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ABSTRACT
Toward an Extraordinary Everyday: Li Yu’s (1611-1680) Vision, Writing, and Practice

Sarah E. Kile

This dissertation considers how the literatus entrepreneur Li Yu (1610-1680) took advantage of
the burgeoning market economy of early Qing China to engineer and market a new experience of the
everyday. The world in which Li Yu’s cultural products were best sellers was rife with novelty. The Ming
dynasty had collapsed in 1644, yet many of its defining features remained: urban centers brimmed with
gadgets, both Chinese and foreign, that offered new possibilities for engaging the material world. The
status of writing and the reading public was also changing, as more books were published at lower costs
than ever before. Li Yu capitalized on this ripe moment to develop and sell cultural products that directed
the focus of consumers to the details and possibilities of their everyday. I argue that through his cultural
production, Li Yu changed what constituted cultural capital and who had rights to it in the urban centers
of southern China in the early Qing.

Li Yu made a brand of his name, which he used to market his fiction and drama as well as
intangible products like innovative designs and do-it-yourself technologies. I examine the strategies that
traverse the range of his cultural production to demonstrate how he altered the physical makeup of the
built environment and the visual experience of theatrical performance, while also revising the ways that
they could be represented in language and depicted in narrative. Readers of Li Yu’s writing, visitors to his
gardens, and audiences for his theatrical productions could expect to encounter particulars: his language
zooms in on the material world, narrating the gritty specifics of genitals and dirt; he waxes technical about
his rigged stage lighting and dioramic windows. In one of his stories, a man uses a telescope to
impersonate a god; in another a wily thief cannot “see” a woman’s myopia, and so misjudges her.

At the heart of this study is Li Yu’s magnum opus, Leisure Notes (Xianqing ouji), a curious
collection of several hundred essays on topics that range from theater direction to heating, choosing a

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



commonalities with late-Ming manuals of taste, which documented the fine points of distinction around
which people negotiated their status vis-a-vis conspicuous consumption of luxury commodities. In the
late Ming, these markers of social distinction were hotly debated as merchants challenged literati claims
to rights over cultural capital. I show how Li Yu departs from late-Ming discourse by rejecting luxury
commodities to locate discernment instead in readers who join him in experimenting with his
reproducible designs and technological improvements in the spaces of their everyday lives. I contend that
these experiments reveal the limitations of grand narratives of the day—such as Confucian morality,
gender norms, fate, and medicine—by exploiting their contingencies, and by elevating the status of

individual experience.
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INTRODUCTION

On the occasion of his thirtieth birthday in 1641, the child prodigy Li Yu Z5if4

(1611-1680) was feeling like something of a has-been. His precociousness had given way to a
string of failures in the provincial exam, and he worried that he was growing old without official
success. On the evening of his birthday, he composed the following lyric:

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

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

Yesterday I was still in my twenties, and although I was twenty plus nine years, it could
still be considered youth.

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

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

I got anxious worrying about a position and forgot that it was my birthday.

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

Let's not bring up official matters; instead, let’s get drunk together beneath the setting
sun.

WER S8 » HEEZ) - ERELhs -
ROFEEELET 7 TE =]

WERA AR > (L - BEEFR -
154 H BESEE A - ’)7T§EE°

F’ﬁJ\ Hon—pk > (HHAETE - £ EFE -
FFiEF LS TAER -

IR R > R4 - FEEE -
BHMEE > HARCERRE o HEERIE o !

Just three years later, the Ming dynasty, and the world in which he had turned thirty, came to an
end, along with his ambitions of official success. Taking refuge in the mountains near Lanxi,

Zhejiang, the thirty-three sui Li Yu wrote a poem likening his experience as a subject of that

! “Fenghuang tai shang yichuixiao BB & FEWHE” in Naige ci fit3KEH, Li Yu 254, Liweng yijiayan
F—% 5, 20 vols., vol. 1-2, Li Yu quanji 2= 2% (Hangzhou: Zhejiang guji, 1992), 2.477-8.
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chaotic world to the evanescent life-span of a mayfly (B B ELTH E - #587E1[E)%5H).” Time had

collapsed: From an image of himself in the middle of life, growing old while brimming with
unfulfilled ambition, emerged a flickering, fugitive self with no past or future. Yet the days wore
on, and as they did, Li Yu experimented with what to make of the time they offered him. In what
follows, I explore the innovative and profitable experiments he took up under the new dynasty
and how he made that time his own. Li Yu’s writing, vision, and practice reveal one man’s
brilliant, singular, and intensely social response to the crisis that accompanied the collapse of the

Ming.

The Big Picture

The year 1644 marked the official end of the Ming, but the transition dragged on with
uncertainty from the vantage point of the literati population concentrated in southern Jiangnan,
where rebellions and military clashes continued intermittently for several decades.’ Adults of all
social strata who had come of age under the Ming found themselves fleeing their cities and
villages, losing their homes and families, and being reduced to take on menial labor to make ends
meet. As the tide of dynastic change slowly settled, the late-Ming frame of space and time was
disrupted and gave way to a transitional period during which these people were forced to come to
terms with financial crises and uprootedness, grapple with fundamental questions of allegiance,

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

* “Jiashen jiluan FHEAECEL” in Li Yu Z5¥, Liweng yijiayan 55 45— 5 5, 1-2, 2.8.

* There were grounds for this confusion: as Lynn Struve has demonstrated in her study of the Southern
Ming, the year “1644 marks neither the end of Ming nor the beginning of [Q]ing. The Manchu leader
Khungtaiji proclaimed himself emperor of a new dynasty, the [Q]ing, in 1636; and the last Ming prince to
claim sovereignty over China, as Y[o]|ngli emperor, was not eliminated until 1662.” See Lynn A. Struve,
The Southern Ming, 1644-62 (New Haven: Yale University Press, 1984), 1; Lynn A. Struve, The Qing
Formation in World-Historical Time (Cambridge, Mass.: Harvard University Press, 2004).
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queue.® During this transitional period, the vibrant romantic culture of the late Ming survived in
various permutations, albeit refracted by hindsight and nostalgia.

Many of the defining features of the late Ming moment remained: urban centers brimmed
with Chinese and foreign gadgets and technologies, which challenged received knowledge about
the possibilities of the material world. Since the mid-Ming, more books were being published at
lower costs than ever before, and the make-up of the reading public was also changing, most
visibly, perhaps, in the rise of the general urban reader.” The idealized Confucian division of men

into the categories of literati (shi ), peasants (nong ), artisans (gong T.), and merchants
(shang 75) had already decayed significantly during the Ming dynasty. The period from the

middle of the Ming dynasty (mid-fifteenth century) until the nineteenth century saw a general
trend of downward mobility of the escalating population of literati and upward mobility of
increasingly successful merchants. This was true not least because even as the economy became
increasingly commercialized and the Ming population soared, the number of official posts
remained relatively stagnant, causing countless educated young men to lose hope of ever

succeeding in the civil service examination.® Many of these downtrodden aspirants sought

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

> See Cynthia J. Brokaw, "On the History of the Book in China," in Printing and Book Culture in Late
Imperial China, ed. Cynthia J. Brokaw and Kai-wing Chow (Berkeley: University of California Press,
2005), 24-27; Anne E. McLaren, "Constructing New Reading Publics in Late Ming China," in Printing
and Book Culture in Late Imperial China, ed. Cynthia Brokaw and Kai-wing Chow (Berkeley: University
of California Press, 2005); Robert E. Hegel, "Niche Marketing for Late Imperial Fiction," in Printing and
Book Culture in Late Imperial China, ed. Cynthia Brokaw and Kai-wing Chow (Berkeley: University of
California Press, 2005).

% For a comprehensive analysis of how this system changed over time, see P'ing-t'i Ho, The Ladder of
Success in Imperial China: Aspects of Social Mobility, 1368-1911, Studies of the East Asian Institute,
Columbia University (New York: Columbia University Press, 1962); Benjamin A. Elman, 4 Cultural
History of Civil Examinations in Late Imperial China (Berkeley and Los Angeles, California: University
of California Press, 2000).
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financial support from patrons who were invested in procuring some of the literati’s cultural
capital. During the Qing, merchants, especially those engaged in the salt trade, enjoyed
increasing cultural power and prestige, and enjoyed the support of the Manchu government.’

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

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

7 For an argument that these distinctions did not begin to break down until the eighteenth century largely
because Ming merchants could not own property, see Martin W. Huang, Literati and Self-Re/presentation:
Autobiographical Sensibility in the Eighteenth-Century Chinese Novel (Stanford, Calif.: Stanford
University Press, 1995), 31.

¥ See Timothy Brook, Confusions of Pleasure: Commerce and Culture in Ming China (Berkeley:
University of California Press, 1998).

® Elman, 4 Cultural History of Civil Examinations in Late Imperial China, 132. "Until the Ming, for
instance, sons of merchants were not legally permitted to take the civil service examinations. [...] When
this social vision became out of sync with reality, the dynasty's vision of education changed only enough
in the late fourteenth century to enfranchise sons of merchants in the examination competition." See also
Ho, The Ladder of Success in Imperial China: Aspects of Social Mobility, 1368-1911, 46. As early as the
sixteenth century, Wang Daokun (1525-1593) had noticed a new fluidity between the categories of
“literati” and “merchant” in the bustling mercantile environment of his native Huizhou: “It is not until a
man is repeatedly frustrated in his scholarly pursuit that he gives up his studies and takes up trade. After
he has accumulated substantial savings he encourages his descendants, in planning for their future, to give
up trade and take up studies. Trade and studies thus alternate with each other, with the likely result that
the family succeeds either in acquiring an annual income of ten thousand bushels of grain or in achieving
the honor of having a retinue of a thousand horse-carriages. This can be likened to the revolution of the
wheel, with all its spokes touching the ground in turn.” Cited and translated in Craig Clunas, Superfluous
Things: Material Culture and Social Status in Early Modern China, 2 ed. (Honolulu: University of
Hawai'i Press, 2004), 73. It should be noted that the prosperous merchants of Huizhou, such as Wang
Daokun, who took up residence throughout the Jiangnan region during the mid- to late Ming, especially
in Yangzhou, were more likely than most to have access to the easy social fluidity indicated by this
statement.
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commission or publishing; others who initially managed success in the examinations took up
profitable endeavors after being cashiered. What is more, craftsmanship, and knowledge about it,
was beginning to be appreciated and practiced by men who were not artisans, while some gifted
artisans enjoyed newfound fame and appreciation as experts in their craft, as evidenced by the
fact that they began to sign their works in the late sixteenth century, and some even authored
how-to manuals about their craft.'’ This relative fluidity of social status was fraught with politics,
as, to give one example, merchants sought to appropriate some of the cultural knowledge that
literati were invested in reserving for themselves, even while they capitalized on the
commodification and sale of that knowledge.

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

alleviated because it was shared with many others."? Li Tingsheng 22§24, who, like Li Yu, was

' For example, Ji Cheng was a garden designer who composed the first garden design manual, Yuanye.
Maggie Keswick has pointed out that some of the entries in this manual are more colloquial and likely
written by Ji Cheng, who had received some education, while other sections appear to have been edited
by someone more familiar with the literati style of writing. See "Foreword," in Craft of Gardens (New
Haven: Yale University Press, 1988), 23.

" The dynastic shift disrupted the lives of some educated men in terms of place as well. Pointing to the
early Qing travels of the educated Suzhou resident Deng Hanyi, Tobie Meyer-Fong has demonstrated a
“dramatic increase in literati mobility” just after the conquest. See Building Culture in Early Qing
Yangzhou (Stanford, Calif.: Stanford University Press, 2003), 102.

"2 Most of the educated men who gave up their studies to work for a living in the early Qing had not had
to concern themselves with making a living under the Ming. Many went to significant lengths to maintain



a student at the time of the transition, “cross-dressed” as a merchant to peddle goods at a
roadside stall until he could secure a job as a tutor. When he met a scholar friend who was
likewise no longer pursuing studies, they nevertheless (to onlookers’ amusement, and their own)

ks

observed the rites of scholars."® The educated and talented artist Xiang Shengmo TEELzH

(1597-1658) no longer hesitated to speak openly about selling his paintings for profit after his
family’s property was pillaged during the fall of the Ming. He maintained his sense of dignity by
refusing to sell to rich buyers he disliked no matter what they were willing to pay.'* Cha Shibiao

B+ (1615-1698), who was born into a family of means, spent his youth studying in

Yangzhou in preparation for the civil examinations; after 1645 he gave up his ambitions and

made a living selling painting and calligraphy.'® These are only a few examples of the many

stories of educated men who gave up pursuit of an official career after the fall of the Ming.
It was in this context that Li Yu embarked on a career of innovative cultural

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

their independence from those who provided for their daily necessities through payment of cash or gifts:
they were selective about what work they would take on, would intentionally delay delivery of a product,
or would express their disgust with a particular patron in writing. In addition to selling tangible products
such as calligraphy and painting, many of these men also found ways to profit by selling commodified
knowledge of the literati lifestyle and good taste. These men would work as cultural consultants for those
wealthier but less educated than themselves, advising them on what they should purchase, and how and
when they should display their purchases. See Qianshen Bai, Fu Shan's World: The Transformation of
Chinese Calligraphy in the Seventeenth Century (Cambridge: Harvard University Asia Center, 2003).
How-to manuals like Zhangwu zhi served as general guides for late Ming men aspiring to good literati
taste, but individualized consulting, since it could not be copied, would no doubt have been more valuable.
See Clunas, Superfluous Things: Material Culture and Social Status in Early Modern China.

B Xiaosheng, "Li Tingsheng's 'A Record of Hardship': A Recently Discovered Manuscript Reflecting
Literati Life in North Henan at the End of the Ming, 1642-44," Late Imperial China 15, no. 2 (1994), 94.
See also Brook, Confusions of Pleasure: Commerce and Culture in Ming China, 248-49.

' James Cahill, The Painter’s Practice: How Artists Lived and Worked in Traditional China (New York:
Columbia University Press, 1994), 12.

'3 L. Carrington Goodrich and Zhaoying Fang, Dictionary of Ming Biography, 1368-1644, 2 vols. (New
York: Columbia University Press, 1976), 34-35.
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author and editor across genres, he established a bookshop where he marketed and sold his books;
second, he engaged in non-literary commercial ventures long avoided by literati such as
designing gardens on commission and directing a touring theater troupe comprised of his own
concubines for which he booked tours to the homes of wealthy patrons. Li Yu combined the
innovative production of easily reproducible cultural products with the personal, strategic
marketing of those products; taking on any number of new projects at a time, he made a name for
himself and found creative ways to package and sell the products associated with it. Through
close analysis of Li Yu’s innovations in writing and practice, I aim to explore how Li Yu took
advantage of the unprecedented prospects of the burgeoning market economy and the ubiquitous
commodification of culture to forge new opportunities for cultural production in the early Qing. |
show how in the process, he reimagined embodied, sensory perception of the self in the world,

and found new ways to represent and share his innovations with others.

Situating Li Yu in Scholarship

The modern study of Li Yu began during the Republican period and focused on the
contribution of Li Yu’s fiction and plays to the history of Chinese literature. Sun Kaidi provided
the most lasting contribution, defining the modern project as one of rescuing Li Yu from the
infamy that accompanied his name throughout the Qing: “No matter what his education was like,
and regardless of how he conducted himself as a person, he has an important place in the history

of Qing literature. 5w AV ER T LA > ftam My AREEAIM - FEE RO R A EE S

— BT Sun surveyed many extant editions of texts associated with Li Yu, and provided

' Sun Kaidi #2455, "Li Liweng yu Shi'er lou 225 45 Bt —#," in Li Yu quanji 22 %, ed. Shan
Jinheng B #7¥T (Hangzhou: Zhejiang guji, 1992).
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a general biography along with a slightly more detailed study of Li Yu’s second collection of

short stories, Shi’er lou + 1% (Twelve T owers).17 Republican intellectuals were also

enthusiastic about their discovery of what they declared to be the earliest coherent analysis of
drama in “traditional” China, and Li Yu soon gained fame as the “genius drama scholar who was
the first Chinese to establish a systematic dramatic theory.”'® Published in 1978, Huang Lizhen’s
seminal book-length study fleshed out Li Yu’s biography and provided a critical introduction to
his oeuvre; that study was followed by a number of critical biographical studies that synthesize
surviving documents to provide comprehensive analyses of Li Yu’s life and work." Since the
1980s, many monographs in literary studies have been devoted to the study of Li Yu’s drama and
fiction.”® Studies of Li Yu in the West began in the 1960s; early works include author
(biographical) studies and literary studies of his plays and fiction.”' Patrick Hanan’s

comprehensive introduction to Li Yu’s life and literary works, The Invention of Li Yu (1988), is

7 Except where otherwise noted, I follow Patrick Hanan’s translations of the titles of Li Yu’s works in
Patrick Hanan, The Invention of Li Yu (Cambridge: Harvard University Press, 1988).

'8 Chen Duo [# % and Ye Changhai 3£, eds., Zhongguo lidai julun xuanzhu 5B A B 3 5
(Changsha: Hunan wenyi chubanshe, 1987), 1. See the representative examples of these studies collected
in Li Yu 223, Li Yu quanji 22825, 20 vols. (Hangzhou: Zhejiang guji chubanshe, 1992), vol. 20.

" Huang Lizhen % 8 &, Li Yu yanjiu 2052 (Taibei: Guojia, 1978); Yu Weimin 614 &, Li Yu
pingzhuan ZFEE (Nanjing: Nanjing daxue, 1998); Shen Xinlin YL#T#K, Li Yu pingzhuan 2= 7HE
(Nanjing: Nanjing shifan daxue chubanshe, 1998); Huang Qiang # 58, Li Yu yanjiu 2= 52
(Hangzhou: Zhejiang guji chubanshe, 1996); Shen Xinlin JL#T K, Li Yu xinlun Z=iE#5% (Suzhou:
Suzhou daxue chubanshe, 1997).

A few of the representative works are: Du Shuying 2%, Lun Li Yu di xiju meixue 32> #1581 55
E2 (Beijing: Zhongguo shehui kexue, 1982); Hu Yuanling #87C4¥, Li Yu xiaoshuo xiqu yanjiu Z=i8/Ngi
EXHI 9 (Beijing: Zhonghua shuju, 2004); Cui Zi’en 2 T J&, Li Yu xiaoshuo lungao Z=3/ Nt st
(Beijing: Zhongguo shehui kexue, 1989).

! Helmut Martin, "Li Li-weng iiber das Theater" (Heidelberg University, 1966); Eric P. Henry, Chinese
Amusements: The Lively Plays of Li Yu (Hamden, Conn.: Archon Books, 1980); Nathan K. Mao and
Cunren Liu, Li Yii (Boston: Twayne Publishers, 1977); Robert E. Hegel, The Novel in
Seventeenth-Century China (New York: Columbia University Press, 1981).
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the authoritative source on Li Yu in English.?? Hanan draws out Li Yu’s literary games and the
personae he invented through masterful literary analyses and engaging translations.

These studies limit their scope to literary analysis, biographical research, and dramatic
theory. For example, Patrick Hanan makes clear in the preface of The Invention of Li Yu that he is
decidedly not interested in the Li Yu who wrote “poems on the cruelty of war and the
humiliation of having to shave his head,” but rather on ‘“his generally comic permutations of self”
as evidenced in his literary production.” To be sure, the outrageous and hilarious stuff of Li Yu’s
plays and fiction retain their ability to shock and amuse, but such readings virtually remove Li
Yu from his historical contexts, and celebrating his genius and creativity without exploring the
contexts of the production and consumption of his cultural products. Some studies have
addressed the question of Li Yu’s social status and identity in light of the openly commercial
nature of his cultural production, but the ambiguities of his social status have proven difficult to
pin down using traditional terminology. A recent dissertation has characterized Li Yu as a
previously unexplored alternative type of Ming loyalist, drawing examples from the tone and
content of poems Li Yu wrote around the time of the Qing conquest and the themes of his

historical essays as well as his plays and fiction (yimin #EES).** Unwilling to pigeonhole Li Yu

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

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

2 Hanan, The Invention of Li Yu.

2 Hanan, The Invention of Li Yu, vii.

=12/

* Fora presentation of Li Yu as a Ming loyalist, see Zhu Liangjie 2&5%%, "Li Yu xinlun: yimin guandian
de kaocha Z=J# ¥ 18 B EEAYZ5 22" National Central University, 2006, 146.
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between.”” Recognizing the need for greater understanding of this in-between group, which
includes many artists who made a living selling paintings and calligraphy, some scholars have
begun to explore the diverse social networks and complex interrelationships among Qing
officials, Ming loyalists, and the many educated men who cannot be neatly relegated into such
dichotomized identities. These studies have begun to bring to light the porousness of the
boundaries that ostensibly separated men of cultural influence in the early Qing, as well as to
explore evidence of their extensive social networks.” Several studies of Li Yu’s contacts have
compiled materials that give a comprehensive picture of his social network, and provide a rich
trove for whose who wish to explore the networks that flourished in the first decades of the

Qing.”” Other scholars have explored the effects of Li Yu’s commercial practice on his writing.”®

* Shen Xinlin YL#T K, Li Yu pingzhuan 25 #5F#, 7.Shen argues that Li Yu and many others fell into the
space between these two polar categories.

*% See Hongnam Kim, The Life of a Patron: Zhou Lianggong (1612-1672) and the Painters of
Seventeenth-Century China (New York: China Institute in America, 1996); Meyer-Fong, Building
Culture in Early Qing Yangzhou. Kim’s discussion of the loyalist painters appreciated and supported by
Zhou Lianggong demonstrates that the boundaries between these groups were not only porous, but that
they seemed to place remarkably few restrictions on interactions among the groups. Many studies have
been dedicated to examining the literati who surrendered and became officials under the Qing court;
likewise scholars have paid special attention to those faithful servants of the Ming who committed suicide,
took monastic vows, or retreated into reclusion after the fall of the Ming in an expression of loyalty to
that dynasty alone. See Lynn A. Struve, Voices from the Ming-Qing Cataclysm: China in Tigers' Jaws
(New Haven, Conn.: Yale University Press, 1993); Wilt Idema, ed. Trauma and Transcendence in Early
Qing Literature (Cambridge: Harvard University Press, 2006). Frederic Wakeman divides educated men
living in the early Qing into three overlapping groups: romantics, stoics, and martyrs. He writes that
contemporaries “professed to be shocked by the sybaritic laxity and aesthetic sensibility of such
well-known figures as [romantics] Qian Qianyi, Wu Weiye, and Li Yu. . . . The stoics [like Chen Zilong]
shared the nei or inner world of the romantics, but they also felt deeply committed to public duties.”
"Romantics, Stoics, and Martyrs in Seventeenth-Century China," Journal of Asian Studies 43, no. 4
(1984), 640. Martyrs, for Wakeman, “consist[ed] of Qing loyalists among the Han bannerman who chose
to remain loyal to the new dynasty during the revolt of the Three Feudatories” (647). Although Wakeman
mentions and cites Li Yu’s Xianqing ouji, Li Yu is not a good fit for any of the three categories.

7 Gu Dunrou JEi¥#%, "Li Liweng pengbei kaozhuan 2555 §5 i 26 % (#." Zhijiang xuebao 1, no. 4; Li Yu
22, Li Yu quanji 2% 5 ; Huang Qiang 53, "Li Yu jiaoyou bukao 2= <2 i1 %% ," Ming Qing
xiaoshuo yanjiu FAE /N5, no. 2 (1996); Huang Qiang 8558, Li Yu yanjiu 255, 303-12; Huang
Qiang ¥ 5, "Li Yu jiaoyou zai kaobian Z=f XX #E F % ¥E," Ming Qing xiaoshuo yanjiu F3IE /NI 58
91, no. 1 (2009).
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An exhaustively researched monograph by Chang and Chang is an important source for primary
materials related to the cultural, social, political, and economic contexts of Li Yu’s cultural
production, but with their analysis, they efface Li Yu’s creativity in a teleological account of an
emerging, but failed, modernity.”

Several studies have analyzed Li Yu’s fiction in the context of late-Ming short stories and
erotic novels. Patrick Hanan has treated Li Yu’s vernacular stories in his history of this genre,
which includes biographical sketches of authors and editors as well as the dominant story types
and themes.*® Robert Hegel has singled out Li Yu’s erotic novel, Rouputuan, as one of two
“significant exceptions” to the more common sequel in seventeenth-century fiction production.
As an important qualifier, he adds that Rouputuan’s status is in fact more ambiguous; “it is in
large measure a literary parody, a caricature of fiction popular during the seventeenth century.”"
Keith McMahon has characterized self-containment—*"“an underlying struggle between
indulgence and abandon and a moral imperative to promote temperance and self-restraint”—as

the dominant ideology of the whole of seventeenth-century fiction, and he sees Li Yu’s stories as

“some of the most epitomizing and ironic portraits of self-containment in late Ming, early Qing

** Huang Guoquan 7% 58 5, Yasu zhi jian: Li Yu de wenhua renge yu wenxue sixiang yanjiu T & [8: 25
HATSCAE ARG SCER BRI 92 (Beijing: Zhongguo shehui kexue, 2004); Zhang Xiaojun 5RWEEE, Li Yu
chuangzuo lungao: yishu di shangye hua yu shangye hua di yishu Z=1E B Esmia: Erpyrg=E b BERG S
{LAYEAT (Beijing: Wenhua yishu, 1997).

¥ Chun-shu Chang and Shelley Hsueh-lun Chang, Crisis and Transformation in Seventeenth-Century
China: Society, Culture, and Modernity in Li Yu's World (Ann Arbor: University of Michigan Press,
1992).

0 Patrick Hanan, The Chinese Short Story: Studies in Dating, Authorship, and Composition (Cambridge,
Mass.: Harvard University Press, 1973); Patrick Hanan, The Chinese Vernacular Story (Cambridge:
Harvard University Press, 1981).

3 Hegel, The Novel in Seventeenth-Century China, 141.
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32 The ironic and parodic qualities of Li Yu’s fiction are significantly enhanced by his

fiction.
constant self-reference in all his writing. As Patrick Hanan has observed, “Li Yu made over the
traditional narrator’s persona almost into his own image, so that his personal opinions and
comments intrude upon, and even dominate, the narrative.”>> What do we make of this “self” that
is Li Yu’s fictional voice? Hanan reads it as a recognizable literary persona adopted by both “Li
Yu the writer and Li Yu the man,” but despite his insistence that Li Yu delighted in role-playing
and inventing himself, he wavers on the question of which of those personae might draw near Li
Yu’s actual moral sensibilities.** In his review of Hanan’s Invention, Robert Hegel has called for
an intertextual reading of Li Yu’s fiction, suggesting, “it is only reasonable to regard every one
of his writings as being to one degree or another an inversion of some previous work or some
element of contemporary cultural values.”** Some of his doctoral students in recent years have
engaged in such analyses, drawing connections among Li Yu’s own stories as well as with earlier
stories.*

But to use parody or intertextuality to get at what Li Yu was doing with fiction elides

some crucial aspects of Li Yu’s literary production: First, with the sole exception of the erotic

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

32 Keith McMahon, Causality and Containment in Seventeenth-Century Chinese Fiction (Leiden: E.J.
Brill, 1988), 9, 135.

3 Hanan, The Invention of Li Yu, 33.
3 Hanan, The Invention of Li Yu, 35.

35 Robert Hegel, "Inventing Li Yu," review of The Invention of Li Yu by Patrick Hanan; Silent Operas
(Wusheng xi) by Li Yu and Patrick Hanan; The Carnal Prayer Mat (Rou putuan) by Li Yu and Patrick
Hanan, Chinese Literature: Essays, Articles, Reviews 13, no. 1 (1991), 98.

%6 Jie Zhang, "The Game of Marginality: Parody in Li Yu's (1611-1680) Vernacular Short Stories,"
Doctoral Dissertation, Washington University, 2005; Jing Zhang, "Playing with Desire: Reading Short

Vernacular Fiction in 16th and 17th Century China" (Doctoral Dissertation, Washington University,
2006).
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fiction. Second—and I will discuss this point below—he was a poor, if well-educated, nobody
writing and publishing his writings for profit. While authors of publishers and commentators
regularly associated their names with their works, often as a branding technique, authors of
fiction did not.”” David Rolston has characterized Li Yu’s mode of fictional commentary as the
commentator-narrator type.”® This mode of producing fiction conflated the author (who had been
anonymous), the narrator (who had been fictional, often the voice of traditional Confucian
sensibility that is undermined and negated by the fictional story until it is reiterated and
contained at the end), and the commentator (who had been a named ideal reader interpreting the
author’s ingenuity for empirical readers) into one name: Li Liweng.*® The effect of this is that
there is room for no one but the reader in Li Yu’s fiction, and even then, he has incorporated the
reader’s responses—always naive assumptions, bemusement, or delighted surprise—into the text.
McMahon has suggested that seventeenth-century fiction shows life as “a process of repeated
forgetting and remembering” as the story shifts between didactic statements and stories of

2940

breaches that are not contained by “orthodox ideology.”™ I would contend that Li Yu’s stories do

more than simply present an ironic twist on that model. More than self-conscious, Li Yu’s stories

’7 See Ellen Widmer, "The Huanduzhai of Hangzhou and Suzhou: A Study in Seventeenth-Century
Publishing," Harvard Journal of Asiatic Studies 56, no. 1 (1996); Jamie Greenbaum, Chen Jiru
(1558-1639): The Development and Subsequent Uses of a Literary Personae (Leiden: Brill Academic
Publishers, 2007). Even after Li Yu’s death, Zhang Zhupo insisted that “the writers of novels never
divulge their names, either because they have some axe to grind in their works or because they contain
covert references to real people.” David L. Rolston and Shuen-fu Lin, How to Read the Chinese Novel
(Princeton, N.J.: Princeton University Press, 1990), 222.

* David L. Rolston, Traditional Chinese Fiction and Fiction Commentary: Reading and Writing Between
the Lines (Stanford: Stanford University Press, 1997), 163-70; Jie Zhang, "The Game of Marginality:
Parody in Li Yu's (1611-1680) Vernacular Short Stories" (Doctoral Dissertation, Washington University,
2005).

3% See also Hanan’s discussion of the evolution of the narrator in fiction. Hanan, The Chinese Vernacular
Story.

% McMahon, Causality and Containment in Seventeenth-Century Chinese Fiction, 31.
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are so self-referential that there is no room for the reader to experience the contingency of the
story; or, the forgetting and remembering revolve so quickly due to the constant interruptions of
the narrator and commentator that artificiality, both of orthodoxy and something outside it, are
exposed.*' What is left is only Li Yu, the brilliant narrator-author-commentator, and you, his
reader. Li Yu’s stories put him on display; they advertise the brand of his name to the reader.
Sophie Volpp has pointed to a similar tactic in her study of theatricality that links
dramatic texts to theatrical performance practices and argues for a gradual decline in the sense of
permeability between the stage and the spectator over the course of the seventeenth century. She

observes that in the late-seventeenth-century play Taohua shan HE{ERS, the storyteller Liu

Jingting’s continually interrupts the audience to remind them that what they are watching is only
illusion. Volpp suggests that such “rhetorical dexterity and command over illusory worlds thus
acquires a newly positive valence” at the end of the seventeenth century.*” The effect of Liu
Jingting’s interruptions is not dissimilar to the effect that Li Yu achieves in his fiction, which is
one of interrupting the reader constantly to remind him that he is reading—in short, it is the
metafictional quality of his stories (not to mention the metatheatrical qualities of his plays). In Li
Yu’s stories, the move works on two levels: on the first, he reminds the reader that he is reading
a story written by an ingenious author. On the second level, within the story, he overturns the
reader’s assumptions about one or another aspect of his culture.

