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Foreword

The Language of Values in the
Ming Novel Three Kingdoms

AT

Moss RoBERTS

Three Kingdoms (Sanguo yanyi) can be read as a study of values in conflict,
such as righteousness (yi) against loyalty (zhong), and filial piety (xiao) against
brotherhood (xiongdr). In a time of peace and stability, these ideals should coex-
ist and enhance one another; in a rime of crisis they may become incompatible.
The word yi, a key term in the novel, can be rendered widely in English by any
of the following: responsibility, obligation, duty, the Code, commitment, service,
cause, self-sacrifice, honor. Tn his essay in this volume Jiyuan Yu translates the
term as “appropriateness,” At the ‘conventional” end yi refers to the duties required
of a particular role, In the "Liyun” chapter of cthe Liji the phrase “duties of men”
(zhongcheng) covers a wide range of social and political obligations including
“the facher’s kindness, the son's filiality . . . the ruler’s benevolence, the vassal’s
loyalty,” and so on. At the "extreme” end, however, yi involves sacrifice, as in the
common phrases jiuyi (to die for the mission) or dayi miegin (for the sake of the
greater cause to destroy family bonds). The phrase yanyi in the novel’s title, really
a genre title, probably signifies "elaborating on the moral significances of” Thus yi
in its semantic richness and versarility forms a contrast with the more restricted
term zhong. In early and mid Warring States texts zhong typically meant “single-
minded sincerity”; by the end of the period, in the Xunzi, for example, it means
a vassal’s loyalty to the state or the emperor, as in the “Liyun” phrase cited above,
zbng{bcug. Thereafter, the word zhong stabilized in that sense, and cheng roughly
meant “sincerity.” The common compound zhongcheng probably is a synonym

compound, “truc-hearted sinceriey”
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Ideally, zhong and yi, loyalty and honor, should reinforce each other. In chaprer 1
of Three Kingdoms, when the three brothers take an oath jieyi (binding their honor)
to die for one another and to aid the Han royal house, zhong and yf are aligned. The
brothers’ mutual commirment (yi) supports their loyal service to the Han throne. At
a later point in the narrative, however, the two values become opposed. When Cao
Cao captures Lord Guan (Guan Yu), Lord Guan chooses not to die honorably for
his lord, Liu Bei (Xuande), who has disappeared in the chaos of battle; instead Lord
Guan surrenders to Cao Cao, stipulating that his surrender is to the Han throne and
not to Cao Cao, who is virrually the shogun of the Han dynasty. In this way Lord
Guan turns his submission to Cao Cao into an act of loyalty to the Han emperor, a
virrual puppet of Cao Cao. Soon after, upon discovering thar Liu Bei still lives, Lord
Guan chooses to honor his commirment to his elder brother Liu Bei: he leaves Cao
Cao's service to rejoin Liu Bei, At this point yi again rakes precedence over zhong.
The ambiguity of values here is reflected in Zhang Fei’s behavior. The third brocher
has become suspicious of Lord Guan's sojourn with Cao Cao, and atracks Lord
Guan for betraying Liu Bei (chapter 28). It falls to Liu Bei's wives to defend Lord
Guan’s conduct and avert a showdown berween che two brothers.

Two decades later, in the final crisis brought on by Shu's ill-fated invasion of
W, it is Liu Bei’s turn to repay Lord Guan's devotion. The Southland leader Sun
Quan has captured Lord Guan and put him to death; Liu Bei decides to avenge his
brother (ro satisfy the demands of yi) by leading the Riverland (Shu-Han) actack
on the Southland (Wu). By launching this invasion, Liu Bei forsakes his quest
to overthrow the usurping Wei dynasty and restore the Han (zhong). Kongming
(Zhuge Liang), who stands for zhong and for xiao, but not for yi, had oppesed this
campaign, just as he has had his doubrts abour the brotherhood all along. The nov-
elist, however, means to show that yi prevails over zhong. It is perhaps for this very
reason— namely, the brothers' commitment to one another rather chan ro Liu Bei’s
imperial career—that readers have taken the chree inco their hearts.

If for the brothers yi takes precedence over zbong, it also takes precedence over
family ties and values. The rubric phrase comes from the Zuozhuan (Yin 4): dayi
mieqin. This means “for the sake of the higher cause to sacrifice the bonds of kin-
ship.” The principle of dayi miegin is enacted in the opening of chaprer 42 of Three
Kingdoms, when Liu Bei hurls (or pretends to hurl) his newborn son, A Dou, to the
ground. Zhao Zilong had found A dou stranded on a bactlefield, carried him safely
back to camp, and then presented the baby ro Liu Bei. (The novelisc gives the task
of saving A Dou to Zhao Zilong because Zilong belongs to Kongming's camp and
is not part of the fraternity.) But instead of gratefully rewarding Zhao Zilong, Liu
Bei throws A Dou aside, crying out, “For the sake of an infant [ visked losing a com-
mander!” Perhaps Liu Bei intended an homage co the first Han emperor, Liu Bang,
who is occasionally invoked in the novel. Fleeing Xiang Yu's cavalry, Liu Bang offers
to throw his son from his carriage to lighten it, as recounted in the Shiji's "Annals
for Xiang Yu.” Both leaders, Liu Bang and Liu Bei, have good reasons for publicly

rejecting cheir sons,
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Why do Liu Bei and Liu Bang reject their offspring? Why does Agamemnon
sacrifice Iphigenia? Why does Abraham offer up Isaac? Each case exemplifies the
rejection of gin (kin) for the sake of yi, as a means both to sustain morale among the
followers and to protect a leadership position by a transcendent self-denial. This
shows the power of the term yi to bind commitment outside as well as inside con-
ventional relationships; zhong and xiao apply only within established relationships.
Yiis an outer virtue. The sacrifice of personal interest and affection to the larger
mission (dayi} enhances a leader’s virtue and stature. In the specific circumstances
of Three Kingdoms, Liu Bei is putting the principle of brotherhood above narrow
fami[y interest. An underdog contender, Liu Bei does not want his brothers and
comrades to see him give in to a fatherly concern, lest it threaten the solidarity on
which the whole military enterprise depends. And ver, the facher-son relationship
is the bedrock of dynastic government in thar it effectively addresses the all-impor-
tant succession problem. Every king must name an heir or risk losing control of the
succession. This is the very reason Kongming values the filial tie above all others.
Is it possible, then, to reconcile fraternal comradeship and filial dynasty building? I
think that this is che principal problematic of Three Ki'?'igcfoms,

AL

In the Analects, xiao (filial piery), is a primary value and generally in harmony with
state service and loyalty. "It is rare for someone who is filial and fraternal to defy
his superiors” (Analects 1,2), The Analects advocates the integration of family and
state roles in such phrases as jun jun chen chen, fu fu zi zi, which means "Let the
ruler rule as he should and chen the ministers will serve as they should; let che
father guide as he should and then the sons will serve as they should” {(Analects
12.11)‘ Notwithstancling the placemenr of loya.lty first in this formula, we still
find an Analects passage where political and familial loyalty conflict, and Confu-
cius requires the subordination of zheng to xigo, state to family. In Analects 13.18
Confucius expresses disapproval of a son who reports his facher to the authorities
for stealing a sheep.

Filial piety is the core value, the cornerstone of the Confucian ethical sys-
tem. The “Zengzi” chapters of the Da Dai Liji are organized around this prin-
ciple. The bond of father and son supports and integrates all other relationships.
For the Analects and most other Confucian texts the junzi (noble man, man of
honor) is the central figure. The junzi is an idealized royal son, fic either to rule
or to support a ruler. But the junzi is also more than that; he is a humanitarian.
Perhaps this is why in the Analects, we find connected to xiao some recognition
of the complementary and faintly egalitarian principle of brotherhood (ti). The
best-known instance is the above-cited Analects 1.2, Youzi, perhaps Confucius’s
leading disciple, combines xfao with ti, to make of each equally, the foundation of
ren, the broad humanitarian principle thae is the paramount sociopolitical value
of the Confucians, Thus, Youzi used the brother-tie to widen the scope of filial
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discipline, Despite holding a major place in the Analects (Youzi is the text’s sec-
ond speaker, appearing only after Confucius in book 1), Youzi seems less impor-
tant than other disciples; and xige and ti are combined only one other time in the
Analects, whose editors may not have done Youzi justice, We read in the Mencius
(MIIIA.4) that after Confucius’s death three noted disciples (Zizhang, Zixia, and
Ziyou) had tried to put Youzi in the Master’s place, only to be thwarted by Zengzi.
Norte that Zixia sprsaks the famous phmsc “within the four seas all are brothers;
need a man of honor fear having no brothers?” (Analects 12.5). Zixia spoke these
words to comfort Sima Niu for lacking kinsmen. Perhaps, Zixia and Youzi were
part of a fraternité faction close to the Mohists, for whom the principle of jian ai,
comprehensive love, was a family-transcending ideal.

Zengzi, the Famed exponent of filial dury, blocked this proposal to anoint
Youzi as Confuciuss heir; the “Zengzi” chaprers never mention ti. (And Cenfucius,
as Sima Qian tells us—perhaps ironically—in his "Kongzi shijia,” died without
naming an heir, mo Heng zong yu.) Not only did Zengzi emphasize xiao, but also
he is the disciple credited with emphasizing the bond between family and state.
Zengzi reinforced the doctrine of xiao as state ethic. Zengzi also links xiao with
zhong in the Zengzi chapters, but he still used zhong in its older sense of‘"singlc—
minded dedication.” The compound zbor:g—xixw occurs as early as the Later Han,
but does not become a keynote value until the neo-Confucian era. From the Song
period on down, in Japanese (chit-kd) as well as in Chinese, we find the binom is
pervasive, and ;llwa}-'s in the sequence zhong-xfac (ncver xfao—zbong), crystallizing
the primacy of state over family

As a touchstone of the ideology of Chinese civilization, zhong-xiao prevailed,
Youzi's idea of balancing (if not equalizing) filial and fracernal devorion, of widen-
ing xiao to include ti, did not dcvclop in the main Confucian cradition. Tied to and
shaped by xiao, ti was limired to mean obedience to the elder brother. An interest-
ing instance of xigo-ti is in the Guodian text Liu de, where it seems to mean “family
values” In this text, family takes precedence over state: “[S]ever relations with the
ruler before severing relations with the father” In the Analects, however, only traces
of xfao-ti survive, as we have seen.

Mencius saved something of Youzi's xigo-ti formula, though in weakened
form, by linking filial piety to ren and fraternal love ro yi. Ren-yi exists in the Men-
cius mainly as a bound term, and somerimes seems equivalent to “civilized values.”
Seldom taking up yi as an independent value—indeed, opposed to construing yi
as an ‘outer ethic"—Mencius often speaks of ren as a gate and yi as a road, ren
implying an orientation or direction or even a frame of mind, in contrast to yi,
the actual course of conduct. Thus, for the most part yi was subordinate to ren.

Much as ren-yi seems to function as a term that cranscends ics compenents, with
a meaning like “civilized values,” so xigo-ti probably meant little more than family
filial service and fraternal harmony. The two terms lose their individual

values
force and the first dominates. Perhaps allowing i to have equal stacus with xiao

would have made inheritance patterns too chaotic, Perhaps there was enough o do
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to control the sons of multiple wives without the complications thar including the
claims of brothers (and the nephews) would create. Wasn't this one of the lessons
of the round-robin interkingdom wars of the entire Warring States era, wars driven
by succession crises?

Thus, xiae become the dominant value. The main Confucian inrerest was sup-
porting aristocraric lineage. The impulse to limit, refine, or reform xigo never pre-
vailed, because generational continuity, meaning stability of inheritance of position
and property, was all-important to the Confucians, who spoke for the landholder
lords and the state bureaucracy thar served them. And those interescs prevailed
over the idealist strains in the tradition. Zhuge Liang’s political orthodoxy on this
point is underscored by his fao: Kongming, “wise as Confucius.”

A

In Chinese culture, brotherhood, as an independent relationship outside the estab-
lished roles, acquired a quasi-subversive significance, Though nor called #, but
rather baixiongdi, fraternal devotion severed from filiality and family, or in conflict
with them, is the crucial relationship in certain major works of Chinese fiction,
among them Three Kingdoms and of course Shuiby zhuan or Qutlaws of the Marsh.
In the latter work, the central figure is Song Jiang. He aids, joins, and eventually
leads the outlaw brotherhood, but his filial devotion conflicts with his commit-
ment to his brothers. And this contradiction not only defines his character, bue also
drives the narrative’s dialectical swings berween rebellion and capitulation,

Perhaps fraternité would be a translation for jieyi (strangers taking an oath of
brotherhood), distinguishing it from the more limited fraternal devotion (¢), which
is restricred to blood brothers. Notice particularly the independent use of yi and
the absence of the more familial ren in this brotherhood discourse. The brother-
oath has a touch of the “barbarian” as well as the underworld about it, since most
Ming readers would remember that before going into battle Mengol warriors ook
the anda or the pact of brothers-in-arms, the band of brothers.

In the first chapter of Three Kingdoms, three unrelated warrior-heroes-to-
be—Liu Bei, Lord Guan, and Zhang Fei—pledge a fraternal oath in the Peach
Garden (the peach symbolizes fidelity in marriage according to Shijing ode 6,
“Tao yao"). The three loyally place themselves at the service of the Han emperor
Ling, and win signal honors in suppressing the Yellow Scarves revolt, In effect, the
oath ties loyalty to brotherhood and xiao is left out, The brothers’ oath supersedes
all other family ties, with the exception of the useful claim that Liu Bei is a dis-
tant relation of the emperor. This family connection counteracts the barbarian or
underworld taint on a brotherhood formed by strangers, and it also endows Liu Bei
with a degree of lineage prestige or virtue, for he is a Liu and thus can claim royal
blood and a remote right af succession. At the same time, the brotherhood’s moral
standing is enhanced by contrast with established families in power, both ar the
imperial court and in the regional capitals. These families are breaking apart due
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to succession conflicts among sons and brothers—manifest failures of both xiao
and ti. In these ancillary conflicts the junior usually displaces the senior brother—a
sign of moral disorder and a harbinger of polirical disintegration, Dong Zhuo com-
mits the same offense against descent protocol when he deposes Shaodi (age 14)
and enthrones his younger brother Xiandi (age 9), who reigns until the end of the
Han. With conventional family bonds breaking down at the dynastic and regional
governing levels, the Peach Garden brotherhood inicially ofters a possible new way
to organize political rule, a reaching toward something like fraternité, even egalité,
(Shui bu further develops this theme in a revolutionary direction.)

But can dynastic government be organized this way? Can the realm be gov-
erned on such a principle? The author of the novel raises the question but does
not resolve it, He simply shows the conflict berween fraternité and dynasey (with
its dependence on xiao) as forms of organization, and he portrays Liu Bei as the
liminal figure who must choose between the two. Note, for example, how Liu Bei's
adoprion of Kou Feng annoys his two brothers, who protest their elder brother’s
acquisition of a son with the remark, “What do you want with another’s young?”
Later the other two brothers acquire families, too. These acts and other instances
of filial relations and responsibilities weaken their fraternal bond.

Another example of the conflict between family and comrade solidarity con-
cerns Liu Bei's loss of Shan Fu, his first milirary adviser. Cao Cao manages to Jure
Shan Fu to his camp by appeals to his filial piety. In order to win Shan Fu over, Cao
Cao has taken Shan Fu's mother prisoner and uses her handw riting to forge letters
to her son Calling him home. Taken in by Cao Cao’s ruse, Shan Fu eells Liu Bei he
must leave his service to go to his mother, An adviser urges Liu Bei to kill Shan
Fu because he knows so much about the brothers’ military operations, but Liu Bei
magnanimously lets Shan Fu go over to the enemy side. When Shan Fu reaches his
mother, however, she condemns him for joining Cac Cao and then hangs herself,
both to shame her son and to prevent him from serving Cao Cao. The incident
puts filial piety in a negative light on the mother’s authority.

The parting of Liu Bei and Shan Fu is a crucial episode forming che bridge to
the imminent meeting between Liu Bei and Kongming. Each man tests the other.
Liu Bei needs to confirm that Shan Fu will not serve Cao Cao; Shan Fu needs ro
verify Liu Bei’s acclaimed high-mindedness. In their parting scene Shan Fu reas-
sures Liu Bei that he will never use his knowledge to aid Cao Cae, Burt he remains
unconvinced that Liu Bei will actually let him go. It is a defining moment. Only
after he has ridden safely beyond reach can Shan Fu confirm to his own satisfac-
tion Liu Bei's legendary virtue. Having done so, he then rides back to Liu Bei and
recommends Kongming. Mindful of Liu Bei's need for a substitute adviser, Shan
Fu describes Kongming’s talents and urges Liu Bei to seek him out. Then he parts
with Liu Bei for the second time, In one of the novel's humorous touches, Shan Fu
rides by Kongming’s dwelling to inform him char Liu Bei may visit. When Shan Fu
knocks on the gate, Kongming receives his visitor personally and prompdly. (Later
Kongming will compel Liu Bei to make three arduous trips before gaining an
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audience.) In this way the novel prepares the reader for the entry of Zhuge Liang
(Kongming) in chapters 36-37.

Kongming represents the traditional values of fih'a[ity bonded to loyalt}!; he
proves to be an ideal duriful son ro Liu Bei, a veritable Analects junzi, His fidel-
ity to his roles contrasts with Cao Cao, who overreaches as prime minister and
becomes a usurper for his clan. Later in the story, Kongming (together with Zhao
Zilong) supports Liu Bei's natural son Liu Shan (A Dou) as the rightful successor
to the throne of Shu-Han. Liu Bei views Kongming (twenty years his junior) as the
ideal prime minister and political counselor. But the brothers see him as a threart to
themselves and the brotherhood, and they show their hostility to the young con-
sigliere. For his part, Kongming is determined not to serve under Liu Bei until he
has established his authority over Lord Guan and Zhang Fei, Thereafter, he makes
a point of humbling them at every opportunity, while seeking to educate Zhang
Fei. The ideal vassal, he wants the brothers to show loyalty to Liu Bei, to serve him
as subordinates and vassals, not as brothers; he is hostile to the quasi-egalitarian
brother-bond even if he recognizes its military usefulness. Bur Kongming will not
win his bactle against the brotherhood.

