spenser entitled “The
Origin of Animal Worship” (1870).'%°> The main point of Spencer’s article is that etymological
forgetfulness causes the leap from ancestral worship—*“the rudimentary form of all religion”—to
animal worship or totemism, which is already a higher form of religion. Drawing on Max
Miiller’s “disease of language” theory, Spencer hypothesizes that this leap occurs when the
savages begin to take their ancestors’ “nicknames” — often derived from animals and plants (or
other inanimate objects) — literally instead of figuratively. !¢

However, neither animal worship nor linguistic corruption form the subject of the
passages quoted by Giles; instead, the excerpts from Spencer’s article in Appendix II are mainly
comments on primitive man’s encounter with death and with dreams. Two of these excerpts,
under the headings of “Dreams” and “The Soul,” specifically discuss the primitive belief in a
“second self” capable of existing separately from the (self’s) body. Giles’ choice of these
excerpts may actually reflect the influence of Tylor, who gives the problem of the human soul a

central place in his theory.

165 Herbert Spencer, "The Origin of Animal Worship, Etc.," Fortnightly Review 2 (1870).

166 Miiller argued that myth stems from a primitive proclivity for transposing words for natural phenomena
into supernatural entities. He first developed this theory in a lengthy essay entitled “Comparative Mythology”
(1856). For a more detailed discussion on Miiller’s theory, see Wheeler-Barclay, The Science of Religion in Britain,
1860-1915,46-49.
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The remaining nine excerpts in Appendix II all come from Tylor’s discussion of animism
in his Primitive Cultures. Differently from Miiller’s linguistic explanation of mythology, Tylor’s
theory of animism locates the origin of religious thought in primitive man’s experience of
dreaming, in his ruminations over death, his aversive reactions to disease, and trance-states

related to nervous disorders. In Primitive Cultures, Tylor writes:

It seems as though thinking men, as yet at a low level of culture, were deeply impressed by two
groups of biological problems. In the first place, what is it that makes the difference between a
living body and a dead one; what causes waking, sleep, trance, disease, death? In the second place,
what are those human shapes which appear in dreams and visions? Looking at these two groups of
phenomena, the ancient savage philosophers probably made their first step by the obvious

inference that every man has two things belonging to him, namely, a life and a phantom. 167

For Tylor, the two biological questions have given rise to “two great dogmas” that “form the
groundwork of the Philosophy of religion, from that of savages up to that of civilized men.”!'®3
The first dogma concerns the “souls of individual creatures, capable of continued existence after
death or destruction of the body.”!'®® The second concerns “other spirits, up all the way to the
rank of deities.”!’® Of the two dogmas, Tylor argues that the doctrine of the human soul is the
most basic stage of animism. The worship of animals, plants, and inanimate things, which forms

the second category of animism (the belief in spirits), is an extension of the primary belief in the

human soul to nature.

167 Tylor, Primitive Culture: Researches into the Development of Mythology, Philosophy, Religion,
Language, Art and Custom, 1, 428-29.

168 Ipid.
169 Ibid.

170 Ibid.
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Giles was receptive to Tylor’s theory about the primitive imagination of a second self and
its biological origin. One of the headings in “Appendix II” of Strange Stories is “Bilocation.”
Under this category, Giles quotes Tylor’s own explanation that the belief in bilocation survives
in modern cultures and gave rise to certain doctrines of the Roman Catholic church.!”! In the

Chinese language, Giles finds an equivalent term fenshen 435, which he glosses in the first

volume of his Chinese-English Dictionary as “to get away, as from business. Also, the supposed
separation of soul and body in cataleptic fits.”!”? In many of the Liaozhai tales, especially those I

discuss next, Giles evokes this connection between bilocation and catalepsy.

3.2. Catalepsy and Bilocation: Giles’ Search for Survival and Recurrence of Animistic Beliefs in

the Liaozhai

Giles is particularly interested in a number of Liaozhai tales in which a character visits
the Ten Courts of the underworld and then comes back to life. This interest was already visible in
Giles’ first attempt at translating Pu Songling’s tales: “Dr. Tseng’s Dream,” his translation of Pu

Songling’s “Xu huangliang” %875 %, is the other Liaozhai translation he published in the

Celestial Empire in 1877.!7 In this tale, a smug scholar named Zeng enters a daydream, induced

71T cite the passage in full: “As a general rule, people are apt to consider it impossible for a man to be in
two places at once [...] But the rule is so far from being universally accepted, that the word ‘bilocation’ has been
invented to express the miraculous faculty possessed by certain saints of the Roman Church, of being in two places
at once [...]—Tylor’s Primitive Culture, Vol.i, p.447.” Giles, Strange Stories from a Chinese Studio, 1, 389.

172 Herbert Allen Giles, On Some Translations and Mistranslations in Dr. Williams' Syllabic Dictionary of
the Chinese Language (Amoy, China: A.A. Marcal, 1879), 962. Furthermore, when discussing the Liaozhai tale
“The Priest’s Warning” in his book A4 History of Chinese Literature, Giles reiterates the opinion that “cataleptic fits
or trances give rise to many similar tales about visiting the realms below and being afterwards restored to life.”

173 py Songling’s “Xu huangliang” is inspired by famous Tang dynasty tale Zhenzhong ji i HiC (“Record
in the Pillow”).
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by a Buddhist monk, in which he is punished in the courts of the underworld. The narrative
vividly describes the hellish tortures and the protagonist’s physical as well as psychological
reactions to enduring them.

From Giles’ perspective, several other tales in Pu Songling’s collection that tell similar
stories can all be explained by the theory of animism. He adopted this interpretative approach in

his reading of Pu Songling’s “Kaocheng huang” Z5Y§F& (translated as “Examination for the Post

of Guardian Angel”), which is the first tale in both Dan Minglun’s edition and Giles’s Strange
Stories. In the tale, the protagonist is invited to participate in an infernal examination for the post
of city god (chenghuang). Unaware of his recent death until the end of the examination, the
protagonist pleads for an extension of another three years of life in order to take care of his aging
mother. On grounds of filial piety, his request is granted by Guan Yu, one of the ten presiding
judges.!” As a result, the protagonist comes back to life and lives for another three years.

In his commentary to the tale, Dan Minglung interprets “Kao Chenghuang” as an

“allegory” (G5 YHPE B =5 ), arguing that it propagates the Confucian precepts of “benevolence
and filial piety” ({=2).!” Giles was familiar with Dan’s comment, as he quoted it once to
explain the Chinese devices of figurative speech in his Notes on Chinese Composition, an article

h
read before the Royal Asiatic Society on the 28" of October, 1881.176 But Giles’ footnote in
Strange Stories does not adopt Dan Minglun’s moralistic reading of the tale. Instead, it remarks

that catalepsy is “the explanation of many a story in [the Liaozhai].”

174 Giles, Strange Stories from a Chinese Studio, 1, 2.
175 Yixuan Zhu, Liaozhai Ziliao Huibian (Zhengzhou: Zhongzhou guji, 1989), 453.

176 Herbert A. Giles, "Notes on Chinese Composition," Journal of North-China Branch of the Royal Asiatic
Society (1881).
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“Meng Lang” IR (“Wolf’s Dream”) and “The Lost Brother” are two of the tales he has

in mind. In his footnotes to these tales in Strange Stories, Giles points out that catalepsy is the
explanation for the infernal lictors’ occasional employment of a specific Chinese character. In
“Wolf’s Dream”, Giles further links this note to the previous note he wrote for “The Examination
for the Post of Guardian Angel,” implying that the resurrection of the main character in the latter
may be also a case of catalepsy. In his book 4 History of Chinese Literature, he identifies the
same theme in the Liaozhai tale “The Priest’s Warning,” arguing that “cataleptic fits or trances”
gives rise to the imagination of a character “visiting the realms below and being afterwards
restored to life.”!”’

In his other writings, Giles also uses catalepsy to explain the theme of the journey to the

underworld in folklore and mythology. He regards this state of insensitivity as the origin of the
Wuchang gui # % %2 (Demon of Impermanence), who is believed to seize the souls of the newly
dead at the command of the King of the Underworld. Before Giles, Samuel Williams had glossed
the Wuchang as*“[a] demon regarded as the messenger of Yen-lo Wang, —as in # 7 #I| death has
come.”!'”8 Giles disputed this explanation, arguing that “a Wuchang gui is the spirit of a living
man employed to arrest wicked spirits on earth and convey them to Purgatory, the ordinary

lictors of the Infernal Regions not being able to stand the f% 4 (light, etc.) of the upper

177 4 History of Chinese Literature (New York: D. Appleton and Company, 1901), 354.

178 Samuel Wells Williams, 4 Syllabic Dictionary of the Chinese Language (Shanghai: American
Presbyterian Mission Press, 1874), 1059.
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world.”!”” During this period, “the body of the man remains inanimate; which phenomenon is of
course easily explained by the one word catalepsy.”!*
Giles’ particular interest in the tales about characters’ sojourn in the netherworld explains

why he includes a translation of the religious tract Yuli Chaojuan & JF#b%5 (also known as K J&&
# #b) in the first appendix to Strange Stories. This tract contains graphic descriptions of erring

souls’ journey through the ten courts of justice in afterlife. Giles emphasizes the ubiquity of the
Chinese belief in underworld punishment by noting that visitors to Daoist and Buddhist temples
frequently encounter the “rightly-named Chambers of Horrors” recreating infernal torture scenes,
the sight of which, he writes, is so appalling that “Madame Tussaud has nothing more ghastly to
show in the whole of her wonderful collection.”!®!

Giles further argues that the subject of Yuli chaojuan “has a direct bearing upon many of
the stories in [Pu Songling’s] collection.”!®? This assertion may seem puzzling to us at first sight:
given Yuli chaojuan’s main association with Buddhism and Daoism, it appears to be at odds with
Giles’ view that the Liaozhai is primarily a book about Confucian ethics and moral codes.
Nevertheless, for Giles, “the superstitions” in Buddhism and the corrupted version of Daoism are
traces of primitive thoughts. Although he regards the Liaozhai as a collection primarily reflecting

the beliefs and practices of Confucianism—which for him are more developed than the other two

doctrines, Giles also holds the view that animistic beliefs survive in many of Pu Songling’s tales.

179 Giles, On Some Translations and Mistranslations in Dr. Williams' Syllabic Dictionary of the Chinese
Language, 26.

180 Thid.
181 Giles, Strange Stories from a Chinese Studio, 1, 361.

182 Ibid.
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In addition, he thinks that the same beliefs survive in other cultures. This is probably why he
draws parallels between the Ten Courts of Justice in the Chinese underworld and the “nine
lessening circles” of Purgatory in Dante’s Divine Comedy.'®> The comparison here is obviously

geared towards the demonstration of a universal human psyche manifested across cultures.

3.3 The Conjectural Paradigm

Giles was working at a critical historical juncture that gave birth not only to the science
of religion but also to a new theoretical model of thinking, which Carlo Ginzburg defines as the
“conjectural paradigm.” According to him, this new model of thinking involves the intuitive
connection of seemingly unrelated clues and negligible details to produce knowledge that is
“indirect, presumptive” and to construct “a complex reality that could not be experienced
directly.”184 by reconstructing a coherent sequence of events based on the traces left by his
prey, and is exemplified by the late Victorian physician’s diagnostic techniques (or Sherlock
Holmes’s “deductive” method, for that matter). The conjectural paradigm, Ginzberg asserts, rose
above the level of popular knowledge to the status of an alternative scientific method in the mid-
to late-nineteenth century, penetrating a wide range of “humane sciences.””

Contributors to the Victorian science of religion often employed this new model of
thinking when theorizing about human societies. Tylor, for example, practiced what Ginzburg

calls “abductive reasoning” in ways similar to Sherlock Holmes. His theory of animism is a

perfect example of the use of the reading of “clues” to reconstruct the religious views of the

183 Ibid., 361.

134 Carlo Ginzburg, Clues, Myths, and the Historical Method (Baltimore: Johns Hopkins University Press,
1989), 98,103.
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past.! It involves a combination of careful examination of empirical evidence and the
speculations that piece the information together.

A number of Giles’ publications, especially those pertaining to Sinology, present
conspicuous traces of the conjectural paradigm. After arriving in China in 1867, Giles devoted
himself to learning Chinese language and culture. His earlier works published up to 1874 are
mainly devoted to the study of the Chinese language.'®® Then, an interest in case histories of
Chinese jurisprudence began to manifest itself three years before he set out to translate the

Liaozhai. In 1874, the first half of his translation of Song Ci (1186-1249)’s Xiyuan lu 3t % $%

(Washing Away Wrongs)—China’s first forensic medicine manual-—was published under the
title “The “Hsi Yilian Lu’, or Instruction to Coroners” in the journal China Review (the second
half was not published until 1923 because of Giles’ dispute with N. B. Dennys, editor of China
Review). In 1882, Giles published Historic China and Its Sketches, which includes his English

rendition of Lan Dingyuan (1680-1733)’s Luzhou Gong an JEEM A% (The Legal Cases from

Luzhou), a record of the criminal cases tried by the author during his short career as a Magistrate.
Giles describes Lan’s record as a work that “inveighs against the pitfalls of sub officials and
2187

‘litigation tricksters’ and harps on familiar official themes about the evils of cult superstition.

Both translations suggest that around the time of his work on the Liazohai, Giles was

185 Ginzburg argues that Sherlock Holmes’ “deductive reasoning” is essentially “abductive reasoning,” as
this method attempts to achieve the best possible explanation through inference. It is essentially the underlying
principle of the conjectural paradigm. "Morelli, Freud and Sherlock Holmes: Clues and Scientific Method," History
Workshop Journal 9, no. 1 (1980).

136 Giles’s publications in the early 1870s include Chinese Without a Teacher: Being a Collection of Easy
and Useful Sentences in the Mandarin Dialect, with a vocabulary (1872), The San Tzu Ching, or Three Character
Classics (1873), A Dictionary of Colloquial Idioms in the Mandarin Dialect (1873), Synoptical Studies in Chinese
Character (1874).

187 Jeffrey C. Kinkley, Chinese Justice, the Fiction : Law and Literature in Modern China (Stanford:
Stanford University Press, 2000), 148.
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preoccupied with Chinese forensic literature and specialist knowledge that showed the
conjectural paradigm in action.

In many of his other translations, Giles relies on the same “reconstructive” method
employed in the forensic literature he translated to explain the origins of a number of peculiar
phenomena in Chinese culture. For example, in his lecture “China and Ancient Greece,” Giles
forces a variety of ostensibly unrelated information into a coherent picture of the cultural
exchanges between the two ancient civilizations. The same approach is also seen in his scholarly
papers and reviews in Adversaria Sinica (published between 1904 and 1916). For example, in

“Art Thou the Christ,” Giles argues, based on a woodcut image B — %5—(boxing three in one),

that the religious syncretism of the three doctrines in China may have incorporated elements
from the doctrine of the Trinity; the three figures in the image are not Confucius, Laozi, and the
Buddha, but the Christ (the Buddha figure) and two Nestorian priests.'®® The importance he
attached to easily neglected details reflects his adoption of the general approach of the
conjectural paradigm. To a certain extent, even the Strange Stories as a whole can probably be
seen as a case in which Giles applies the conjectural paradigm to the study of Chinese culture,
for it also seeks information from seemingly “irrelevant” sources to convey not only Chinese

“sympathies and habits of thought” but also the religious beliefs of early history. '

138 Herbert A. Giles, Adversaria Sinica (Shanghai: Kelly & Walsh Ltd., 1906).

139 Strange Stories from a Chinese Studio, 1, Xiv.
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Conclusion

Several translations for the Liaozhai’s title had existed before the publication of Giles’
Strange Stories from a Chinese Studio. These include Extraordinary Legends (GiitzlafY),
Pastimes of the Study (Williams), The Record of Marvels, or Tales of the Genii (Mayers), and
Tales of the Marvelous (Allen). Giles contested all these renditions, arguing that none “is
sufficiently near to be regarded in the light of a translation.”'*® By translating the term yi into
“strange,” Giles avoided the most common terms in the Victorian folklore vocabulary, such as

29 ¢c

the “marvelous,” “supernatural,” and “fantastic.” Giles also chose not to translate the first
character liao literally, insisting that it is untranslatable, even though he was certainly familiar
with a legend about the meaning of liao as “resource.”'”! Instead, he substituted it with the term
“Chinese.”

It is Giles who popularized the translation of yi into “strange” and the replacement of liao
with “Chinese.” John Minford borrowed the same terms in his acclaimed 2006 Liaozhai
translation entitled Strange Tales from a Chinese Studio. Many other translations, including
Strange Stories from the Lodge of Leisure (Georges Souli¢ de Morant 1913), Strange Stories
from Ancient China (Graham Brash 1987), Strange Tales from Made-do Studio (Foreign Press

1989), Strange Tales from the Liaozhai (Sidney L. Sondergard, 2014), all demonstrate the

influence of Giles’ title.

190 Strange Stories from a Chinese Studio, 1, xxviii.

91 In his preface to Strange Stories, Giles recalls that [a]n apocryphal anecdote traces the origin of [/iao]
to a remark once made by [Pu Songling] to his failure for the second degree. ‘Alas!” he is reported to have said, ‘I
shall now have no resource (Liao) for my old age’; and accordingly he so named his study, meaning that in his pen
he would seek that resource which fate had denied to him as an official.” Strange Stories from a Chinese Studio, 1,
XXViii.
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However, most readers nowadays would not recognize the associations of the terms
“strange” and “Chinese” with the Victorian science of religion, which not only motivated Giles’
translation of the Liaozhai but also affected the approaches he took in his interpretation of Pu
Songling’s tales. As [ mentioned earlier, Giles translated the Liaozhai to fulfill two related
agendas. One was to replace the misconceptions about China propagated by the accounts of
missionaries and travelers with an accurate picture of Chinese culture and society. The other was
to unveil the primitive animism that survives in Chinese religious beliefs and thus demonstrate
the human psyche’s universality. Both agendas display the influence of the Victorian science of
religion, which sought to introduce the scientific method into studies of folklore, mythology, and
religious beliefs of all human cultures.

In his translations of Chinese strange narratives, Giles incorporated discourses from
contributors to the Victorian science of religion, such as anthropologists Haddon and Tylor.
Similarly to these theorists, Giles endorsed a relative conceptualization of the strange, believing
that it can be rationally explained through rigorous investigation. This is why the conjectural
paradigm plays such an important role in his reading of the Liaozhai tales. The interpretative
approach Giles used in Strange Stories is essentially one that reflects the principle of
disenchantment of the world. Yet, because Giles’ translation of Pu Songling’s strange tales
appeared at the precise moment when the Victorians imagined the East as a place of

enchantment, his translations are drawn into the fin de siecle evocation of oriental magic.
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Coda. “Freemasonry in China” and Giles’ Disenchanted Enchantment

From the discussions above, one may get the impression that Giles represents a
determinedly rational reader who rejected any hint of an occultist reading of Pu Songling’s tales.
The conjectural paradigm detectable in his various writings even tempts one to assume that
Giles’ study of the Liaozhai was oriented towards a world forcibly disenchanted by the
“intellectualist rationalization” that Weber identifies as the driving force behind the decline of
religions in the West. Such an assumption, however, would be incorrect, as Giles was scarcely
less devoted to the quest for the spiritual than were any of the active participants of the so-called
“magical revivals” of Victorian England.

In the year Strange Stories was published, Giles delivered a lecture at the Freemasons’
Iconic Lodge of Amoy (Xiamen), on the question of whether Freemasonry existed in China. At
the outset, Giles assures the audience that no secret society in China bears “singular resemblance
to [the Freemasonry] Craft.”!? But he quickly points out that in China there are countless

29 ¢c

“speculative masonries,” which, similar to “operative masonry,” “also point to that higher and
more ethereal scheme of morality, veiled in an allegory and illustrated by symbols drawn from
operative masonry [...] initiated in pre-historic times when the human race [...] first turned to
contemplate the wondrous works of the Great Architect of the Universe and began to recognize
the mutual obligations subsisting between man and man.”'*® According to Giles, the “Supreme
Power” of the “Great Architect of the Universe” is indeed recognized by members of the Chinese

secret societies such as the Triad society. In another article, Giles refers to this creative force as

the “Light ineffable” or the “perfect Truth,” which he argues defines the mission of the

192 Historic China and Other Sketches, 379.

193 1bid., 386.
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Freemasonry enterprise.'**

While Giles’s belief in transcendence here stands in marked contrast to his work of
disenchantment on the Liaozhai tales, he relies on the same conjectural paradigm to illustrate the
divine as manifested in the human world. Availing himself of his extensive knowledge of
Chinese ancient texts, Giles cites a wide range of examples to show the audience that
“compasses and square”—the two Freemasonry symbols—are also venerated among the Chinese

as metaphors for truth and authority, as illustrated by the Chinese term guiju ¥i%H (norms,

guides, or standards), which is merely the formula “compasses and square” in reverse order. In
addition, he points out that both the visual representations of the two symbols and the initiation
rites of operative masonry have equivalents in the Chinese context.

It is noteworthy that, in the same lecture, Giles also uses the presupposition of a uniform
human psyche to explain intriguing parallels between East and West, as he argues that it is a
universal truth that “the straight is more graceful and more enduring than the crooked, the
upright a better weight-supporter than that which is awry, and that the rectangle and the circle are
more practically useful and beautiful than other and irregular shapes.”!°> The only difference
between the masonic brotherhood and superstitious believers is that the latter “came to adore the
symbol instead of the force symbolized.”%’; other than that, the two share the same
fundamentally rational basis for their fantasied constructs.

Giles’s comparison between operative and speculative masonries is essentially geared

towards revealing the embodiment of the Great Architect of the Universe in universally

194 Herbert Allen Giles, Arcana Saitica Briefly Discussed in Three Essays on the Masonic Tracing Boards
(Amoy,: Printed by A.A. Margal, 1879), 5.

195 Giles, Strange Stories from a Chinese Studio, 1, 379.
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recognized symbols. While this comparison is really a project of enchantment on account of its
orientation towards transcendence, it is nonetheless characterized by recognizable features of
disenchantment, e.g. the conjectural paradigm, evincible in the reading of symbols and the
commitment to a rationalized understanding of the spiritual. “Freemasonry in China” thus
unmasks the seemingly disenchanted reader-ethnographer in the Strange Stories as one actually

seeking to reconcile disenchantment and enchantment through cross-cultural comparisons.
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CHAPTER TWO

The Later Liaozhai: Wang Tao (1828-1897)’s Classical Tales in the Age of Lithography

My book has twelve chapters [...]If Pu Liuxian [i.e. Pu
Songling] were able to see them, he would definitely ‘hold
my arm and walk [together with me] towards the grove’ with
great joy. He would say ‘you, sir, have surpassed me. The

Liaozhai has a successor now’ WEHH+H —H[... 1520
AL AU, A REALL L, SRR AMREL:
"FREER. WFEZE, AE A

Introduction: the Swan Song of Chinese Classical Tale?

In his preface to Strange Stories from a Chinese Studio, Giles mentions in passing that Pu
Songling, the author of Liaozhai, has “succeeded in founding a school of his own, in which he
has since been followed by hosts of servile imitators with more or less success.”'®” But he did not
bother to enumerate who the constituents of this school might be. It is Lu Xun who provides us
the earliest scholarly account of the imitations of the Liaozhai in his A Brief History of Chinese
Fiction—a seminal book generally regarded as China’s first full-fledged literary history devoted
solely to fiction.!”® While revering the classical tale as one of the indigenous forerunners of

modern Chinese novels, novellas, and short stories, Lu Xun also characterizes Liaozhai, the

collection of classical tales par excellence, as the consummation of a literary genre that had

196 Wang Tao, “Preface,” Dianshizhai Pictorial. n0.126 (1887). Unless otherwise indicated, all translations
of Wang Tao’s writings in this chapter are mine.

197 Giles, Strange Stories from a Chinese Studio, 1, XxXx.

198 A Brief History of Chinese Fiction was based on the lecture notes Lu Xun prepared for a course he
taught at Peking University in the 1920s. It is “Lu Xun’s single most important contribution to the study of
traditional Chinese literature.” John C.Y. Wang, "Lu Xun as a Scholar of Traditional Chinese Literature," in Lu Xun
and His Legacy, ed. Leo Ou-fan Lee (Berkeley, CA: University of California Press, 1985).
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passed its prime. A sense of genre “mutation” is particularly palpable at the end of his survey,

where he comments on classical tales by two late-Qing authors as follows:

In the course of time, Wang Tao from Changzhou wrote Dunku lanyan or Unfound Talks of the
Getaway Grotto (completed in the first year of the Tongzhi reign or 1862), Songyin manlu or
Random Notes from the Wusong Recluse (completed in the early Guangxu reign), and Songbin
suohua or Idle Chat at the Riverside of Wusong (with a preface dated 1887), each in twelve
chapters [juan]. Xuanding from Tianchang wrote Yeyu giudeng Iu or Records on Rainy Nights
under the Autumn Lamp in sixteen chapters [juan] (preface dated the twenty-first year of the
Guangxu reign or 1895). All these works were once again written in a narrative style (bifa)
unmistakably modeled on that of the Liaozhai, and they were widely circulated within a brief
period of time. However, the records of the fox-spirits and ghosts [in these tales] had already
become scarce, whereas stories about courtesans abounded (& E M F5/E CGERM ) (FET
RO GREEESR) OtPI) GINEIHEE) O+ =&+ =%, REREME (KN
HESEY 736 Oukd —+—FF), HES AWM E R, —ReEAmEREE, R
B, FIEIRGLARG, e 8 k).

After this comment Lu Xun mentions no more Liaozhai imitations in A Brief History, and the
absence of twentieth-century titles in the genre has led some scholars to characterize the
Guangxu era (1875-1908) as the last flowering period of the Chinese classical tale. Alan H. Barr,
for example, describes Wang Tao's Songyin manlu as the “swan song for the classical tale near
the end of the empire.” 2%’ Although recent discoveries of works left out by Lu Xun’s survey have
shown that the output of classical tales in fact did not reduce during the formative period of

modern Chinese fiction, these findings have not fundamentally challenged the prevailing

discourse of the genre’s decline in existing literary histories, since this decline tends to be

199 1 4 Xun, Zhongguo Xiaoshuo Shilue H7[ /N3 #:1 (Shanghai: Shanghai guji, 2006), 141 (my
translation). For an excellent discussion of Lu Xun’s reception of Wang Tao, see Fangying Gao, "Luxun Yanzhong
De Wang Tao Chutan--Jianxi Luxun Pingdian Wang Tao Zuopin & HR # [1) FEEVIER: /5 b1 & RGP RS &5 17E &,
in Shanghai Luxun Yanjiu, ed. Shanghai Luxun jinianguan (Shanghai: Shanghai shehui kexue chubanshe, 2010). For
monographs on Wang Tao and his writings, see Paul A. Cohen, Between Tradition and Modernity: Wang T'ao and
Reform in Late Ch'ing China (Cambridge, MA: Harvard University Press, 1987); Zhang Hailin, Wang Tao
Pingzhuan T 35512 (Nanjing: Nanjing University Press, 1993); Xiuyun You, Wang Tao xiaoshuo sanshu tanjiu -
/Nl = EWEFT (Taipei: Xiuwei zixun keji 1td., 2006).

200 Allan H. Barr, "The Later Classical Tale," in The Columbia History of Chinese Literature, ed. Victor H.
Mair (New York: Columbia University Press, 2001), 696.

85



interpreted in terms of qualitative degeneration rather than quantitative decrease. Many scholars
agree with Lu Xun that late-Qing imitations of the Liaozhai are inferior texts influenced by the
contemporary genre of “depravity fiction.”?"!

In his comment, Lu Xun recognizes Wang Tao as the author of three collections of
strange tales, the last of which is the twelve-juan Songbin suohua. But the title as he cites it was
first used in an unauthorized edition published by the Commercial Press in 1887. The original
tales were published under the title Songyin xulu (4 Sequel to the Records of the Recluse of
Wusong). Although Wang Tao planned to publish a twelve-juan collection consisting of 120
tales, he completed only less than five juan. We do not have a single edition of Songyin xulu that
contains all 120 tales written by the author. Similarly, the 1897 sixteen-juan Yeyu qiudeng lu that
Lu Xun mentions is very likely the pirated edition also published by the Commercial Press,

which contains a large number of biographies of courtesans lifted from the Shen Bao newspaper

and the contemporary classical tale collection Yingchuang yicao % % 55 (Exotic Herbs Seen

from a Firefly-Lit Window).2*? The original eight-juan edition published by the Shen Bao press
in 1877 and its sequel Yeyu giudeng xulu (1880), by contrast, are dominated by stock Liaozhai
characters, and unlike the sequence presented by Lu Xun, they all predate Wang Tao’s classical

tales.2

201 According to Zhang Zhenguo’s statistics, the decades bracketing the turn of the twentieth century (1880-
1920) produced twice as many collections of classical tales as the entire preceding forty-year period. Many of these
new collections are members of the Liaozhai school, suggesting that the imitation of Pu Songling was still active
during the formative period of modern Chinese fiction. Zhenguo Zhang, Wanging minguo zhiguai chuanqi
xiaoshuoji tanjiu W15 BB ERAH /N 71 (Nanjing: Fenghuang, 2011), 143-323.

202 Yingchuang yicao circulated in manuscript during the Qianlong period but was not published until the
Guangxu period. For the history of this collection, see Zhongyi Hou and Shilin Liu, Zhongguo wenyan xiaoshuo
shigao WP /il 2% (Peking: Peking University Press, 1990), 225-28.

203 For a detailed discussion of the content of the original Yeyu qiudeng lu, see Heng He’s editorial preface
in the 1987 Shanghai guji edition of Yeyu giudeng lu, 1-11. Ling Shuowei examines the differences between the
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Although Wang Tao scholars nowadays mainly use scholarly editions that have excluded
tales from other sources, they have nonetheless made no effort to engage with Songyin maniu
and Songyin xulu in their original format. Like Lu Xun, they have fallen into the same pitfall of
content-oriented analysis that, by treating Wang Tao’s classical tales purely as abstract texts, has
ignored the impact editorial changes have had on our interpretation of the texts. As I will show in
this chapter, Wang Tao’s classical tales, in their original format, are drastically different from
late-imperial collections of strange tales like the Liaozhai. Because of this difference, no
discussion of Wang Tao’s innovation in classical tales can be adequate without a sufficient
understanding of the original medium in which these tales appeared.

Therefore, in view of the limitations of content-oriented analyses, I adopt a different
approach to examine Wang Tao’s classical tales in this chapter, one that entails a return from the
text to the work. 1 argue that Wang Tao’s Songyin manlu and Songyin xulu constitute a
continuous series that reflect visions of Chinese enchantment particular to its medium. This
chapter is divided into three parts. First, I describe the publication history of Songyin manlu and
Songyin xulu in order to undercut their artificial division into two separate collections. Then I
challenge the common assumption that Wang Tao modeled his tales on the Liaozhai by charting
the history of the process through which his tales became Houliaozhai zhiyi (Tales after the
Strange Tales of the Liao Study), which only happened as a result of the popularity of
contemporary lithograph-print collections of classical tales, including late-nineteenth century

illustrated editions of the Liaozhai. Finally, through close examination of a recurring theme in

original edition and the pirated editions in his article; see Ling Shouwei, " Yeyu giudeng lu banben kaolun TN FK 1%
$ERRA % 5," Journal of Ming-Qing Fiction Studies, no. 107 (2013).
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Wang Tao’s classical tales, I discuss the impact of the lithographic medium on his version of

enchantment.

I. A Material Approach to the Study of Wang Tao’s Classical Tales

Carefully compiled collections, either in manuscript or print, constitute the primary
means of circulation for late-imperial strange tales like the Liaozhai. Although a widespread
rumor goes that Pu Songling served free tea to travelers in exchange of good stories to be put
into the Liaozhai, scholars nowadays generally believe that the bulk of Liaozhai tales did not
have a history of circulation before entering the collection and were written by the Historian of
Strange himself. By default, strange tales like the Liaozhai in late imperial China existed and
circulated as “integral components of a larger hermeneutic framework constructed by the author
as writer/anthologist.”?** Usually, a collection is already complete as a manuscript before it is
handed to publishers. Hong Mai #Li# (1123-1202)’s Yijian zhi 3352 & (The Record of the
Listener) and Ji Yun #CHYJ (1724-1805)’s Yuewei caotang biji FHUR 52850 (Jottings from the
Thatched Cottage of Careful Reading) are two exceptions to this general rule, as they were
published in installments. But even in these rare cases, an installment was not a single tale but a

collection in its own right, albeit on a smaller scale. The compilation of the installments therefore

did not transpose the tales from one form to another.?%

204 Chiang, Collecting the Self: Body and Identity in Strange Tale Collections of Late Imperial China, 2.

205 Yijian zhi was published in a series of installments, which “were divided into three series of ten. A
fourth series was begun but only two installments of it ever came close to completion prior to the author’s death in
1202.” See Alister D. Inglis, "A Textual History of Hong Mai's "Yijian Zhi"," T"oung Pao 93, no. 4/5 (2007). Ji
Yun’s Yuewei caotang biji was published in five parts between 1789 and 1798, each under a different title. In 1880,
Sheng Shiyan, a disciple of Ji Yun, merged the five collections into one voluminious jointed edition under the new
title Yuewei caotang biji, see Chan, The Discourse on Foxes and Ghosts: Ji Yun and Eighteenth-Century Literati
Storytelling, 12.

88



1.1 Songyin tushuo: the Original Format of Wang Tao’s Classical Tales

The tales in Wang Tao’s Songyin manlu and Songyin xulu, however, were first circulated
in a different medium before their formation into two collections. Originally published in

consecutive installments in the lithography-printed Dianshizhai Huabao &5 %% &) (Pictorial

of the Touching Stone Studio) between 1884 and 1888, with one tale in each issue, they are some
of the earliest examples of periodical literature in China. Although Wang Tao left the reader with
the impression that the two collections had already taken shape before their publication, several
attributes of the installments suggest that their compilation in print was actually simultaneous
with their formation into collections. First, all the tales are around three thousand words long,
taking up a designated space of three half folios in the pictorial. It would make sense if they were
written specifically for the pictorial, since uniformity in length is not a norm among classical
tales in collections before Wang Tao. Secondly, the table of contents, a paratextual device
common among late-imperial classical tale collections, is only seen in reprinted editions of
Songyin manlu and Songyin xulu. Its absence in the pictorial further suggests Wang Tao lacked
prior knowledge of the constituent pieces of his collections. Thirdly, some of the tales could not
have been written before 1884 because they either allude to later events or were copied from the
work of other writers contemporary with their publication.?%® It is very likely that Wang Tao was
writing under a fixed deadline. After the Dianshizhai Pictorial suspended the serialization of

Songyin xulu in 1888, we see no further tale from this collection.

206 According to Zhang Zhenguo, a number of Wang Tao’s tales were copied from Wang Jiazhen, Zou
Sou, and Xu Cheng’en during the 1880s. See Zhenguo Zhang, "Wang Tao Songbin Suohua Zhong De Zou Sou
Xiaoshuo Kaobian," Jinan Journal, no. 175 (2013).
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Because they first circulated in installments, Songyin manlu and Songyin xulu cannot be
read alongside late-imperial collections of classical tales. The conventional approach to Songyin
manlu and Songyin xulu as two related but independent collections comes at the cost of
sacrificing the original for the copy and neglecting the ontological changes undergone by the
tales when reprinted in later collections. In the original pictorial, there was no interval between
the publication of the last tale in Songyin manlu and that of the first tale in Songyin xulu.
Therefore, we should not mistake the artificial division of Wang Tao’s serialized classical tales
into two separate collections as a real partition, even if sanctioned by the author.