Through his explicit authorship, Li Yu’s fiction marketed a particular construction of “the

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

*1' On the self-consciousness of Chinese narrative, see Andrew H. Plaks, The Four Masterworks of the
Ming Novel (Princeton, N.J.: Princeton University Press, 1987).

2 Sophie Volpp, Worldly Stage: Theatricality in Seventeenth-Century China (Cambridge, Mass: Harvard
University Press, 2011), 15.
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had Li Yu the author and many of his characters who craftily manipulated their own stories. The
didactic requirement of fiction—that it return to orthodoxy at the end—was present, but it was
overwhelmed by the contradictions of the individualized author-narrator-commentator. In fact, a
wealth of studies has shown that much ink was spilled around the production and representation
of a “self” in the early Qing. Writing on early Qing drama, Wilt Idema has suggested that “as the
certainties provided by the trinity of state, ideology, and career collapsed with the demise of the
Ming, the only reliable sureties left were personal experience and the self.”** A retreat to the
page, or to “art” more generally, to escape the contemporary world, is a theme that is traced
through poetry, prose (including fiction), and drama in the edited volume Trauma and
Transcendence in Early Qing Literature. Idema demonstrates the extent of “autobiographical
impulse” of the early Qing, citing his own study of Ding Yaokang’s plays, Dieter Tschanz’s
study of Wu Weiye’s plays, Ayling Wang’s study of Liao Yan (“who presented himself under
his own name as the main character in his zaju plays”), Ellen Widmer’s study of Huang

Zhouxing’s play Rentian le \ K%, and Lynne Struve’s study of the many memoirs written in

the early Qing.** These examples of more or less explicit attempts to find a habitat for oneself on

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

* Idema, "Drama After the Conquest: An Introduction," 379. See the relevant chapters by Idema, Tschanz,
and Widmer in the same volume. Wang Ayling’s study is Wang Ailing F¥£¥%, "Siqing huagong--Ming
Qing juzuojia zhi ziwo xuxie yu qi xiju zhanyan T2 L LT — — BIVEBIE R B Foat 5 B H B R R iE,"
in Yuyan mizhang: Zhongguo lishi yu wenhua zhong de si yu qing X885 — — F B & & B bR g £L
Hi'f, ed. Xiong Bingzhen RESRF E (Taibei: Hanxue yanjiu zhongxin, 2003). Lynne Struve’s study is Lynn
A. Struve, The Ming-Qing Conflict, 1619-1683: a Historiography and Source Guide (Ann Arbor, Mich.:
Association for Asian Studies, 1998). For a study of the breakdown of the authentic self in the late-Ming
see Tina Lu, Persons, Roles, and Minds: Identity in Peony Pavilion and Peach Blossom Fan (Stanford:
Stanford University Press, 2001). On the relationship between literature and Ming loyalism in the early
Qing, see Ellen Widmer, The Margins of Utopia: Shui-hu hou-chuan and the Literature of Ming Loyalism
(Cambridge, Mass.: Harvard University Press, 1987).
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the page, whether through an alter ego, a memoir, or even the explicit dramatization of one’s self,
indeed show evidence of this new attention to the self, a self for which there is only an imaginary
place to dwell.

This new attention to self finds further delineation in the work of scholars of Chinese art
history, who have begun to explore the social history of the production and consumption of art,
expanding the scope of texts and images relevant to analysis beyond what traditional aesthetic
assessments would include. The social posturing around fiction was less charged than painting,
as fiction was something that the elite read, edited, wrote about, or wrote about reading it. They
almost never admitted to writing it. Drama, prose, and poetry, rather were literary vehicles for
self-expression, and it is in the analysis of self-representation in those genres that recent studies
of taste and literati subjectivity in art history becomes quite relevant. Craig Clunas’s study of
connoisseurship manuals in the late Ming argued for the inception of an elite taste game in the
late Ming, in which participants jockeyed for status distinction vis-a-vis their modes of
consumption of luxury goods.*’ Subsequently, James Cahill’s The Painter’s Practice turned
attention to the social and economic contexts of production and circulation of painting, calling
attention to the relationship between style and status and to the proliferation of “ghostpainters”
that sever the association between the painter’s hand and a painting.*® This attention to the social
history of art inspired a number of new studies that changed the way we think about the object of

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

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

% As Cahill put it: “Long-standing myths of China’s insularity and self-sufficiency, and the virtues of
elegant amateurism both in practical affairs and in the arts, are similarly losing their hold on us.” The
Painter’s Practice: How Artists Lived and Worked in Traditional China, 2.
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and a history of visual culture.*’” In Pictures and Visuality in Early Modern China, Clunas shifts
focus away from painting to pictures and proposes the concept of “iconic circuit” (“an economy
of representation in which images of a certain kind circulated between different media in which
pictures were involved”) as an alternative to the painting/not-painting dichotomy and arguments
for “style” or “influence.”*® Central to Clunas’s project, again, is the way in which these iconic
circuits created “knowing subjects,” or the power relations at play behind the production and
circulation of images and knowledge about them. Jonathan Hay’s work on the early Qing painter
Shitao questions Clunas’s assumption that there is a knowable literati subject invested in the
triumph of the self-referential picture in the late Ming. Instead, Hay—very productively |
think—suggests rather that “the literati tastemaker’s role [...] was to reposition certain traditional
skills within a new, commercially oriented elite context in which all means of finding a secure
place were valid.”*’ By destabilizing the very notion of the literati subject, Hay opens up space
for new understandings of literati subjectivity: he sees it “as a negotiation between two forces or
processes: on the one hand, the interaction at the level of the individual human site of different
patterns of social consciousness, and on the other, the individual impulse to seek a unity and

coherence of the self.”>°

7 Kim, The Life of a Patron: Zhou Lianggong (1612-1672) and the Painters of Seventeenth-Century China,
Qianshen Bai, "Calligraphy for Negotiating Everyday Life: The Case of Fu Shan (1607-1684)," Asia
Major 12, no. 1 (1999); Jonathan Hay, Shitao: Painting and Modernity in Early Qing China, RES
Monographs in Anthropology and Aesthetics (Cambridge, U.K.; New York: Cambridge University Press,
2001); Bai, Fu Shan's World: The Transformation of Chinese Calligraphy in the Seventeenth Century;
Craig Clunas, Elegant Debts: The Social Art of Wen Zhengming, 1470-1559 (Honolulu: University of
Hawai'i Press, 2004).

“ Craig Clunas, Pictures and Visuality in Early Modern China (Princeton: Princeton University Press,
1997), 46.

* Hay, Shitao: Painting and Modernity in Early Qing China, 19.

** Hay, Shitao: Painting and Modernity in Early Qing China, 23.
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These recent theorizations of literati subjectivity and the social and cultural history of
consumption and taste in the seventeenth-century by art historians can do much to inform the
study of early Qing yimin identity, and by extension, the subjectivity of other writing people
during that period. The profound trauma of the transition notwithstanding, as a rhetorical stance,

the identity of a nostalgic remnant subject (yimin & [X;) carried significant cultural capital in the

game of self-representation. There was more than a little continuity between the late-Ming
phenomenon of educated men giving up pursuit of official success to try their hand at making a
living and the yimin identity, which provided affirmation and solidarity in the decision not to
pursue an official career.”’ As the manifestation of individual expression—the expression of the
authentic feelings of a self—the rhetorical stance also carried on an old practice in a new guise.
Comparing the poetics of the late Ming to those of the early Qing, Wai-yee Li suggests that “the

‘revival of the ancients (fugu 125 is no longer a matter of imitating earlier poetic styles; it is

bound up with the project of preserving cultural continuity against all odds. By the same token,
the ideal of individual expression, on one hand, is criticized for self-indulgence and, on the other,

»32 Besides the old literati ideal of

takes on the urgency of political and historical self-definition.
authenticity, the yimin self also had points of continuity with the “glorification of obsession” that

Judith Zeitlin has tied to “late Ming romanticism and individualism.”*® She presents obsession as

a path to self-realization that was bound up with the subject, effacing the object of the obsession

31 Kai-Wing Chow, Publishing, Culture, and Power in Early Modern China (Stanford: Stanford
University Press, 2004), 100-08; Meyer-Fong, Building Culture in Early Qing Yangzhou.

*2 Wai-yee Li, "Introduction," in Trauma and Transcendence in Early Qing Literature, ed. Wilt L. Idema
(Cambridge: Harvard University Press, 2006), 97.

53 Judith T. Zeitlin, ""The Petrified Heart': Obsession in Chinese Literature, Art, and Medicine," Late
Imperial China 12, no. 1 (1991).
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»>% Facing the profound loss of

in a cycle of “desire, possession, loss; desire, possession, loss....
the fall of their dynasty, yimin turned to self-expression that was not so different from this. Many
yimin wrote many poems identifying with the figure of the abandoned courtesan, giving voice to
their feelings through their representations of helpless abandoned women in a sympathy that, like
obsession, erased its object and enhanced the sense of self of its subject. In another article,
Zeitlin has shown how in the wake of the fall of the Ming, lost texts and anxiety about the
transience of writing were conflated with the dead bodies of women.” Wai-yee Li has also

written about how yimin identified with the figure of the loyal woman in early Qing drama.>® I

n
both of these senses, the male identity of the yimin seems to have found its expression in
identification with and erasure of the image of the abandoned woman.

The gender of yimin is important for the study of Li Yu’s writing because of its
association with the late-Ming cult of ging, which gave deep feeling and an identification with
love charge over life and death. Just as ging is absent from Li Yu’s writings, so he did not
identify with the yimin contingent.”’ This has important implications for Li Yu’s treatment of
gender. As Dorothy Ko has argued, the increase in women’s literacy and interest in their writing
was accompanied by a sense that women’s writing was suited to a more authentic expression of
qing (feeling) than men’s. “In itself, [the cult of ging], however, did not challenge gender

stereotypes—woman as an emotional and temperamental sex. In fact, the cult of ging often

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

> Zeitlin, ""The Petrified Heart': Obsession in Chinese Literature, Art, and Medicine," 16.

> Judith T. Zeitlin, "Shared Dreams: The Story of the Three Wives' Commentary on the Peony Pavilion,'
Harvard Journal of Asiatic Studies 54, no. 1 (1994), 143-48.

* Wai-yee Li, "Heroic Transformations: Women and National Trauma in Early Qing Literature,"
Harvard Journal of Asiatic Studies 59(1999).

°” Hanan, The Invention of Li Yu.
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¥ Just as male yimin subjectivity depended on

attributes were valued more highly than before.
both particular kinds of representations of women and the participation of women in particular
ways, so any representation of male subjectivity is bound up with the place of the feminine in it,
and calls for different kinds of participation by women (even if this is their erasure or absence).
What did gender relations look like in Li Yu’s post-ging world with its denial of “matters of the
heart”?

Li Yu’s “personal conduct”—largely construed in his attitude toward and relationships
with women—has been a common sticking point in modern literary analyses of Li Yu, from Sun
Kaidi to the present. So much of Li Yu’s representation of gender and sexuality feels familiar to
humanists—his tolerant portrayal of same-sex marriage, the strong and clever women who
populate his stories, his insistence on moderation in sex—that it is easy to assume that Li Yu’s
values are modern values, and to characterize his attitude toward sex and gender as
down-to-earth. Yet as Hanan and Hegel (in his review of Invention) both point out, such
characterizations prove, to them, incompatible with Li Yu’s writing about his own concubines:
“the thought that this guilt-free Humbert Humbert was living in a China of like-minded men will
not ease the reader’s embarrassment,” Hanan writes when revealing the young age of Li Yu’s
concubines, concluding that “there is a gap between him and ourselves that cannot be bridged.”’
The same gap persists in Hegel’s critique, when he concludes, “it is probably safe to say, given

the mores of his day, that Li Yu was generally a conventional male chauvinist in his personal

*¥ Dorothy Ko, Teachers of the Inner Chambers: Women and Culture in Seventeenth-Century China
(Stanford: Stanford University Press, 1994), 111.

* Hanan, The Invention of Li Yu, 99. See also Hegel, The Novel in Seventeenth-Century China, Chapter
One.
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»69 Rather than judge Li Yu by modern standards of monogamy and gender equality, we

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

A recent dissertation has suggested that Li Yu parodies the unrecognized tragic beauty in
his fiction in order to mock the literati who identify with her.®’ It may be going too far to say that
Li Yu intends to mock the reader here. Rather, it is enough for him to show his ingenuity at
revealing to the reader something about himself and his assumptions that he had not realized—in
this case his assumptions about women and his easy recourse to them in envisioning his own
subjectivity. Often the assumptions and the fictional tropes that Li Yu overturns in his stories are
related to gender, and perhaps more particularly, to bodies. In his analysis of containment in
seventeenth-century fiction, Keith McMahon draws on Bahktin’s concept of grotesque realism,
or the narration in the novel of the degradation of the body that has the power to regenerate a
social system.®” McMahon points especially to the strategic use of interstices in the causality of
narrative sequences, as in when a character goes to urinate, and throughout his study, he details
the extent to which the fiction of this period describes bodies in very graphic detail.** Paying
more attention to gender difference, Susan Mann has noted that the fictional depictions of the

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

% Hegel, "Inventing Li Yu," 100.
6! Zhang, "The Game of Marginality: Parody in Li Yu's (1611-1680) Vernacular Short Stories," 125.

52 McMahon, Causality and Containment in Seventeenth-Century Chinese Fiction, 1. Bahktin opposed the
grotesque body to the body of the classic canon, which “was first of all a strictly completed, finished
product....the signs of its unfinished character, of its growth and proliferations were eliminated.”
Rabelais and His World (Cambridge, Mass.: M.I.T. Press, 1968), 29.

% McMahon, Causality and Containment in Seventeenth-Century Chinese Fiction, 20.
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menstruation), such as the pain of footbinding.** In the same vein, Maram Epstein has suggested
that in fiction women’s bodies were not suited to serve as a metaphor for the state, nor as the
ideal body of a Daoist immortal; rather, she writes, “whereas certain male characters have the
prerogative of transcending social convention in order to achieve a more natural state of

. . .. 65
authentic self-expression, women in literature have no such freedom.”

The examples she
provides are resoundingly negative. Against these representations of the body in fiction, Li Yu’s
stories, again, begin from the premise: what if what we thought before is not true? In addition to
Hanan’s discussions of these stories already mentioned above, some other recent studies take a
more critical approach to Li Yu’s fiction. These include Sophie Volpp’s insightful reading of the
representation of male same-sex marriage in a short story in the context of a more general
ethnographic mode of writing about curious sexual practices’® and Liangyan Ge’s analysis of
voyeurism and exhibitionism in Rou putuan, which explores the intimate metaphoric relationship
between sex and the examination system.’ Critical analysis of Li Yu’s representation of gender
in light of his resistance to both the cult of ging and Ming loyalism will join the conversation that

these articles have begun, and help us to conceptualize what was distinctive about his

representation of gender and bodies.®®

% Susan Mann, "Review," review of Misers, Shrews, and Polygamists: Sexuality and Male-Female
Relations in Eighteenth-Century Chinese Fiction by Keith McMahon; The Chinese Virago: A Literary
Theme by Yenna Wu, Harvard Journal of Asiatic Studies 57, no. 1 (1997), 269.

% Maram Epstein, "Inscribing the Essentials: Culture and the Body in Ming-Qing Fiction," Ming Studies
41(1999), 25.

% Sophie Volpp, "The Discourse on Male Marriage: Li Yu's 'A Male Mencius's Mother'," Positions 2, no.
1 (1994).

67 Liangyan Ge, "Rou Putuan: Voyeurism, Exhibitionism, and the 'Examination Complex'," Chinese
Literature: Essays, Articles, Reviews 20(1998).

% The edited volume Body, Subject, and Power in China suggests multiple ways of destabilizing the
notion of the body, which has led to intriguing new research on representations of the body in China.
Angela Zito and Tani E. Barlow, Body, Subject and Power in China (Chicago: University of Chicago
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Unlike many instances of fictional representation in the Ming and Qing period, Li Yu’s
fictional representation of gender and bodies is always bound up with his representation of
himself as omniscient and omnipotent author. That self-representation functioned as a brand
name, advertising an ingenious author of stories on the printed page. In a stark contrast to those
early Qing yimin writers who escaped a world they felt no longer had a place for them by
retreating to the page, Li Yu created and propagated his name by taking to the page and entering
the bustling commercialized urban world of Hangzhou. When we expand our analysis to
examine Li Yu’s fiction and drama in light of his practice—which includes publishing, garden
design, and theater direction—significant new aspects of his cultural entrepreneurship come to
light.

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

period.”" These studies have shown, among other things, the range of genres that were being

Press, 1994). Unfortunately, a more recent edited volume focuses solely on the modern period. Fran
Martin and Larissa Heinrich, Embodied Modernities: Corporeality, Representation, and Chinese Cultures
(Honolulu: University of Hawai'i Press, 2006).

% See, for example, Ko, Teachers of the Inner Chambers: Women and Culture in Seventeenth-Century
China; Brook, Confusions of Pleasure: Commerce and Culture in Ming China.

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

"' Widmer, "The Huanduzhai of Hangzhou and Suzhou: A Study in Seventeenth-Century Publishing; Oki
Yasushi KRB, Minmatsu Kénan no shuppan bunka BA7R{LE O H i SC1{t (Tokyd: Kenbun Shuppan,
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printed by particular publishers, and as such they invite us to consider the production and
consumption of books outside traditional generic categories. Shang Wei’s research on the
relationship between Jin Ping Mei and encyclopedias for daily use is a good example of this
approach.”” Tobie Meyer-Fong, Ellen Widmer, Suyoung Son, and David Pattinson, among others,
have studied the publication of edited volumes of contemporary writings in the early Qing, a
trend in which Li Yu played an important role.”” Robert Hegel’s study of the printing of fiction
has also shown that Li Yu was writing and publishing in the middle of a period in the history of
print that witnessed the great commercial success of both high and low-quality editions of fiction
and plays.” It is further of interest to my study that Li Yu began to publish his works only after
the fall of the Ming, when previously flourishing printshops in Hangzhou and Nanjing saw a
drastic reduction in numbers.” Based on research on Qing imprints, Cynthia Brokaw has
suggested that the centralized publishing centers of the late Ming gave way in the early Qing to

regional, localized production.”® Further research on Li Yu’s urban publishing during the early

2004); Lucille Chia, "Of Three Mountains Street: The Commercial Publishers of Ming Nanjing," in
Printing and Book Culture in Late Imperial China, ed. Cynthia J. Brokaw and Kai-wing Chow (Berkeley:
University of California Press, 2005); Suyoung Son, "Publishing as a Coterie Enterprise: Zhang Chao and
the Making of Printed Texts in Early Qing China," Late Imperial China 31, no. 1 (2010).

2 Wei Shang, "The Making of the Everyday World: Jin Ping Mei cihua and Encyclopedias for Daily
Use," in Dynastic Crisis and Cultural Innovation From the Late Ming to the Late Qing and Beyond, ed.
David Der-wei Wang and Shang Wei (Cambridge, Mass.: Harvard University Asia Center, 2005).

7 Tobie Meyer-Fong, "Packaging the Men of Our Times: Literary Anthologies, Friendship Networks, and
Political Accoomodation in the Early Qing," Harvard Journal of Asiatic Studies 64, no. 1 (2004); Widmer,
"The Huanduzhai of Hangzhou and Suzhou: A Study in Seventeenth-Century Publishing; Son,
"Publishing as a Coterie Enterprise: Zhang Chao and the Making of Printed Texts in Early Qing China;
David Pattinson, "The Market for Letter Collections in Seventeenth-Century China," Chinese Literature:
Essays, Articles, Reviews 28, no. Dec. (2006).

™ Hegel, "Niche Marketing for Late Imperial Fiction."
7> Chia, "Of Three Mountains Street: The Commercial Publishers of Ming Nanjing," 140-41.

76 Cynthia J. Brokaw, Commerce in Culture: The Sibao Book Trade in the Qing and Republican Periods
(Cambridge, Mass.: Harvard University Press, 2007).
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Qing will add to that ongoing conversation as well. Finally, in recent years, scholars have begun
to think critically about illustrations, and the implications of the interactions between texts and
images in reading practices.”’

In his later years, Li Yu broadened his practice to include garden design and theater
direction as well. His experience in these areas, broadly conceived, is recorded in his magnum

opus, the assemblage of topical essays, Xianging ouji [§[E 2 (1671). The several hundred

essays included in Xianging ouji are arranged under the broad categories of dramatic
composition and staging, appreciation of women, house and garden construction, furniture
arrangement, enjoyment of food and drink, and general well-being—all areas in which Li Yu had
practical experience and could confidently market his skills and services. To date, there has been
no systematic study in English of Xianging ouji, perhaps precisely because its idiosyncrasies can
only be understood with reference to Li Yu’s entrepreneurial experiments in the world and his
fictional and discursive experiments on paper.

That said, a number of recent book-length studies have brought Li Yu’s plays (especially
their metatheatrical elements) into conversations about theatricality on stage and in literature the

Ming-Qing period.” Patricia Sieber, in her insightful analysis of the primacy of the visual in Li

"7 Hung Wu, The Double Screen: Medium and Representation in Chinese Painting (Chicago, IL:
University of Chicago Press, 1996); Robert E. Hegel, Reading Illlustrated Fiction in Late Imperial China
(Stanford: Stanford University Press, 1998); Ma Mengjing /& &, "Ermu zhi wan -- cong Xiyou ji
banhua chatu lun Ming chuban wenhua dui shijuexing zhi guanzhu E-H 25t — — ¢ (FEREEC) MRETH
a0 BH HE R A B B R M 2 BT, Meishu shi yanjiu jikan 13(2002); Patrick Hanan et al., Writing
and Materiality in China: Essays in Honor of Patrick Hanan (Cambridge, Mass.: Harvard University
Press, 2003), Part II: Print Culture and Networks of Reading; Li-Ling Hsiao, The Eternal Present of the
Past: lllustration, Theater, and Reading in the Wanli Period, 1573-1619 (Leiden: Brill, 2007).

™ Volpp, Worldly Stage: Theatricality in Seventeenth-Century China; Jing Shen, Playwrights and Literary
Games in Seventeenth-Century China: Plays by Tang Xianzu, Mei Dingzuo, Wu Bing, Li Yu, and Kong
Shangren (Lanham: Lexington Books, 2010); Chun Mei, The Novel and Theatrical Imagination in Early
Modern China, Sinica Leidensia (Leiden; Boston: Brill, 2011).
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Yu’s writing on dramatic performance in Xianging ouji, recognizes that Xianqing ouji invites
analysis as a coherent work. She brings analysis of the text’s illustrations, instructions on
dramatic performance, and implications for gender into conversation with one another.” Given
the diverse contents of this singular text, it is not surprising that outside the realm of literary
studies, scholars in a wide range of disciplines have utilized portions of Xianging ouji (and to a
lesser extent Li Yu’s fiction and plays™) as important sources for studies ranging from furniture
(Clunas) to the history of footbinding (Ko), the history of medicine (Furth) to an analysis of
decorative objects (Hay) to the history of technology and gender studies (Bray).*' The diversity
of disciplines that have drawn on Xianging ouji attests to its unusual scope. But even more
important, many of these studies show that Li Yu succeeded in his attested goal of perpetual

. . . . . 82
innovation: in each of these areas, he wrote about things in new ways.

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

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

7 Patricia Sieber, "Seeing the World through Xingqing ouji (1671): Visuality, Performance, and
Narratives of Modernity," Modern Chinese Literature and Culture 12, no. 2 (2000).

% Charlotte Furth, "Androgynous Males and Deficient Females: Biology and Gender Boundaries in
Sixteenth and Seventeenth-Century China," Late Imperial China 9, no. 2 (1988); Ko, Teachers of the
Inner Chambers: Women and Culture in Seventeenth-Century China.

¥ See Craig Clunas, Chinese Furniture (Chicago: Art Media Resources, Ltd., 1997); Dorothy Ko,
Cinderella’s Sisters: A Revisionist History of Footbinding (Berkeley: University of California Press,
2005); Charlotte Furth, 4 Flourishing Yin: Gender in China's Medical History, 960-1665 (Berkeley:
University of California Press, 1999); Jonathan Hay, Sensuous Surfaces: The Decorative Object in Early
Modern China (Honolulu: University of Hawai'i Press, 2010); Francesca Bray, Technology and Gender:
Fabrics of Power in Late Imperial China (Berkeley: University of California Press, 1997).

%2 See especially Sieber, "Seeing the World through Xingging ouji (1671): Visuality, Performance, and
Narratives of Modernity; Ko, Cinderella’s Sisters: A Revisionist History of Footbinding; Hay, Sensuous
Surfaces: The Decorative Object in Early Modern China.
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literary production at the same time, writing and publishing on—and thereby tirelessly
commodifying knowledge about—all of his extra-literary endeavors. During and after his life, as
well as to a lesser extent during the preceding late-Ming period, others engaged in some of the
cultural activities he did to varying degrees, but none went so far nor had so broad a reach as Li
Yu.

In light of recent scholarship in literary studies and cultural history, and the studies of
publishing, gardens, visuality, and the body in China’s early modern period, I aim to take a broad
view in my analysis of Li Yu’s cultural production. I am convinced that the audacious author
who delights in novelty on the pages of his stories and plays cannot be disentangled from his
booming business of selling his cultural productions—the pursuit of cultural entrepreneurship.
Under the new Qing dynasty, Li Yu took advantage of the prospects of this unfamiliar world to
forge new opportunities for cultural production and distribution. In the early Qing, educated men
who had devised ways to cope with perennial failure in the exams during the late Ming had to
grapple with what to make of themselves after the transition to the new dynasty. Besides heartfelt
conviction, loyalism to the Ming was also a new option for men wishing to define their identities
apart from the official sphere; in the late Ming, many men, known as “mountain men (shanren)”
or “literary men (wenren)” had already given up seeking examination success to pursue other
trades.* The idea of cultural entrepreneurship allows me to rethink conventional dichotomies for
social status—Dboth between literati and merchants, and between those men who took official
positions under the Qing and the “remnant citizens (yimin)” of the Ming.

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

world he and his readers inhabited—to himself, to the reader, to other texts, and to the material

% Meyer-Fong, Building Culture in Early Qing Yangzhou; Chow, Publishing, Culture, and Power in Early
Modern China; Ho, The Ladder of Success in Imperial China: Aspects of Social Mobility, 1368-1911.
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world. He takes his readers on imaginative adventures in which he explores the possibilities and
limits of subjectivity and of embodied, sensory perception of the world in a way that cannot be
divorced from his own lived practice. Time and again Li Yu demonstrates for his audience new
ways of using objects, alternate modes of embodiment, possibilities for manipulating space, and
running through all of these is a fascination with the powers and limits of vision. Not only do his
writings in various genres make up an interconnected textual network, but those texts exceed the
page, constantly referring back to the everyday world, social networks, and even to their own
distribution.

I proceed by examining a network of texts centered on Xianging ouji (1671), as an
exploration of questions about subjectivity and ways of perceiving the world. I offer a new
contextual reading of Xianging ouji as an integrated literary and practical experiment by tracing
conceptual links among Li Yu’s projects that have heretofore been overlooked. At the same time,
my analysis will bring to the foreground Li Yu’s ontological project, which I argue was nothing
less than a re-fashioning of the world and a sometimes successful attempt to re-orient the people
in it. This is the first book-length study since Patrick Hanan’s Invention in 1988 to examine Li
Yu’s textual production in all genres together, and the first to systematically analyze their

publishing history based on extant Qing editions of these works.*

% I examined all of the Shunzhi and Kangxi period editions of Li Yu’s works in the National Library,
Peking University Library, Beijing Normal University Library, Shanghai Library, Nanjing University
Library, and the Jiangsu Provincial Library. I also located and reproduced the collected works of about
twenty of his closest friends and collaborators that were housed in these libraries. I compared four
Yisheng tang Z2E25 first editions of Xianging ouji. Two copies are housed at The Peking University
Library, one at the Shandong Provincial Library, and one at the Beijing Normal University Library. In
Chapter Two, I provide new information about early editions of Li Yu’s complete works, Liweng yijiayan,
published in a first collection, a second collection, and a combined edition, as well as details about some
of his other publishing projects. I also looked at all of the works that Hanan claims were spuriously
attributed to Li Yu. Hanan made his assessments about authenticity based on the voice, but the evidence
from the title pages of such works as Gujin chidu daquan and Qianwen qigu look to be produced by the
same publisher as his other edited collections and essay collections. I also looked at the first editions of
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I draw out a common thread runs through Li Yu’s cultural production: it is a mode of
innovation that tinkers with the form of literary genres, imagines new possibilities for the
medium of print, and brings gardens and theater into a single cultural space between writing and
practice. On the page, and in the world, he orchestrated situations in a range of media that would
teach people to see themselves and each other differently. In this dissertation, I bring together Li
Yu’s representation of the garden, theatrical performance, modes of looking, and bodies in his
texts in various genres. | take all of these categories to be historically specific discursive
constructions in which Li Yu engaged in new kinds of experimentation, and each of them is
intimately related to the negotiation of subjectivity.™

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

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

some of his plays, such as Fengzheng wu, noting that the quality of those early dramatic texts was far
inferior to the first editions of his later works out of Yisheng tang. This research has allowed me to
catalogue the locations and quality of all of the early editions of Li Yu’s plays, which I have included as
Appendix III.

% Roger Chartier, On the Edge of the Cliff: History, Language, and Practices, Parallax (Baltimore: Johns
Hopkins University Press, 1997); Catherine Gallagher and Stephen Greenblatt, Practicing New
Historicism (Chicago: University of Chicago Press, 2000).
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and sensory perception will also be of interest to scholars who are interested in the multiple
epistemological shifts that accompanied the global shift to modernity. My methodology, which
draws on recent literature in anthropology and art history, will be of interest to literature scholars
who seek to move beyond pure textual analysis to account for the circumstances of production
and circulation of the literature they study. Moreover, my study of this early modern moment
contributes to an ongoing dialogue among literature scholars, historians, literature scholars, and
art historians of China about the changes that informed this period of dynastic transition in the
early Qing. For example, in joining a discussion started by art historians of early modern China, I
argue that visuality was already a consciously and vigorously contested notion in
seventeenth-century China, an argument with implications for rethinking the common

assumption that visuality emerged only in conjunction with capitalist modernity.

Chapter Outline

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

text as distinctively his. I show how the value Li Yu created with his textual production
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translated into a new social network that would support him, so much so that in his later years he
was able to take his experiments off the page into the fields of garden design and theater
direction. I conclude with a critical introduction to Xianging ouji, which marks the culmination
and the synthesis of his innovations in all of these fields—Iiterature/print, garden design, and
theater production. I suggest that his commitment to innovation across media distinguishes him
from his contemporaries.