The contradiction between the filial and the fraternal reaches a climax when
Liu Bei has to choose between his role as elder brother and his role as father-
emperor. After Cao Cao and the Southern leaders capture and execute Lord Guan,
the Peach Garden oath is inevitably invoked. Lin Bei yields to Zhang Fei's pleas
and decides to avenge his fallen brother. Significantly, Lord Guan has brought
defeat on himself by putting his parental interest above Liu Bei's political cause.
Lord Guan's refusal to let his daughrer marry Sun Quan’s son violartes Kongming's
primary strategic principle: protect the alliance with the south in order to maintain
a united front against the Cao-Wei northern kingdom. Kongming tries his best to
assure Liu Bei that after Wei is defeated, the South will fall, bur Liu Bei remains
determined to attack the South at once, sacrificing his imperial hopes to honor the
brother-oath. Thus yi prevails over zhong, brother-bond over jun-chen, and military
solidarity over dynastic politics. Lord Guan’s death has forced on Liu Bei a fateful
choice: to arrack the South at once rather than follow Kongming’s long-range war
plan. Kongmings bitterness over Lin Bei's choice is immortalized in the last line of
Du Fu’s poem “Bazhentu” (The Maze of Eight Ramparts): “A legacy of rue / that
his king had choked on Wu"(end of chaprer 84).

The failure of the actack on the Sourhland does not mean that the novelist
finally rejects the brotherhood principle. The novel does nor validate either the suc-
cession of Liu Shan or the brotherhood; both lead to failure. Dynastic politics are
criticized, but no cure is proposed. Three Kingdoms is a problem novel. To Ming
readers some twelve centuries later, the failure of Kongming’s plan to save the Han
dynasty sounds the tragic doom of Chinese civilization as a unified imperium. The
grandeur and the glory of Han were rapidly fading. And Kongming, not the broth-
erhood, represents an idealized Han dynasty that might have been restored. The
historical reunificarion under the Jin dynasty (with which the novel ends) was a



xiv Moss Roberts

weak stay against the northern foes, The Jin lasted one generarion, from 280 to
317. Thus, the fall of the Han meant that invading powers were to play a large role
in a China that remained divided for almost four hundred years, uncil the Sui-Tang
reunification at the bcginning of the seventh century.

The interim was marked by short dyn:lst:'es, with no magniﬁccnt Iincage like
that of the Han, and no vast integrated territory governed by a unified bureau-
cracy; and Buddhism became more ideologically powerful than Confucianism.
The Han became the archetype of dynastic achievement, perhaps never again to
be equaled, but always alive in the collective imagination, If the author of Thiee
Kingdoms had any contemporary agenda, perhaps it was to warn whichever Ming
emperor(s) reigned during his lifetime about the fragility of political power. For the
Ming began with an emperor who imagined himself as following che model of the
first Han emperor, Liu Bang, thus creating a standard of self-evaluation for his suc-
cessors, The novel, however, dwells not on the first Han reign but on the last. Did
the novelist perversely pertray the fall of the Han to a dynasty chat took the Han
as its model?

Perhaps China’s only tragic hero in the Shakespearean sense, Kongming is
immortalized in Du Fu's“Lines written in memory of Zhuge Liang, Prime Minis-
ter of Shu-Han,” a poem included in chapter 105 of the novel. In the poem Du Fu
freezes Kongming in time, Like the ﬁgurcs on Keats's Grecian urn, fixed in cheir
poses of eternal expectation, Kongming is imagined dying with his men at the front,
ever-awaiting word of victory over the Wel, a victory that history never delivered.

“His Excellency’s shrine, where would it be found?”

“Past Damask Town, where cypresses grow dense.”

Its sunlir court, gcm-bright greens—a spring untoe themselves.
Leatb-veiled, the orioles—sweet notes to empty air.
Thrice to him Liu Bei sued, keen to rule the realm:

Two reigns Kongming served—sready old hearc—

To die, his host afield, the viccory herald yet to come

Weep, O heroes! Drench your fronts, now and evermore.
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Introduction

A

The title of the colloquium for which the essays in this volume were first produced
was “The Historical, Fictional, Theatrical, and Artistic Three Kingdoms: A Sino-
American Colloquium.” The Chinese equivalent for this title was simply “Three
Kingdoms Culture” (Sanguo wenbhua), a phrase that encompasses a wide range of
meanings requiring more elucidation for a Western audience. The quinressential
expression of “Three Kingdoms Culture” is the novel Three Kingdoms (Sanguo
yanyi) one of the “tour masterworks of the Ming novel” (Mingdai si da gishu).! This
novel has been made more accessible to English speakers in recent years through
Moss Roberts's superb translation.” Set in the historical era of disunion (AD 220-
280 ), Three Kingdosms depicts pitched battles and Machiavellian schemes; alliances
are formed, broken, and reformed as various claimants jockey to atrain “the Man-
date of Heaven” (Tian Ming), and military men and civil advisers alike attempt to
identify and back the most likely victor. The novel is vast and sprawling, covering
a span of over a hundred years and with over 1000 named characters appearing
within its pages; at the same time, it lays claim to some of the most memorable
episodes and figures in Chinese literature, including Liu Bei, Guan Yu, Zhang Fei,
Cao Cao, and Zhuge Liang.

The mest prominent strand within the narrative features Liu Bei and his men,
Liu is introduced in chapter 1 as a distant scion of the ruling family, whose own
imperial aspirations had been apparent from his childhood. At the time the narra-
tive begins he is twenty-eight. In the first chaprer he swears an oath of brotherhood
with the two other heroes, Guan Yu and Zhang Fei. The three men swear to uphold
the Han dynasty mandate, and to support each other to the death in a solemn cer-
emony, The consequences of this oath are momentous, and are discussed in more
detail in Moss Roberts’s foreword and in several of the essays in this volume.

In chaprer 1 and throughout the novel, the valiant ideals of Liu and his sworn

brothers form a contrast with the treacherous villain (jian xiong) Cao Cao. Cao, too
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has impertal aspirations, and his attitude toward achieving his goals is famously
summarized by his own words in chaptr_‘r 4:"Betrer to wrong the world, than have
it wrong me” (38.) In the early chaprers of the novel Liu and Cao team up ro sup-
port the Han emperor against, first, the rebellious Yellow Scarves, and then against
the traitorous minister Dong Zhuo and his general, Lii Bu. However, Cao, who
has a genius for recognizing the value of men, soon realizes that Liu and his sworn
brothers pose a serious threat to his ambitions to supplant the Han, and they part
ways, Cao Cao is a complex figure that generations have loved to hate. In chapter 8
of this collection Elizabeth Wichmann-Whalczak discusses a contemporary drama
that draws on the complexities of Cao’s character to creace an antihero with human
flaws of universal significance.

After the alliance between Cao Cao and Liu Bei dissolves, Liu is in a difficult
position, He has the allegiance of great warriors, among them his sworn broth-
ers, Guan Yu and Zhang Fei, but he has no territory in which to establish himself
and he lacks a strategist to help him actain a base of operations. At this point in
the novel Liu learns of the genius Zhuge Liang, called Kongming, who is living
in seclusion. If any single figure can be said to dominate the novel it is Kongming,
even though he appears much later in the narrative than Liu Bei or Cao Cao. The
novel combines aspects of history and popular legend to create a character wich
enduring appeal. In this volume of essays chapters 5 and 6 both explore some of
the precedents for the novel's depiction of Kongming, and the connections between
changing ideology and Zhuge Liang’s evolving characterization.

Determined to gain Zhuge's assistance, Liu visits Zhuge Liang’s thacched hut
three times before finally meeting with him. Zhuge Liang is so moved by Liu Bei’s
appreciation of his talent that he agrees to assist Liu, and immediately lays our a
plan that will result in the tripartite division of the empire, with Liu occupying the
Riverlands (later che Kingdom of Shu, roughly equivalent to modern Sichuan), one
of the three parts. Because Zhuge views Cao Cao as the most dangerous enemy,
he proposes that Liu ally himself with Sun Quan, che leader of the Southlands
(later the kingdom of Wu), the area that makes up the third leg of the “tripod” that
Zhuge envisions.

This strategy succeeds wonderfully at first, and results in a stunning defear of
Cao Cao in the Battle of Red CLiff {Chibi), However, from the first, tensions exist
between the Sun and Liu camps. Zhuge himself contributes to chese tensions by
his baiting of Sun Quan’s military adviser, Zhou Yu, who eventually dies of apo-
plexy and chagrin after being bested multiple times by Zhuge Liang. The death of
Guan Yu at the hands of one of Sun Quan's generals seals the doon of the alliance
between Liu and Sun. Against Zhuge's advice, Liu launches an unsuccessful cam-
paign against Sun’s Southlands (Wu}, and dies sick and defeated. Liu Bei's son, Liu
Shan (called in childhood A Dou), succeeds him, and Zhuge Liang devores the rest
of his life to fulfilling Liu Bei’s ambition of reuniting China and reestablishing the
Liu family as rulers of the Fan. After repeared attempts to retake the North by

conquering Wei, Zhuge Liang himself dies. IFlis opponent at the time of his death
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is the Wei general Sima Yi, whose descendants will eventually depose the Caos and
reunite China under the Jin dynasty, The novel ends with the fall of W, and con-
cludes with a long poem recapping the events and remarking on the evanescence of
human life.

The novel is the first thing that comes to mind upon hearing the term “Three
Kingdoms,” but there actually exists a vast complex of Three Kingdoms materials
in a wide variety of mediums directed roward diverse audiences. While most of
the articles in this volume center on the novel, a greater appreciation of the multi-
farious aspects of “Three Kingdoms culture” in both traditional and contemporary
China will enhance comprehension of the essays that follow.

THE HISTORICAL ORIGINS OF THE NOVEL

In Chinese history “Three Kingdoms” refers to the period during and immediately
following the fall of the Han dynasty (206 BCE-AD 220). As the dynasty col-
lapsed, three leaders gradually emerged as the most important, among the many
warlords vying for power: Cao Cao (AD 155-220), the titular founder of the king-
dom of Wei, occupying the northern part of the former Han empire; Sun Quan
(AD 182-252), who founded the Kingdom of Wu in the south; and Liu Bei (AD
161-223) of the southwestern kingdom of Shu. The standoff between these three
powers lasted for some sixty years (AD 220-280) and the empire was only fully—
albeir temporarily—reunified after the Sima family deposed the Wei and founded
the Jin dynasty (AD 265-320).

Following a precedent established during the Han, the Jin Dynasty commis-
sioned Chen Shou (AD 233-297) to write an official history of the Three King-
doms period. The result was Chronicle of the Three Kingdoms (Sange zhi), Over a
century later, Pei Songzhi (372-451) supplemented Chen's history with annota-
tions drawing from a variety of sources including unofficial histories, semihistorical
accounts, and popular tales. Pei's annotations were three times as long as the actual
history itself, and since most of the works Pei utilized are no longer extant his
annotations provide valuable supplementary information about the people, pIaLes,
and incidents described in the Chranicle.

The structure of Chronicle of the Three Kingdoms assumes that the kingdom
of Wei was the legitimate successor to the Han dynasty, Only the chronicle of Wei
contains a section of “annals” (ji = records of emperors and their families.) The life
stories of Liu Bei and Sun Quan are titled biographies (zhuan), and the two men
are referred to as “rulers” (zhu) rather than as “emperors” (di). Sima Guang (1019~
86) concurred with this judgment—thar the Wei was the legitimate successor to
the Han—in his continuous history of China, Comprehensive Mirror for Aid in
Government (Zizhi tongjian). However, in Outline and Digest of the Comprehensive
Mirror for Aid in Government (Zizhi tongjian gangmu) the Southern Song neo-
Confucian Zhu Xi (1130-1200) argued that Liu Bei and his kingdom of Shu had
the greater claim to moral legitimacy. Zhu Xi's stance is intimately related to the
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political situation of the Southern Seng regime, a government that claimed legiti-
macy as the successor to the Northern Song bur was continually threatened by a
northern power occupying the traditional center of China.* The shift in sympathy
seen in Outline and Digest anticipates the novel, which, as we have seen, focuses on
and directs sympachy toward figures connected to the Shu camp. However, all the
histories discussed above influenced the novel to some degree, while the novel in
turn shaped, and continues to mold to this day, the common person’s understand-
ing of the history of the Three Kingdoms period.

In this collection, two essays explore the links between the novel and hiscori-
ography in more depth. George Haydens “The Beginning of the End” compares
the descriptions of the last years of the Han dynasty in histories and in Three King-
doms. Hoyt Tillman's “Selected Historical Sources for Three Kingdoms” focuses on
two Song historians appraisals of Zhuge Liang, and the impact of these appraisals
on the fictional portrayal of Kongming. These essays illustrate how a rich array of
historical sources was incorporated creatively within the novel.

A MILLENNIUM OF THREE KINGDOMS CULTURE

During the thousand-year span between the Three Kingdoms period and the advenc
of the novel, tales and traditions continuously accreted around the figures, places
and events of the Three Kingdoms period, Prefiguring later historiography and the
novel, sympathy was often directed toward the Shu cause. Literati poetry, popular
religion, and popular encertainment all reflect aspects of folklore relared to the Three
Kingdoms period, and their influence is, in turn, evident within the novel.

The Three Kingdoms period served as che inspiration for a number of Tang
poets; a number of their poems were incorporated into some editions of the novel.
The great poet Du Fu (712-70) was particularly fascinated wich Liu Bei's adviser,
Zhuge Liang (Kongming), and wrote over twenty poems on that subject alone?
Speaking of Du Fu's poems on the Three Kingdoms, Moss Roberts says: “Long
before the novel in any form, these poems had coneributed much to the develop-
ment of Liu Xuande [Liu Bei], Kongming, and others as defenders of an imperiled
royal house; in later dynasties they were to become narionalistic symbols in the col-
lective imagination of the Chinese.”

The poems of Du Fu and others were often inspired by a visic to a temple hon-
oring one or another of the Three Kingdoms figures, and many figures were wor-
shiped locally. Langzhong, the city where Zhang Fei once presided as magistrate,
boasts a temple in his honor. A temple dedicared ro Zhuge Liang erected adjacent
to the site of Liu Bei’s tomb in the city of Chengdu dates back to the seventeenth
century and remains a popular ourist destination to this day. However, the Three
Kingdoms figure that rose the highese within che official national panctheon was the
Shu general, Guan Yu. State-sponsored worship of Guan Yu began in the Song-
Yuan periods, reached macurity in the Ming dynasty, and continued throughout

the Qing, thus paralleling the development of the novel.” The novel, which refers
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to Guan Yu as “Lord Guan” (Guan Gong), includes a scene describing Guan's apo-
theosis after his death.

Anecdoral evidence from the Song and Yuan dynasties indicates that Three
Kingdoms was a subject regularly mined by popular entertainers. The earliest texts
extant that developed out of popular entertainment date from the Yuan dynasty.
The vernacular narrative New Fully Hlustrated Plain Speech on “Chronicles of Three
Kingdoms” (Xin Quanxiang Sanguo zhi pinghua hereafter referred to as the P-fng;ma)
was published during the Zhizhi reign period (1321-23).® The text is written in
alternating passages of prose and poetry, and as the title advertises, is accompa-
nied by illustrations that occupy the upper third of every page. Another illustrated
vernacular narrative drawing on the Three Kingdoms legend The Story of Hua
Guansuo (Hua Guansuo zhuan) was published during the Ming Chenghua period
(1465-1488).° There are three plays on Three Kingdoms themes among the thirty
extant zaju play texts that date from the Yuan dynasty, and another nineteen zaju
plays from Ming collections.

The very face char these are all print texts suggests that they were not pri-
marily aimed at a popular audience, and this is confirmed by what we know of
the provenance of some of them. The Story of Hua Guansuo was discovered in the
grave of the wife of a minor official. Many of the zaju play texts from Ming collec-
tions were originally copied from the Ming imperial archives, However, these texts
do simulate popular performance, and the events described in these texts seem to
spring from a tradition separate from historiography, as incidents not in any history
appear mulriple times.

Many incidents in these Yuan and early Ming vernacular rexts became essen-
tial episodes within the novel. In her essay in chapter 6, Kimberly Besio examines
the zaju Bowang shao tun, which features scenes from Zhuge Liang’s early career,
including Liu Bei's chird visit to Zhuge's thatched hut. As discussed above, this is a
pivotal episode within the novel. The famous “Peach Garden Pledge” (taoyuan jieyi)
that begins the novel is described in the Pinghua, The Story of Hua Guansuo, and
an carly Ming zaju titled The Peach Garden Pledge.'” The details of the incident are
slightly different in each of these works, but also share many common features that
suggest a similar origin.