Furthermore, on the cover pages of Dianshizhai Pictorial, Wang Tao’s installments are

advertised as Songyin tushuo ¥AFEIE R (figure 2.1). 2°7 The title did not change with the

completeion of the Songyin manlu and the commencement of Songyin xulu (The cover page only
used Songyin xulu after the tale “Shen Lanfen” in the third volume was published, and never
used Songyin manlu). The shared title not only underlines the continuity between the Songyin
manlu and the Songyin xulu but also draws our attention to another aspect of Wang Tao’s
installments so far overlooked in existing scholarship. As the term fushuo (illustrated
explanations) makes clear, Wang Tao’s installments combine verbal and visual elements into a
single medium.

To be sure, illustrations are nothing unusual in late-imperial literature. Many vernacular
novels and desktop plays carry images of the characters, which are often indicated by terms such

as xiuxiang 1%, quanxiang 4=H, lianxiang £, huaxiang #1%., and sometimes huitu #31.

207 As early as the publication of the second tale in the Songyin manlu, the term tushuo was seen on the
cover page. Later the term was changed to Songyin tushuo.
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But this is not the case with the majority of collections of strange tales.??® The sixteenth-century
scholar Luo Maodeng claims to have read a Yuan-dynasty imprint entitled Xinbian lianxiang

soushen guangji F1 4w iE A48 1 5 50 2% Its title employs the standard term xiang #H/1%.(image or

portrait) to identify the illustrations. Dianshizhai Pictorial, by contrast, uses the unusual term
tushuo to describe the pictorial aspect of Wang Tao’s installments. As far as I know, this term
has not been associated with any imprints of vernacular fiction or collection of strange tales
before 1880.

When comparing Pu Songling’s Liaozhai and Wang Tao’s classical tales, Lu Xun
observes that the latter diverges from the former in terms of its subjects, characters, and themes.
What he overlooks, however, is the further divide between two print cultures. In Pu Songling’s
time, the mainstream technique of printing involves carving woodblocks, which was both
expensive and time-consuming. Pu never saw his tales in print—the first edition of Liaozhai only
came out decades after his death. During the Guangxu reign, however, woodblock-printing
became increasingly obsolete with the ascendance of Western printing techniques such as
typeface and lithography. And this technological revolution, as Perry Link points out, facilitated
the emergence of modern periodicals in Shanghai, encouraged the growth of China’s modern
literature, and made possible the expansion of commercially driven readership markets.?!® Wang

Tao was writing his Songyin tushuo in the golden age of Shanghai’s lithography-print publishers,

208 Gan Bao’s Soushen ji, Qu You’s Jiandeng xinhua, and Li Zhen’s Jiandeng xuhua are, to my
knowledge, among the few collections of strange tales that had illustrated editions before the nineteenth century.
Anne E. McLaren, Chinese Popular Culture and Ming Chantefables (Boston: Brill, 1998), 59.

209 For the history of Soushen ji in illustration, see Jianguo Li, "Ershi Juan Ben Soushenji Kao," Wen Xian
4 (2010).

210 Perry Link, Mandarin Ducks and Butterflies: Popular Fiction in Early Twentieth-Century Chinese

Cities (Berkeley: University of California Press 1985).
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who had mastered the technique so as to mass-reproduce images and texts in a fast and economic
way and thereby contributed to the birth of illustrated magazines in China. The Songyin tushuo
installments were the first classical tales to appear in a Chinese pictorial, and at the time of their
first publication were circulating in a medium that had been unknown to China until the late

1870s.

1.2 Dianshizhai Huabao as a New Medium

A brain child of Ernest and Frederick Major, who also ran the Shenbao H ¥}t newspaper
(founded 1872) and the Dianshizhai Publishing House &5 % & J&), Dianshizhai Pictorial made

its debut in the midst of the Sino-French War (1884-1885), featuring pictorial reports on the war.
As the fifth in a series of lithographic supplements to the Shenbao, it was sent free to Shen Bao
subscribers, and at the same time was sold separately in Shanghai at newspaper vendors and at
Major Brothers’ Shenchang Calligraphy Studio. Compared to the typeface-printed Shen Bao,
which has only limited space devoted to images, the lithography-printed Dianshizhai Pictorial
exemplifies a new medium in which the printed words are almost engulfed in a frenzy of visuals.
During its fourteen years of existence between 1884 and 1898, the thrice-monthly issued
Pictorial carried about 4,500 lithographic illustrations, covering a vast range of topics from
China’s foreign wars to treaty-port life, family conflicts, bordello life, along with a fair amount

on foreign technology. Because of its far-reaching influences, Dianshizhai Pictorial, as
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Christopher Reed argues, “marks the threshold across which works of visual arts entered the age
of mass production in Qing China.” 2!

Although the illustrated magazine originated from the West, the format adopted by
Dianshizhai Pictorial was not entirely foreign to Chinese readers familiar with traditional
woodblock print culture. The issues of the Pictorial are formatted according to the so-called
“back-wrapped technique” standardized in the late-imperial period: first, folios are formed by
double-folding each xuanzhi sheet down the middle, with the illustrations (printed only on one
side of the sheet) facing outward. Next, stacks of folios are placed between pinkish or greenish
covers, perforated along one edge, and then sewn together with white silk cord to form a stitch-
bound volume.?'?

Many features of the block-printed folios are detectable on the “pages” of the

Dianshizhai Pictorial (figure 2.2). For example, the upper margin or tiantou X5 (heavenly
head) is wider than the lower margin or dijiao il (earthly foot). A single heavy black border
forms a rectangle to frame the printed portion or banmian K [f (block face). The narrow space

near the fold contains information such as folio number, volume number, and titles to help the
reader navigate the text. On the folio pages containing supplemental literature, a triangular black

yuwei & or “fish tail” folding mark is still visible on the upper part of the fold even though it

is non-functional—the printed portion on lithographically press-printed sheets is always

21 Christopher A. Reed, Gutenberg in Shanghai: Chinese Print Capitalism, 1876--1937 (Honolulu:
University of Hawai'i Press, 2004), 112.
212 For further discussion on the techniques of woodblock printing and traditional ways of book binding,

see chapter 9 of Tsuen-hsuin Tsien, Collected Writings on Chinese Culture (Hong Kong: Chinese University Press,
2011).
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centered. All these features are absent in Western illustrated magazines but are common in
Chinese woodblock print matter.

As Reed points out, Dianshizhai Pictorial combines traditional illustrative idioms with a
modern.”?"® I would add, however, that the format of Dianshizhai Pictorial comes the closest to
that of the traditional Chinese pictorial album. When flipping through the folios in the
Dianshizhai Pictorial, the reader encounters a continuous series of illustrations, which have the
distinct appearance of traditional Chinese paintings. The pictorial, therefore, is mainly to be
viewed rather than to be read given that it prioritizes images over texts. The latter are usually
placed, together with the signature and seal of the painter, in the blank part of the illustrations.
Only in the supplemental section are texts featured at any length separately from the related
images. But except for the occasional advertisement or editorial announcement, no text in the
Dianshizhai Pictorial remains unillustrated.

Pictorial albums in China can be roughly divided into two categories, one closely
associated with fu [& and the other closely associated with hua . The former term denotes
informative and instructive images, especially those identified as “templates for action.” The
latter term, by contrast, describes aesthetic images that serve the pleasure of viewing and are
more useful for the cultivation of connoisseurship or enhancement of painting skills.?'* Although
Dianshizhai Pictorial claims to be a huabao, its illustrations, due to their journalistic nature, are

not quite in the same category as the hua-oriented pictorial albums such as huapu =5 Instead,

213 Reed, Gutenberg in Shanghai: Chinese Print Capitalism, 1876--1937, 124.

214 For a detailed discussion of the distinction between #u and hua, see Francesca Bray, Vera Dorofeeva-

Lichtmann, and Georges Metailie, Graphics and Text in the Production of Technical Knowledge in China the Warp
and the Weft, (Boston: Brill, 2007).
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it is similar to the tu school of pictorial albums such as tushuo [& &%, tuzhi [& &, and tuhui [&] &
Major’s editorial statement in the first issue of the Dianshizhai Pictorial especially exalts the
encyclopedic Sancai tuhui =7 |& € to explain the utilitarian value of zu. It is against the
background of the Dianshizhai Pictorial’s valorization of tu that Songyin tushuo makes reference
to tushuo, a specific kind of pictorial album. To grasp fully the significance of this reference, we
must first take a closer look at the structure of the Dianshizhai Pictorial within which Songyin

tushuo is placed.

1.3. The Pictorial Proper and Pictorial Supplement

Following the convention of Western illustrated magazines, Dianshizhai Pictorial
includes supplements to promote its own sales. The first clue to distinguishing the pictorial
proper from the supplement is provided by the cover of Dianshizhai Pictorial, which has a
tripartite structure. The title Dianshizhai huabao is printed vertically in the largest panel in the
middle. To its right is the xun (ten days), month, year, and reign title, followed by the
incremental issue number. The opposite side mentions noteworthy supplemental material,

usually preceded by such verbs as “added and appended to” (zengfir 4 Fff) or “given as a bonus”
(suisong FEi%), “newly added” (xinzeng %), “appended to” (houfu % f}). The price of the

Dianshizhai Pictorial is based on the illustrations in the pictorial proper, which is defined by
another standardized phrase in the leftmost panel—"“Only eight folios of fu are counted towards

the price 51[& /\ H, HEAME” (in the editorial announcement, the term “frame” (zhen 1H) is

used instead of “folio”). In reality, it is the number of illustrations, not the folios, that add up to

eight. Of these eight illustrations, the first and last usually occupy the space of only one half of a
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double-folded folio. They bracket a series of six larger images printed on the verso of the
preceding folio and the recto of the succeeding folio, so that without flipping between folios, the
reader can see a full-size illustration in its entirety.

The distinction between pictorial proper and the supplement is further indicated by the
complex numbering system that Dianshizhai Pictorial devised for the texts to be collectible. The
system groups every twelve issues together into one collection, which are identified in a
sequence “starting off with the ten heavenly and the twelve earthly stems, and ending with the
four categories under which the hexagrams were subsumed.”?!> While the issue number restarts
from one in each collection, the folios in the same collections are continuously numbered. This
numbering system, however, only appears at the fold of the folios in the pictorial proper. The
supplements are either numbered according to a different system or not numbered at all.

In terms of content and format, there are also significant differences between the pictorial
proper and the supplement. The former is exclusively devoted to the depiction of contemporary
events (or at least purports to be so), whereas the latter, for the most part, is geared towards
entertainment and connoisseurship, hence the inclusion of literature, literati-paintings, and

riddles. In the former, texts are brief and completely integrated with the illustrations, being

215 “From the outset, the Dianshizhai Pictorial had a well-developed complex numbering system. Each of

the eventual six ‘collections’ used a new numbering set, starting off with the ten heavenly and the twelve earthly
stems, and ending with the four categories under which the hexagrams were subsumed. Each element in these
categories would comprise ninety-six or nineteen-seven double pages with illustrations plus an index. The covers
with the title and date were of greenish or reddish thin paper of low quality. These were to be removed upon
binding, and with them the date disappeared, which had tied the illustrations to a particular moment and event. From
then on, the illustrations had to live by their timeless interest and attraction. The long life of the paper (1884-1898)
and frequent reprints attest to fact that it was successful on both counts, actuality and timeless interest.” Rudolf G.
Wagner, "Joining the Global Imaginaire: The Shanghai Illustrated Newspaper Dianshizhai Huabao," in Joining the
Global Public: Word, Image, and City in Early Chinese Newspapers, 1870-1910, ed. Rudolf G. Wagner (Albany,
NY: State University of New York Press, 2007), 132.
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relegated to the space of inscription. In the latter, the length and position of the texts vary
according to the folio and are not necessarily part of the illustrations.

Two kinds of supplements are seen in the Dianshizhai Pictorial. One consists of a large
number of inserted images that were never been included in the reprints. These images
encompass a wider spectrum of pictorial diversity than those in the pictorial proper. Almost
every genre of the traditional Chinese painting is represented, as well as reproductions of
photographs and maps. The majority of these images are not printed on double-sided folios. In
the format of pop-outs or foldouts, they disrupt the reader’s continuous viewing of the pictorial
by requiring continuous turning of the folios from right to the left. Sometimes the reader has to
rotate the pictorial 90 degrees. At other times, the reader the folio must be spread out in order to
see the entirety of the images. Some of the images are advertised on the cover of the
Dianshizhai Pictorial, and in such cases, they are always introduced as /ua instead of fu, even
though they are produced by the same printing technique as the illustrations in the pictorial
proper.

Besides sequences of images collected on an ad-hoc basis, serialized books form the
other group of supplements. Wang Tao’s writings dominated the serial literature in Dianshizhai
Pictorial from its inception. Songyin manlu, which was carried on into Songyin xulu in 1887, was
the first literary supplement to be published in Dianshizhai Pictorial. Wang’s travelogue entitled

Manyou suilu 1% [E$%, written in the style of jottings (biji), was the third serial to appear on

the Dianshizhai Pictorial >'® Its publication had some overlap with that of Songyin xulu. After

Wang Tao’s three books, Dianshizhai Pictorial also serialized two chuangi plays, namely Li Yu

26 Manyou suilu was serialized in Dianshizhai Pictorial issues 126 to 174.
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(1610-1680)’s Fengzheng wu JE % ix(Mistakes with the Kite), He Yong (a.k.a. Gaochang Hanshi
Sheng 1841-1894)’s Chenglong jiahua FEFEE:5E (Superb tales of the Dragon Aflight); a
collection of biographies of famous women Guiyuan conglu 1% 2 &% (Collection of Records
from the Ladies’ Boudoirs), a collection of riddles entitled Aiyuan Misheng E%E 1K (Riddles

from the Ai Garden), a newly assembled collection of Tang chuangi tales entitled Dianshizhai

congchao B35 #8027 All these supplements are illustrated, and half of them were written

specifically for Dianshizhai Pictorial. Nevertheless, none of the above-mentioned works belongs
to the category of modern Chinese fiction. Although in a 1895 Shen Bao editorial entitled “The
Educational Value of Pictorials,” Major claims that pictorials attract a much wider readership
that would include merchants, villagers, and even illiterate women, it is obvious that the literary
supplements of Dianshizhai Pictorial would only have been accessible to educated readers
familiar not only with classical Chinese but with various cultural and historical references as
well.2!® The literary supplements, more than any other sections of the Dianshizhai Pictorial,
foreground the active participation of literati writers like Wang Tao in the genesis of a fully
commercialized medium, whose success would pave the way for the emergence of Chinese mass
media in the following two decades.

Different from their counterparts in late-imperial collections of classical tales, the

consecutive Songyin tushuo installments appeared in a medium that is essentially ephemeral. For

27 Fengzheng wu was serialized in Dianshizhai Pictorial from issue 153 through issue 172. Guiyuan
conglu was serialized in Dianshizhai Pictorial from issue 223 through issue 260. Aiyuan misheng was serialized in
Dianshizhai Pictorial from issue 253 through issue 279. Chenglong jiahuawas serialized in Dianshizhai Pictorial
from issue 280 through issue 297. Dianshizhai congchao was serialized in Dianshizhai Pictorial from issue 304
through 413.

28 ye Xiaoqing, The Dianshizhai Pictorial: Shanghai Urban Life, 1884-1898 (Ann Arbor: University of
Michigan Press, 2003), 11.
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this reason, the responsibility for forming collections was shifted from the publisher to the
reader. To make this task easier to complete, Dianshizhai Pictorial inserted special guiding
information into a narrow column at the fold of the folios containing these installments. The title
of the collection is printed on the top of the column and is separated from the titles of the
individual tales by a black fishtail folding mark, which is standard in woodblock-printed books.
On the lower part of the column is the volume number and the folio number, which is separated
from the pagination of the folios in the pictorial proper. A reader can rely on this unique system
to collect the installments and bind them into a collection.

But the same device that makes the installments collectible also highlights their
externality to Dianshizhai Pictorial. In this regard, the pictorial at least outwardly maintained
unity by applying the designation Songyin tushuo to the installments. In reality, however, it is the
pictorial proper rather than Wang Tao’s illustrated installments that bear more resemblance to

the historical fushuo in woodblock print culture.

1.4. The History of fushuo and its transformation during the Guangxu reign

In late-imperial woodblock print culture, the term tushuo designates a specific type of
narrative illustration mainly associated with the pictorial albums that seek to communicate with
their readers through images rather than texts. While its format shares much affinity with
neighboring genres such as tuzhi and tuhui, pictorial albums categorized as tushuo are devoted

chiefly to moral education or technical instruction.?!® In many cases, the producers of fushuo

219 For example, the former is represented by the Ming dynasty Dijian tushuo (The Emperor’s Mirror,
illustrated and discussed), whereas the latter is represented by the Yuanxi qiqi tushuo (Amazing Instruments from the
Far West).
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justify the relegation of texts to auxiliary roles by underlying the persuasive power of images to
reach readers who have limited literacy (such as women and children) or little knowledge of a

particular subject matter. A fine example in point is the Ming-dynasty Dijian Tushuo 77 22|55

(The Emperor’s Mirror, lllustrated and Explained), a sumptuous didactic album with painted
pictures and hand-written texts originally presented by the Senior Grand Secretary Zhang
Juzheng to the then nine-year old Shenzhong emperor (reign title Wanli) in 1573. To encourage
the child emperor to become a sage ruler, Zhang “had orchestrated this appealingly illustrated
and copiously annotated collection of exemplary and cautionary tales about rulers from remote
antiquity to the late Northern Song period. One volume presented eighty-one models to emulate,
and the other contained thirty-six examples to avoid.”?** A woodblock-print reproduction of the
original court album appeared at the end of the same year and was adopted into a number of
editions throughout the late-imperial period. Its appearance coincided with the beginning of a
flourishing period for narrative illustrations within late-imperial woodblock-print culture, which
further contributed to the maturity of tushuo as a print genre.

Because they purport to use documentary illustrations (#«) to represent certain actions as
examples to be followed, the tushuo albums are conditioned by their utilitarian value, either
moral or technical, to endorse a historical or factual framework of interpretation. As Julia Murray
puts it, “visual representations [in them] were powerful because they were associated with the
real thing.”??! But such an adherence to history does not characterize Wang Tao’s illustrated

installments. As one of the literary supplements catering to readers’ pleasures of viewing,

220 Julia K. Murray, Mirror of Morality : Chinese Narrative lllustration and Confucian Ideology (Honolulu:
University of Hawaii Press, 2007), 91.

21 bid., 92.
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reading, and collecting, Songyin tushuo is removed from the historical reality that the
illustrations in the pictorial proper seek to portray.? It is instead placed in a domain where the
lithographs are more associated with sua and xiang in woodblock-print culture.

Besides the lack of any claim to factuality, the absence of moral or technical discourse
also highlights the great distance between Songyin tushuo and conventional tushuo in
woodblock-print culture. Because traditional collections of strange tales were usually composed
in the vein of unofficial historical writings, they are burdened by the task of Chinese
historiography to distinguish good and evil. In the Liaozhai, moral judgment is conferred upon
the tales through the appended end-comments, where Pu assumes the persona of the “Historian
of the Strange” (52 52 [ yishi shi), a sobriquet modeled after the title Grand Historian of Sima
Qian of the second century BCE, who wrote the first general history of China. Wang Tao was
familiar with this moralizing device. In his 1877 collection of classical tale Dunku lanyan, which
was completed before its publication, he takes on the identity of “Historian of the Unknown
Anecdotes” (yishi shi i% 5 [X, a pun on Pu’s literary name) in the end-comments. In the Songyin
tushuo, however, the end-comment is completely absent, together with the identity of the
historian. Here Wang Tao refers to himself as the “recluse of Tiannan [the area south of the five
Ridges]” K Fd % % in both the prefaces and tales in which he includes his own persona as a
character. As potently suggested by Lu Xun in the parallel he draws between Wang’s tales and

contemporary depravity fiction, Songyin tushuo is far from a moralizing work. In addition, the

222 As Laikwan Pang argues, there is a strong realist effect to the illustrations in the Dianshizhai Pictorial
pictorial proper. Laikwan Pang, The Distorting Mirror: Visual Modernity in China (Honolulu: University of Hawai'i
Press, 2007), 176. However, as time went on, the pictorial proper, as Nanny Kim points out, gradually ceded its
standard of immediate, accurate information to entertainment; but its historical claim remained intact. Nanny Kim,
"New Wine in Old Bottles? Making and Reading an Illustrated Magazine from Late Nineteenth-Century Shanghai,"
in Joining the Global Public: Word, Image, and City in Early Chinese Newspapers, 1870-1910, ed. Rudolf G.
Wagner (Albany, NY: State University of New York Press, 2007).
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heterogeneity of its tales also determines that Songyin tushuo, unlike the conventional tushuo,
does not have clear, unequivocal raison d'étre.

For the reasons mentioned above, Songyin tushuo is a misnomer for an illustrated fiction
that promises entertainment to its reader. But the misuse of tushuo is not uncommon in late-19th
century print culture. In the same year Songyin tushuo began its serialization, the Guanke shou
Studio published a woodblock-printed guidebook of Shanghai entitled Shenjiang mingsheng

tushuo FYL A EIEFR (Famous Scenes along the Shen River, Illustrated and Explained), which

helped create the image of “Shanghai as the world’s playground” by presenting a series of leisure
activities within the discourse of gi, the fascinating or strange.??*> To convey better the gi to the
reader, the Shanghai commercial print industry hired talented artists such as Wu Youru to adorn
plain text with attractive illustrations. As I will discuss further on, the same discourse of gi is
intertwined with a recurring theme in Songyin tushuo. Songyin tushuo thus appears in the
specific context in which 7u, detached from timeless generality and moral exemplarity, found

new employment in journalistic reports and print entertainment.

I1. From Serial to Collection—How Wang Tao’s Installments Became the Hou Liaozhai

The previous section engages with the material form of Wang Tao’s classical tales. |
argue that our study of them should be based on the Songyin tushuo serial instead of the reprinted

collections because the latter has removed the former from its original interpretative framework.

223 Catherine Vance Yeh, Shanghai Love: Courtesans, Intellectuals, and Entertainment Culture, 1850-1910
(Seattle: University of Washington Press, 2006), 166. Although Shenjiang mingsheng tushuo is woodblock-printed,
its subject resembles that of the Dianshizhai Pictorial as well as the 1884 lithographic Shengjiang mingsheng tu. 1
have not found another pre-1880 guidebook for leisure activities whose title includes the term fushuo, and I believe
that a guidebook portraying city life in the way Shenjiang mingsheng tushuo could appear no earlier than the late-

Qing.
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This adjustment of focus will enable us not only to note the enormous differences between
Wang’s illustrated installments and late-imperial collections of classical tales but also to shift the
center of our focus from the product to the process. This shift is important because it allows us to
challenge the assumption, widely manifested in existing scholarship, that the Songyin manlu and
the Songyin xulu are the result of Wang’s endeavor to imitate Liaozhai. As I will show next, this
false lineage was drawn only during the serialization of the Songyin tushuo.

The earliest comparison between Wang Tao’s installments and Pu Songling’s strange
tales can be found in an advertisement in the Shen Bao newspaper dated 6 July 1884 (dated the
fourteenth day of the fifth month in the lunar calendar), a little less than one lunar month before
the serialization of the Songyin manlu commenced. This advertisement first introduces Wang

Tao as an erudite scholar whose “writing emits an aura of brilliance” (T~ 22 {5 % %) and then
remarks that the Songyin manlu, ““albeit nonessential [in the author’s oeuvre], has been a rarely
seen work after Pu Songling’s masterpiece” (& & #fi o A2 2 48 6%, 28 O R T B AR (& R 2 /).
It further encourages the readers to assemble the folios into a collection, which “can be perused
in conjunction with the Liaozhai” (7] BLfI % 6 52558 23 B1).%° When speaking of the merit of
Songyin manlu, the advertisement points out that “Liaozhai tales are unaccompanied by

illustrations, but every single tale in the Songyin manlu is illustrated and printed in the dignified

script style. Free of errors as a result of careful proofreading, it is on a par with the Liaozhai

224 Shen Bao newspaper, issue 4033.

225 Ibid.
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zhiyi, if not superior to it 11 H.II 2543 55 56, LL 3 Rpaiag — &, 7 omA, KR MEa, RiA5Rm)
RS A .22

It is important that similarity in content is not the criterion on which the comparison
between the Songyin manlu and the Liaozhai is based here. Rather, the passage’s evaluation of
the Songyin manlu focuses the language and style. By introducing Wang as a literary genius and
evoking the criteria of gi (brilliance) and bi or bifa (narrating techniques) for evaluating the
Songyin manlu, the rhetoric of the advertisement is apparently reverting to imagery and
terminology that are typical for the commentary tradition spawned by vernacular novel and
drama. The famous seventeenth-century commentator Jin Shengtan (1610-1661), for example,
grouped literary masterpieces of completely different genres into an annotated collection entitled
“Six Works of Genius,” identifying their commonality in their all being replete with subtle clues
easily missed by the ordinary reader.??” The use of annotation is then to help the reader decipher
the hidden meaning of these texts through a discussion of bifa. During the nineteenth century,
this stylistic approach was extended to the reading of the Liaozhai. By interpreting Pu’s
collection as a fictional and ironic construct intended for the superior reader, this approach had
helped to canonize the Liaozhai as “the culmination of the classical tale in style, complexity, and
range.”??® It is thus the literary fame of the Liaozhai, rather than its investigation of the strange,

that the Shen Bao advertisement seeks to harness with the aim of presenting Wang Tao as a

226 Ipid,

227 For Jin Shengtan’s influence on later commentary on fiction, see David L. Rolston, Traditional Chinese
Fiction and Fiction Commentary: Reading and Writing between the Lines (Stanford: Stanford University Press,
1997), 20-50.

228 Zeitlin, Historian of the Strange: Pu Songling and the Chinese Classical Tale, 4.
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master of abstruse classical language and sophisticated narrative techniques. It does not

explicitly identify Songyin manlu as a collection of strange tales in imitation of the Liaozhai.

2.1 Strange Tales or Miscellaneous Notes? Two Versions of the Preface to the Songyvin manlu

In fact, it is quite likely that Wang Tao did not originally intend to write a collection of
strange tales. Among the collections of strange tales that predate the Songyin maniu, 1 have not

found a single precedent to justify Wang’s designation of his collection as a manlu & #%, literally

“random notes.” Most of the pre-19™ century manlu known to us belong to the biji
(miscellaneous notes) genre—a loosely defined literary category “consisting of study notes,
literary sketches, anecdotes, and personal observations written in the classical language.”??° For

example, Chen Shichong (1245-1309)’s Suiyin manlu F&fEI2$%, a copy of which was owned by

Wang Tao, records various miscellaneous anecdotes about the Southern Song.?*° In Songyin
manlu, only a small number of the tales can be clearly identified as bearing any resemblance to
Liaozhai tales. More tales are similar to the elastic and heterogenous biji writings,

The Wang Tao archive housed at the Shanghai library includes some important
documents that may help illuminate the connection between the Songyin manlu and the biji
genre. Among the manuscripts held there is a preface to a collection also entitled Songyin manlu

(an unpublished work bearing the same title as the later published collection). It is dated “the

229 Chiang, Collecting the Self: Body and Identity in Strange Tale Collections of Late Imperial China, 27.
230 Other examples include Nenggai zhai manlu 8¢ 28055 12 8%, Chuangi manlu f&3112 5%, Xuelin manlu “#HK

18 3%, Mozhuang manly 555 3% in 10 volumes, Kuaya manlu i E28 3% in 3 volumes, Dushi manlu 32538 3% in
14 volumes, and Nanyuan manlu 7 it 8 3¢ .

105



middle xun or ten days of the fifth month of the tenth year of the Guangxu reign, sequential Jia
Shen” (JG4& T4F X H1 1. H i), so that its date is the same as that given to the preface of
the Songyin manlu published in Dianshizhai Pictorial. This hand-written preface is shorter in
length than the published version, but otherwise the similarities between the two are evident.
The unpublished text this earlier preface is meant to introduce is not found among the
manuscripts, so there is no way to determine whether it was, in fact, merely a draft version for
the published Songyin manlu installments, or whether it differed sufficiently from the published
version to be considered a separate work. Nonetheless the most noteworthy feature of this
preface is that it is identical to the preface of yet another manuscript in the archive, namely, the

second preface to a collection entitled Laotao zhuiyu 2 #& 55 or Idle Chatter of the Old
Epicure. Laotao zhuiyu itself is no longer extant, so we can only infer what it is about from the
information provided by three sources: Wang’s autobiography Souyuan laomin zizhuan 5% &%
[ H 18 catalogues this work as an unpublished collection of sixteen volumes, while Wang’s
Souyuan zhushu zongmu X7 Z IRELH or The Complete Catalogue of the Works of the Master
of Sui Garden describes the work as an eight-volume collection akin to shihua or Remarks on
Poetry(s¥afi < Jit in tH), a special kind of biji writing fully devoted to the discussion of poetry
and poets; and an advertisement in the Zilin hubao F#KJ8 ¥R newspaper, which was edited by a

student of Wang Tao, indicates that an eight-volume edition of Laotao zhuiyu was published as
serialized supplements, but there are no surviving copies to testify to its existence.??! However,

this advertisement echoes the description in the Souyuan zhushu zongmu, adding that “the book

231 For an excellent discussion on the Laotao zuiyu, see Guoyi Wu, "Wang Tao Shengzu Nianyueri Zai

Kaozheng," Journal of Eastern China Normal University 35, no. 5 (2004): 113. Also see You Xiuyun, Wang Tao
Xiaoshuo Sanshu Yanjiu 43.
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records everything. Besides discussing poetry and essays, it also [covers] many things that
people have never heard of FEHFLHEH —V], #RFFam L2 4h, LR 2 8RR R .2

Despite the inconsistencies between these three descriptions, we can still infer that
Laotao zhuiyu is not strictly speaking a collection of strange tales in the vein of the Liaozhai. We
are not certain whether Laotao zhuiyu reflects Wang Tao’s original ideas about the Songyin
manlu, but the unpublished preface to Songyin manlu shows that as late as in mid-1884 Wang
Tao was still debating between different options to submit for serialization in Dianshizhai

Pictorial.

2.2 “Writings are properties common to all under heaven”: pirated editions of the Songvin manlu

It is in the midst of the controversies stirred up by unauthorized publications of the
Songyin manlu that we see for the first time an explicit attempt to place Wang Tao’s classical
tales within the school of Liaozhai imitations. On 14 August 1887, an advertisement in the Shen

Bao newspaper announced that the Weixian lu (W< P J&) Press was going to publish a
lithographic collection entitled Houliaozhai zhiyi tushuo chuji J& B35 &6 Se BRI (The First
Collection of lllustrated Sequel-Tales to the Liaozhai Zhiyi) in early September. The collection,
according to the advertisement, is “a showpiece 1535 Z £ by Wang Tao that “uses a

narrative style approximating that of the Liaozhai” and defines its raison d'étre as the “discussion

of strange phenomena FHZEA T~ (WilFs) |, My =55 T i1, The advertisement also mentions

232 quoted in "Wang Tao Shengzu Nianyueri Zai Kaozheng," 113.

233 Shen Bao Newspaper, issue 5145.
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that this collection covers a wide range of topics drawing upon the author’s “life experiences in
the past decades and multiple journeys over thousands of miles,” during which the author “had
acquainted himself, either directly or indirectly,” with the stories of many unusual personalities:
“from female warriors to extraordinary men, from intelligent fox-spirits to aged monsters, all the
way to talented courtesans of green bowers and humble scholars residing in unadorned rooms; he
takes the pain to depict them in an unreserved manner, as long as their stories raise surprise and
alarm or inspire respect and joy UAE4FE 2 & P, 07 B2 #00F, FrlEz eem A RN
ZPE. URFHEDL, aREBA, ARS8 2%, ToAihEss >

Wang Tao soon found out that the advertised book in question was none other than his
own Songyin manlu, the Dianshizhai Pictorial serialization of which would not be completed
until early September of 1887. In response, he released a statement, published on August 22 in
the Shen Bao newspaper, forcefully asserting that he did not authorize the Weixian lu edition: “I
was shocked and baffled [by Weixian lu’s advertisement]. This is not a book I created. I gather
that it must be my Songyin manlu.”*** His vehement reaction obviously demonstrates his
vexation over the unauthorized publication of his work, but it may also indicate his sheer surprise
at seeing a sequel to the Liaozhai suddenly attributed to him. In any event what is quite clear is
that if had had consciously imitated the Liaozhai in Songyin manlu, the question of which of his
books had been pirated would not be the matter for conjecture that it evidently is in his

statement..

234 Ibid.

2335 Shen Bao Newspaper, issue 5153
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Two days following the release of Wang’s statement, the Weixian lu press issued a public
apology to him, also in the pages of the Shen Bao. Yet the printed apology makes the still rather
blatant pretext that, not knowing Wang Tao personally, the publisher of the Weixian lu had
decided to publish the Songyin manlu in the belief that “writings are nothing but properties

common to all under heaven S B K N Z A##1M.72*° Because no legal protection of copyright

existed in China at this time, it would have been futile for Wang Tao to make further claims
against Wexian lu. As Wang Fei-hsien points out, while the local practices and norms in East
Asian xylography-based book cultures had, in fact, developed certain rough equivalents to
modern copyright, this “proto-copyright” equated to “the ownership of printing blocks [ban]
rather than ownership of abstract intellectual creations”?*’. Even this protection was voided by
the age of lithography, however, once a publisher could easily replicate a book without having
access to the original han or press block. Indeed, the Hou liaozhai published by the Weixian lu
were directly copied from the Songyin tushuo installments. Under the circumstances, Dianshizhai
Publishing Works had to lower the price of its reprinted edition of the Songyin manlu in order to
compete with this new rival.

But despite protests by the Dianshizhai Publishing Works, other publishers did not
hesitate to reprint Wang Tao’s serialized tales. Several lithographic editions of the Songyin
manlu are known, all of which copied the layout and design of the original version of Wang
Tao’s installments on the Dianshizhai Pictorial. One curious feature of the unauthorized reprints

is that, like the Weixian lu edition, most of them categorized Wang Tao’s Songyin manlu as an

236 Shen Bao Newspaper, issue 5155

237 Wang Fei-Hsien, "Creating New Order in the Knowledge Economy: The Curious Journey of Copyright
in China, 1868--1937" (Ph.D. dissertation, The University of Chicago, 2012), 60.
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imitation of the Liaozhai. The 1887 Datong Shuju edition, the 1891 Jishan editions and 1894
Hongwen editions, all print the title Houliaozhai zhiyi tushuo J& W% 5552 &5 (Tales after the
Strange Records of Liao Studio, Illustrated and Explained) at the fold of the folios. The 1896

Wenyun shuzhuang edition uses the title Zhengyxu liaozhai zhiyi 1E4B WIS 565 (The Authentic

Sequel to the Strange Records of the Liao Studio).

After publishing the Songyin manlu tales as a collection under the same title in 1887,
Dianshizhai itself reprinted the same collection in 1893 and 1903. Tellingly, both of the later
editions converted the title from Songyin manlu to Huitu hou Liaozhai zhiyi 4&1@1% W55 56 52 and
crossed out the original title Songyin manlu at the fold of the folios in black ink. The 1903 edition

also adds the phrase “and therefore changed its name to Houliaozhai zhiyi T %% 44 2 )& Wil & 5k 2

> at the end of Wang Tao’s preface (figure 2.3). Following the convention of collections of strange
tales, both editions added a table of contents to the beginning of the book. These changes in the
Dianshizhai Publishing Works’ own editions only served to reinforce the impression of Wang Tao
as an imitator of Pu Songling, thus promoting a literary lineage that had initially been fabricated
by the pirated reprints of the Songyin manlu.

It is noteworthy that when the Weixian lu first reprinted Songyin manlu as Hou liaozhai,
the original serialization of Wang Tao’s installments was still in progress, and none of the tales
comprising the Songyin xulu collection had yet been published. But instead of discouraging
belief in the false literary lineage touted by the pirated edition, Wang ended up actively
presenting his Songyin xulu in a way that would only encourage the reader to identify him as an

emulator of Pu Songling’s classical tales.