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

Chapter Three, “Crafting Everyday Social Spaces,” introduces Li Yu’s practice of garden
design and theater direction as linked projects that, when considered together, open up new ways

of thinking about both gardens and theater, which are often considered separately. Theater is an
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essential part of garden space in Li Yu’s writing. It makes many of the salient features of the
experience of the garden portable, while also enhancing and highlighting the social aspect of
garden space and it shapes the everyday experience of time and space in the garden. My
comparison of Li Yu’s writing on garden design with earlier descriptions of garden architects
shows that whereas garden design had previously been analogized to the art of painting, Li Yu
analogizes it to the art of literary composition. In light of this, I suggest that Xianging ouji is a
new kind of representation of the garden; I show how with it, Li Yu relocates the idea of “the
garden” to the interplay between the space represented in the form and content of Xianging ouji
and the everyday space of the reader.

In Chapter Four, “Lights, Vision, Action,” I examine Li Yu’s manipulation of vision in
various media, including his fiction, set design, and architecture. I show how in his fiction, he
worked actively to “show” perspective, turning gazes back on unlikely internal characters and
the reader alike. I bring these fictional narratives into conversation with Li Yu’s essays on
directing the visual experience by manipulating stage lighting, wall design, and windows in
Xianging ouji. With set design, I show how he uses light to direct audience attention to the
performance space, while also orchestrating a secondary spectacle to the performance by
designing a way to make the lamps appear to be moving on their own. With walls, I show how
he emphasizes their function to open up views of other interior spaces, and that when they do not,
he creates a spectacle on their surface that will engage the viewer instead. Windows open up
views and bring natural moving pictures into the home or (better) onto one’s boat. His
experiments suggest that movement and light—be it in the form of other bodies, the moving and
swaying of a boat, or the illusion of lamps that move on their own, not to mention theatrical

performance—are the essential ways to capture and hold audience attention. Li Yu sought to
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represent on paper interactive moving pictures of three-dimensional material world, with the
bodies in it looking at each other. Li Yu presents his readers with a new vision of the world,
refracted by multiple and intersecting foci.

In Chapter Five, “The Body Offstage,” I turn to Li Yu’s representation of the body in his
fiction and essays. I suggest that Li Yu takes issue with the tendency of other contemporary
discourses, like medicine and the cult of ging, to explain away the body without reference to its
singularity. He seeks instead to open up spaces for people to think about the meanings they make
of bodies, including their own. I begin by showing how in Xianging ouji, Li Yu plucks the body
from the grasp of medical knowledge and treatment, asking people to reconsider “health” and
their experience of their own bodies. Shifting to fiction, I show how he tested the nature of
physicality and the malleability of the body by depicting people experimenting on their own
flesh. He also told stories about what physicality would look like if bodies were exchangeable
and available for purchase, which drew the reader’s attention to the place of the body within the
logic of commodity exchange. Finally, I turn to Li Yu’s representation of the purchased female
bodies that take center stage in Xianging ouji, and show how he, in a fascinating denouement,
stumbles against the limits of his experimental methodology (to commodify and profit from his
innovative designs for improving the everyday). He unpacks the body, describing and judging all
of its physical characteristics in intimate detail. In doing so, he also locates something beyond his
reach, something present-but-hidden in the difference between the body and all of the other
things he subjected to his innovative manipulations, including the characters in his stories. It is a
quality of sustained and delightful unpredictability—a surprising movement, an inscrutable scene,
a glimmer of spirit. Central to this quality is the delight of being a body among others—a body

that, though commodified, nevertheless exceeds representation.
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CHAPTER ONE

Between Writing and Practice

Who would ever have expected the Creator’s ingenuity to be a hundred times
greater than man’s? It’s as if he had deliberately combined these events so that
they could be turned into a play or story—uniting the two couples and then
separating them, separating them and then uniting them, at a prodigious cost in
mental effort! This plot rates as novel and ingenious to an extraordinary degree!
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Li Yu, 1658"
Laozi’s doctrine teaches retreat from the world and the practice of inaction; Li
Yu's doctrine teaches how to live at home and occupy oneself. These two

teachings exist side by side, so whether you rove within or outside your home,
there is nowhere you cannot go.
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Li Yu, 1671%

During the first four decades of the Qing dynasty (1644-1911), Li Yu 2%} (1611-1680)

experimented with fiction, publishing, playwriting and directing, garden and interior design. His
prolific creative output is marked by imaginative and down-to-earth inquiries into the potential
of the people and the world around him. In the course of a couple lines, as above, he could cause
readers to pause and puzzle over his unpredictable claims: his narrator (frequently equated in
name with the author himself) speaks directly to readers, asking them how the Creator could

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

8 LiYu 24, 4 Tower for Summer Heat, trans. Patrick Hanan (New York: Columbia University Press,
1998), 245.

Y Li Yu 254, Xianging owji H1 B8 5T, Li Yu quanji 25248 (Hangzhou: Zhejiang guji, 1992), 339.
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fictionality of the text, however, works against this statement, and points to the ingenuity of the
text’s author, Li Yu, who is the real mastermind behind the carefully crafted plot. Yet there is
more: it is hard to miss Li Yu motioning upstairs to the Creator, cheekily suggesting that there is
nothing behind the curtain. The story, and perhaps our story too, may be just a story. Li Yu spent
his life drawing new stories and possibilities from the world around him, in narrative and
dramatic form, but also in his designs for manipulating the material world, physical bodies, and
perspective. The stories he came up with sold well and made his one of the best-known names of
the period.

Li Yu’s skepticism about grand narratives of fate and the Creator, as well as claims that
he assists the Creator in manipulating the natural world, pervade his writing. Upon the death of
his father, the nineteen-year-old Li Yu refused to participate in the customary evacuation of the

home for the “soul’s return” (huisha [5]2%), reasoning, “If my father does not have a soul, there is

no need to avoid it; if he actually does have a soul, then it is likewise inappropriate to avoid it. &
FESREIR N > [HEsA S » BI AR E#E” * Instead, the precocious teenager, now fatherless,

stayed at home, took out a brush, and argued his position on paper. In doing so, he created a self

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

way, with brush in hand, concocting ways to entertain people, new uses for ordinary things, and

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

opportunities for cultural production he forged in the urban centers of the early Qing. I also touch

% Li Yu 223, Liweng yijiayan 5 55—5 =, 1-2, 2. Some scholars have associated Li Yu’s attitude with
the modern tendency to disbelieve superstition, but it seems to me that it could just as easily refer to the
Confucian imperative to focus on the living. For the former position, see Li Yu Z=iffi, Liweng yijiayan 57,
FH—F 5, 1-2,2; Zhong Mingqi $#83%F, "Li Yu fangqi keju kaoshi chengyin shuobian 2= N2 %
K RERHE," Zhongguo wenxue yanjiu 4, no. 4 (2010).
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on contemporary debates about social status and its markers, an issue that had been complicated
by the fall of the Ming and the resultant retreat of many leading cultural figures. This
introduction to Li Yu’s creative and profitable endeavors lays the groundwork for my larger
argument that experimenting in several distinct cultural spheres fuelled Li Yu’s creativity in each
of them. Reading Li Yu’s writing together with his practice gives a more complete picture of
what he made of the time he had. I suggest that this organic cultural entrepreneurship facilitated

shifts in notions of representation and of value in the early Qing.

Failed Exams, Failed Reclusion: The Birth of an Entrepreneur

Li Yu’s background makes him a uniquely well-documented example of what, short of
taking up the family trade of selling medicinal herbs or pursuing an official career, were the
possibilities for cultural production and social negotiation for a brilliant and well-educated young
son of well-to-do merchants under the new Qing dynasty. Li Yu was born into a merchant family
in Rugao, Jiangsu province in 1611. His father and uncles, natives of Zhejiang province, were
doctors and pharmaceutical venders. The family had resided in Rugao for several generations,
where business was more lucrative than in their relatively out-of-the-way ancestral village, Xia

Li cun EZ2F} in Wuzhou ZZJ| (near modern Lanxi in Zhejiang province). The family had not

produced a successful scholar for more than nine generations, and the clan’s genealogy noted
that, “Many of this clan are merchants who go away on business; about two-thirds take up
lodging away from home.” Li Yu, however, was a precocious child, and his family saw in him

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

¥ Longmen Lishi zongpu FE['IZ2 K 5258, cited in Huang Guoquan 7% 52 5, Yasu zhi jian: Li Yu de wenhua
renge yu wenxue sixiang yanjiu TS Z [H: 2= R S AHS B SCER FEEIFSE, 4. Li Yu’s father and
uncles are included among the ranks of these departed merchants.
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given a classical education. In 1633 or 1634, when Li Yu was 23 or 24 sui, he returned to his
ancestral village to complete final preparations for his first examination. He passed the

county-level civil examination (tongzi shi E-T-£,) in 1635 with distinction in the Five Classics,
attracting the attention of Zhejiang’s Vice Education Intendant (Zhejiang tixue fushi 4, THEE2 Gl
{#), Xu Zhi ¥¥3, who printed Li Yu’s examination paper and circulated it widely.”® Despite Li

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

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

PHH) and literati (wenshi ). Xu Zhi’s support and promotion probably gave Li Yu real hope

that his early success was a promising start to an illustrious official career as a literati-official.
Later, well known as a popular author, playwright, and bon vivant, who enjoyed fame but no
official recognition or the celebrated status of a loyalist to the fallen Ming dynasty, Li Yu would
have to negotiate the disparaging remarks of some of his contemporaries throughout his life. Xu
Zhi’s favor, even forty years later, persisted as a reminder of what a “normal” career might have
been like, of what it might have been like for Li Yu to have made a name for himself in a more
orthodox fashion. Thinking back on this man in his old age, Li Yu wrote,

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

% The Five Classics are the Odes (Shijing 554%), the Documents (Shujing Z4%), the Rites (Liji 14=0), the
Changes (Yijing 55%%), and the Spring and Autumn Annals (Chungiu 5FX).
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they don’t know that in fact it began when I had just passed the county examination and
was admitted to the government school; the favor I received in my ascent was due to the
good words of one man [Xu Zhi].”*"!

TZEHEEY > HEES > BIAKRAFHEE - A8 WE A 2 thEn - A~
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Li Yu’s first taste of fame, then, was for his mastery of the classics at a young age. Even as he
neared his late twenties, he was still engaged in the studies that would prepare him for an official
career.

Li Yu’s father had passed away in 1630, and his mother in 1642, leaving him alone with
his young wife as the Qing conquerors slowly laid hold of the land. As the fighting escalated in
the southern region, Li Yu took his family and fled his residence in Wuzhou: “During the
disturbances of 1644 and 1645,” he wrote, “although I took cover in the mountains, I nonetheless
entered the city from time to time. It is most fortunate that only after I had moved my family, my
home was burned; just after I left the city, the city fell.””> When the fighting subsided, he found

himself without recourse and accepted an offer to take up lodging with Xu Xicai ZF#5%2, the

assistant prefect of Jinhua (in modern Zhejiang province), who provided him with a clerical
position.”® These uncertain years of dynastic transition would mark the only time in the
adventurous and unpredictable career that was to follow that Li Yu would take up long-term

residence in another’s home.

' Li Yu 2534, Li Yu quanji 2825, 19.8.
2 Li Yu 2534, Li Yu quanji 254, 19.15.

5 “Luanhou wujia zanru Xu sima mu BL1& 58 A5 EE,” in Li Yu 2534, Li Yu quanji 2%,
2.162.
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While at Xu Xicai’s, Li Yu attempted to buy a plot of land near his ancestral village,

Xia-Li Village, wishing to live out his days in reclusion. He wrote of his frustrations in “A Failed
Attempt to Purchase Yi Hill #eiEF LLIFIZEARZ.”

I intended to construct a thatched cottage next to my ancestors’ burial grounds under the

vaporous sky/ Door opening onto crystal river, bridges linking country fields; stove near

the clear stream, bamboo guiding the spring/ As to making ends meet, I still worry about
lacking shelter and grain/ but how is one to get money to spare when retiring from public
life [lit. “buying a mountain”]?**

B N IREE - MR RAEE - PIRS/ KEEE - HATERITS 2R - MR
i - HILAYS A EREE.

The phrase Li Yu uses here to indicate retirement from public life—"“buying a mountain”

(maishan H 1])—dates back to the Jin dynasty, when the monk Zhi Dun 37 #& was ridiculed for

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

owns a mountain.

" Li Yu 23, Liweng yijiayan 55 —F =, 1-2, 2.148.

% In Liu Yiqing’s (403-444) A New Account of Tales of the World (Shishuo xinyu tH33373E), the story
goes that the monk Zhi Dun 7 %& (styled Daolin #E#K) once approached the monk Zhu Qian through an
intermediary to purchase Yang Mountain from him. Zhu Qian replied, “I have never heard of Chao Fu or
Xu Yu purchasing a mountain for their hermitage.” Cited and translated in Liu Yiging £/3% &, Jun Liu,
and Richard Mather, 4 New Account of Tales of the World: Shih-shuo Hsin-yii, trans. Richard B. Mather
(Ann Arbor: University of Michigan, 2002), 412-13. In the Record of Eminent Monks (Gaoseng zhuan 15
i {£), there is another version of the anecdote, in which the monk replies, “If you want to come, I'm
always glad to give it to you. Who ever heard of Ch’ao Fu or Hsii Yu purchasing a mountain for their
hermitage?” Huijiao £ ¢, Tang Yongtong % ¥, and Tang Yixuan % — 22, Gao seng zhuan 5 {414,
Zhongguo fojiao dianji xuankan (Beijing: Zhonghua shuju, 1992). Incidentally, Li Yu also includes a
reference to this expression in his rhyme primer, Liweng duiyun 5 45%1#5. One of the rhymes goes: “The
price of wine, the expense of buying a mountain Jiti}F{5 » H([&.” Li Yu 2=, Li Yu quanji 226,
18, juan 4, 'Y5Z, no. 2. 532
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By the Ming period, this expression was commonly used to indicate reclusion, but Li Yu
includes an explicit reference to the cash transaction involved, emphasizing the real cost of living
in reclusion during lean and uncertain times. Li Yu’s poems on his villa at Yi Hill, a residence he
built near his ancestral village in the 1640s, indicate some of the realities of living in an actual
rural retreat, including land cultivation. What is most remarkable about these descriptions is how
unremarkable they are, lacking the wit by which we recognize Li Yu. Rather, the poems show
him writing himself into a long tradition of scholars retreating from official service. He refers to

himself as a “literate farmer (shizi nong #%FF),” and discusses such topics as irrigation for
fruits and vegetables (“lugging an earthen jar is too doltish, while a machine is too contrived
ZE A T5”).” In another poem called “Constructing a Garden (Zhipu ;&[f]),” he

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

I can’t become an old farmer, but tending a garden might provide some amusement.
I’'m willing to be belittled by Confucius for following Fan Xu’s example.’’

ERATME - HFEEELR -

Viandy R=) SE 37 A
BERRE o BFRESE -
Fan Xu #2/H (also Fan Chi #£#%) was one of Confucius’ disciples who asked Confucius about

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

and called him a petty man (xiaoren /)N \) for concerning himself with such trivial matters rather

% “Yiyuan shibian FE{E,” in Li Yu 253, Li Yu quanji 234, 2.311.

T Li Yu 2534, Li Yu quanji 255, 2.267.
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than focusing on governance.” While at Yi Garden, Li Yu was cultivating both edible vegetables
and an image of himself as a participant in a long tradition of reclusion and refusal to serve the
government. Given his recent sojourn with Xu Xicai, there is probably also a renewed sense of
independence here, and a sense that rustic pleasures are far superior to dependence.

Li Yu’s friend Wu Xiuchan Z{ZHE, and likely most contemporary readers, understood Li

Yu’s description of his rural residence in the context of archetypal examples of reclusive living.
Wu commented on this poem: “Is this [Wang Wei’s] Wang River? Is it [Tao Yuanming’s] Peach
Blossom Spring?” We know from his poems and correspondence that although Li Yu would
think back on his time at Y1 Hill fondly later in life, in fact he and his family were constantly
struggling to feed themselves.”” Whatever the reality of Li Yu’s circumstances at Yi Garden may
have been, here and elsewhere, he linked the garden discursively to Wang Wei’s idyllic rural
retreat and Tao Yuanming’s utopian agrarian village. Li Yu presents the production of his garden
as a potential amusement, and therefore categorically distinct from the difficult work of
cultivating grain.

Li Yu ultimately remained at his garden residence only three years—around 1650, he left

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

% Lunyu 3%EE, 13.4. For the English translation, see Confucius and Edward Slingerland, Confucius

Analects: With Selections from Traditional Commentaries (Indianapolis, IN: Hackett Publishing
Company, 2003), 140.

% When Li Yu purchased the mountain in the wake of the Manchurian conquest, he had expected to
remain there for the rest of his days: “I mistakenly assumed I would possess the mountain for a long time;
who would have thought that lean years would follow the turmoil of war? [My family’s] eight mouths
cried out in hunger, so I took note of everything I owned and sold it to others.” Li Yu Z=3f, Li Yu quanji
A5, 1.129.
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village) or a controversy related to his first southern drama (chuanqgi {35), Lian xiang ban %%

£ (Women in Love), which he published in 1651.'%

Selling a Mountain

As Li Yu made preparations to move his family to Hangzhou around 1650, he was
grappling with what it would mean for him to put the property that he had worked so hard to
obtain up for sale. His first play completed, he found himself attempting to sell the “mountain”
he had struggled to procure where he had made his reclusive home for three years. Unlike the
term “buying a mountain” which was understood to mean going into reclusion, “selling a
mountain” was a new play on words, that, read against “buying a mountain,” should have
implied “giving up reclusion.” Li Yu addresses the question of whether and how a mountain can

be bought and sold in his “Deed of Sale for a Mountain (Maishan quan & 11%5)”:

Can a mountain be bought, or can it not be bought? If it cannot be bought, then how does
he who does not have a deed possess property (ye £)? If it can be bought, how is it that
he who has a deed does not have enduring rights to property (changye & £)? On what
basis do I put forth these two propositions after all? I will tell you: “A mountain can be
bought, but it cannot be obtained by amassing copper and silver coins. Coins can procure
its trees and stones, but they cannot alter its spirit; they can purchase its physical body, but
they cannot alter its name. On what do I rely to make this claim? I will tell you: I rely on
the lofty integrity of my peculiar ways, and on my elegant verses. Their value is
considerable, such that even when this mountain changes names, this expense of spirit can
bring it back in the end; although time passes and brings with it great changes, [this
mountain] will not have two masters.'"’

7 ; Yu moved to Hangzhou sometime between 1648 and 1657. There remains some discrepancy among

scholars regarding the precise dates of Li Yu’s movement among Lanxi, Hangzhou, and Nanjing after the
fall of the Ming, and much of the evidence they rely on is based on indirect sources. Conflicting evidence
has been discussed in detail elsewhere, so [ will not rehash it here. For a synopsis of evidence regarding
these moves, see Hanan, The Invention of Li Yu, 216, n. 37; Chang and Chang, Crisis and Transformation
in Seventeenth-Century China: Society, Culture, and Modernity in Li Yu's World, 115, n. 78.

Vi Yu 2, Li Yu quanji i35, 1.128.
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Li Yu’s early musings on the nature of ownership that names and deeds could claim assert the
power of the printed and disseminated text over the circulation of commodities acquired by
cash.'® Li Yu spilled a fair amount of ink recording his attempts to purchase the hill in the first
place, the various “views” by which he established his ownership of the estate, and even
accounts of his and his small family’s labor there. Faced with losing the physical place, Li Yu
drew on a long tradition of confidence that the dissemination of writings would mark the place as
his rather than as belonging to whomever the current owner might be. Stephen Owen has

(133

suggested that such “‘ownership may be understood as a cultural and discursive phenomenon as

103 1 - .
7”7 L1 Yu’s declaration of

much as an economic phenomenon; [...] it is the production of value.
his right to ownership of this mountain even as he sold it made this point explicit.
This deed spells out and superimposes over the actual land an alternative, cultural

landscape in which Li Yu can create value at will. After listing a number of well-known

associations of particular mountains with illustrious historical figures like Su Shi &fifil, and Wang
Xizhi =287, he continues:

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

192 Stephen Owen has traced the emergence of writers “buying a hill for the sake of the literary experience
of the hill, an experience to be published and passed on” to the mid-Tang, suggesting that beginning at
that time “to possess a singular style or a text that memorably represents an experience or a place is a
more secure means of transmitting ownership to the future” than the less stable possession of land.
Stephen Owen, The End of the Chinese 'Middle Ages': Essays in Mid-Tang Literary Culture (Stanford,
Calif.: Stanford University Press, 1996), 31, 33.

1% Owen, The End of the Chinese 'Middle Ages': Essays in Mid-Tang Literary Culture, 33.
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associated]—it is not that they only know after inquiring. Although wealthy men and
ranked officials can pile up gold as high as a mountain, and though they use their power to
shoulder the mountain and walk away, they will still not be able to erase the names of
those who came before them and replace them with their own names. Although the
current owner may replace the previous one, he is little more than a hired clerk or garden
keeper, there to preserve traces of the past. If he were to say to people, “This mountain
belongs to me,” who would think it so?'**

R E LB DURMEIC S - SCHR A > BRI R - HE HE % o MR
THULT - JIREEZIMAE » &AREHFI A Z LR > LIC 4 - BIBEEEIERE » IR
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With these lines, Li Yu places himself and his humble mountain estate among the ranks of some
of China’s best-remembered recluses. At the same time, he sides with the cultured sensibility that
there is much that money does not suffice to purchase, and that the wealthy, no matter how much
cash they shell out, cannot compete with established fame, won by literary legacy. As he wrote
these words, Li Yu was attempting to establish such a name for himself, associated with this Yi
Hill where he had for three years made his home, and one that would overdetermine the site so
much that it would outshine all future economic exchange. In selling, and not selling, Yi Hill, Li
Yu leaves a part of himself in reclusion, and he will capitalize on his identity as a recluse for the

rest of his days. After all, the two names by which he was most commonly known, Fisherman Li
(Z23f1) and Straw-capped Old [Fisher]man on the Lake (4%:45), mark him above all as a recluse.
When Li Yu took these names, he was technically a recluse, and nominal reclusion would remain
part of his identity for the rest of his life. When he decided to sell Yi Hill, he knew that he would
need to find a way to create a persona that would sell even as he left the countryside for

Hangzhou.

10 Yu 2, Li Yu quanji i35, 1.128.
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What is especially worth noting is the shift between Li Yu’s writings on the estate while
living there and this jesting yet emphatic deed that he makes as he faces the loss of the physical
place. His poems describing the various “views” within his estate certainly lend distinction to the
land, but they contain little of the wit and imaginative spirit that characterizes the majority of his
literary production. It is not until he is faced with losing the land that Li Yu has writes of his
estate in a voice that is distinctively his own—it is funny, confident, and meticulously reasoned.
He gets our attention, not as the owner of a mountain, but as the “true” owner of someone else’s
mountain. In fact, perhaps such a loss, or displacement, was an experience without which his
voice could not have been created. There would have been nothing compelling or memorable
about him claiming what was clearly already his. Rather, this identification depends on a
distance from the thing possessed. This creation of value, and declaration of ownership translated
into real results: as he left the mountain, he moved to Hangzhou where he would sell his writings
to make a living, and it was a mode of writing that he would develop throughout his life.

As Li Yu insists on the value of literary representation over land ownership, he is not
only resisting the sale of his mountain to someone else, he is also declaring his confidence in his
ability to “produce value” by laboring with his brush. Later he would make a living selling
copies of his writings, which would be linked by the name he made for himself by first laying
claim to places like this.'” As a window onto Li Yu’s early ideas about profit and the value of
cultural production, this passage demonstrates that Li Yu was already thinking carefully about

the relationship between literary production, fame, and economic exchange. With his cultural

195 At the same time, the phrase “[this mountain] will not have two masters” recalls one of the most
pressing issues of Li Yu’s day: the fact that those who sought official positions under the Qing by not
committing suicide or remaining in reclusion would be designated turncoat officials (erchen 7\F2). By
laying claim to long-term property rights over his mountain, Li Yu is also reassuring himself that giving
up reclusion is not tantamount to serving under the Qing.
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production, Li Yu sought to create products that would create value were there had been
none—ideas, plans, schemes, and stories associated with his name—and sell them for a profit.
The fruition of this project was to take shape in Li Yu’s cultural entrepreneurship and his
commodification of just this sort of cultural product—the cultural meaning of a hill, or any place;
an arrangement of rocks, or of flowers; the design of a window or a chair.

Near the end of this essay, he wrote,

These days, when people acquire a little object, they are compelled to write in its crevices,
“such-and-such a year/month/day, purchased by so-and-so,” in order that other people
cannot seize it and claim it as their own. How much more for a hundred-mu hill? I have
written poems on my Retreat at Yi Hill and included them in my collected works, which
have been distributed far and near. If someday someone were to pass by here and say, “Is
this not Li’s mountain?” how could the new owner not be angry? One would have to

circle the sunny side of the mountain and search out poems, ensure that they are stranger
and more remarkable than mine, grant them long life by carving them onto printing blocks,
and distribute them among the people. Only then will an observer say, "Y1 Hill does not
belong to Li [Yu] anymore, he sold it to someone else."'*
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Here, Li Yu is talking about inscribing a particular place with his mark—the moment in, or
period of, time and his name.'®” He reasons that the spirit of the mountain will change owners

only when someone else has trumped his description of the place, published and disseminated.

13 Yu 2=, Li Yu quanji 253048, 1.129.
"7 In comparing his mark on the mountain to the name and date inscribed on objects, Li Yu is
participating in a culture of marking objects that was new in the Ming dynasty. See Craig Clunas, Empire
of Great Brightness: Visual and Material Cultures of Ming China (Honolulu: University of Hawai'i Press,
2007), 22, 50-1. The marking of objects with a reign period had begun in the late fourteenth century, and
had become common by the early fifteenth century. This practice not only gave “time a visual presence,”
but it also shifted the value of objects from the visible and tangible qualities of materials and
workmanship to the value of the inscription on its surface. Just as the value attributed to works of
calligraphy and painting had long been tightly bound up with the signature of the author of the work, so
now were objects marked with a signature that would guarantee their quality and value.
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The kind of ownership implied here is again one that is outside the realm of economic exchange
in the sense that it cannot be purchased with silver or cash, but must be created out of a person’s
ingenuity. Significantly, however, what can be purchased with cash, is that literary
possession—yviewing rights, or commodified knowledge about, Li Yu’s ideas and designs. Later
in his life, Li Yu would expand the scope of his claims to ownership of this particular hill’s spirit

(jingling }53%) to include the texts he authored, gardens, the stage, the interior of homes; as well

as to material objects, human bodies, and technologies re-imagined through his designs.

Producing Culture in the Early Qing

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

Ingenious Finale (Qiao tuanyuan T5[&|[8]), published in 1668, is unique among his plays and

short stories for its explicit depiction of the Ming-Qing dynastic transition.'®® In his
dramatization of the events of the recent past, Li Yu has an older character impart practical
advice about the sort of work a young man should pursue in times of crisis. In the play, Yao
Dongshan, a former official of the Ming who has gone into reclusion in the Qing, played by the

older male role (xiaosheng /[\“F), spells out for a diligent young student, Yao Ji, just why it is

1% A5 Szekely has pointed out, although this chuangi play was adapted from one of Li Yu’s short stories
(“Tower of my Birth” Shengwolou £ Ff#), published ten years earlier in 1658, that story was nominally
set in the troubled Southern Song. Lenore J. Szekely, "Playing for Profit: Tracing the Emergence of
Authorship through Li Yu's (1611-1680) Adaptations of his Huaben Stories into Chuanqi Drama"
(University of Michigan, 2010), 184.
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unwise and impractical to bury one’s head in books during a dynastic transition, presenting him

instead with so

Yao Ji:

Yao Dongshan:

Yao Ji:

. . 109
me more practicable career options:

If it is true [that during troubled times, pursuing book learning is impractical],
then what’s the use of reading books? There’s just one thing: what can we

students (xiucai) do besides reading books?

In times like these, there are only three sorts of person one should be. First are
fortunetellers; the second are artisans; the third are merchants.

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

Yao Dongshan: Living in such troubled times as these, when one encounters bandit armies, it is

IINEE

IINAE

enough just to get away with one’s life. One cannot bring land or any personal
belongings along. Other people, even if they manage to get away with their lives,
when they have lost their property, they will starve to death anyway. But for
fortunetellers and artisans, their craft [jishu] serves as their property. They store
it in their bellies and can depend on it to seek out sustenance anywhere they go.
This is why they are considered the best and second-best sort of person to be.
As for those who become merchants, they tend to become accustomed to trade,
as they travel throughout the land, they take note of the terrain and the local
customs; they know at which spots one can evade the army, and where one can
flee from danger. When they find themselves in imminent danger, they simply
take their wives and children along with them. If they have even a few taels of
silver as capital left over, they can still manage to earn a living. Although this is
the lowest sort of person, anyone can do it, and without losing their dignity. So,
I ask you: have you studied any fortunetelling or craft?
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For a discuss

ion of these lines and the adaptation of Li Yu’s story “Shengwo lou” into this play, see

Szekely, "Playing for Profit: Tracing the Emergence of Authorship through Li Yu's (1611-1680)
Adaptations of his Huaben Stories into Chuanqi Drama," 176-89. See also Ying Wang, ""Homing Crane
Lodge' versus The Story of a Palindrome: Different Ways of Redefining Qing and Employing Inversion,"
New Zealand Journal of Asian Studies 6, no. 1 (2004), 157.
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This dramatic portrayal of the dilemma educated young men faced during uncertain times depicts

various social roles and the implications for those who take them up. Yao Dongshan’s lecture

takes a jab at xiucai 75/, those young scholars who excel at book learning but prove helpless

when faced with the task of supporting themselves. Most interesting, perhaps, is the way that he

links scholar status to land and personal property (tianchan jiasi FHJzE 22 %)), suggesting that

without this capital, the scholar is for all practical purposes no longer a scholar. Scholars, here,
more than any other group, are linked to, and utterly dependent upon their homes, families, and
accumulated possessions (not least the cap and robe that mark them as scholars in appearance).
In this sense, Li Yu has Yao Dongshan suggest (with a pragmatism that echoes Li Yu’s own),
they are the least equipped to survive in the chaotic world of the dynastic transition. By contrast,
Yao locates the personal property of fortune-tellers and artisans inside their bodies, not in their
external appearance or material possessions. If they can escape with their lives, he says, they can
convert their embodied potential capital—skills and knowledge actually stored in their
bodies—into economic capital and the basic necessities for life. Likewise, a merchant
accumulates capital in the form of knowledge of the land and the people through his eyes, and
stores it within his body. Because of his familiarity with the land, he is better equipped than
fortune-tellers and artisans to survive during times of crisis. While the occupations of fortune
teller and craftsman both require study or training, that of the merchant, according to Yao,

requires only familiarity with the land. In this familiarity lie both its success (which is the ability

"OLiYu Za, Li Yu quanji i35, 5.329.
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to turn a profit) and its strategic strength (the reason it is a reliable choice of occupation for men
to take up in uncertain times). Finally, it is worth noting that for one fictional Ming loyalist
official, depicted by Li Yu a quarter of a century after the fall of the Ming, taking up trade would
not result in a loss of dignity.