In the novel this pledge exemplifies the competing values that play out within
its pages, as will be discussed in the essays of Roberts, Tung, Cheung, and Yu.
While the novel owes its basic story line to history, the multilayered portrayals of
people and events within its pages are due to its assimilation of litcrary and folk
materials from this millennium of Three Kingdoms culture,

THE NOVEL THREE KINGDOMS:
EDITIONS AND INFLUENCE

There is a greac deal we still do not know about the origins of the novel Three Kisng-
doms, as Bojun Shen discusses in the final chapter of this collection. The oldest



xxii Kimberly Besio and Constantine Tung

extant edition of Three Kingdoms was published in 1522, The full title of this edition
is Sanguo zhi tongsu yanyi; it is often referred to as the “tongsu edition” (TS), or the
“Jiajing edition” by the period of the reign in which it was published. In this and all
subsequent editions of Three Kingdoms, authorship is attribured to Luo Guanzhong,
who was active in the latter half of the fourteenth cenrury. Thus, there is a gap of
over one hundred years between when Luo supposedly wrote the novel and the ear-
liest extant edition. Further, a large gap exists between the depiction of Three King-
doms incidents in the TS and the Yuan and early Ming vernacular texts discussed
above, Shen points out that within contemporary scholarship a widely accepted the-
ory of the origins of the novel posits an originary text authored by Luo from which
descended a filiation of editions separate from the line of editions descending from
the TS. These editions, published during the Ming and Q_ing periods, are referred to
collectively as zhizhuan editions.

While the connections between these early editions of Three Kingdoms remain
an important subject for academics to further clarify, the average modern reader
knows the novel through Mao Zonggangs edition, published in the mid-1660s,
Mao Zonggang put his stamp on the text through a number of editorial changes,
as well as through prefatory instructions to the reader and interlinear nores.!! Moss
Roberts observes in the afterword to his translation, “The Mao edition seems to
shift the hiscory-fiction balance roward the ‘purely licerary” end of the scale . . [
(965). It is not coincidental that in the present volume the two authors most con-
cerned with the literary qualities of the novel, Constantine Tung and Dominic
Cheung, focus exclusively on the Mao edition. Moss Roberts based his translation
on the Mao edition, but in his notes remarked on points where the Mao edition
differed from the TS.

The Mao edition of Three Kingdoms quickly eclipsed the earlier editions of
the novel as well as all previous vernacular works, decisively influencing drama and
popular entertainment drawing from the story complex from the seventeenth cen-
tury to the present. Three Kingdoms has played an important role in modern and
contemporary Chinese culeure, politics, and society, In his foreword to Moss Rob-
erts’s translation, John S. Service describes how the behavior of Sichuan warlords
in the 1920s and the Communists and Narionalists during the 1930s and 19405 all
seemed to take the novel as a template for political and military action (xiii—xiv)
References to Three Kingdoms are used to this day as a means to discuss politics, or
as a metaphor for the universal human condirion,

Three Kingdoms enters contemporary language rhrough such expressions as
"Speak of Cao Cao” (a phrase similar to the English “speak of the devil”) or refer-
ring to a child as an "A Dou” when he or she is a disappointment to the parent.

As both Jinhee Kim and Junhao Hong discuss in their essays, the influence of
Three Kingdoms now spreads well beyond the boundaries of China. Three King-
doms is known o the world through print, television, and (especially] through a
number of computer games based on the novel. Kim notes the popularity of these

computer games in Souch Korea, and a Google search of English-language sices
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on the Internet reveals several elaborate Web sites devored to these games. Due
to modern technology Three Kingdoms is rapidly becoming a part of global cul-
ture; given the proven appeal of the novel and its characters, it might well continue
entertaining audiences into the nexr millennium.

OVERVIEW OF THIS BOOK

The contributors to this collection of essays represent an array of disciplines includ-
ing history, literature, philosophy, art history, theater, cultural studies, and communi-
cations, thus demonstrating the diversity of backgrounds from which study of Three
Kingdoms can be approached. The essays are arranged into four groups: part 1,
Three Kingdoms and Chinese Values; pact 2, Three Kingdoms and Chinese History;
part 3, Three Kingdoms in Chinese Drama and Art; and part 4, Three Kingdoms in
Contemporary East Asia, Individually and collectively, these essays demonstrate the
incredible hold that the novel and related Three Kingdoms material has had on the
Chinese imagination over time and across various levels of society.

Moss Roberts has graced our collection with a foreword that is at once an
elegant appreciation of the novel and an incisive summary of the contradicrory
values that animate Three Kingdoms. The implications of these contradictions
are further explored throughout this volume but are the particular concern of the
essays in part 1.

The three essays in part 1 all focus on the novel. The first two essays, by Con-
stantine Tung and Dominic Cheung, respectively, explore the tragic elements of
the novel as a means of illuminating the novel’s universal appeal. In discussing the
novel’s tragic contradicrions, Roberts, Tung, and Cheung all single out the dilemma
of how to apply the value of yi, which Jiyuan Yu translaces as “appropriateness.” In
the third essay in part 1 Yu concentrates on the philesophical significance of this
concept in both the novel and early Confucian texts.

Constantine Tung sees the novel as an ethical and moral tragedy of epic gran-
deur in which cosmic will foreordains each hero's moral commitment to an impos-
sible political condition. Since for Tung, the novel pits a man’s will against the will
of heaven, the Three Kingdoms heroes are doomed not “because they have tragic
flaws, but because they refuse to compromise with cosmic preordination”

Dominic Cheung also focuses on cosmic foreordination, that is, the novel's
assumption of an inevitable historical oscillation between decline and prosperity.
This momenrum is revealed in the opening lines of the Mao edition of the novel:
“[TThe empire long divided, must unite; long united, must divide.” The decline
of Han desportism gave the wartlords from various regions a golden opportunity
to emerge as heroes. According to Cheung, the tension of the novel is created by
the struggle between the intentions of the heroes’ efforts and the realization of
their failures.

In his essay, Jiyuan Yu begins with the assertion that Three Kingdoms “has
been effective in popularizing Confucian moral ideals and instilling them in
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individual moral life and in the social structure)” He reads the novel's treatment
of "appropriateness” (yi) as a means of understanding how a concept from carly
Confucian philosophy was applied in a lacer period. The essay concludes that
the novel's embodiment of Confucian virtue reveals a problem: the lack of hard-
and-fast rules within this philosophy makes it difficult to sort outr how to behave.
There is no one right way to act that is applicable in all instances. However, Yu
claims, this only demonstrates that Confucianism truly grasps “the complexities
of human ethical life” As Roberts, Tung, and Cheung, and Yu all contend, the
claim of Three Kingdoms to greatness springs precisely from its profound exposi-
tion of these complexities.

Part 2 consists of two essays that elucidate connections between history and the
novel. This section begins with the beginning—both of the novel and of the story
cycle itself. George Hayden’s paper discusses the opening of the novel by compar-
ing portents, responses, and choices of the emperors in historical records with the
novelist’s discretion in using them. Hayden concludes that the novel expresses “both
admonirtion and testament to the human will” in the complexity of choice berween
freedom and fate. His conclusion thus harks back to the discussions in parr 1,

In the second essay of part 2, Hoyt Cleveland Tillman studies the contribu-
tions of several historical sources to the transformation of the portrayal of Zhuge
Liang (Kongming] in the novel Three Kingdoms. While the Jin historian Chen
Shou’s generally positive assessment of Zhuge Liang includes a criricism of his mili-
tary abilities, in the novel Kongming is portrayed as a brilliant strategist and milicary
commander, and even a“clever sage with tricks.” Tillman considers che contriburions
of the Song historians Sima Guang and Chen Liang (1143-1194) co this transfor-
mation, Tillman's essay considers che complex role of shifting values in the transfor-
mation of Kongming, and thus proves the acuity of Moss Roberts’s observacion in
the foreword: " Three Kingdoms can be read as a study of values in conflice.”

The visual and performing arts have been powerful vehicles for spreading
knowledge of characters and events from Three Kingdoms among the illiterate.
While the novel was only accessible to the literate, the stories within it resonated
with a broad range of the population. As the papers in part 3 demonstrate, a focus
on Three Kingdoms can also lead to important insights concerning the history of
drama and visual art in China.

By looking at two different editions—one Yuan and one Ming—of the zaju
play Bowang shao tun, Kimber‘ly Besios essay explores dissimilar ideals of masculin-
ity represented by characters from the Three Kingdoms story cycle. These diverg-
ing standards appear as differences of emphasis in the characrerizations of Zhugc
Liang and Zhang Fei in the two editions. She concludes thar these differences, par-
tially ateributable ro changes in the form and functions of zaju drama, at the same
time reflect a shift (seen in the novel as well), coward a more orthodox Confucian
definition of masculine virtue.

Catherine Pagani's investigation of the theme of Three Kingdowms in Chinds

popular woodblock prints provides a new perspective on the study of the novel’s
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influence in art forms. Pagani points out the close connections between the novel,
popular drama, and popular visual art. She shows that characters and incidents
from Three Kingdoms were "an ideal theme” for “New Year prints” (nianhua), a
major popular visual art. For many of these prints, the most immediate inspira-
tion was not the novel itself, bur stage renditions of incidents from the novel; che
prints themselves “‘employed theatrical conventions, of stage settings, costumes and
makeup in their designs.” Thus Pagani's study of these prints also provides insights
into regional theater in late imperial China.

Elizabeth Wichman-Walczak also writes abour Three Kingdoms on the stage,
studying the contemporary Peking opera (jingju) Cao Cao and Yang Xiu (originally
mounted in 1988}, which was based on an intriguing episode in the novel. Her
essay explores major factors underlying the critical and commercial success of Cao
Cao and Yang Xiu and illuminates current possibilities for both Three Kingdoms
material and the jingju theatrical form. As Wichmann-Walczalk's paper attests,
Three Kingdoms continues to play a vital role in contemporary Chinese culture.

The three papers of part 4 furcher examine the contemporary significance of
Three Kingdosms and illustrate the expanding influence of Three Kingdoms beyond
the borders of China. The first essay in part 4 discusses the tremendously success-
ful television miniseries based on the novel. According to the author, Junhao Hong,
over 1.2 billion people across the world have viewed this eighty-four-episode series.
The numerical figures on both the production and the reception of the television
series supplied by Hong confirm the important role television now has in dissemi-
nating traditional culture. Bur above and beyond the “gains and losses” Hong enu-
merates, we can also see the enduring hold, and yer constantly changing meanings,
of the stories and characters of Three Kingdoms within the Chinese, and increas-
ingly the world, imagination.

Jinhee Kim also emphasizes the enormous popularity and malleability of the
novel as she draws on reception and reader-response theory to examine modern and
contemporary Korean renditions of Three Kingdoms. She argues that in these works
the reader is not a passive vessel; on the con erary, the Korean readers are as active as
the author. These readers maintain their identity and differences in their reading,
while also effectively crossing national, linguistic, and cultural boundaries.

In the final chapter, Bojun Shen, a highly accomplished authority on Three
Kingdoms, assesses the state of contemporary scholarship on Three Kingdoms.
Originally written in Chinese, this essay presents Shen’s broad knowledge and keen
perception of the accomplishments of scholars worldwide, Shen's discussion pro-
vides a fitting conclusion to this volume, as he not only describes the enormous
vitality of Three Kingdoms studies in contemporary China, Japan, and the West but
also suggests avenues for future development of the field. Shen proposes, among
other things, that more atrention be paid to the intimate relationship between the
novel and Chinese culture as a whole. As the essays in this collection reveal, Three
Kingdoms can serve as a resource for explorations of Chinese culture from a wide

variety of approaches.
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1. The translation of this term is from Andrew Plaks, The Four Masterworks of the
Ming Novel (Princeton, NJ: Princeron University Press, 1987). See chaprer 5 for a compre-
hensive discussion of Three Kingdoms as vehicle for Ming liceraci values.

2. Luo Guanzhong, T'hree Kingdoms: A Historical Novel, trans. Moss Roberts (Berke-
ley: University of California Press/Beijing: Foreign Language Press, 1991). All cirations
from the novel in this inrroduction refer to Robertss cranslacion and will be incorporated

into the text.
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divided until the Sui dynasty (589-618), a period of almost four hundred years,

4. For more on the connections between historiagraphy and polirics sec Moss Roberts,
afrerword to Luo Guanzhong Three Kingdoms {trans. Roberes), 948-953; see also Andrew
Hingbun Lo"San-kuo-chil yen-i and Shui-hu chuan in the Context of Historiography” (PhD
diss., Princeron University, 1981), 52-101.
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1984), 11-15.

6. Roberts, afrerword, 949.

7. Zhensheng Qiu, Sanguo yanyi zongheng tan, 43-45; see also Huajie Huang, Guan
Yu de renge yu shenge (Taipeir Taibei shangwu yinshuguan, 1967); Gunrter Diesinger, Vom
General zam Gott: Kuan Yu (gest. 200 n. Chr.) und seine “posthume Karriere” (Frankfure:
Haag un Herschen, 1984); and Prasenjit Duara, “Superscribing Symbols: The Myth of
Guandi, Chinese God of War," fournal ofAsfcm Studics 47 fl988}: 778-95.

8. For an intreduction to the pinghua genre, see Wilt Idema, Chinese Vernacular Fie-
tion: The Formative Period (Leiden: E. J. Bill, 1974).

9. Gail Oman King has translated this text as The Story of Hua Guan Swo (Tempe:
Arizona State University Cenrer for Chinese Studies, 1989); for more on the rclucionship
between this text and the novel, see Anne E. McLaren, "Chancefables and the Texrua) Evolu-
tion of the San-kuo-chib yen-i,” T'oung Pao 71 (1985): 159-227; on the chantefable genre, see
Anne E. McLaren, Chinese Popular Culture and Ming Chantefables {Leiden: E. J. Brill, 1998).

10, For the play and its relationship to the earlier narratives, sec Kimberly Besia,
“Enacting Loyalty: History and Theatricality in “The Peach Orchard Pledge,” CHINO-
PERL Pagers 18 (1995): 61-81.

11. For a translation of Mao Zonggang's prefatory comments, see David T. Roy“How
to Read the Romance of the Three Kingdoms,” in How to Read the Chinese Novel, ed. David
L. Rolston (Princeton, NJ: Princetan University Press, 1990), 152-95,

I
Three Kingdoms and

Chinese Values

A



1|

Cosmic Foreordination and
Human Commitment

The Tragic Volition in Three Kingdoms

A

CoNSTANTINE TunG

Three Kingdoms is a great tragedy that depicts the hero’s fabulous defiance of cosmic
foreordination. Linkages between the human world, cosmic design and the cyclical
movement of the Five Agents (wuxing)—wood, fire, earth, metal, and water—play
a decisive role in the hero's life in Three Kingdoms. The cyclical movement of the
Five Agents manifests itself in history and in dynastic successions. A man's destiny
is affected, though not necessarily determined, by the movement of the constella-
tions, by the position and brightness of his star in the heavens, and by the order of
succession of the Five Agents. The Chinese cosmic-human linkage begins with the
Great Ultimate (7aiji), which consists of the Way (Dao) and gives rise to yin and
yang. Interactions between yin and yang generate the Five Agents that in turn pro-
duce and sustain all matters, including the affairs of humankind. Unique signs from
heaven manifest through unusual happenings on earth, therefore it is important for
humans to understand the meaning of cosmic revelations and to chart a course of
action accordingly. In Three Kingdoms, the Han dynasty belongs to fire, and fire is
to be displaced by the agent earth, to which Cao Cao belongs. The leitmotif of the
Three Kingdoms tragedy is the hero making the choice between following cosmic
foreordination and executing his moral obligation.

Cosmic foreordination reveals the inevitable course of the future, but it dif-
fers from fate as it is presented in a Greek tragedy. Cosmic ordainment allows the
hero to make choices so as to steer away from disaster. Cyclical successions of the
Five Agents and the movement of the constellations are beyond the control of
the human will, bur are comprehensible to human intelligence. The hero makes
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his choice and charters an appropriate course for the future. Cosmic forcordina-
tion is neutral, bur the hero’s choice gives meaning to his existence. Three King-
doms, therefore, is a grand epic on the heroes’ efforts ro map their own courses in a
world that is already charted by cosmic will (tianyi).

The opening statement of Three Kingdums, “The Empire, long divided,
must unite; long united, must divide,” characterizes the novel’s tragic theme.! The
heroes and villains act and contend at a time when disintegration of the Empire
is preordained. The hero’s success or failure depends on his response to cosmic
will. Three Kingdoms is not a neutral work of art; it takes stands, politically and
morally, that define heroes and villains. The novel creares the most adniired and
beloved herces in Chinese literature, (namely, Liu Bei, Guan Yu, Zhang Fei, and
Zhuge Liang),* and the most infamous antagonist or villain (Cao Cao). The
heroes commit themselves to a noble cause that unfortunately runs againse the
cycle of the Five Agents and the movements of the scars. The Three Kingdoms
tragedy is the failure of the hero’s neble commirment and of his defiance of the
cosmic foreordination, bur the meaning of this rragedy is ascribed ro the hero’s
ethical principles and moral courage.

The motif of the Three Kfngdoms tragedy, in the Hegelian ideal, is the hero’s
choice between equal values, not merely berween good and evil. A Hegelian crag-
cdy focuses on the hero's spccific action and response. The signiﬂcance in tragedy,
as Hegel sees it, is not suffering as such but irs causes. Aristotelian piry and fear
are not necessarily tragic pity and fear to Hegel, whose definition of tragedy is
focused on a conflict of ethical substance. This is the substance of the Three King-
doms heroes' tragedy. Although aware of the cosmic preordination and historical
cycle that decrees the empire is at its end, the Three Kingdoms heroes, neverthe-
less, make their political choices based on their moral convictions. They fail and are
destroyed because their actions run against cosmic preordination. Their character
flaws, indeed, make the rraged}! a more intimate huwman experience, but often these
flaws of the heroes are manifescations of cosmic will.