110



2.3. Songvin xulu and Wang Tao’s self-portrait as a writer of strange tales

A twelve-juan Songyin xulu was not part of Wang Tao’s original plan. In 1884, when his
classical tales first started to appear in the Dianshizhai Pictorial, Wang had announced that the
installments would accrue to a collection of twelve volumes entitled Songyin manlu. After the
completion of the Songyin manlu in 1887, however, Wang made known his intention to carry on
the serial and let it culminate into another collection of twelve volumes entitled the Songyin xulu.
But shortly after the completion of the fourth volume, the serialization of Songyin xulu suddenly
stopped and did not resume, leaving the project unfinished.

In his 1887 preface to the Songyin xulu, Wang Tao claims that the tales in the new

collection differ in content from those in the Songyin manlu:

Songyin manlu mainly contains records about human affairs. Very few tales are devoted to those
about intelligent foxes, cunning ghosts, flower demons, tree spirits, and their ilk (not to mention
birds, beasts, insects, and sea creatures), nor is the coverage of their variety at all comprehensive.
Now I especially create a world among the non-human creatures and relate anecdotes about
encounters with illusions in marvelous realms to later generations. Words alone are not enough to
fully describe this world because it is solely created from my own mind/heart (xin) [...] All [I
wrote] are nothing but illusions! Since it generates illusions, the mind/heart is the most

extraordinary [¢i] human faculty ( (HAFRIE) Fred, WTAFHANZ, RURRIMEER . LIk
ARk, DLELEdfn, RS, REEEL. S TERS T, BRE—MHA, MWoNESEL)
i, BT, JEERUEZ, TNE—LZHE [ ] BLUKMOR! ZJd08E, WA
g 7 ) 238

According to this passage, the continuation of the Songyin manlu into the Songyin xulu entails
the shift of the serial’s focus from humans to ghosts, fox, flower spirits and other creatures, all of

which are stock characters in the Liaozhai. In reality, however, the difference between Songyin

238 Wang Tao, “Preface,” Dianshizhai Pictorial no. 126 (1887).
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manlu and Songyin xulu in terms of content is not so clearly demarcated as Wang makes it out to
be, since Songyin xulu also demonstrates many characteristics of the biji genre. Moreover, many
of the Songyin xulu installments that depict courtesans in Shanghai and Tokyo do not support the
predominance of Liaozhai characters Wang’s preface would imply.

In addition to exaggerating the differences between Songyin manlu and Songyin xulu, in
the 1887 preface Wang Tao sought to create an image of himself as a writer of strange tales.

Near the end of the preface, he describes the process of writing as follows:

When living in Hong Kong, I used to suffer from spasms of coughing in autumn. Unable to lie on
the pillow when the heteropathic gi reversed its course and went up, I had to sit upright and stay
up the whole night. Spending every day by the herb brew pot simmering on the fire stove, I
already had one foot in the grave — in the long nights of insomnia, with a single greenish lamplight
at my side, I was palpably in the vicinity of ghosts [l J& & i#F, AFKZAE, S _EWAREE, &
WAk B, AR K IATEAENS, 2514, KR, —#sE, JLT5RR48.2%

This image of the author, slowly wasting away while writing by dim lamplight in autumn, stands
in contrast to Wang Tao’s self-portrait in the 1884 preface, which simply relates that after
“having a few drinks and some tea,” he would sit by the furnace and start to write under the
lamp; the earlier description has nothing ghostly about it. The later preface, on the other hand,
evokes an eerie atmosphere that befits the writing of strange tales through the depiction of
sleepless autumn nights and greenish lamplight, both of which are associated with spectral
visitations. In his 1679 self-preface to the Liaozhai, Pu Songling sets a similar ghostly scene by
depicting himself alone and working the night away: “It’s just that here it is the glimmering hour

of midnight as I am about to trim my failing lamp. Outside my bleak studio the wind is singing;

239 Ibid.
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inside my desk is cold as ice. Piecing together patches of fox fur to make a robe, I vainly
fashioned a sequel to Records of the Underground J /&R 55, ] BERER; iNTade, &
RHEIK. BRIBCNE, BHBREZ 5

Wang Tao did not necessarily base his own moribund self-portrait on the above-
mentioned passage, but he certainly had in mind the historian of the strange when writing the
1887 preface. In particular, he was haunted by the climactic question that Pu Songling addressed
to readers of the Liaozhai at the end of the 1679 preface: “where are those who truly know me?
Are they only to be found in the so-called ‘green maple grove’, and at the ‘dark frontier
passes’”’? Without directly responding to this question, Wang appropriates Pu Songling’s voice
to suggest that the latter has finally found his ideal reader: “[t]his book [Songyin xulu] has twelve
chapters [...] adding up to twenty-four volumes when combined with the earlier tales [Songyin
manlu]. If Pu Liuxian [i.e. Pu Songling] were able to see them, he would definitely ‘hold my arm
and walk [together with me] towards the grove’ with great joy. He would say ‘you, sir, have
surpassed me. The Liaozhai has a successor now’” (Wb HFH+H —E[...] 5 2Bl #xdt —+ 1%
, VA AN, BISRAEEAME: "TREERR. WFE2E, ' AR As this
quoted line suggests, the only person who truly knows Pu is none other than his literary
successor of nearly two centuries later, while the historian of strange has now become precisely
the kind of ghost-reader he was originally seeking. By imagining the endorsement of Pu’s ghost,
Wang is now explicitly identifying his Songyin manlu and Songyin xulu as imitations of the

Liaozhai. The rhetoric of emulation here, in all likelihood adopted from the example set by

240 76itlin’s translation.

241 Dianshizhai Pictorial, issue 126.

113



Weixian lu, is best understood as a promotion strategy that aimed to use Liaozhai’s popularity in

the late-nineteenth century to the advantage of a contemporary writer.

2.4 Songvin tushuo and the Liaozhai lllustrations

Reprinted numerous times after 1887 under various titles, Wang Tao’s Songyin manlu
was not just one of the earliest lithograph-printed collections of classical tales. It was the first
among these collections to be sold as a sequel to the Liaozhai, and in many ways it marked a
watershed moment for the late-nineteenth century Shanghai book market. Just a decade earlier,
imitations of the Liaozhai such as the Yeyu giudeng lu and the Dunku lanyan were still published
as unillustrated, typeface books.?*> During the two decades after the republication of Songyin
manlu as the Hou liaozhai, however, Shanghai publishers came to use principally lithography to
print collections of classical tales; they moreover developed a new habit of reprinting earlier
works from different genres as collections of strange tales, indeed, frequently as Liaozhai

K%

imitations. For example, Yin Qinglan (1738-1788)’s biji collection yichuang yingcao % i T &L
was rebranded as Xuliaozhai zhiyi tuyong #5175 5% B2 1@ 5k in 1895. Wang Kun’s Xunyou
bingzai FE3KFH %, (preface dated 1829) was renamed Huitu gujin yangian bao 4&1& IR BT in

the same year.?** Deng Xuan (active in the 18th century)’s Yitan kexin lu 5&5% 7] {5 #%, a morality

242 The Yeyu giudeng lu was later republished by Jinzhang shuju in an illustrated edition in 1915. The
DKLY was never illustrated.

243 For an excellent study of some of these collections, see Xiaoyong Zhan, "Qingmo Minchu Weibei
Congkao," Wen Xian 1 (2002).
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text, was rechristened Huitu xigi gugai %3 a7 15 ¢ in 1916. As these titles suggests, the

addition of lithographic illustration was a major selling point of these reprinted editions.

The Liaozhai itself was reprinted several times in the form of lithographic illustrated
editions during the second half of the Guangxu reign. The most influential of these was a 16-
volume edition (1886) published by the Tongwen Press, the “largest, most prestigious, and first
truly Chinese” commercial lithographic publisher in late-nineteenth century Shanghai.?** Entitled
Xiangzhu liaozhai zhiyi tuyong #¥iE W% 55 BL[&@ Rk (Comprehensively-Annotated Strange Tales
of the Liao Studio, with Illustrations and Encomia), it is not only the earliest lithographic reprint
of Pu’s masterpiece but also the first published edition of his work to include illustrations.

According to the laudatory preface by He Yong, whose chuangi play Chenglong jiahua

was serialized in the Dianshizhai Pictorial, it was the “Master of Guang Bai Song Zhai” & &
7% N\ (Xun Run)—one of the co-founders of the Tongwen Press, who hired artists to paint the

445 illustrations in this edition (figure 2.4).%* Each of the illustrations occupies one side of a
folded folio, with the title caption, an accompanying gijue (seven-syllable truncated) encomium,
and a seal printed in the blank on its upper part. But the seal here does not reveal the identity of
the painters; instead, they are merely a reworking of the tale’s title in a decorative form. The
illustrators thus remain anonymous. The illustrations are inserted at the beginning of each
volume. The interstitial space between each pair of illustrations harkens back to woodblock

printing; the title Xiangzhu liaozhai zhiyi tuyong is printed on both sides, along with a shared

244 Christopher A. Reed, Gutenberg in Shanghai : Chinese Print Capitalism, 1876-1937 (Vancouver, BC:
UBC Press, 2004), 114.

245 Yong He, "Xu," in Xiangzhu Liaozhai Zhiyi Tuyong (Tongwen Press, 1886).
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volume number, the tale title that matches the caption and the seal in the illustration, and the
folio number (though there is no fish-tail folding mark).
Like Wang Tao’s Songyin manlu, Tongwen’s illustrated Liaozhai also spawned a number

of pirated books (I personally have seen the editions published by the Jiangzuo shulin 7T/ &k
and Hongwen shuju ¥ & J&). Despite some insignificant variations in title, content, and script

style, these pirated books look so similar to the Xiangzhu liaozhai zhiyi tuyong that the Tongwen
Press could only lower the price of its edition in order to compete with other lithographic
publishers. For these reason, the pirated editions can be considered as variants of the same
Tongwen Urtext, itself presented as a fuyong.

John Minford calls Tongwen’s illustrated Liaozhai “a celebrated example of Late-
imperial book Illustration,” because the lithographs “help to visualize the setting, and are
especially well-preserved in terms of details of interior decor, furniture, clothes, architectural
environment and courtyard/garden layout.”?*¢ Yet although it is seemingly influenced by late-
imperial illustrated books, Tongwen’s Liaozhai did not in fact develop from the tuyong pictorial
albums in the woodblock print culture. Instead it represents an innovation in the late-nineteenth
century adoption of the term tuyong.

In late-imperial woodblock print culture, the fuyong pictorial albums are mostly
associated with landscape painting. For example, the early-seventeenth century urban guidebook
Jinling Tuyong 4 [% &7k (Jinling [nowadays Nanjing], with Illustrations and Encomia) consists
of a selection of pictures, each showing a different scenic spot, accompanied by poems of praise

and cartouches identifying and describing their special attractions. With its detailed directions for

246 Minford, Strange Tales from a Chinese Studio, XXxv.
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seeing Nanjing, it “purports to be a substitute for an actual touring experience and was intended

to facilitate ‘armchair travel’ (woyou A3 )—a celebrated cultural practice among the literati.”?*’

Other famous examples include the Yuzhi gonghe bishu shanzhuang tuyong S2Hl| %5 A ke 2 11
&5k (Royal Production of Othe Scenic Spot of] Imperial Summer Villa, with Illustrations,

Encomia by the Kang Xi Emperor, and Responding Poems by the respectful Qianlong Emperor),

the Yuanming yuan sishijing tuyong |E|W[E I+ 5|85k (Forty Scenic Spots in the Summer
Palace, Illustrated with Encomia) and the Zhulu tuyong 77 H&|& &k (The ‘Bamboo Burner’

Paintings, Illustrated with Encomia), all of which were commissioned by the Qianlong emperor
(1711-1799).

The tuyong distinguishes itself from other sub-genres of pictorial albums by adding
accompanying poetic verses to the images, which are themselves—since their creators evidently
prized their aesthetic value above all—better categorized as hua. Because it is traditionally
associated with landscape painting, the tuyong genre has hardly any overlap with late-imperial
illustrated fictions, which favor figure painting, especially portraits (xiang) of the literary

characters. The 1879 woodblock-printed Honglou meng tuyong 412 &5k (Dream of the Red

Chamber, with Illustrations and Encomia), which boasts 48 illustrations by Gaiqi (1774—1829)
and 75 poems from various literati, is the earliest tuyong I could trace that is related to a written
work of fiction.?*® Yet it comes late enough to be affected by the emergence of entertainment-

oriented fu albums I discussed earlier.

247 Si-yen Fei, Negotiating Urban Space: Urbanization and Late Ming Nanjing (Cambridge, MA.: Harvard
University Press, 2009), 124.

248 There have been multiple lithographic reprints of this woodblock edition.
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Although the Tongwen Press’ reprinting of the Liaozhai as a tuyong seems to be
anticipated by the 1879 Honglomeng tuyong, it has already gone much farther in terms of
transgressing genre conventions. The Honglomeng tuyong does not include the text of Dream of
the Red Chamber, whereas Tongwen’s Liaozhai teatures Pu Songling’s original tales as well as
annotations and commentary by subsequent readers. Tongwen Press’s edition of the Liaozhai is
therefore the first fuyong that has all the essential elements of a typical late-imperial illustrated
fiction. Furthermore, the narrative lithographs in Tongwen’s Liaozhai tuyong have few
similarities with the woodblock-printed illustrations in the Hongloumeng tuyong, which are
mostly non-narrative portraits of the novel’s main characters. In many ways, the Liaozhai tuyong

has given new meaning to the fuyong genre.

2.5 The Empress Dowager’s Liaozhai tushuo

The fabricated literary genealogy I discussed earlier identifies Wang Tao’s classical tales
as imitations of the Liaozhai. But once we take the illustrations into account, it becomes clear
that it is Songyin tushuo that set the precedent for Tongwen’s Liaozhai tuyong to repurpose the
traditional fu albums as a new medium for classical tales. Although the two reference different
categories—the Songyin tushuo uses the term fushuo whereas the Tongwen’s Liaozhai identifies
itself as a tuyong—they have managed, by means of their striking similarity, to bridge the rift
between the respective traditional connotations of the two genres. Both belong to the same kind
of newly developed lithographic picture books that extend the scope of narrative illustrations to
cover classical tales. In fact the only justification for Tongwen’s Liaozhai to be called a tuyong

and not a tushuo is that it includes poetic encomia (yong).
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But even this difference was not taken into account when the Tongwen Press produced a
new illustrated version of the Liaozhai in 1894 for the sixtieth birthday of the Empress Dowager
Cixi. Now preserved in the National Museum of China, this 48-juan hand-painted color pictorial
album (only 46 volumes have survived) contains 725 illustrations accompanying 418 Liaozhai
tales. It surpasses the Tongwen Press’s Liaozhai tuyong in terms of both the quantity and quality
of the illustrations.

Although this edition of Pu’s masterpiece also contains poetic encomia, it is curiously

entitled Liaozhai tushuo W35 [E 5%. Compared to the etchings in the tuyong version, the hand-

painted illustrations in this album seem far more receptive to the influences of the painting style
exemplified by the Dianshizhai Pictorial illustrations. Not only do the clusters of figures in the
Liaozhai tushuo resemble the urban crowd depicted in the Dianshizhai Pictorial, but also the
architectural space and the landscape in this production, all painted in meticulous detail using
Western perspective, seem to draw on the visual language of the illustrations by Wu Youru and
his circle. The illustrations accompanying the famous Liaozhai tale “The Raksha Country and the
Sea Market,” for example, depict European architecture in a style that is strongly reminiscent of
the “realist effect” in the Dianshizhai Pictorial iconography of the West (figure 2.5).24°

As a pictorial album specifically created for the court, the Liaozhai tushuo invites a
comparison with the Dijian tushuo 1 discussed earlier. With specific imperial readers in mind—
the Empress dowager Cixi and the nine-year old Yingzong Emperor, respectively—both fushuo
albums evoke the idea that pictures are more powerful than words to convey meanings to

audiences with limited literacy such as women and children. This focus on the audience explains

249 Pang, The Distorting Mirror: Visual Modernity in China, 41.
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why the Liaozhai tushuo excluded the scholarly annotations and commentaries of the tuyong
edition and assigned a more prominent role to the images than the texts. After all, the tuyong, in
its traditional sense, is a venue for literati to demonstrate their virtuosity in paintings and poetry
to connoisseur audiences not unlike themselves, while the tushuo albums, by contrast, are meant
as reading materials appropriate for women and children — though more often than not they cater
to the artistic taste of male literati.

By substituting fuyong with tushuo in its new edition of the Liaozhai, the Tongwen Press
clearly means to evoke an established bond between one type of pictorial album and the niche
reader-/viewership exemplified by the Dijian tushuo. But we cannot establish a continuous
tradition from the Dijian tushuo to the Liaozhai tushuo because the latter differs categorically
from the former in one crucial aspect: as a birthday present for the Empress dowager, it is meant
to entertain its target recipient and bring pleasure to her viewing; devoid of either didactic or
instructive value, it cannot readily be situated into the tradition of fushuo. Instead, like Wang
Tao’s Songyin tushuo, it is new kind of tushuo that prioritizes entertainment value over all other

considerations.

II1. Enchantment and the Realm of Illusion as a Recurring Theme

Wang Tao’s conscious imitations of Pu Songling’s classical tales mainly appeared in the
Dianshizhai Pictorial after he had proclaimed himself the successor of the “Historian of the
Strange” in 1887. In these tales, which now form part of Songyin xulu collection, Wang Tao

drew on a wide range of Liaozhai tales, including “““Xu huangliang” 48 % % (A Sequel to the
Yellow Millet Dream), “Lianhua gongzhu” J#{£/A & (Princess Water Lily), “Luocha haishi” #

M (The Raksha Country and the Sea Market), “Xihu zhu” P93 -E (The Princess of West
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Lake), “Meng Lang” 2R (Dreaming of Wolves), “Ge Jin” & 111 (Ge Jin), “Jiao Nuo” UG

s ==

(Jiao Nuo), “Qing Feng” & Bl (Qing Feng), “Huang Ying” 3% % (Huang Ying), and several

others. The first three Liaozhai tales listed above appear to be Wang Tao’s favorite source

stories, as each of them supplied material for more than one tale in the Songyin series.

3.1 Woyou: Vicarious Journeys to the Realm of Illusion

Besides the fact that they all fall into the chuangi category, the Liaozhai tales Wang Tao
imitates in his series do not form a distinct subgroup within Pu Songling’s collection; neither are
most of Wang Tao’s selections about the ghosts or fox-spirits that give the Liaozhai its putative
epithet.>” However, Wang Tao does associate his adaptations of these tales with a recurring

imagery in his installments, which he describes in his 1887 preface as gijing huanyu #5548
(the marvelous realm where one encounters illusions). This notion is also called huanjing %)%
(the realm of illusion) or gijing #7153 (the marvelous realm) elsewhere in the series, and it

manifests itself in various forms from story to story. For example, the same term refers to the

Wi

Ten Courts of the Underworld that the characters visit while sleeping in “Weiyu meng” /&
(The Baked Potato Dream), “Fan Huangliang” /< 3% ¥ (Counter-the Yellow Millet Dream), and
“Meng zhong meng” %% (Embedded Dreams), all of which are based on “A Sequel to the

Yellow Millet Dream” in the Liaozhaij it also describes an unknown island far away from China

in “Yinxun dao” K5 (The Island of Old Ways) and “Xianren dao™fili \ & (The Island of

250 Both “A Sequel to the Yellow Millet Dream” and “Princess Water Lily” are adaptations of Tang-

dynasty chuangi tales.
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Immortals), which are inspired by Pu Songling’s “Raksha Country and Sea Market” and “The
Island of Immortals™ respectively; lastly, it corresponds to both a mysterious kingdom on the
ocean floor and the sea market in “Xu Linshi,” which draws on both “Princess Water Lily” and
“Raksha Country and Sea Market.”?! Elewhere in the Songyin series, the “realm of illusion” can
variously describe an otherworld hidden in a well, a mountain cave inhabited by immortals, and
an ethereal garden with exotic plants, among others. Not all these realms are pleasant; sometimes
a dystopia or the infernal (diyu) can also represent the land of illusion.

Despite the infinite diversity, the “realms of illusion” are all places of transience
associated with various non-historical temporalities, such as a lost past, a mythic timelessness, or
a subjective notion of time. As Wang Tao writes in the 1887 preface, “as for jing, they are

transience and nothing else” (Bith %, AN i@EE 51 ). This attribute of the “realm of illusion”

is illustrated by the tale “Xianren dao” (Immortals’ Island). In this tale, the protagonist Cui
Mengtu, after his steamship has been blown off its course, lands on an island, unmarked on any
map, where he encounters an old couple dressed in the clothes of six centuries earlier. This island

is a timeless place:

There is no extreme climate, nor the alternation of day and night. Most of the poultry and animals
there are unseen in the Middle Kingdom. There is also no calendar. The inhabitants mark the
beginning and end of a year’s cycle with the blossoming of flowers and the falling of leaves [...]
Approximately twenty years have passed, but the complexion of [Cui] has changed only a little. 5
R, MER, 2EHIE, 2P LR FEREH, UEZHE B RE/E
e BEEEZE, UG, BRI S, BRI, A9, a2

251 «xy Linshi" also appears to be influenced by the Tang chuangi tale Gujing ji (Record of an Ancient
Mirror).

252 Wang Tao, “Preface,” Dianshizhai Pictorial n0.126 (1887).

253 Wang Tao, “Xianren dao,” Dianshizhai Pictorial no.9 (1884).

122



However, characters can only remain temporarily in these non-historical temporalities;
eventually, they have to return to the non-mysterious world. This is exactly how “Immortals’

Island” ends: after hearing Cui’s story, an old sailor named Yu makes the following comment:

How silly you are! Nowadays, all steamships are steered by Westerners, and they depart and
return on schedule. All their ports of call are inhabited. As vast and infinite as the waters are,
where can one still find a deserted earth on which the immortals set foot? Give it a break. All your
thoughts are just as nonsensical as those towers built in midair. B ¥A%I 5 | AR, B HEA
MEL, EEEA TN, biEEEAEA, EANEEEEE, 26 - EZE LM PTEE
7 TR BAERA, GRS A 2

The old sailor’s comment here strongly echoes Wang Tao’s own remark in the 1887 preface

about all the illusions in his classical tales being products of his imagination: “The mind can put

itself in and out of those marvelous realms. It can entertain itself by building those realms of
illusions out of nothing”( {LEEANTF-HEZ W, T2 4h, HEE G AAr 528 DL A &
H0).2%% By evoking the idea of creatio ex nihilo and underlining the artificiality of his tales,

Wang Tao demonstrates a heightened awareness of the distinction between fiction and reality; in
this regard, he is quite different from Pu Songling, for whom the boundary between the two
categories is quite blurry.

Wang Tao’s typical protagonist in the tales about realms of illusions is a world traveler
just like himself. He often blends into these tales elements of his own experience in Europe,

where he had assisted James Legge with his translation of the Confucian classics.?>® However,

234 Ibid.

255 Wang Tao, “Preface,” Dianshizhai Pictorial no.126 (1887).

256 For an account of Wang Tao’s overseas travels, see Hailin, Wang Tao Pingzhuan. Wang Tao also wrote
about his travels abroad in his travelogue entitled Manyou suilu, which was also serialized in the Dianshizhai
Pictorial (issue 126-174).
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despite the factual basis of the characters’ travel experiences, they are often mixed with dreams
in the Songyin tales. “Xu Linshi,” for example, combines oneiric journey with overseas travel.
The tale recounts the travels of its eponymous character, a swordsman who unearths an ancient
saber from a tomb and learns how to use it from a man who appears in his dreams. “Xu Linshi”
contains two episodes, with the first one rewriting the Liaozhai tale “Princess Water Lily,” and
the second one alluding to the Liaozhai tale “Raksha Country and the Sea Market.” Of the two
Liaozhai tales, only the first one involves dreams—while dozing off, the protagonist Dou Xu is
invited to the kingdom of Cassia. Wang Tao transforms the Cassia palace in the original tale into
a palace beneath the ocean, which closely resembles the mysterious world at the bottom of the
Pacific in his earlier tale “The Marvelous Realm under the Sea.” When reflecting on his
adventure in the underwater world, Wang’s character comments, “Is this not the same as the
yellow millet dream on the road of Han Dan,” thereby further alluding to Pu Songling’s “Sequel
to the Yellow Millet Dream.” At this point, “Xu Linshi” transitions into its second episode, in
which the protagonist is invited to attend a sea market that is held only once every hundred years
and is attended by all the maritime nations, with the Dutch prince as one of the most
distinguished guests in the current year. The corresponding episode in Pu Songling’s “Raksha
Country and the Sea Market,” which recounts the romance between the protagonist and the
Dragon daughter in an underwater palace, is not set within a dream, yet Wang Tao inserts into
his tale’s second episode a dream in which the protagonist’s sword is taken away.

Though drawing on different sources, the two episodes in the “Xu Linshi” are closely
linked. Not only do the ancient sword and the female character appear in both episodes, but the
underwater palace in the first episode also closely resembles the residence of the Dragon

daughter in Pu Songling’s “Raksha Country and Sea Market,” which is otherwise mainly adapted
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into the second episode of “Xu Linshi.” Furthermore, both episodes are woven into the main
storyline of the discovery and loss of the ancient sabre, which appears to be influenced by the
Tang tale Gujing ji (Record of an Ancient Mirror). While all these arrangements have increased
the coherence of “Xu Linshi,” the interpenetration of the source stories in the adaptation also
demonstrate the homogeneity of the dream theme and the travel theme in Wang Tao’s classical
tales.

This is perhaps why voyages to the realms of illusion in Wang Tao’s series are often

depicted as armchair travel (woyou EAJi#, literally, traveling while reclining), which is also
referred to as travel of the mind or heart (xinyou ‘(»Jif) in late-Qing leisure papers.?®’ At the end
of their journeys, the characters in Wang Tao’s tales often find themselves waking up from a
daydream, with very little time having passed. In the “Baked Potato Dream,” for example, the
protagonist, upon returning from his “roam beyond the quarters” (fangwai you 77 7MNji), is
surprised to find that he is “still lying on the giant boulder in the old Buddhist temple” (Fi| &1/}
B\ B EA ). Next to him, two Daoist priests are just placing the baked potatoes on the
tea table, which they had been putting in the oven just when the protagonist fell asleep. The
priests ask him: “How was the trip to the realm of illusions’” (ZJ33 Wi{f])?

This particular passage alludes to the scene in Pu Songling’s “A Sequel to the Yellow
Millet” where the smug protagonist’s extended mental travel to a secondary world of fantasy,

encompassing several decades, is done within a time shorter than that needed to cook the yellow

millet. In Pu Songling’s tale, the protagonist’s daydream about his rise and fall in another life

257 Christopher G. Rea, The Age of Irreverence: A New History of Laughter in China (Oakland, California:
University of California Press, 2015), 41.
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and his ultimate infernal punishment does not conform to the tradition of woyou as a vicarious
journey. In Wang Tao’s “Baked Potato Dream,” however, the protagonist is on a journey that
involves “a visit to the immortals in the heaven of departing sorrows, a meeting with the
goddesses in the residence of pure clarity, listening to song in the Jasper Pond [located on top of

the Kunlun mountain], [and] watching clouds on the Jade Island” (FHE B IR 2 K, =h%5EE 2
. HybE, I8E7EZ).2® At the end of the tale, the protagonist receives a magical mirror

through which he can survey the four continents and “with clear views of the minutest details,
reach a faraway landscape in a split second. So that though he does not leave his room, he can
carry out a vicarious journey”( 4% s KMy, EHZ—E, BEE—=, a]{ERAE).?Y
This passage subtly transforms woyou, conventionally understood as the literatus’ vicarious
journey to landscapes depicted in painting or travelogues, into an overseas travel (haiwai you).
The emphasis is on the accuracy of the vision—even the smallets details do not escape the eye.
Yet this accurate vision offered by the magic mirror (jing) is reminiscent of the enhanced vision
through another jing, namely the telescope (wangyuan jing 2215 %), familiar to readers of the
Dianshizhai Pictorial.

In fact, Wang Tao’s descriptions of overseas travel are often infused with modern
perspectives associated with the collective imagination of new inventions. As an example, one

recurring motif in the Songyin series is flying. In “A Journey to Paradise” (Leguo jivou 4434
Ji#), a Daoist priest (the immortal of Olives) invites the protagonist An Ruoshu to a make a “trip

beyond the seas” with him. The flight involves a bird’s eye view of the earth beneath it:

258 Wang Tao, “Weiyu meng,” Dianshizhai Pictorial (1887).

259 Ibid.
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The Daoist priest threw a white sash at the ground and helped An onto it. The sash immediately
rose in midair and dashed forward in the direction of wind. Its speed was so fast that even a
galloping stallion could not catch up with it. Looking down at the realm beneath, An saw people
as tiny as ants and mountains as small as ant-mounts. All the things in view were so clearly
distinguishable that one could count their numbers on the fingers of one’s hand. & £ 54 4k T
Hy, RELEE. ZEEAGE, EEIMAT, FESARW . AR, AN, 7
sRT g 260

The above-quoted passage imitates similar airborne journeys in Pu Songling’s “The Immortals’
Island,” in which the protagonists rides with a Daoist, first on the staff he holds and then on the
stepping stone he whips. However, what is peculiar about the flight in Wang Tao’s tale is the
clear sight of the vista below, which is absent in the Liaozhai tale. Indeed, during both flights, Pu

Songling’s character is specifically instructed to keep his eyes shut. The second time he disobeys

the instruction:

A thought suddenly occurred to him: ‘What is the world beneath like? I have never had a chance
to look at it.” He secretly opened his eyes slightly and squinted. From the narrow crack he caught
the glimpse of boundless ocean waves with no horizon. Terrified at the sight, he shut his eyes
immediately. But right away the rock fell with him like a seagull diving into the ocean. Bang!
They made a huge splash. 208~ 77 5t A AR B AL, BRI IR — 4%, R RORHEERE,
WiBEE. KM, MRS, mHOhEaAE, MR8, HRAE

The protagonist’s failure to resist the temptation is the direct cause of his Icarian fall, suggesting
that a view of the world from above is forbidden to mortals. Though he manages to catch a

glimpse, he barely has time to see anything more than the boundless waves.

260 Wang Tao, “Leguo jiyou” Dianshizhai Pictorial (1887).

261 py Songling, “Xianren dao” Liaozhai zhiyi (my translation).
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Wang Tao’s passage, by contrast, would have remind his contemporary readers of the
grand overhead panoramas made possible by voyages on hot air balloons, which are frequently
depicted in lithographic Chinese pictorials during the 1880s and 1890s.2°? The Dianshizhai
Pictorial, for example, featured an image of a hot air balloon in 1884. As Laikwan Pang points
out, “in spite of the drive toward realistic depiction, most of the flying machines that appeared in
the contemporary pictorials were imagined rather than realistic” and “one most consistent
elements in these pictures is the crowd packed together on the ground watching machines in
awe.”?% This recurring theme may explain why Wang Tao replaces the glimpse of the boundless
ocean in the Liaozhai tale with a clear view of people as tiny as ants in his imitation. As a
narrative focal point, the protagonist in “A Journey to the Paradise” thus embodies a detachable
and aestheticized point of view that viewers of lithographs could imagine collectively. Wang
Tao’s incorporation of this point of view signifies its transferal from visual into textual culture.

The topographic view from the air is just one of the many imaginary viewpoints in Wang
Tao’s series that have origins in real-life inventions. The journey to the bottom of the ocean, a
feature of several of Wang Tao’s tales, offers another example illustrating the influence of visual
culture. In the first episode of “Xu Linshi,” the eponymous protagonist rides a wagon that
descends to the ocean floor: “The wagon roamed the sea. [Wherever it arrived,] the waves parted

in the middle and stood still on both sides as if they were walls” (FEIE HlF 1T, KIW554

262 For discussion of illustrations of modern means of transportation and panaromic views in the
Dianshizhai Pictorial, see Xiaoqing, The Dianshizhai Pictorial: Shanghai Urban Life, 1884-1898; Bao Weihong,
"A Panoramic Worldview: Probing the Visuality of Dianshizhai Huabao," Journal of Modern Chinese Literature 32
(2005); Nathaniel Isaacson, Celestial Empire: The Emergence of Chinese Science Fiction (Middletown, CO:
Wesleyan University Press, 2017), 149-70; Chen Pingyuan, "From Popular Science to Science Fiction: An
Investigation of 'Flying Machines'," in Translation and Creation: Readings of Western Literature in Early Modern
China, 1840-1918, ed. David E. Pollard (Philadelphia: J. Benjamins, 1998), 209-40.

263 Pang, The Distorting Mirror: Visual Modernity in China, 58.
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E¥37). It is noteworthy that in the Liaozhai tale “Princess Water Lily,” which has been

transposed into the first episode in “Xu Linshi,” the main character’s trip to Cassia involves no
means of transportation—he followed the messenger and went outside the house. After turning
a corner, they came to a place where pavilion rose above storied pavilion in a succession of
elaborately roofed buildings.”?** The voyage beneath the sea in Wang Tao’s “Xu Linshi” is
actually adapted from the Pu Songling’s “Raksha Country and Sea Market,” in which the
character’s horse jumps into the water. Wang Tao follows Pu Songling’s original description of
the “waves parting in the middle and standing like walls” (#7K 4143, WZ 41EE57), but replaces
the horse in “Raksha Country and the Sea Market” with a wagon, which has two peculiar

features. First, the wagon “ran in the speed of light” (F i #45t), and second, “it moved
automatically as if driven by men” (3 2:#75£).2° As such, the wagon is no horse-drawn

carriage, but a sophisticated machine similar to the submarine, which had also been depicted in
the Dianshizhai Pictorial. Indeed, in many of Wang Tao’s tales, the characters often utilize
modern modes of transportation during their overseas voyages. In several tales, descriptions of
steamships depict them not as mere vehicles as but as novelties and wonders. This tendency
nevertheless accords with the Dianshizhai Pictorial’s conventional depiction of Western
technology as a spectacle rather than as an instrument of disenchantment.

Many of the realms of illusion in Wang Tao’s tales have literary sources drawn from the
author’s own avid reading. Some of these sources are foreign. For example, the paradise (/eyuan,

literally the garden of happiness) in “A Journey to Paradise” alludes to Eden in the Biblical story

264 py Songling, “Lianhua gongzhu,” in Liaozhai zhiyi.

265 Wang Tao, “Xu Linshi,” Dianshizhai Pictorial (1887).
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about the Fall. Wang Tao’s character sees a Tree of Life in the garden and is told that Adam and
Eve are driven out after they eat the forbidden fruit. In another story that closely resembles Pu

Songling’s “Shi bian” }~ %# (The Zombie), Wang Tao’s character encounters a seductive blood-
thirsty vampiress who is only put to death after the protagonist drives a blade into her heart and
sets the body on fire. The diversity of literary sources implies that the imaginative reader who is
capable of woyou is essentially one that has been exposed to world literature.

But in addition to avid reading, woyou, as Wang Tao characterizes it in the tales, also

involves viewing images. In “Villa Vanilla” (Chaiwei shanzhuang T 5 1L ), for example, the

protagonist enters a strange hall in a Buddhist temple where all the statues are naked and exhibit

all kinds of poses: “They either sit or stand, rise up or lie down, or they are in intercourse” (A5,
S, BOREREN, BUEACREIR, §EREZR ). Using a box camera to take a photograph (probably

a gelatin dry plate) of the hall, he realizes, after obtaining the print, that was all an illusion:

He used his camera to a picture of the hall and brought back a print. Upon developing the print, he
saw hundreds of Buddhist statutes, all of which were nude. Then suddenly he saw a woman
among them. She wore beautiful make-up and had her hair in a bun, and she had white teeth and
expressive eyes. With handkerchief in hand, she appeared to be smiling. The sight of her made
him intoxicated, and he was astonished by the discovery. At that time there was nobody in the

hall. How did she enter the picture? 4= B ARG ED — @55 . ERE, MhMEAE &, BEREK
, MHBAE—Z T, SiEss, wheilie, ok, fihakse, BHEJEE, JES A3
B ARFEREPAMREN, TR ?
It is interesting that enchantment here is revealed only through an apparatus that is supposed to
provide an objective view of the objects in sight. Furthermore, the entire realm of illusion is
encapsulated in a picture (#«) that is viewed in a way analogous to the viewing of scrolls
(zhanyue).