This exchange is uncharacteristic of Li Yu’s writing only in its explicit depiction of the

events of the Ming-Qing transition. Li Yu’s contemporaries like Wu Weiye S{g3£ (1609-1672),
Kong Shangren f|,[&{T: (1648-1718), and Huang Zhouxing &= & & (1611-1680) tended to wax

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

In 1651, having failed at living under another’s roof and of remaining in reclusion at Yi
Mountain, Li Yu, published his first play in the urban center of Zhejiang, the city of Hangzhou.
Landless and without support, he made what he could with what he had stored in his belly—the
ability to write a good story. The publication of Lianxiang ban marked Li Yu’s first step toward
becoming a for-profit writer. The play depicts a tripartite romance among a young husband, his
wife, and their courtship and marriage to a young woman. In 1645, Xu Xicai had offered Li Yu a

concubine, a young woman named Miss Cao [, who had been widowed during the dynastic

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

reads, “It seems you fall for her when you see her; so do 1./ Our natural inclination to be moved

"'See Li, "Introduction.”
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by fragrance is the same./ How fortunate for this pearl to fall upon two palms/ Rolling it about
beween the two of us, it becomes perfectly round. 52 R FINGE » G AIEAER - —EF
(A szeeEer , ZEHIA E 4EEL""? One of Li Yu’s contemporaries commented on this poem:

“To have such extraordinary fortune within one’s bed-curtains: there’s a boastful expression on

the author’s face; how can the reader not become jealous? {E& A5 » IR 4E L

It would be difficult to deny that this first work was inspired by the world in which he
had just spent half a decade—an intimate relationship with his wife and concubine without a
significant amount of social engagement. His contemporaries thought so, too. In his preface to

the play, Li Yu’s good friend, Yu Wei £ includes his own observations of the interactions

among the three: “I saw that Li Yu’s wife and concubine had a harmonious relationship . . . Not

only did the two women love each other, but they also both loved Li Yu. & HZEZEIE. . WE

AEARRE > T EAHEL R . In writing the character of the young unmarried woman

" 1iYu 2, Li Yu quanji 2325, 3.320. This is an interesting twist on the phrase “Even I am
moved when I see her (wojian youlian),” which was taken from a story in Shishuo xinyu tHE7FEE about
the jealous wife of the great general Heng Wen of the Eastern Jin (316-420). When the wife learned that
her husband had taken a concubine, she planned to go to her and kill her, but upon reaching her room, she
took pity on her and treated her well instead. The important point is that a woman overcomes her jealousy
and sees another woman from her husband’s point of view, as an honorary man. See Yu Jiaxi %5357 et
al., Shishuo xinyu jianshu THEiHTEE2EH (Shanghai: Shanghai guji chubanshe, 1993), 19.693. Another
example of the way this phrase was used is: Shen Yixiu in her daughter’s biography, wrote, “You didn’t
like it when others said you’re beautiful. But look at you, so pretty even ungroomed! Even I find you
irresistible; what will your future husband have to say? FLIE A 4 (3% » SRERELE S B4t - BT
PR TTNRG 52 o IREHWE - RFNEE AN EZ{741 ? 7 Cited and translated in Ko, Teachers of
the Inner Chambers: Women and Culture in Seventeenth-Century China, 167. As he experimented with
what kind of stories a world without female jealousy would produce, Li Yu uses this phrase to indicate
one woman’s love for another, and then attaches his own (male) sentiment as secondary (yi 7).

" LiYu 2, Li Yu quanji 225, 3.320.

" Li Yu 22, Liweng chuangi shizhong jiaozhu 554577 HHEFE, 2 vols. (Tianjin: Tianjin guji,

2009), 1.3.
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5 With this play, Li Yu took a step

in his first play, Li Yu did not even change her surname.
toward making his fresh wit and bold experimentation known throughout the region in printed
form.

In Hangzhou, Li Yu found that the publishing world he aspired to join, in the new and
uncertain dynastic frame of Qing time and space, was a changed place. The fall of the Ming
spawned the closing of many of the publishing houses in the Jiangnan region—in Nanjing a mere
seven publishing houses are registered during the first decades of the Qing, as opposed to
thirty-eight in the late Ming; in Hangzhou five of twenty-five remained."'® Yet, there seems to
have been a market for the entertaining works Li Yu was producing. During his years in
Hangzhou (c. 1651-1661), he wrote play after sensational play, and his original fiction
collections were produced in quick succession early in his career.'"” Li Yu’s output is striking

when considered against the total number of extant fictional and dramatic texts published per

"5 Hanan has suggested that the fact that the young woman portrayed in Women in Love shares a surname

with Li Yu’s concubine proves rather that his own family was far from his mind when he named the
character, since to imply that the story was based on his own relationship would have been too potentially
scandalous. Hanan, The Invention of Li Yu, 15-6.

16 Brokaw, Commerce in Culture: The Sibao Book Trade in the Qing and Republican Periods, 9-10, and

10 n.26. Brokaw draws these figures from the work of Zhang Xiumin &5 £ and Han Qi &%,
Zhongguo yinshua shi "FEE] 5, 2 vols. (Hangzhou: Zhejiang guji chubanshe, 2006), 343-48, 65-72,
550-51, 53-54, and 58. She reminds us that these figures are only estimates, but that they give us a general
picture of the trend. She notes also that the number of printshops actually increased in Suzhou directly
following the transition.

"7 For a synopsis of Li Yu’s literary production during this period, see Hanan, The Invention of Li Yu,

15-23. For an introduction to his short stories, see Hanan, The Invention of Li Yu, 76-110. For descriptions
of his plays, see Hanan, The Invention of Li Yu, 138-84. For more detailed analyses of four of his plays,
see Henry, Chinese Amusements: The Lively Plays of Li Yu. For translations of his stories, see Li Yu 2=,
Silent Operas, trans. Patrick Hanan (Hong Kong: Research Centre for Translation, Chinese University of
Hong Kong, 1990); Li Yu Z2if, 4 Tower for Summer Heat. The conjecture that these were bestsellers,
first put forth by Patrick Hanan in English, is based on the obviously scanty information we gain from
examining numbers of extant copies of his works and the numbers of distinct editions. Perhaps most
convincing is the proliferation of extant lower quality editions, which, pirated or not, indicate a more
widespread popularity.
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year. During the 1650s, Li Yu was completing and publishing on average one new play or short
story collection per year. As far as can be determined from extant texts, there were only a
handful of new short stories published each year supplemented by new editions of well-known

—

works by author-publishers like Feng Menglong JEZHE (1574-1645) and Ling Mengchu /2755 ¢

(1580-1644). In all, Li Yu published three collections of short stories: Silent Operas (Wusheng xi

FHEEZIER) in 1656, Priceless Gems (Lianchengbi HI{EE) in 1658, and Twelve Towers (Shi’er lou
-+ —##), also in 1658. In addition to Women in Love, nine other of Li Yu’s plays are extant.

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

Liweng’s Ten Plays (Liweng shizhong qu 57 45-1f&H). There is anecdotal evidence of the

popularity of Li Yu’s works in a letter included in his Independent Words: of his second play,

AL A

Mistake with a Kite (Fengzheng wu JE555%), that it “had been coursing among the people for
some twenty years, and there’s nowhere one can’t find a copy of it. JEfF A fij4& — & » EHf]

Z&’f&i{ﬁ’fﬁtz 5118

As I have outlined in the introduction, Li Yu’s plays and short stories are distinctive not
only for their originality, parody, and lively dialogue, but also for the way that the
author-narrator-commentator—who was identified with Li Yu by name—incessantly interrupts
the reader, baits her, and delights in outsmarting her. His stories are stories about stories, just as
the many metatheatrical elements of his plays draw attention to the fact that they are plays. This

metafictional quality, among other things, directs attention to the author, Li Yu. There was no

"8 «Da Chen Ruixian ZFFEAL” in Li Yu 2534, Li Yu quanji 2% %%, 1.176. Fengzheng wu may have
been his most popular play; it is the only play from which scenes are still part of the standard Kunqu
repertoire today.



54

precedent for a literatus to identify himself explicitly as an author of fiction in this way, and
while we do not know why he stopped publishing short stories after just a few years, they do
seem to have sufficed to get readers interested in their author.'"

After around a decade in Hangzhou, Li Yu began to diversify his literary production,
engaging in projects that demonstrated the breadth of his knowledge, and also boasted
empire-wide collaboration of many of those in his social networks. This shift is roughly
simultaneous with his decision to relocate his family to Nanjing in the early 1660s. His projects
during his late-Hangzhou and Nanjing years were largely comprised of collections of his own
nonfiction prose on the one hand and collaborative compilations of contemporary writings on the
other. The essay Li Yu wrote during this period covered a broad range of topics—including
Gujin shiliie 5% 521 (4 Brief History of the Old and New) in 1659, Lungu &y (Discussions of

the Past) in 1664, those included in his compilations Zizhi xinshu chuji &G ER]EE (New Aid

for Governance) in 1663 and its sequel in 1667, as well as his crowning accomplishment,
Xianging ouji (51151827 (Leisure Notes), published in 1671."*° Distinctive and witty, but not
ribald or even comic, these essays demonstrate Li Yu’s unique observational skills in a range of

subjects, including history and governance, while Xianging ouji is a singular experiment that

instructs readers on how to constantly renew their everyday experiences. During this period, he

"% See Szekely’s dissertation for the argument that Li Yu’s stories were targeted toward his fellow literati,
while his plays targeted a more general audience. She suggests that perhaps the public responded with
more enthusiasm to his plays, and when he found them more profitable, he gave up the writing of huaben
stories. Szekely, "Playing for Profit: Tracing the Emergence of Authorship through Li Yu's (1611-1680)
Adaptations of his Huaben Stories into Chuangi Drama."

12 Fifty years after Li Yu’s death, in his foreword (bianyan 7 to the 1730 combined edition of Li

Yu’s Independent Words and Xianqing ouji, the current proprietor of Mustard Seed Garden writes that of
all of Li Yu’s writings, Independent Words, Lyrics for Singing, On History, and Xianqing ouji, hold the
greatest appeal. Li Yu published all of these texts during his Nanjing years, and neither his plays nor his
short fiction are included among them. Li Yu Z=iff, Liweng jiviayan quanji 55— % & 2% (Nanjing:
Jiezi yuan, 1730).
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also oversaw the publication of his collected poetry and prose in various genres in a series of
collections titled Liweng yijiayan 5545—% 5= (Liweng’s Independent Words). Xianqing ouji and
Yijiayan, both published near the end of Li Yu’s life, would be his legacy, despite his insistence
that he was not concerned with the future transmission of his works.

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

That Li Yu spoke of selling his works, advertised upcoming works in earlier ones, had no
other means of income, and continued to produce only plays and fiction collections for a decade
indicates that they were selling at least moderately well. At the same time, the fact that he did not
publish another short story after 1658 indicates a significant shift—be it in his own interests, in
the market, in his perception of the market, or some combination of these. Perhaps he sensed that
there was space—or potential demand—in the urban center in which he lived for cultural
products that would actively involve more people, both as producers and consumers, and that the

reading public sought material that referred to the contemporary moment and that would give
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them a sense of belonging to a community. Li Yu’s fiction and plays would have served
primarily to entertain readers privately by creating fictional worlds in which they might lose
themselves—with what must have been a welcome distraction from the upheaval immediately
following the transition. His later efforts to orchestrate spaces where visitors could share
experiences through his theater direction and the design of his garden residence-cum-theater,
Mustard Seed Garden further corroborate the hypothesis that Li Yu was experimenting with
ways to make his cultural production more interactive.

In 1668, using funds acquired on a recent journey to Shaanxi, Li Yu built a garden

residence of his own design—Jiezi yuan 7+1-[& (Mustard Seed Garden), a three mu X (half-acre)
combined residence, garden, publishing house, and bookshop near Zhengyang Gate 1F[5[] in

the southeastern corner of Nanjing. He managed and worked out of Mustard Seed Garden for
eight years, selling his own works (published by Yisheng tang) and woodblock-printed stationery
of his design. Like the poems on Yi Garden, those Li Yu wrote on his Mustard Seed Garden are
not particularly distinctive, nor do they showcase his wit. To give just one example, of his study,
he wrote:

When it rains, I watch a waterfall; when it’s clear, I watch the moon.
In the morning I listen to the gin; at night I listen to song.'*!

PRI H,
TS S T

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

Unlike “Records (ji 5C)” of gardens, which provide longer, more detailed accounts of the

particular garden being described, these poems are so generic that they could have been written

about any garden, by anyone. Still, when we read them against the poems he wrote on Yi Garden,

Ui Yu 2, Li Yu quanji 2055, 1.242.
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these poems stand out for their focus on entertainment and on leisure, whether in their lack of
detail on the care required for particular plants, or their constant reference to those delightfully
nonproductive aspects of the garden—the sights and sounds, the women and music. In presenting
Mustard Seed Garden this way, Li Yu is writing himself into the younger tradition of celebrating
the entertainment potential of gardens, especially those that were located in urban centers and
served as gathering places for urban residents.'** All references to the cultivation of foodstuffs
we saw in the Y1 Garden poems have disappeared, and entertainment takes center stage.

In Li Yu’s garden, this entertainment took the form of theatricals performed by a troupe
of young women he had been given as concubines. In 1666, the prefect of Pingyang, Shanxi,

Cheng Zhifu f2/& &, gave the first girl, Qiao Fusheng & {84, to Li Yu at the beginning of a

long northern patronage journey that would take him to Beijing, Shanxi, Shaanxi, Gansu, and
Henan.'*® She showed a natural aptitude for music and could easily repeat verses she had heard
only once. Once she had trained for awhile and impressed both her master and her teacher, she
took it upon herself to train the concubine gifted to Li Yu upon his arrival in Lanzhou, Gansu,

Wang Zailai F=F%K. Li Yu directed them to perform his own plays as well as old plays he had

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

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

Li Yu had moved back to Hangzhou in 1676, but it is the reason the name Mustard Seed Garden

12 See Craig Clunas, Fruitful Sights: Garden Culture in Ming Dynasty China (Durham: Duke University
Press), Ch. 1.

B 1iYu 2, Li Yu quanji 2325, 1.95-100.
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is remembered to this day. Li Yu’s son-in-law, Shen Xinyou, oversaw the publication of this

very popular book, The Mustard Seed Garden Painting Manual (Jiezi yuan huazhuan 7+ 1-[E5=
{8#), in 1679. Li Yu had commissioned the son of his long-time friend, Wang Zuoche T /£ (2
#), Wang Gai 2% (ZHf7) to produce a manual that would present the aspiring painter with the

fundamentals of landscape painting.'** The result was a multi-volume instructive guide to
painting, richly illustrated with detailed instructional images of varying size.
In 1676, Li Yu left his Mustard Seed Garden, leaving his son-in-law to manage the

business, and moved to his final residence, Cengyuan J&[&, on Hangzhou’s West Lake. He was

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

before his death. He died on the 13™ day of the first month, 1680 (KX19).

More than a Mountain Man
What was Li Yu’s status as a producer of cultural products in the early Qing? A recent
monograph has analyzed Li Yu’s cultural persona in light of his participation in the for-profit

. . .. 125
circulation of cultural commodities.

For all its richness, however, this study limits its
assessment of Li Yu to the contemporary dichotomizing categories of the noble literatus (wenren

2 N) and disparaged literati-merchant sycophant or “mountain man” (wengu gingke S & /&%

or shanren [1] \), characterizing Li Yu as making a shift from a wenren to “mountain man”

12 For modern reproductions of this work, see Jan Tschichold, Chinese Color-prints from the Painting

Manual of the Mustard Seed Garden (New York: The Beechhurst Press, 1953); Roger Goepper and Gai
Wang, Blumen aus dem Senfkorngarten (Miinchen: Kirmer Verlag, 1960); Liu-fang Li, Raffaél Petrucci,
and Kai Wang, Kiai-Tseu-Yuan Houa Tchouan: les enseignements de la Peinture du Jardin grand comme
un grain de moutarde (Paris: Renouard, 1918).

' Huang Guoquan & % 5%, Yasu zhi jian: Li Yu de wenhua renge yu wenxue sixiang yanjiu TES 2 [8: 2

T SCAE S B S22 LR B 5.
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sometime during his Nanjing years.'** Martin Huang has pointed out that the term wenren
originally denoted literati officials, but that by the Yuan dynasty the term had come to denote
educated men who pursued literary talent as an end in itself as well.'*’ By the late Ming, the
numbers of self-identified wenren without official positions had soared, and many of them found
ways to make a living by selling literary products and services. The cultural activities of these
men, especially those meant to yield a profit, caused considerable anxiety among their more
conservative counterparts.

Li Yu explicitly states in Xianging ouji that wenren are “not just those men of talent

99128

(caishi 7"), but anyone who can read can be included in the group,”'*® and his actions and

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

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

'2® Hanan has pointed out that “despite [Li Yu’s] claim to have traveled the length and breadth of China

for almost twenty years, his long patronage journeys began only in 1666, when he traveled to Beijing,
Shaanxi, and Gansu. He arrived home early in 1668, only to set off soon for Guangzhou, from which he
returned early in 1669. In 1670 he traveled to Fuzhou and in 1672 to Hanyang. Then in 1673 came [his
second] journey to Beijing.” Hanan, The Invention of Li Yu, 6. For an example of the wenren/shanren shift,
see Huang Guoquan & 5%, Yasu zhi jian: Li Yu de wenhua renge yu wenxue sixiang yanjiu TEAS 2 [H:

PRI L S B S EE R B 2, 10.

127 Huang, Literati and Self-Re/presentation: Autobiographical Sensibility in the Eighteenth-Century

Chinese Novel, 32.

18 See Hanan, The Invention of Li Yu, 199.

1% For the discursive expansion of readership to include those outside the literati, including women, from

the sixteenth century on see McLaren, "Constructing New Reading Publics in Late Ming China," 160. See
especially her discussion of the term “ignorant men and women (yufu yufu &1 ElF).”
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nor the cultural activities, nor the moral values traditionally associated with this group are
determining factors; rather, the group simply and expansively includes all who can read.
Speaking of literacy apart from literati identity, and especially the use of literacy for particular
purposes other than study for the exam or poetry composition shows that for Li Yu at least, the
uses of literacy as well as the reach and legitimacy of the category of wenren were up for debate
in the early Qing.

His contemporaries and those who would pass judgment on him during the remainder of

the Qing, however, more often used the loaded term “mountain man” (shanren L1 \) to describe

him."*° Li Yu used this term to describe many of his friends, and his choice of style and other

names indicate a tendency toward a mountain man sensibility. Wai-yee Li has observed that

“‘mountain person,’ or related terms like ‘daoist’ ([daoren] #& AN) or ‘recluse’ ([jushi] J&+) are
often used as part of the courtesy name ([zi] &%) or pen name (hao 57) among the late-Ming

literati.”"*' She suggests that these terms convey “the idea of participating in the social relations
of life and at the same time transcending them through the connoisseurly enjoyment of
things.”'** Kai-wing Chow has argued that the new career of the “professional writer” emerged
in sixteenth-century China. He divides these professionals into the three tiers of the respected

minggong %47\ (“famous gentleman”), the often-derided shanren 1] A\ (“mountain man”), and

the relatively neutral zuojia {E5¢ (“author”), emphasizing that shanren usually designated a

1% Shanren were usually painters or calligraphers, but by the late Ming the identity was claimed by
anyone who wanted to indicate his removal from worldly affairs. See Yizhi Fang and Willard J. Peterson,
Bitter Gourd: Fang I-chih and the Impetus for Intellectual Change (New Haven: Yale University Press,
1979), 32-33, 131-33.

131 Wai-yee Li, "The Collector, the Connoisseur, and Late-Ming Sensibility," T"oung Pao 81(1995), 284.

32 i, "The Collector, the Connoisseur, and Late-Ming Sensibility," 284.
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professional who lived off his skills (such as writing or painting), and included men who would

133 Yet, as Jamie Greenbaum’s recent study

set up writing stations or divination tables at temples.
of Chen Jiru makes clear, already by the late Ming, what sort of person shanren designated was,
like the category of wenren, undergoing vigorous debate. She cites the renowned late-Ming
literatus Yuan Hongdao complaining that “since the Jiajing period, the practice of retiring to live
in the mountains and woods in order to get a good name for oneself has become a type of
game.”"** She also points out that Wang Shizhen complained about overuse of this term, by

imposters such as officials or profit-seekers, even as he used the term to describe himself.

The twenty-third scene of Li Yu’s play Paired Soles (Bimuyu [ H ) opens with a chou
1+, or clown role, disguising himself as a mountain man. The chou “dresses up as a fake old
fisherman” (ban jia yuweng $73{Ef45) and describes the costume, props, and actions that serve

as his disguise:

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

BASEFEAR > BB M RERR - @S ER RS A - JEYIEEH
WSS (EAR TiFsERcoR B E -  EERER L AUUEE LA - B5IE
Al LR ERVEIE - 2R BRIz -

133 Chow, Publishing, Culture, and Power in Early Modern China, 104.

B Wu Chengxue %27 £2, "Yinyi yu jishi--Chen Meigong yu wan Ming de shifeng [ 3% B 75 {H—— [ J5
N BB A 1 &, Zhongguo wenhua yanjiu 78, no. Spring (2005). Cited in Greenbaum, Chen Jiru
(1558-1639): The Development and Subsequent Uses of a Literary Personae, 173.

D510 Yu 2, Li Yu quanji %3125, 5.180-81. Beginning of scene 23, 29b.
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The marginal commentator explains Li Yu’s intention: “This is not to curse mountain men, it is
to curse those bandits who falsely claim the status of mountain man. The fact that there are false
[mountain men] is precisely how we know that there are true mountain men. Do not say that
Liweng is disparaging their kind [mountain men]. JEE LA - BEEFH 2 B AL - fEERIE
DBEE - 7138545 EEEE."° This passage shows Li Yu dramatizing the widespread
practice, common since the late Ming, of deriding those who claim mountain man status to seek
fame or fortune, while claiming the right to determine who is deserving of the name.'*” The
passage also demonstrates Li Yu’s awareness of the debates surrounding the legitimacy of the
category of mountain man and the supposed impostors who used the cultural capital associated
with the lifestyle for personal gain.

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

(shanren 111 N).”"** In his preface to the Mustard Seed Garden Manual of Painting, Li Yu

indicates that he has commissioned the groundbreaking how-to manual for aspiring painters

specifically for the “mountain men and ink scholars” (shanren moshi 1] \ #+-) of the world."*’

PO i Yu 2, Li Yu quanji 2035, 5.181.

7 See Greenbaum, Chen Jiru (1558-1639): The Development and Subsequent Uses of a Literary
Personae, 172-74. She refers to Lu Xun’s comment that the sign shanren was an instant way of making
an urban living in Chen Jiru’s time, the late Ming. Both of the names Li Yu took as he made a name for
himself resonate with the sort of cultural capital that the term shanren represented: Yu, or fisherman, was
a common way to describe a recluse, while Liweng, or straw-capped old man, likewise indicated a fellow
who had cast aside the cares of the world. Li Yu’s own biography corroborates Lu Xun’s claim, as Li Yu
took these names for himself not when he took refuge at his Mount Yi estate, but when he had moved to
the city to try to make a living.

¥ See “Ling shanren suozeng Z111 NZBE” in Li Yu 259, Li Yu quanji 2% 5, 2.129. See also “Jiutu
pian wei yanzhong zhu shanren zuo JE{ER Fieh & ASE,” in Li Yu 223, Li Yu quanji 2326,
2.40.

%9 See Li Yu’s preface to Wang Gai FE%, Jieziyuan huazhuan 7+ E 4, 5 vols. (China: s.n., 1679).
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Later commentators on Ming and Qing culture, however, used the term shanren in a negative
sense to indicate failed literati who ended up working for profit very successfully.

The struggle that was taking place over these status designations in the early Qing
resulted in widespread disagreement over who could be a wenren and who was a shanren, and
precisely what each of these terms indicated in various contexts. This dissonance was due in no
small part to the fact that terms such as these failed to encapsulate the versatility of the cultural
activities and social positions of men who lived and worked through the Ming-Qing transition
and into the first decades of the Qing. Even as men sought to make a living in non-traditional
ways, they differed significantly in their perceptions of the relationship between their apparent
social status and their own sense of themselves and others. Examining the related phenomenon
of the changing social practices and status of artists in late-Ming and early-Qing China, a number
of recent art historical studies have begun to theorize the rhetorical position of these artists
within alternate frames of reference.'*® The case of Li Yu provides insight into the particular
qualities of such an early modern urban subjectivity. Li Yu, like many of his contemporaries,
was both a literatus, or educated man, doing “something else” and a literatus who was using
terms such as shanren to indicate his simultaneous participation in and transcendence of the very
practices in which he was engaged.

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

embroiled him in an unstable, demanding, and fast-moving web of market-driven relationships.

" Hay, Shitao: Painting and Modernity in Early Qing China. See also Cahill, The Painter’s Practice:

How Artists Lived and Worked in Traditional China; Clunas, Elegant Debts: The Social Art of Wen
Zhengming, 1470-1559.
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As the decades wore on, the interregional networks of educated and influential men (and some
women) began to thrive again, often bringing together individuals of differing political
persuasions, a phenomenon that was understandably much more visible and charged in the early
Qing than any similar situation in the late Ming.'*' Li Yu’s cultural production both reflected and
helped to produce this empire-wide urban network in which cultural products were emphatically
for sale and cultural producers negotiated interdependent relationships with interested buyers of
many different pedigrees and trades. Li Yu molded his products to the market, and his
enterprising activities informed the form and content of his writing.

Central to Li Yu’s art was literacy, which he obtained through a classical education as he
prepared for the civil service examination during his youth in the late Ming. This education
provided him with the necessary tools to engage in the projects he would undertake later in life,
while also providing him with common knowledge with many men in higher stations than he
was. The support he received from influential men around him early in life can be attributed to
his status as an aspiring young scholar, and it was on this foundation that he built his career. Yet
Li Yu engaged in a range of profitable undertakings of unprecedented scope for a literatus. In
this, he came perhaps as close as one could have to being an independent entrepreneur of
innovative cultural products, without the luxury of independent wealth. He was flexible and took
risks, expanding the limits of acceptable cultural production. His creativity and thirst for
innovation seems to have been boundless, and he designed products in which he seems to have
delighted. Li Yu’s creative spirit and love of experimentation are what set him apart from

merchants who simply put commodities into circulation.

! Zhou Lianggong is one notable example. Although he submitted to the Qing and held official positions,

he was a dedicated patron of artists of all political stripes. See Kim, The Life of a Patron: Zhou Lianggong
(1612-1672) and the Painters of Seventeenth-Century China.
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Li Yu’s mode of cultural production explored new possibilities for the sale of cultural
products and ideas, and the methods he used to make a living were bound up with the specific
circumstances of the commercializing economy of the early Qing. The most important aspect of
this is the fact that his “products” are reproducible designs, clever ideas, or individualized
consultation; there is no apparent equivalent to someone sending a fee and demanding a painting
or a eulogy of a literatus who had decided to work for a living.'** The sorts of cultural production
Li Yu engaged in throughout his life allowed him to forego the traditional relationship between
patron and patronized, even while he spoke frankly about his need to make a living. His
contemporaries and later high-minded scholars criticized him for catering to the market, but
while he did so he managed to avoid working for any particular client, taking residence in a
wealthier acquaintance’s home only once, before the launching of his career during the dynastic
transition when he had lost everything. One of his strategies was to alter cultural products so as
to make cultural and symbolic capital more accessible to more people, even as it did so by
marketing cultural products to them that they could afford—his books.'**

Xianqing ouji: Writing Practice
In 1671, twenty years into his lively career in writing, publishing, garden design, theater

direction, and interregional tours, Li Yu published Liweng’s First Secret Book (Liweng mishu

2 Craig Clunas, among others, has made a convincing case for the utility of the notion of symbolic
capital, in the form of literati taste, to argue that during the late Ming, literati became invested in
articulating the value of their construction of taste in response to the economic and social privilege
increasingly enjoyed by merchants. Clunas, Superfluous Things: Material Culture and Social Status in
Early Modern China. Jonathan Hay has written of the artist Shi Tao working in the early Qing, that it was
not that he would not accept payment for his work, but rather that payment was not enough to command
production. Hay, Shitao: Painting and Modernity in Early Qing China, 145.

3 On how Li Yu adapted some of his own short stories into more “popular” chuangi plays, see Szekely,
"Playing for Profit: Tracing the Emergence of Authorship through Li Yu's (1611-1680) Adaptations of his
Huaben Stories into Chuangi Drama."
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diyi zhong 55 45FESE—FE), Xianging ouji [5[5{E 2. The Yisheng tang (3 8 %) publisher’s

note on the title page reads:
The world is brimming with Mr. [Li's] books. People say they are strange, unique, and
unsurpassable, but he scoffs at them, saying that although there are unsurpassably
marvelous things in life, they are not to be found in those earlier works. Suppose he were

to make his pillow secrets public—perhaps then we could see the true Liweng? So he
provided this volume, and I printed it to preserve it.

M E o RETH > AFHTR  FREINZ » S BN - BEPAEETE
R 1%47\7— EfERTE] T+ {ru%lu%mqﬂ)ﬁﬁ%%/ M BRERES ST 2 N2 -
PRI

The selling point of Xianging ouji for this publisher was that it would make the private life—the
pillow secrets—of a well-known bon vivant available for public consumption. Inside those pages
is an insider’s guide to life by Li Yu. The text opens with two long sections on writing and
directing plays, followed by his ideas on women, the home, food, plants, and how to maximize
pleasure and prevent illness. The host of subtopics under these covers every imaginable aspect of
everyday life that perhaps can only be held together with the idea of a “real” Liweng who had
been interacting with readers since his first publication twenty years earlier. Xianging ouji was
supposed to reveal the man behind the curtain. Given Li Yu’s delight in toying with readers in all
his works, it should come as no surprise that the true Liweng proves somewhat difficult to pin

145

down.

At the beginning of the essay on arts (wenyi . 7) in the Shengrong %5 section of

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

'™ This is from the title page of the first edition of Xianging ouji, held in the Peking University collection,
call number X/818.2/4037.1.

15 Selections from these sections are translated in Faye Chunfang Fei, ed. Chinese Theories of Theater
and Performance from Confucius to the Present (Ann Arbor: University of Michigan Press, 1999), 77-88.
For other translations of parts of these sections, see David Pollard, "Voice and Looks; Acomplishments;
Literacy; Clothes," Renditions 51, no. Spring (1999); David Pollard, "Structure," Renditions 72, no.
Autumn (2009).



67

There is a key that unlocks the door to all of the ten thousand things and events under
Heaven. What is that key? It is found in two words: language (wen) and principle (/7).
Regular keys only open one lock, and only one lock serves each door. But language and
principle not only unlock tens of thousands of doors, but everything in the sky and under
ground, in the ten thousand countries and the nine continents, so big there is no outside of
it, so small it has no interior. As for anything you want to study or learn, there is nothing
to which it does not hold the strategic position, controlling all who enter and leave. This
theory applies not only to married women and girls, but all scholars, farmers, artisans and
merchants under Heaven, those who follow the three teachings and the nine schools of
thought, all the craftsmen and artisans—everyone should look at it this way.