In chapter 14, “Cao Cao Moves the Emperor to Xudu” {Cao Mengde yijia
xing Xudu), the cosmic sign shows its decisive and favorable influence upon the
antagonists decision-making, This cosmic sign is perceived to be heaven's sanction
of Cao Cao’s political aspirations. Thus, Cao Cao’s act to place the emperor under
his control is a cosmically sanctioned move. Cao Cao’s action is an ironic revelation
thar the antagonist’s ambition coincides with the cosmic will, while the novel’s mor-
als stand against the usurper. The heroes regard moving the emperor to Xudu as
an act of betrayal, bur the villain's accession to the supreme power in the empire is
cosmically blessed. The conflice berween the hero and the villain, therefore, is the

hero's conscious defiance of cosmic will,

The future course of the contention is thereupon determined. The heroes

Liu Bei, Guan Yu, Zhang Fei, Zhuge Liang, and Jiang Wei—defy cosmic foreordi-
nacion, which is personified in Cao Cao, the antagonist. This is a conflict berween

the villain, chosen by cosmic design as founder of a new political order, and the
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herces, who are committed to a moral and political cause, the restoration of the
Han. The Three Kingdoms heroes’ commitment to the restoration of the Han is
affirmed with their unswerving loyalty (zhong) ro the empire, and this loyalty is
solidified through the very personal brotherhood (yi). Brotherhood is the most
highly regarded human relationship in the novel. Loyalty and brotherhood are the
ethical principles adhered to by the Three Kingdoms heroes.

The Three Kingdoms heroes are doomed to fail in their struggles. Robert W,
Corrigan says in his discussion of Sophoclean drama that the tragic view of life
begins by insisting thar heroes accept the inevitable doom of their fate, and that
this fact is the mainspring of all tragic drama. While the hero may have to face and
accept the reality of necessity, he also has an overpowering need to give a mean-
ing to his fate. If man’s fate, no matter how frightening, has no meaning, then why
struggle?® The Three Kingdoms heroes understand the meaning of their action. The
Sophoclean hero cannot escape from the tragic fate in Oedipus the King, but the
Three Kingdoms hero makes his choice in spite of cosmic foreordination. The Three
Kingdoms hero makes the choice, according to his free will, between adherence to
the Daoist passive acceptance of inevitability (as Zhuge Liang does before Liu Bei's
three visits), and taking the Confucian route of active involvement, {as Zhuge Liang
does after Liu Bei's third visit).

Zhuge Liang and his Daoist friends know the consequence of defying cos-
mic foreordination. This tragic recognition is evident in Liu Bei's efforts ro entreat
Zhuge Liang. Sima Hui, a wise Daoist, responds to Liu Bei's inquity about Crouch-
ing Dragon (Zhuge Liang) by comparing Zhuge Liang to the grearest statesmen
of antiquity, Jiang Ziya and Zhang Liang, Comparing Zhuge Liang to the great
statesmen in history instead of Daoist immortals is convincing evidence of Zhuge
Liang’s and his Daoist friend’s secular concerns and aspirations. When Sima Hui
learns that Xu Shu recommends Zhuge Liang to Liu Bei, he exclaims: “Why did
Yuanzhi [che alias of Xu Shu] drag him out into this troubling business#”(37.308),
This comment foretells a tragic event. As Sima Hui leaves, he reiterates his tragic
premonition: "Alas, Crouching Dragon has found his lord but not the right time!”
Sima Hui recognizes the futility of human struggles against the cosmic design at a
particular historic moment (tanshi),

On one of his visits to Crouching Dragon, Liu Bei meets Zhuge Liang’s friend
Cui Zhouping, Cui Zhouping’s response is illuminating:

My lord, you are set ta bring the chaos to an end. This is your benevolent inten-
tion, but since ancient times, chaos and order have come and gone unpredicrably.
When the High Ancestor (Emperor Gao Zu) killed the white serpent and led
the righteous uprising to destroy the tyrannous Qin, it began the transition from
chaos to order. It was followed by two hundred years of peace and prosperity.
Then, Wang Mang usurped the throne and the empire again moved from order to
chaos, Emperor Guang Wu restored the empire and led us out of chaos and back

to order and to peace for the people lasting two hundred years. Now wars and



6 Constantine Tung

uprisings are again all around us. This is a time that we are moving from order
into chaos, which will not end quickly. General, you wish to have Kongming to
change the cosmic courses, and to mend the sky and earth, [ am afraid it is not
easy but only a waste of your mind and efforts, Dan't you know that “one enjoys
ease by following heaven, and one labors in vain by opposing it” and that"One can

neither ignore one’s fate nor can one fight against it”; {37.310})

Cui Zhouping illustrates the tragic notion of the futility of men'’s attempes o
reverse cosmic foreordination and hisrorical cycles. Cui Zhouping is no ordinary
Daoist hermit; he is also an expert on warfare, In one of the final battles between
the novels last hero, Jiang Wei, and the Wei general Deng Ai, Deng Ai Is sty-
mied by Jiang Wei's battle formation based on Kongmings “Eight-Fold Position”
(bazhen). Jiang Wei moves his bazhen swiftly into the “Long Snake Rolls Up the
Earth” (chang she juandi zhen) barttle position and succeeds in encircling Deng Ai
who does not understand Jiang Wei's battle order. Another Wei force, led by Sima
Wang, saves Deng Ai from annihilation, Asked how he knows Jiang Wei's bactle
order, Sima Wang tells Deng Ai: "W hen I was young, | studied at Jingnan, and
became a friend with Cui Zhouping and Shi Guangyuan [another friend of Kong-
ming], and we had studied this battle formation” (113.934). Zhuge Liangs Daoist
friends all have worldly expertise, bur they, except Zhuge Liang, are wise cnough
to remain aloft from intervening in the preordained course of the cosmic. This is
Zhuge Liang’s cragedy.

Cui Zhouping advises Liu Bei chat a “wise” person should understand and
accept heaven’s course for his survival and peace, Liu Bei responds: “ What you have
said is cerrainly wise, but T am a scion of the Han and I am commirred to restore
the House of Han. How can I submit myself to fate?” (37.310). This noble choice
eventually leads the hero to his disastrous defeat. The Three Kingdoms heroes’ defi-
ance of cosmic foreordination leads them into those areas of experience where man
is at the limits of his sovereignty. Yet, they are determined to map out their own
universe and to restore the Empire, and it leads o their utmost defear.

For Zhuge Liang, Daoist escapism never entirely replaces Confucian commit-
ment, and he often compares himself to Guan Zhong and Yue Yi, two famous his-
torical statesmen. His Confucian sense of commitment eventually overcomes his
Daoist escapism when he meets Liu Bei, In other words, Zhuge Liangs Confucian
ethics and secular aspirations overcome his Daoist wisdom, Zhuge Liang’s nick-
name, Crouching Dragon, denotes the heros ambivalence berween Daoist retreat
and Confucian sense of duty, and this Confucian commitment eventually moves
the Crouching Dragon out from his reclusive hiding place.

However, there is an equally powerful and more personal factor thar obliges
Zhuge Liang to come out of his hermitage. It is the very personal yi, In Three King-
doms, yi denotes one’s loyalty to the person who understands and appreciates one’s
value, and it constitutes the solid base of the brotherhood exemplified in the union

of Liu Bei, Guan Yu, and Zhang Fei. Yiis a value that Three Kingdomns purs higher
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than zhong." Liu Bei's persistent visits are a manifestation of his utmost apprecia-
tion, sincerity, and trust, and these qu:llitics ultimately move Kongming.

Zhuge Liang’s famous “Response at Longzhong” (Longzhong dui) demon-
strates not only Crouching Dragon’s comprehensive knowledge and understand-
ing of the polil‘ical situation of the world; it also shows that this crouching dragon
already has strategic plans for rebuilding the disintegrating empire. Kongming is
moved by Liu Bei's sincerity, and he also finds that Liu Beis commitment meets
his long-harbored wish and dream; in the words of Xu Shu, he [Kongming] often
“compares himself to Guan Zhong and Yue Yi" (36.304).

In the “Response at Longzhong” Kongming maps out his geopolitical strategy
for the restoracion of the house of Liu, but he is aware of the unfavorable cycle of
history and the cosmic ordainment, OF cosmic ordainment (tianshi) and human
efforts (renmou), the two elements that Kongming atrributes to Cao Cao’s suceess,
Kongming advises Liu Bei to concentrate on the larrer. Kongming, nevertheless,
accepts the task, despite his keen awareness of the inauspicious times and cosmic
preordination. His Confucian secularism, his loyalty to the Han, and his gratitude
for Liu Bei’s appreciation supersede his preoccupation with self-preservation in the
chaotic world.

Unlike them, Cao Cao, the archantagonist of Three Kingdoms, is blessed by
the cosmic foreordination that manifests its decisive mystical favor at Huarengdao.
Kongming's assignment of Guan Yu to try te ambush Cao Cao at Huarongdao is
his attemprt to wait out the cosmic ordainment. One may wonder why Kongming
does not assign Zhang Fei or Zhao Yun to wait for and finish the desperate villain
at Huarongda& Liu Bei knows well that Guan Yu, wich his strong sense of yi, will
not be able to carry out this important mission to finish the villain. Kongming rells
Liu Bei:“Last night I studied the constellations, and the traitor Cao’s death was not
shown there. So let Yunchang [Guan Yu] discharge the personal favor (renging) [he
owes to Cao Cae]” (49.409).

Clearly, Kongming knows that Cao Cao will not perish, no matter who is
assigned to deal with him at Huarongdao. To assign Guan Yu to do this is Kong-
ming’s wise plan for the future. He feels that, after Huarongdao, Guan Yu's loyalty
will not be compromised by his commitment to yi and indebtedness to favors (en)
he owes to the archrival of Liu Bei, Kongming can only act according to the cosmic
design by modifying his plan, and hoping for the cosmic signs to change.

The victory over Cao Cao ar Red Cliff ironically marks the beginning of the
greatest tragic episode in the novel, Kongming, the engineer of the Red Clff vic-
tory, unwittingly leads his state toward catastrophe. Kongming, the wisest hero of
all in Three Kingdoms, undermines his own grand strategy with each of his many
clever moves and vicrories against his Wu opponents. The accumulation of the suc-
cessful moves made by Kongming ends with the defeat of the mighty forces led by
Liu Bei ar the hands of young Lu Xun. It is a tragic drama of volcanic passion for
revenge, and it is also a grear rragic irony of men's Struggle against the cosmic. Does

d 1 ave 1 oo
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After the battle of Red CLff, Kongming rakes Nanjun and other cities from
the Cao forces without a fight, while Zhou Yu fights and defears Cao's troops after
a bitter struggle. Kongming then spoils Zhou Yu's plots repeatedly, and finally so
angers Zhou Yu that he dies at the young age of 36. Although the novel portrays
Zhou Yu as a less sympathetic contender, all these victories contradict the strategy
of Kengming outlined in his "Rcsponse at Longzhong,” that is, the principle of form-
ing an alliance with Sun Quan against the North. Kongming, as wise as he might be,
violates his own grand strategy and offends Zhou Yu and Sun Quan by taking the
strategic Jingzhou region, which Zhou Yu and Sun Quan consider theirs.

Before leaving for Xichuan, Kongming reminds Guan Yu of the importance of
maintaining good relations with Sun Quan. However, after piling repeated humili-
ations upon Sun Quan, Kengmings policy is now on very shaky ground. Kongming
certainly does not have alternarives. Liu Bei, the only major contender without a
home, needs a home base. Jingzhou, unfortunately, is che only available place, and
its strategic location attracts all contenders’ desires to possess it, Cao Cao's defeat
at Red Cliff takes him our of contention for the time being, but ac the same time
Kongming turns his strategic ally into his adversary. The chain of cause and effect
puts Kongming into an inextricable situation, and he is compelled to subordinare
his strategic design to immediate tactical necessity. Kengming’s wisdom cannort
alter the historical and cosmic courses, and he is moving roward catastrophe,

The heros flaws and errors manifest cosmic preardination, and they also
heighren the emotional intensity of the tragic volition. The heroes are personally
responsible for their failures and/or deaths. When Kongming must leave Jingzhou
for Xichuan to assist Liu Bei, he entrusts cthe defense of Jingzhou to Guan Yu; in
order to avoid warfare on two fronts he instrucrts Guan Yu to follow the strategic
pl‘inc,{plc of “North, resist Cao Cao; East, peace with Sun Quan” (63.523). How-
ever, Guan Yu fails to abide by this strategic principle,

Arrogance is perceived in Three Kingdoms as a fatal characcer flaw that always
leads a hero or a villain to his defeat or death. Zhao Zilong, the nearly perfect hero
in the novel, suffers his only defeat ar the hand of an inexperienced and impetucus
Wei general, Xiahou Mao, simply because of his momentary arrogance (chapter
92). Arrogance is Guan Yu's mortal flaw. His request to have a duel with Ma Chao
(chaprer 65) and his resentment at Huang Zhong’s promotion to be his equal as
one of the five "Tiger Generals” (chapter 73) evidence Guan Yu's only, but never-
theless fatal, defect, as Chen Shou comments in Chronicle of the Three Kingdoms
(Sanguo zhi}.?

This catastrophic defect emerges when Guan Yu antagonizes Sun Quan wich
his insulting refusal of Sun Quan'’s proposal to have his son marry Guan's daugh-
ter. Guan Yu knows Sun Quan’s long-cherished intention to take Jingzhou, buc his
arrogant temperament keeps him from seeing the necessity of diplomaric Hexibilicy.
The young and unknown Wu commander Lu Xun takes the advantage of Guan
Yu's defect by flattering the great general with excreme humility, and he suceeeds in

lowering Guan Yu's alereness, This leads the great hero to his defear and death,
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Though his military situation is deteriomring hopelessly, Guan Yu's faith in
yi remains, When he confronts Cao Cao’s general Xu Huang in battle, the belea-
guered hero asks Xu Huang: “Our friendship is indeed deeper than any other, but
why have you driven my son time and again to the limit?” Guan Yu is utterly sur-
prised when Xu Huang turns to his troops and cried out: “A thousand pieces of
gold to the man who takes Yunchangs head!” Guan Yu asks: “Gongming, why do
you say this?” Xu Huang answers: " Today this concerns the state, [ cannot neglect
my public dury because of our personal relations” (76.623). While saying this, Xu
Huang charges toward Guan Yu.

Guan Yu's adherence to yi fails him again when he pleads to the Wu com-
mander Lii Meng in the name of this value. Lii Meng replies via Guan's messenger:
“My friendship with General Guan is personal, but today T am under the command
of my superior, I am unable to do as | wish"(76.625). Yi, as Guan Yu understands
it, transcends the line between enemy and friend. Guan Yu's display of yi over zhong
ar Huarongdao earns him great admiration of the readers, but ultimately yi fails to
save the hero.

Liu Bei’s death is most remarkable, and it makes him an Aristotelian tragic
hero who at the moment of his death recognizes and repents the fatal mistake that
leads him to disaster. Liu Bei's rejection of the advice by Kongming, ZhaoYun, and
the others not to avenge Guan Yu's death begins the novel's most dramaric and
tragic episode. Liu Bei's passion for revenge eclipses his rationaljudgment, under-
mines his grand design for unifying the empire, and costs him his own life. The
bond of brotherhood takes precedence over the fortune of his new empire. Deeply
humiliated by his defeat, Liu Bei, instead of returning to Chengdu, the capital of
his empire, remains at Baidi ill.

Liu Bei's repentance of his mistake is at first revealed in dealing with his
general Huang Quan's surrender to the Wei when advancing Wu forces blocked
Huang’s retrear. Huang Quan is convinced that Lin Bei will not persecute him and
his family because of their mutual trust, zhong and yi. Liu Bei’s not persecuting
Huang Quan, however, is not entirely due to his adherence to yi, as Huang Quan
believes. It is Liu Bei's first show of repentance for his mistake: “Tt is I who have
done wrong ro Huang Quan, not Huang Quan to me” (85. 693).

Touching Kongmings back, Liu Bei speaks his last words: “Since I had you as
prime minister, I was fortunate to have accomplished the quest for che empire. How
could I know that I was so foolish for not listening to your words, and ended in this
defeat all by myself? T am sick because of my remorse, and I am now dying . .
(85.695). These words reveal the hero’s deep sense of humility and rortured repen-
tance for his mistake, He holds himself responsible for the worst military defeat of
his empire and the worst in the novel. His turbulent emotion and reflective moral
understanding elevare Liu Bei to the status of an Aristotelian tragic hero,

The deaths of Guan Yu, Zhang Fei, and finally, Lin Bei conclude the tragic
prediction stated in the very beginning of the novel's first chapter, “Feasting in the
Peach Garden, the Three Heroes Pledged in a Sworn Brotherhoed” {Yan raoyuan
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haojie san jieyi). This Sworn Brotherhood (jieyi) episode establishes the major
moral principle and is a powerful theme of the novel. The pledge connects Liu Bei,
Guan Yu, and Zhang Fei in a relationship that has commanded admiration and
attracted imitations for centuries in China, However, their passion for this sworn
brotherhood leads to the tragic conclusion of the novel’s three most admired and
beloved heroes.

The tragedy of the three sworn brothers corresponds to the Hegelian inter-
pretation of tragedy. It is a conflict berween the powers that rule the world of
man’s will and man’s ethical substance, action. Hegel speaks of “equally justified”
powers, and it is, therefore, tragic that observance of one would violate the other.
To Liu Bei, Zhang Fei, and Guan Yu, loyalty to their sworn brothers and loyalty
to the Empire are equally justified values. Guan Yu's lerting the desperate Cao Cao
go and Liu Bei’s avenging his sworn brother’s death exemplify the Hegelian view
of conflict.®

Passion for brotherhood destroys Liu Bei, Guan Yu, and Zhang Fei, but defi-
ance of cosmic preordination characterizes Zhuge Liang’s tragedy. Wiser than the
three fallen heroes, Zhuge Liang, like his friends who choose to remain in reclu-
sion, understands that the cosmic movement is running ag;linst the cause for the
restoration of the house of Liu, the Han dynasty. Yet, he accepes the call for his
service to the impossible but noble cause.