The visual aspect of woyou is of course not new. Zong Bing (375-443), who is believed

to have coined the expression, was actually one of the earliest landscape painters of China.
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Viewing landscape paintings, which are often depicted on scrolls, is an important component of
the tradition of woyou in Chinese literati culture. However, in Wang Tao’s tales, woyou connotes
not landscape paintings but images of foreign nations, like those readers frequently encountered
in the Dianshizhai Pictorial. For example, in “A Journey to Paradise,” the main character,
meeting a friend who has returned from abroad, is intrigued by the latter’s graphic descriptions
of foreign lands (F£3 & %), which conjure up mental images “as if they are paintings” (& & il

g).266

A
Late-Qing readers of Wang Tao’s tales were familiar with these so-called “views of
foreign lands.” As Nanny Kim observes, in the Dianshizhai Pictorial, woyou was “a very gradual
form of getting used to the foreign world breaking into China. For such arm-chair travelers, the
[pictorial] provided information about the trends and fashions of Shanghai, customs in other
regions and countries, and adventures and interesting things all over the world.”*” When writing
the Songyin series, Wang Tao specifically had readers of the Dianshizhai Pictorial in mind. The
realms of illusions, therefore, are all the real and fictional places that these readers can reach

through imagination, with the help of texts and illustrations.

3.2 The Realm of Illusion as a Feminine Space

266 Wang Tao, “Leguo jiyou,” Dianshizhai Pictorial (1887).

267 Kim, "New Wine in Old Bottles? Making and Reading an Illustrated Magazine from Late Nineteenth-
Century Shanghai," 194-95.
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The realm of illusion in the Songyin series is usually associated with a female character,
who is not only its inhabitant but also its embodiment.?®® As a gendered space, the realm of
illusion in Wang Tao’s tales is what Wu Hung defines as the “feminine space”—the artificial
world, “perceived, imagined, and represented,” in the figure of a woman who is indistinguishable
from her environment.?%’ In the supplemental section of the Dianshizhai Pictorial, we encounter
many iconographies that can be considered as feminine spaces. Wu Youru’s illustrations for the
serialized Guiyuan conglu (A Collection of Records from the Ladies’ Boudoirs), for example,
depict both historical and legendary female figures in idealized interior spaces. Like the
Yongzhen emperor’s screen of twelve beauties analyzed in Wu Hung’s study, the Guiyuan
conglu illustrations allow the spectator to fantasize about an ideal world that is forbidden, lost, or
utopian.

Wang Tao’s gendered fictional world recalls an extremely famous feminine space in
Chinese literature, the provenance of which, however, is not Pu Songling’s Liaozhai, but Cao
Xueqin’s Dream of the Red Chamber. This is the “Illusory Realm of the Great Void” (Taixu

huanjing X% 4]%5%), which the protagonist Baoyu visits during his dream in chapter five of the
novel. In this realm, Baoyu encounters the Goddess of Disenchantment (Jinghuan xiangu %Al
i, who periodically sends the souls of girls down into the world to pay their “love-debt” (& 1&),

after which they return to her, brokenhearted but enlightened. To shake Baoyu from his

268 The inclination is followed even in cases where the corresponding locale in the Liaozhai is associated
with other genders. For example, when adapting Pu Songling’s “Princess Water Lily” into the first episode of “Xu
Linshi,” Wang Tao changes the king of Cassia in the original tale into a queen whose beautiful appearance is
described in detail (Pu Songling does not tell the reader what the king of Cassia looks like). Exceptions are the
otherworldly realms in adaptations of the “Yellow Millet Dream,” which connote horror.

269 Wu Hung, The Double Screen: Medium and Representation in Chinese Painting (Chicago: University of
Chicago Press, 1996), 211.
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attachment to the girls in his life, Disenchantment first has him look through volumes of registers
that record the fate of the foremost beauties in his province using indecipherable riddles and
abstruse images. She then summons twelve fairy dancers to perform a masque entitled “A Dream
of the Red Chamber” for Baoyu. But the boy fails to understand the hidden meaning in either the
riddles or the song-suite. Finally, Disenchantment leads him to a bedroom occupied by her sister,
who combines the beauty of Baoyu’s two fated lovers, Daiyu and Baochai, but happens to be
named Keqing. Baoyu follows Disenchantment’s instructions and makes love to Keqing. Shortly
afterwards, the dream sequence comes to a sudden halt as Baoyu awakens from his fantasizing
sleep.

Perhaps nowhere else in the Honglou meng is the complex relationship between ging
(love, sentiment, desire, or passion) and Auan (illusion) more profoundly explored than in this
episode. In late-imperial literature, illusion is conventionally portrayed as a transient
phenomenon demonstrating the ephemerality of ging. In Cao Xueqin’s novel, however, it
appears as not only a permanent state of being but also as the key to a correct understanding of
ging in relation to yu (desire). As Wai-yee Li points out, enlightenment in the Illusory Realm of
the Great Void cannot be “considered separately from fascination with illusion or commitment to
the aesthetic surface.”?’® What we see in the Honglou meng is thus a paradoxical illusion—it is at
the same time associated with sensual pleasure and transcendental knowledge, which in turn
signify ging and its opposite state bu ging (lit. not feeling, or disenchantment), respectively. The
paradox of this illusion appears to be personified in the ambiguous character of Disenchantment,
who is both physically seductive and morally unimpeachable; she embodies the essence of the

[Mlusory Realm of the Great Void.

20 i, Enchantment and Disenchantment: Love and Illusion in Chinese Literature, 160.
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In his series, Wang Tao makes several allusions to Cao Xueqin’s novel. He introduces his
tales as “playful talks” (8 < F) in the 1884 preface and situates them in a tradition of fiction
writing that includes the philosopher Zhuangzi’s “nonsensical words” (3ic J# < 1i).2”! Both

phrases strongly echo a self-reflective passage at the end of the 120-chapter Dream of the Red
Chamber: after passing the Urtext of the Story of the Stone to Cao Xueqin, the (fictional) Vanitas

exclaims: “[s]o it was really all utter nonsense! Author, copyist and reader were alike in the dark!
Just so much ink splashed for fun, a game, a diversion” (JR 2 ZEATHH ! NMEEZE P E A H
, MERIREWA R AETEECE S, FTE@E T E).27? In the same 1884 preface, Wang Tao
also describes himself as a sentimental author. He writes that, when composing these tales,
“dripping ink often mixed with my tears, making a mess on the paper &% #WiiE, R ELIR ISR #E
AHTH].”?7® This image alludes to a passage in the first chapter of the Honglou meng that describes

how the story came to be written: “Page full of idle words/Penned with hot and bitter tears Ji 4%

i

i

, iR

A significant number of tales in the Songyin series allude to the Cao Xueqin’s Illusory
Realm of the Great Void. In “Jiang Lijuan” % RE4f, the protagonist, in a dream, meets a goddess
named the “Fairy of Eradicating Illusions” 484J4ili¥. The immortal reveals to him his bond in a

previous life with the story’s female protagonist, who turns out to be the reincarnation of a

27 Wang Tao, “Preface [to the Songyin manlu],” Dianshizhai Pictorial no 6 (1884).

272 For an excellent discussion of the fictionality in Cao Xueqin’s novel, see Anthony C. Yu, Rereading the
Stone: Desire and the Making of Fiction in Dream of the Red Chamber (Princeton, N.J.: Princeton University Press,
1997). The translation is David Hawks’.

273 Wang Tao, “Preface [to the Songyin manlu),” Dianshizhai Pictorial no 6 (1884).

Y4 HLM 1:1
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handmaiden of the goddess Queen Mother of the West. “Sun Bochi” f21H & contains a similar
sequence of action, except the dreamer in this instance is the female protagonist herself. In her
dream, she meets the Goddess in Charge of Flowers =] {£1lll ¥, who shows her a ranked list of
sixteen beauties in a volume entitled “Register of All Beauties in the World” 5= N # 75 5. This
register recalls the one Baoyu reads in Dream of the Red Chamber’s land of illusions; curiously,
Lin Daiyu, the female protagonist of Cao Xueqin’s novel, is listed as one of the sixteen beauties

in the “Sun Bochi” register. A similar register of love-fate appears again in the tale “Yuxiang” &
#¥, in which the protagonist learns from her father, the newly appointed “Messenger of
Procreative Nebula” & &L/ # in charge of the love-fate register, that she and her sister are
predestined to marry the same husband. Other tales go even further in providing a full
description of the registers’ content. In “Ten Beauties of the Shen River” H1yL. 13, Wang Tao’s
alter ego “Student Yu Shen of North Shanghai” #A-t £k is invited in a dream by his

deceased friend, now the “City Tutelary God of Chengdu,” to attend a banquet.?’> With his
friend’s permission, the protagonist browses through a pictorial album entitled “Ten beauties of
the Shen River,” which actually records the fate of twelve flower goddesses. Here Wang Tao’s
text relates all the register’s poems to the reader verbatim and adds that the messenger of
Procreative Nebula will supervise the goddesses in taking charge of the twelve months. “Twelve

Flower Goddesses” -+ £, the sequel to this tale, recounts Student Yu Shen’s visit to a

similar immortal land in another dream. There he runs into another old friend, the so-called “Old

Persimmon of Heaven and Earth” KA &2, whose literary name resembles the author’s own

275 “Student Yu Shen of the North” is one of Wang Tao’s noms de plume.
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alias. Yu Shen is then guided to the main hall of the palace, where the divine host shows him a
register, saying that the twelve goddesses mentioned in this volume “were born in exuberant
gardens, but eventually fell into decadence. Only after going through the predestined sufferings
can they return to their illusory forms and reside in the city of Luminous Jade again. But those
who have fallen too deep cannot come back.”

Unlike the records Baoyu reads in Cao Xueqin’s novel, the registers in both of Wang
Tao’s tales disclose the names of the beauties to the reader. Student Yu Shen recognizes that all
of the flower goddesses are actual high-ranking courtesans in contemporary Shanghai, who were
in fact patronized by Wang Tao’s literati friends (whose names also appear in the records). The
substitution of girls from good families with courtesans in Wang’s registers enables us to look at
the “realist” tales in the Songyin series in a new light. In his Brief History, Lu Xun had taken the
courtesan tales to task for being too fundamentally at odds with the unequivocally supernatural
tales in Wang’s collections. What he overlooked is that these tales often organize the courtesans
into clusters, especially those that display multiples of twelve. Besides the “Ten Beauties” and
“Twelve Flower Goddesses,” there are also tales such as “The Twenty-Four Floral

Instructresses” (.1 P47t 5), “Register of the Thirty-Six Mandarin Ducks” (#t /5% &#), and
“Register of the Seventeen Famous ‘Flowers’ [i.e. Courtesans] North of the Bridge” (f&1t+-L
ZAEFE). All are introduced in the guise of registers of love-fate; allusion to Dream of the Red

Chamber thus transcends the divide between the realistic and the supernatural in Wang Tao’s
classical tales.

Although a number of tales about courtesans are also included in the Dunku lanyan, none
of them feature anything resembling the registers in Dream of the Red Chamber. The Songyin

series 1is therefore a unique illustration of Wang’s statement that his serial is full of “playful

136



talks.” Intertextuality is no doubt a significant component of the playfulness of the Songyin
series—the imitation of Cao Xueqin’s novel, though possibly an expedient that helped Wang Tao
to meet the frequent deadlines for serial publication, ties the Songyin series indissolubly to the
entertainment industry in late nineteenth-century Shanghai.

More generally speaking, a curious feature of the Shanghai entertainment industry of the
time is that it drew heavily on Cao Xueqin’s novel to fashion the public images of the top
courtesans, whose lives were closely followed in gossip columns and sensationalizing reports in
the new media outlets. Catherine Yeh observes that from the 1860s on, and well into the
twentieth century, it was fashionable among Shanghai courtesans to name themselves after
characters in Cao Xueqin’s novel, an obsession with role-playing encouraged by the enthusiastic
Shanghai literati who not only patronized them, but, from the 1870s onward, organized
numerous “Honglou meng-themed” courtesan competitions.?’® Usually, the “top twelve were
award the rank of the twelve beauties in the novel, who were known as the ‘twelve golden
hairpins’ (shier jincai). Beneath this ‘main group’ (zhengben) was another group of twelve, the
‘supplement’ (fuben), and below this, a third, the ‘secondary supplement’ (you fuben).” Wang
Tao was an active participant in this re-enactment of the Honglou meng. The rankings and
biographies of these thirty-six courtesans were published in Wang Tao’s Supplement to ‘Records
of Visits to Courtesan Houses in a Distant Corner by the Sea (Haizhou yeyou fulu)*’’. By
cloaking the courtesans in the mythic aura of fictional registers of predestination, Wang Tao

suggests that the transaction in the bordello is an exchange of ging. However, this ging has lost

26 Yeh, Shanghai Love: Courtesans, Intellectuals, and Entertainment Culture, 1850-1910, 136.

217 1bid., 142.
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its authenticity, for the “love-debt” here is calculated based on market price instead of emotional

Investment.

3.3 Empirical Praxis vs. Empty Talk in Transnational Vovages

In the 1884 preface, Wang Tao discusses some important differences between the

Chinese and Western worldviews:

Those who like talking about immortals, ghosts, and monsters are convinced that there are
Wautong residing in the South, just like there are foxes inhabiting the northern lands. But how
could there be immortals in this world ? [...] Foxes are nothing but beasts. How can they
metamorphose into human shapes? The self-deceivers fabricate the monstrous and strange things,
as if there were another world in the lair of the foxes. None of these are believed by Westerners, as
they respect real practices in favor of empty words. Yet what the Western nations have discredited
are believed to exist in China. From this [difference] we can see [a disparity] in mentality and
customs. It really is as Han Yu once said “people nowadays only desire to hear about the strange.”
Westerners use all their skills to manufacture instruments for utilitarian purposes. They measure
the height of the sky and the expanse of the earth. They distinguish mountains and ridges, and
separate water from earth. With fast vessels and vehicles, they can travel almost at the speed of
lightening and wind. With powerful water and fire, they can conquer hidden and dangerous places.
With telegraph communication, they can send messages thousands of miles away in a split second.
With advanced chemistry, they can create a myriad of reactions in the blink of an eye. As if done
by demons and immortals, their accomplishments are beyond comprehension. It is high time that
he who sits and talks stand up and do things that can benefit the livelihood of the people and aid
state affairs. This is of paramount importance. Without endeavoring to reach this goal, he slips
into the realm where things are fragmented, absurd, unreachable and unfathomable. Is it simply
the fault of his curiosity? No, it is because he has also abandoned his ambitions. {F- 7% {5 Fa % &
» DIARA TE, Mtz HI. KRR T SAMAER [ IUYEE, SREZENE? 3%
HEAFER, JOMES, A A IS APTIRIAAEE, LR S A
. PR, MRBL A, NOEM, DUErmER, SRaEERT s [45 AR
AR A RIE Y vE N R, ESREUE, Rz E, M, FRlk, @KL,
FRERZAT, WEIBE, KKZT), 4EdsERE, Facdl, BETH, (SR, HAlE
8, BAMLRF, AR AIMEHE, ATLGRmAT, FIRA, MER, TSR
Ho AMZH;, MRRZRCHEESE . AT a2 5, SmlrarZidmsk, HERE
%.278

In this passage, the comparison of cultural differences revolves around the contrast between

empirical praxis (shijian) and empty talk (xuyan). By giving precedence to the former, Wang Tao

278 Wang Tao, “Preface [to the Songyin manlu),” Dianshizhai Pictorial no. 6 (1884).
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presents a world to the reader that is completely disenchanted by scientific rationality, one in
which supernatural forces find no place. Scholars often interpret this passage as a justification of
the preeminence of realistic tales in Songyin tushuo, arguing that Wang Tao’s endorsement of
enlightened ideas from the West contributed to his deviation from Pu Songling’s model. But as |
have argued, the Songyin manlu series was initially conceived as a biji collection and not as an
imitation of Pu Songling’s tales. Therefore, this passage cannot be read as a declaration of
Wang’ Taos stance towards the writing of strange tales in general. What is more, this passage’s
scientific rationalism advocates a mechanized view of the world, one that assumes everything in
the universe is intelligible and measurable. From this point of view, the mundane world is devoid
of the ging so often characterized as the mysterious, primordial creative force in the literary
works Wang Tao would associate with “empty talk.” Wang did not, however, seek to exorcise
qing along with the supernatural from his tales altogether; even those tales that are told in a
realistic mode portray their characters as individuals of deep feeling (you ging ren).

In Wang Tao’s tales, the journeys in and out of the realm of illusion often entail rapid
transition between “empirical praxis” and “empty talk.” The construction of two realms
corresponding to the contrasting attitudes is particularly prominent in Wang Tao’s tales about
transnational encounters, which have received much critical attention in existing scholarship. For

my analysis, I will focus on two tales, “The Marvelous Realm under the Sea” (#f)iK#754%) and
“The Magnificent Voyage Abroad” (#4MHi%). In both tales, the realm of illusion is depicted as

a place of Chinese learning, which stands in contrast to the scientifically- and technologically-

developed West.

“The Magnificent Voyage Abroad”
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“The Magnificent Voyage Abroad” (i #}i1i%) is an adventure tale in two episodes. In

the first episode, the protagonist Qian Siyan is snatched away by a Daoist priest to a wonderland
on the summit of E-mei mountain. With the help of magical objects he acquires there, he is able
to perform a twofold examination of the state of his own heart. First, a giant rock bearing the

inscription “Mirroring the Heart” (2£.0») reveals that his heart is “unperturbed but has a tendency
to disquietude” (EXFRAK5))), while the Daoist priest assures him his is not a heart unduly affected

by vanity and desire. Later Qian is introduced to the Daoist priest’s own mentor, the adolescently
nubile Fairy of Purple Jade, whose unrivaled beauty takes his breath away. In the hand mirror
held out by the fairy, Qian peers once again into his heart, and this time he sees a palpitating
heart burning with desire. At the sight of this over-stimulated heart, the fairy announces that
Qian has not yet become one with the Dao and therefore needs to follow an alternate path to
enlightenment: “[He] must go back to the mundane world and indulge [himself] in a myriad of
worldly amusement. Only in the illusion of abundance and prosperity will [he] discover the
Bodhimanda of serenity.””’

Subsequently, a magic handkerchief carries Qian to Europe. He first lands on the coast of
Scotland (in the middle of a military drill!), and goes on to visit several cities where he indulges
himself in delightful visits to museums, libraries, factories, and the famous Crystal Palace where
the Great Exhibition was held in 1851. All these places expose him to the “empirical praxis” that

lies behind the industrial revolution in Europe. On his way to Berlin, however, the Daoist priest

suddenly reappears to announce the end of his pleasure trip. The tale thus abruptly ends with

279 Wang Tao “Haiwai zhuangyou,” Dianshizhai Pictorial no.77 (1886).
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Qian’s homebound departure on a dragon, which is shown on the upper section of the
accompanying illustration.

The “Magnificent Voyage” is a locus classicus for illustrating how Wang Tao blends
conventional and innovatory elements in his tales. The initial trip to the Daoist wonderland that
sets off his subsequent excursion to Europe recycles a number of imageries and motifs from
earlier sentimental literature. The diagnosis of Qian’s heart, which remains the focus of this
episode, folds the exploration of the complex relationship between ging, propensity (xing) and
desire (yu) into a humorous account. The Daoist’s praise of Qian’s untainted heart is couched in
the seventeenth-century rhetoric of the “childlike heart”, which, because the preservation of a
“natural” state of mind was deemed essential to authentic literary creation, exerted tremendous
influence on the literature of sentiment. The childlike heart in Wang Tao’s tale is no static heart,
but is instead one in constant flux between two states. During Qian’s encounter with the
charming goddess, his heart rapidly changes from a state of tranquility to one of arousal. This
transformation is best understood as a change from an un-stimulated mind (weifa) to a stimulated
mind (yifa), conceits that are used to distinguish ging and yu in the conventional scheme of
desire.

The major characters in Wang Tao’s Daoist wonderland, namely the priest, the rock with
its inscription, and the Goddess of Purple Jade, are all reminiscent of well-known characters in
the Honglou meng. The Goddess of Purple Jade, for instance, is unmistakably modeled on the
Goddess of Disenchantment described above. By contrast, many elements in the second episode
of the “Magnificent Voyage” are based on Wang Tao’s own journey to Europe, undertaken at the

invitation of James Legge between 1867 and 1870. In his travelogue entitled Manyou suilu &1

bE$% (Random Jottings from Carefiree Journeys), which was also serialized on the Dianshizhai
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Pictorial, Wang records similar marvels encountered in major European nations and provides
ethnographic sketches of the local customs. Like the protagonist in the “Magnificent Voyage,”
Wang appears in the Manyou suilu as a self-educating explorer and romantic flaneur strolling the
boulevards of European metropolises and indulging in a kind of ocular degustation.

The strong identification between Wang Tao and his protagonist Qian makes it possible
to read the second half of the “Magnificent Voyage” as semi-autobiographical. By integrating
explanations of Western geography and local customs into the narrative, the tale occupies “a
special space between journalism and entertainment fiction.”?*® Wang Tao’s European tour
opened his eyes to the outside world, and his first-hand observations of Western society
“convinced him of the need to adopt ‘Western learning’ (Xixue), technology, and Western-style
political reforms in order to strengthen China.” Wang Tao returned to his native land a changed
man; upon his return to China, he worked to found modern Chinese journalism and promote the
teaching of science. However, this was only one of his identities; when writing for the
supplemental section of the Dianshizhai Pictorial, he finds much delight in “playful words and

empty talk”.

“The Marvelous Realm under the Sea”
“The Marvelous Realm under the Sea” (i IGA745%) is another tale that manifests an
autobiographical impulse. The narrative follows the convention of the classical tale genre in
beginning with a brief account of the main character Nie Ruitu’s history. Several aspects of Nie’s

life resemble the author’s own experiences. Like Wang Tao, the protagonist is a xiucai candidate

280 Rania Huntington, "The Weird in the Newspaper," in Writing and Materiality in China: Essays in
Honor of Patrick Hanan, ed. Judith T. Zeitlin, Lydia He Liu, and Ellen Widmer (Cambridge, MA: Harvard
University Press, 2003), 364.
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who ardently seeks practical knowledge beyond classical learning. In the tale, we learn that Nie
is particularly interested in practical matters and is especially knowledgeable about hydraulic
engineering. In addition, he conceives many state projects, such as building railways, that would
not only facilitate transportation but also bolster national security. These concepts are strongly

reminiscent of Wang’s own goal of using what he calls “practical learning” &% and

technological innovation to strengthen China’s position in a rapidly changing world. But like
Wang’s own reform ideas, Nie’s proposals receive little attention in China—*the listeners

frequently sneered at them A% %2 38! Therefore, “with unfettered ambitions, Nie often thinks
about trips to the unknown world Hf %, K EAET IS0 282

The story proper begins when the protagonist Nie Ruitu falls into engulfing waves during
a sea voyage from London to New York. The thwarted journey, however, leads him to discover a
paradise on the bottom of the Pacific with exotic trees and aromatic herbs. There he encounters a
Swiss girl named Lanna, whom he had meet earlier in Europe. Lanna confesses her admiration
for Chinese culture and begs Nie to teach her how to read and write Chinese. With the help of
Nie, she quickly masters the language and is eventually able to compose excellent poetry.

Western beauties usually appear in Wang Tao’s tales as masters of mathematics, land
surveying, and engineering. Although the feminine space in “Marvelous Realm under the Sea” is
associated with a Western woman, it is dominated by traditional Chinese literati culture. Lanna is
depicted in the mold of a learned Chinese female, who proves her worthiness through the

mastery of poetry and music. This idealized love, however, cannot last long. One day Nie notices

281 Wang Tao “Haidi qijing,” Dianshizhai Pictorial no.76 (1886).

282 The expression hanman you comes from Huainan zi, juan 12. Here 1 follow Gao You of the Han
Dynasty in glossing it as the “unknown world.”
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the water surging like walls and blocks along the path outside the gate to his house. Lanna
explains that his days under the sea are coming to an end. She then arranges a farewell banquet
for Nie and sends him back to the human world on a ferryboat loaded with gifts.

It is noteworthy though that the magic ferry does not take Nie to his hometown. Instead,
Nie lands in a seaport in the Hangzhou bay where he sees “a myriad of lights at night.”?%3 Then
he quickly makes up his mind to go to Shanghai because it is one of the “foremost centers of

commerce in the world” (< T [ ] < £%).2** In Shanghai, Nie uses some of the trinkets the

Swiss girl gave him to buy a villa. He also sells a diamond from a French palace to a Persian
merchant, so that he can raise funds for disaster relief following recent events in Shandong. By
giving up the tokens the Swiss girl had given him to remember her by, he brings the ging
between him and her to an end. As a merchandise, the diamond enters the vibrant commerce that
makes Shanghai an international metropolis where traditional literati transform into hired writers.
Although Nie ultimately fulfills his dream of serving the nation, in the end, he becomes just
another urbanite who takes delight in participating in the excitement of life in a rapidly

developing city.

Conclusion

In the preceding sections, I employed a number of means to reclaim the original Songyin
series from the disfigurement of modern reprints and release it from the grip of a forged literary
lineage. My findings show that Wang Tao, far from clinging to an increasingly obsolete narrative

form, was actually experimenting with a new mode of writing in an emerging medium.

283 Wang Tao “Haidi qijing,” Dianshizhai Pictorial no.76 (1886).

284 Ibid.
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Considering the drastic differences between the Songyin series and late-imperial collections of
strange tales, it could only be to our benefit to move our interpretation of Wang’s classical tales
away from the history of Liaozhai imitation and reorient it towards an illumination of the
innovations of late-Qing literature.

The enchantment in the Songyin series is specific to the lithographic medium of the
Dianshizhai Pictorial. Dream and overseas travel, which remain separate themes in the original
Liaozhai tales, are closely intertwined in Wang Tao’s adaptations in reflection of the Dianshizhai
Pictorial’s promotion of vicarious “arm-chair travel”. The descriptions of journeys to realms of
illusion are infused with modern perspectives popularized by imaginary illustrations of airborne
and underwater voyages. The evocation of the Illusory Realm of the Great Void resonates with
prevalence of visualized feminine space in the Dianshizhai Pictorial and the vogue of re-
enacting the Honglou meng story in nineteenth-century Shanghai print culture. Finally, the realm
of illusion as a timeless place for the cultivation of literati culture reflects the relative autonomy
of the supplemental section from the main section of the Dianshizhai Pictorial, where events are
illustrated in historical time. Thus, it was only once they were republished as sequels to the
Liaozhai and thereby fully decontextualized that Wang’s installments could strike the modern

reader as a disparate amalgam of incompatible tales belonging to different genres.
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CHAPTER THREE

The Explained Supernatural: Rewriting Liaozhai Tales as New Fiction

"Where do the Chinese ideas of monsters, witches, ghosts,
and fox spirits come from? They come from Fiction (&

BN IR AR i 2 AR A F- 2 /NEf ).
—Liang Qichao (1873-1929)?%

Introduction: Counter-narratives of the Liaozhai

In an influential 1902 essay, Liang Qichao, long credited as one of the first Chinese
intellectuals to express a theoretical interest in popular literature, advocates “a revolution in the
realm of fiction” and issues a call for “renovating the nation’s fiction.”?%¢ A 1913 story entitled

“The Grotto of Demons” ("Gui Ku" % /&, hereinafter “Grotto”), written in the format of a story
within a story, is a fine example of the kind of “new fiction” (xin xiaoshuo Fi/Niit) that Liang

Qichao and his peers envisioned as an instrument for transforming China into a modern nation.
In its frame story, an unnamed guest relates to the [-narrator certain strange incidents in his

hometown, where the cult of Yama the Infernal King is widely practiced:

There is a gigantic, unfathomable grotto behind the local Yama temple to the west of the town,
where the awe-inspiring Yamen of the Infernal King closely resembles its counterpart in the
human world, and the mountains of blades by and large conform to the descriptions in popular
legends. All the instruments of torture in the grotto were forged by human hands. Whenever
shackles became worn from use, they were tossed aside at the entrance of the grotto. The local
magistrate had to replace them with new ones, which would be subsequently found inside the

285 Qichao Liang, "Lun Xiaoshuo Yu Qunzhi Zhi Guanxi # /)&t BLEEIR I BEAR," Xin xiaoshuo, no. 1
(1902).

286 See ibid. Liang was not the sole advocate of literary reform, but “thanks to his rhetorical power and
theoretical engagement, his proposals brought forth most emphatically the sentiment of the time” (David Der-wei
Wang, "Chinese Literature from 1841 to 1937," in The Cambridge History of Chinese Literature, ed. Kang-i Sun
Chang and Stephen Owen (New York: Cambridge University Press, 2010), 443.) As both theorist and practitioner,
Liang played a key role in elevating the status of fiction and turning it into an open forum for social commentary and
political education.
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grotto the next day (RRIR PG B4 &, BIRA KIFERARE, ZERFAE, BRI,
Tl s B R AR E RS A . AN T, BRSO O, BRE S UHE, &1k
B tE). 287

The strange incidents in the grotto, as the I-narrator duly points out, are “identical with those

associated with Fengdu in the Liaozhai." (758 LI 5 iy ik L #1 5F H).2%8 The tale he refers to is
Pu Songling’s “Imperial Censor at Fengdu County” ("Fengdu yushi" 2 #R1f 52, hereinafter

“Imperial Censor”).?* In the original tale, the protagonist Imperial Censor Hua, who inspects
Fengdu county on behalf of the throne, ventures with two aides into a grotto while on a quest to
prove the falsity of the Yama cult. One /i (Chinese mile) into the cave, he encounters a group of
underworld officials, who point to an empty chair and announce that this seat has been waiting
for him, and he can no longer return to the human world. Finally realizing the dire consequence
of his transgression, the repentant Censor begs forgiveness from the officials and is subsequently
set free in view of his unfulfilled filial duty to his aging mother. On his way back, Lord Hua
receives help from a Deity and just manages to escape from the cave, while his two less fortunate
aides, unable to recite a Buddhist sutra to save themselves, are said to have forever lost their way
in the eternal darkness.

The “Imperial Censor” in the Liaozhai collection exemplifies a subset of strange tales

that visualize the potentially comic scenario of disbelievers in the supernatural running into the

27 Wei JEZ Lu, "Gui Ku B&E," Xiaoshuo shibao, no. 19 (1913): 1. Translations mine unless specified.
288 Tbid.

2% bid.
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very ghosts and spirits whose existence they doubted.?*® The protagonists in these tales
invariably learn their lessons from these terrifying encounters and subsequently end up providing
the most eloquent testimony to the reality of the supernatural. “Grotto,” however, turns this topos
on its head and constructs a counter-narrative. In its embedded story, the protagonist, a student
who received training in Western science and forensics in Tokyo, liberates his fellow villagers
from the tyranny of the underworld by exposing the true identity of the Yama and his demonic
entourage: they are actually a group of bandits in disguise. The end of the “Grotto” thus
dismisses the credibility of the Liaozhai tale and provides an alternative interpretation that is
compatible with a Post-Enlightenment view of reality.

Different from earlier criticism of Pu Songling’s “authorial fabrication” in his tales,
“Grotto™'s repudiation of the Liaozhai reflects what advocates of the “new fiction” at the
beginning of the twentieth century saw as one of the major faults of traditional Chinese fiction,
namely, that it is a major source of superstition.?’! The modern notion of “superstition” was

imported into China from Japan through the neologism mixin £15 during the late-Qing anti-

superstition campaign—a top-down movement that sought to strengthen the Chinese nation

through the expurgation of beliefs in ghosts and spirits from the people's mind.>? In their efforts

290 For some examples of this theme, see the section on Ghostly Apologues in Anthony C. Yu, "Rest, Rest,

Perturbed Spirit!" Ghosts in Traditional Chinese Prose Fiction," Harvard Journal of Asiatic Studies 47, no. 2 (1987):
403-12.

21 As early as the eighteenth century, the scholar Ji Yun had already criticized the so-called “historian of
the strange” for including in his tales private conversations that he could not have been a party to. But Ji’s critique is
nothing like a whole-sale rejection of the tradition itself of strange tales; he himself wrote the most important
eighteenth-century collection of strange tales, the Jottings from the Thatched Cottage of Careful Reading (Yuewei
caotang biji BT 2 E0). As Judith Zeitlin notes, “[i]t is not the strangeness of the Liaozhai that bothers Ji Yun;
rather, Pu Songling’s narrative techniques too obviously betray authorial fabrication.” See Zeitlin, Historian of the
Strange: Pu Songling and the Chinese Classical Tale, 40.

292 For an informative discussion of the late-Qing anti-superstition campaign, see Vincent Goossaert and
David A. Palmer, The Religious Question in Modern China (Chicago: The University of Chicago Press, 2011), 50-
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to promote new fiction as the principle vehicle for national education, Chinese intellectuals often
faulted Chinese traditional fiction for being complicit in spreading beliefs in supernatural
agency.?”* In “Grotto,” the I-narrator’s initial reaction to the guest’s story, which traces the origin
of the Yama cult to Pu Songling’s Liaozhai, echoes this particular criticism by linking what the
[-narrator later designates as mixin with what contemporaries recognized as a masterpiece of
traditional Chinese fiction.?’* After listening to the entire story told by the guest, the I-narrator
renounces his formerly agnostic position and claims that gods and demons merely represent
human beings of different moralities—the wise and righteous ones are gods, and the violent and

ignorant ones are demons” (W& I IF B35 21, 1 ZR 0K &35 4 %L).2%° His transformation not

only confirms the final triumph of Western rationalism but also attests to the didactic effect that
new fiction can have on the reader. After all, the story-within-the-story is told in the form of a
Western detective story, which had only just been introduced into China at the turn of the

twentieth century by advocates of new fiction (like Liang Qichao himself) for the purpose of

55. According to Marianne Bastid-Brugiere, the word mixin seemed to have been made popular by Liang Qichao in
1901. See Marianne Bastid-Brugiére, "Liang Qichao Yu Zongjia Wenti," T6hé gakuhé no. 70 (1998).

293 In his influential 1898 article “Yi yin zhengzhi xiaoshuo” (“A preface to the translation and publication
of political fiction”), Liang Qichao characterized Chinese fiction as the most powerful instructor on the Chinese
past. Giving credit to foreign fiction for major changes in public opinion and for political progress in America,
Europe, and Japan, Liang called for “a revolution in fiction” (xiaoshuo geming /Nt #4ir). He wanted to use the
novel for political education purposes in order to counteract what he saw as the negative values of old Chinese
fiction. These negative values, as he suggested in another article “On the Relation between Fiction and the
Governance of the Public,” include the “Chinese beliefs in demons, shamans, fox spirits, and ghosts” (& 4 & Ak

ARAR IR 22 REARAAT RPNl ).

294 The influence of anti-superstitious didacticism on “Grotto” is also reflected in the destruction of the
Yama temple at the end of tale, as well as in the protagonist’s suggestion that it be converted it to a school. Both
proposals correspond to a major policy that was first advocated by Kang Youwei, the reformist leader of the so-
called “One Hundred Day Reforms” (June 11-September 21, 1898) who was regarded by anti-superstition
campaigners as the frontrunner for their vision. Although ultimately the One Hundred Day Reforms did not succeed,
Kang’s religious policy was continued by the Qing court after the movement had ended.

295 Ly, "Gui Ku %&=," 13.
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inculcating scientific thinking into the Chinese reader’s mind.?® In this regard, “Grotto”
exemplifies the kind of new didactic fiction that Liang Qichao saw as a powerful vehicle for
national enlightenment. Its potential to rectify traditional fiction precisely relies on its
construction of a counter-narrative.