KR NEEEY) A8 - PRl ? G52t - SHEE > —#iE6H
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While his focus in this essay is on the benefit of literacy for women, Li Yu expands the group to
include every person, regardless of his trade. For example, he suggests that a builder who is
literate enough to keep accounts will be much more successful than one who is not—he will get
twice the result for half the effort. It is not that everyone needs to learn exhaustively in order to
read arcane classics; it is rather that language is a means to any end, and people should simply
learn what is useful to them, since language has the power to create value in all fields. From the
moment he claimed rights to his mountain as he was losing it, Li Yu began to experiment with
the power of textual representation—both of language and print—to create value.

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

containment at the end of stories, a didactic return to the equilibrium of the real world. That Li

Yu’s stories overturned or toyed with earlier stories, commonplaces, or assumptions about the

9 Li Yu 22, Xianging ouji H1TE 1827, 143.
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way the world worked made them entertaining, even as it suggested to readers the impossibility
of such a return. Rather, they pointed to their author, who flaunted his power to make anything
happen with words.

In his essay, “The Medicine of that which One has not Seen Previously” (visheng weijian

zhi yao —4: K F.27 %) in Xianqing ouji, Li Yu suggests that there is no literary value but

novelty, a characteristic of his literary production that Patrick Hanan has termed “the necessity of
invention.”
So-called rare books are not necessarily profound or secret books that are gotten out of
their hiding places in dilapidated walls. All of those newly composed books that have not

yet passed in front of one’s eyes are also rare books. . . . . Things are not good or bad;
those things that are rarely seen are treasured.

FTAA S5, NS RS, i M1 152, FUBHTIR, AKE B IS, RIS
(-1 % %u iz,

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

“Gai bazi kujin ganlai 2 )\ 5+ 3% H7K (With a Change of the Eight Characters, Suffering Ends

and Happiness Ensues)” opens with a poem that laments the perpetual difficulties in ascertaining
Heaven’s will, followed by a comment that affirms that Heaven’s decisions are uncontestable.

To demonstrate the absurd measures people will take to align themselves with Heaven’s will, the
opening anecdote tells of a woman who suffocates her baby in her womb in an attempt to prevent
herself from giving birth at an inopportune time. The narrator is quick to make known that
because the eight characters are determined by Heaven, the baby simply went to another home
and was born (at the same time) of another womb. The paragraph ends with the emphatic

statement that the eight characters can absolutely not be changed, even as the next paragraph

" Li Yu 25, Xianging ouji [F11E 5T, 346.
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opens, “Now recently, however, there was someone who changed his characters. %154/l X A {#
5.1 *® This is the type of strange tale, Li Yu, the author tells us, in which “the principle is

lacking, but the facts are there, and it is told to refresh the reader’s eyes and ears. = HU{FH 7 Fi

it~ B FTANIEES 0 S — BB WE.H.”' Stories had long refreshed readers’ eyes

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

Li Yu was writing in the wake of the late-Ming obsession with novelty as evidence of
authenticity, when thinkers like Wang Yangming and Li Zhi ranked personal, unadulterated

experience of the world, as theorized in their notions of innate knowledge liangzhi E 41 and a
child-like heart tongxin E.'», above the wisdom of the ancients and its manifestation as

contemporary book learning. The models for such idealized notions of authenticity were to be
found in the uneducated—children, women, or men of the lower classes. For example, Yuan

Zongdao Zi573E (1560-1600), in his Lun yinzhe yiqu =5 22, praised as naturally superior

anyone who was not a student:

For farmers and artisans, merchants and peddlers, grooms and cooks, attendants
and servants, what they are called upon to perform varies from day to day and
month to month, and the way they speak also varies from day to day and month to
month, because these are always new. Only those vulgar students who make a
living their whole lives under somebody else’s spittle without one new thing to
say are detestable.

S0 Yu 2, Li Yu quanji 2055, 3.57.

"OLiYu 2, Li Yu quanji 23844, 3.57. Refreshing the eyes and ears was a common claim of fiction,
as was finding the new in the immediate environment. Ling Mengchu 255 ¢, in the preface to his
collection, Chuke pai’an jingqi #]Z|FHZE# 23, calls for his compatriots to look at “that which is within

the range of the eyes and ears H.H 7 [N to find the strange and amazing, claiming that his stories
2 Ak P

(published under a pseudonym) will do just that. Chuke pai'an jingqi ¥1ZIfHZEE =T (Shanghai: Gudian
wenxue, 1957), 1.
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Rather than locate authenticity in the lesser educated, as I have shown above, Li Yu advocated
for their education. For him, (though he did not expressly state it) a childlike heart was useless
without the words to express it. In fact, he might have pointed out that the late-Ming figures who
located authenticity in these uneducated figures never stopped using language to express those
assessments.

Li Yu sought to make what these men had idealized as pertaining naturally to the
uneducated—a novel experience of the everyday—a possibility in real life. His stories were a
first attempt to do so, as he converted tired tropes into brand-new entertaining page-turners. At
the same time, I believe he eventually found limiting the fact that these lent themselves to quiet,
solitary, and ultimately linear reading. In adapting four of his stories into plays, he updated his
own story material even as he wrote with the intention of directing a social interaction in
time—their performance. Not only that, but he found that his plays were more malleable than
stories, readily adaptable to the various forms of the everyday. He could expand or contract them
to fill a given span of time. He also updated old plays to renew their entertainment value. Li Yu’s
quest for constant renewal in literature might have found its culmination in a scenario he
suggested in the section on updating plays (bianjiu chengxin €Y ¥r) in Xianging ouji:

As for the language of buffoonery, if you want to update worn-out words, [...] regardless

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

them every day, make them new every month, it is also pretty easy. It is just a pity that
while the households of officials today house plenty of actors, they don't get a person
who is witty with a brush to cultivate the literary daylilies to make them forget their cares

at every moment. If heaven gave Liweng some extra years and a bushel of gold, so that
he could buy some actors himself, write some verses himself, instruct them with his

' Yuan Zongdao 5238, Bai Su zhai leiji FA%F753H%E, ed. Qian Bocheng $%{13 (Shanghai: Shanghai
guji chubanshe, 1989), 21.301-4.



71

mouth and direct them with his body, then the theatricals would be renewed every day,
and the buffoonery onstage would constantly change.
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As Li Yu suggests here, however, such constant innovation would require not only an immense
amount of labor on his part, but also significant expenditure. (It is also hard to imagine that he
would remain in a single patron’s home for long). Li Yu could not achieve this somewhat playful
ambition of filling every moment with brand-new theatricals by writing and directing plays.
There was no way for him to keep up in real time. Instead, he created a brand-new mode of
representation with Xianging ouji, one which would allow him to present readers with a way of
effecting his vision of tinkering with every moment of every day of their private lives.'*?

A look through its table of contents gives the impression that Xianging ouji is a collection
of essays arranged topically, including essays on dramatic composition and staging, women,
house and garden construction, furniture arrangement, enjoyment of food and drink, and health
and well-being. Yet just about any foray into the essays propels one into an unpredictable world
of surprises: one of the most delightful aspects of this work is found in the disjuncture between
its relatively systematic table of contents and the stories that await the reader in many of the

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

treatment of playwriting and directing, these and many others go off on a whim or a clever

BULiYu i, Li Yu quanji i35, 3.75.
12 patrick Hanan has written of Xianging ouji: “In scope and subject matter, the book has no parallel; the
numerous Chinese works on the scholar’s studio furnishings and the recluse’s pleasures do not come near
to matching it. Its organization and analytical approach, its style and humorous manner set it apart from
other books. It is more than connoisseurship, more than know-how; it is, as it professes to be, a reflection
of the tastes, interests, and thoughts of its author.” The Invention of Li Yu, 196.
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metaphor as soon as they begin. In this way, Xianging ouji outwits the organizing system of its
table of contents, and as such functions differently from the sort of useful how-to manual to
which some of the other collections Li Yu edited belong. Another way of putting it is that the
point of the text is that the reader has no way of predicting what Li Yu will make with a given
topic, rather, what she knows is that he will not say what anyone else would have said. To give a
few examples: the entry on softshell turtles tells of the chaotic transitional period when life hung
in the balance, that on plum blossoms describes how to keep warm and heat wine while viewing
plum blossoms on a mountain, and that on drinking tells of his love for music and his impatience
with those who talk through it.

The two genres with which Xianging ouji has most often been compared are the casual

essay (xiaopin /|\ih) and the connoisseurship manual. Late-Ming connoisseurship manuals, such
as Desultory Remarks on Furnishing the Abode of the Retired Scholar (Kaopan yushi 582 g5,

1590), and Wen Zhenheng’s . ZE=F manual of taste, Superfluous Things (Zhangwu zhi ==Y,

1620s), instructed anyone interested in the particulars of appropriate luxury consumption.'>>

Craig Clunas has proposed that these texts are representative of a new kind of writing about
luxury consumption in the late Ming."** As manuals of taste, they establish minute (and often
inscrutable) distinctions wherever literati needed to distinguish themselves from those with the
means to acquire luxury goods, but who lacked the appropriate knowledge of how to consume
them (e.g. display, color, size, type, place of production). He has also suggested that these

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

' Tu Long B, Kaopan yushi %5532 (Beijing: Zhonghua shuju, 1985); Wen Zhenheng L E =,
Hai Jun 5, and Tian Jun 3, Zhangwu zhi tushuo £ EE 54 (Ji'nan Shi: Shandong huabao, 2004).

13 Clunas, Superfluous Things: Material Culture and Social Status in Early Modern China.
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another and are invested in a shared project, rather than as individual texts with individual
authors. These texts tell what one should know on a given topic, many of which are similar to the
ostensible range of Xianging ouji, such as flowers and trees, vessels and utensils, or vegetables
and fruits.">> A comparison of a single topic will suffice here. The entry in Zhangwu zhi on
parrots reads:

Parrots are capable of speech and, thus, must be taught short poems and harmonious
phrases. They must not be allowed to hear the chattering of the marketplaces, well-heads
and villages, a violent assault upon the ear. Their bronze perches and feeding jars must all
be elegant and curious. However, these birds, just like golden pheasants, peacocks,
collared finchbills and turkeys, are all categorically things of the women’s quarters; they
are not among the necessities of the recluse.'*

SHGRE S » AHBLVINGT REREE - ARSI HEM 2R B E - $IAREL
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And from Xianging ouji:

More than any other bird, the thrush and the parrot delight people with their voices. Yet
the parrot's voice is valued above the thrush's, and many people are taken with it because
it can perform human speech. I am greatly opposed to that reasoning. I think the best
thing about a parrot is its plumage. There is nothing about its voice to recommend it. The
reason a bird's voice it worth listening to at all is because of its difference from the
human voice. I want to listen to a bird's voice that is different from a human voice
because what comes from people is the hubbub of people, whereas what comes from
birds are the sounds of nature. If I want to hear people talking, I just need to listen to
what's already ringing in my ears—what need have I to put a bird in a cage for that?
What is more, even if the parrot that is most adept at talking has a tongue that can surpass
a person who does not excel at talking, it still won't be able to say more than a few words.
I really cannot understand why parrots are valued over people, or why people value
parrots. As for the thrush's skill, with a single mouth it stands in for a great number of

'3 For a complete list, see Clunas, Superfluous Things: Material Culture and Social Status in Early

Modern China, 26; Wen Zhenheng & %, Hai Jun J8, and Tian Jun HE, Zhangwu zhi tushuo =)
AR TE

1 Cited and translated in Clunas, Superfluous Things: Material Culture and Social Status in Early
Modern China, 41-42.

"7 Wen Zhenheng 2 ¥, Hai Jun #55, and Tian Jun %, Zhangwu zhi tushuo EY):EE 54, 134.
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tongues, and each imitation bears a striking resemblance. When you add to that its
delicate wispiness, it truly is a remarkable creature among birds.

BZMALIEE - E/E - i - S EH > sHEEL AR DIHE
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As I will discuss in Chapter Four, the parrot also plays a major role in Li Yu’s discussion of
walls in another section of Xianging ouji. From these two selections the difference between the
prescriptive and normative nature of the Zhangwu zhi passage, complete with its taboo against
things that might be considered feminine, and the novel and individual nature of Li Yu’s views

- 159
on the parrot is obvious.

In fact, Li Yu’s inclusion of women and women’s things in his texts
is one of the most distinctive aspects of his table of contents when compared to late Ming
connoisseurship texts. The second is the near absence of traditional objects of elite consumption.
In Xianging ouji under the entry of tea, we find nothing of tea varietals, or of the degree of taste
that would allow one to determine not only the source and crop of the leaves, but also the water
used to brew tea. Instead, Li Yu shares with the reader one simple and practical tip: a teapot
should have a straight spout, rather than a curved one, because otherwise the tealeaves will get
caught inside. Distinction is no longer about taste, but about practicality, the delights of illusion,

. 160
the pleasure of one’s whim.

P10 Yu 2, Xianging ouji VIS EET, 330.
Clunas, Superfluous Things: Material Culture and Social Status in Early Modern China, 54-56.

' Li Yu 2, Xianging ouji & 3T, 221.
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Yet a first look at the layout of the systematic table of contents in Xianging ouji leaves
one with the impression that the sections are comparable in scope only to these how-to manuals.
Li Yu himself anticipated just such an assumption:

Some people criticize me for authoring a text on eating and drinking without explaining

methods of cooking, and for not clearly stating how much soy sauce, how much vinegar,

how much wine, pepper, and spices to use. My reply: “Were I to include all of that

information, I would be a cook and nothing more. I would certainly not be worth

listening to.” He replied, “If that is so, then why do books like the Record of Comestibles,

the Treatises on the Nurturing of Life, and the Record on Hygiene include such detail?”
My reply: “Those are truly the works of cooks.”'®!

NEETE (%) —R > MARMREEZE - ARSI - BER & - EHE
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Li Yu saw himself as creating a different sort of text with his Xianging ouji. While there are a

fair number of imperatives to “not” (wu 77]) do such-and-such, which are reminiscent of the

ubiquitous brief and often joyless instructions to that effect in the how-to manuals, for the most
part, Xianging ouji consists of longer, anecdotal entries that share experiences of his own, or his
plans or ideas that he or a reader could bring into being tomorrow or the following day. While he
allows himself the occasional foray into the past, he never dwells there for long, his focus soon
drifting back to see what pleasures and potential he can create out of his everyday life.

If guides to consumption of luxury goods shared much of their tables of contents with
Xianging ouji, xiaopin shared something of their tongue-in-cheek observation of the world, their
attention to detail, and the centrality of a self to their composition. Xiaopin became popular in the

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

"V Li Yu 22, Xianging ouji & BT, 309.
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anti-archaist school such as Yuan Hongdao.'®* The usually brief pieces of informal prose tend to
treat a single object, place, or encounter. They relate an observation about the topic, conveyed in

a spontaneous, carefree, and whimsical mood. Zhang Dai’s 5E1f essay collection, Dream

el b

Reminiscences of Tao’an (Tao’an mengyi fa#x 2515, 1655), is an early Qing example of this

163 T
Rather than characterize xiaopin

genre that recounts memories of life under the Ming dynasty.
as “new manifestations of idiosyncratic inner being,” Philip Kafalas has suggested that “in form,
subject matter, tone, and diction, [xiaopin] both trace and define the structure and boundaries of a
particular mode of social being. One of those boundaries marks where the xiaopin world gives
way to the separate realm of politics, and it was this border that prose could explore in ways no

14 Because Li Yu’s essays lack, for the most part, the emotive

other genre could manage.
quality that characterizes xiaopin, it is difficult to characterize them as such. But if we view
xiaopin according to Kafalas’s nuanced model, it becomes even easier to distinguish between

them and Li Yu’s project. Li Yu’s essays mark boundaries that separate him from the sentiment

and nostalgia that defined yimin identity, even as it marked off an area separate from political

1% Chih-ping Chou, Yuan Hung-tao and the Kung-an School (New York: Cambridge University Press,
1988); Cao Shujuan &8, Wan Ming xingling xiaopin yanjiu BB PETE /N2 (Taibei: Wenjin
chubanshe, 1988).

19 Zhang Dai 3 (%, Tao’an mengyi, Xihu mengxun W28 1414125, Ming Qing xingling wenxue
zhenpin (Beijing: Zuojia, 1995).

1% Philip A. Kafalas, "Weighty Matters, Weightless Form: Politics and the Late Ming Xiaopin Writer,"
Ming Studies 39(1998), 51. Another point Kafalas makes is also useful to thinking about the social and
cultural work that Xianging ouji was doing. He suggests thinking about xiaopin as showing how the eye
saw: “Late-Ming xiaopin may have existed in a world that was run through with drama (which fact should
have obviated any notion that xiaopin is the characteristic genre of the period), but for all the iconoclasm
and social exploration that drama could employ it was by nature less suited to the depiction of small-scale
personal existence than prose. If drama in the late imperial times appropriated some of the social function
that poetry had always played among groups of literati, then prose—and in particular xiaopin—assumed
some of poetry’s function as the chronicler of how the eye saw. Xiaopin differed, however, in that it often
only implied shi poetry’s second step—the heart/mind’s response” (51-52). Xianging ouji instead locates
the heart/mind’s response outside the text, or only implies it. Often this is the response that the reader is to
have, rather than something particular to the author himself.
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service under the Qing. These politics, and Li Yu’s particular mode of social being, found their
expression and their preservation in Xianqing ouji.

Central to Li Yu’s mode of social being was innovation: telling new stories, finding new
uses for things, showing people a perspective they had not considered before. David Nye, in
Technology Matters: Questions To Live With, articulates the similarities in the projects of telling
a story and improvising with tools: “To improvise with tools or tell stories requires the ability to
imagine not just one outcome but several; [...] In each case, one imagines how present
circumstances might be made different.”'®> Characters who excelled at improvising with
whatever was at hand peppered Li Yu’s stories, finding new uses for materials, writing, or their
own bodies, but behind all of them was Li Yu, the flamboyant author, imagining new stories for
the real-world things in that fictional world. With Xianging ouji, Li Yu excised the characters
and the narrative structure that had contained and transmitted his ideas in fiction and plays, but
he retained the lively imagination that scrutinized the world for new stories about things. He
teaches the reader how to write a play, but also how to sweep, to put on her make-up, to get a
demure woman to catch his eye, to enjoy bamboo shoots, to install retractable eaves so that she
can enjoy her garden, rain or shine, how to treat sickness by removing something he detests, and
how to make a window make the scene beyond into a painting.

What makes this collection so compelling in light of his larger oeuvre is its difference
from his fiction, in which he would often reverse a commonplace, so that rather than a beauty
being fated to marry a scholar, she would be shown to be fated to marry an ugly man.'*® As

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

' David E. Nye, Technology Matters: Questions to Live With (Cambridge, Mass.: MIT Press, 2006), 3.

"% On Li Yu’s interest in literally reversible language, see Wang, ""Homing Crane Lodge' versus The
Story of a Palindrome: Different Ways of Redefining Qing and Employing Inversion."
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attempt to describe the details of the world.'®” He seems to be saying: look, I can tell any story I
wish, and I can tell it well! The “stories” in Xianging ouji, on the other hand, for the most part
use language to engage the material things and everyday practice that cannot be “reversed” as
could a literary cliché. And so Li Yu’s literary experiments open out to include detailed
descriptions of the material and physical makeup of the everyday, and it is there that he grapples
with how to represent his ideas about everyday life in text. Such representations are intended to
stay with the reader as more than just a memory of a clever story: they are intended to alter her
material environment and what she does with her time after she puts the book down.

In Xianging ouji, Li Yu is improvising and experimenting with the stuff of everyday life
and telling new stories about the things he finds. In this, too, his essays differ from xiaopin,
which recount observations of past events (this is especially true of Zhang Dai’s famous essays,
which were written when he was no longer able to enjoy the luxuries he had before the fall of the
Ming): he often gives detailed designs for innovations to common objects that he has not had the
chance to see produced—he is designing for the future, setting up something that will be
brand-new as soon as the reader puts up the money. There was no place for such observations in
xiaopin, which valued a keen observer of the things and affairs of the world, rather than a creator
or story-teller. In xiaopin, the place for the storyteller was as topic of an account—a curious
figure who could invent stories, but could not, perhaps, observe and recount himself doing so.'®®

Li Yu got into the smallest crevices of the material everyday world, but his essays in Xianging

ouji draw a boundary line at the actual production of material objects. There is always an artisan,

167 See McMahon, Causality and Containment in Seventeenth-Century Chinese Fiction; Hanan, The
Invention of Li Yu.

1% T will go into this phenomenon in more detail in Chapter Three.
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or at least the idea of an artisan (since Li Yu cannot always afford one) situated between the
author/designer and the creation.

“Liweng’s Incense Chop” is a good example of one of the designs—that is, a story about
a thing—that Li Yu branded with his name in Xianging ouji in an essay entitled “Censers and

Bottles ¥Fjff,” from which I will quote at length here to provide a sense of the technical

specificity of some of the entries:

The method for manufacturing censers and bottles was determined by the ancients,
and later generations have avoided making too many additions to it. Yet given that this is
an implement that is kept under the clothing so close to the body, surely there is no harm
in wishing to alter it a little. A censer must be accompanied by an incense spoon and
chopsticks. The spoon is to smooth the ashes, while the chopstick is for lighting the
incense. One cannot do without either of these things. That the length of the chopstick
should be equal to the height of the censer is obvious—everyone knows that. Yet that the
shape of the spoon should be determined based on the shape of the censer so that the two
are not in conflict is less obvious, and it is something that many people overlook.

After adding coal, the ashes become lumpy and disordered, so one uses a spoon to
smooth them out. It the spoon is square, the smooth surface of the ashes will be square; if
the spoon is round, the smooth surface will be round. If the edges of the censer are
straight and the spoon is curved, or the censer is curved while the spoon has a flat edge,
then the two do not complement each other and one is only able to smooth the ashes in
the middle, not those around the outer edge. What is needed is the method of “cutting the
cloth to fit the body” [acting according to what the circumstances demand]: you must
make a spoon that fits the censer and use it instead. Moreover, if you use a copper spoon,
it is quite difficult to get the ashes smooth: one or two passes of the spoon are certainly
not enough. This is not a matter one can delegate to servants—the master must see to it
himself.

I am lazy by nature, and [ am always seeking ways to avoid work. I previously
invented a wooden chop to tamp the ashes. One stamp could take the place of several tens
of passes with the spoon. At first, it was only to save a little work, who would have
thought that once I had finished it, it would not only save energy, but it would also be
exceedingly beautiful. My friends have passed it among themselves, and it has become a
fixed method.

For example, if the censer is round, lathe a round section of board into a chop with
the same measurements—it cannot be the least bit inaccurate—and attach a handle to the
top so that one can hold it in one’s hand. It is advisable to leave a small area in the middle
open so that the center will be raised and the edges will be lower like a steamed bun.
Square ones can be dealt with using the same method. After you add the coals, first use
the chopsticks to level the ashes, and then press down with this board, then the center and
all four sides are smooth. Not only is the result as level as if it had been pared with a
knife, but it also vies with the surface of a mirror for luster, and rivals oil in its glossiness.
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Since there has been incense ash in the world, none has had so lovely a surface as this.
Both lustrous and glossy, one can call it refined in the utmost.

When I looked it over and considered it, I found it extremely beautiful, but not yet
perfect, so I instructed a carpenter to engrave it. [ asked him to carve a few prunus
branches, or a bouquet of chrysanthemums; a five-character quatrain, or the complete
eight trigrams on the surface that comes into contact with the ashes. This way, one need
only to lift a hand and press down, and countless marvelous things appear, a combination
of the strengths of human ingenuity with heavenly craftsmanship that has not been seen
since the advent of the incense burner. It would not be an overstatement to say that I,
Liweng of the Lake, truly have something to offer those with refined sensibilities. I
would like to call this chop the “Liweng’s Incense Chop.” Just as with everything that
[Chen Jiru] Meigong produced, I name the thing after myself, so that the people in the
country can make a judgment based on the actual situation and the quality of the
product—it is not that I dare to wag my tongue excessively. This object is best suited to
speedy use—just press it down and pick it up again right away, do not tarry for even a
moment, for if you do, the air will be cut off and the fire will go out. After it is carved,
you must paint it so that the ashes do not stick to it.
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Here, as is often the case in Xianging ouji, Li Yu presents not one, but several alternative stories

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

' Li Yu 22, Xianging ouji HTE 3T, 216.
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function, how it fulfills it, how to improve it, and how to make it striking. This is a technological
innovation that updates the object and eases the user’s experience (“one need only to lift a hand
and press down, and countless marvelous things appear”) each and every time she uses the object.
Xianging ouji 1s full of such designs that innovate the trappings of the everyday world, and we
might understand them as new stories waiting for real characters to enact them. The author has
become the curiosity, inviting the reader to interact with him and respond to the novelty he sees
in the text.

Of course, consideration of Xianging ouji with reference to Li Yu’s practice shows that
he was writing about topics in which he had practical experience and could confidently market
his skills. The text can be read as an ongoing experiment at the intersection between the practice
of everyday life and the possibilities of writing to update the everyday world, inviting us to
ponder what possibilities there might be for things that have not yet occurred to us, what other
uses we might make of space, or what role perception plays in our everyday lives. The social
context for the production of this text is crucial to its production. Li Yu had earned all of his
money through his cultural production, he had obtained his tiny Mustard Seed Garden late in his
life, that his troupe of concubine-actresses were given to him and were with him only a few years
until their death. Without this particular conglomeration of factors, Xianging ouji could not have
covered the range of topics it did. Yet what is most innovative about this text is not necessarily
the selection of topics covered, but the way that it first proposes a structure, and then makes the
content of each entry surprise the reader with a new story, and often a new kind of story, about
the things in his everyday world.

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

delightful linear trajectory of discovery between himself and Li Yu, the author, with Xianging
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ouji, Li Yu intended to open up a space for the reader to explore; it could be read in any order.
Patrick Hanan has given a number of examples of Li Yu advising his friends on how to read the
book, and it is notable that he advises one person to begin with the sections on women and
houses, and another to start with those on women and on health and pleasure.'” These
instructions reveal something of the function of the table of contents: it allows readers to choose
their own path through the text, based on their individual preferences. It is not surprising that Li
Yu, a weathered author whose works always demonstrated both implicit and explicit attention to
structure, would have paid careful attention to the way that the structure of a text invites readers

to interact with it. In a passage on how to design garden paths (fujing #7%), Li Yu outlines a

way of thinking that allows for both practicality and subtlety, in a mode of design that has often

been characterized as finding a middle way between the refined and the vulgar:'”'
With garden paths, there is nothing more convenient than the direct, yet nor is there
anything subtler than the circuitous. Those who intentionally make winding paths for
their splendid effect must also install a side door to allow family members to get on with
household business. If you are in a hurry, open the door; if you are at ease, then close it.
This way the refined and the vulgar both benefit from it, both being well served by this
way of doing it.

FRBLERE » T ST - FUEHEER - DERISE - LERIER R DUE
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With Xianging ouji, he produces a similar effect of providing a system of doors through which
the reader may enter, even as the essays reveal circuitous story-paths that surprise, delight, and
distract. In this sense, Xianging ouji as a book lends itself to a different experience of reading

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

" Hanan, The Invention of Li Yu, 195.

" See, for example, Huang Guoquan 7 £ &, Yasu zhi jian: Li Yu de wenhua renge yu wenxue sixiang
yanjiu FER Z T 2R AT SO AR B SCER SRR B 22,

"2 Li Yu 22, Xianging ouji HTE 3T, 158.
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at random, asking her to be in awe at a remove from the experience in space and time (the writer

is telling about something he observed in his private past). The structure of Li Yu’s table of

contents allows a reader to have a sense of the space through which she is moving. It is not a

stretch to say that the space and time portrayed in Xianging ouji are very close to the reader’s

present (or future), the here-and-now.

One of the ways Li Yu accomplishes this effect is by leaving room for the reader in the

text. Rather than describe precisely the way things should be or to give an account of his singular

experience of them, Li Yu provides some new thoughts on some things in a mode of

conceptualization that leaves open spaces for further developments. In fact, it is central to Li

Yu’s conception of the text that even as it appeared systematic, it did not aspire to

comprehensiveness:

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

Among these eight topics, only with six of them have I actually established a
working method. As for the two sections that deal with food and drink and cultivating
plants, the method is incomplete and interspersed with commentary, and I would rather
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present my views in a jumbled way than try to establish a coherent method on the basis of
such trifles. I fear that in doing so, I would mislead the people of the world. So, I declare
that successfully presenting my views is better still than establishing a coherent method. I
want to ask the famous men of our land that [ may avoid being censured for
incoherence.'”
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Li Yu’s tone throughout these instructions for reading and using Xianging ouji functions on two
levels: one is the level of the apology for not having established “a coherent method,” while the
other makes a case against the tendency to seek coherency. That Li Yu does not aspire to
comprehensiveness is only nominally veiled: the point of the essay is not to apologize for his
own shortcomings, but to criticize those who doggedly aim for a banal comprehensiveness in
their learning and writing. The “gaps” left everywhere in Xianging ouji prevent people from
judging it on what it lacks (this is exactly what people could and did do as they revised manuals
of connoisseurship, recipe books, materia medica). Xianging ouji invites positive recollections of
what was included, not criticisms about what was left out.
As many scholars have observed, traditional luxury goods are absent in Xianging ouji. In

this, we see another instance of Li Yu confounding his table of contents to surprise the reader.

Patrick Hanan has written of Li Yu’s essay on antiques in Xianging ouji, “‘the essay’s subject is

B Li Yu 2, Xianging ouji VIS, 4.
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really his decision not to treat antiques, and he begins and ends with that decision.”™ Yet Li
Yu’s essays on antiques and other conventional luxury goods do more than simply confound the
reader. In light of the discourse of elite connoisseurship that takes for granted the value of luxury
goods and prescribes tasteful consumption of them, Xianging ouji seems to erase and engage the
material world at the same time. If earlier manuals had commodified knowledge about the proper
consumption of luxury goods, Xianging ouji commodified the stuff of everyday life in a way that
rendered the majority of luxury goods obsolete.

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

I once said to someone that there is nothing older than books: they combine the
thoughts and appearance of the ancients and pass them down. If the book is from the
Three Dynasties period and we read it, it is as if we’re meeting someone from the Three
Dynasties. If the book is from the time of Yu, then reading it is like being born in the
time of Yu. Apart from these, everything else is an object. Objects cannot speak for the
ancients, so how can they uncover their thoughts and show their appearance?

There is something to appreciate about ancient objects, but they is suitable only for
the wealthiest families. Because those families have too much money, they have to store
it in things. They have to use the method of “magical adjustment,” reducing a zhang (10
chi) to a chi, and a chi (10 cun) to a cun. This is just as in the expression, “storing gold is
better than storing silver; storing pearls is better than storing gold.” The lighter and
smaller it is, the easier it is to store.

What is more, keeping gold and silver around invites burglary. It’s better to trade for
antiques. Not only will thieves leave them alone, but if they accidentally get ahold of
them, they’ll discard them and leave.'”
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7% Hanan, The Invention of Li Yu, 189.