When Kongming presents his “Petition for the First Expedition (xian chushi
biao)," Grand Historian Qiao Zhou advises against the campaign, because he
observes that “the constellation signs to the north indicate the height of vigor and
the stars over the North are doubly bright." This is not the right cime for war against
the Wei, Qiao Zhou argues. Then he turns to Kongming: "Prime Minister, you
have profound knowledge of the constellations, why do you insist to do so (against
the cosmic will]?”“Heaven's way changes unpredictably, how can we hold ourselves
to it?" Kongming responds (91.753). Qiao Zhou is a unique character in Three
Kingdoms. He understands cosmic foreordinarion and signs in the constellations,
yet he does not withdraw from the secular world as many wise Daoist recluses do.
He serves in the Shu-Han imperial court, bur avoids commicting himself to the
causes that violate cosmic foreordinations, He advises the Latter Emperor (Hou-
zhu), Liu Shan, to surrender not because of his lack of loyalty, buc because he reads
and follows the cosmic signs.

Kongming's answer to Qiao Zhou reveals the dilemma between following
cosmic dicrates and fulfilling his commitment. Kongming only wants the unpre-
dicrable changes of the way of heaven (tiandao) to turn to his favor, and he is “for
the time being [italics are mine] going to position the forces in Hanzhong and ro
watch the enemy’s movements before taking action” (91.753). The tone suggests
Kongming’s uncertainty in his response to Qiao Zhou's remonstrance. His answer
implies a compromise between his knowing the unfavorable sign of heaven's will
and his commitment to the empire’s reunification. Above all, his sense of yi obliges

him to fulfill the late Emperor’s truse in him.
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When Kongming is r(’.;ld}-’ for another expedition against Wei in AD 234,
Qiao Zhou speaks again opposing Kongming's move, because of the unfavorable
sign in the constellations, Sima Yi, Kongming's most formidable adversary, also
reports to Cao Rui, the Wei emperor, about the same heavenly sign that is unfa-
vorable to Kongming’s offensive. He concludes: “Kongming indulges too much in
his own ralent and ability and acts against cosmic foreordination. He is defeating
and destroying himself” (102.843—4). Sima Yi's prediction of Kongming’s defeat is
soon proved to be correct.

Zhuge Liangs tragedy—his failure to conquer Wei and his untimely death—
results from the combined factors of unfavorable cosmic foreordinarion, his pet-
sonal misjudgment, and the deterioration of human harmony (renbe) in the imperial
court. Human harmany is a factor that Kongming in his“Response at Longzhong”
considers vital for Liu Bei to compensate for Cao Cao's having “Heaven's time (tian-
shi)” and for Sun Quan's “geographic advanrages (dili)."

Changes in Kongming’s temperament from his early confidence, optimism,
humor, and sometimes playful and cruel mischief to impatience and easily aroused
anger after the failure of his first expedition against the Wei are reflections of the
hero’s fruscration. Kongming’s frustration comes not only from unsuccessful battles
against Sima Yi, but also from his realization thar he is running out of time, His
confidence in dealing with Zhou Yu is shown with such expressions as “smile” (xiao)
and "laugh aloud” {da xiao), expressions that demonstrate the heros playfulness
against his jealous and suspicious epponent. Confidence and optimism also inspire
Kongming's theatrical talent. Kongming is a skillful actor (so is Liu Bei, by follow-
ing Kongming’s Chort‘.ogrstphy), a talent exemplified in his dealing with Lu Su, who
comes time and again demanding the rerurning of Jingzhou to Wu. At Zhou Yu's
funeral, Kongming’s eulogy and theatrical crying move all the hostile Wu officials
and generals. Only Pang Tong, the Young Phoenix, sees through Kongming’s drama
and histrionics, Kongming "gives a big laugh (da xiao)" when Pang Tong points out
to the deceptive performer this cruel theatricality. If fact, Kongming has plotred
Zhou Yu's death. In the last round of the duel, Kongming laughed heartily and told
Liu Bei that, "Zhou Yu is near his death. . . . When Zhou Yu comes, if he doesn’t
die, he will be mostly dead” (56.462).

Kongming's mood and self-assurance begin to change after the loss of Jieting.
The presentation of emotions in Three Kingdoms, as in many novels of action, is
simple. The most frequently used descriptions of moods are “smiling or laughing”
(xao), “laughing aloud or laughing heartily” (da xiao), “angry” (nu), and “furious”
(da nu). In chapter 97, during the atrack on Chencang, Kongming is “furious” four
times even though he is about to win the battle. Later, he is also “greatly surprised”
(da jing) by the loss of two of his generals and the defeat of his forces. After the loss
of Jieting, Kongming confronts an increasingly difficult situation from without and
within, and yet his loy:ﬂl'y and commitment remain unswcrving.

During his last campaign against Wei, Grand Historian Qiao Zhou again

5 . Sk s
tells Kengming of unfavorable constellation signs and natural omens for his new
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war. Again, Kongming rejects Qiao Zhou's advice: "Under the vital trust of the late
Emperor, I should only do my best to fight the traitors. How can I give up the
important cause of the Empire because of baseless evil omens?” (102.843). This is
the hero's defiance of the limitations of being a man.

Previously, when fighting Cao Cao ar Huarongdao, Kongming has modi-
fied his scheme in accord with cosmic will. Now Kongming attempts to prolong
his life by defying the inevitability of cosmic will and he fails. Kongming's death
concludes his struggle against the supreme will of the cosmos, the heavens, The
hero has atrempted to manipulate and to intervene in cosmic will in order to
accomplish his unfulfilled commitment. Thus, Kongming is the only hero in
Three Kingdoms who knowingly violates the will of heaven. Kongming's heroism
and tragedy are his defiance of the state of being human.

Jiang Wei, the last hero of the Three Kingdoms, concludes the tragic drama
with his unyielding virtues, zhong and yi. Fighting first on the side of Wei, Jiang
Wei surrenders to Kongming when he has nowhere to turn. Jiang Wei is portrayed
as an extremely filial son. A man of such a virtue does not belong in the camp of che
traitors. Jiang Wei's loyalty to Kongming is solidified chrough his deep gratitude to
Kongming's appreciation and Kongming’s understanding of his talent and useful-
ness. Kongming claims that he finally has someone who can succeed him, and Jiang
Wei abides by Kongming's wish. Jiang Wei says before launching another invasion
of Wei: “When the late prime minister was still in his hut, he mapped out the tri-
partite division of the world, He led six offensives from Qishan in order to take the
Central Plain, but unfertunarely he passed away before accomplishing the task, I
am now bearing his trust, and I must dedicate myself ro continue his will and to
serve the empire” {110.913). Yi is the paramount foundation on which zhong mani-
fests. Jiang Wei's commitment leads the hero to the most violent death of all.

The Three Kingdoms tragedy is the heroes “failure to map their universe, in
Corrigan’s words. The Sanguo heroes find themselves in a world, the Han empire,
that they believe their forefathers have governed, civilized, and charred well. How-
ever, in their time the empire is disintegrating and falling apart,

The heroes’ action is ethical in substance, yet it counters foreordination, and
is the root of tragedy in Hegel's terms. They do so with their noble devotion to
ewo ethical principles: loyalty (zhong) and brocherhood (yi). The struggle berween
Cao Cao (who is favored by cosmic foreordination) and Liu Bei, Guan Yu, Zhang
Fei, Zhuge Liang, and Jiang Wei (who act in human rebellion against cosmic fore-
ordination) has multiple meanings. As Robert W. Corrigan sees in Greek drama,
these heroes are doomed by fate, which, in Three Kingdoims, is cosmic foreordina-
tion. In the heroes’ defiance of this inevitability, there is “the affirmarion of trag-
edy” that “celebrates a kind of viccory of man's spirit over his Fate! The Three
Kingdoms heroes, “try nobly to impose a meaning on their own lives and on the
world around them.™ Liu Bei, Guan Yu, Zhang Fei, Zhuge Liang, and Jiang Wei
are doomed not simply because they have tragic Haws, but because they refuse to

compromise with cosmic preordination, Joseph Wood Kruteh's ideal of tragedy
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affirms the meaning of the Threc Kingdoms tragedy: “[1)t is that every real trag-
edy, however tremendous it may be, is an affirmation of faith in life, a declaration
that even if God is not in his heaven, then at least Man is in his world. We accept
gladly the ourward defeats which it describes for the sake of the inward victories
which it reveals.” Three Kfﬂgdom_f is a monumental tragic novel. Its heroes com-
mitments and actions are based on high ethical principles, and their tragic failures
are testaments to their moral courage, These elements make the novel powerful
and moving with lasting impact on its readers.

NOTES

My discussion is based on the 1953 edition of Sanguo yanyi, ediced by Zuojia chubanshe
bianjibu (the Editorial Department of the Weiters Publishing House], (Bcijing: Zhujia chu-
banshe, 1953). Translations of the text quorations are mine.

1. In its chaprcr 120, the novel concludes, " The empire, [Ong united, must divide, lcmg
divided, must unite.” This signifies thac the tragedy ends with the unification of the empire
(tianxia), ruled by another house, the house of Sima.

2. T use both Zhuge Liang and his courtesy name Kongming alternatively in my
}
discussion.

3. See Robert W, Corrigan, "Introduction: The Tragic Turbulence of Sophoclean
Drama” in Sephocles: Ocdipus the King, Phifoctetes, Electra, Antigone tn Modern Translations,
ed. Robert Corrigan, 2nd ed. (New York: 1968), 11-27.

4. Professor Mu Qian, a nored historian, sees that Zhuge Liang’s willingness to serve
under Liu Bei, thnugh due ro political conviction, is more inspired by the “sincere friendship”
that Liu Bei demonstrates during his “Three Visits” ro Zhuge Liang. See Mu Qian, Zhong-
guo zhishifenzi {Hong Kong: Zhongguo wenti chubanshe, 19513, 11.

5. See Chen Shou, "Guan, Zhang, Ma, Huang, Zhao zhuan, diliu: ping B9E i
fHESE RS HE) in Sanguo Zhi: Shu Shu. Edition of reference is 8th ed. (Changsha: 1998), 757.
In Three Kingdoms, Cao Cao’s advisor Cheng Yu says the same abour Guan Yu's strong sense

of yi when they confront Guan Yu at Huarongdao. Cheng Yu asks Cao Cao ro exploit Guan
Yu's yi so that they can get away (50.414). At this critical moment, the novel’s most esteemed

virtue demonstrates its weakness.

6. Hegel's writings on tragedy are scattered throughout his works. I draw here from
Hcg{'!' on ngc.-f}r, ed. Anne Paclueei and Henry Paolucci, (New York: Anchor Books, 1962},

7. Corrigan, " Introduction,” 15.
8. Ibid., 27.

9. Joseph Wood Krurch,"The Tragic Fallacy” in European Theories of the Drama, ed.
Barrerr Clark {(New York: Crown, ]‘)(\"5). 520-21.
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Essential Regrets

The Structure of Tragic Consciousness

in Three Kingdoms
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Dominic CHEUNG

On and on the Grear Raver rolls, racing east.

Of proud and gallant heroes irs white-tops leave no trace,
As right and wrong, pride and fall turn all at once unreal.
Yer ever the green hills stay

To blaze in the west-waning day.

Fishers and woodsmen comb the river isles.
White-crowned, they've seen enough of spring and autumn tide
To make good company over the wine jar,
Where many a famed event
Provides rheir merriment.
—"West River Moon”

THE ROMANCE OF INCOMPLETION

Before mentioning the historical truth of “[Tlhe empire long divided, must
unite, long united, must divide” that predicts the momentum of Chinese his-
tory, Three Kingdoms commences with sighs of regret. The opening poem,
“West River Moon,” imbues the tone of the novel with a consistent motif of
vuinglory, transient life, and fleeting time. Using the metaphor of the flowing
Yangrze River, the author sets the stage for heroes to vie in the ebb and flow of
unceasing time. Despire their ups and downs, all will perish, surge over surge, in
relentless time.! The inconstancy of life further triggers the meaning as well as
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the mcaninglessncss of triumph and defear, right and wrong, leading to a final
comprehension of the Buddhist understanding of the unreality of life, in which
the human world is nothing but a blush of sunset, chzlrming and ephemeral,
quick as a ﬂcering glance.

As to the white-headed fishermen and woodcutcers, they are not only those
who survived the trauma of history, bur also those outside spectators rccollccting
events with a historical perspective, Thus, fishermen and woodcutters who live
at the periphery of the mundane world—rthey cut wood in mountain forests and
catch fish in mountain streams and rivers, selling them to the human world—pose
as distant wacchers of warldly affairs. Like the audience in Greek tragedies who
came out of the play purged through pity and fear, they bring with them a didacti-
cism that is inherent in the tradition of Chinese ethical values of'on:llty, filial piety,
chastity, and righteousness,

There is also a reason for the fishermen and woodcutters to be white-headed.
To go through a long period of time and to witness the historical alcernation of
“spring air and autumn moon”—only then can these witnesses (fishermen and
woodcutters, readers and historians alike) remain as “outsiders” and “see enough”
from a distance, They are akin to the audience in Berrolt Brecht's “epic theater” in
which the “alienation effect” is arrived at through the audience’s dissociation with
the dramaric evenrs on stage, so that they can more closely warch the "performance”
of actors and/or acrresses.* This alienated audience is more sober than the chat-
acters on the world stage caught in the eternal cyclic changes of separation and
reunion, The same logic of “long divided must unite; long united, must divide” con-
tinues with heroes and their separated kingdoms in the novel; incompletion begets
regret, and regret begets tragedy.’

This paper posits as truth the historical oscillation that is revealed through a
narrative structure of tragic consciousness in the disillusionment of heroes of the
three nation-states of Shu-IHan, Wei, and Wu, These essential regrets form the
warp and woof of the novel in which the completion of tragedy is formed through
the incompletion of regretful events,

ACHILLES WRATH: THE ANGER OF A HERO

In Greek tragedies, fate controls heroes, whose final descruction is often caused by
their tragic flaw or hamartia. Among the many shortcomings of the tragic hero,
wrath or anger stands out as the most explosive and devastating. Homer's Ifliad
begins with the wrath of the hero in Book 1:“The Wrath of Achilles is my theme,
thar the fatal wrath, which, in fulfillment of che will of Zeus, brought the Achaeans
so much suffering and sent the gallant souls of many noblemen to Hades, lc;wing
their bodies as carrion for the dogs and passing birds,” The quarrel of the heroes
continues and finally leads to Achilles’ killing of Hector, the Trojan warrior, to
avenge the death of his friend Patroclus, Before Hecror died, he implored Achil-

les not to lec his body fall prey to the dogs and birds, buc to be taken back to Troy
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for a ransom of bronze and gold from Hector's parents. But the wrachful Achilles
scowled and said,

“You cur” he said, "don't talk to me of knees or name my parents in your prayers.
Tonly wish that T could summon up the appetite to carve and eat you raw myself,
for what you have done to me. Bur this at least is certain, chat nobody is going to
keep the dogs from you, not even if the Trojans bring here and weigh out a ran-
som ten or twenty times your worth, and promise more besides; not if Dardanian
Priam tells them to pay your weighe in gold—not even so shall your lady mother
lay you on a bier to mourn the son she bore, but the dogs and birds of prey shall
eat you up.”

Such is the feeling of wrath and vengeance with the heroes in Three Kingdoms;
the word “in wrath” appears repeatedly, over a hundred times in the novel. Take
Dong Zhuos death, for example. After Dong fell for the ruse of the ‘double snare”
(lianbuan) and was killed by his own stepson, Lii Bu, vengeance on Dong’s corpse
was no less wrathful than Achilles’s action toward Hector—" Dong Zhuo's corpse
was displayed on the main thoroughfare. There was so much fat in his body that
the guards lit a fire in his navel; as it burned, grease from the corpse ran over the
ground. Passing commaoners knocked Dong Zhuo's severed head with their fists
and erampled his body."

Cao Cao was a suspicious man who would betray the world rather than let the
world betray him. The classic illustration of this quality is the incident in chaprer
4 when he killed Lii Boshe's whole family due to the suspicion that Lii intended ro
murder him.” However, when Cao Cao learned of the massacre of his father and
family by the remnants of the Yellow Scarves who had surrendered to Tao Qian,
prefect of Xuzhou, he fell to the earth with a great cry.

As his acrendantes helped him up, Cae Cae gnashed his teeth and swore: “Tao
Qian allowed his men to kill my father! The two of us cannot share the same sky.
Firse I will puc his city to the sword to quench my wrath.". . . When Chen Gong
learned that Cao Cao intended to exterminate the populace of Xuzhou in his thirst
for vengeance, he sought an audience. At first Cao Cao refused to see any man com-
ing to plead for Tae Qian, bur sentiment prompted him to hear out his former
benefactor. Chen Gong appealed to Cao Cao: “They are saying that you are abour
to invade Xuzhou and avenge your father's murder by wholesale bloodshed. Let
me attempt ta dissuade you. Tao Qian is a humane and honorable gentleman and
would never seck improper gain. Your father’s death was Zhang Kai's crime, not
Tao Qians. Moreover, what enmity is there between the people of Xuzhou and
yourselt? Taking cheir lives would augur ill for your larger ambitions. I pray you,
reflect on this. "Didn’t you once abandon me?” Cao asked angrily. “How can you
face me again? Tao Qian slew my whole family, and T mean to pluck out his entrails

ro satisfy my hartred. What you say in his behalf will not sway me.” {10.81-82}
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What happened to Ma Chao, a warrior belonging to an ethnic minority, was
even more devastating. After Cao Cao killed his father, he bitcerly but unwill-
ingly retreated to his home rterritory of the Qiang tribes of Tangut for two years.
After that he regrouped his men and recaprured cities and towns in the province
of Shaanxi. Larter, his generals betrayed him by attacking him from the rear. He
found himself trapped between two armies and had a double battle to fight Worse
still, At the height of the battle a new force had come into play. Xiahou Yuan, hav-
ing received Cao Cao’s command, had come to descroy Ma Chao,"Ma Chao’s army
was demolished by the combined strength of the three forces, and the remnant
fled. Chao rode through the night, arriving at daybreak at the gates of Jicheng;
demanding entrance, he was met with a storm of arrows and curses from Liang
Kuan and Zhao Qu standing on the wall. They brought out his wife, Lady Yang,
cut her down, and flung her corpse from the wall. Next, three of Ma Chaos infant
sons and a dozen close kin were butchered one by one and pieces of their bodies
were thrown to the ground. His bosom bursting, Ma Chao nearly toppled from his
mount.” (64.493).