This chapter is a study of Liaozhai counter-narratives in new fictions like the “Grotto.” In
my discussion, I focus on the relation between counter-narrative and enchantment in two early

twentieth-century serialized fictions that share the same polemical title Fan Liaozhai 7.
One is the eight single-episode zhiguai-style classical tale series entitled Counter-Liaozhai or the
Demon-revealing Mirror JRW15%, N4 WRIKSE (hereinafter Mirror) by Po Mi k.27 The
other is a namesake series of twelve chuangi-style classical tales by Wu Qiyuan 537 %5

(hereinafter Counter-Liaozhai).>*® Both series, as I will show in this chapter, were affected by the
same kind of anti-superstitious didacticism we see in “Grotto”—this is no doubt the reason they

proclaimed themselves as antitheses to Pu Songling’s tales in their very titles.?*® However,

2% Western detective stories were first introduced as reformist fiction into China in the late 1890s. In 1896,
Current Affairs Shiwubao Wi 3R, edited by Liang Qichao, first introduced the concept of detective fiction and
published four Sherlock Holmes stories translated by Zhang Kunde. According to Chen Pingyuan, between 1896
and 1916, Conan Doyle was the most translated foreign author in China. See Pingyuan Chen, Ershi Shiji Zhongguo
Xiaoshuo Shi, vol. 1 (Beijing: Peking University Press, 1989), 43-44. For a list of early translations of Sherlock
Holmes stories, see Eva Huang, "Giving Texts a Context: Chinese Translations of Classical English Detective
Stories 1896-1916," in Translation and Creation: Readings of Western Literature in Early Modern China 1840-
1918, ed. David E. Pollard (Philadelphia: John Benjamins, 1998), 44. For an excellent discussion of the appeal of
detective fiction to Chinese readers, see Kinkley, Chinese Justice, the Fiction : Law and Literature in Modern
China, 170-239.

27 Po Mi’s Mirror was originally serialized in New Fiction #i/Nift, edited by Liang Qichao, in 1905.

298 Wu Qiyuan’s Counter-Liaozhai was first serialized in Thicket of Fiction (Xiaoshuo congbao /Nai 2 ¥R)
between 1915 and 1916.

2% Given their polemical dimension, both Fan Liaozhai seemed to be preceded by a number of what I
would call “parodic rebuttals” in the Chinese literary tradition. Of these parodic rebuttals, the Counter-Lisao [ it 5
by the Han-dynasty poet Yang Xiong (53BCE-18 CE) is the earliest and perhaps best-known example. This poem
chides Qu Yuan’s choice of suicide to prove his loyalty to his lord, but couches its criticism in verses that
stylistically resemble the Chu-style associated with Qu Yuan’s songs. Later parodic rebuttals invariably follow this
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despite the fact that supernatural elements in these two series are invariably “naturalized”
through explanations that fit a post-Enlightenment view of reality, the two series’ use of
supernatural elements does not always fulfill an obviously “enlightening” agenda in the way that
“Grotto” does. As I will discuss further within this chapter, an important invention of the two
series in question lies in their depiction of the supernatural experience as a purely psychological
phenomenon. I argue that this depiction is motivated by an interest in the literary representation
of an individualized voice, an important innovation of Chinese fiction at the turn of the twentieth
century.>® Therefore, a gap exists between the stated mission and the actual employment of the

supernatural in Mirror and Counter-Liaozhai.

1. New Fiction and Disenchantment

1.1. The New Fiction Movement and the Anti-Superstition Campaign

At the turn of the twentieth century, Chinese elites carried out an anti-superstition
movement, whose ultimate goal was to reform popular beliefs and establish a state religion that
could unify and moralize the Chinese nation. Endorsed by the Qing imperial court, this

intellectual movement targeted all knowledge and social practices classified as mixin, which, in

strategy of forming a counterargument in the same pattern of language that characterizes the original argument. In
other words, stylistic imitation is a prerequisite of all these rebuttals.

300 patrick Hanan observes that “of all the changes in technique during the late-Qing period, those regarding
the narrator and center of consciousness, concerned as they often are with the author’s writing persona, seem the
most significant” (162). Both the narrator and the center of consciousness (a.k.a the focalized character) he discusses
in his book represent highly individualized voices that are often characterized by an apparent ignorance or naivety.
The author-narrator’s voice in The New Story of the Stone and Adventures in Shanghai, for example, “invites the
reader to experience the national and cultural crisis through the mind and experience of an individual subjectivity”
(182). For further discussion, see Patrick Hanan, Chinese Fiction of the Nineteenth and Early Twentieth Centuries
(New York: Columbia University Press, 2004), 1-32 and 162-82.
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contrast to another neologism zongjiao (religion), were considered by the campaigners as
incompatible with science. In an effort to extirpate these so-called “cultic practices” (yinci), the
Guangxu Emperor decreed during the so-called “One Hundred Day Reforms™ (1898) that “all
temples of the empire, with the exception of sites for state sacrifices, be taken by local officials
and converted into schools and state offices.”*°! Although the Guangxu Emperor’s reform was
short-lived, both the Qing imperial court and the succeeding republican government continued
the same religious policy. In the four decades that followed the “One Hundred Day Reforms,”
“probably more than half of the million Chinese temples that existed in 1898 were emptied of all
religious equipment and activity” and converted into schools where students learned Western
scientific and world views.?%

The New Fiction movement was intertwined with the anti-superstition campaign.
Important figures of the two movements not only shared the same goal of “reforming the
customs” (fengsu gaige) but also came from the same intellectual circle. Liang Qichao, the
advocate of new fiction, was a disciple of Kang Youwei, the reformist leader of the “One
Hundred Day Reforms,” who was regarded by anti-superstition campaigners as the frontrunner
for their vision. It is not surprising, then, that many of the experiments with new fictions
incorporated discourse from the critics of mixin.

A key text in the anti-superstition campaign was Zhuang Zhe i3 s twenty-four chapter
vernacular novel The Broom to Sweep Away Superstitions (Saomi zhou ¥ 77, hereinafter

Broom), which was first serialized in the literary magazine //lustrated Fiction (Xiuxiang

301 Quoted in Lan Li, Popular Religion in Modern China, 219.

302 Gossaert, “The Beginning of the End of Chinese Religion,” p. 308
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xiaoshuo %1% /&) in 1905 and then reprinted several times. In the words of scholars Vincent

Goossaert and David A. Palmer, Broom is “the first comprehensive catalogue and attack on
Chinese superstition in the modern sense.” The novel begins with the alarming observation that

the Chinese population, still fearful of “supernatural authority” (shenquan ##), has been

unable to keep pace with other peoples in making progress in the evolution process. As it
proceeds, the novel records a series of prolonged and animated discussions between the
scientifically-minded protagonist Zi Sheng and his ghost-fearing cousin Xin Zhai on the falsity
and pernicious influences of geomancy, fortune-telling, seances, ghost-quelling, worship of fox
spirits so on, all of which are placed in the new category mixin. In the end, the protagonist
proposes that the government confiscate temple properties nationwide and convert them to new
schools that include scientific education in their curriculum. In this regard, the Broom, similarly
to “Grotto,” also reflects the slogan of “dismantling the temple system to build schools”
(huimiao banxue) during the anti-superstition movement.

Yet at the same time, Zhuang Zhe’s Broom is also a new fiction exemplifying what Liang
Qichao considered the ideal vehicle for the enlightenment of the nation—which, after the failure
of the “One Hundred Day Reforms,” had become more crucial than ever.>*® The Broom is
essentially a vernacular novel written in the form of extensive social commentaries disguised as
dialogues. As such, it is a “political novel,” precisely the kind that Liang Qichao believed would
benefit China the most. In “A Foreword to the Publication of Political Novels in Translation”

(Yiyin zhengzhi xiaoshuo xu, 1898), Liang Qichao introduced the concept of the political novel,

303 A5 Milena Dolezelova-Velingerova points out, in the aftermath of the failed “One Hundred Day
Reforms,” it became obvious that “China’s salvation would not be the imperial court but an enlightened nation.
Understandably, then, the most consistent statements on the late Qing theory of fiction were published in the first
decade of the twentieth century.” See her "The Origins of Chinese Literature," in Modern Chinese Literature in the
May Fourth Era, ed. Merle Goldman (Cambridge, MA: Harvard University Press, 1977), 32.
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arguing that it “should be given the highest credit for being instrumental in the steady progress
made in the political sphere in America, England, Germany, France, Austria, Italy, and Japan.”3%
To put theory into practice, Liang Qichao translated two Japanese political novels and began to
serialize An Account of the Future of New China (Xinzhongguo weilai ji), his own political

novel, in 1902.3% All three works rely exclusively on lengthy speeches and read like political or
philosophical treatises.

Like the political novels Liang Qichao both translated and wrote, Broom was also crude
in terms of composition, thus fitting with Xiaobing Tang’s observation that the overemphasis on
didacticism had led new fictions in the early twentieth century to become “increasingly abstruse
and unpalatable to actual readers.”*% It seeks to enlighten the reader through the kind of
rationalist catechism in which Bian Yuan, one of its interlocutors, simply provides a detailed
explanation of all possible “superstitions”; there is consequently little variation in plot
construction and storytelling.

By contrast, “Grotto” and the two counter-narratives of the Liaozhai 1 discuss in this
chapter expend far greater effort in manipulating the narrated sequence of events so as to make
the stories more interesting to readers. In the terminology of Russian formalism, these writers, by

constructing the “syuzhet” in a particular way, force the reader to view the “fabula” through a

desired perspective, which, as I show, is the source of the stories’ enchantment. This “syuzhet”

304 5 complete translation of Liang Qichao’s foreword can be found in Kirk A. Denton, Modern Chinese
Literary Thought: Writings on Literature, 1893-1945 (Stanford: Stanford University Press, 1996), 71-73.

305 For further discussion on Liang’s promotion of the political novel, see Lawrence Wang-Chi Wong,

""The Sole Purpose Is to Express My Political Views': Liang Qichao and the Translation and Writing of Political
Novels in the Late Qing," in Translation and Creation: Readings of Western Literature in Early Modern China
1840-1918, ed. David E. Pollard (Philadelphia: John Benjamins, 1998).

306 Xiaobing Tang, Chinese Modern : The Heroic and Quotidian, Post-Contemporary Interventions

(Durham: Duke University Press, 2000), 14.
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configuration has two parts: first, the narrative raises the specter of the supernatural by evoking
the Liaozhai through plot transposition or style imitation; then a counter-narrative unwinds the
previous story and neutralizes all the supernatural elements. By making the reader believe in the
supernatural first, this kind of plot twist signifies new fiction writers’ departure from the

exclusively rationalist and didactic approach to fiction exemplified by political novels.

1.2. The Explained Supernatural Formula

From a comparative perspective, the “syuzhet” configuration I mentioned above
corresponds to what scholars nowadays have identified as the “explained supernatural” technique
in Western literature, which originated in precursors of detective fiction and then flourished in
the works of Arthur Conan Doyle, Charles Brockden Brown, and Agatha Christie in the form of
the proverbial “red herring.” One of the earliest contributors to this technique is the English
author Ann Radcliffe (1764-1823), an important pioneer of the Gothic novel.>*” Her Mysteries of
the Udolpho (1794) depicts the ghostly terrors in a gloomy castle that are subsequently explained
away in accordance with Enlightenment rationality. For example, the ghost haunting the
deceased Marchioness’ chamber turns out to be one of the robbers who used the chéteau to hide
their booty. As Sir Walter Scott remarked, Radcliffe’s use of the explained supernatural is an
imperfect solution to a technical problem: “Romantic narrative is of two kinds,—that which,

being in itself possible, may be a matter of belief at any period; and that which, though held

307 Many novelists began to follow Radcliffe’s lead during the 1790s, including Charlotte Smith, Eliza
Parsons, Eliza Fenwick, Isabella Kelly, Julia Maria Young, Elizabeth Bonhote, Mrs. Carver, George Moore, Regina
Maria Roche, Mrs. Patrick, John Palmer, Jr, and Mary Meeke, to the extent that the explained supernatural became
an identifiable school of writing. For a list of detective writers who adopted the technique of the explained
supernatural, see Michael Cook, Detective Fiction and the Ghost Story: The Haunted Text (New York: Palgrave
Macmillan, 2014), 8.
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impossible by more enlightened ages, was yet consonant with the faith of earlier times.”*% In
other words, the technique is contingent on the collation of two opposing views of reality, with
one narrated through the transitory plot, and the other re-affirmed by the delayed expositions.
Generally speaking, traditional Chinese fiction has an aversion to the use of transitory plots
and delayed expositions.?? Literary fantasies of oneiric journeys, which are abundant in Chinese
strange tales, are perhaps among the few exceptions to this rule. The Liaozhai tale entitled

“Princess Lotus” (“Lianhua gongzhu” j& £ /A 3), which Pu Songling adapted from Li Gongzuo

(c.778-848)’s Tang tale “An Account of the Governer of Southern Branch” (“Nanke taishou

zhuan” F5 K 57 {8), provides an excellent example to illustrate this point.>!® At the beginning of

the tale, we are told that the protagonist, who has just settled in for a nap, is awakened by the

308 Robert Miles, Ann Radcliffe: The Great Enchantress (new York: Manchester University Press, 1995),
132.

399 Even Chinese court-case stories — among pre-twentieth narrative genres, the most comparable to
Western detective stories — seldom refrain from identifying the criminal at the beginning of the stories. As James St.
Andre observes: “One of the great differences between court case fiction and detective fiction [...] is that the reader
of a Chinese court case story almost invariably sees the crime committed and knows who the culprit is before Bao
Zhen even appears in the story.” James G. St Andre, "History, Mystery, Myth: A Comparative Study of Narrative
Strategies in the "Baija Gongan" and "the Complete Sherlock Holmes"" (University of Chicago, 1998), 1. Chen
Qingyuan argues that Western detective fiction played a critical role in introducing the inverted plot structure to
China in the late Qing, even though he does not think that it deeply influenced Chinese fiction outside the detective
genre.

310 For a translation of “Nanke taishou zhuan,” see William H. Nienhauser, Tang Dynasty Tales: A Guided
Reader (Hackensack, NJ: World Scientific, 2010), 131-88. Besides “Princess Lotus,” we also find other Liaozhai
tales such as “Painted Wall” and “Sequel to the Golden Millet” that follow the same pattern of inverted plot. In “A
Sequel to the Golden Millet,” for example, the protagonist, an ordinary scholar, is honored in a dream with a series
of promotions that eventually leave him in charge of the state; this accords with his inflated private ambition after a
diviner tells him at the outset of the tale that he will serve as prime minister for twenty years. But the substitution of
a transitory plot can hardly be seen as a Liaozhai invention, since we also find similar patterns in the vernacular
novel. For example, in 4 Supplement to the Journey to the West, the Monkey is unwittingly drawn into a baffling
dream in which he loses sight of the purpose of his pilgrimage—in the dream, the Tang Monk renounces his plan to
reach India and becomes a military commander. The Supplement ends with the return of the protagonists to the
original order. Such awakenings hold a potential for enlightenment in the Buddhist sense, as they often result in self-
reflective moments in which the characters find the reality in the story no more real than the dream. Instead, the
phenomenal world is itself seen as filled with illusions; this type of tale is clearly influenced by the Buddhist
principle that all forms are illusions.
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surprise visit of a messenger in brown clothing. Following the messenger, Dou arrives at an exotic
land called Cassia where he is warmly received by the king, who offers him the hand of princess
Lotus. Near the end of the story, however, a calamity befalls the kingdom without a warning—a
giant serpent has encamped outside the palace and is ready to destroy everything in its way. At

this moment, Dou “suddenly woke up and began to realize that he was only dreaming” (5 ZA 11 i

, UEFNE ). The bees droning over his head lead him to discover that a snake has crawled into

the beehive in the neighbor’s garden; from this he infers that in his dream he was abducted to the
world of bees. This revelation enables the tale to strip the dream kingdom of its aura of mystery
and re-assimilate it into the sphere of the familiar and knowable. But it is noteworthy that the
dream in the “Lotus Princess” is not purely insubstantial and illusionary. The awakening in the
tale therefore does not necessarily enable the dreamer to dismiss the previous dream as a non-
reality. This is why, at the end, the exposition is imposed onto, but not necessitated by, the
protagonist’s return from the world of dreams to the order of reality. In fact, in “Princess Lotus,”
Student Dou already wakes up once in between his first and second visits to the mysterious

kingdom. During his second visit to Cassia, he has this interesting conversation with the princess:

Dou said to the princess: "I am so elated by your presence that I would forget even death itself.
But I am afraid that this is nothing but a dream." "And how could it be a dream," the princess
covered her mouth while giggling, "when you and I are here together?" The next morning, Dou
amused himself by helping the princess to paint her face, and once it was done, he began to
measure the size of her waist with a girdle and the length of her feet with his fingers. "Are you
crazy?" The princess asked in laughter, to which Dou replied: "I have been so frequently deceived
by my dreams that I have to make efforts to keep a good record. In case this is indeed a dream, I
shall still have something to remember. 2EFI: “F M7 H, B AL S, HRSHZE,
JiREH . PATHAE: BB, A8 REETE, BaATaME, Simb
WEE, MR, AFEME: BEHE? "H. “EEHER, ALz M22R, IR
EEEEH

The princess’ reply underlines the fact that the dreamscape in the Liaozhai tale is not so much a

private imagined world as an alternative world occupied by characters who are no less real than
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the protagonist. The subsequent taming of the strange therefore does not entail the construction
of a binary between the dream world and the order of reality in a way that would resemble the
distinction between fiction and reality in Western literature.

The “explained supernatural” technique we see in “Grotto” only started to appear in
Chinese literature around the turn of the twentieth century. Han Bangqing’s “Discussion of

Ghosts” (Shuo Gui 7 %), published in 1892 as part of the serial (Sketches of Taixian), is likely

the first Chinese tale to use this technique. *!! However, “Discussion of Ghosts” is unlikely to
represent more than an accident in a randomly assembled collection of strange tales that, for the
most part, run contrary to scientific interpretations. Conscious use of the “explained
supernatural” technique only started to appear in the aftermath of the anti-superstition

movement. Liang Qichao’s “Specter in the Russian Palace” (“E huanggong zhi rengui” i & =
2 N9, hereinafter “Specter”), the first work to be labeled a "fiction of the weird" (FE1%/NiR) in

the New Fiction magazine, employed this technique to promote a disenchanted view of the
world.?!? More instances of this technique are found in contemporary detective stories, which
were introduced into China in the late 1890s and soon became one of the most popular literary
genres. At least three translations of Arthur Conan Doyle’s “The Hound of the Baskervilles”

(originally serialized in Strand from August 1901 to April 1902), a classical example of the use

311 The collection Sketches of Tai Xian (Taixian mangao K18 7F) was serialized in the biweekly
magazine Wonder-book of Shanghai (Haishang qishu #f§ %5, consecutively with the magazine Lives of the
Flowers of Shanghai (Haishanghua liezhuan ¥#§_F1£511%) in 1892. Sketches consists both of tales written by Han
Bangqing himself and tales he drew from other collections, including the Liaozhai.

312 Qichao Liang, "E Huanggong Zhong Zhi Rengui ff& 2= H 2 N %.," Xin xiaoshuo, no. 2 (1902).
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of the technique, appeared before 1910.3!* Similarly, early Chinese detective tales such as “The

Grotto” and “Ancient Coins” (“Gugian” 7 #¥) also created ghostly “red herrings.”3!*

The two Fan Liaozhai series 1 discuss in this chapter also use the explained supernatural
technique. Though nowadays they are often classified in the categories of “simulating the old

school” (#E# /Néft) or “make-over fictions™ (BT /)Mift), which suggest a lack of originality, the

two series are on the contrary new fictions that are highly innovative.*'* Their plot of “explained
supernatural” is enhanced by the use of personalized narrative voice, which, as Patrick Hanan
argues, is a new invention in nineteenth century Chinese fiction.!® It is generally agreed that
traditional Chinese fiction lacks psychological portrayal; scholars such as C.T. Hsia and Kirk A.
Denton have observed: "traditional Chinese narrative was not generally interested in representing

linguistically the mind cut off from the external world, in painting an interior landscape through

313 From 1896 to 1916, almost all of Conan Doyle’s Sherlock Holmes stories were translated into Chinese,
and most of them received multiple renditions. The three Chinese translations of The Hound of the Baskervilles
include 4 Record of Subduing Demons (Xiang yaoji FUkFL, translated by Lu Kanghua and Huang Dajun and
published by Commercial Press in 1905), 4 Case of a Strange Mastiff (Guai’ao an %# 5%, collaboratively
translated by the Editing and Translation Bureau of Renjing xueshe and published by the latter in 1905), and 4
Haunting by a Mastiff (Ao sui #2%, translated by Cheng Tinrui B2 # and published by Zhonghua shuju as part of
the 12-volume Complete Collection of Sherlock Holmes Stories Fu’er mosi tan’an quanji 158 B HIR R £4).

314 For a study of the use of supernatural elements in early Chinese detective stories, see De Xu, "Ershi
Shijichu Zhongguo Yuanchuang Zhentan Xiaoshuo De Meixue Tezheng — 40 #7] B JiR BUME HR /INGR ) 38 22 4%
{iE," Jianghan luntan, no. 5 (2008).

315 See Zhenguo Zhang, Wanging Minguo Zhiguai Chuangi Xiaoshuoji Yanjiu (Nanjing: Feng huang,
2011), 305-09; Yiyun Zhuang, "Mingmo Qingchu De 'Ni Liaozhai' i& AR AU 75" in Wenxue Wenxian
Yanjiu, ed. Mingxian Wu (Beijing: Commercial Press, 2005), 29. The category “nijiu xiaoshuo” was first proposed
in 1937 by the literary scholar A Ying to describe fictions that “adopt old titles and characters from old works for the
purpose of writing essentially now stories”(CK# /& B & E L B4, 1% #1)5), such as Wu Jianren’s
New Story of the Stone. See A Ying, Wanqing Xiaoshuo Shi (Beijing: Remin wenxue, 1980). Ouyang Xiu agrees
with the categorization but uses a different term fanxin xiaoshuo EH7/N&it to emphasize the new elements in the
fictions. See Jian Ouyang, "Wanqing "Fanxin Xiaoshuo" Zonglun i &35 /NeRt45:5m," Shehui kexue yanjiu no. 5
(1997).
316 patrick Hanan, Chinese Fiction of the Nineteenth and Early Twentieth Centuries, Masters of Chinese
Studies V. 2 (New York: Columbia University Press, 2004).
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direct representation of the mind."*!7 At the turn of the twentieth century, however, we begin to
see depictions of the psychological life of characters told through a personalized narrative voice.
The I-narrator in “Grotto,” for example, is fundamentally different from the traditional
anonymous storyteller in that he is more interested in articulating his own ambivalent opinions
concerning the existence or non-existence of ghosts than in dispensing generic formulas of
received wisdom.

However, although “Grotto™’s choice of first-person narration allows the reader to access
the mind of the narrating subject before his full conversion to rationality, it is noteworthy that
this access is restricted to the frame tale. In the inner story, the ghost-fearing characters are flat in
the sense that their internal experiences remain unknown to the reader. As a result, these
characters do not share the thoughts and ideas that the mysterious events surrounding the Yama
cult provoke in them. It is interesting, then, that the Mirror and Counter-Liaozhai, which are
considered imitations of traditional narratives, actually go further than “Grotto,” the story
influenced by Western detective fiction, in terms of psychological character portrayal. In both
series, the characters believing in the supernatural often appear as centers of consciousness, in
the sense that the reader’s perception is filtered through what they see, hear, experience, and
think. We do not know whether their authors learned these techniques directly from Western
literature, but one thing is for sure: the authors of both series were familiar with translations of
foreign literature, many of which were published in the same venues as their stories.

In the following analysis, I will undertake a close reading of each of the two series and

examine the techniques through which their respective narratives share with the reader the inner

317 Kirk A. Denton, The Problematic of Self in Modern Chinese Literature: Hu Feng and Lu Ling
(Stanford: Stanford University Press, 1998), 35.

160



thoughts of these characters in response to what they see as undoubtedly supernatural
occurrences. Through this analysis, I hope to show how new fictions like the Fan Liaozhai,
through their avowed ideological antipathy towards old fiction, paradoxically create an

indigenous past for what are essentially modern narratives.

I1. Phantasms and the Subjective “Weird” in Po Mi’s Mirror
In 1905, the New Fiction magazine, edited by Liang Qichao, serialized a collection of
eight single-episode zhiguai-style classical tales entitled Counter-Liaozhai or the Demon-

revealing Mirror WVES, N4 BEIKEE (hereinafter Mirror) by Po Mi fif{ 2% .*!® The author’s

pen-name, literally meaning “dispelling superstitions” not only articulates the raison d’étre of
the series but also draws a connection between Mirror’s subversive position towards the
Liaozhai and the early twentieth-century anti-superstition movement.

Although Mirror proclaims to be a subversion of the Liaozhai, its choice of subject is
based not so much on Pu Songling’s actual tales as on a number of beliefs and practices that
contemporary intellectual elites labeled as superstitions in Chinese society, such as shamanism,
belief in wu-tong ghosts, astrology, tree worship, the cult of fox-spirits, and so on. Its catalogue
of superstitions resembles that of Broom, although it is less comprehensive. However, the
implied author references Broom and claims it is just part of a larger collection: in the coda

attached to the last tale of the series, he further lists a number of common superstitions and

318 First established by Liang Qichao in Japan and then moved to Shanghai, the New Fiction magazine was
one of the earliest Chinese literary magazines. It embodies Liang’s vision to promote national reform and inculcate
new ways of thinking through the medium of fiction. It was published through 24 issues until January 1906.
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explains that he once wrote several tales to discuss each superstition individually, but these
writings have all been lost.

Despite their clear similarity of content, Broom and Mirror were seen by contemporary
readers as representing two wholly different types of fiction. Characterized by a crude manner of
narration and lengthy public speeches, Broom adopted the foreign model of the political novel.
By contrast, Po Mi’s Mirror carries out its contention with the Liaozhai through an indigenous
literary form, the Chinese strange tale tradition. In the New Fiction magazine, the Mirror series

are labeled “fiction of sundry notes” (zaji xiaoshuo Z|FC/NEft). This label corresponds to one of
the twelve different types of fiction catalogued in Liang's 1902 announcement for “China’s One
and Only Literary Periodical New Fiction” ("} [BIME— 2 SC2:3H1 /Nt ), where it is worded
slightly differently as zajiti xiaoshuo ZIFCLEE /)2 According to the announcement, zajiti
xiaoshuo consists of “sundry notes, similar to Liaozhai and Yuewei caotang biji (Random jottings
from the Cottage of Close Scrutiny), that were casually written down” (RIS . B f 8 5 2 JA
, FERE %)% It is obvious here that content is not the sole criterion for defining zaji xiaoshuo.
Firstly, the term 7 % (literally, "body") connotes “normative form” in Chinese literary thought,

and is used to describe a genre in which style is fused with the author’s intent*?! (it does not

specifically refer to the subject of the stories).

319 Qichao Liang, " Zhongguo Weiyi Zhi Wenxuebao Xin Xiaoshuo A7 [E ME— 2 S AR <<fi /N i>>,"
Xinmin congbao, no. 14 (1902).

320 Ibid.

321 Zong-qi Cai, A Chinese Literary Mind: Culture, Creativity and Rhetoric in Wenxin Diaolong (Stanford,
Calif.: Stanford University Press, 2001), 78.
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Secondly, among the twelve different types of fiction, the “weird fiction” (yuguai

xiaoshuo FEEE/INER) is equally devoted to the investigation of the mysterious, as the editorial
describes it as a fiction about phenomena within the scope of so-called “monsterology” (4K 122,

yaoguai xue in Chinese, yokaigaku in Japanese).>?? This field of study was founded by the
Japanese occult researcher Inoue Enryo (1858-1919), who established the Ghost Lore Institute in

Tokyo and gained the sobriquet “Doctor Obake,” or “Doctor Specter” (% 4£ (J {#i12). In Enryo’s

usage, yokai does not specifically refer to “monstrous beings.” Rather, monsterology includes
abnormal or supernormal phenomena in general, many of which can be explained away as
subjective experiences or illusions.*?? In terms of subject matter, the tales in the Liaozhai and
Yuewei caotang biji, which were categorized as zajiti xiaoshuo, would also fall within the
purview of monsterology, but in the magazine, the label yuguai xiaoshuo is reserved only for
translations of foreign works. Therefore, the application of the label zaji xiaoshuo to Mirror has
the implication that Po Mi’s tales are fundamentally Chinese narratives.

The editorial’s categorization of the Liaozhai as “sundry notes” is seemingly oblivious to

the phenomenal presence of literary inventions and authorial fabrications in Pu Songling’s

322 Liang Qichao’s announcement defines “Fiction of the Weird” (yuguai xiaoshuo) as follows: “Yokaigaku
is a branch of philosophy, to which many learned scholars and curious minds are dedicated. In the West, there are
almost as many books discussing those non-existent things as in China. We hereby select those new and worthy
works to translate. They can perhaps contribute to the study of the soul” (JKIF2 A £ 2 —Rl, 2R -E 2 +,
AR, MATHKRAZE, TR, 85 PE. JOLHaassEe, I ARssz —Bit). One of
the earliest examples of the “fiction of the weird” is Liang Qichao’s “The Specter in the Russian Royal Palace” (f
B EF2Z NR), a translated story told in first-person narrative about a mysterious haunting at the Russian Palace. In
this story, the I-narrator encounters what other characters believe to be the specter of Peter the Great. See Liang, "E
Huanggong Zhong Zhi Rengui % &= d1 2 A"

323 For Enryo, a yokai is a combination of the mysterious (fishigi) and weird (ijo), both of which are
subjective categories based on knowledge and experience. Foster argues that Enryo’s view of yokai “was akin to the
medieval European notion of ‘wonders’ as a ‘distinct ontological category, the preternatural, suspended between the
mundane and the miraculous’.” See Michael Dylan Foster, Pandemonium and Parade: Japanese Monsters and the
Culture of Yokai (Berkeley: University of California Press, 2008), 83.
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collection, which Ji Yun found so objectionable and insisted on replacing with narratives based
on plausible sources, such as autobiographical experience or eyewitness testimony. Yet this
distortion is intended to create a category into which works such as Po Mi’s Mirror can be
conveniently placed. Indeed, most of Po Mi’s tales were written as relating what had been seen
or heard by the implied author and subsequently jotted down in the form of notes. In fact, the
implied author has revealed so much detail about himself within the tales that some scholars
suspect Po Mi to be a pen-name of Wu Jianren, the writer who is “credited with some of the
striking innovations of modern Chinese fiction” such as restricted narration and the fallible
narrator.>?* This speculation of course cannot be adequately verified, but it does demonstrate
how individualized the narrating voice is in Mirror. In what follows, I would like to use an
analysis of two tales by Po Mi to show that, together with its political objective, Mirror’s
engagement with supernatural subjects is equally motivated by a literary interest in exploring a

form of individual subjectivity.

2.1. The Deranged Spirit (Shenluan) in “Fox Bewitchment”

“Fox Bewitchment” ("Hu Mei," JL#k), the second tale in the series, is an excellent
example of how Po Mi uses individual perception to re-situate what is experienced as “weird”
within the mind of the person experiencing it.>*> According to the I-narrator, he heard this story

from a certain "student from Suzhou" (#& /1 #:4E). The protagonist in this story, an unnamed

324 Hanan, Chinese Fiction of the Nineteenth and Early Twentieth Centuries, 165.

325 Mi Po, "Hu Mei JN#&," Xin xiaoshuo, no. 12 (1905).
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family tutor (H:H) working for a rich merchant in Nanhui, is plagued by nocturnal visits from

a young student whom he suspects to be a fox-spirit. While at first terrified, the tutor gradually

accepts the student as a friend, not knowing he is about to be tricked:

One evening, the young student came to visit him again. The tutor bowed to him and said: “since
you are an immortal, you can certainly take me with you on a trip to the otherworld.” The lad
replied, “An easy thing to do.” He picked up a ruler from the desk and threw it out of the window,
which instantly transformed into a bridge so broad that four horses could easily pass it side by
side. Pointing at the bridge, he said to the tutor, “Once you cross this bridge, you will reach the
otherworld.” [Seeing that] the tutor was very hesitant, the young student added, “Since you are
still unsure and frightened, please allow me to walk in front of you.” By the time he finished his
words, he was already standing on the bridge, as if he were floating in the air. The tutor bowed and
exited through the window. Whump! The second he lifted up his leg, he fell hard into the
courtyard. [Hearing his] screams, the entire family rushed to the site and lifted him up by the arm,
but his shin-bones were already fractured. It took the tutor half a year to recover. But ever since
that evening, the young student had stopped appearing (— 47, /DHEEE, HAIlZE: “BilIA
, EATER G, DERL R AR, IR EARUBE SN, —EAE, ATIEENS, $EREH
Fl: “FRabRMlEE R HERRIK, DEE. <BREEMIR, IMERHE LS, 5 OBERIE
Eo UITFHHEE, WM AR, BB, ERMEETRSE. ZARE, mzk, K
CirR. BiRF#iad, DEJREZE) 2

Coming to a sudden stop here, “Fox Bewitchment” reminds us of what Tzvetan Todorov has
defined as the “fantastic,” whose basis is the “ambiguity as to whether the weird event is
supernatural or not.”*?” All our knowledge of the young student comes from the unnamed tutor.
While he is convinced that his guest is a fox because he seems to be able to read his mind, the
young student never reveals his identity. In addition, no other character has seen the student, nor

are there any vestiges or material traces to confirm his existence. Therefore, the reader cannot

decide whether the young student is a phantom or a fantasy. Entertaining two possibilities, the

326 Ibid., 166.

327 Christine Brooke-Rose, A Rhetoric of the Unreal: Studies in Narrative and Structure, Especially of the
Fantastic, 1st ed. (New York: Cambrige University Press, 1981), 63.
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story is permanently poised between two interpretations, one uncanny (there are rational
explanations of the strange event), the other marvelous (the protagonist encounters a fox-spirit),
of the same sequence of events.

The contrast between the two alternative viewpoints is mapped onto the ideological
opposition between the raconteur (the Student from Suzhou) and the recorder-commentator (Po
Mi Zi) of the anecdote, whose opposition is analogous to that between the two dramatic personae
of the Broom. In the end comment, Po Mi Zi recalls, in a mocking tone, that the Suzhou scholar
told him the story with animated body gestures, as if “he had been an eye-witness of the whole

thing" (548 34 B .#).32% “One can infer,” notes Po Mi Zi, “the scholar was trying to show
that the mysterious young man must be a fox-spirit" (A% H &, 5 LU/ F &IN5 22).2%° While

Po Mi Zi finds the mystery quite puzzling, he nonetheless espouses the rational explanation of
the event, contending that the visitor and the magical bridge are merely hallucinations. In his
words, “whenever one believes one has seen something [extraordinary, the weird], it is nothing
but the result of a deranged spirit (shenluan). It is analogous to the derangement of a drunk
person and nothing else. However, those who write down records of ghosts and fox-spirits
would proclaim without fail that there is indeed a certain ghost or fox-spirit here” ()L FTH& &
DEHELETEG e 2 ST, i NGC R EEE A — IR A ). Like the rational
voice in Broom, Po Mi Zi articulates an unswerving belief in the natural explanation of the

supernatural. But it is curious for us to see that Po Mi Zi bases his explanation on the observation

that eyewitness accounts of supernatural beings are inconsistent. As he puts it:

328 Po, "Hu Mei JNHE," 167.

329 Tbid.
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If person A sees fox-spirits and ghosts; but person B does not see them [...] Can this be a case in
which the fox-spirits and ghosts possess marvelous arts to make themselves visible to some people
but not others? Or isn’t it possible that those people, when their minds are unclear and eyes
dazzled, claim with confidence that what they see truly exists, and those onlookers follow them
and add onto their claims?” (FBE 2, AN Z BEAR]L . R I R SR 5L ART e 0T 55T 7 O 1T a8 A 40 15 2
HMEL H S E BE T B R 2 %, 55BN & 2 5.0
For Po Mi Zi, this inconsistency proves that the weird and mysterious is inside the body and the
mind of the person experiencing it. In this regard, his explanation is very similar to that of
yvokaigaku, which, drawing on psychological knowledge, “situates the weird inside the body and
the mind of the experiencer.”*’!