' Li Yu 22, Xianging ouji & E3T, 215.
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Besides an extended advertisement for books and the value of writing—just the sort of product
Li Yu was in the business of selling—this essay presents antiques as valuable only as a
convenient store of value. Better than a sack of gold, antiques can contain an enormous amount
of value in a very small space, and repel burglars to boot. Absent is any sense that there would be
some inherent aesthetic value of these or any other objet d’art. Li Yu has exposed the game by
removing the material things that supported it, revealing taste as no more and no less than a
matter of mind, brush, and print. As he tells his readers: the only thing you need is this book.
More familiar assessments of antiques and other expensive things resurface in metaphor
throughout Xianging ouji, as in an essay on updating old plays:
Performing a new play is like reading contemporary writing: the charm is in hearing what
one has not heard before. Performing an old play is like looking at antiques: the charm is
that while one was born in a later age, he beholds a former dynasty. Yet what is so
delightful about antiques is that the more aged and outmoded its substance, the more
changed and marvelous its appearance. In bygone years, bronzes and jades were nothing
more than a freshly carved lustrous surface, but after many years had passed, there was
no longer a trace of the carving, and the luster had turned into a mottled pattern. This is

what people treasure: not that its substance is unchanging, but its ability to renew and
transform itself.
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There is a place in Xianging ouji for such observations only in metaphor, and only detached from

the relevant indicators in the table of contents. In metaphor, Li Yu also reveals himself as

someone who knows how to look at antiques. He knows what lends them value (the delightful

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

“display” them in this text: they provide support for Li Yu’s claim that plays must be updated.

8 Li Yu 2, Xianging ouji BB, 72.
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By updating a play, one can mimic, and surpass, all that is delightful about an old bronze, and
anyone who can read this book can do that.

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

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

in the cultural context of the early Qing.
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CHAPTER TWO

Experimenting in Print

How did one make a living as a writer in the early Qing? Writing was the foundation of
Li Yu’s cultural production. Yet in addition to writing with the intention of making a living, Li
Yu also took on many of the tasks of a late-Ming publisher—usually not a literatus-writer in his
own right—and tried his hand as a commissioner, compiler, editor, publisher, bookseller, and

- 177
promoter of others’ works as well as his own.

He sought to secure the intellectual property
rights to his creations, and his comments to this effect provide a nuanced picture of how he
conceived of and defended these rights in the absence of legal protection.'”® Li Yu also
experimented in innovative ways with the possibilities of the medium of print, making books
work in ways they had not previously. To make books work faster, he added page numbers to his
tables of contents and symbols to his texts to direct the viewer’s gaze and to save him time. He
also experimented with the use of print as a social networking technology. In this chapter I aim
to show what was distinctive about Li Yu’s writing for profit and uses of print in the early Qing.
Bookselling in the early Qing was a social affair. Suyoung Son has recently shown the

many ways in which print culture in the early Qing maintained or mimicked practices that would

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

""" Hanan reminds us how, contrary to Feng Menglong’s unwillingness to put a pen name traceable to him

on his works, or to advertise that he had adapted or written some of the huaben stories in his collections,
Li Yu went to lengths to reference himself in the prefatory material, and throughout the narratives, often
equating himself with the narrator. See The Invention of Li Yu, Ch. 2.

' On the lack of legal protection for intellectual property in imperial China, see William P. Alford, To
Steal a Book is an Elegant Offense: Intellectual Property Law in Chinese Civilization (Stanford: Stanford
University Press, 1995).
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179 ¢ -
Li Yu seems to have

or the printing of very small numbers of a text for a select social group.
hoped that his works would reach the broadest possible audience, but he involved hundreds of
people in their production, and he was personally involved in their printing and distribution. He
also appealed with frequency to wealthy patrons whose contributions allowed him to maintain
his family and his lifestyle. In one letter requesting support from patrons in Beijing, he
acknowledges his unusual success as a writer, but indicates that profits from book sales are not
enough to support his large family:

If we consider the poverty of all under heaven, are there any poorer than Liweng of the
Lake? Everyone will say: “There are. The number of impoverished scholars in this world
is greater than the quantity of sand floating in the Ganges, and they all suffer from lack of
stable property and sparse business. Moreover, under heaven there are none who
understand and recognize them; even where they do, it doesn’t amount to much. Cold,
they are not offered even a rough robe; hungry, there’s nowhere for them to seek out food.
This is the state of their poverty. You have surmounted the hoe with your pen, and rivaled
those near the city walls with your inkstone. Selling your writing already suffices to keep
you fed, and you even have enough to entertain visitors—what kind of poverty is that?” I
say, you understand one part, but not the other. The poverty of scholars generally refers
to the many who struggle to obtain food. Now, the smaller families don’t exceed three or
five, or perhaps seven or eight; the larger ten or twenty at most. Do any of them amount
to thirty or forty? Even if you say some do, [in those cases] only seven or eight out of ten
will sit down to eat—certainly one or two are off making money. You may say that’s not
much, but even a penny a day can subsidize the cost of rice and salt; of the seven affairs
of a dayi, it already takes care of one or two. I don’t even have allotted fields enough for
eight, yet the open mouths expecting food amount to five times that number. Although I
have writing that I can sell, is there among those who buy writing today one who can
“offer one hundred jin of gold to purchase Rhapsody on the Wide Gate [Changmen fu £
FIHA]” as did Empress Chen from Sima Xiangru? Certainly, you will say, there is not.
Even so, the money that I earn selling writing can be counted on my fingers. With forty
mouths depending on one person to feed them, it is like one mulberry leaf providing food
for one hundred baskets of silkworms: days they’re born, nights they grow, how can a
single leaf provide for them?”'*

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

180 «Shang Dumen guren shu jiuzhuang shu FEFIE i8R Li Yu 254, Liweng yijiayan 55—
K5, 1-2,1: 224,
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The letter opens with an interlocutor familiar to readers of Li Yu’s fiction and essays. Through a
carefully constructed dialogue, Li Yu first allows for the claim that compared with other
“impoverished scholars,” he is quite well-off. He methodically wears down the defense, however:
his writing sells, but his household is much larger than most, he is the sole breadwinner, and
there is no one willing to offer him adequate remuneration for his writing. By far the most
convincing, though, is his subsequent reference to Sima Xiangru, the great rhapsodist of the Han
dynasty. The reference serves in the first place to justify the sale of one’s writing by pointing to
laudable historical precedent. It also recalls familiar laments of belatedness on the part of poets
who mourn having been born in the wrong age: echoes of the high-minded, though usually

fruitless, poetic quest for a true friend who “knows the sound” (zhiyin H1%) is here replaced with

a plea for a patron who knows the true worth of his writing."®' His interlocutor has only time to
respond in the negative—of course no one can afford such a high price for writing
anymore—before Li Yu is off on his next metaphor, likening himself to a insubstantial leaf being
devoured by thousands of ravenous silkworms. The letter goes on to explain how all of his
belongings, even his famed concubines, were given him as gifts, and that he in fact has nothing
of his own; it concludes by informing the recipient that after he sends the letter he will face
Chang’an and weep silently, waiting for succor.

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

struggle to make ends meet. Nonetheless, a marginal comment by his friend Mao Zhihuang

"8I The term zhiyin originates in an anecdote in the fifth chapter, “Tangwen diwu 555 ., of the Liezi

%l|-F-, which tells of two friends, Bo Ya {H 4 and Zhong Ziqi $##-1-HH. Whatever was on Bo Ya’s mind
when he played the zither (gin ), his friend Zhong Ziqi would intuit upon listening. Since they shared
thoughts in this way, and could not hide their feelings from one another, their friendship came to be
considered ideal. The closely related knower-of-oneself (zAiji 1) had already become an indulgent
designation for patrons by the seventeenth century. Li Yu tends to use the less intimate term
knower-of-relations (zhijiao HI1%Y), however, in his references to patrons.
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5, which accompanied the published version of this letter, provides some perspective: “Among

299

those who have ‘sold rhapsodies for a great deal of gold,”” he writes, “few since Sima [Xiangru]
have equaled Liweng [Li Yu].”"®* On the one hand, this comment is nothing more than a touting
of Li Yu’s unusual success, a type of flattery often encountered in such marginalia; on the other
hand, juxtaposed with the entirety of Li Yu’s letter, it has the effect of drawing attention to the
analogy with Sima Xiangru and downplaying the careful logic that precedes it. This example
highlights the paradox I have outlined above: that the image Li Yu creates of himself as a scholar
toiling in inkstone fields with hopes of profit was integral to his fabulous success as a writer who
profited more than just about anyone else by selling his writings. A large part of this image was
that of an impoverished scholar conscious of the difference between his cultural entrepreneurship

and traditional patronage:

As for my friends [zhijiao H1%Z] within the four seas, I do not dare claim that no one
recognizes [my situation], nor can I [resort to the clichéd] four-character phrase, “Those
who know me are few,” and blame all those under heaven who praise me. For twenty
years, | have carried my books all over this land—I have covered nearly two-thirds of all
the land under heaven. Everywhere I went, there were already boarders who had set up
schools, and unfortunately, those households I entered with frequency, I also left with
regularity. Only in the sea is water is gathered without leaking; rivers cannot manage this.
Rather than the “gathering” of the irrigation ditches, I have the leakage of the rivers—it’s
no wonder today’s riches do nothing to alleviate tomorrow’s poverty!'™®

Even as he draws attention to his lack of consistent patronage to make his case with potential
donors in the capital, comparison with the form and breadth of his cultural activities as a whole
does little to convince us that he would actually have preferred “the ‘gathering’ of the irrigation
ditches” to the flowing of a river. The new kind of patronage that Li Yu forged allowed him a

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

™10 Yu 2, Liweng yijiayan 558 —5% 3, 1-2, 1: 224.

" 1i Yu 2, Liweng yijiayan 558 —5% 3, 1-2, 1: 224.
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most memorable and inventive personas in traditional China—Liweng of the Lake.
Branding a Self
Li Yu created distinctive brands for his products, utilizing the style names he took

Al AN KL 2N

on—Fisherman on the Lake (Hushang Liweng J§] F5545) or Fisherman Li (Li Liweng 225545
and Li Yu Z%}fd)—as well as the names of his bookshop-garden residence, Mustard Seed Garden

Jieziyuan 7+T-[&|), and his publishing house, Yisheng tang Z2E252. In his conception of what
'y p g g tang P

&S

might be acceptable and profitable forms of cultural production, Li Yu took celebrated late-Ming

cultural figure Chen Jiru [4E (% (1558-1639) as an example. Chen was a very famous and active

late Ming cultural figure whose prolific and diverse cultural production and lack of aspiration to
officialdom caused Li Yu’s contemporaries and later observers alike to compare him to Li Yu.
Like Li Yu, Chen had written that he could not live up to the recluses of old who retired into the
mountains and took up the plow (this, at least, was the ideal); for him, rather, was to plow with

184

the brush, writing for profit to eke out a living. ™" In his preface to Li Yu’s collected works,

Yijiayan —% = (Independent Words), Bao Xuan &5 compares Li Yu’s fame to both Chen Jiru
and the radical late-Ming philosopher Li Zhi Z2#{, making the point that Li Yu had the

distinction of having risen to fame completely on his own, whereas Chen and Li Zhi both gained

fame first by association with famous officials—Chen Jiru with Dong Qichang & H. & and Li

Zhi with Jiao Hong £53f;.'*

'8 Greenbaum, Chen Jiru (1558-1639): The Development and Subsequent Uses of a Literary Personae,
168.

W10 Yu 2, Li Yu quanji 058, 1-2.
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Chen’s celebrity in the late Ming had led profit-mongers to falsely attribute works to him,

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

to the Jieziyuan huazhuan 7+ 1-[E {8 (Mustard Seed Garden Painting Manual), he had

certainly given some thought to what it would be like making a living selling traces of one’s
brush.'®” He dramatizes Chen Jiru and his close friend, the famous late-Ming artist Dong

Qichang ¥ H &, in his third play, Yizhong yuan Z %% (Ideal Love Matches), which was

published around 1653 while Li Yu was living in Hangzhou.'®*

It opens with Dong and Chen
complaining about the incessant requests for their writing and paintings. Lamenting about the
hardship of making a living by writing (notably not due to poverty, but to demand), they are
planning to spend the day at Hangzhou’s West Lake disguised as commoners so that people
eager to solicit their work will not be able to recognize them. Li Yu’s dramatization of the radical

visibility of these men in his play shows us that he was thinking about the effects of celebrity on

everyday existence, especially a kind of celebrity in which buyers ceaselessly commanded

1% Greenbaum, Chen Jiru (1558-1639): The Development and Subsequent Uses of a Literary Personae,
195-202.

87 See Li Yu’s preface to the manual, where he wrote: “Viewing the paintings of others is nonetheless not
equal to the ability to paint oneself. [One perceives] the brilliance of another's painting from the outside,
whereas the brilliance of one's own painting emanates from the mind. In my lifelong love of landscapes, |
have only been able to view the paintings of others; I cannot make them into paintings myself i A\ %
FEBREE - NEZWRIN - BEZDHLE - RAEVFEUDK - HEEBAE - MAEE RS
Wang Gai FE%, Jieziyuan huazhuan 7+ FEH EH.

188

o=

Li Yu ZEiff, Liweng yijiayan 55— K 5, 1-2, 1: 224. See also Hanan’s discussion of this play and his
selected translations: Hanan, The Invention of Li Yu, 16, 142, 50-51, 54-55, 69-75, 83.
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production.'® The men are aware of the cultural capital their names carry, and rather than try to
prevent people from making a profit by forging their names, the two men seek out talented artists
who can paint in their style to relieve them of some of the burden of incessant depend for their

works. '’

By the play’s conclusion, the famous male artists have married two women who,
respectively, forge their paintings for a living."”' As someone who was quickly becoming a
cultural figure in his own right, Li Yu was dramatizing the work and stress that comes with
prolific and successful cultural production in the fast-paced urban centers of his time.

Li Yu insisted that he could not paint, but that claim may have more to do with his
assessment of the relative viability of making a living as a producer of singular goods. In any
case, he sought out types of cultural production that would ease his burden by the fact of their

reproducibility, and in this, too, he found an example in Chen Jiru. The essay under “Pork (zAhu

%8)” in Xianging ouji expounds on why Li Yu is unwilling to make public his new designs for

anything related to the bathroom (although the makeshift bamboo-stalk urinal in his study was an
exception):
"Dongpo meat" is a case of a man becoming known to posterity through food. If we hear

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

'8 Studies that have explored how these relationships were negotiated in life through analysis of letters,
see Hay, Shitao: Painting and Modernity in Early Qing China; Clunas, Elegant Debts: The Social Art of
Wen Zhengming, 1470-1559; Cahill, The Painter’s Practice: How Artists Lived and Worked in Traditional
China; Kim, The Life of a Patron: Zhou Lianggong (1612-1672) and the Painters of Seventeenth-Century
China; Bai, "Calligraphy for Negotiating Everyday Life: The Case of Fu Shan (1607-1684)."

% On the tradition of ghostpainting, see Cahill, The Painter’s Practice: How Artists Lived and Worked in
Traditional China, 113-48.

1 All four of the artists featured in this play were real artists, although in life they did not marry each
other. The gender of the work of art, and the portrayal of female artists in the contemporary art scene are
two fascinating aspects of this play that unfortunately are outside the scope of the current discussion.
What is more, the preface to this play was written by a well-educated woman poet and painter, Huang
Yuanjie. For more on her, see Ko, Teachers of the Inner Chambers: Women and Culture in
Seventeenth-Century China, 117-23.
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the bellies of all the gluttons of the ages? A distinguished literary man should truly not be
subjected to something like this, and celebrities who dabble in lesser skills must be
especially cautious. Several hundred years later, things like cake and cloth obtained a
name through [Chen] Meigong. If we compare "Meigong cake" and "Meigong cloth" to
"Dongpo meat," it seems like the former is superior to the latter. Yet the most
misfortunate still, is that now that thing in the outhouse is known as a "Meigong toilet."
Alas, what kind of thing is a toilet that it can be crowned with the name of a distinguished
man? It's not that I don't know the flavor of meat, but I dare not speak freely on the
matter of pork for worry that I might end up succeeding Dongpo. As for that thing in the
bathroom, it's not that I haven't come up with a new design for it, but that I keep it stored
away at home, unwillingly to take it out and show it to people or to write it in a book, for
worry that I might succeed Meigong.

BLUNEE - "R Bt o 225 > UEXZIA - MRS ZIAZ - 1§ > B
B IR - MEIER - DIETHE@A B ? &5 B A ah AL /M -
TARAEA - ZEOEEIT T > £~ AFEY) > PEAES - B T AR - 8
ST 2% D RN = DUBRREER IS - A FEE > A RET
Z— > B ANMER “TEAEMT - 5 BRI e A S L2 ? TIE

ARIA > TR Z—H) > FECRIE—51% - R 28t - BRI 2 —9)
?%”’%fjﬁﬁﬁi\%ﬂ EEZE > MABEULURA » TABMEZRESE > TEMEAZ

Chen Jiru’s name had been attached to things that he had not personally produced, and Li Yu
saw in that phenomenon the possibility of reaching the broadest possible audience with one’s
cultural products and one’s name. Although the tone is comic, it is evident that he aimed to have
his name attached to some things (like the “Liweng Incense Chop”’) and not others. Even as he
created a brand name and transmitted it throughout the land by means of novel stories and
designs, he sought to retain some control over the kinds of things it could be used to indicate. He
left assessment of the worth of his designs to those who encountered them: after the description
of his design for the “Liweng Incense Chop,” he explains: It is just as with everything that [Chen
Jiru] Meigong produced: the objects [he produced] made the man famous. Whether they were

high or low quality, whether they were substantial or worthless, the people within the four seas

"2 Li Yu 22, Xianging ouji HTE 3T, 284.
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would decide for themselves. It is not that I dare to exaggerate. 75 7 JHA\E&H » WILA AN ZE BN

BT o EEEE  BNEAEN  JE TS

Using his brand names, Li Yu went to significant lengths to advertise his works, such as a
note in the table of contents of one of his collections of stories that a particular story would soon
be adapted to a full-length chuangi play. While many scholars have argued that the stories Li Yu
adapted into chuangi plays read well as stories and should not be read as simply a sketch of a
play to come, given this sort of advertising, it is difficult to avoid thinking of the story as framed
as a “preview” of the play to come, functioning to whet the interest of the reader. He engaged in
other marketing strategies as well: on the title page of the first edition of Xianging ouwji, he calls it

“The First Secret Book of Liweng” (Liweng mishu diyizhong 55 4550 55 —78), and the earliest
prints of this book include, in smaller characters below, the words, “The Second, /ndependent

Words, To Be Released Soon” (di ‘erzhong Yijiayan jichu 55 —fE—% = E14)."**

This technique ensured that he would receive credit for his works, but it would not
prevent publishers from profiting from pirated editions of his works. To my knowledge, during

his lifetime, Li Yu’s major concern was with the publication of unauthorized editions, not with

3 1i Yu 2, Xianging ouji [H1E 17D, 216.
%% The title page of the first edition (Yisheng tang 22E2%%) of Xianging ouji reads “The First Secret Book
of Liweng” (Liweng mishu diyizhong 55 45FhE 25 —7F&). In some prints, this is followed by “The Second,
Independent Words, Will Be Released Soon” (di erzhong Yijiayan jichu 58— fE—5 = B[JH}). The fact
that some Yisheng tang imprints of the first edition include this notice (like the copy held in the Shandong
Provincial Library), while others do not (like the copy held in the Peking University Library, call number
X/818.2/4037.1), is evidence that the book was printed over time from the same blocks with certain
changes. Ostensibly, the copy in the Shandong Provincial Library is an earlier print, and it would have
been printed before 1673, when the first installment of Li Yu’s second “secret book™ is likely to have
been published. We can assume that the copy held in the Peking University Library was printed after
Independent Words had come out, and that the advertisement was therefore removed. That Xianging ouji
was printed in multiple installments over time gives us some indication of demand for the work, but since
woodblock printing lent itself to the continual production of small batches over time, that there exist
multiple versions of the same edition does not tell us as much about demand as would a second edition of
a text printed using movable type. For more information, see Appendices I-II1.
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the attribution of others’ works to him."”> Already in the mid-1650s, Li Yu, or Liweng of the

Lake, had become so popular that his works were being pirated by print shops in Nanjing. In
hopes that proximity would help him curtail this rampant piracy, he decided to relocate to
Nanjing. In a letter to a friend that was published in Yijiayan, Li Yu wrote:

The only reason I moved to Nanjing [in 1657] was because people had been making
trouble with my books, and there were numerous pirated editions [fanban Fki]; to

safeguard against this, I left the place where I was comfortable and moved again, thinking
that a change of residence would allow me to obtain sustenance. I did not fathom that as
soon as my new prints were out, the avaricious merchants of Suzhou [Wumen tangu =[5
&5 would already be sprouting covetous intentions. Fortunately I heard news [of their
plans] first, and pled earnestly with Mr. Sun, an official of the Suzhou-Songjiang circuit
to put up a notice prohibiting it [jinzhi Z£ [|], putting a stop to their plans. Just as the
Suzhou scheme was put down, a message suddenly arrived at the house saying that

someone in Hangzhou had already completed a pirated edition and the new book would
be on the market in a matter of days. . . Alas! How much is that minuscule profit worth
that these people will scramble after it like so many ducks?'*®

The fact that publishers in cities throughout the Southern Yangzi region were persistently

producing pirated editions of Li Yu’s works not only gives us an idea of the popularity of his

writing at the time, but it also provides a glimpse of just how quickly the latest releases

1% Based on the voice of the writings attributed to Li Yu, Hanan has suggested that a number of works

published during Li Yu’s life, such as Gujin shiliie 175 528, Gujin chidu daquan 5% R &K%, Gujin
liansou &5 5158, and Liweng duilian 57 55%11#, as well as annotations of Sanguo zhi =& and
Shuihuzhuan 7K were not of his pen, but Hanan makes these claims based solely on his sense of the
tone of the works, and whether it sounds sufficiently like the witty and irreverent Li Yu we recognize
from his other works. As such, there is insufficient evidence to corroborate this claim, or to prove that
these works are definitively Li Yu’s. Whether texts like A Complete Collection of Letters Old and New
was published by Li Yu is difficult to determine, especially given the similarities of their cover pages to
undisputed texts. See Hanan, The Invention of Li Yu, 225 n. 121. Hanan and Huang Qiang have also
pointed out that most Mustard Seed Garden (Jieziyuan) editions are works that are dated after Li Yu’s
death. Huang Qiang has catalogued these editions and researched the more than two-hundred-year history
of Jieziyuan as a publishing house. Huang Qiang 8558, Li Yu yanjiu 2258, 297-302. Gujin shiliie is
included in volume 15 in the Jiangsu guji edition of the Li Yu quanyji; three thyme books attributed to Li
Yu are also included (vol. 18); editions of the novels Sanguo zhi and Jin Ping Mei, ostensibly including
his comments, are also included (vol. 10-14).

Y010 Yu 2, Li Yu quanji 2% %5, 1.167-68. For Hanan’s translation of the latter part of this passage,
see The Invention of Li Yu, 12-13.
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circulated among the urban publishing centers of Jiangnan. The carving of a new set of

woodblocks to print a pirated edition (fanban FlHR) of a book seems to have taken no more than

a week. In this competitive and fast-paced publishing milieu, authors and publishers writing and
printing for profit had to take measures to detect and prevent the pirating of their works, a task

197 ¢ -
Li Yu moved

that involved the articulation of the novel notion of intellectual property rights.
to Nanjing largely in order to have more control over what he claimed as his intellectual property;
he eventually extended this control to the monitoring of the carving of blocks and the printing of
editions, as well as the marketing, sale, and distribution of his works. It is also worth pointing out
that if other publishers were so eager to produce pirated versions of Li Yu’s works, we might not
be able to take Li Yu at his word that the profit to be gained from such an endeavor was indeed
“minuscule.” Although later in his life, Li Yu was frequently on the road searching out patrons
willing to support him in a variety of ways, it appears that during this period of his life he
survived mainly by writing and from the sale of his published works.

During the two decades that followed, Li Yu’s conception of intellectual property rights
developed with reference to his experiences selling an array of cultural products. Perhaps his
most extensive and public expression of his perspective on the matter appear in an essay on the

notepaper he designed and sold out of Mustard Seed Garden in Nanjing."”® This essay

demonstrates that Li Yu’s creativity and good humor are inseparable from his professed need to

7 patrick Hanan has pointed out, in his preface to an anthology of stories drawn from Li Yu’s earlier

collections, that Du Jun, the purported commentator of all three of Li Yu’s collections of short stories,
candidly “identifies the author of the collections as ‘Master Li’ and as ‘Liweng’ [Li Yu’s style] and also
mentions a couple of Li Yu’s plays, perhaps to authenticate the edition in the face of the threat of pirating’
The Invention of Li Yu, 22. Although this claim is speculative and impossible to corroborate, given that
another publisher could have easily included such information in a pirated edition as well, it is

nonetheless significant that Li Yu, as an author of vernacular fiction, was willing to attach his name to his
works, since such fiction usually circulated anonymously or under a pseudonym.

bl

8 11 Yu 2, Xianging ouji VIS EET, 131.
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profit and his insistence that those who enjoy his cultural products acknowledge and respond to
his professed need to make a living through their sale. He opens by lamenting that since the time

of Su Huiniang 7F3E 4R, the production of notepaper embellished with all sorts of designs has

flourished, from depictions of people and wares to birds, flowers, and insects.'*” The problem

with such designs is not that they lack ingenuity of mind (renxin zhi giao N> F45) or skillful
workmanship (jiyi zhi gong 785 T )—in fact they are praised as being the “very likeness of
the form” (xiao gi xing [ EJE) of the objects they depict—but rather that they do not have a

thing to do with the notepaper’s function, which is letter writing. Li Yu’s critique of this
tendency is simple: in seeking the resplendent and varicolored, those who designed that letter
paper neglected what was close at hand to seek what was beyond reach. Under the auspices of
“returning what it intrinsically comprised and eliminating what it originally was without (huan gi

gu you jue qi ben wu 32 EL[EH » 4BEHAKHE),” Li Yu advocates, rather, mining the two characters
that comprise the term “notepaper (jianjian Z£f&)” for their “inexhaustible significance (wugiong

benyi #£55 /K %5),” and in doing so arrives at such possibilities as depictions of the functional

writing surfaces of bamboo strips, plantain leaves, and walls, to name a few.**’

What is distinctive about Li Yu’s notepaper, and what, according to him, he has rights to,
are his innovative concepts for design. In the remaining portion of the essay, Li Yu not only
introduces these ingenious designs in detail, as readers might expect, but also delves into the

particulars of the notepaper’s production, where one can purchase it, the uses to which revenues

% Su Huiniang of the Eastern Jin (317-420) is remembered for her palindrome poems. Her name has
traditionally been associated with palindrome brocade, which Li Yu embellishes for some of his
notepaper designs. She is also a central player in the scholar-beauty novel attributed to Li Yu, The Story of

a Palindrome &35[0| 5.

0 Li Yu 24, Xianging ouji H BT, 131.
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from its sale are put, as well as its exceptional ability to allow people to engage with him directly,
regardless of their location.””" All of these aspects combine to form an argument for his rights to
be the sole producer and vender of the notepaper of his design. The essay reads:
I already instructed my servants to make the notepaper according to my designs and sell it
in the bookshop. Whatever money they acquire from sales, they turn over to the
woodblock carvers to be used for the carving of blocks. In this way, from now on, they

will flourish continually. Its ability to give people something new to see and hear, and
bring joy to the task of writing is truly without end.**?

B RAUEH B B O > SRR - IESIR F  BILEEERD K
AR WARERYE > EREY -

In explicating for his readers the details of production and distribution of his notepaper,
including the employment of his servants as the producers and salespeople carrying out the
distribution of “Li Yu brand” notepaper, Li Yu is drawing attention to his unique role in
production. It is significant that Li Yu claims intellectual property rights over the notepaper
based solely on his design, and that the fact that his servants produced the actual material product
being sold does not make the end product any less his property. He elaborates for readers how he
and his employees reinvest revenue in the production process so as to continually create new

products for customers.

' Li Yu’s description of the designs he has produced to date serves a double role: on the one hand, he is

advertising them to his readers, while on the other he is laying claim to his unique concepts for notepaper
designs: “I have already produced eight refined literary designs and ten brocade designs. What are the
literary designs? They are stones, spools, fans, books, bisected bamboo, snowy plantain leaves, scrolls,
and volumes. As for the brocade designs, they all resemble palindrome brocade. The whole sheet is
decorated with brocade; only the spaces left vacant by the ripple pattern remain for letter composition.
When the letter is completed, it looks no different from a palindrome brocade. Each of the ten brocade
designs is distinct, and the space remaining for letter composition varies. E.4& 5t » AEEESE ) E -
IR - BREEM A - i il B T B BT M2t - sRECHE
R (5880 2 3 - alE B L8 REEERARS - Sz ig B2 SRR - T
FRATB R > EE R EE - Li Yu ZEif, Xianging ouji I 1E 5T, 131.

22 Li Yu 24, Xianging ouji HTE 85T, 228-29.
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I have taken great pains to get this business underway, and it is difficult to enumerate the
hardships involved. All of those sagely men who wish to obtain this writing paper may
send someone to Nanjing to purchase it. | have been unable to carry out most of the
multitudinous novel designs in this collection [Xianging ouji] in the world, so I use this
one thing to convey the general idea. The place where the writing paper is sold is the same
place that sells my books; everything I have ever written is assembled here. Those with
peculiar penchants [lit. eating scabs], can purchase them here and take them with them;
this is no different from taking The Old Fisherman [Li Yu] back with them. Spiritual
friendship over great distances depends entirely on this. At present, I can claim close
friends [zAiji] throughout the land, why limit myself to those I meet face-to-face? [In
smaller characters:] Inside the Cheng'en Temple in Nanjing, there is a sign with five
characters that read: "Mustard Seed Garden Famed Notepaper"—that is the place.””

1BRdls - EEL > BNRENGE - BARSEEL - 2R RiE
BEET > GBI DIBARE - B2 ETEE M > LTAEREE BRI -
AW hIZ g - EIELLE - AEST MR - THEEC > &Pt - ASREBER T
SEHEZ AR ? eMREF A TEGE AT EAE It -

In this passage, Li Yu tries to reconcile two seemingly contradictory positions. The first position

is that his cultural products serve to transport him spiritually throughout the empire, allowing

him to commune with and befriend all those who encounter them. The second position, though,

ties the authenticity of these objects to his particular physical location—his bookshop inside the

Cheng’en Temple in Nanjing, and the particular products for sale there. At Mustard Seed Garden,

he sells cultural products that he advertises as vessels to carry his spirit to whomever is willing to

pay the purchase price. This spiritual connection, here designated shenjiao 1#7%Z, is the language

that Li Yu and others used to talk about using print to forge social networks—that is, as a social
networking technology. At the time of writing, Li Yu had spent the better part of a decade
traveling the country in search of financial support, so it is understandable that he would have
been invested in convincing his readers that his products could overcome the distance between

them, without requiring that one travel to the other. Hanan has suggested that the term zhiyin %1

B Li Yu 24, Xianging ouwji &30, 229. For a translation of the latter part of this section, see Hanan,

The Invention of Li Yu, 14.
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= or zhiji H1 in Li Yu’s texts already signified “patron,” and not the bosom friend who knows

almost intrinsically what is on one’s mind. I want to argue that Li Yu’s use of the term here is

more nuanced than that. It seems that Li Yu is not using zAiji to refer to patrons, but rather to

friends of greater and lesser means, potential customers who are interested in and can afford to

purchase his notepaper or books, as well as those patrons from whom he might correctly expect

more recompense than just the purchase of his cultural products. The term sends a message to

anyone who knows, or aspires to know, Li Yu intimately that the way to do that is by sending

someone to his bookshop, or headquarters, to purchase products that he has produced and

endorsed.