But Ma’s resilience and valor were almost superhuman. With only some
three score of his followers left, he escaped and returned after midnight to the
city. In the darkness, the city gate guards thought only of the return of their
own men, apened the gates, and unwittingly let in the enemy. Once he entered
the ciry,"Ma Chao began a chain of attacks inside the walls, beginning from the
south end and sweeping through the commoners’ quarters until he had reached
the home of Jiang Xu. Xu's mother was dragged before him, but she showed no
sign of fear. Pointing at Ma Chao, she reviled him, and Chao dispatched her
personally. The households of Yin Feng and Zhao Ang were also put to the
sword” (64.494).

What happened to Ma Chao in a martter of two nights and one day is almost
a compression of the cycle of samsara. He was not only betrayed by his own gen-
erals and defeared in combar; but his wife and children were slaughtered right
before his own eyes. “Rage and despair” do not suffice co describe his state of
mind. Consequently, he ordered a massacre of the city he recaprured.

Thus, the essence of Achilles” wrath is che same as thar of Cao Cao, Ma
Chao, Zhang Fei, or Guan Yu. According to Freudian psychoanalysis, there is
an aggression innate in human nature that is suppressed by civilizacion. In order
to conform to society as social beings, men have to maintain a certain degree of
“aim inhibition” in order to arrive at a “strong identification” with the masses.®
But, the more thcy inhibit cheir aim or desire, the stronger the resistance arises
in their subconsciousness. Freud has quored an interesting passage from Heine,

in which the poet confesses:

Mine is a most peaceable disposition. My wishes arc: a humble cortage with a
thacched roof, bur a g‘nm] bed, gom{ food, the freshese millke and buccer, lowers

before my window, and a few fine trees before my door; and if God wints to make
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my happiness complete, he will grant me the joy of seeing some six or seven of my
enemies hanging from those trees. Before cheir death I shall, moved in my hearr,
forgive them all the wrong they did me in their lifetime. One must, it is true, for-

give one’s enemies—but not before they have been hanged.”

Ever since the Hundred Schools contended in the Warring States, China had
mutated into a highly inhibited society with strong ethical codes governing the
behavior of men. This was especially the case in the Han dynasty when Confucian-
tsm had become the dominant trend of thought, transforming these with brutal
instincts inte a communiry of those with humanitarian ideals. Primitive libidos
were transformed and sublimated, according te Freud, into "friendship” and this
led, in Three Kingdoms, to the pledge of a blood-tie relationship called * sworn
brotherhood” among men.

Yet all the above did not lead to the elimination of the human instinct for
aggressiveness. The heroic character of Guan Yu demonstrates that, on the con-
trary, the more repression, the stronger the urge for aggression to release itself in
the form of wrath or anger, leading to further destruction.

Afrer the three friends—Lin Bei, Guan Yu, and Zhang Fei—pledged their
oath to become sworn brothers in the Peach Garden, Guan’s staunch loyalty
and righreousness mediated between the benevolence of Liu and the rashness of
Zhang. His loyal devotion to Liu is revealed in the incident where Guan forced
his way into the rear garden when Cao Cao tried to corner Liu Bei to deter-
mine who were the heroes of the world. Later, when Cao Cao defeated the three
brothers in Xuzhou, Guan failed o make his escape, and had to surrender ro
Cao under the condition that his loyalty remained with the emperor of Han
instead of with Cao. As he tried to escort his two sisters-in-law to the capital of
Xuchang, the treacherous Cao aimed to disrupt propriety between Guan and his
sisters-in-law by deliberately arranging for them to stay in a single bedchamber.
Guan stoed outside all night, with a candle in his hand undl dawn without any
sign of fatigue.

In order to win Guan’s heart, Cao showed unusual generosity roward him
and his sisters-in-law during their sojourn in Xuzhou, giving Guan a small ban-
quet every three days, and larger ones every five. There was one day that he noticed
Guan’s worn-out barele garb and presented him with a new one made from rare
brocade. Although Guan accepted it, he still wore che old garb beneath the new
one. When Cao teased him on his stinginess, Guan replied, “It is not frugality. The
old dress was a gift from the Imperial Uncle Liu. T feel him near when I wear it. I
could never forger my elder brother’s gift on account of Your Excellency’s new one.
That is why I wear it underneath” (25.195}.

Another gift from Cao evokes a similar reaction, Once Cao noticed Guan's
horse was too lean to bear Guan's heavy body, he brought him the famed Red Hare
steed to ride, Guan immediately showed his gratitude repeatedly to Cao, who was
surprised and asked: 1 sent you beautiful women, gold, rolls of silk, one after the
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other, and never did you condescend to nod. Now I have given you a horse and you
keep bowing and bowing, Do you value a beast above humans?' ‘T admire this horse!
Lord Guan said, Tt can cover a thousand i in a single day. It is a gift thac will enable
me to reach my brother in a single day should his whereabours become known™
(25.196). Such is Guan’s unyielding devotion to his sworn brothers that even Cao
Cao is rouched by his determined loyaley,

As to Guan’s courageous and undaunted martial skills of unsurpassed rivalry,
his Red Hare steed was so swift that he rushed into the enemy forces and chopped
off the head of Yan Liang, the lcading general of Yuan Shao. In his first major rest,
Guan brought back the head of Dong Zhuo's general Hua Xiong before a goblet of
warmed wine became cold. When Guan took leave of Cao Cao, he escorted his sis-
ters-in-law on a solitary journey, slaying six generals at five passes. He has become
the epitome of loyalty and righteousness. On the rational side, he was coolheaded
enough to stop calm Zhang Fei when Zhang was about to explode over Liu Bei's
three visits to Zhuge Liang's {(Kongming’s) thatched hut. On the sentimental side,
his release of Cao Cao at Huarong Pass reflecred his adherence to the virtue of
righteousness rather than it did any leniency on his enemy.

But scon we find out that Guan Yu's character possesses the same tragic ele-
ments as western heroes, His tragic flaws are the flipside of his merics, His many
victories due to his valor and martial skills have driven him to develop a subcon-
scious narcissisism , which alienates him further from realicy." Once he drifts away
from reality, his judgment begins to fail and a foolish stubbornness creeps in. When
Liu Bel moved into Chengdu and promoted Ma Chao and Huang Zhong, Guan
was indignant upon hearing the news and even wanted to return to Sichuan to
fight a duel with Ma. When Liu Bei became the king of Hanzhong, he conferred
upon Guan and the rest the citle of Tiger general. Upon learning chat the old vet-
eran Huang Zhong was among the five, Guan discontentedly argued, “Zhang Fei
is my younger brother; Ma Chao comes from a f‘ami[y of long-standing eminence.
[Zhao] Zilong has followed my elder brother for many years and is as good as my
younger brother, toc. For them to have a position equivalent o my own is perfectly
understandable, But who is Huang Zhong to rank alongside me? No self-respect-
ing warrior would ever league himself with an old common soldier” (73.559). He
then refused both title and seal.

It was forrunate that the messenger finally convinced Guan chat “In this case,
although the king of Hanzhong has named you as one of the ‘Five Tiger Generals,
there is also the bond of brotherhood berween you and him. To him, you and he
are one, General, you are as good as king of Hanzhong; and the king of Hanzhong,
you. How could you be classed with those ochers?” (73.559-560). Guan then
understood and thanked the messenger for having prevented him from making an
error, and received the seal with grear humility. Nonetheless, his “elitist mencalicy”
was totally exposed. By the time he was defeated by the Cao army and retreared ro
Maicheng, the whole sequence was in face caused by his arrogance and subjective

judgment in which he acred and behaved like a wounded bease in a cage, When his
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right arm was wounded by a poison arrow and was treated by the renowned physi-
cian Hua Tuo, the physician advised him thar he must avoid all emotional excite-
ment for a hundred days. It was a warning about his uncontrolled wrath—a wrath
that led not only to his defear bur also his eventual death.

Whatever wrath the heroes in Three Kingdoms may have, it is not necessarily
a total spirit of vengeance. Instead, it is more appropriate to look at their wrath as a
resistance to inhibition of human aggressiveness. Moreover, their wrath comes quite
spontancously asa part of the heroic temperament. We can even assume that wrath

is an artificial way for heroes to boost their courage, and repress sexual desire
particulatly for the Three Kingdoms heroes who deliberately shunned women. The
abstention from women may not be as extreme as the misogynist practices in The
Water Margin (Shuiby Zhuan), but the emphasis on brotherhood over women is
all the more obvious in Three Kingdoms. The characters of Guan Yu and Zhao Yun
(Zilong) are true exemplars of this ethos.!

While Guan and Zhao are truly heroes who would not risk their careers for
the sake of women, negative characters such as Cao Cao and his son Cao Pi are
vicious womanizers, or at least their casual relationship with women in the novel is
contradictory to Han practice. The straightforward heroes are those who observe
virtues and show no interest in women as a general practice, while treacherous
heroes are those who seduce women whenever they wish to. In the early career of
Cao Cao, he made a mistake in having an illicic relationship with a woman, and it
caused the death of his beloved bodyguard Dian Wei (16.130-131). After a victory
with his father in a besieged city, Cao Pi found an extremely beautiful lady among
the captives. She was the daughter-in-law of the defeared lord. Pi kept her privately
and presented her to his father later. Cao Cao looked at her intently and said, “The
perfect wife for my son”and told Cao Pi to take her as his wife (33.253).

For the positive heroes in Three Kingdoms, wrath becomes the catalyse that
creates the tragic flaws that drive them coward failure or destruction. Zhao Yun's
wrath upon hearing a proposal to marry his sworn brothers sister-in-law is an
exception that implies social ethics. Besides, Zhao Yun as a hero in the novel has
far fewer flaws than the others, and therefore is presented as too perfect to qualify
as tragic.

FROM DIVINE TO HUMAN: HERO FATIGUE

In AD 227, Kongming submitted his “Firse Memorial” (Xian chushi biao) to the
young Shu-Han emperor urging a military expedition to the north. He implored
the young emperor to practice good Confucian virtues of heeding worthy advisors
and repelling evil courtiers. The tone of the memorial is sad, desperate, weary and
full of nostalgia of the past. He said of his early career:

[ began as a commeon man, toiling in my fields in Nanyang, doing what 1 could

to keep body and soul cogether in an age of disorder and taking no interest in
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making a name for myself among the lords of the realm. Though it was beneath
the dignity of the late Emperor to do so, he honored my thatched coteage to solicit
my counsel on the events of the day. Grateful for his regard, I responded o his
appeal and threw myself heart and soul into his service.

Hard times followed for the cause of the late Emperor. | assumed my duties ac
a critical moment for our defeaced army, accepring assignment in a pcrim{ of dir-

est danger. Now twenty-one years have passed. (91.701)

Though a short passage, it summarizes Kongming’s career and his fruseracion wich
the Shu-Han kingdonm When Kongming wrote this memorial, he was forey-six,
an age when he should have been at the height of his career, although life expec-
tancy in ancient China was different from presenr-day life expectancy. Instead, his
letigucd voice lingers like an old person in the conclusion of the memorial—"I now
depart on a distant campaign. Blinded by my rears f:LHing on this perition, I write
know not what" (91,701).

Lu Xun, a prolific modern writer and also known for his critical study of
classical Chinese fiction, is only partially correct in his judgment of Kongming’s
character. In his study of classical Chinese fiction, Lu Xun commented on Three
Kingdoms characters by saying, “Luo Guanzhong wished to make Lin Bei a kind
man, but draws a characeer that seems a hypocrite. Wanrting to depict Zhuge
Liangs wisdom, he makes him appear a sorcerer.”"?

To describe Liu Bei's kindness as hypocritical is an overstatement, If we took
him as nothing more than a run down discant relacive of the Han emperor, we
would be surprised by his resilience and perseverance. His far-reaching insighe,
abundant benevolence, and royal lineage are all that he has ro compete with other
powerful warlords. Perhaps, witcy may be a betrer word than hypocritical to
describe Liu."

Kongmings grear analytical ability and boundless knowledge, as well as his
dexterity in manipulating the geography of the three political centers of China,
help give Liu Bei che opportunity to establish himself as one of the strong contend-
ers. As soon as he stepped out of his hermitage and became Lius chief advisor,
Kongming teck Qingzhou, and later besieged Sichuan, or the Riverlands, in order
to establish a home base for the Shu-Han kingdom. His military strategy is beyond
comparison. Famous ruses such as inciting Zhou Yu to form an alliance against the
Cao army, borrowing arrows from the enemy’s navy, and supplicating the east wind
to set fire to the enemy’s linked ships lead o astonishing military successes and are
due ro his meticulous calculations. The philosophy of yin-yang with its application
to the Five Elements, geomancy of ghosts and spirits, and the use of talismans to
seek protection were prevalent in the Han period, many of Kongming’s strategies
are carried out under the guise of these practices. Kongming always competes with
his archrival Sima Yi by watching the stars to learn the desciny of man. Kongming
could even keep Sima Yi in awe after he had died, as Sima Yi believed chat Kong-

ming was still alive wich his master star high in heaven. In order to achieve the high
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confidentiality of military actions, Kongming often appeared to be mysterious and
unpredictable like a sorcerer."

The heroes in Greek mythology were said to be of divine birth and the semidi-
vine nature of Kongming is in facr a reflection of his natural intelligence. While Liu
Bei's royal Han lineage reconfirms the mandace of heaven, Kongming’s deification
is a result of his superhuman ability to carry out his military operations in such a
precise and cunning manner thar all his generals think of him as semidivine,

Bur then the question arises as to why such a divine figure expresses such
enormous fatigue in his two famous memorials. In Greek tragedies, there are the
three unities of time, place, and action; Hero frustration or depression comes and
goes in an instant of time, and empathy is achieved right after the fall of the hero.
With Kongming, time is much longer and more tedious. He has gone through
struggles for twenty-ane years since he left his cottage. During this long stretch
of time serving as chief advisor and administrator, Kongming has eaten liccle and
slept less. After he entered the Riverlands, he made a southern expedition to cap-
ture the barbarian leader Menghuo. He made no rest stops but continued to head
northward o artack Wei. Six times, Kongming made northern expeditions and six
times he failed. We can almost assume that the northern expedition had become
his everlasting obsession,

Kongming’s fatigue is not accompanied by inertia; rather, it shows a constant
striving and struggling, But soon we discover that human limirations dominate the
fate of the individual. Kongming is, after all, more human than divine, His essential
regrets are attributed to his own destiny and his limited life span. Providence refers
to a human destiny thar is predetermined. The destiny of a tragic hero is often a
result of his resistance to fate. Consequently his success or failure is less impor-
tant than his human attemprs to reverse fate, an effort thar becomes the ultimate
emblem of human existence.

The limited span of life, however, determines the rule of the game. There is
enly one life co live, whether for hero or commoner. The ultimare challenge is to
achieve goals within that limited time, be it a long or a short life. Kongming wants
to defy the rule by altering his fate. He makes arrangements to address his prayer o
the Big Dipper. If his master lamp stays lit for seven days, he might live for another
year, Superficially, the plan fails because of the carelessness of Wei Yan, who dashes
into the tent and reports the invasion of the northern enemy. He accidentally kicks
over the master lamp, and it goes out. In reality, it is a reaffirmation of the game
rule that no human can defy the rule of heaven. In preparing his final restament ro
the young emperor, Kongming admits, “Mortality is man’s commeon log; his years
are numbered” {104.806).

Thus, we are back to the ontological quest of the ancient Greeks and Romans,
which is similar to Zhuang Zi's Taoist paradox of seeking limitless knowledge in
alimited life. The greatest disillusionment of the Three Kingdoms heroes involves
the cruelty of time, both in the senses of bad timing and of running out of time.
When Kongming said that mortality is man's common lot, he was mourning the
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limited time in which man can achieve his goal. In discussing che vision of West-
ern tragedy, Richard Sewall brought forth che concept of “human boundary” and
pointed out that the tragic vision impels the man of action to fight against his
destiny, kick against the pricks, and state his case before God or his fellows. The
“human boundary” is encountered when human possibility reaches its limit, when
human existence is confronted by an ultimare threat.'” Kongming has reached his
human boundary when he comes to the end of his life and feels the ultimate chal-
lenge of his human existence. The ultimate question he is addressing is no longer
a cognitive quest of “who am I?” but more of an existential outcry of “what else can
I'do?” The completion of his essential regrets indeed is the tragedy of all heroes in

the Three Kingdoms.