In "Fox Bewitchment," the suppression of the supernatural explanation is contingent on
the fact that the rational voice happens to be identical with the authorial voice, which
conventionally assumes the role of conferring final judgment in the end comment. But within the
tale proper, this authorial voice remains silent. The well-demarcated boundary between the tale
proper and the end comment thus enables the symmetrical distribution of two conflicting
ideologies onto two distinct characters, with one being the dominant voice of the tale, the other
the dominant voice of the interpretation. Yet this symmetry is broken in the tale from the Mirror

that I examine next; in this tale, the superstitious voice temporarily merges with that of the I-

narrator, which is unmistakably that of the implied author.

2.2. “Losing the Po-Soul” and the Uncanny

330 1bid., 167-68.

331 Foster, Pandemonium and Parade: Japanese Monsters and the Culture of Yokai, 83.
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Told in first-person narrative, “Losing the Po-Soul” ("Shi Po," 2&H) amplifies the horror

of an uncanny experience by providing the reader with the [-narrator’s emotional reaction upon
seeing specters.?>? Structured as a series of shifts the I-narrator experiences between waking

(xing Ti2) and sleeping (hun B) states, the tale begins with the following confession:

In the ninth month of the year of Yi You (1885), I[...] vomited a significant amount of blood and
lost consciousness. A long time passed, and I then opened my eyes once again [...] At that moment
my mind was clear and fresh. I pulled myself up in bed and asked to have some tea made for me.
After finishing the tea, I was fully recovered, except I still felt a little bit giddy. Above the chair in
front of the bed, it seemed as if there were two little men dressed like summoners of the dead, each
about six or seven inches tall, capering about in the air and making various menacing faces at me.
Suspecting that I was fooled by delusions, I rubbed my eyes and looked again. There was nothing.
But in a short while, there—the little men appeared again! When they revealed themselves the fourth
time, I grabbed a pillow and darted it at them. The little men instantly disappeared, but the other
people in the room were exceptionally surprised by me [...] I felt dizzy again and fell back to sleep.
As 1 was resting with my eyes shut, I thought I caught a glimpse of something. I immediately opened
my eyes, and then I saw a growing bubble on the drapery over my head. It grew bigger and bigger,
until it burst open, revealing a hideous human face inside—a horrible sight. Then another bubble
appeared and revealed a different, though still hideous face. Suddenly, faces appeared from all over
the walls in the room. Some were old, others young, with various expressions. “I never believed in
ghosts. Could it be true that the ghosts are humiliating me?” I pondered (2. 7§ JL A [...] 215 W) 1t
if &k, FARARAL.JRREHAEEEMRZ 0, CRE. MWMEH. PASETAR
—IEE R PO R LA T AAANRASETEE, EAZEIR, R, R HERE
SERIRAE, BEHEWH, TR WimE. o B, itz SHEm = ARCRE,
. RAERANL, B2, B @R, f2H. MiAg, B FHEER,
LA, KIRHE, RIRKEE LR —EE, WRAmE, ©— N H A . BEEE,
HIEERER, PSR ANTR, MMM —RIBH, VUEEER, 2HDH, HHEA
—, FRHIR. BRERAMER, 2256 5 RAFHE).

By using the first-person narrative, “Losing the Po-soul” denies the reader the possibility of
examining the weird from the viewpoint of an indifferent observer. Instead, it compels the reader

to accept temporarily the weird as real and share in the narrator’s emotional reactions to the

332 Mi Po, "Shi Po ZH," Xin xiaoshuo, no. 12 (1905): 165-66. According to common Chinese belief, each
person has two souls, namely, a hun and a po soul. Hun is “perception”, according to Wang An (1615-1695), i.e.
consciousness, psyche, or the sentient soul. Po is stamina, confidence, courage, instincts, or the corporate soul. For a

full discussion of the difference between Aun and po, see Kenneth E Brashier, "Han Thanatology and the Division of
“Souls," Early China 21 (1996): 126-58.

333 Po, "Shi Po 2KHE," 165.
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horrifying apparitions. The choice of first-person narrative is essential to the fact that “Losing the
Po-Soul” ascribes the experience of the weird to the mind of the I-narrator.

To be sure, first-person narrative is nothing new to Chinese classical tales. Numerous
examples can be found in the Liaozhai collection.®** But in the Liaozhai, the first-person narrator
always appears as an observer of the events in the story, providing authorial guidance. He shares
none of his own internal thoughts with the reader.*** As a result, the use of “I” in these narratives
does not necessarily enable the reader to experience the weird from within the mind of a
subjective individual.

That is not to say that third-person narrative is incapable of rendering the internal

perceptions of a given character. The “Disembowelment” ("Chou Chang," $i}l%) in the Liaozhai,

for example, incorporates focused senses and psychological insight into its narrative. Similarly to
the I-narrator in Po Mi's tale, the character in "Disembowelment" encounters the weird while
lying down, with the possibility that at any given moment he might be asleep. The tale begins
with the character’s glimpse of a woman and a man, who walk into his bedroom without
awareness of his presence. But the voyeuristic pleasure quickly turns into a daytime horror, when
the man cuts open the woman’s belly and throws a coil of her entrails at the main character. The
passage that follows—“At once, an overwhelming puff of warm, bloody stench weighted heavily

down on his face, eyes, chest, and throat, thoroughly sealing his nasal passages”—graphically

334 First-person narration is also frequently used in Tang chuangi-tales such as 4 Chance Visit to the
Immortal's Cave (Youxian ku ¥l &) by Zhang Wencheng, An Account of An Ancient Mirror (Gu Jingji i #55C)
attributed to Wang Du, and Biography of Ying Ying (Yingying zhuan %% {#) by Yuan Zhen.

35 As Zeitlin observes, “Although Pu Songling introduces himself as a first-person narrator in a number of
Liaozhai tales, in keeping with his self-styled role as Historian of the Strange, he appears merely as eyewitness,
listener, or recorder; he does not play a direct part in the unfolding of the story.” See Zeitlin, Historian of the
Strange: Pu Songling and the Chinese Classical Tale, 132.
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describe the assault on the main character’s visual and olfactory senses to underline the horror of
witnessing the disembowelment from the protagonist’s perspective. The end of the tale suggests
that the disembowelment witnessed by the main character may not have been entirely dreamed.

When the main character falls onto the floor, it is said that

His family, upon entering, first saw him entirely wrapped in pig intestines; yet upon close
examination inside his room, they found nothing. Each believing that it must some optical illusion,
no one was alarmed. It was until the man told them what he saw that they began to relate to each
other the strange things they saw. However, no visible trace of the event was left in the room,;
there was only the bloody stench that continued to linger several days (X A\#&#, 15 W B 885 i
o BENHEL WAIEHA, A& HE AL, REER. ORI, mitae. mEdif
ToIRIE, M AN ). 336

Although the other characters were not witnesses to the macabre act of dissmbowelment, the

lingering smell, similarly to the deployment of the device of material traces in the zhiguai

tradition, verifies the historicity of the recorded event.

“Losing the Po-Soul,” by contrast, relates an entirely private experience that is cut off
from any form of historical time. The narrator notices that the little men and the hideous faces
remain invisible to his mother and sister who are sitting by his side. With this observation, he
comes to the “sudden revelation that the faces are not specters. They are nothing but blurred

visions” (PEE A& 06 3k B AF AR AE H).237 The incongruity of the visions, like the inconsistent
accounts in “Fox Bewitchment,” has the effect of identifying individual subjectivity as the origin
of the weird. But if “Fox Bewitchment” attempts to link the vision of the fox-spirit with the
tutor’s “deranged spirit” without explaining what actually happened, “Losing the Po-Soul”

specifically portrays the “deranged spirit” (f##L) of the I-narrator in a pathological state that can

36 py Songling, “Chou Chang,” Liaozhai zhiyi.

337 Po, "Shi Po ZKHE," 165.
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be explained in medical terms. The image of sickness, which appears frequently in the narrative,
correlates the loss of blood with the decline of intellectual faculties. This “pathologized”
explanation results in the significant difference that “Losing the Po-Soul” displays from
traditional strange tales about body-soul separation.

Bilocation of the self is a common theme in traditional strange tales. Most often it is the
hun-soul, identifiable with the intellect and the moral self, that wanders away from the body. The
animalistic and amoral po-soul, by contrast, is believed to be more corporeal and “of this world”.

In the famous Liaozhai tale “A Corpse’s Transmutation” (Shibian J~%%), the lingering po-soul

turns the dead female body into a predatory zombie.>*® Turning this fopos on its head, "Losing
the Po-Soul" evokes the voice of medical authority to naturalize the strange appearance of the
horrific faces. At the end of the tale, the I-narrator visits a respected Chinese doctor who explains
that the faces he sees are nothing but fragments of his own po-soul: “liver contains the Aun-soul;
the lung contains the po-soul. Once the liver, exhausted by hematamesis, loses the power to hold
its contents, the po-soul will escape and effuse” (FFiEkal, MlijeliR, & Wiy s 25 8 2k 5 )
MM B 41).33° Because the object of fear is actually a part of the self, reappearing in the guise

of the unfamiliar, “Losing the Po-Soul” is thus a tale of the uncanny, which, as Sigmund Freud

argues, is “something which ought to have been concealed but which has nevertheless come into

338 Yuan Mei (1716-1798)’s What the Master Would Not Talk about (Zibuyu ¥ /ANiE) contains two similar
stories about dead bodies turning into zombies. One is the “Two Scholars from Nanchang,” which concludes with
the explanation that “the Aun soul is benign and the po soul is evil; the hun soul is intelligent and the po soul is not
[...] After the Aun dissolves, the po lingers behind. When the hun stays, the person is still him/herself. But once the
hun leaves, the person is no longer him/herself. The moving corpses and running shadows are all doings by the po.”
The tale “An Artisan Paints a Zombie” tells a similar story of the dissolution of the essential self once the Aun leaves
the body. For a detailed discussion on the recurring theme of transmutation after the departure of the Aun-soul in
Chinese strange tales, see Lydia Sing-chen Francis, ""What Confucius Wouldn't Talk About'": The Grotesque Body
and Literati Identities in Yuan Mei's Zi Buyu," Chinese Literature: Essays, Articles, Reviews (CLEAR) 24 (2002).

339 Po, "Shi Po ZKHE," 166.
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light.”**° The doctor's explanation, albeit resorting to traditional Chinese ideas of the bipartite
soul, is not incompatible with the \early twentieth-century Chinese reception of science, which
was often mixed with pseudoscientific ideas. In the comment to another tale, Po Mi Zi indicates
that Chinese medical interpretation conforms with Western scientific interpretation: "In my
opinion, [superstition] is also madness. Chinese doctors call it mucus confusing the opening of
the heart. Western doctors call it brain disease" (53 15 b 7R EN B o 5 [E B & Frig gk 075,
V8 % 22 Fr 1 I s A2 ) 24!

In “Fox Bewitchment” and “Losing the Po Soul,” we see that the supernatural is
presented not as a part of external reality but as the consequence of an internal defect. Mirror’s
exploration of the supernatural thus ventures into the area of psychology, which had remained
untouched by the late-Qing anti-superstition campaign against "supernatural authority" and its
human exponents. This difference can be illustrated through a comparison between Broom and
Mirror. Whereas Broom mainly holds quacks, charlatans, shamans, priests, fortunetellers, and
other deceitful agents responsible for the spread of superstition, Po Mi’s Mirror connects the
beliefs of the supernatural to a particular state of mental disorder, namely, so-called “brain
disease”. As the tale “Losing the Po-Soul” indicates, even the rational mind can be susceptible to
the belief in ghosts when the reasoning faculty is compromised by sickness, which allows
thoughts to be articulated that are contrary to the person's beliefs under normal circumstances. To
present the mental state that gives rise to belief in the supernatural, Mirror confines the presence

of Po Mi Zi’s rationalistic voice to the end comments, where he assumes a traditional role of

340 Sigmund Freud, “The Uncanny,” p. 394.

341 Mi Po, "Xizi Huobao & HE¥R," Xin xiaoshuo no. 3 (1906): 164.
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moral authority. In the stories proper, however, the author of Mirror is more interested in
representing the inner experience of an individualized subjectivity, a representation that creates
interesting narrative effects like the uncanny and the fantastic.

In the next section, I will discuss a different depiction of supernatural experience, one
that is divorced from the discourse of illness and delusion, and will address the use of an
important narrative technique that is also found in "Grotto" and "Losing the Po-Soul" to show its
importance to the depiction of the private inner world of the naive hero, whose temporary belief

in the supernatural validates his authentic feelings.

ITI. The Explained Supernatural and Figural Consciousness in Wu Qiyuan’s
Counter-Liaozhai
Wu Qiyuan's Counter-Liaozhai was published between 1915 and 1916 in Thicket of

Fiction (Xiaoshuo congbao /Nifi#5#%), edited by Xu Zhenya #&#£ 10 (1889 - 193?). To readers

nowadays, the difference between Po Mi’s Mirror and Wu Qiyuan’s Counter-Liaozhai is clearly
analogous to that between the single-episode zhiguai tales and the literary chuangi tales in Pu
Songling’s Liaozhai. At least three attributes of Wu Qiyuan’s tales suggest that their fictional
inventions are meant to convey the idea of gi (marvel) in style as well as content. Firstly, an
average tale in Wu’s collection has about three thousand words, about six or seven times the
length of an average tale in Po Mi’s Mirror. Within this expanded space, Wu is able to construct
more complicated plot structures than Po Mi. For example, the longest tale in the entire

collection, “Zhen Zhen in the Painting” (“Huali Zhenzhen” & # F. X (hereinafter “Zhen Zhen”),

consists of a series of strange encounters between the male protagonist and a mysterious female
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character, whom he believes to be a portrait coming to life.>*? Appreciating the complexity of the

e

story, one reader named ‘“Pear-Dream Female Scribe” (24414 &) makes the following remark

in the end comments appended to “Zhen Zhen”: “this tale is especially remarkable for its plot
construction. If someone could set it to music and adapt it into a romance play, so that the
‘disciples of the pear garden’ are able to stage it on the red carpet and test-play new tunes, then it
would be no less successful than the Romance of the West Chamber and the Peony Pavilion
before it.” ** The two plays she cites here were both originally adapted from famous Tang
chuangi tales. By suggesting that “Zhen Zhen” too is suitable to be adapted into the form of
romance play, for which inordinate length (an average of 30-50 acts) and an intricate plot are the
norm, the female scribe uses the story’s potential theatrical metamorphosis to highlight the
chuangqi characteristics of Wu’s tale.

Secondly, the language Wu Qiyuan uses is itself more ornamental and figurative than Po
Mi’s. Verses are inserted in a number of tales, as characters in the Counter-Liaozhai frequently
engage in the exchange of poetry. Metaphors, imageries and poetic allusions are especially used

to describe characters or settings in detail. One comment by a reader named Yan Jff, appended to

the tale “The Righteous Bandits,” clearly exemplifies this: “Wu Qiyuan’s pen,” she writes,
“excels at rendering [the image of the character [Qiuweng] in subtle ways. It makes him leap out

of the page. Is there really a person like [Qiuweng] in the world (3452 2, JUtHE i dh {2 2,

BEERAT I, A AT

342 Wu Qiyuan, "Huali Zhenzhen," Xiaoshuo congbao 4,no. 1 (1917).
343 Tbid.

34 "Lulin Shangyi %M 58," Xiaoshuo congbao 3, no. 12 (1917).
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Thirdly, almost all Wu Qiyuan’s tales can trace their provenance to identifiable literary
sources. Of these sources, the Liaozhai obviously remains the most important. Nearly half of the
tales in the Counter-Liaozhai allude to Pu Songling’s strange tales. For instance, “Love-Fate in
Laughter “(Xiao yinyuan Z£4#%%) is undoubtedly a rewrite of Pu’s “Ying Ning” (328£).3% “The
Dumb Couple” (Han kangli B5{/i{ff) rewrites Pu Songling’s “Xiao Cui” /)& .36 “Crabapple
Immortal” (”Tang xian” Z&4ill) and “Plum Maid” (“Meibi” #§4#) show indirect influence from
the flower fairy tales in the Liaozhai collection such as “Gejin” (% 1), “Huang Ying” (35 3%),
“Xiang Yu” (% %), and “The Crimson Consort” (4%4¢).3*7 “Extraordinary Love in the Deep Blue

Sea” (“Bihai qiyuan” ZEF#74%) tells a story similar to Pu’s “The Country of Yasha” (“Yecha

guo” B X [5).348

The resemblance to the source tale, however, differs according to the individual story.
“Love-Fate in Laughter” (“Xiao inyuan” < 4i4%) is closest to the original source. In the Liaozhai
tale, the eponymous female protagonist is a vixen known for her irrepressible laughter. When Wu
transplants the laughter onto his female protagonist, he even takes pains to recreate in his own tale
the two conflicting images associated with the laughing vixen in “Ying Ning”, simultaneously an
embodiment of a childlike mind and a femme fatale capable of inflicting serious harm. Compared

to “Love-Fate,” other tales take far more liberty in rewriting the originals, and sometimes the

345 "Xiao Yinyuan ZKH%%," Xiaoshuo congbao 3, no. 8 (1917).
346 "Han Kangli B4 {0{#," Xiaoshuo congbao 3, no. 7 (1917).
347 Tangxian FAlll," Xiaoshuo congbao 3, no. 2 (1916).

348 "Bihai Qiyuan 77 %%," Xiaoshuo congbao 3, no. 10 (1917).
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reference to the original tales is limited to recognizable elements in character portrayal. In “The
dumb couple,” for example, the male protagonist is depicted as being unaware of gender
differences, while the female protagonist claims to be the daughter of the Jade Emperor. The
couple spend their days and nights playing games and impersonating theatrical roles. While these
details link them to the childlike couple in Pu’s "Xiao Cui," the original story about a fox-spirit
returning favors she received is now replaced by a basically new tale about the protagonists’ use
of deception to preserve themselves in a chaotic time of dynastic transition. “Crabapple Immortal”
and “Plum Maid” also differ significantly from the Liaozhai tales about flower fairies.
The Liaozhai, at any rate, is far from the only source for Wu’s tales. The longest tale

“Zhen Zhen,” for example, is based on an elliptical tale in the Extensive Records of the Taiping

Era (Taiping guangji X~V & 5C) entitled “The Artisan Painter”, which extends only to about two
hundred words.**® “Traces of Beauty on the Tiantai Mountain” (“Tiantai yanji” X £5 ¥ilfF)
rewrites the famous legend about Liu Chen and Ruan Zhao encountering fairies that first
appeared in Liu Yiqing %3 & (403-444)’s Records of the Hidden and Visible Realms (Youming
Iu W4 B $5%).2>° “Residual Dream in the Red Chamber” (“Honglou yumeng” AL1# 42 £*) alludes to

Cao Xueqin’s famous novel. The diversity of these sources indicates that the object of Counter-
Liaozhai’s intervention is not Pu Songling’s collection per se but in fact all of what was

generally seen in the 1910s as old fiction.!

3% Extensive Records indicates that this tale is originally from Yu Di’s Yiwen lu B $% (Records of
Strange Hearsay).

350 The tale “Liu Chen and Ruan Zhao Enter Mountain Tiantai” originated from the entry of ‘Yuan Xiang
and Gen Shuo” in More Records of the Search for Spirits. For a full translation of the Liu Chen and Ruan Zhao

story, see David R. Knechtges and Taiping Chang, Ancient and Early Medieval Chinese Literature: A Reference
Guide (Boston: Brill, 2010), 2248 - 49.

331 Wu Qiyuan, "Honglou Yumeng 4[R2 ," Xiaoshuo congbao 3, no. 9 (1917).
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Nonetheless, this intervention relies on the adoption of the chuangi form; Wu Qiyuan’s
use of chuangi tales is in accordance with the Thicket of Fiction’s overall emphasis on making
the readability of a story or collection an indispensable criterion for its selection and publication,
to the extent that writers a decade or so later saw this selectiveness as being at the expense of
political relevance. In the 1930s, Bao Tianxiao made the following comment about the
magazine: “[a]Jnd what was the content of these entertainment papers? Amusement, of course,
was at their core. Their first principle was not to speak of politics; they would hear nothing of

‘the great affairs of the nation’ and things like that.”3>?

3.1 Plot Pattern and Gender Asymmetry in Counter-Liaozhai

In 1918, Counter-Liaozhai was reprinted in book form, with an added preface by Xu
Zhenya, the editor of Thicket of Fiction. In his preface, Xu argues that what distinguishes new
from old fiction is not the style but the content.>>* Using this criterion, he commends the
Counter-Liaozhai as new fiction that is devoid of what he sees as the major “problematic

practices persistent in the old school of Chinese fiction” (& [B/Naft Z F& 1), including “trite

332 E. Perry Link, Mandarin Ducks and Butterflies: Popular Fiction in Early Twentieth-Century Chinese
Cities (Berkeley: University of California Press, 1981), 142. Bao’s retrospective comment, however, reflects a mild
bias against the magazine, which was essentially an outgrowth of a political newspaper called People’s Rights
founded in 1912. People’s Rights was an organ of the revolutionary Liberty Party, and it remained an important
literary forum for a group of writers who were known as the “Elements of People’s Right Group.” The odd name for
this group was, like many others, taken from its major publishing organ, in this case a magazine called Elements of
People’s Rights.Ibid., 166. Xu Zhenya, the chief editor of the Thicket of Fiction once even claimed that much fiction
of the past should be censored because it encouraged superstition and incited lust. However, “Since the introduction
of Western novels, people have been alerted to the importance of fiction [...] I think that the power of fiction is
more than enough to penetrate every corner of society and is most suited to stir up people’s emotions. It would not
be amiss to say that having thousands of good teachers and friends is not as beneficial as reading one or two
instructive novels.” (Gilbert Chee Fun Fong, "Subjectivism in Xu Zhenya (1889-193?) and Su Manshu (1884-1918)
Chinese Fiction in Transition" (University of Toronto, 1981), 49.). In this respect, his opinion of the ultimate
worthiness of fiction is very similar to Liang Qichao's view that fiction is an effective tool for promoting social
reform.

==

353 Zhenya Xu, "Bianyan £ ," in Fan Liaozhai (Shanghai: Xiaoshuo congbao, 1918).
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designs, exaggerated records, far-fetched plots, and ventures into absurdity” (R AR &, IR
2, R, WHFREHTE).3* Xu then urges his contemporaries to dedicate themselves to

“renovating the realm of literature” in a time in which “civilizations compete with each other to

move forward, [leading to] the continuous eradication of superstition” (3C BRI, R{E TR,
AL B, BEEE—3T).3% This advocacy clearly echoes Liang Qichao’s call for a revolution in

the realm of fiction. However, compared to Liang who emphasizes the utilitarian function of
literature, Xu is more appreciative of the literary values of the old school of fiction. He praises

Liaozhai and Dream of the Red Chamber as “remarkable writing without equal” (477 30) and
marvels at the two authors’ “craftsmanship” (bimo 2 5, literally, brush and ink), even though

these two works, as he points out, have also imparted superstitious ideas to the reader.*® In his
view, borrowing narrative techniques from the indigenous tradition is no less valid for the
creation of new fiction than working in genres imported from abroad, because the old school, he
argues, falls short only in terms of content, not form. As long as writers can endow the old form
with progressive ideas, their emulations would “inherit the merits [of the old school] but do away

==

with their flaws, thus creating a connection between old and new” (FAHAG #E, 11EHZRR, FAb
B/ NERTT—2).2%7 At this point, Xu recalls that he was once thinking of rewriting both the

Liaozhai and Dream of the Red Chamber, but was unable to meet the challenge. He is therefore

delighted to see the publication of Wu Qiyuan’s Counter-Liaozhai and Pan Fuqin’s Stele of

3% Tbid.
3% Tbid.
3% Tbid.

357 Tbid.
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Prunus (Meihua bei ¥$1£18), which he sees essentially as the Counter-Dream of the Red
Chamber R 414 . For Xu, the technique Wu and Pan used can be summarized as “emulating
the pattern (geju) of the two works while injecting novel ideas into them” (ff & 2 # 5, HELL
e SAR). S

What Xu refers to as the geju of the Liaozhai warrants further consideration. Overtly, the
evasive term geju, which means pattern or layout, seems to refer primarily to a fixed structure of
narrative, or the idea of “normative form” (&) in traditional Chinese literary criticism.>> The
problem is that the individual tales in the Liaozhai are so different from each other that it is
virtually impossible to identify a single narrative pattern that encompasses the entire collection.
Thus, the geju Xu imposes onto the Liaozhai must be understood in relation to the plot pattern of
Counter-Liaozhai tales, which exhibit uniformity throughout.

In an end comment appended to the last Counter-Liaozhai tale, a reader named Liyun
remarks: "Including this one, I have so far read a total number of twelve tales in the Counter-

Liaozhai collection. While many of them have extremely intricate, enigmatic plots, it is not
uncommon for the tales to resemble each other"(£FT i s s 25 JF b B+ — 2. H[HHE,
ZHEREE, AnTBEEE, 1T WAL 7R AR ). What Liyun points out here is a
salient feature of the tales in the Counter-Liaozhai collection: the tales are formulaic in the sense

that they adhere strictly to a fixed plot pattern. A bipartite structure can be observed among

338 Ibid.

359 For an excellent discussion of the concept i, see Stephen Owen, Readings in Chinese Literary Thought

(Cambridge, MA: Harvard University Press, 1992), 592.

3¢0 Wy Qiyuan, "Loutou Panpan #EEM Bt ," Xiaoshuo congbao 4, no. 2 (1917).
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them: in the first section, which takes up the main space of the tale, all the elements in the
narrative encourage the reader to believe that supernatural agency is involved in the events told.
Then, in the second section, which makes up the end of the tale, the mystery is explained away
as a product of misunderstanding or trickery. As I discussed earlier, this is the use of “explained
supernatural” technique.

Wu Qiyuan is to my knowledge the first Chinese author to use the “explained
supernatural” technique consistently in a book-length text, as well as the first author to mitigate
its effect. In earlier instances, the use of the "explained supernatural” invariably introduces an
element of terror into the stories, which is frequently put to the service of political didacticism. In
“Grotto,” for example, the gothic atmosphere evoked by the demonic cave is used to illustrate
the oppressiveness of supernatural authority, thus instigating the reader to join the campaign to
eradicate superstitious beliefs. In the Counter-Liaozhai, however, the supernatural does not
appear as a threatening force in the transitory plot. Free of the negative associations with evil,
crime, oppression, or anarchy that we see in its previous employments in China, the technique
becomes instead an integral element of the romantic storyline that runs through the entire
collection.

Indeed, in the Counter-Liaozhai series the formula of the explained supernatural is
grafted without exception onto a storyline of romantic love. In this storyline, we see Wu Qiyuan
consistently deploy a gender asymmetry that is comparable to the underlining cultural matrix that
Judith Zeitlin has observed in the Liaozhai and other seventeenth-century classical tales of the

strange, whereby the imagined coupling between the human male and the supernatural female is
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made into a recurring theme.*! In Wu Qiyuan's tales, the apparently supernatural character is
invariably the female protagonist. Unlike her male counterpart, whose biographical sketch is
usually given at the beginning of the tale, her real identity is not disclosed until the end. Thus,
she usually appears from the outset as a mysterious figure who appears to possess supernatural
powers, and the male character's speculation concerning her other-worldliness becomes the
source of the tale’s temporary supernatural. When the falsity of his speculation is exposed at the
end of the story, her human status is duly restored. The otherwise supernatural tale thus ends
with a natural explanation.

The typical female protagonist in Wu Qiyuan’s tales is cunning, deceptive, and
transgressive. She challenges the ethics of female subservience by impersonating female
divinities to pursue freedom of marriage. Compared to her, the typical male character always
plays a passive role in the romance. He attests to Denise Gimpel’s observation that Chinese male
characters in literary magazines of the 1910s “usually appear [...] in a traditional scholarly
mode, pale and unadventurous, clinging to the social status of examination degrees rather than
developing self-initiative and a sense of responsibility for the community.”*%? In the majority of
the tales, Wu’s heroes are gullible and sensitive, which makes them inherently prone to the
female protagonists’ manipulation.

However, despite the fact that female protagonists in the Counter-Liaozhai have greater
agency, they nonetheless remain relatively flat characters with little psychological depth. This is

because only the naive heroes in Wu's tales are endowed with what Dorrit Cohn calls “figural

361 Judith T. Zeitlin, The Phantom Heroine: Ghosts and Gender in Seventeenth-Century Chinese Literature
(Honolulu: University of Hawai'i Press, 2007), 33.

362 Denise Gimpel, "A Neglected Medium: The Literary Journal and the Case of the 'Short Story Magazine'
(Xiaoushuo Yuebao), 1910-1914," Modern Chinese Literature and Culture 11, no. 2 (1999): 72.
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consciousness”—the voice of the character that absorbs “the emotional and intellectual energy
formerly lodged in the expansive narrator."*®* Throughout the Counter-Liaozhai tales, the inner
world of the female protagonist remains inaccessible to the reader, whereas the male characters'
psychological activities are made transparent through a number of narrative techniques.

The portrayal of the hero’s internal thought process is, I would argue, indispensable for
the realization of the “explained supernatural.” This is because Wu's tales attribute belief in the
supernatural as much to the cunning of the female protagonist as to the gullibility of the naive
hero. It is he who voluntarily believes in ghosts and fox spirits in the first place, as a result of his
belief that authenticity of feeling has the potential to challenge the norms of the established
order. In the excessiveness of their feelings, Wu’s naive heroes resemble closely the tropes of the
obsessive mind, the childlike heart, and folly in the Liaozhai, all exalted values in the late-
imperial cult of feeling (ging). However, this resemblance is merely superficial, as the ging we
see in the Counter-Liaozhai differs significantly from the cosmological ging of late-imperial

literature.

3. 2 Phony Obsession in the “Plum Maid”

Lin Zihua, the male protagonist in “Plum Maid,” exemplifies the naive hero in the Counter-

Liaozhai series.>** In terms of physique, character, and background, he has much in common with

363 Dorrit Cohn, Transparent Minds : Narrative Modes for Presenting Consciousness in Fiction (Princeton,
N.J.: Princeton University Press, 1978), 25.

364 wy Qiyuan’s “Plum Maid” affords an interesting comparison with Xu Fuzuo (b. 1557)’s chuangi play
Hongli ji ALZ4FC (The Story of the Red Pear), in which the male protagonist mistakes the female protagonist for a
revenant. However, the chuangi play does not use any device similar to the explained supernatural technique.
Throughout the play, the reader knows that the female protagonist is a human character, and the narrative does not
encourage any identification of her with a ghost. The male protagonist believes that he encounters a ghost only after
listening to a fabricated ghost story told by another character, who is hired to scare him away from a garden.
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other male characters in Wu’s tales: he is a handsome young scholar who is known for his poetic
talent. Orphaned at a young age, he is already free of the so-called “parents’ command and the
matchmaker’s persuasion” (X EFZ fir, B2 F). Also like many other male protagonists in the
series, he is depicted as an eccentric character. The tale introduces him as a cultivator of the most
exceptional varieties of plum blossoms in his county, and it is said that, when plum blossoms form

%) in the early spring, he would “spend the entire day sitting

“an ocean of fragrant snows” (&
face-to-face with the flowers. In disregard to the proper etiquette [of a scholar], he held his knees

and read poems aloud to the flowers. He would neglect his sleep and meals without regret.

Sometimes he drank to his heart’s content and then poured the rest of the liquor onto the earth right
beneath the blossoms to honor the flowers” (H HERIEEM %, HEEW, RIEELSE, A
fill, B VR AR, BRVERIEESE T LAY 2).%% In the eyes of other people in his county, Lin appears
deranged (&2 N\ & H 2 #JT) because he treats the flowers as if they were his companions. One
anecdote relates that, when reminded by his family and friends that he is unfilial for not having a
wife to produce offspring, he replies in a scornful tone that he has plenty of “luck with the ladies”

B248), for he is served by his flowers, the beauty of which is comparable to the “twelve hairpins”
in Dream of the Red Chamber.>%®

Lin Zihua’s idiosyncratic devotion to plum flowers resembles that of Ma Zicai, the

protagonist of Pu Songling’s “Huang Ying” # J¢, who is fanatical about chrysanthemums. In the

Liaozhai tale, Ma's obsession is the direct cause of his encounter with two siblings from the Tao

Although the drama contains inner monologues, there is no explicit depiction of the male protagonist as willingly
perceiving the female protagonist as supernatural.

365 Wu Qiyuan, "Meibi #8," Xiaoshuo congbao 3, no. 3 (1916).

36 Tbid.
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family who are actually metamorphoses of the chrysanthemum. Both his friendship with the
brother and romance with the sister are poetic rewards for his sincere love of chrysanthemums.
In other words, the inanimate objects come to life in response to the ging that the obsessive mind
has endowed them with. This logic reflects the common late-imperial imagination of ging as a
ubiquitous creative force that permeates a correlated universe. As Tang Xianzu wrote in his
preface to the Peony Pavilon, "what begets ging is unknown, but ging goes very deep. Those
alive can die for it, and those deceased can come back to life because of it" (15 AN FIFTHE, —1E
MR, AFALISE, FEFH AT LLAR). 3%7 The ging discourse in late-imperial literature is
essentially associated with the Confucian idea of sheng sheng “E /£ (the constant production of
life).3%8

In contrast, Lin’s passion for the plum flowers is no more than an unwarranted obsession,
for it merely stands in for Lin’s unfulfilled romantic feelings. The tale hints at this fact first by
linking Lin’s affection for the plum blossoms with his longing for love. About a third of the way
into the tale, we encounter a scene in which Lin, feeling distressed in the evening, wanders about
the garden and converses with the flowers. He projects his own feelings of loneliness onto the

plum blossoms and comforts them with the thought that he is their zAiji %1, (the one who truly

understands), who “never fails to visit them daily for a responsive sorrowful smile” (H %% —%

367 Xianzu Tang, "Preface," in Mudan Ting #4177+ (Beijing: Remin wenxue, 2005).

368 As Maram Epstein points out, the overt opposition between Neo-Confucianism and ging in the Peony
Pavilion is “more important on the structural and aesthetic levels than ideological [...] Although the two
philosophical visions are presented as antithetical in the first half of the play, Tang brilliantly uses the structure of
the finale to bring them into harmony by showing the power of ging to reinvigorate orthodoxy and make it more
responsive to individual circumstances,” Maram Epstein, Competing Discourses: Orthodoxy, Authenticity, and
Engendered Meanings in Late Imperial Chinese Fiction (Cambridge, MA: Harvard University Press, 2001).
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%).369 “Right at this moment,” the description continues, “there came a gust of the east wind.
All the flowers seemed to nod in response. Believing that the flowers understood his words, Lin
was so elated that he acted like a mad person” (FRfit 5 R AR, HEAEALURLEG & LASR, A2 DA & AE
B fREE, BEEA7IT).270 Yet shortly before this scene, we are told that Lin is often invited by a

host to attend feasts and entertainments: “At the banquets there were clear melodies and elegant
dances, so it was natural for ging to arise. When leaning close to those who apply thick powder
and fragrant rouge to their faces, who can avoid those feelings? At first Lin was merely admiring

the beauties, but by and by those feelings began to germinate in his heart” ({EZXJHH W, &
AR WREMREE, g, EVIREKERL, AJiHH 4% ).3" The narrator’s

comment suggests that there is a direct connection between Lin’s newly aroused romantic
feelings and his desolation in the evening when he speaks to the plum flowers. Then, as the story
develops further, the plum blossoms gradually fade from the reader’s sight. Instead, the narrative
comes to focus on the romance between Lin and the plum maid. By the end of the tale, the plum
blossoms are completely forgotten, and, as we are told: “Lin’s love was now only directed to one
person. Even the plum blossoms under the eaves of his house were out of favor, as he no longer

looked at them intently with admiration [...] If the plum tree had a soul, she might have

complained about her heartless lover” (M4 2 %/ B — N, RIMETHMEAE, TFAR7E, A

BRMCAHFR [ 25 F M, &EIRISHEE 2 #3E )37 The imagery of the neglected plums

3% Qiyuan, "Meibi HEE."
370 Tbid.
371 Tbid.