Li Yu’s most mature expression of his conception of intellectual property rights follows:

Permission is granted to copy all the new styles [patterns, designs] in this book except the
notepaper designs, which I get my servants to manufacture and sell as an alternative to
making a living by my pen. These may not be reprinted [fanzi %], and I have already
given public notice, warning people at the outset. If any bold fellows try to seize the
market by reprinting the designs as they are, or else adding or subtracting a little here and
there, or slightly altering their shape, thus arrogating other people’s achievements to
themselves, grabbing others’ profits while suppressing their names, they will be judged as
contemptible as the Wolf of Zhongshan. I shall accuse them in the courts wherever they
are and plead that justice be done. As for those who reprint [fanke &1%]]] my [Hushang
Liweng’s] books in the belief that their wealth and power will protect them, I don’t know
how many there are in the world, but they are living off my labor, and that is a situation I
cannot tolerate. | swear that I will fight them to death, and hereby give notice to the
authorities that this book marks a new policy on my part. In brief, Heaven and Earth
endowed every person with a mind and it is up to each one of us to develop our own
intelligence. I have done nothing to stultify their minds or prevent them from developing
their intelligence. What right do they have to take away my livelihood and prevent me
from living off my own labor?***

R AEEE O BT - RN AR IS ZNERBE - DIEN
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Li Yu ZEiff, Xianging ouji F11E 1850, 229. Adapted from translation in Hanan, The Invention of Li Yu,
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This final section of the essay addresses the question of intellectual property rights most directly.
Here, Li Yu clearly forbids the reproduction of his notepaper and books. The terms he uses here,
fanzi (reproduce-blocks) and fanke (reproduce-carving), both refer to the reproduction of

woodblocks based on a woodblock-printed text. Li Yu argues that in this case both the ingenuity

(giao T7) and workmanship (gong T") of the notepaper designs are of secondary importance to

his novel conception for the designs. His refusal to let any variation on his design be reproduced
indicates a claim over a concept, rather than an authentic product, that would likely be difficult to
enforce. Are there precedents for this level of insistence on one’s rights over one’s intellectual
products in Ming China? What do these claims tell us about Li Yu’s conception of his cultural
production?

It is worth noting that Li Yu does not make an argument for his rights to his cultural
products based on their authenticity, as one might with a forged painting. Instead, he argues so
vociferously against the unauthorized reproduction of his cultural products precisely because he
believes that consumers lose nothing when they purchase a pirated edition of one of his works.
Rather than lend themselves to the cultivation of an intimate and specialized knowledge, or a
connoisseurship that claims to distinguish the real thing from the fake, Li Yu’s printed books and
his stationery are portrayed here as reproducible cultural products, as templates that even invite
copying, both in their popularity and in their quality of being necessarily removed from the brush
of the person who designed them. Perhaps Li Yu talked so much about his rights to his
intellectual property because his was the first sort of profitable cultural product to become

successful precisely because they were reproducible. That his ideas and designs could be
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mechanically reproduced by his servants and widely disseminated allowed him to gain a wider
audience, and to require less financial support from each of them, than a career in painting or

calligraphy would have.

A Hand in Publishing

Li Yu was actively involved in the printing and distribution of his works in Hangzhou
and Nanjing. Most of the first editions of his fiction and plays do not include reference to any
publisher, even as they parted with the standard of publishing vernacular fiction under a
pseudonym. Books published without reference to a publisher could imply that he hired carvers
and oversaw the publication himself; or it could mean that the publisher was unwilling to
associate his name with the works. In her study of the transition of commercial publishing
between the Ming and the Qing in Nanjing, Lucille Chia has suggested that the apparent rapid
rise and sharp decline of publishing may mask a less publicized reality: that contrary to extant
evidence, Nanjing publishers did cater to lower end of the market as well, but without attaching
their names to the publications. She proposes that this lower-level “hidden” market likely

expanded and flourished in the early Qing.**

The growth in the late Ming and early Qing of a
readership that was no longer comprised solely of literati, and the increase in the number of
educated men who, like Li Yu, had to cobble together a living for themselves and their families
in the early Qing, it seems likely that at least some publishers would focus on what would sell

commercially, even as they hesitated to associate the name of their publishing house with some

of those works.””® I wonder if we cannot extend this claim to the other urban centers of Jiangnan

25 Chia, "Of Three Mountains Street: The Commercial Publishers of Ming Nanjing," 140-41.

2% For a study of the construction of new reading publics in the late Ming, see McLaren, "Constructing

New Reading Publics in Late Ming China."
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as well, and if the example of Li Yu’s admittedly racy and entertainment-oriented writing being
published without reference to a particular publisher might be a window onto just such a hidden
market.
There is more information about Li Yu’s involvement with the publication of his works
during his Nanjing years. All of the extant first editions of his Nanjing-period works were
25 HD A

published under the name Yisheng tang 225225 by a person calling himself the “Master of

==

Yisheng tang.” Huang Guoquan has argued that Li Yu was the owner of Yisheng tang bookstore,
since he covered expenses for publications of his works, including those of paper and block
carving, prepared and kept all of the blocks, exercised authority over the content of the blocks
right up until printing; and personally invited well-known personages to contribute prefaces and

commen‘[s.207

From this evidence it is clear that Li Yu had such a close relationship with it that
he was able to function as a virtually independent publisher during almost all of his time in
Nanjing, yet I wonder if there was not another person in charge of Yisheng tang during the
period of Li Yu’s affiliation with it. The earliest extant text I have seen that was published out of

Yisheng tang is a 1659 imprint of a selection of Tang poems compiled in the late Ming by Zhang

Zhixiang 5 52 titled 4 Selection of Tang Poems, Arranged by Category (Tangshi leiyuan xuan
FEEFEES075E). It is unlikely that Li Yu would have set up a bookshop in Hangzhou, published a

collection of Tang poems rather than his own popular works under a new name, and returned to
Hangzhou to continue publishing his own works for a couple more years. What is more, in her

study of commercial publishing in late-Ming Nanjing, Lucille Chia notes two extant imprints out

*7 Huang Guoquan % 5 5%, Yasu zhi jian: Li Yu de wenhua renge yu wenxue sixiang yanjiu T4 & [: 25

I SCAE NS B S EE VBRI 9E, 46-7.
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In the imprints of Li Yu’s works, someone

of Yisheng tang even before the fall of the Ming.
calling himself “The Master of Yisheng tang” composed the publisher’s notes that appear on the
title pages of the Yisheng tang editions of Li Yu’s works. This person refers to Li Yu as

xiansheng 54, perhaps best understood in this context as equivalent to “author,” a term that Li

Yu never used to refer to himself in other contexts. Based on this evidence, I would suggest that
Li Yu remained independent of Yisheng tang, and that it was more likely simply a shop with
which he developed a very close relationship during his Nanjing years. Either way, almost every
print that came out of Yisheng tang during Li Yu’s Nanjing years seems to have involved Li Yu,
and the evidence cited above shows the central role he played in every aspect of the production
process. At the very least, Yisheng tang was an extension of the brand name he cultivated
through his writings.

While some studies of publishing in early modern China have tended to draw a clear
distinction between private (or literati) and commercial publishing, recent works have begun to
call this distinction into question.”” One recent study has found that although there were some
ten “literati publishers” of fiction active in Hangzhou in the early Qing, only two of them

published in association with their own names: Li Yu and Wang Qi J¥;H, a Ming loyalist who

210

published for profit.”” And when Li Yu moved to Nanjing, he likely found only one other literati

2% Chia, "Of Three Mountains Street: The Commercial Publishers of Ming Nanjing," 120. I have been
unable to locate references for these Ming imprints.

% For an example of the former practice, see Wen Gehong L #:41, Qingdai giangi tongsu xiaoshuo

kanke kaolun T ETEA B /N HZ%% 5% (Nanchang: Jiangxi renmin, 2008). For arguments that
government or literati publications often served commercial ends as well, and that it is therefore difficult
to draw a hard line between them, see Chia, "Of Three Mountains Street: The Commercial Publishers of
Ming Nanjing," 120; Brokaw, "On the History of the Book in China," 17.

29 Wen Gehong X #:4L, Qingdai giangi tongsu xiaoshuo kanke kaolun & P HTHA B {5/ 808 T %1 % 3,
326. Ellen Widmer has included a detailed comparison of the output of Wang Qi and that of Wang Ang,
demonstrating that Wang Qi was clearly publishing with the intention of profiting, while Wang Ang had
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publisher on the scene, Zhou Lianggong’s f&5% T younger brother, Zhou Liangjie &7%£fi, who

published several editions of the great novels, but was not himself an author of fiction.*""

In any case, a look at the publishing of Li Yu and Wang Qi shows that perhaps what
made some publishing commercial—its profitability—is a better criterion for distinguishing
among publishers than the identity or education of the managers. Both of these men advertised
the works they published, and both earned enough to make a living from them. Li Yu was
distinctive because he had authored many of the works he published, whereas Wang Qi focused
on compiling, editing, and commissioning new works from others. Like Li Yu, Wang Qi was
unashamed of profiting from sales, and in the prefatory material to the third installment of his
letter compilations, he happily informed his readers that profits from sales of the first two letter
compilations had been sufficient to “turn his tadpole studio into a unicorn pavilion.”*"?

As educated men publishing for profit, both Li Yu and Wang Qi differ considerably from

men like Suzhou resident Deng Hanyi 5[0/%F (1617-1689) who was just a few years Li Yu’s

junior. Deng actively participated in the transregional publishing world, lacked official status

under both the Ming and the Qing, and was, as Tobie Meyer-Fong has characterized him,

59213

“emblematic of the post-Ming fengliu [JE7i] (fashionable personality).””” Yet when we

consider the details of how compilations were put together and paid for, Deng Hanyi’s business

had a full career and had more lofty motivations. Widmer, "The Huanduzhai of Hangzhou and Suzhou: A
Study in Seventeenth-Century Publishing."

' Wen Gehong X #: 4T, Qingdai giangi tongsu xiaoshuo kanke kaolun & HT B /N FIZ) % 3,
427.

2 Wang Qi {E#, "Fenlei chidu xinyu ershisi juan 4348 R [ #7385 —+9%," in Siku quanshu cunmu
congshu jibu (Tainan: Zhuangyan wenhua, 1997), 3:18.1ab, 3:18.8a. Cited in Widmer, "The Huanduzhai
of Hangzhou and Suzhou: A Study in Seventeenth-Century Publishing," 89.

13 Meyer-Fong, Building Culture in Early Qing Yangzhou, 102.
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of compiling differed markedly from Li Yu’s and Wang Qi’s. Deng Hanyi did produce “private

editions under his own imprint,” but his “Poetry Survey series does not seem to have been
profitable, for by his own account, Deng had to solicit monetary contributions from officials in

order to publish all three of the collections.”*"*

Thus, even while men like Deng Hanyi and Zhou
Lianggong account for much of the quantitative surge in the early Qing of anthologies of
contemporary writing in the early Qing, it is Li Yu’s and Wang Qi’s more commercial practice
of simultaneously participating in, catering to, profiting from, and challenging the limits of
literati culture through their publication of successful for-profit anthologies that provides us with
a better sense about what was commercially viable in the cultural context of the early Qing.

Li Yu was involved with the distribution of his books beyond his bookshop as well, and
he relied on some combination of their sales and more direct support from patrons to support his
family. To this end, Li Yu explored a variety of marketing strategies, from advertising upcoming
books within the pages of earlier ones, to carrying books on journeys to sell in other places, to
those in which he simply pleads with people not to take his livelihood away by producing their
own copies of his work. While we will probably never know precisely how much of Li Yu’s
income came from sales of his works, there is some evidence in the form of correspondence that
sheds some light on this issue.

A series of letters to two of his acquaintances during one of his visits to Beijing sheds
some light on the way that his book business worked while he was on the road.

Beyond the three Kunshan brothers in the Hanlin Academy, I can count on one hand the

brothers who arise in quick succession to serve the imperial court without distinguishing

between them. You two gentlemen, Yan Danyuan and Yan Xiulai, are among them.

When I entered the capital and heard of this good news, I could not but send a word to

mark the occasion. I respectfully composed a couplet for you to hang on your wall, but
I'm not sure if you will find it appropriate. Previously, I bothered you with vulgar

Y Meyer-Fong, Building Culture in Early Qing Yangzhou, 106.
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mention of selling books, and I want to let you know that since I will depart soon, I hope
you will take care of it soon, but I'll say no more for now.

EEERMERARL - MEMERIE > AoWNsNE - BRI MmN - 15880 - JEEE
KRS > HULRED - B AR > MRS - A uE—fECZ - BT DL
TEEREAE G - fILIESMERET > BT =EEZ - A — -

Previously, I bothered you about the trifling matter of selling books, and I want to let you
know that now my departure date is now approaching, and I'm begging your kind reply.
Since buyers are few, I wonder if you would be willing to request ten or twenty volumes
for your personal use to lighten my load. I will wait for your reply, leaving it at this for
now. Your humble younger brother, Li Yu kowtows to you.

ATUVE ERHEM, EREE, KITHER, s, BEEEZE, /SREH—
T, EEBATIES RS R, SRR, RiE, BB RRIIEE, EHEFERA

As soon as I receive the list of books that I sent you so you could select those you would
like, I will send the books back with your servants. This way, you will be spared the
trouble of writing a letter: all you need to do is select a trustworthy servant and send
along your card so that the servants can request the books on your behalf. This way, the
whole matter can be taken care of in just half a day. As for checking the distribution of
each book, it's also easy to deal with. For each book I send, I decrease my burden by one
book; if I set off one day earlier, I don't have to worry about that day, all thanks to my
friends. Your servants will do all of the work themselves, so I hope you will send them
right away.

AR, BISRERAUE, HoRE 2, BmEESSE, BEHT, wE Fme
57, [BfERTELE H AN, ZIRER, HERmAEATHNER, s, =
ERESE, KNG 8T, 2R, b—H2R, FE-H, Diff-RZE, &
mozipth, BREES . B HIEITR.

My bags are already packed, and I'm heading back south very soon. There are still a lot of
my books leftover, and the road is difficult to travel, so I cannot bring them with me.
Please sell them to like-minded friends, or read them yourself, or give them to
people--anything. They are even cheaper than in the bookshop. I won't sell them by title
(bu), but rather by volume (ben). I will only ask for five fen of silver (100 fen per tael)
per volume, and one additional qian (10 gian per tael) per case, if they have a case. Books
from the south are the thickest: compared to those sold in the bookshops [here in Beijing],
one volume is worth at least two or three. Not only that, but the quality of the binding
materials and the workmanship are absolutely distinct. If you’re not interested, [I'll bother
you] no more. If you are interested, please send the list so I will be able to send them to
you, and [when the books are delivered] you can pay for them right then, and I will not
have to delay my departure. With deepest gratitude, Yu.
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First, we see that Li Yu offers a couplet by way of congratulations to these brothers for their
official success. In each letter, though, he mentions book sales. It is also worth noting that he
used an inventory list that would save him the trouble of writing the available selections in each
letter he sent. Since he did not have a shop in Beijing, he would have had to rely on a courier
service to send out his books for him. The last letter is of particular interest for two reasons: first,
it appears that Li Yu was enlisting assistance in selling his books in Beijing from officials
(although he had known these men before they passed the exam). It appears then that he traveled
to Beijing carrying books, but did want to carry them back with him. Second, this letter is of
more general interest for the information it provides about book prices and the book trade in
Beijing. It is also a first step toward understanding how much Li Yu could have made on the
sales of his books alone, and how much he depended on sponsorship from patrons.*'® A
preliminary conclusion is that these letters suggest that Li Yu’s books sold for much less than
most of the other recorded prices for contemporary book sales. This implies that some books
were more affordable than previously thought, which might have meant greater access to books

in general in the early Qing.

Social Networks and Hypertext

13 From the collected letters of Yan Guangmin EE %8 (1640-1686). Yan Guangmin BEY:8L, Yanshi
chidu P I3 R JEE, vol. 3, Congshu jicheng # &5 B (Shanghai: Shangwu yinshu guan, 1935), 3.164-5.

1 Chum Shum 773, "Circulation and Price of Books at Bookstores in Ming Dyansty B X35 %] [ & 2
DB EL(E A" Guojia tushuguan guankan 85, no. 1 (1996).
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The shift in Li Yu’s publishing projects around 1660 from stories and plays to essays and

collaborative works was accompanied by a sharp increase in the number of individuals
associated with a given text (see Appendix I). Whereas his early plays and stories would feature
a preface writer and a commentator or two, his later works feature dozens of contributors who
represent a broad spectrum of cultural figures, from reclusive loyalist poets to educated women
to prominent Qing officials. Although many literati at the time used the medium of print to
preserve traces of the Ming or as an alternative space to the Qing, Li Yu’s collaborative projects
focus squarely on the present. Rather than simply reflect existing networks, these texts create
spaces in which networks could be fashioned in the new dynasty, reflecting and creating
connections among a broad range of literate figures.

Noting that the gathering and publishing of “handwritten traces” of the current age gained
exceptional currency during this transitional period, scholars have explored some of the
collections of contemporary writings that proliferated as people worked to rebuild their disrupted

. 217
lives.

These studies have shown that many early Qing compilations of contemporary writings
had an agenda that could not be disentangled from loyalty to the Ming, such as one solicitation of
women’s poetry in 1655, which exhorted fellow literati “to scour old books and ... courier

station walls and to send [in] whatever they could find.”*'® Ellen Widmer has demonstrated that

the literatus-publisher Wang Qi professed loyalty to the Ming, even as he included contributions

7 For excerpts from some of these anthologies, see Xie Zhengguang #f IF 3¢ and She Rufeng 4172,

Qingchu ren xuan Qingchu shi huikao {§¥] NG ¥]575 % (Nanjing: Nanjing daxue chubanshe, 1998).
Cited in Meyer-Fong, Building Culture in Early Qing Yangzhou, 225, n. 28.

1% See Judith T. Zeitlin, "Disappearing Verses: Writing on Walls and Anxieties of Loss in Late Imperial
China," in Writing and Materiality in China, ed. Judith Zeitlin and Lydia Liu (Cambridge, Mass.: Harvard
University Asia Center, 2003), 99-100.
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from Qing officials in his profitable letter collections.”'* And Tobie Meyer-Fong has shown how
Deng Hanyi’s three-volume Poetry Survey aimed to forge new “transregional, and often
explicitly transdynastic, social and literary communities” through its compilation, bringing
together the writings of a diverse range of contributors.”*” Among these, Li Yu stands out for the
experimental range of his projects, his attempt to add instructional value to them, and his
incessant marketing of them. He used print to forge connections with some of the most
influential men of his time: even as these efforts led to sustained support from wealthy
individuals, they allowed Li Yu to maintain his independence and pursue his own creative
agenda.

Oftentimes such collections were the only “place” where men scattered across the
dynasty could actually encounter one another. Zhang Chao, in a letter in his own published
compilation of his friends’ writings, remarked that “out of every ten of his friends, he is only

familiar with about half of their faces. The rest fall into the category of “spiritual friendship” 74

+ A2 SRE S Y EAR BB R "2 Li Y, too, noted the necessity and utility of

spiritual communication facilitated by print in cases when face-to-face encounters were not
possible:

Those with sufficiently eccentric tastes [lit. obsessed with eating scabs], may purchase
[my books] here and take them with them; this is no different from taking The Old
Fisherman [Li Yu] back with them. Spiritual friendship over great distances depends
entirely on this. At present, I can claim close friends throughout the land—why limit
myself to those I meet face-to-face?**

Y Widmer, "The Huanduzhai of Hangzhou and Suzhou: A Study in Seventeenth-Century Publishing."
0 Meyer-Fong, Building Culture in Early Qing Yangzhou, 105.

21 “Fy Wang Zhecun 8 FHGHS” in Zhang Chao 58, Chidu oucun R EHEE (1780), 11.7.

2 Li Yu 234, Xianging ouji H BT, 229.
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Li Yu conceived of his cultural products as serving to transport him spiritually throughout the

empire, allowing him to commune with and befriend all those who encountered them. As he

expanded his output to include texts that collected the works of other writers, readers of his

works would enjoy spiritual communication with them as well, always with Li Yu playing host.
In 1660, Li Yu opened his first collaborative project, A First Levy of Letters (Chidu

chuzheng R FE#]{£0), with an explanation of his desire to publish contemporary letters that

gestured to a project of memorializing the Ming, or of forging a sense of shared contemporary
culture: “In the thirty years since the soldiers laid waste [to the land], clashing weapons have
nearly all been cast aside, but what of the handwritten traces of virtuous men? Your servant has
sought far and wide, and after much delay, I’ve come up with this compilation and called it 4

223 Yet Li Yu’s participation in this endeavor to collect “handwritten traces”

First Levy.
consistently also emphasizes profit, practical use value, and networking.

Profit was a necessary outcome, although, it seems, never the sole aim of Li Yu’s
collected volumes. He differed from all other contemporary publishers in that he was outspoken
about his need to profit from sales even while only publishing his own works and his own new
projects rather than revisions or reissues of any older, reliable texts. Again, this particularity

made his involvement with publishing a unique hybrid of the role of men like Qing official and

patron of artists Zhou Lianggong, who sponsored their own publications and published whatever

B LiYu 2, Li Yu quanji %25, 19.36. A Kangxi reprint that combines Li Yu’s first collection
with a collection of Wang Qi’s ;£ /H is housed in the Peking University Library. On the collections of
letters (chidu) of the early Qing, see Pattinson, "The Market for Letter Collections in
Seventeenth-Century China." He discusses these manuals as catering to a range of social groups, and
argues that they functioned broadly as guidebooks to high society, but that they also served to record

memories of the culture of the fallen Ming dynasty.
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they wished to circulate, and men like Wang Qi, who published a steady stream of new editions

of already famous titles in addition to their own creative projects.**

Li Yu’s was the first of a number of collections of contemporary letters published in the
1660s and the several decades that followed. It was prompted by his correct assessment of latent

demand for such collections, yet the evidence of later collections suggests that he may have been

225
f.

successful in spite of himsel His editorial note at the beginning of 4 First Levy reveals that

the in determining demand for collections of letters, he focused on the letter’s broad appeal
rather than the collection’s ability to facilitate spiritual connections among contemporaries. In it,
he writes:

Since the dynastic change, not only have splendid new collections of poetry and
old-style prose come out in succession, but southern dramas and unofficial histories
have also piled up on bookshelves and filled up carts. Yet there have been absolutely no
new publications of letters. Spreading throughout the four directions are nothing but
hackneyed words. Out of one hundred people, no more than one or two will author
poetry, prose, southern drama, or unofficial histories. Yet from the most esteemed Son
of Heaven down to the lowliest commoner, not one can do without letters to

4 See Widmer, "The Huanduzhai of Hangzhou and Suzhou: A Study in Seventeenth-Century
Publishing," 84.

225 pattinson, "The Market for Letter Collections in Seventeenth-Century China," 127. According to

Pattinson, Li Yu’s 4 First Levy of 1660 seems to have tapped into a latent market for informal letters in
early Qing China. During the next few decades, compilations of contemporary letters were published by
Wang Qi ;7£7H (Modern Words, [Fenlei] Chidu xinyu [ 5738 R F&EHEE 1671); Chen Mei [ (Writings of
the Heart, Xiexin ji 55,0082 1680, 1696); Zhou Lianggong & 5% T. (4 New Selection of Letters, Chidu
xinchao RE&EH$P, 1663, 1667, 1668); and e 25 (Chidu lanyan R FERE =, 1673). Some of Zhou’s criteria
for his selection of letters are made clear in a letter to his friend Zhang Yi. He writes: “[Before my trouble
started], at my leisure I had been devoting myself to selecting and editing letters sent by friends. . . . Now
that my mind is in such turmoil I cannot review these letters. I would like to ask you to browse through
this volume of twelve chapters. . . . One letter by Shigong [probably Kuncan] is marvelous. [ have it
already printed. But I detest recent letters written by Wugong [probably Fang Yizhi] because he likes to
talk in the Chan manner, which makes me feel quite nauseous. But the one you have transcribed is quite
elegant and vivid, which is unusual for him. Therefore I have included it. . . . Do you know if there are
any collected works by contemporary literati I can edit?” Zhou Lianggong [& %% 1., Chidu xinchao R

KE#H#) (Beijing: Zhonghua shuju, 1985), 12, 14. Cited and translated in Kim, The Life of a Patron:
Zhou Lianggong (1612-1672) and the Painters of Seventeenth-Century China, 145.
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communicate. No one can avoid writing letters: they are the essential stuff of
e 99226
writing.
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Li Yu’s pitch for collections of contemporary letters hinges on his claim that the letter is the
most broadly “useful” genre. The reference to “hackneyed words” makes a pitch for the need for
better letter-writing manuals: with such a manual, the less educated could cut and paste sections
into their own compositions, improving them.*”’

Accordingly, Li Yu designed his collection to be utilized as an instructional model. In the

text’s prefatory material, Li Yu includes two tables of contents: in the first table, which he calls

the “List of Contents of 4 First Levy of Letters, Arranged by Type for Convenience” K FE#/]{2

A4 H, he includes a list of thirty-three general categories, including “celebration,”

59228

29 ¢

“consolation,” “requesting a loan,” and “literature and art.”*" These categories serve to guide the

reader through the second table, titled the “List of Entries in A First Levy of Letters, Arranged by

26 Li Yu 224, Chidu chuzheng shier juan R FEH#+ "%, vol. jibu 153, MY E %2 3 11| (Beijing:
Beijing guji chubanshe, 1997), 503.

7 This period saw the publication of a number of collections of huaben stories that seem to have been

written in hopes that they would capitalize on the success of Feng Menglong and Ling Mengchu’s
collections published in the late Ming. See Hanan, The Chinese Vernacular Story.

8 See Li Yu 253, Chidu chuzheng shier juan R &1+ %, jibu 153. The main categories listed in
this table of contents are: Celebration B %H, Consolation FII=%H, Presentation of Gifts 8% 1558,
Feasting 8K &JH, Paying Visits #5558, Meeting and Seeing Off #1745, Making Plans H%J}H, Tidings
= [H15E, Seasonal Greetings FEIE #H, Expressing Amity {&:H5H, Expressing Admiration f#5%5H,
Expressing Praise [EAH%H, Expressing Encouragement #5158, Expressing a Wish HJE#H, Sincere
Advice i3 JH, Admonishing Z:E$H, Expressing Disgust g% 5H, Poking Fun Ei&5H, Expressing
Modest Restraint #EH{[I5H, Narrative Letters 71t kH, Exemption from a Request % {%%H, Entreating K2
#H, Requesting a Loan & &7#, Detaining an Official {1138, Government Affairs E{ZE5H, Current
Events B Z0H, Literature and Art SZEUH, Leisure [H1E5H, Marriage #454H5H, Iliness 5% 5H, and
Buddhism and Daoism FEiE4H.
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Type for Convenience” K& )1# 5 FEE 2 {6 H, which further divides the above categories into

subcategories, and under which he lists the author, title, volume, and page number to facilitate

quick reference (See Figure 1).

Figure 1. Page from the table of contents of Li Yu’s 4 First Levy of Letters, reproduced in the
Siku jinhui congkan, VUJ[EE 2 E 288 FE T, vol. 4 B, pt. 153, 499-704, 503.

Li Yu also gives detailed instructions in the editorial note about how to use the two tables

to look up letters by category (cha lei zhi fa TFH 7 77):

First, read (yue) the table of contents, and see (kan) to which category (/ei) belongs the
thing you want to look up (cha). Next, look at (yue) the items and verify which category
and item you are looking up. Each letter you look up will only require a single turn of
the page and the letter will appear before your eyes. You do not have to bother with
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looking up a second page. Each section is separated by an L-shaped symbol so that you
only read (yue) the section that deals with your topic, and you do not have to read what
precedes or comes after it. All of this is set up for those who are deficient in learning.
What use would erudite scholars have for looking up [topics]?**’

JeRAiH > B EZFEMBZT - REIREHREEEZ FERFEHRZT -
E-HHNETOE S R NEFRSE HESR - BEA LR > BE
HEL » IERIREEIRTR & IR - ZAL E RiRERae - R mshfe £+ BH
fEh -
The system Li Yu has developed in this table of contents is a technological update that provides
the partially literate with the option of zooming in on the relevant parts of a letter without
reading (See Figure 2). As far as I know, it is also the first use of page numbers in a table of

contents—readers would not have previously had the experience of flipping to a page based on

an indication of a numeric destination—previous works would have indicated juan % and

sequence only. Li Yu manipulates the letters to become reference material for people who do not

230

appreciate them in the same way their original recipient would have.””” In doing so, he uses

every term but “read” (du &) to prescribe how one is to interact with the text.

2 Li Yu 24, Chidu chuzheng shier juan R FE#)#+ "%, jibu 153, 503.

% In organizing his letter-writing manual in this way, Li Yu had a predecessor in the late-Ming compiler

Shen Jiayin Ji{#J8lL, who classified his A Sea of Letters (Han hai &) by topic, dividing it into sections
and subsections for the convenience of those who wish to consult the letters as models. He did not go so
far as to divide letters into multiple sections like Li Yu would, but he did include the most common types
of letters near the beginning of the collection, leaving those that dealt with weightier matters to the end,
indicating that the collection was arranged for ease of use. See Pattinson, "The Market for Letter
Collections in Seventeenth-Century China," 133-4. Pattinson also discusses the ways in which Wang Qi’s
organization of letter collections evolved over time, citing that he took a lesson from Li Yu’s organizing
principle, but adapted it in various ways so as to avoid alienating his better educated customers. He faults
Li Yu for catering too much to the least educated by making his collection appear as more of a reference
manual and less like the sort of reading a self-described elite would read for pleasure.
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Figure 2. Excerpt from the editorial note to 4 First Levy of Letters with “L” symbol. Reproduced
in Siku jinhui congkan, VUJE2EEZEH T ], vol. 4 F2E], pt. 153, 499-704, 503.