NOTES

1. For"West River Moon,” see Moss Roberts, trans., Three Kingdoms: A Historical Novel
(Berkeley and Los Angeles: University of California Press; Beijing: Foreign Language Press,
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themselves if they are arracked; they are, on the contrary, creatures among whose instincrual
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pose, whose goal might also have been reached by milder measures, In circumstances that
are favorable ro ir, when the mental counter-forces, which ordinarily inhibic ir, are out of
acrion, it also manifests irsc]Fsponmmously and reveals man as a savage beast to whom con-
sideration rowards his own kind is something alien. Anyone who calls to mind the atroci-
ties commirted during the racial migrations or the invasions of the Huns, or by the people
known as Mongols under Jenghiz Khan and Tamerlane, or the capeure of Jerusalem by the
pious Crusaders, or even, indeed, the horrors of the recent World War—anyone who calls
these chings to mind will have to bow humbly before the truch of this view." Sigmund Freud,
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of the area around the Jiang and Han rivers, and he is preoccupied with a difficule sicuation,
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The Notion of Appropriateness (Yi)
in Three Kingdoms

AT

Jrvuan Yu

Appropriateness (yi, also translated as "rightecusness,”"duty,” or “morality”) means
“what is suitable," or “what is appropriate” It is one of the major values that
Three Kingdoms secks to embody. “Forming appropriateness in the Peach Gar-
den” (Taoyuan jieyi, also known as the “Peach Garden Pledge”} is one of the best-
known stories in Chinese literature. Appropriateness is also a central virtue in
Confucian ethics. In Confucius's Analects we read: “For the gentleman it is appro-
priateness that is supreme” (17:23); and “In dealing with the world the gentleman
is not invariably for or against anything. He is on the side of what is appropriate”
(4:10)." Being appropriate is an essential quality of a gentleman. Confucianism
is the main moral system in China. Three Kingdoms, as one of the most impor-
tant representative works in Chinese literature, has been effective in populariz-
ing Confucian moral ideas and instilling them in individual moral life and in the
SOCiﬂl STructure.

This paper attempts to show how the conception of appropriateness in Three
Kingdoms is related to the philosophical conception of appropriateness in classi-
cal Confucianism, with a focus on the relationship of the Peach Garden brothers
(Liu Bei, Guan Yu, and Zhang Fei). T will show that the author of Three Kingdoms
makes a clear effort to embody this Confucian virtue in creating and describing
his characters and their relations. By studying how the value of appropriateness
operates behind a number of tragic conflicts in Three Kingdoms, we can also bet-
ter understand the vagueness and tensions inherent within the Confucian theory

l’lf. :I]Jp]'t’l]ﬂ riateness.



30 Jiyuan Yu

The second strategy is to put particular emphasis on the point that Liu Beiis a
scion of the imperial family. When Liu first introduces himself to Zhang Fei in the
opening chapter, he begins by claiming: “T am relared to the imperial family” (1.9).
This membership is mentioned repeatedly throughout the novel. Three Kingdoms
includes the story that Liu is recognized by the emperor as an uncle by descent, and
thus becomes the “imperial uncle” (20.156-157),

As a man of surpassing benevolence, Liu Bei is credited with moral legitimacy.
As a scion of the house of Han, he is granted some degree of political legitimacy,

While it is not clear to what extent the second strategy is present in the spirit
of Confucianism, the first, and also the most effective strategy, is certainly guided
by Confucian value. When the Zhou house overchrew its predecessor, the Shang
dynasty, il:sjustiﬁc;lrion was that the Sh:mg d}-‘n:lsty had forfeited the Mandate of
Heaven (Tian Ming) through its misrule, From that time on, the loss of the Man-
date of Heaven became the major justification for the change of dynasty. How,
then, can one determine where the Mandare of Heaven lies? According to Con-
fucianism, the most decisive clue is to see whether che ruler wins over the hearts
of the people. Mencius says: “It is through losing the people that Jie and Zhou
lost the empire, and through losing the people’s hearts that they lost the people.
There is a way to win the Empire; win the people you win the Empire. There is a
way to win the people; win their hearts and you win the people. There is a way to
win their hearts; amass what they want for themselves; do not impose what they
dislike on them.” Clearly, Three Kingdoms follows this theory to establish Liu Bei’s
moral strength.

One problem, however, still remains. At the time of our story, the emperor is
still on the throne, albeit in name only. If Liu assumes the throne, he would seill
violate what the rites demand—that a ruler should be a ruler and that the subject
should be the subject, Liu Bei himself is fully aware of this, so when his officers
propose for him the ritle of emperor after he conquers Sichuan, he responds: "You
are quite mistaken. I may be of the royal house, but I am a subject nonetheless. If
I do this, it will be an act of opposition to the dynasty [of Han]" (73.555). Even
the chief advisor, Zhuge Liang, who pushed hard to make Liu accepr the ritle of
emperor, agrees that by refusing this, Liu "avoids suspicion and maintains appropri-
ateness” Liu is then praised for taking "appropriateness as the fundamental principle
of his whole life” (my translation). Thus, it seems to be a common understanding
that to take the title of emperor is not an action in keeping with appropriateness. In
these passages, appropriateness is meant in the sense of whart is in accordance with
the rites.

Liu Bei, then, is asked to assume the title of "king of Hanzhong” temporarily.
To this suggestion, Liu Bei’s initial response is: "Though vou would all honor me
as king, without the Emperor’s public edict, it would be usurpation” (73.556). To
call oneself king without the edict of the existing emperor would still not be an
appropriate thing to do. This time, however, Zhuge Liang no longer backs off;

rather he argues: “It would be more appropriate ro depart from che norm in chis
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case. Do not cling to convention” (73.556). Here discretion determines what is
appropriate even though the agent departs from the rites. With this Confucian
idea of discretion, Liu is persuaded to accept the title of king, There is no expla-
nation, however, about why the idea of discretion can be used to justify the taking
of the title of “king of Hanzhong,” yet cannot be used to justify the taking of the
titfe of emperor.

This is by no means an isolated case in which Three Kingdoms applies the
notion of discretion arbitrarily. Liu Bei needs to take land, yet all the lords are
members of the house of Han. The rites require that one cannort take land from
a lord with the same surname. If this rule were strictly followed, Liu Bei would
accomplish litcle. What should he do, then? Three Kingdoms presents conflicting
stories at this point. In chapter 40, Zhuge Liang advises Liu Bei to seize the dis-
trice of Liu Biao as a base, bue Liu Bei firmly refuses: “T would racher die than
do this thing which is not appropriate” (my translation). In chapter 60, when the
strategy for seizure of Sichuan, which was the district of Liu Zhang, is proposed
and contemplared, Liu Bei initially is still not willing to take the move: “I cannot
risk the loss of the trust and appropriateness to the world for a trifling personal
gain” (my translation). Yet this time Three Kingdoms appeals to the theory of dis-
cretion through Pang Tong, the second advisor to Liu Pei. Pang Teng counsels:
"My lord, that accords well enough with sacred universal principles. But in a time
of division and subversion, when men strive for power by waging war, there is no
high road to follow. If you cling to accustomed principles, you will not be able to
proceed at all. It is suitable to follow discretion and be flexible” (60.460). Liu Bei
is persuaded and says to Pang Tong:“Your memorable advice shall be inscribed on
my heart”

It remains unclear, however, why the theory of discretion could not be used in
taking Liu Biao’s district. The relationship between what is appropriate in the sense
of following the rites and what is appropriate as a result of discretion is vague in
Confucianism; it is equally vague in Three Kingdoms.

APPROPRIATENESS: BETWEEN KINGSHIP AND KINSHIP

Confucius writes: “Make it your guiding principle to be loyal to others (zhong)
and to be trustworthy in what you say (xin).” To be loyal and trustworthy are
two major Confucian virtues. In Analects 1.4 Zengzi claims that they are two of
the three things on which he examines himself every day (the third is whether he
teaches others something that he has not tried out himself ). In Analects 1.7 Zixia
asserts that they are two of the four things for him to judge whether a person is
educated {the other two are the appreciation of men of excellence rather than of
beautiful women and the service of one’s parents with utmost effort). Pur in a
general way, to be loyal is a victue in dealing with one’s lord or superior, and to be
trustworthy is a virtue in dealing with one’s friends. Both are within the require-
ments of appropriateness. (In Analects 12,9, afeer saying that one should take ro
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be loyal and truseworthy as guiding principle, Confucius adds: “move yourself to
where appropriateness is”). In Chinese, these virtues are called loyalty-appropri-
ateness (zhongyi) and trustworthiness-appropriareness (xinyi], respectively. In
Analects 1.13 Youzi directly connects trustworthiness and appropriateness: ‘[ T]o
be trustworthy in word is close to appropriateness in thart it enables one’s words
to be repeated.”

However, trustworthiness and loy:]]ry could be in tension under certain cir-
cumstances: to be loyal, one somerimes has to violare trustworthiness, and vice
versa. Whar is the guiding principle in order to do the appropriate thing under
such a circumstance? Confucianism does not say.

A careful reading suggests thar the above Confucian ideas of loyalty-appropri-
ateness and trustworthiness-appropriateness and the tension between them under-
lie the characterization in Three Kingdoms of the relationship among the Peach
Garden brothers (Liu Bei, Guan Yu, and Zhang Fei). When Liu, Guan, and Zh;mg
take the oath of brotherhood, they swear: “We three, though of separate ancestry,
join in brotherhood here, combining strength and purpose, to relieve the present
crisis. We will perform our duty to the Emperor and protect the common people of
the land, Although we dare not hope to be together always but hereby vow to die
the selfsame day. Let shining Heaven above and the fruicful land below bear wit-
ness to our resolve. May Heaven and man scourge whosoever betrays appropriate-
ness or forgets kindliness!” (1.9).

This oath amounts to a contract of appropriateness, A careful look reveals that
it contains a potential moral dilemma. On the one hand, “to perform our duty to
the Emperor and protect the common folks of the land”—which means in this con-
text to restore the house of Han—is the moral basis of appropriateness.® On the
other hand, the oath of brotherhood has its special requirement: they should die
together. Yer to die together is not a necessary condition for the serving the state.
Rather, it makes this bond imply a serious dilemma—if one of the three brothers is
dead before the house of Han is reestablished, what should the other two do? For
the sake of restoring the house of Han, they should continue to fight; yet if they do
not die together, they will have violated the oath itself,

This contradiction becomes sharper once we understand the real nature of
this cath. It was mentioned earlier that the real goal of Liu Bei is not simply to
restore the house of Han, but to become emperor of the Han himself. Hence, the
relation of brotherhood is also a relation berween the prince and the ministers. All
three brothers are fully aware of this aspect of their relationship. In chapter 26,
when Zhang Liao asks Guan Yu to compare their relationship with Guan's rela-
tionship with Liu Bei, Guan replies: “You and [ are just friends. Xuande [Liu Bei]
and [ are friends to begin with, brothers in the second place, and, finally, lord and
vassal. The relationships are not comparable” (26.203). Indeed, it is questionable
whether three brothers are really friends when they join in brotherhood, When
these three swear to die togecher, they had just met for a few hours and barely know
cach other, Yer Guan is right chat his (and Zhang Fei's) velation to Liu Bei is in the
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meantime a relation between minister(s) and prince. In chapter 2, when the upris-
ing of the "Yellow-Scarves” is suppressed and Liu Bei is appointed to the post of
magistrate of the Anxi district, Guan and Zhang follow Liu Bei there to take the
job. The novel describes their relationship in this way: “While in office Xuande
shared bed and board with his brothers, and they stood beside him throughout
long public sessions” (2.17). The fact that when Liu Bei conducts public affairs the
two younger brochers stand in attendance indicates the two aspects of their rela-
tionship: whereas privately they are brothers, in public the relation is that of master
and subordinates.

If this is the case, the tension mentioned earlier in the contract of appropriate-
ness turns out, more specifically, to be the tension between Liu Bei's kingship and
the sworn oath—kinship of the three. If one of them is dead, what should the other
two do? In my reading, one of the most important themes of Three Kingdoms is the
unfolding and materialization of this potential tension.

To have this dilemma materialize, the one who dies first cannot be Lin Bei,
since his death would remove the rension itself, Guan Yu is killed by Wu, and Liu
Beiand Zhang Fei react.

When Liu Bei learns about the death of Guan Yu, he “utter[s] a dreadful cry
and [falls] unconscious to the ground” (77.589). When he revives, his first words
are: "I took an oath of brotherhood with Lord Guan and Zhang Fei. We vowed
to die as one. With Lord Guan gone, what meaning do wealth and honor have for
me?” (78.590). The bond of appropriateness in the sworn brotherhood calls. To fol-
low the contract of appropriateness, Liu Bei should attack Wu to seek revenge. Liu
Bei, however, is persuaded by Zhuge Liang not to move in that direction. Zhuge
is concerned about Lin Bei’s polirical intevest, The alliance between Liu Bei and
Sun Quan of Wu is Zhuge's master strategy to help Liu to achieve his eventual
dream. In chapter 80 Cac Pi, the son of Cao Cao, openly deposes the emperor
and establishes the state of Wei. Upon hearing this, the officers of Liu Bei, headed
by Zhuge Liang, immediately urge Liu to succeed the dynasty of Han as emperor.
Liu Bei, after some modest gestures, formally declares the founding of the state of
Shu-Han and proclaims himself emperor. After all this is done, he starts planning
to atrack W, realizing fully that his failure to do so would put him at risk of violat-
ing the oath to die together (chaprer 81). Yet many of his officers argue against this
action. Zhuge proposes that Liu Bei, instead of going himself, can dispatch one top
commander to conduct the war. Then, we read: “In view of Kongming's [Zhuge’s]
strenuous objections, the Emperor was experiencing some uncertainty about the
invasion” (81.613).

Clearly, Liu Bei is caught in the dilemma berween kingship and kinship.
His repeated expression of the intention to attack Wu indicates that he knows
well the bond of trustworthiness-appropriateness, but the fact that he is repeat-
edly persuaded suggests thac he takes his own kingship as top priority. Before
Zhang Fei challenges him, Liu’s determination to seek revenge does not appear

to be firm.
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Zhang Fei'’s attitude, however, is rather different; he grants absolute priority
to kinship, When he is still at his post to receive the messenger that Liu Bei sends
to summeon him, Zhang Fei asks: "My will to avenge my brother’s murder is deep
as the sea. Why have the members of court made no appeals to the throne for a
general mobilization?” (81.613). When he is told that most of them urge Liu Bei
to destroy Wei before attacking Wu, Zhang cries out furiously: “We three brothers
took an cath o live and die as one. Now the second brother has passed from us
before his time. What do wealth and station mean to me wichout him? | shall see
the Son of Heaven [i.e. Liu Bei] myself and offer to serve in the vanguard. Under
the banner of mourning I shall wage war upon the south, bring the traitor home
to sacrifice to my second brother, and thus fulfill the covenant” (81.613). When
he returns to the court, he immediarely complains to Liu Bei in a sharp and tough
tone: " Today Your Majesty reigns, and already the Peach Garden Oath is forgotren!
Can you leave our brother unavenged:” To this Liu Bei answered: “Many officers
oppose taking revenge. I cannor acr rashly” Upon hearing this, Zhang Fei replies in
a firm tone: “What do others know of our covenant? If you will not go, I will seek
revenge wharever the cost to mysellc. Should I fail, I shall be content to die and see
you no more” (81.613).

Chinese popular culture venerates Zhang Fei as the model of courage. Zhang
Fei is brave not only in battlefields, but also in defending the value of the oath of
brotherhood. He openly expresses his dissatisfaction with Liu Bei for putting the
interest of his kingdom before the value of appropriateness. This is remarkable if
we keep in mind that at that time Liu Bei has become the emperor of Shu.

Zhang Fei's defiance forces Liu Bei into a corner. His own ultimate goal of
becoming the emperor of the whole empire is important. Yet it is also important to
be faithful to one’s cath and not to violate trustworchiness-appropriateness. This
is especially significant for Liu Bei, since the image of being a moral person is Liu
Bei's major strength, as was discussed in the firsc section of this paper. Liu Bei can-
not afford to lose the image of being a person of appropriateness. Confucius had
said, "I do not see how a man can be acceprable who is untrustworthy in word.”
Zhang Fei's challenge makes Liu’s excuses appear to be weak and insincere. As a
result, Liu has to atrack Wu for the sake of trustworthiness-appropriateness.

The tension implied in the contract of appropriateness is illustrated in the con-
trast between “great appropriateness” and “small appropriateness.” For many, to restore
the house of Han is a matter of grear appropriateness, whereas to seek revenge for
the death of a brother is a matter of small appropriateness. One reason that the gen-
eral Zhao Yun has to oppese Liu's attack on Wu is precisely thac “ War againse the
traitors to Han is a public responsibility. War for the sake of a brother is a personal
macrter. ] urge Your Majesty to give prierity to the empire” (81.612). Another officer,
Qin Mi, even says explicitly that to seek reven ge for che death of Guan Yu is to follow
small appropriateness, Liu surely realizes this, and indeed he musc be thinking in the
same way before Zhang Fei's urging. When he decides to arcack W, his judgment

ol great appropriateness and small appropriateness scems also to change, Flence, he
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scolds his officer Qin Mi, who argues thar it is a matter of small appropriateness to
avenge the death of Guan: “Yunchang is I—in sacred union—and I am Yunchang,
Who could forget the great obligation this encails?” (81.613).

This decision to acrack Wu sets both Zhang Fei and Liu Bei on a tragic course,
It makes Liu and Zhang fulfill their oath of dying as one and thus their obligation
to the contract of appropriateness. By sacrificing his ultimate goal of reestablishing
the house of Han and bringing about a reunification of the empire, Liu Bei pre-
serves his image of being a person of appropriareness.

This is how the tension implicit in the Peach Garden Oath develops. This
development is one of the most successful and influential points in Three King-
doms. Tnitially, kinship is a means to kingship, bur in the end kingship is sacri-
ficed for the sake of maincaining the appropriateness of kinship. We are left,
however, with a puzzle abour whar is really “great appropriateness” and what is
“small appropriateness.”