372 Tbid.
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further illustrates that Lin’s obsession with the plum flowers is merely a compensating act. As an
individual love sentiment, this kind of ging is without the creative potency we see in the Liaozhai
tales about flower fairies.>”

Understanding this replacement of ging with romantic love in the “Plum Maid” is central
to our assessment of the main intent behind the Counter-Liaozhai. Overtly, the tale “Plum Maid”
is construed as an intervention within the strange tale genre. As the authorial voice of Qiyuan

remarks in the end comment, many biji (3¥7C) tales written in the past might have been

distortions of real events that were regarded as indecorous (since arranged marriage is considered
the only legitimate form of union between two families). Even noble families, despite their
elaborate rules of decorum, could not prevent determined lovers from imitating Zhao Wenjun
and Sima Xiangru, who elope together at night, heedless of the subsequent scandal. When

passing down these stories, “idle-talkers” (4f 2 #) tended to “stretch the stories and embellish

them with many marvelous elements that were attributed to the magic of fox spirits and ghosts (
FHORIGIE, FAPAT, FLZINH). %7 The point here echoes Xu Zhenya’s critique of

traditional fiction in the preface to the Counter-Liaozhai. But after making this observation,
Qiyuan relates that, like the strange tales with which it takes issue, “Plum Maid” actually has its
provenance in a true story in which the protagonists chose their own marriage. He decides to
write it down because he deeply admires the hero’s uprightness and the heroine’s chastity. As

suggested by this remark, “Plum Maid” sets its main goal as the celebration of freedom in love

373 Another example of this merely compensatory form of obsession is found in “Zhen Zhen in the
Painting”. The scroll in the tale, which was originally the object of the naive hero’s obsession, is similarly neglected
after the hero marries the female protagonist. After being stored away in a chest for several years, it “became more
and more decrepit. Its colors were also fading.” The material degeneration of the scroll is a metaphor for the shift in
the hero’s feelings.

374 Qiyuan, "Meibi "
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over traditional norms of marriage, something that, I would point out, is also true of the entire
Counter-Liaozhai, taken as a collection of chuangi-tales. In this respect, Counter-Liaozhai
actually reflects the same concerns as much romantic fiction of the 1910s, which can be seen as a
response to the problems created by Western-style marital freedom and the discontent caused by

the conflict between social reality and personal expectations.

3.3. The Naive Hero

Xu Zhenya, who wrote the preface to the book-format edition of the Counter-Liaozhai
collection, is nowadays best remembered for his highly popular romantic fiction, which triggered
a wave of tear-jerking love stories that were, in the eyes of May-Fourth intellectuals,
conservative, decadent, and saturated with maudlin emotions.*”* His Soul of the Jade Pear

Flowers (Yuli hun 123, hereinafter Soul), an early best seller published in 1912, was reprinted

several times and sold more than 200,000 copies within a period of two years.>’® Set in 1909, two
years before the collapse of the Qing dynasty, the novel tells how the conflict between love and
family obligations leads its two protagonists, Mengxia and Liniang, to commit suicide. The
tragic ending was intended by the author to show how self-imposed dogmas and devotion to
Confucian doctrines are detrimental to society. Soul’s popularity and influence on contemporary

novels are partly attested by the criticism it incurred. In a lecture given at Peking University in

375 Fong, "Subjectivism in Xu Zhenya (1889-193?) and Su Manshu (1884-1918) Chinese Fiction in
Transition," 48.

376 Xu Zhenya was a prolific writer. Besides the Sou! of Jade Pear Flowers, he also wrote a number of love
stories, most of which have tragic endings. The most well-known_include Tearful Memories of the Snow Swan,
Chronicles of the Battered Mandarin Duck Lovers, (title later changed to The Story of the Two Maids), My Wife, and
Tale of Deeply Engraved Love.
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April 1918, Zhou Zuoren denigrated Sou!/ as “the founder of the ‘Mandarin Duck and Butterfly
style’,” probably referring to the fact that the novel is replete with four-six paralleled proses that
compare the lovers to pairs of mandarin ducks and butterflies.>”’

Like many of the love stories published in the Thicket of Fiction, Wu Qiyuan's Counter-
Liaozhai not only incorporated plot elements from the Soul but also betrays the stylistic influence
of Xu Zhenya’s four-six paralleled prose. The tale “Plum Maid” provides a good illustration of
the influence that Xu's Soul! exerted on Wu’s Counter-Liaozhai tales. In both stories, the male
protagonist works as private tutor for a fatherless child and resides in a secluded garden that
belongs to the host. The female character makes her first entrance at night and borrows, without
asking, the male protagonist’s anthology of poetry; he takes her to be a flower fairy. Such
similarities are too great to be dismissed as coincidences. The only difference, in fact, is that
“Plum Maid” replaces the widow Liniang with a maid, thus allowing the lovers to marry at the
end. In Wu’s "Crabapple Immortal," however, the love story does come to a tragic end, as the
female protagonist, realizing that she is unable to break away from family ties to pursue the
freedom of love, commits suicide, just as Liniang does in the Sou/. When the male hero visits her
tomb, he writes an elegy that is stylistically similar to the paralleled verses that Mengxia wrote

for Liniang in the Soul.3"®

377 As Perry Link observes, “the label of Mandarin Duck and Butterfly school was first used in the late
1910s to refer disparagingly to the classical-style love stories of a small, but widely read, group of authors who
made liberal use of the traditional symbols of mandarin ducks and butterflies for pairs of lovers.” Beginning in the
1920s, “the term was given a dramatically larger scope by ardent young writers of the May Fourth Movement.
Zheng Zhenduo, Mao Dun, and others began using the term to lead an attack on all kinds of popular old-style
fiction.” See Link, Mandarin Ducks and Butterflies: Popular Fiction in Early Twentieth-Century Chinese Cities, 7.
The four-six prose is so called because it “consists of rigidly stylized paralleled sentences made up of either four or
six characters.” See Rey Chow, Woman and Chinese Modernity: The Politics of Reading between West and East
(Minneapolis: University of Minnesota Press, 1991), 36. For further discussion of “Butterfly” fiction, see also
Xueqing Xu, "The Mandarin Duck and Butterfly School," in Literary Societies of Republican China, ed. Michel
Hockx and Kirk A. Denton (Lanham, MD: Lexington Books, 2008).

378 Xu Zhenya, Yuli Hun (Shanghai: Minquan chubanbu, 1913), chapter 1.
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What is essential for our purposes is that Wu Qiyuan's characterization in the Counter-
Liaozhai adopts techniques similar to those Xu Zhenya used in Sou/. When comparing the love
stories of the 1910s to the late-Qing fiction of ging, Gilbert Chee Fun Fong observes that that in
the latter, "the focus was on the unusual circumstances and happenings, and the characters were
seen as actors whose roles were to precipitate the excitement of the strange drama" whereas the
former shifts its emphasis onto the "character, and the depiction of their overflowing emotions,
particularly the immediate outpouring of the feelings at the saddest moments in the story."*”® Sou/
certainly attests to this, as Xu creates a naive hero, whose inner voice is capable of interrupting the
realistic mode of the narrative. Soul's strong interest in the depiction of emotion and the inner
workings of the naive hero's mind explains the unusual way it introduces the male character in the
early chapters. At the outset of the novel, the narrator, running contrary to the conventional practice
of late-imperial Chinese literature, has said virtually nothing about the hero’s background. He only
introduces the male protagonist as a certain Mengxia from Sutai and depicts a moment in which
the latter stands alone in a garden, mourning the fallen snowy-white petals of pear blossoms that
now carpet the courtyard. In contrast to the paucity of information about the male protagonist's
social position, there is an elaborate portrayal of Mengxia as a sentimental character. Mengxia's
obsession with the pear blossoms anticipates Lin Zihua's feelings for the plum blossoms in the
"Plum Maid." In the previous chapter, the narrator takes pains to depict a scene in which Mengxia
re-enacts Daiyu’s act in the Dream of the Red Chamber of gathering the fallen flower petals and

burying them in a grave. However, whereas Daiyu merely sees the fallen blossoms as a metaphor

37 Fong, "Subjectivism in Xu Zhenya (1889-193?) and Su Manshu (1884-1918) Chinese Fiction in
Transition," 26.
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for her own plight, Mengxia seems to endow the rain-battered pear tree with a soul of its own, in
which he can confide, as he constantly seeks to communicate with this “spirit and shadow of the

flowers” ({£ 2 #EL5) that “like mist and smoke, lingers in Mengxia’s heart and mind” (FRfFRf T
HBENLEZ O, REEEREEZKE).® After burying the petals, he even

“summons the spirit of the pear flower and laments™ (F3/£2R 1 58 2 E):

“Flowers in the grave, are you awake from the foolish dream of three lives or not? How short is

your life and how deep is my distress [...] If you know my feelings, then next spring, you will

reincarnate into exotic herbs before the arrival of the east wind, so that you can reward me for my

deep feelings, and comfort me for my obsessive gaze.” 35+ 2t F, =AR%E, BE-TF? 5F?

e, FARTTE [] R, RREEER, BAeERE, PRI, DMEERZRE,

RER BEEH ).
In insisting that the pear tree respond to his “deep feelings” and “obsessive gaze,” Mengxia appears
to see himself as capable of moving inanimate beings. Yet in the Dream of the Red Chamber, such
“animation” of the inanimate occurs only in the mysterious world depicted in the prelude, and not
in the mundane world of the novel proper. There it is said that the crimson herb watered by the
Illuminated Attendant comes to life and vows to return the latter’s favor with a life of tears; the
portrayal of Mengxia's individual emotional self here is therefore useful to signal a shift into a
mode of narration that deviates from the Soul's overall realism.

Indeed, the account of the two protagonists' first encounter, which immediately follows

the initial character sketch of Mengxia, harks back to the earlier literary tradition of strange tales.

One night, Mengxia wakes up at the moment the clock strikes ten. He wraps himself tightly in

380 Zhenya, Yuli Hun, chapter 1.

381 Ibid., chapter 2.

190



the blanket, as a chill suddenly sweeps into room. Just then he hears an indistinct and mysterious
wailing from an unknown source, which seems to be the voice of a woman. The ghostly
atmosphere seems to herald the imminent advent of a specter (to which the preceding narrative
has alluded). The reader is further prepared for a supernatural encounter by Mengxia’s reaction
to the wailing voice: “full of shock and trepidation, Mengxia secretly contemplated: “This garden
is hardly visited even during the day, how could someone come here to weep and mourn at
midnight? Ah, I see — it must be the soul of the pear flowers. Feeling beholden to me as I buried

her remains, she must have come here to accompany my lonely soul in this quiet hour” (%7 %
SETIH, R 3 0 M EE, PRBUAT AR ? IR, R BRIz R, 2AE
A RARIERER I 2, A H B NERR SR AR 2 B 55 ). Interestingly, the ensuing

narrative continues to describe the events from Mengxia’s perspective:

At this time, the distance between Mengxia and the lady was merely two to three inches. Her
figure was illuminated by the bright moonlight. Down from her temple tresses and her eyebrows,
and up from the crease of her stocking and the wrinkles of her skirt, every detail lay bare in front
of his eyes. She was indeed an unrivaled beauty of about twenty. Mengxia was first surprised by
her otherworldly charm, and then moved by her depth of feeling. He also felt sorry for her. How
could her fragile bones endure the midnight chill like this? At that moment, he was completely lost
in reveries and illusions, as if his soul had departed from his body. Many fantastical images arose
in his mind. Bam! A loud noise suddenly woke him up—his head had bumped against the window
glass while his thoughts were wandering. His eyes searched for her again, but she had already
disappeared. There was only the grief-stricken wind-chill and the cold, overflowing moonlight.
The night was approaching the third watch. (JLIRFE 5 B4 B2 R R, Al = =Rih. H#Z
T, LEEMESR, TARER, WA TRREEZM Y, it EAbR. 25
WO e, 1B, SCBEHIMN LR, MMUAZIGRoE, —RREE, gt
RERBATER IS . RHEHER—E, SENDINE, HHMesE, AR RIS
TR, B, RIS, Measemi, wAHs, SiE=mRER)"

Although told in third-person narrative, the voice of the narrator does not dominate the above-

quoted passage. Its subtle withdrawal allows the account of the event to be given as if from the

382 Tbid.
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perspective of Mengxia, who is, as we are told, "lost in reveries and illusions, as if his soul had
departed from the body." The point at which the narrator’s voice returns to prominence coincides
with the termination of the supernatural mode in the narrative. When the female character
vanishes without an explanation, the narrator speaks: “Readers, do you know who this lady is?
This lady is actually not the soul of the jade flowers, but their shadow. Both this ill-fated lady
and Mengxia with his excess of feeling are the protagonists of this book. If you would like to
know the background of this lady, you need first to know more about Mengxia” ( 5% 54 71 41
P BE R AT NT- 2 BB ARR A2 3, JaAEZ . ildr 2 LERER 21K 2 B,
EReE T ZENE, SRLIZRE, BB ZATHE).* The ensuing elaboration of
the protagonists’ backgrounds, then, further demystifies the scene and switches the narrative
back to the realistic mode.

The anonymous narrator, whose intruding voice suppresses the supernatural in the Soul,
is, as Perry Link has pointed out, modeled on the popular figure of the detective—at the end of
the tale, he goes to the village in the story to investigate the story of the lovers.®* As such, the
narrator appears as an objective reporter and a rational voice that constantly undercuts the
possibility of any supernatural interpretation of the events described in the novel. The temporary
suspension of the narrator’s dominance in the Sou!/ thus allows his antithesis, the irrational voice

of the sentimental Mengxia, to enchant the otherwise disenchanted narrative.*®* In the Counter-

383 Ibid.

384 As Link has pointed out, at the end of Soul, the narrator goes back to discover the fate of the remainder
of the Cui household. Here he is “playing the ‘detective’” and thus adds to the novel “a touch of detective interest,
which was on the increase during the 1910s” Link, Mandarin Ducks and Butterflies: Popular Fiction in Early
Twentieth-Century Chinese Cities, 44.

385 As scholars commonly agree, both Mengxia and the narrator are alter egos of the author Xu Zhenya. The
overt antithesis between the two figures at the beginning of the novel disappears at the end, as Mengxia subordinates
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Liaozhai, Wu uses a similar technique, but makes even less use of the rational narrator's voice.
As a result, we can chart the undisturbed progression of the supernatural plot in Wu's tales. In
order to demonstrate how Wu infuses the narrative with the supernatural beliefs of the naive
hero, a study of the techniques for rendering figural consciousness in the Counter-Liaozhai is

now in order.

3.4. Wu Qiyuan’s Depiction of Private Thoughts

Wu Qiyuan’s interest in the mimesis of figural consciousness is evident from one of his

earliest published works, the Leng Hong riji % 4L H 7L (Diary of Leng Hong, hereinafter
Diary).*® Imitating Xu Zhenya's Xuehong leishi %5 J5{ 5 (Tearful History of the Snow Swan),

which had recast the third-person narrative Sou/ into a series of diary entries penned by the male
protagonist He Mengxia, Diary constructs a female subjectivity of considerable psychological
depth by means of first-person narration.*®” Compared to this experimental novel, Wu's slightly
later Counter-Liaozhai easily appears less modern in terms of form, as it excludes intimate forms
of first-person communication such as letters and diaries and mainly uses third-person narrative.
Wu nonetheless employs several techniques to endow the naive hero with a level of

psychological depth unseen in the Liaozhai, yet similar to that of the male protagonist in Soul.

his love sentiments to the heroic course of revolution, while the narrator displays strong sympathy towards the tragic
death of the main characters.

38 Diary was originally serialized in Fiction Daily (Xiaoshuo ribao /Nift H #, dates uncertain) and
reprinted in book form in 1916.

387 Xu Zhenya’s Tearful History first appeared in installments in Thicket of Fiction in 1914 under the title
The Diary of He Mengxia. According to Chen Pingyuan, the use of the diary in narratives was introduced through
Lin Shu (1852-1924)’s translation of La dame aux camélias (Chahua nii 25422, 1899). Xu Zhenya’s Soul, which
was influenced by Lin Shu’s translation, was the first Chinese novel to incorporate the diary as a literary device,
while the same author’s Snow Swan is the first Chinese novel written entirely in diary form.
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Eleven out of the twelve tales in the Counter-Liaozhai are told using third-person
narrative. In these eleven tales, we encounter three distinct techniques for representing figural
consciousness, namely, psycho-narration, quoted monologue, and narrated monologue.>*® The
tale “Plum Maid” provides a good example of how the first two of these techniques are
employed to facilitate the development of the temporary supernatural. Prior to the first encounter
of the male and female protagonists, there is a scene in which Lin Zihua, believing that the
flowers responded to him by nodding, is surprised to see, after returning from the garden, that his

anthology of poetry is gone. A quoted monologue is used to report his reaction to the theft:

He "thought to himself: the fierce snow storm and the howling wind should have kept the thieves
at home. Even if there are flower fairies and nocturnal demons, who among them would appreciate
the literary art? Could it be possible that poetry-loving ghosts, knowing that I am now at the end of
my tether, just came to make fun of my destitution?” (& 28 B %, BIr LIR&RER, #5716k

Ak, SUSBEMRSCEE 2 BRI, AR L)%
The mental verb "thought" (nian %) here is a clear marker of the quoted monologue, as it
indicates that the words following it are Lin’s actual interior speech as opposed to merely the
narrator's description of the character’s inner thoughts.**° Quoted monologues such as this are

occasionally found in pre-twentieth-century Chinese fiction, but in the Counter-Liaozhai tales

they appear far more frequently and often serve to gesture towards the possibility of a

388 The schema Derritt Cohn developed in Transparent Minds: Narrative Modes for Presenting
Consciousness in Fiction is useful for my analysis here. Psycho-narration, quoted monologue, and narrated
monologue are the three modes that Cohn distinguishes in the third-person context.

3% Qiyuan, "Meibi HE."

3% Other commonly used mental verbs in the Counter-Liaozhai include "thought to himself" (),
"contemplated, pondered" (BR4%), “believed” (LL4)), etc. These verbs are more common in vernacular fictions.
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supernatural encounter. In the “Plum Maid,” the above-quoted example hints at the entrance of
the female protagonist and Lin's subsequent belief that she is a flower fairy.

Immediately after this quoted monologue, we see an example of psycho-narration that
indirectly reports the internal activities of Lin, this time in the narrator's own language: as the

same evening turns into late night, Lin drinks alone to alleviate his distress.

When he turned his head, he saw the jade-like celadon vase on the desk holding a single branch of
red plum. With its beautiful buds ready to burst, the plum branch seemed to be smiling like a
pretty girl. Its pleasant and sweet fragrance permeated the air, and lingered over the beaded curtain
and crimson draping, without dissipating. He felt that his mind was rippling like disturbed water,
his imagination lost in a meandering labyrinth. As a falcon swoops down the split second he sees
the hare flashing out, a train of thoughts moved through him at top speed, unstoppable. (¥

S WA ERAARIRR, e RNEL. BREROLE). !

Although reporting through the voice of the narrator, the language here, as illustrated by the
feminization of the branch of budding plum, is fused with the perspective of the figural
consciousness. In other words, there is a subtle intrusion of the character’s thought into the
narrator’s description. This stylistic contagion becomes more intense in the second half of the
quoted passage, as we see a profusion of verbs and nouns indicating active mental processes.
Because these activities are pre-verbal, they can only be expressed through metaphors and
similes. The images of concentric circles of waves and the hunting falcon are thus illustrations of
these sub-verbal mental activities.

Both the quoted monologue and the psycho-narration I just analyzed help foreshadow the
naive hero’s initial reaction to the mysterious female in “Plum Maid.” When the female

protagonist appears later that night, Lin inquires about her identity. Next,

31 Qiyuan, "Meibi HEE."
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She pointed at the plum trees and replied with a smile: “If you pity me with compassion, I will return
your deep feeling with mine’. All of a sudden, he began to see things in full light. “The plum flowers
in the moonlight are the incarnation of your former self. Your noble physiognomy (guxiang, literally
skeletal appearance) are sculpted by the clear bright winter. Are you indeed an immortal? Are you
indeed an immortal?” (ZEFaMEBIE: 2RI BEI . ADESRTE, KE: WfEm A, st
&, BAETE, ATALT)2?

The evasiveness of the female protagonist in this passage is merely a contributing factor to Lin’s

misrecognition of her identity. His previously aroused feelings, which were the focus of the

narrative’s psychological report, constitute the real source of his belief in the supernatural.

Aside from quoted monologue and psycho-narration, Wu Qiyuan uses an additional
technique that is not seen in the “Plum Maid” but that appears in his other tales. Defined as
“narrated monologue,” this technique transforms “figural thought-language into the narrative
language of third-person fiction."3** In European literature, narrated monologue, also known as
the free indirect style, is usually created through the translation of first-person, present-tense
quoted monologue into third-person, past-tense narrative. In the Chinese context, where such
linguistic markers are virtually absent, it becomes harder to distinguish between quoted and
narrated monologue. Nonetheless, we are still able to detect the presence of narrated monologue
in passages where the narrator's voice dominates, while the speech is undoubtedly the character’s

own. For example, in "The Graceful Lady" (“Linxia meiren” & 3& \), there is a scene in which

the naive hero Ling Yun spots a shadow that resembles his deceased lover:

“A slender figure sauntered out of the flowering shrub. With the help of the bright moonlight, [he]
seemed to discern the figure of a woman. [He] was afraid that the neighbors' women might also have
the refined sense to tour here during the night. If [he] were spotted, would not [he] be chided for his

392 Tbid.

393 Cohn, Transparent Minds : Narrative Modes for Presenting Consciousness in Fiction, 102.
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indecorum and transgression?" (ZHEMNLE HEE, HTFTEZ, PRLTF, RAMKE
JBIMOTEE, AU, AR, A iR)?

Shortly afterwards, Ling recognizes that the figure bears a close resemblance to his cousin:

He could tell from the appearance that the figure especially resembled Liu Hua, except she was
wearing a light green skirt, her cheeks had lost their rosiness, and she looked a lot thinner. He
lamented that he had not yet detached himself from the root of his love. [As a result,] her fragrant
soul came here by herself. With her in his sight, how could he bear it? The sobbing Lin rushed
towards the figure, but she suddenly turned around and disappeared” (73 Jh48 B M, M
Wk, EETAL, SERATEN . SRR, JTSiE A, ARE IR, KT LA
PRSI R, 170 4 B A% DR 5 %)%
The narrative in both passages is a fusion between the figural and narrating consciousness. As
Cohn reminds us, the narrated monologue "reveals itself even as it conceals itself."**® Despite the
absence of mental verbs and the overall presence of third-person discourse, both the concern of
indecorum and the lament belong unmistakably to the monologic language of Ling Yun rather than
to the narrator. This perception encourages the reader to believe that the figure is indeed the

revenant of the deceased female protagonist, a belief echoed by Lin’s ensuing soliloquy: “Could
it be true that the figure in the garden is indeed a specter? [Otherwise] how could it be seen but not
approached?” (&t N LRl B HE? B w] EAATRI4)2°%7

Examples of the use of these three techniques abound in the Counter-Liaozhai tales. A
distinctive pattern emerges across the tales, wherein the mimesis of figural consciousness always
appears in the temporary plot. Once the tales transition into the exposition section, their

narratives usually revert to more conventional means of portraying characters externally, through

3% Wu Qiyuan, "Linxia Meiren & T 2€ \," Xiaoshuo congbao 3, no. 5 (1916).
395 Tbid.
3% Cohn, Transparent Minds : Narrative Modes for Presenting Consciousness in Fiction, 105.

37 Qiyuan, "Linxia Meiren #£ F 3 A"
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actions and speech. This pattern suggests that there is a correlation between the transparency of
figural consciousness and the development of the temporary supernatural. The narrative in Wu's
tales remains in the supernatural mode as long as it is open to the intrusion of the naive hero's
inner thoughts. The return to a natural explanation of the strange does not, therefore, necessitate
the enlightenment of the naive hero himself. In other words, at the end of Wu's tales we do not
see the transformation of the naive hero into a rational voice—one that is similar to the typical
scientific-minded heroes in the anti-superstition tales. Instead, the hero’s demystification of the
female protagonist is achieved only through chance discovery. This lack of rationalization is
crucial in setting the Counter-Liaozhai tales apart from contemporary tales that use the same
technique of the explained supernatural.

Although the majority of the tales in the Counter-Liaozhai are told in the third-person,
one tale in the series, entitled “Residual Dream of Red Chamber,” is a first-person narrative that
successfully transforms the traditional moralizing author-narrator into a sentimental figural
consciousness whose genuine feelings are authenticated by his vulnerability to belief in the
supernatural. An examination of this tale further demonstrates the crucial role that the explained
supernatural plays in the literary construction of a sentimental subjectivity.

“The Residual Dream of the Red Chamber” is evidently an anomaly in the Fan Liaozhai

collection, or as the author calls it, a superfluous piece (B J0) in the series. In many ways, it can

be considered a chuangi version of the Counter-Dream of Red Chamber, as it rewrites Cao

Xuegin’s novel in ways similar to many so-called “counter-case fictions” (Jz Z/Nift). > Its

398 The term fan an puns on the Chinese legal phrase for “overruling” (22, literally, “overturning the

table”), which had been re-semantized by the 17" century literatus Li Yii to describe his unorthodox
reinterpretations of official historiography in his Discussion of the Past. However, almost all the works that have
been categorized as counter-case fictions are rewritings of vernacular prose-narratives with an extended plot.
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inclusion in the Counter-Liaozhai collection thus further suggests that it is the use of transitory
plot, rather than the imitation of the Liaozhai tales, that is the defining feature of Wu’s collection.

The tale relates the I-narrator (Qiyuan)’s dream encounters with the female characters in
Dream of the Red Chamber in a disordered narrative that recalls the way Cao Xueqin sequences
the events in Baoyu’s dream journey to the Land of Illusion. But unlike Baoyu, who engages in
conversations, banquets, and romantic liaisons with the fairies, the narrator Qiyuan in “Residual
Dream” has limited interaction with other characters during his sojourn in the Garden of Grand
Vista. For most of the story, he remains an unnoticed male intruder in a highly feminine space
who eavesdrops on the residents’ conversations or spies on their actions. In other words, the I-
narrator appears here mainly as a center of consciousness.

An important aspect of the I-narrator’s voyeurism is that it contains elements of an
intense theatrical experience—it is as if Qiyuan were watching a pageant based on Dream of the
Red Chamber, in which he becomes so absorbed that he forgets that he is only a spectator.
Everything Qiyuan hears or sees harkens back to the original novel, and all the characters
invariably play their own roles from the novel. For example, Daiyu once again gathers the fallen
flower petals and buries them in the “Residual Dreams." The theatrical suggestion in Qiyuan’s
voyeurism is confirmed when the dream comes to a sudden halt. When the narrator wakes up, he
finds himself holding a copy of the Story of the Stone. At the same time, he hears the girls next
door rehearsing arias from a recent opera adapted from the Dream of the Red Chamber. Both the
engrossing novel and the alluring music point to a highly absorbing experience that is often

associated with the illusion of theater.
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By revealing that the roaming voyeur is after all merely a passive spectator who has let
himself be swept up in the illusion, “Residual Dream” rules out the possibility of a metaphysical
journey. The dream world here thus no longer stands for an enchanted realm that functions as an
extension of the moral universe of the story. On the contrary, the tale endorses the view of
twentieth-century medical science that dreams are merely the result of activity in the brain. As
the I-narrator confesses, his journey to the Garden of Grand Vistas owes much to the fact that

“his nerves were being controlled” (#4852 H.4% i) by the siren-like voices of the girls next

door.*®® But differently from contemporary stories that explore the horror of mind control and
enslavement, “Residual Dream” uses the narrator’s proneness to the hypnotic power of the opera
to underline the fact that the narrator, like Baoyu, is endowed with deep feeling.** It is because
of his ability to feel that he sympathizes with the characters of the Dream of Red Chamber and
imagines them as real people. Thus, in the end, the hypnotic experience of the narrator’s dream is
seen to emanate from wishful thinking. A line appended to the tale articulates precisely this
fantasy: “with a foolish heart, I wish to transform myself into luminous jade and tour the land of
dreams (BE/0 VB S T, Wik 3E T 2 HLAE). 0!

“Residual Dream” thus transforms the literary device of the oneiric journey into a
powerful vehicle for exploring the expansive interior space of an individual subjectivity. No

longer representing a metaphysical world lying outside the sphere of the familiar, Qiyuan’s

39 Qiyuan, "Honglou Yumeng 4l ## 43 % "

400 Compare, for example, Wu Jianren’s Strange Tales of Electric Art (Dianshu gitan), serialized in New
Fiction from 1903 to 1905, a novel about death by electro-hypnosis. Although labeled a love story, Strange Tales of
Electric Art, as Patrick Hanan asserts, “could just as easily be called a detective novel” (Hanan, Chinese Fiction of
the Nineteenth and Early Twentieth Centuries, 153.

401 Qiyuan, "Honglou Yumeng 4[24 ."
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dream is interpreted here as a state of mi (confusion) in which the subject’s reasoning faculty is
temporarily paralyzed. In my earlier discussion of the "Losing the Po-Soul", we already saw the
appearance of this fopos, but in “Residual Dream,” the cause of the lapse of reason is not
attributed to sickness but to the genuineness of the I-narrator’s feelings.

“Residual Dream” is no doubt the most modern tale in Wu Qiyuan’s Counter-Liazohai
series. Its modernity lies mainly in its use of first-person narrative to transform the narrator into a
full-fledged figural consciousness, so that his interior space can be presented through extended
narration of his hallucination in an unmediated manner. The I[-narrator in “Residual Dream” is
essentially an authorial impersonation of the naive hero that Wu created, with Mengxia in Xu
Zhenya’s Soul/ in mind. Similar to this prototype, he also embodies an innate antithesis to the
purely rational voice. However, the absence of the rational voice in the “Residual Dream” is not
a singular case but a consistent feature of the entire series. Compared to Po Mi’s Mirror, Wu
Qiyuan’s Counter-Liaozhai tales have deviated further from the discourse of anti-superstition
didacticism. Since Wu’s use of the explained supernatural technique is ultimately serving the
romantic plot, it is not surprising that, unlike its use in other contemporary works, this technique

does not have the effect of introducing an element of horror into Wu’s series.

Conclusion
At the turn of the twentieth century, the critique of traditional Chinese fiction propagated
a new view of the Liaozhai as a receptacle of Chinese superstitious ideas and engendered the
creation of literary inversions of Pu Songling’s tales. Appearing in literary magazines where a
variety of styles often “easily transgress the boundaries between traditional literature, popular

literature, and New Literature,” these counter-stories of the Liaozhai encompassed a diverse
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range of writing practices, the fundamental differences of which are attenuated by their surface
allegiance to the discourse of national enlightenment.**> However, within this overt ideological
unity, we witness the use of the supernatural as a useful literary device to depict the inner, private
self, an important innovation for Chinese literature at the turn of the twentieth century.

The Fan Liaozhai series I examine in this chapter are texts in this vein. The Enlightenment
agenda they claim to fulfill, most pronounced in the antithetical position they adopt towards the
Liaozhai, often gives way to the literary exploration of the interior space of an individual
subjectivity. In Po Mi’s Mirror, the end comments contain the authorial voice’s unswerving
rationalistic interpretation, whereas the tale proper filters the narrated events through the eyes of
the characters to produce the literary effect of the fantastic and the uncanny. In Wu Qiyuan’s
Counter-Liaozhai, the explained supernatural technique, unlike its use in contemporary detective
stories, does not eventually lead to a rationalizing denouement. It is instead mainly used for the
characterization of the naive hero—a stock character of the romantic stories of the 1910s. Both
series, as [ have shown, participated in the literary innovation of Chinese fiction at the turn of the
twentieth century. The modern features of their narratives not only undercut the general assumption
that they are essentially imitations of Pu Songling's strange tales, with a superaddition of
Enlightenment views of plausibility, but also underline the heterogeneity of new fictions, to which
the two series in question essentially belong. Although they proclaim themselves as counter-stories
of the Liaozhai, what we detect in them is not so much a steadfast ideological affirmation of anti-
superstitious didacticism as an experiment in how to write new fictions that, though distinct from

contemporary foreign models, should not be mistaken as authentic traditional Chinese narratives.

402 Michel Hockx, Questions of Style: Literary Societies and Literary Journals in Modern China, 1911-
1937 (Boston: Brill, 2003), 30.
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The notions about the supernatural expressed in this innovative form of narrative are, accordingly,
a unique reflection of the complex Chinese experience of modernity at the turn of the twentieth
century, and defy any attempt to equate them with the dominant discourse on Chinese ideas about

“monsters, witches, ghosts, and fox spirits.”
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CONCLUSION

Pu Songling’s cry for a sympathetic reader requires a correct reading of his collection: the
“knowing one” must be truly able to understand the message of the Liaozhai tales. This is
obviously an impossible task given that not even Pu Songling himself, when he wrote his preface
decades before the collection was actually completed, could have known in 1679 how to read his
tales correctly. Not to mention that the notion of a correct reading is relative rather than absolute:
as Jonathan Culler reminds us, “since no reading can escape correction, all readings are
misreadings.”*** That is to say, what we call “correct” readings may simply be readings whose
“misses” have been missed, so to speak.

From today’s perspective, the Liaozhai tales reinvented at the turn of the twentieth
century are without question based on misreadings of Pu Songling’s tales; previous scholarship
on the Chinese strange tale has thoroughly addressed their flawed interpretations of the Liaozhai.
Pu Songling’s collection is neither a book of Chinese folklore, as Herbert Giles would have had
it, nor a traditional Chinese fiction, as writers of xin xiaoshuo maintained. But the fact of
misreading does not diminish the worth of these authors’ respective contributions as objects of
scholarly investigation. After all, this dissertation is less about what injustices these misreadings
have done to the Liaozhai itself, and more about how they enabled the Liaozhai to outlive its
original readership and become a seminal work that continually spawned new texts in a different
era.

Indeed, although the “knowing one” Pu Songling anticipates is most likely just a reader,

those who actually responded to his cry, more often than not, picked up their pen after putting

403 Jonathan D. Culler, On Deconstruction : Theory and Criticism after Structuralism (Ithaca, N.Y.:
Cornell University Press, 1982), 178.
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down the Liaozhai volumes. Rather than suffering from what Harold Bloom calls the “anxiety of
influence,” these writers are more inclined to see themselves as the true inheritors of Pu
Songling’s legacy. This is true even in cases in which the resemblance of their works to the
Liaozhai is tenuous. Taking these writers’ own claims too seriously, many critics have focused
on how faithful these supposed “imitations” remain to Pu Songling’s Liaozhai, all the while
neglecting that influences go both ways, and thus the reinvented tales would have had their own
impact on the Liaozhai. As I have discussed within the dissertation, an important change these
“derivative” texts made was to recast the Liaozhai, from a personal collection of tales that
straddle fiction and history, into a foremost example of Chinese literature, which at the same
time constitutes a cultural artifact for the study of differences between Chinese and Western
mentalities (a line of interpretation that has greatly influenced existing scholarship on the
Liaozhai).