Rather than convening with the handwritten traces of like-minded friends, the person who

encounters his text is encouraged to “look™ (kan &), “look over” (yue &), and “look up” (cha )
to make the desired information “appear before his eyes ({f1£ H ﬁ).”m At the same time, the

collection was intended to give some of his readers a sense of the literary exchanges that
comprised the symbolic life of Jiangnan cities after the fall of the Ming. Yet Li Yu’s apology to

the erudite men who might be offended by his tables is dismissive, as if it were included only as

#! On these alternate ways of reading, especially kan, see McLaren, "Constructing New Reading Publics
in Late Ming China."
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an afterthought, and there seems to have been a price to pay for marketing so directly to the less
literate and more practical minded. Or perhaps Li Yu’s ambiguous social status, and reputation
as an often crass author of plays and fiction made him less desirable than more conservative
figures to serve as a node for the production of such collections at that time. In any case, no
sequel is extant, despite Li Yu’s stated intention to compile and publish second, third, and fourth
collections of letters in his “Call for Submissions” in A First Levy, and a publisher’s note on the
title page of another of his publications reported that: “[Li Yu’s] A First Levy has been in

circulation for a long time now, and 4 Second Levy is about to be completed 44 R FE#) {1 71

B T E SR

P2 Li Yu 24, Chidu chuzheng shier juan R FEH)#1 "%, jibu 153, 503; Li Yu 2534, "Gujin chidu
daquan w74 RFE K Z," (1688). The statement is by Baoqingge zhuren $73%] F A. See Huang Qiang &5

9%, "Li Yu Gujin shiliie chudu chuzheng yijiayan shukao 2538 ({545 5108 (REVIEDY (—XKF) #l
%% ," Wenxian 2(1988); Pattinson, "The Market for Letter Collections in Seventeenth-Century China," 140.
Both of these scholars think the work was published, Huang because Li Yu indicates that he was in the
process of working on it, and Pattinson because there is a note at the beginning of Letters Old and New
that assures the reader that no material included in the first or second collections has been included. See
Li Yu Z¥, "Gujin chidu daquan &% R &K Z," 1b. “bai [H.” Pattinson is right that this would be proof
that the collection was published and that there are no extant copies, but he assumes that Letters Old and
New is the work of Li Yu. In fact, the only extant version of this text, that held at Peking University,
indicates that it is a “newly carved edition of 1688,” eight years after Li Yu’s death. Also, the publisher
and author, Shen Zhengchun JJ; [F%&, calls himself yinjia di % 55, indicating that he is related to Li
Yu’s son-in-law and later manager of Mustard Seed Garden, Shen Xinyou. According to Shan Jinheng’s
Jjiaoyoukao %3 jj#7%, Shen Zhengchun 7 1F 7 was Shen Xinyou’s grandfather. Shan Jinheng B 87 H7, "Li
Yu jiaoyou kao Z=JEZ " in Li Yu quanji 25 (Hangzhou: Zhejiang guji, 1992). It is much
more likely that this person shared a name with Shen Xinyou’s grandfather, but was a younger relation.
Another factor is that the preface is not dated: instead of a date are the characters “‘Hangzhou year”
(Xiling nian 7§74 4F), which I have not been able to decipher. The layout of the Gujin chidu daquan is
exactly the same as that of Li Yu’s first letter collection. The preface is written in a similar font, and ends
at the same line on the same page, and is followed by two seals of equivalent size. As Hanan has pointed
out, something of Li Yu’s bravado is missing from the pages ascribed to him, but the fact of this
advertisement for A Second Levy leads me to be inclined to accept the work as one of Li Yu’s projects.
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One extant version of 4 First Levy, likely pirated, appears to have been printed using the
original blocks or a very meticulously rendered copy.”* Notably, Li Yu’s two user-friendly
tables of contents have been removed, a decision that no doubt was intended to transform the
collection from a letter-writing manual into a form that would cater to those who found such
crutches distasteful. Twenty-four years after its first publication, some publisher thought that Li
Yu’s A First Levy would sell best with his name and Wang Q1i’s, but without the convenient
tables. That many collections of letters were published during the remainder of the
seventeenth-century, while none was so user-friendly as Li Yu’s had been, is indicative of a
demand for contemporary letters as reading material for educated men who had no need for a
letter writing manual, but sought spiritual connections with likeminded friends.

Li Yu’s A First Levy of Letters was his attempt to reach the broadest possible audience
with his publishing project, even while it was also his first experiment with soliciting
manuscripts from people he had not met and bringing them together on paper. In addition to
predicting what kind of demand there would be for such texts, Li Yu considered how he might
use the project as a social networking tool to bring himself and his works into contact with more
people in more places. In other words, he was experimenting with using publishing as an
interactive social technology. Whereas his early plays and stories would feature a preface writer
and a commentator or two (never more than three total collaborators), this collection and later

works feature dozens of contributors who represent a broad spectrum of cultural figures, from

3 Only the date of Wu Weiye’s =& % (1609-1672) preface has been changed, from 1660 to 1684 (four
years after Li Yu’s death, and twelve years after Wu Weiye’s death). This is a curious decision, for it
seems that the only reason one would want to “update” this preface would be to sell it as a recently
completed text. But if there was demand for the text, it seems that those potential buyers would know
either that the work had been in circulation for some time, or that the famous Wu Weiye had been dead
for more than a decade. The edition is attributed to Wang Qi ;T H on the title page, but to Li Yu later on

=
the first page of the ninth volume.
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reclusive loyalist poets to educated women to prominent Qing officials to seal carvers and
painters. Li Yu solicited materials for his compilations from his extensive network of friends, as
well as from influential cultural and political figures throughout the empire whom he had never
met.

One of the immediate results of these publishing projects was that Li Yu expanded his
reputation beyond that of an author of fiction and drama. In attaching his name to his vernacular
fiction in the first place, he had already departed from the standard literati practice of publishing
such works anonymously, using the publication of fiction and plays to broadcast his name, and to
shape the venturesome persona that would come to mind when people heard it. As he aged, Li
Yu could increasingly rely on that name and reputation—outrageous, entertaining, and
social—to advertise collaborative texts that offered readers access not just to the by then
well-known Li Yu, but also to many other contemporary individuals.

A reader of 4 First Levy would be privy to the personal letters of ninety-two of Li Yu’s
contemporaries. Forty of the contributors were Li Yu’s close friends, while a majority, the
remaining fifty-two, were people with whom he had no other recorded connection. About
three-quarters of these held an official position during the Ming, the Qing, or both, with an
approximately equal number of them passed the highest level of exam during the Ming dynasty
as during the Qing. Only eight in total seem to have identified as Ming loyalists. Most
contributors were from the Jiangnan region, though some came from places that Li Yu had not
yet visited, such as Shaanxi, Hubei, Sichuan, and Guangdong. Their ranks and political
persuasions, as well as the ratios of these, are almost identical for the group Li Yu knew already
and the one he did not. Most of them were from the Jiangnan region, though included among

them were men from Shaanxi, Hubei, Sichuan, and Guangdong, among other distant places that
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Li Yu would visit eventually, although at the time of publication, he had not yet had the chance.

It is this function of his first edited volume—the ability to attract submissions from like-minded

people throughout the empire—that Li Yu took away from the project.**

Around the time A First Levy of Letters was published, Li Yu moved his family to
Nanjing, where he would live for the remainder of his productive years. In 1663, just three years
after the publication of his letter collection in Hangzhou, he published a large edited volume of

contemporary legal cases (4 New Aid for Administration & ;532 ) out of his printshop in

]
=

Nanjing. He requested that manuscripts be delivered to his printshop, Yisheng tang 3252 %,

taking care to provide potential contributors with careful instructions on how to post them so
they would not be lost. In a note soliciting manuscripts at the beginning of the text, Li Yu wrote:

If you will favor me with your famed manuscripts from afar, [ implore you to post them to
the Yisheng tang bookshop in Nanjing. If your manuscript is delivered to my humble
studio [Yisheng tang], it will certainly not be set aside. I only ask that you seal it securely
and affix your official seal to prevent loss, and request a stamped card of mine in reply, so
that you may check on its delivery status. Previously, when I entreated gentlemen in all
the land to convey their personal letters from afar, I did not receive some of your
esteemed manuscripts, some due to someone's misdirection; others to the courier's
unreliability, such that [ have offended several esteemed personages, and I am unable to
plead innocence. I wronged you before; I cannot but be cautious going forward.?

Yl ZEESEEREEED - FRIETE o N - (EZAEESS IR R

TR EFERE R > DERIE - fIEEU T BT EIBRIE - SR ARIL - B A

AR BUREBEETIL - DIEGRSERR - IR BRZNAT AR AEZ N RE. -
Like the letters, Li Yu’s collections of court cases could cater to a double market: on the one

hand, they provided stories of compatriots adjudicating throughout the empire, giving readers the

pleasure of intimate contact with a community. On the other hand, the cases could also serve as

4 The study of Li Yu’s social associations (jiaoyou kao 33 #7) in the 1992 Complete Works of Li Yu

has been invaluable in identifying the contributors to these collections. Shan Jinheng B ##¥T, "Li Yu
jiaoyou kao Z= AT HEHE "

5 LiYu 2, Li Yu quanji %25, 16.7-8.
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instructional materials for newly employed officials who would be faced with similar cases in
their day-to-day lives.”*® The first of these actually contained blueprints of forms that an official
could use when someone wanted to report a death. Li Yu describes the forms in the adjacent text,
indicating that “the model form to the left can be cut out and made a standard.”*’ Like the letter
collection, the text is meticulously organized and user-friendly, complete with tables that divide
the cases by category and subcategory. However, the cases themselves are not divided into
subsections since readers would have been assumed to be well educated and in need of
specialized knowledge and shared experience rather than remedial writing instruction. Perhaps
this is evidence of Li Yu’s attempt to cater to a better-educated group of potential readers. That
he had moved on to collecting court cases was also further evidence that Li Yu had abandoned
the brash projects of his earlier years: in his preface to Li Yu’s collection of court cases, Zhou
Lianggong wrote, “Critics say that Liweng’s profligate abuse of his talents in his early writings

has been replaced by a dignified and righteous manner.”***

26 These works include 4 New Aid to Administration (Zizhi xinshu & ;&H1E) and Preserving Life

(Qiusheng lu K 4:§%) in 1663, followed by 4 New Aid to Administration, a Second Collection (Zizhi
xinshu &;6E %) in 1667, all of which were actual contemporary cases solicited from his contacts
who held or had held official positions.

ST Li Yu 234, "Xinzeng zizhi xinshu chuji i ERHTE 0" (1663), 13a.

2% Preface to Li Yu 25, "Zizhi xinshu erji ‘&A% —4," (1667). Translated and cited in Hanan, The
Invention of Li Yu, 24. Although they were clearly close enough that Li Yu could solicit a preface from
Zhou, the two men had different opinions about what kind of texts were worth publishing. Pattinson has
cited Zhou in the “Principles for Selection” to his letter collection Chidu xinchao R FEH$) saying “The
things one can write about are limitless; by categorizing them, all matters of the same type can be seen in
one section. Most collections of letters are like this. However, they are just for hacks of little learning to
plunder whenever they so require . . . A poor writer would find it difficult [to cobble together the
borrowed bits], while a talented writer would hardly need to append such warts. FXZE385 - ElmEEsE
TyPTAER - —BARIRE - [REANE - FrDARNRE 2R - (A S BBA . . B 28 - 15
& WA R » AFEE 2 By 5. (Zhou Lianggong, Chidu xinchao, “Xuan 1i,” 3, trans. and cited in
Pattinson, "The Market for Letter Collections in Seventeenth-Century China," 143.
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Despite superficial similarities and the fact that some people contributed to both of these
collections, the pool of potential contributors for this latter collection was much more
limited—to men who held, or had previously held, an official position. Between this and the
second collection of cases Li Yu published five years later, he collected cases from some 180
current and former officials. There is record of Li Yu having an ongoing relationship with only
forty-eight of these men, while 132 seem to have been associated with him only through their
submission of cases for this publication. The majority of them attained the jinshi degree under
the Qing, with only about a dozen having passed during the Ming. Of those, only three were
Ming officials who did not serve under the Qing. This collection, which opens with a number of
essays by Li Yu--who himself had never passed even the provincial-level examination, nor
served as an official--situates him at the center of a network of the men who wielded judicial
power in the early Qing.

The final collection for which Li Yu solicited manuscripts was A First Collection of
Parallel Prose, which he published in 1671. That collection contained contributions by 147
individuals, many of whom also contributed to his First Levy of Letters. Ninety-two of these
were people with no other relationship to Li Yu, while long-time friends comprised the
remaining fifty-five. The majority of submissions, though not all, came from men who had held
an official position, though Ming loyalists are better represented here (about twenty), than in the
previous collections. Li Yu apologizes for not including selections from a wider range of people,
and expresses hope that the first volume will serve as an advertisement to invite submission by
mail from throughout the land for inclusion in the second collection. The guide in the prefatory
material lists the various works that are for sale at Li Yu’s garden residence cum bookshop,

Mustard Seed Garden (F~[&), including 4 First Levy of Letters and A New Aid to
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Administration. This embedded advertisement indicates the ongoing availability, if not
popularity, of Li Yu’s compilations. What is more, the fact that edited volumes are mentioned,
but not any of Li Yu’s plays or fiction collections, seems to suggest that the edited works were
bringing in more buyers, unless the fiction and plays were already so well known that there was
no use in advertising them.

It seems to me that each of the collections would have served a few distinct functions.
First, for contributors, they provided a place on paper for people from all over the empire to take
part in a community that transcended their local place. Second, for readers, they presented
communities of people getting on with life and recording it in print in the new dynasty, and could
imagine themselves a part of it, even as they benefited from the educational aspect of each
collected genre as a model. Third, for Li Yu and his close friends, they situated them (especially
Li Yu) at the center of empire-wide social networks, and broadened the scope of Li Yu’s
reputation to include a much broader range of talent and interest.

Li Yu gestured at, and experimented with, producing texts that would cater to a broad
readership, but it seems that the lukewarm reception his letter collection received and the
excitement of soliciting manuscripts from and making connections with cultural figures from all
over the empire compelled him to focus on publishing for a better educated group of higher
social status. I want to suggest that the networks Li Yu developed through these publishing
projects allowed him to avoid the sort of labor in which another literati publisher would have had
to engage: reprinting older, reliable works for profit.

During the 1660s and 1670s, Li Yu also published his own essays and collected works.
Like these collected works, and unlike his plays and fiction, these were collaborative efforts that

included comments from dozens of individuals. Forty-three people commented on his Lungu (G
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™ 1664), nineteen on his Xianging ouji (FH[F{H 3¢ 1671), eighty-four on his complete works,

Yijia yan (—%{ = 1672-1678), and fifteen on his Naige ci (iif¥Kz5 1678). The greatest

differences between these collaborations and the edited volumes discussed above are first, that
all contributors are people Li Yu knew well, and second, that they include many who never held
office, many others who went into reclusion after the fall of the Ming, and still others who served
under the Qing and used their resources to support Li Yu’s cultural production over the years,
and others remembered as painters and seal carvers who frequented Li Yu’s home. These works
sold on Li Yu’s reputation and wit alone, and by 1730, forty years after his death, all of them
were collated into his Yijiayan.

In soliciting letters, court cases, comments, and prefatory materials from well-known
personages throughout China, Li Yu was also taking part in a print culture that allowed the print
medium to be “appropriated by the social desire of early Qing literati to position themselves

7”7 L1 Yu’s edited volumes served two main

favorably within an economy of cultural prestige.
ends in the early Qing: first, with them, he connected in print the many individuals who were
working, writing, and getting on with life in the early Qing, while situating himself at the center
of empire-wide social networks. Second, in addition to bringing together dozens of collaborators
for many of his later projects, Li Yu also worked to expand the market of potential readers and
buyers through a range of techniques that would make his works more accessible to a broader
audience.

In all, Li Yu produced edited collections of three distinct genres, drawing on two

overlapping groups for submissions (officials and former officials for the court cases, and a more

% Son, "Publishing as a Coterie Enterprise: Zhang Chao and the Making of Printed Texts in Early Qing
China," 100-1.
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politically diverse group for the other two). A core of close friends and frequent patrons were
featured in multiple projects, and these were supplemented by mailed submissions from across
the dynasty. Each of the collections provided a printed place for contributors to join a community
that transcended locale, but each also had an instructional quality, and could be used as reference
material. Through these projects, Li Yu developed a reputation as a versatile cultural
entrepreneur and cultivated a dynasty-wide support network of which he took advantage on
several long journeys later in his life. Li Yu lived off of the proceeds of his publications and the
support of connections he made through them, but he did not publish anything that did not boast
his creative touch. As such, he was a hybrid figure who functioned between the well-to-do who
could sponsor the publication of whatever they wished and the men who made a living

publishing a steady stream of reliable titles.**’

His constantly innovative publishing practice
participated in, catered to, profited from, and challenged the limits of literati culture.

In his preface to Naige ci in 1678, two years before his death, Li Yu wrote:

The world of today is not the world of ten years ago. Nor was the world of ten years ago

the world of twenty years ago. Just like May flowers and crabs of nine autumns, today is
more beautiful than yesterday, and tomorrow is superior again to today.**!

SHZMR - JEHERIZ TR > HERIZ R - IR ER 2 R =H 2
JURk 2 > S5THE > HHHER TS5 -

Though perhaps not intended so literally, the division of time here approximates the periods of Li
Yu’s literary output discussed above. In the world of “twenty years ago,” Li Yu wrote plays and
fiction, shifting “ten years ago,” to edited collections, and finally turning “today” to his own

essays and other writings, liberally peppered with comments by the many friends he has made

0 See Widmer, "The Huanduzhai of Hangzhou and Suzhou: A Study in Seventeenth-Century
Publishing," 84.

#ULi Yu 2234, "Naige ci THE," 1a.
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along the way. Li Yu played a key role in forming social networks during the first decades of the
Qing, and he was able to do so because of his sensitivity to market demand, flexibility, and
creativity. By analyzing the particulars of how he did this, we not only gain new insight onto the
social and cultural possibilities of the early Qing, but we also gain a context for understanding
the cultural work that Li Yu’s fiction, plays, theatrical production, and garden design performed
during this period, with their intense focus on the many possibilities of the present. During the
latter portion of the almost twenty years he spent in Nanjing (c. 1657-76), in addition to writing
and publishing, Li Yu began to experiment with a range of non-literary cultural activities
generally looked down upon by literati, including directing a traveling theater troupe and

designing gardens on commission. It is to these practices that [ now turn.
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CHAPTER THREE

Crafting Everyday Social Spaces

I once said to someone, “All my life I’ve had two unique skills that I haven’t been
able to use myself, nor have other people been able to put them to use—this is
truly a pity.”

He asked me, “Which unique skills are those?”

I replied, “One is the discernment of music; the other is designing gardens.”

TEFANH A VPEMER - BAREM - MAJRAERZ » FRATE -
N RIS L
TH: AT —AEGES -

Li Yu, Xianging ouji, 1671**

The decade between 1667 and 1677 saw the rise and fall of Li Yu’s (Z5ift 1611-1680)

little household theater troupe of his concubines and his famed garden residence-cum-bookshop,

Jiezi yuan 5+ - (Mustard Seed Garden), as well as the publication of Xianging ouji. At this,

the height of his career as a cultural entrepreneur, as his publishing projects evolved to comprise
virtual spaces for interregional networking, Li Yu for the first time found himself with the
resources to manipulate everyday social spaces off the page as well. His work in these spaces
combined his twin passions of theater direction and garden design—in his words, his two
“unique skills.”***

In the early Qing, the social space of gardens and theatrical performance often overlapped.

A primary function of many gardens was to serve as a place for the staging of plays by private

*2 Li Yu 2534, Xianging ouji H BT, 156-7.

* Sieber, "Seeing the World through Xingging ouji (1671): Visuality, Performance, and Narratives of
Modernity," 15. Sieber mentions Li Yu’s linking of these two skills in terms of his constant reference to
visual analogies, especially painting, antiques, garden design, and medicine. Hanan mentions the two as
also relating to the titles of two of his fiction collections. Hanan, The Invention of Li Yu, 78.
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troupes, and that “stage” was often little more than a temporary rug placed on the ground in an
open space.”** In some gardens, like Li Yu’s Mustard Seed Garden, a permanent stage was set up

primarily for theatrical performance. Still, the idea of a garden (yuan [&]) was plastic enough that

it could designate anything from ink on a page to a boat on a lake to, perhaps, any place in which
people gather to watch theater—the most common term for the theater world was Pear Garden

(liyuan F[=). Theater and gardens were two of the primary illusory spaces to which people,

especially Ming loyalists, would retreat from present reality during the early Qing. Li Yu’s
practice ran counter to that tendency—he was concerned with the concrete physical, social, and
economic factors that allowed these social spaces to function and entertain. He sought to create
spaces that would augment the experience of the everyday. Li Yu’s Mustard Seed Garden was a
place where he played host to some of the most illustrious cultural figures of his day; his troupe
not only provided entertainment for those guests, but it also made a central aspect of the garden
portable. Performances outside the garden would invoke the physical environment of the garden
(often also the setting of the play), even in its absence.

In both theater production and garden design, Li Yu deviated from traditional practice.
His theater troupe, which performed in Mustard Seed Garden and for patrons and friends on Li
Yu’s journeys, was a new hybrid form, neither exclusively private nor fully commercial.*** In his
garden design, Li Yu forged a new middle category between garden proprietor and garden
designer, situating his practice squarely between them. At the same time, his practice in these

areas proceeded in conversation with the ways he conceptualized them in writing. The concept of

* Sophie Volpp has described the space occupied by the stage (usually a red carpet) as “opportunistic,”
with open boundaries. See Worldly Stage: Theatricality in Seventeenth-Century China, 71-2.

* Responding to earlier exaggerations of the extent of Li Yu’s involvement with his traveling troupe,

Patrick Hanan has argued that the troupe performed mostly for Li Yu’s literary friends rather than patrons,
and that it was not a significant commercial endeavor. See Hanan, The Invention of Li Yu, 8.
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a garden had long been bound up with its textual and visual representation, and, read in light of
this tradition, Xianging ouji is also an experiment with a new kind of representation of the garden.
This chapter examines Li Yu’s crafting of and writing about the social spaces of gardens and
theatrical performances, considering them together to explore the composite cultural work they

performed.**®

Gardens on Paper

Seventeenth-century accounts of imaginary gardens, written by literati who could not
afford or did not desire gardens of their own, serve as a useful starting point for understanding
the cultural functions of gardens in the early Qing. A comparative reading of some of these texts
also provides a picture of the impact of the fall of the Ming on the production, consumption, and

imagination of gardens. Huang Zhouxing /& £ (1611-1680) opens one such text, the “Account
of Make-do Garden (Jiangjiu yuan ji }#%EEEFL),” with the lines, “From ancient times, gardens

have been passed down by men, and men have been passed down by gardens.”**’ Thus, he links

the garden to the literati practice of “establishing oneself with words (liyan 3. F),” implying that

having one’s name associated with the name of a famous garden would provide one with literary

immortality.***

In a move similar to that by which Li Yu laid claim to his mountain, for Huang,
the passing on of one’s name was a function the garden could perform regardless of whether it

had ever existed in physical form. His record of an imaginary garden, like the textual records that

6 Wai-yee Li his suggested a link between gardens and illusion in the early Qing, especially those

gardens that exist only as illusion, like the imaginary Jiangjiu yuan. See Li, "Introduction."

*7 Translated in Ellen Widmer, "Huang Zhouxing's Imaginary Garden," in Trauma and Transcendence in

Early Qing Literature, ed. Wilt Idema (Cambridge: Harvard University Press, 2006), 260.

28 See also Joanna F. Handlin Smith, "Gardens in Ch'i Piao-chia's Social World: Wealth and Values in
Late-Ming Chiangnan," Journal of Asian Studies 51, no. 1 (1992).
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grant real gardens immortality, offers detailed description of the things and people in his garden
that delight the “visitors’ eyes and ears. In creating this garden on paper, Huang exploits the fact
that most of the gardens his readers had experienced, they had encountered in textual accounts
alone.

What purpose is served by the juxtaposition of a detailed description of a garden and the
admission that it exists only on paper? Huang describes his account of an imaginary garden as

»249 By virtue of not

seeking to create a utopian place that is “both of this world and outside it.
actually existing in the world, Huang’s imaginary garden offers a space even further removed
from the world than that of a physical garden—as a retreat, then, it may be more effective than a
physical garden. Ellen Widmer has tied Huang’s account of this fictional garden to the
connection between Ming loyalism and fictionality in the early Qing. This is a convincing

reading of Huang’s account of the Make-do Garden, especially considering that the only

southern drama (chuangi 18 %7) Huang wrote lent dramatic life to both the composition of the

fictional account of the Make-do Garden and the construction of its “real” counterpart the

fantastic Mt. Kunlun. Huang’s garden can attain physical form only when it is twice removed

from the physical world, first into a play and then onto an otherworldly mountain within the play.
Wai-yee Li has suggested that both imaginary and real gardens were “alternative spaces”

that Ming loyalists set up apart from the early Qing world, and that their “gardens, as private

* See Widmer, "Huang Zhouxing's Imaginary Garden." See also Stanislaus Fung, "Notes on the
Make-do Garden," Utopian Studies 9, no. 1 (1998). Fung has argued that Huang’s garden is not utopian,
because like Tao Yuanming’s Peach Blossom Spring, it is not entirely of another world, but rather both of
this world and of another world. I would argue however, that by resorting to the creation of a textual
garden, Huang does situate his garden in another world. Further, Fung does not bring the representation of
the garden in Huang’s play into his analysis as Widmer does; with this omission, he fails to notice that
Huang there characterizes the garden built on Mt. Kunlun as the real (zhen E) garden, and the garden he

writes about in the record as the false (jia i2) garden.
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2 In her analysis, the

aesthetic spaces, acquired new political meanings” in the early Qing.

recurrence of the phrase “no place” (wudi 1) in the writings of Ming loyalists “contending or

dispensing with historical moorings result[ed] in a new poetics of space” in the early Qing.>"
Central to this new poetics of space was the articulation in verse of the displacement these
leftover servants of the Ming felt in the new dynasty. Li cites the example of Qian Qianyi’s

“Later Autumn Meditations (Hou giuxing %% #k8l)” to show that contemporary claims to “have a

place” mark a place only to point to its “imminent destruction’:

There is a place [di], but only for hearing the roaring of waves,
With no sky [fian], how can the flying frost be seen? >*

A i IR R L
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To take her reading further, the parallelism in Qian’s couplet links “place (di)”—the earth (di)
below—to heaven (tian), or the sky above. Earth and sky, which represent a world intact, cannot
exist at the same time. The disappearance of the sky, and the light it provides, has blinded the
speaker, who can now only deduce its presence by the sound of crashing waves. All he has left is
a place to stand, and perhaps more germane to this analysis, a place from which to write. It is
from such a place of defeat that many of the early Qing gardens on paper are born.

In the case of Huang’s garden too, the space of theater and gardens overlapped. Many of
these men saw both their involvement with and writing about theater and gardens as creating

spaces in which they might pursue a life apart from the politics of the early Qing world. Wai-yee

201 i, "Introduction," 49.

#!'Li, "Introduction," 44-6. She considers Huang’s account alongside other contemporary writings about
utopia escapes, like Zhang Dai’s “Blessed Land of Langhuan (Langhuan fudi FR4ETEHN),” not just other
writings about gardens.

2 Li, "Introduction," 46. Qian Qianyi’s poem is the third in the twelfth series of his Later Autumn
Meditations “Hou Qiuxing” sequence in Toubi ji F¢E5EE.



134

Li has also drawn a connection between the illusionism of gardens and theater, pointing to
cultural figures such as Zhang Dai, Huang Zhouxing, Wu Weiye, Qi Biaojia, and Li Yu as
examples of men who pursued interests in both. What is more, actors who would perform the
workings of the vanished world onstage gave Ming loyalists another outlet for voicing their

3

sense of being out-of-place.”’

At the same time, another account of an imaginary garden, Liu Shilong’s £ +:§E
“Account of a Garden That Does Not Exist (Wuyou yuan ji 54 [®50),” was written in the late

Ming, and so cannot be understood as loyalist in persuasion. Liu discusses the benefits of

constructing a “garden on paper (zhi shang yuan % _[[=]),” glorifying the space of the page as

better equipped than a plot of land to contain a garden:

The scene is born of feeling; the appearance is suspended under my brush. It does not
waste money, nor does it require labor, and yet one can enjoy it to the fullest. This is why
it is the most suitable for poor people. Moreover, while the space allotted to the
construction of a real garden is limited, there are limitless possibilities for the
construction of an imaginary garden—herein is the excellence of my garden.”*

FEET > REER > AW > A5571 0 MEMAER > BERETEHES - skl
NEKIEATR > REAAMIESHTESS - B R Z R DA -

A garden produced and consumed on the page, Liu argues, does not waste wealth or labor
resources, and the imaginary space for its construction is limitless. Liu is displaced not by a

sense of not belonging to the ruling dynasty, but by the economic reality of his lack of means to

3 Wai-yee Li cites Li Shengguang’s Z24: ¢ poem “Guan ju”: Worthy of envy are those singing and

dancing in the Pear Garden,/Imposing gowns and caps, the charm and refinement of old.” Deng Zhicheng
B2 3, Qingshi jishi chubian JE#5 402 9)%% (Beijing: Zhonghua shuju, 1965), 1: 167. This attention to
actors, like that of Li Shengguang here, and Zhang Dai and others elsewhere, is related to the tendency in
the late Ming and early Qing to write anecdotes about artisans and entertainers like the garden designers
and storytellers I discuss below.

** Wei Yong VK, Bing xue xie: wan Ming baijia xiaopin VK Z#: BB 53/\i: (Shanghai:
Zhongyang shuju, 1935), 104-5.
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construct a grand garden. He argues for the superiority of his creation of the most frugal and
refined of gardens.

Liu’s account introduces the factors involved in the textual creation of fictional gardens
before writers had recourse to the trope of fall of the Ming. It is instructive to consider what
about gardens survived the transition as a context for early Qing loyalist representations of
gardens and Li Yu’s own garden production. Bound up with the above records of imaginary
gardens is the assumption that some of the key cultural functions of gardens—namely
preservation of one’s name as a vehicle for establishing one’s name through writing, a place to
retreat from the world, and even a place to gather with likeminded friends—can be accomplished
without the physical production (materials, labor, costs involved) and acquisition of real estate (a
plot of land) that the construction of a real garden requires. Both accounts mark as the most
salient features of a garden those that can be rendered on the page or accomplished through the
circulation of text. As Liu Shilong suggests in his record, his garden is as real to his

contemporaries as the famous historical gardens they praise though they have never visited them.

Theater In the Garden

Grand Prospect Garden (Daguanyuan KXiBiR)), the setting for the most memorable
exchanges among the young protagonists in the great eighteenth-century novel, The Story of the
Stone (Hongloumeng FIH%"), provides a detailed fictional example of the inextricability of
garden and theater space in the Qing, even as it draws on a long tradition of writing about
gardens that exceeds the limitations of the physical place. A survey of the actors and
decision-making processes involved also elucidates the multiple roles that Li Yu took on through

his cultural activity. In the novel, when the Jia B family hears that the daughter who had been

made an imperial consort will return to visit, they enlist a garden designer to draw up a blueprint
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for a new garden. The opulent Jia clan has plenty of capital at its command, but no one in the
family is depicted as having any ability or desire for creative control over the garden. Rather, this
specialist is put in charge of “the conception as a whole as well as the designs for the garden’s
execution.”>

Who was this specialist? In the text, he is designated an “old gentleman, styled

shanziye—mountain man (Lao Minggong hao ‘shanziye’ % W55 L-1-%F),” a title that is rather
difficult to unpack. “Mountain man (shanren [LI_\),” which it first invokes, was, as I have

discussed in Chapter One, a loaded term in this period. Its original meaning was “recluse,” but
by the late Ming it had connotations of vulgarity and sycophancy, even while it could refer to
any educated man who made a living outside officialdom. He seems to have no first or last name:

a comment on this line in the Zhiyanzhai f5iH75 commentary reads, “What a clever style,
naming him after his work. WPBERE R4 72 Yet this nameless individual is credited with

nothing less than masterminding every nook and cranny of the garden setting at the center of this
work. The author clearly differentiates the fictional designer’s artistic talent from the heavy
lifting associated with mere workers. (As we will see, Li Yu frames his work as a garden
designer in similar terms.) Yet as soon as the garden is complete, the work of this shanziye seems
to fade from memory, as others impar