The texts I examined in this dissertation are what Genette has defined as “hypertexts”—
the texts that “graft” themselves onto a “hypotext” (an earlier text; in this case, the Liaozhai) in
“a manner that is not commentary.” While all of them evoke Pu Songling’s tales, for instance
through stylistic imitation or plot transposition, many of them go further in constructing,
implicitly or explicitly, a literary genealogy tying them to the Liaozhai. However, hypertexts are
not by default inferior to the hypotext; as Genette points out, a text only becomes a hypotext after
a hypertext equates it with an “idiolect” that can be imitated indirectly. In other words, the
hypotext is itself the creation of the hypertext’s “tinkering’ with existing materials. There is no
“pure” hypotext because all hypotexts are in actuality themselves hypertexts of other texts;

literature is thus “always in the second degree.”
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Of course, the Liaozhai collection is no exception to this rule. Some of its tales are
themselves clear hypertexts of earlier sources. Tales such as “A Sequel to the Yellow Millet
Dream” and “Princess Water Lily” are all based on famous Tang-dynasty tales. Interestingly, it
was these adapted tales that seem to have drawn the greatest attention from re-inventors of the
Liaozhai: one of the first two Liaozhai tales Giles translated was “A Sequel to the Yellow Millet
Dream,” and several of Wang Tao’s tales in the Songyin series are based on the very same
Liaozhai tale. I have no good explanation for this curious fact; perhaps it is simply true that great
stories do appeal to readers of all times.

The misreadings this dissertation examined are all consequences of relational reading,
which is the norm in the realm of world literature. They arise from moments when readers of the
Liaozhai become comparatists. It is thus not surprising that all the re-inventors I examine are
Janus-faced figures: Giles studied classics before he embarked on his journey as a sinologist,
while Wang Tao assisted W. H. Medhurst in translating the Old and New Testaments around
1850 and remained a translator with the Shanghai mission until 1862, before he proceeded to
assist James Legge with the latter’s translation of Chinese classics; the authors of the Liaozhai
counter-narratives were avid readers of translations of Western literature, and not only published
their stories in the same venues where these translations are published, but also incorporated
Western storytelling techniques and narrative conventions.

By practicing relational reading, the Liaozhai re-inventors adopted a method that had
already been widely used by contributors to enchantment literature at the turn of the twentieth
century: Wilkie’s hoax article about Indian trick draws on orientalist sources, Madame
Blavatsky’s Isis Unveiled (1877), the Bible of the Theosophical movement, is “an unruly

amalgam of Western occultism, Buddhist and Hindu teachings, and more than a dash of anti-
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Christian polemic.” Similar to these occult writings, the re-invented Liaozhai tales are not only
eclectic blends of different literary traditions, but also innovative works that incorporate
scientific discourse into stories about the supernatural and fantastic. Therefore, because of their
heavy reliance upon relational reading, these re-inventors cannot be studied within the narrow
scope of national-literature disciplines. Instead, we need to re-trace their steps in reading Chinese
classical tales in conjunction with oriental folklore, fantasy narratives, detective fictions, and
supernatural fiction.

Unlike classical tales of the strange, which are strictly products of Chinese literati culture,
tales of enchantment are part of a truly worldwide phenomenon that demonstrates the uncanny
proximity of East and West within the reading cultures emerging at the turn of the twentieth
century. They owe their rise to the expanding network of world literature, which benefited from
the increasing transnational circulation of ideas, texts, and people during this period.

This dissertation focused on theorizing and investigating enchantment as part of an
“authentic” Chinese culture that is actually the product of both cultural insiders’ and outsiders’
collective imagination. For this project, I have mainly used literary sources related to the
rewriting of the Liaozhai tales; but these in fact constitute just a small part of the tales of
enchantment being written at the turn of the twentieth century. Nor have I been able to examine
the abundant visual and performing materials from this period, mainly because of the need to
keep my dissertation within a manageable scope. This dissertation is therefore in some ways a
preliminary exploration of certain components of the enchantment literature at the turn of the

twentieth century; future scholars will certainly have more to add to this fascinating topic.

207



BIBLIOGRAPHY

Allen, Clement F. R. "Tales from the Liao Chai Chih Yi." China Review, or Notes and Queries
on the Far East, no. 2 (1874): 364-69.

Allen, Clement F.R. "Tales from the Liao Chai Chih Yi." China Review, or notes and queries on
the Far East, no. 4 (1876): 26-37.

. "Tales from the Liao Chai Chih Yi." China Review, or notes and queries on the Far
East, no. 3 (1875): 18-23, 99-107, 42-45, 205-19, 83-93.

Ammon, Laura. Work Useful to Religion and the Humanities: The Comparative Method from
Las Casas to Tylor. Eugene, OR: Pickwick Publications, 2012.

Arberry, Arthur J. Oriental Essays: Portraits of Seven Scholars. New York: Macmillan, 1960.

Aylmer, Charles. "The Memoirs of H. A. Giles." East Asian History, no. 13/14 (1997): 1-90.

Barr, Allan H. "The Later Classical Tale." In The Columbia History of Chinese Literature, edited
by Victor H. Mair, 675-96. New York: Columbia University Press, 2001.

Barthes, Roland. "From Work to Text." Translated by Richard Howard. In The Rustle of
Language, 56-64. New York: Hill and Wang, 1986.

Bastid-Brugiére, Marianne. "Liang Qichao Yu Zongjia Wenti." T6ho gakuho no. 70 (1998): 329-
73.

Berman, Nina. German Literature on the Middle East: Discourses and Practices, 1000-1989.
Ann Arbor: University of Michigan Press, 2011.

Brashier, Kenneth E. "Han Thanatology and the Division of “Souls." Early China 21 (1996):
126-58.

208



Bray, Francesca, Vera Dorofeeva-Lichtmann, and Georges Metailie. Graphics and Text in the
Production of Technical Knowledge in China the Warp and the Weft. Boston: Brill,
2007.

Brooke-Rose, Christine. 4 Rhetoric of the Unreal: Studies in Narrative and Structure, Especially
of the Fantastic. 1st ed. New York: Cambrige University Press, 1981.

Buber, Martin. Chinesische Geister-Und Liebesgeschichten. Frankfurt a. M: Riitten & Loening,
1911.

Burns, Robert, Robert Crawford, and C. J. M. MacLachlan. The Best Laid Schemes: Selected
Poetry and Prose of Robert Burns. Princeton: Princeton University Press, 2009.

Cai, Zong-qi. A Chinese Literary Mind: Culture, Creativity and Rhetoric in Wenxin Diaolong.
Stanford, Calif.: Stanford University Press, 2001.

Campany, Robert Ford. Strange Writing: Anomaly Accounts in Early Medieval China. Albany:
State University of New York Press, 1996.

Carlyle, Thomas. The Fairy Tale of the Green Snake and the Beautiful Lily. Edinburgh: Floris
Books, 1832.

Chan, Hing-ho. "The First Translation of a Chinese Text into a Western Language: The 1592
Spanish Translation of Precious Mirror for Enlightenming the Mind." In One into Many:
Translation and the Dissemination of Classical Chinese Literature, edited by Tak-hung
Leo Chan, 67-81. New York: Rodopi, 2003.

Chan, Tak-hung Leo. The Discourse on Foxes and Ghosts: Ji Yun and Eighteenth-Century
Literati Storytelling. Honolulu: University of Hawaii Press, 1998.

. One into Many: Translation and the Dissemination of Classical Chinese Literature.
Amsterdam & New York: Rodopi, 2003.

Chen, Bingxi. "Lun Liaozhai Zhiyi Dui Qingdai Wenyan Wen Xiaoshuo De Yingxiang Xu sl
o FENE R E UM IS 248" Pu Songling yanjiu 2 (2007): 62-68.

209



."Lun Liaozhai Zhiyi Dui Qingdai Wenyan Xiaoshuo De Yingxiang i il 75 i Z3BHEAX
E CNERIISCEE " Pu Songling yanjiu 4 (1998): 97-118.

Chen, Pingyuan. Ershi Shiji Zhongguo Xiaoshuo Shi. Vol. 1, Beijing: Peking University Press,
1989.

Chiang, Sing-chen Lydia. Collecting the Self: Body and Identity in Strange Tale Collections of
Late Imperial China. Leiden: Brill, 2005.

Chow, Rey. Woman and Chinese Modernity: The Politics of Reading between West and East.
Minneapolis: University of Minnesota Press, 1991.

Cohen, Paul A. Between Tradition and Modernity: Wang T'ao and Reform in Late Ch'ing China.
Cambridge, MA: Harvard University Press, 1987.

Cohn, Dorrit. Transparent Minds : Narrative Modes for Presenting Consciousness in Fiction.
Princeton, N.J.: Princeton University Press, 1978.

Cook, Michael. Detective Fiction and the Ghost Story: The Haunted Text. New York: Palgrave
Macmillan, 2014.

Cox, George W. An Introduction to the Science of Comparative Mythology and Folklore. New
York: H. Holt and Company,, 1881.

Cui, Rongmei, and Limin Hu. "Liaozhai Zhiyi Fangshu Fazhan Liubian Yanjiu 8% & 5405 &R
84T 5T." Pu Songling yanjiu 1 (2007): 36-51.

Culler, Jonathan D. On Deconstruction : Theory and Criticism after Structuralism. Ithaca, N.Y .
Cornell University Press, 1982.

Denton, Kirk A. Modern Chinese Literary Thought: Writings on Literature, 1893-1945.
Stanford: Stanford University Press, 1996.

210



. The Problematic of Self'in Modern Chinese Literature: Hu Feng and Lu Ling. Stanford:
Stanford University Press, 1998.

Dodd, Sarah Louise. "Monsters and Monstrosity in Liaozhai Zhiyi." Ph.D. Thesis, University of
Leeds, 2013.

Dolezelova-Velingerova, Milena. "The Origins of Chinese Literature." In Modern Chinese
Literature in the May Fourth Era, edited by Merle Goldman, 17-36. Cambridge, MA:
Harvard University Press, 1977.

Droogan, Julian. Religion, Material Culture, and Archaeology. Bloomsbury Advances in
Religious Studies. New York: Continuum International Pub. Group, 2012.

During, Simon. Modern Enchantments: The Cultural Power of Secular Magic. Cambridge, MA:
Harvard University Press, 2002.

Ellmore, Fred S. "It Is Only Hyptonism." Chicago Tribune, 1890, 9.

Epstein, Maram. Competing Discourses.: Orthodoxy, Authenticity, and Engendered Meanings in
Late Imperial Chinese Fiction. Cambridge, MA: Harvard University Press, 2001.

Fei-Hsien, Wang. "Creating New Order in the Knowledge Economy: The Curious Journey of
Copyright in China, 1868--1937." Ph.D. dissertation, The University of Chicago, 2012.

Fei, Si-yen. Negotiating Urban Space: Urbanization and Late Ming Nanjing. Cambridge, MA.:
Harvard University Press, 2009.

Fong, Gilbert Chee Fun. "Subjectivism in Xu Zhenya (1889-193?) and Su Manshu (1884-1918)
Chinese Fiction in Transition." University of Toronto, 1981.

Foster, Michael Dylan. Pandemonium and Parade: Japanese Monsters and the Culture of Yokai.
Berkeley: University of California Press, 2008.

211



Francis, Lydia Sing-chen. ""What Confucius Wouldn't Talk About': The Grotesque Body and
Literati Identities in Yuan Mei's Zi Buyu." Chinese Literature: Essays, Articles, Reviews
(CLEAR) 24 (2002): 129-60.

Gao, Fangying. "Luxun Yanzhong De Wang Tao Chutan--Jianxi Luxun Pingdian Wang Tao
Zuopin B IR (1) EEFAIER: (AT SRR TEE L. In Shanghai Luxun Yanjiu,
edited by Shanghai Luxun jinianguan, 158-68. Shanghai: Shanghai shehui kexue
chubanshe, 2010.

Giles, Herbert. "Dr. Tseng's Dream." The Celestial Empire (1877): 425-27.

——— "The Lo-Ch'a Country and the Sea Market." The Celestial Empire (1877): 370-73.

Giles, Herbert A. Adversaria Sinica. Shanghai: Kelly & Walsh Ltd., 1906.

————. Historic China and Other Sketches. London: Thos. de la Rue & Co., 1882.

. A History of Chinese Literature. New York: D. Appleton and Company, 1901.

. "Notes on Chinese Composition." Journal of North-China Branch of the Royal Asiatic
Society (1881): 1-20.

. Strange Stories from a Chinese Studio. 2 vols. Vol. 1, London: T. De la Rue & co.,
1880.

. Strange Stories from a Chinese Studio. 2 vols. Vol. 1, London: T. De la Rue & co.,
1880.

Giles, Herbert Allen. Arcana Saitica Briefly Discussed in Three Essays on the Masonic Tracing
Boards. Amoy,: Printed by A.A. Margal, 1879.

. China and the Chinese. New York,: The Columbia University Press, 1902.

212



. Chinese Fairy Tales: Told in English by Prof. H.A. Giles. London: Gowans & Gray,
1911.

. The Civilization of China. London: Williams and Norgate, 1911.

. On Some Translations and Mistranslations in Dr. Williams' Syllabic Dictionary of the
Chinese Language. Amoy, China: A.A. Marcal, 1879.

Giles, Herbert. A. "Record of Strange Nations: From the Chinese of 1392 A.D. / Translated and
Annotated by Herbert A. Giles & Masa U. Hachisuka with a Foreword by Alfred C.
Haddon." London: Percy Lund Humphriees & Co. Ltd, 192?

Gimpel, Denise. "A Neglected Medium: The Literary Journal and the Case of the 'Short Story
Magazine' (Xiaoushuo Yuebao), 1910-1914." Modern Chinese Literature and Culture 11,
no. 2 (1999): 53-106.

Ginzburg, Carlo. Clues, Myths, and the Historical Method. Baltimore: Johns Hopkins University
Press, 1989.

. "Morelli, Freud and Sherlock Holmes: Clues and Scientific Method." History Workshop
Journal 9, no. 1 (1980): 5-36.

Girardot, Norman J. The Victorian Translation of China: James Legge's Oriental Pilgrimage.
Berkeley: University of California Press, 2002.

Goossaert, Vincent, and David A. Palmer. The Religious Question in Modern China. Chicago:
The University of Chicago Press, 2011.

Groot, J. J. M. de. The Religious System of China: Its Ancient Forms, Evolution, History and
Present Aspect, Manners, Customs and Social Institutions Connected Therewith 6vols.
Leyden: E.J. Brill, 1892-1910.

Giitzlaff, Karl F. A. "Liau Chai I Chi, or Extraordinary Legends from Liau Chai." The Chinese
Repository 11, no. 4 (1842): 202-10.

213



Hailin, Zhang. Wang Tao Pingzhuan. Nanjing: Nanjing University Press, 1993.

Hanan, Patrick. Chinese Fiction of the Nineteenth and Early Twentieth Centuries. Masters of
Chinese Studies V. 2. New York: Columbia University Press, 2004.

. Chinese Fiction of the Nineteenth and Early Twentieth Centuries. New York: Columbia
University Press, 2004.

Harris, Jason Marc. Folklore and the Fantastic in Nineteenth-Century British Fiction.
Burlington, VT: Ashgate, 2008.

Harris, Marvin. The Rise of Anthropological Theory : A History of Theories of Culture. Updated
ed. Walnut Creek, CA: AltaMira Press, 2001.

Hatfield, Elaine, and Richard L. Rapson. Flimflam Artists: True Tales of Cults, Crackpots,
Cranks, Creeps, Con Artists, and Charlatans. Bloomington, IN: Xlibris 2011.

He, Yong. "Xu." In Xiangzhu Liaozhai Zhiyi Tuyong: Tongwen Press, 1886.

Hearn, Lafcadio. Some Chinese Ghosts. Boston: Little, Brown, and Co., 1887.

Hockx, Michel. Questions of Style: Literary Societies and Literary Journals in Modern China,
1911-1937. Boston: Brill, 2003.

Hou, Zhongyi, and Shilin Liu. Zhongguo Wenyan Xiaoshuo Shigao. Peking: Peking University
Press, 1990.

Hsia, Adrian. Kafka and China. Euro-Sinica. Bd. 7. Bern ; New York: P. Lang, 1996.

Huang, Eva. "Giving Texts a Context: Chinese Translations of Classical English Detective
Stories 1896-1916." In Translation and Creation: Readings of Western Literature in
Early Modern China 1840-1918, edited by David E. Pollard. Philadelphia: John
Benjamins, 1998.

214



Hui, Wang. Translating Chinese Classics in a Colonial Context: James Legge and His Two
Versions of the Zhongyong. New York: Peter Lang, 2008.

Hung, Wu. The Double Screen: Medium and Representation in Chinese Painting. Chicago:
University of Chicago Press, 1996.

Huntington, Rania. Alien Kind: Foxes and Late Imperial Chinese Narrative. Cambridge, MA:
Harvard University Press, 2003.

. "The Weird in the Newspaper." In Writing and Materiality in China: Essays in Honor of
Patrick Hanan, edited by Judith T. Zeitlin, Lydia He Liu and Ellen Widmer, xvii, 639 p.
Cambridge, MA: Harvard University Press, 2003.

Inglis, Alister D. "A Textual History of Hong Mai's "Yijian Zhi"." T'oung Pao 93, no. 4/5
(2007): 283-368.

Isaacson, Nathaniel. Celestial Empire: The Emergence of Chinese Science Fiction. Middletown,
CO: Wesleyan University Press, 2017.

Jahangir. Memoirs of the Emperor Jahangueir. London: J. Murray, 1829.

Julien, Stanislas. Blanche Et Bleue, Ou, Les Deux Couleuvres-Fées Roman Chinois. Paris: Libr.
de C. Gosselin, 1834.

Kao, Karl S. Y. "Projection, Displacement, Introjection: The Strangeness of Liaozhai Zhiyi." In
Paradoxes of Traditional Chinese Literature, edited by Eva Hung and Joseph S. M. Lau,
199-229. Hong Kong: Chinese University Press, 1994.

Kellar, Harry. A Magician's Tour up and Down and Round About the Earth: Being the Life and
Adventures of the American Nostradamus, Harry Kellar. Chicago: R. R. Donnelley &
Sons, 1886.

Kim, Nanny. "New Wine in Old Bottles? Making and Reading an Illustrated Magazine from
Late Nineteenth-Century Shanghai." In Joining the Global Public: Word, Image, and
City in Early Chinese Newspapers, 1870-1910, edited by Rudolf G. Wagner, 175-200.
Albany, NY: State University of New York Press, 2007.

215



Kinkley, Jeffrey C. Chinese Justice, the Fiction : Law and Literature in Modern China. Stanford:
Stanford University Press, 2000.

Knechtges, David R., and Taiping Chang. Ancient and Early Medieval Chinese Literature.: A
Reference Guide. Boston: Brill, 2010.

Lamont, Peter. The Rise of the Indian Rope Trick: How a Spectacular Hoax Became History.
New York: Thunder's Mouth Press, 2005.

Lane-Poole, Stanley, ed. Stories from the Thousand and One Nights (the Arabian Nights'
Entertainments). New York: Collier, 1909.

Lane, Edward William. An Account of the Manners and Customs of the Modern Egyptians. 2
vols. London: C. Knight and co., 1836.

. The Thousand and One Nights, Commonly Called, in England, the Arabian Nights'
Entertainments. A New Translation from the Arabic, with Copious Notes. 3 vols. Vol. 3,
London: C. Knight, 1841.

Lane, Edward William, and William Harvey. The Thousand and One Nights, Commonly Called,
in England, the Arabian Nights' Entertainments. A New Translation from the Arabic, with
Copious Notes. 3 vols. Vol. 1, London: C. Knight, 1839.

Legge, James. "Strange Stories from a Chinese Studio." The Academy 18, no. 436 (1880): 185-
86.

Li, Jianguo. "Ershi Juan Ben Soushenji Kao." Wen Xian 4 (2010): 56-81.

Li, Waiyee. Enchantment and Disenchantment: Love and Illusion in Chinese Literature.
Princeton: Princeton University Press, 1993.

Liang, Qichao. "E Huanggong Zhong Zhi Rengui #f &=+ 2 N %." Xin xiaoshuo, no. 2 (1902):
133-46.

216



. "Lun Xiaoshuo Yu Qunzhi Zhi Guanxi &Nt BEEEVE B BEH1R." Xin xiaoshuo, no. 1
(1902): 1-8,

——. " Zhongguo Weiyi Zhi Wenxuebao Xin Xiaoshuo H [E ME— 2 S 2 Hk<<Hr /N 5i>>"
Xinmin congbao, no. 14 (1902).

Lina, Wang. "Liitan Liaozhai Zhiyi De Waiwen Yiben Ji Minzu Yuwen Banben B % il 7% & 52
HIZPSCREAR N B RE SRR Pu Songling yanjiu jikan, no. 2 (1981): 254-81.

Link, E. Perry. Mandarin Ducks and Butterflies: Popular Fiction in Early Twentieth-Century
Chinese Cities. Berkeley: University of California Press, 1981.

Liu, Lydia H. The Clash of Empires: The Invention of China in Modern World Making.
Cambridge, MA: Harvard University Press, 2004.

Lu, Wei J& 2. "Gui Ku % /." Xiaoshuo shibao, no. 19 (1913): 1-13.

Maskelyne, John Nevil. The Fraud of Modern "Theosophy" Exposed and the Miraculous Rope-
Trick of Jugglers Explained. London: G. Routledge & Sons, 1912.

. "Oriental Jugglery." Leisure Hour 7 (1878): 250-3, 98-301.

McLaren, Anne E. Chinese Popular Culture and Ming Chantefables. Boston: Brill, 1998.

Meyers, W. F. "The Record of Marvels or Tales of the Genii." Notes and Queries on China and
Japan (1867).

Miles, Robert. Ann Radcliffe: The Great Enchantress. new Y ork: Manchester University Press,
1995.

Minford, John, and Tong Man. "Whose Strange Stories? P'u Sun-Ling (1640-1715), Herbert
Giles (1845-1935), and the Liao-Chai Chih-1." East Asian History 17/18 (1999): 1-48.

217



Minford, Trans. John. Strange Tales from a Chinese Studio. [in Translated from the Chinese.]
New York: Penguin, 2006.

Moule, Arthur C. "An Introduction to the I Yii T'u Chih: Or "Pictures and Descriptions of
Strange Nations" in the Wade Collection at Cambridge." T'oung Pao 27, no. 2/3 (1930):
179-88.

Murray, Julia K. Mirror of Morality : Chinese Narrative Illustration and Confucian Ideology.
Honolulu: University of Hawaii Press, 2007.

Nienhauser, William H. Tang Dynasty Tales: A Guided Reader. [in In English translated from
the Chinese.] Hackensack, NJ: World Scientific, 2010.

Ouyang, Jian. "Wanging "Fanxin Xiaoshuo" Zonglun W& &I/ Naft &7 am." Shehui kexue yanjiu
no. 5 (1997): 131-36,

Owen, Alex. The Place of Enchantment. British Occultism and the Culture of the Modern.
Chicago: University of Chicago Press, 2004.

Owen, Stephen. Readings in Chinese Literary Thought. Cambridge, MA: Harvard University
Press, 1992.

Pang, Laikwan. The Distorting Mirror: Visual Modernity in China. Honolulu: University of
Hawai'i Press, 2007.

Pingyuan, Chen. "From Popular Science to Science Fiction: An Investigation of 'Flying
Machines'." In Translation and Creation: Readings of Western Literature in Early

Modern China, 1840-1918, edited by David E. Pollard, 209-40. Philadelphia: J.
Benjamins, 1998.

Po, Mi. "Hu Mei JN0&." Xin xiaoshuo, no. 12 (1905): 166-68.

——— "Shi Po 2KHLL." Xin xiaoshuo, no. 12 (1905): 166-68.

218



——— "Xizi Huobao & ZE¥R." Xin xiaoshuo no. 3 (1906): 162-64.

Qiyuan, Wu. "Bihai Qiyuan 347 4%." Xiaoshuo congbao 3,no. 10 (1917).

— "Han Kangli Bfi{#." Xiaoshuo congbao 3, no. 7 (1917).

——— "Honglou Yumeng A #R%£." Xiaoshuo congbao 3,n0.9 (1917).

——— "Huali Zhenzhen." Xiaoshuo congbao 4, no. 1 (1917).

—— "Linxia Meiren }X F 3& \.." Xiaoshuo congbao 3, no. 5 (1916).

———. "Loutou Panpan #EAH}}." Xiaoshuo congbao 4, no. 2 (1917).

——— "Lulin Shangyi #k#k i 28." Xiaoshuo congbao 3, no. 12 (1917).

——— "Meibi H§#." Xiaoshuo congbao 3, no. 3 (1916).

—— "Tangxian HAll." Xiaoshuo congbao 3, no. 2 (1916).

———. "Xiao Yinyuan K @%%." Xiaoshuo congbao 3, no. 8 (1917).

Rea, Christopher G. The Age of Irreverence: A New History of Laughter in China. Oakland,
California: University of California Press, 2015.

Reed, Christopher A. Gutenberg in Shanghai : Chinese Print Capitalism, 1876-1937.
Vancouver, BC: UBC Press, 2004.

. Gutenberg in Shanghai: Chinese Print Capitalism, 1876--1937. Honolulu: University of
Hawai'i Press, 2004.

219



Rolston, David L. Traditional Chinese Fiction and Fiction Commentary: Reading and Writing
between the Lines. Stanford: Stanford University Press, 1997.

Saler, Michael. "Modernity and Enchantment: A Historiographic Review." The American
Historical Review 111, no. 3 (2006): 692-716.

Schacker, Jennifer. National Dreams: The Remaking of Fairy Tales in Nineteenth-Century
England. Philadelphia: University of Pennsylvania Press, 2003.

Scholte, Bob. "Anthropological Traditions: Their Definition." In Anthropology. Ancestors and
Heirs, edited by Stanley Diamond, 53-88. New York: Moulton Publishers, 1980.

Shouwei, Ling. "Yeyu Qiudeng Lu Yanben Kaolun." Journal of Ming-Qing Fiction Studies, no.
107 (2013): 144-50.

Siegel, Lee. Net of Magic: Wonders and Deceptions in India. Chicago: University of Chicago
Press, 1991.

Souli¢ de Morant, George. Strange Stories from the Lodge of Leisures. New York: Houghton
Mifflin Co., 1913.

Spencer, Herbert. "The Origin of Animal Worship, Etc.". Fortnightly Review 2 (1870): 535-50.

St Andre, James G. "History, Mystery, Myth: A Comparative Study of Narrative Strategies in the
"Baija Gongan" and "the Complete Sherlock Holmes"." University of Chicago, 1998.

Stewart, James Livingstone. Chinese Culture and Christianity. A Review of China's Religions
and Related Systems from the Christian Standpoint. Chicago,: F.H. Revell Co., 1926.

Strassberg, Richard E. A Chinese Bestiary: Strange Creatures from the Guideways through
Mountains and Seas. Berkeley: University of California Press, 2002.

Strenski, Ivan. Understanding Theories of Religion: An Introduction. 2nd ed. Chichester, West
Sussex: Wiley Blackwell, 2015.

220



Tang, Xianzu. "Preface." In Mudan Ting 41 /% Beijing: Remin wenxue, 2005.

Tang, Xiaobing. Chinese Modern : The Heroic and Quotidian. Post-Contemporary Interventions.
Durham: Duke University Press, 2000.

Thoms, William John. "Folk-Lore." Anthenaeum 982 (1846): 862-63.

Tong, Man. "Whose Strange Stories? A Study of Herbert Giles' (1845-1935) Translation of P'u
Sung-Ling's (1640-1715) Liao-Chai Chih-1." The Hong Kong Polytechnic University
2001.

Tsien, Tsuen-hsuin. Collected Writings on Chinese Culture. Hong Kong: Chinese University
Press, 2011.

Tylor, Edward Burnett. Primitive Culture: Researches into the Development of Mythology,
Philosophy, Religion, Language, Art and Custom. 1st American, from the 2d English ed.
2 vols. Vol. 2, Boston: Estes & Lauriat, 1874.

. Primitive Culture: Researches into the Development of Mythology, Philosophy,
Religion, Language, Art and Custom. 2 vols. Vol. 1, Boston: Estes & Lauriat, 1874.

Upadhyay, Vijay S., and Gaya Pandey. History of Anthropological Thought. New Delhi:
Concept Pub. Co., 1993.

Urry, James. Before Social Anthropology: Essays on the History of British Anthropology.
Philadelphia: Harwood Academic Publishers, 1993.

Venuti, Lawrence. The Translator's Invisibility: A History of Translation. 2nd ed. New York:
Routledge, 2008.

Wagner, Rudolf G. "Joining the Global Imaginaire: The Shanghai Illustrated Newspaper
Dianshizhai Huabao." In Joining the Global Public: Word, Image, and City in Early
Chinese Newspapers, 1870-1910, edited by Rudolf G. Wagner, 105-75. Albany, NY:
State University of New York Press, 2007.

221



Wang, David Der-wei. "Chinese Literature from 1841 to 1937." In The Cambridge History of
Chinese Literature, edited by Kang-i Sun Chang and Stephen Owen, 413-556. New
York: Cambridge University Press, 2010.

Wang, John C.Y. "Lu Xun as a Scholar of Traditional Chinese Literature." In Lu Xun and His
Legacy, edited by Leo Ou-fan Lee, 90-103. Berkeley, CA: University of California Press,
1985.

Weber, Max. "Science as a Vocation." In From Max Weber: Essays in Sociology, edited by Hans
Heinrich Gerth and C. Wright Mills, 129-56. New York: Routledge, 1991.

Weihong, Bao. "A Panoramic Worldview: Probing the Visuality of Dianshizhai Huabao."
Journal of Modern Chinese Literature 32 (2005): 405-61.

Wheeler-Barclay, Marjorie. The Science of Religion in Britain, 1860-1915. Charlottesville:
University of Virginia Press, 2010.

Williams, Samuel Wells. Easy Lessons in Chinese: Or Progressive Exercises to Facilitate the
Study of That Language, Especially Adapted to the Canton Dialect. Macao: Chinese
Repository, 1842.

. The Middle Kingdom, a Survey of the Geography, Government, Education, Social Life,
Arts, Religion, Etc., of the Chinese Empire and Its Inhabitants. 2 vols. Vol. 1, New York
& London1848.

. A Syllabic Dictionary of the Chinese Language. Shanghai: American Presbyterian
Mission Press, 1874.

Willoughby-Meade, G. Chinese Ghouls and Goblins. London: Constable & co. Itd., 1928.

Wong, Lawrence Wang-Chi. ""The Sole Purpose Is to Express My Political Views'": Liang
Qichao and the Translation and Writing of Political Novels in the Late Qing." In
Translation and Creation: Readings of Western Literature in Early Modern China 1840-
1918, edited by David E. Pollard, 105-26. Philadelphia: John Benjamins, 1998.

222



Wu, Guoyi. "Wang Tao Shengzu Nianyueri Zai Kaozheng." Journal of Eastern China Normal
University 35, no. 5 (2004): 113.

Xiaoqing, Ye. The Dianshizhai Pictorial: Shanghai Urban Life, 1884-1898. Ann Arbor:
University of Michigan Press, 2003.

Xiuyun, You. Wang Tao Xiaoshuo Sanshu Yanjiu [in Chinese] Taipei: Xiuwei zixun keji Itd.,
2006.

Xu, De. "Ershi Shijichu Zhongguo Yuanchuang Zhentan Xiaoshuo De Meixue Tezheng . 1H:
ACW)H B R B AR/NER B SR B2 RFAE " Jianghan luntan, no. 5 (2008): 101-04.

Xu, Xueqing. "The Mandarin Duck and Butterfly School." In Literary Societies of Republican
China, edited by Michel Hockx and Kirk A. Denton, 47-78. Lanham, MD: Lexington
Books, 2008.

Xu, Zhenya. "Bianyan 75 ." In Fan Liaozhai. Shanghai: Xiaoshuo congbao, 1918.

Xuan, Ding. Yeyu Qiudeng Lu. Shanghai: Shanghai guji, 1987.

Xun, Lu. Zhongguo Xiaoshuo Shilue Shanghai: Shanghai guji, 2006.

Yeh, Catherine Vance. Shanghai Love: Courtesans, Intellectuals, and Entertainment Culture,
1850-1910. Seattle: University of Washington Press, 2006.

Ying, A. Wanging Xiaoshuo Shi. Beijing: Remin wenxue, 1980.

Yu, Anthony C. Rereading the Stone: Desire and the Making of Fiction in Dream of the Red
Chamber. Princeton, N.J.: Princeton University Press, 1997.

. "Rest, Rest, Perturbed Spirit!" Ghosts in Traditional Chinese Prose Fiction." Harvard
Journal of Asiatic Studies 47, no. 2 (1987): 397-434.

223



Yutang, Lin. From Pagan to Christian. [1st ed. Cleveland,: World Pub. Co., 1959.

Zeitlin, Judith T. Historian of the Strange: Pu Songling and the Chinese Classical Tale.
Stanford: Stanford University Press, 1993.

. The Phantom Heroine: Ghosts and Gender in Seventeenth-Century Chinese Literature.
Honolulu: University of Hawai'i Press, 2007.

Zhan, Xiaoyong. "Qingmo Minchu Weibei Congkao." Wen Xian 1 (2002): 123-36.

Zhang, Zhenguo. "Wang Tao Songbin Suohua Zhong De Zou Sou Xiaoshuo Kaobian." Jinan
Journal, no. 175 (2013): 125-30.

—— Wanging Minguo Zhiguai Chuangi Xiaoshuoji Yanjiu Nanjing: Feng huang, 2011.

— Wanging Minguo Zhiguai Chuangi Xiaoshuoji Yanjiu. Nanjing: Fenghuang, 2011.

Zhenya, Xu. Yuli Hun. Shanghai: Minquan chubanbu, 1913.

Zhu, Yixuan. Liaozhai Ziliao Huibian. Zhengzhou: Zhongzhou guji, 1989.

Zhuang, Yiyun. "Mingmo Qingchu De 'Ni Liaozhai' 57 FC AT U7 °." In Wenxue Wenxian
Yanjiu, edited by Mingxian Wu, 416-24. Beijing: Commercial Press, 2005.

224



APPENDIX: FIGURES

Figure 1.1 Book Cover of J. N. Maskelyne’s The Fraud of Theosophy Exposed (London,

Routldge & Sons, 1912).
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MADAME BLAVATSKY
AT THE AGE OF 60.

The greatest impostor in history.

Figure 1.2. A Portait of Madame Blavatsky in J. N. Maskelyne’s The Fraud of Theosophy
Exposed (London, Routldge & Sons, 1912).
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Figure 1.3 Woodblock illustration of an inhabitant of the Land of Three Heads from the Yiyu

tuzhi (Illustrated Records of Other Realms), courtesy of Cambridge University Library.
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- RECORD OF
STRANGE NATIONS

FROM THE CHINESE OF 1392 AD.

translated  and  annotated by

HERBERT A. GILES

Hon. LLD. (Aberd,), Hon. D Litt. (Oxon)
Member of the French Academy
Professor of Chinese in the University of Cambridge

& The Honourable
MASA U.HACHISUKA, F.Z.s

with a foreword By
ALFRED C. HADDON, Sc.D. FR.S

Late Reader in Ethnology in the University of Cambridge

PUBLISHERS® ANNOUNCEMENT

LONDON
PERCY LUND HUMPHRIES ¢ CO LTD
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Figure 1.4 Pamplet Cover of Giles Record of Strange Nations, courtesy of Haddon Library,
Cambride University
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Figure 2.1: Dianshizhai Pictorial issue 126, courtesy of Shanghai Library
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the Dianshizhai Pictorial, courtesy of Shanghai Library
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Figure 2.3: Wang Tao. Huitu louliaozhai zhiyi. Shanghai: Dianshizhai shiyin shuju 1903.

Courtesy of Capital Library in Beijing
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Figure 2.4: Xiangzhu liaozhai zhiyi tuyong. Shanghai: Tongwen Press, 1886.
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Figure 2.5: One illustration accompanying “Raksha Country and the Sea Market” in

Liaozhai tushuo. Image printed in Hua Meng. Beijing: Shehui kexue chubanshe, 2011.
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