APPROPRIATENESS BETWEEN THE
SWORN-BROTHERHOOD AND OTHER RELATIONSHIPS

The tension discussed in the previous section is one that is internal to the rela-
tionship of appropriateness among the Peach Garden brothers. Yet each of these
brothers is inevil’ably related to ocher people. Teis likcly that one of them will enter
into a relationship invoIviug trustworthiness-appropriateness with someone who
happens to be an enemy ro one of his brothers. If one of the brothers followed
trustworthiness-appropriateness in his relationship with such a person, he would
violate trustworthiness-appropriateness in his relationship with his brothers. What
should this person do in such a circumstance? The Confucian theoty of appropri-
ateness does not provide clear guidance.

Three Kingdoms artistically embodies this dilemma in another high point of
the story. The brother who is caught in this dilemma is Guan Yu, who enters into
a relationship of appropriateness with Cao Cao, the archenemy of Liu Bei. To this
conflict we now rurn.

In chapter 24 Liu Bei is defeated by Cao Cao at Xu Zhou, burt he escapes
and seeks protection from another warlord, named Yuan Shao. Guan Yu, whao is
assigned to protect the wives of Liu, is surrounded by the army of Cao Cao, with
the certainty of death if he does not yield. Cao Cao, who admires Guan very much
and hopes to recruit him, sends Guan's friend Zhang Liao to persuade Guan to
surrender. At first Guan Yu is not moved: “T will die, devoted o loyalty-appropri-
ateness” (25, my translation.). Cao is Liu's enemy, and since Guan is Liu’s minister,
Guanss initial actitude is in line with the Confucian demand that one should value
appropriateness more than ones own life. As Mencius said: “Fish is what T want;
bear’s palm is also what T want, If I cannort have both, I would racher take bear's
palm than fish. Life is what T wane; appropriateness is also what I wane, If T cannot

have both, I would rather take appropriateness than life™"
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Zhang Liao disputes Guan'’s belief that his death is in the spirit of loyalty-
appropriateness, Zhang argues that if Guan dies at that moment, he will be guilty
of three faules:“In che beginning, when you, brother, and Protector Liu bound your-
selves in fraternal allegiance, you swore to share life or death, Now your brother has
been defeated, and you are about to die in combac, If Xuande [i.e. Liu Bei] survives
and seeks your aid in vain, won't you have betrayed your oath?” (25,193). This is
the first offense. The other two are that Guan's death will leave Liu's wives unpro-
rected and will waste his military skill. If chat happens, Zhang asks, “[H]ow have
you fulfilled your appropriateness?” (25.193). Clearly, in Zhang’s understanding,
the oath that Guan is bound to assist Liu is the basis for derermining what loyalry-
appropriateness is.

In the end, Guan is willing to submic if three conditions are met, He Says o
Zhang,

First, the imperial uncle, Liu Xuande, and I have swarn to uphold the house of
Han. I shall surrender to the Emperor, not to Cao Cao. Second, [ request for my
two sisters-in-law che consideration l)tfﬁtting an imperial uncle’s wives. Nobody,
however high his scation is, is allowed to get close o the gate of their residence.
And third, the moment we learn of Imperial Uncle Liu's whereabours, no matter
how far he may be, I shall depart forthwich. Denied any of these conditions, I

shall not surrender, Please return to Cao Cao wich my cerms. {25.193)

Of these, the first and the third are particularly relevant insofar as the value of appro-
priateness is concerned. Ac first glance, Guan Yu appears a bic disingenuous in raising
the first condirion, since it has been an open secret that Cao controls the throne, Even
Cao Cao himself responds to this condition by saying: "I am cthe prime minister of
Han. The Han and I are one. This then may be granced” (25.193). However, the first
condition is subtler than this, What Cao Cao fails to realize is that becween the house
of Han and himself there is a significant moral boundary. Loyalty-appropriateness
requires that one cannot surrender ro two masters or dynasties. As Zhang Fei claims:
“A loyal vassal prefers death to disgrace. What self-respecting man serves two mas-
ters?” (28.216). Apparently, to surrender to Cao encails a serious betrayal of Liu Bei,
and even Liu Bei himself takes it this way. When Liu learns thac Guan is in the camp
of Cae, he writes him a lecter, saying, “In the Peach Garden you and 1 once swore
to share a single fate. Why have you swerved from that course, severing the bond
of grace and appropriateness?” (26.204). By insisting that he submics to Han, racher
than to Cao, Guan is not open to the charge that he serves two masters, Thus, his
surrender cannot be judged to violate the appropriateness of the oath. It is precisely
this moral boundary between Cao Cao and the house of Han chat enables Guan to
maintain the image of being apprepriate. Cao Cao demurs ar the third condition,
bur is eventually persuaded by Zhang Liao for the following reason: “Liu Xuande
ereats Guan with generosity and consideration—no more, If Your Fxcellency extends

a greater largess to bind his love, need we fear his Leaving us?" (25,194),
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Guan surrenders when all three conditions are granted. Cao indeed treats
Guan with extreme kindness. He area nges for Guan to get the rank of general from
the emperor, entertains him with banquets and feasts that follow each other in
quick succession, offers him presenes of silks and gold and silver vessels, provides
him with ten lovely serving gitls, and even sends Guan a specially made fine bag
to protect Guans beard. When Cao notices that Guan's green embroidered robe
is badly worn, he has 2 new one made of fine brocade and presents it to Guan,
When he sees that Guan's horse is old and skinny, Cao gives him as present his best
horse named “Red Hare.” Cao does everything that he can possibly think of, yet the
only gift for which Guan bows to show gratitude is the horse. And Guan's grati-
tude makes Cao feel deeply regretful about his gift, because Guan's reason for being
grateful is that” It can cover a thousand li in a single day. It is a gift thar will enable
me to reach my brother in a single day should his whereabouts become known”
(25.196). When Guan Yu finally learns where Lu Bei is, he immediately abandons
his rank in the camp of Cao, sends back all gifts except the horse, and leaves Cao
without any hesirarion,

The kindness of Cao Cao toward Guan is a test of Guan’s virtue of appro-
priateness. Three Kingdoms creates here a story that represents the Confucian
position on the relation between appropriateness and personal advantage or
profit. For Confucianism, one of the basic features of appropriateness is that it
is in opposition to personal advantage or profit: “The gentleman understands
appropriateness; the small man understands whar is profitable!! One chooses
to do a thing of appropriateness simply because it is the right thing to do, not
because it might bring about good and beneficial consequences. The demand of
appropriateness is imperative. Guan survives the test because he holds on to this
principle of appropriateness withour being shaken. In his farewell letrer to Cao
Cao, Guan says, “Now I have discovered thar my firsc liege is in the army of Yuan
Shao, Our covenanr is ever in my thoughrs; to betray it is unthinkable. Despite
the grear favor you have bestowed on me of late, [ cannot forget the appropriate-
ness of the past”(26.205). Although Guan fails to die for loyalty-appropriateness,
he becomes a paradigm of loyalry-appropriateness in Chinese popular culture
because of his virtue in upholding the original oath and resisting the temptations
offered by Cao.

Nevertheless, to be treared with kindness establishes a kind of relation of
appropriateness. Guan Yu apparently owes Cao Cao for the latrer’s kindness. His
debt becomes greater when, on his way to rejoin Liu, he forgets to obrain the nec-
essary travel document because he is in a hurry, Guan then has ro kill six generals
ot Cao at five military passes. Confucius said that one should “repay a good turn
with a good turn."? Appropriateness demands that Guan return the favor to Cao.
Otherwise, he would be perceived as a person who is "not (bu) appropriate” Guan
tully understands this obligation, as he concludes his farewell letter to Cao Cao as
follows: “For whatever benefaction I may yet remain in your debr, kindly defer che

accounting until some fucure day” (26.205).
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This moral obligation comes due at a moment when Gian has an opportunity
to capture Cao Cao. When Cao is defeated by che allied forces of Wu and Liu Bei,
Guan Yu is assigned by Zhuge Liang to ambush Cao Cao ac | luarongdao, When,
true to Zhuge's prediction, Cao Cao and his handful of surviving soldiers indeed
show up and are blocked by Guan Yu, Cao and his exhausted soldiers no longer
have the energy and will o fight, and there is ne chance o run away, either, It is
clear chat the last and only means that Cao Cao has to save his life is through a per-
sonal appeal to Guan. Cao Cao is not shy about reminding Guan of the pasct kind-
ness he bestowed on him:“My army is defeated and my situation is critical. Ar chis
point I have no way out. But I trust, General, you will give due weight ro our old
friendship” (50.383), Guan Yu struggles to argue against this reasoning, and replies,
“In the present situation I cannot set aside public duty for persanal considerations.”
Cao Cao continues: “A man worthy of the name gives the greatest wetght to trust-
worthiness and appropriateness” At chat, says the novel,“Lord Guan, whose sense
of appropriateness was as solid as a mountain (Yi zhong ru shan), could not put
Cao Cao’s many obliging kindnesses he had received or the thoughe of the slain
commanders from his mind. Moved, despite himself, at the sight of Cao's men dis-
tracted and on the verge of tears, Lord Guan softened. He swun g away his mount
and said to his soldiers, “Spread out on all sides,” clearly signaling his intenr to make
way” (50.384).

Guan Yu, mindful of Cao’s past generosity, purposetully spares Cao Cao.
By doing this, he is judged to be performing an action of appropriateness, as is
indicated clearly by part of the title of chapter 50:“Guan Yunchang Releases Cao
Cao Ouc of Appropriateness.” However, by doing this, Guan in the meantime
commits a serious violation of the oath of brotherhood with Liu Bei. The oath’s
moral basis is to restore the house of Han, and Cao Cao is the main enemy in
this great cause, If Guan had captured Cao Cao ac that time, Liu Bei could have
gained the whole empire and realized his dream. Clearly, Guan’s appropriateness
in releasing Cao Cao has a disastrous impact upon the great cause of the oath of
brotherhood.

Furthermore, by releasing Cao, Guan violates milirary rules. When taking
the job of staging the ambush at Huarengdao, he signs a military decree thac if
he fails to capture Cao Cao he will be execured. By releasing Cao, Guan allows his
personal appropriateness ro take precedence over the demands of the law, When
he returns to headquarters empry-handed, he faces the deach penalty from Zhuge
Liang. Bur Liu Bei saves his life. Lin gives the following reason:* When my brothers

and [ pledged mutual faith, we swore to live—and to die—as one. Now Yunchang
has broken the law, but I haven't the heart to go against our former convenant. I
hope you [i.e., Zhuge Liang] will suspend the rule this time and simply record his
fault, allowing him to redeem his offense by future merit” (51.386). It is an irony
that Guan Yu betrays his oath to Liu, yet Liu saves him by means of the oarh. It is
quite a tradition in China to put appropriateness above the law, and Guan's release
of Cao sets up an influential model,
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We see here rwo conflices in the notion of appropriateness: (1) the conflice
between appropriateness with respect to Liu and appropriateness with respect to
Cao; and (2) the conflict between appropriateness and the law. It is through this
complicared picture thar Guan Yu's image of being a person of appropriateness is
established. Tr is appropriate for Guan to refuse to stay in the camp of Cao and
return to Liw; and it is also appropriate for him to spare Cao Cao by repaying his
previous kindness. If he had chosen not to do either of these two conflicting things,
Guan’s image would have been seriously damaged. Yer although Guan has been
venerated in Chinese popular culture as the incarnation of the value of appropri-
areness, we are left wich a conundrum: how can it be the case thar performing these
contradictory actions constitutes a demonstration of appropriareness?

CONCLUDING REMARKS

The above discussion of appropriateness in Three Kingdoms and its relation to
Confucianism should indicate that the author of Three Kingdoms was well versed
in Confucianism and had a plan to embody the Confucian theory of appropriate-
ness in his novel. In his creation of these characters and his description of their
goals. beliefs, and reasons for ;lcting, he embodies the various different and even
incompatible aspects of the Confucian notion of appropriateness. No doubt, the
unfolding of these tensions and conflicts contriburtes significantly to the greatness
of Three Kingdoms.

What, then, does this situation tell us about Confucianism? At first glance,
it reveals a problem in Confucianism: namely, that it cannot provide pracrical
guidance when moral conflicts occur. From the standpoint of modern Western
rule-based moral theories, Confucianism clearly fails to establish some universal
moral principles that all agents should follow under all circumstances, Neverthe-
less, the popularity and profound influence of Three Kingdoms, to a great extent,
demonstrates thar the Confucian view of morality cannot be dismissed easily. If
characters such as Liu Bei and Guan Yu held only one universal moral principle
and applied it mechanically in every situation, if they were indifferent toward
friendship, love, affection, and so forth—if, for instance, Liu simply refused to
avenge the death of Guan in order to preserve the interest of the kingdom, or if
Guan simply captured Cao Cao out of his sense of duty—it is inconceivable that
these characters would be so appealing, and the literary value of Three Kingdoms
would be significantly reduced. Hence, we have reason to believe that human
life itself is more complicated than what a single principle can govern. There is
no single principle to guide one to do what is appropriate throughout one’s life.
Given the demonstrated relationship berween Confucianism and Three King-
doms, success of Three Kingdoms may indicate that Confucianism, in its refusal
to establish universal moral principles that can be used to guide all actions and in
its focus on the character and vircues of a moral agent, grasped the true complex-

ity of human ethical life.
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NOTES

L. Unless otherwise noted, in this paper, translation of the Analects of Confucius is
based on D. C. Lau's Confuciuss Analects (Hong Kong: Chinese University Press, 1983);
translation of the Mencius is based on D. C. Lau's Mencins (Hong Kong: Chinese Untver-
sity Press, 1984); and translation of Three Kingdoms is based on Moss Roberts’ Three King-
doms: A Historical Novel (Berkeley and Los Angeles: University of California Press; Beijing:
Foreign Language Press, 1991). One modification 1 make is to translate yi consistently as
‘appropriateness” whenever it appears. (Both Lau and Roberes translate yi in various ways.
Lau uses “morality,” " what is moral,”"duty” and so on, and Raberts alternates among “honor,’
or "duty,"obl igation,” or "allegiance,” etc.).
2. Analects 1,13, 2.24,5.16, 7.3, 12.10, 12.20, 13.4, 15.16, 16.11. Mencius, 1a/3; 1a/7,
3a/4,4a/27, 6a/5,7/15, 7b/24.
3, Mencius 1a/7, 4a/10, 6a/10, 7b/12.
4, Analects 3.4,9.3,
5. Mencius 4a/17; 7a/26.
6. Mencius 4a/9; cf, 5a/5.
7. Analects 1.8,
8. As Guan Yu remarks clearly: "My brother and [ swore in che Peach Garden to make
common cause in upholding the house of FHan" (66.504.
9. Analects 2.22.
10, Mencius 6a/10,
11. Analects 4.16, cf. also, 19.7; 7.15: 14.13.

12. Analeces 14.34.

IT

Three Kingdoms and
Chinese History

A



4

The Beginning of the End

The Fall of the Han and the
Opening of Three Kingdoms
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GeorGE A, HAYDEN

Well before the formal beginning of the Three Kingdoms era upon the close of the
Lartter or Eastern Han in 220, the three kingdoms were already taking shape in the
persons of Cao Cao, Sun Quan, and Liu Bei. The tripartite fragmentation of the
Han itself was the formation of an uncasy balance of power, a settling of a more
chaotic condition resulting from the loss of imperial authority and prestige at an
carlier time. The search for an answer to the question of when and how the Han
bcgan to fall leads o rwo kinds of source material and two different approaches to
historical fact and interpretation. One type of source is traditional Chinese histori-
ography: Chronicle of the Three Kingdoms (Sanguo zht) by Chen Shou, Hou Fan ji
by Yuan Hong, Hou Fan shu by Fan Ye and Sima Biao, and Comprehensive Mirror
for Aid in Government (Zizhi tongjian) by Sima Guang. The other type of source is
historical fiction in the form of Luo Guanzhongs Three Kingdoms.

Traditional Chinese historians have tried to present as much important
factual data as possible for a designared historical period and have tended to
forego simple explanations; cthe guiding principle is complexity. Through a mass
of events and individuals in annals and memoirs and with the aid of only spo-
radic commentary by the compiler/author, we are to form our own opinions on
historical causes. Even such summarization as can be found tends toward some
complexity.

An example is Sima Guang's summary of the decline of the Eastern Han. Six
symptoms of moral decline have their starc with Emperor He, who rcigncd from
89 1o 105:
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1. excessive power in the hands of imperial in-laws

N

indulgence of imperial favorites

a lack of standards in reward and punishment

Ll

b

open bribcry

. confusion in judging the worthy and the inept

oW

a Conﬁ)undiug of right and wrong

The responsibility for these symptoms, in accordance with Confucian tradition,
rests with the emperor; even bribery, if not actually committed by him, was toler-
ared by him and was in any case the reflection of widespread degeneration begin-
ning at the top. The itemization is not specific, because it covers the reigns of
several emperors. Sima Guang’s point is that the firsc three emperors of the East-
ern Han—the emperors Guang Wu (r. 25-57), Ming (r. 58-75), and Zhang (r.
76~-88), had such a beneficial effect on public morality that certain conscientious
officials of later, more benighted regimes mzm:-Lged to shore up the dynzlsty in spite
of the rot at the highest levels and, but for the absence of a good man on the throne,
could have worked miracles. Only with the reigns of the emperors Huan (r. 147—
67) and Ling (r. 168-89) does he use labels of disgust—"stupidity and cruelcy,”
(hun nite)—in reference ro two rulers who in his opinion went out of their way to
favor the wicked and destroy the good. Public anger during this time resulted in the
misguided call by He Jin for outside armed help against the eunuchs, which in turn
brought the disasters caused by Deong Zhuo, Yuan Shao, and other warlords and
the irrecoverable loss of the “great mandate” of che Han,! Although specific on He
Jin's mistake as the proximate cause of the downfall of the Han, Sima Guang is less
specific on the ultimate causes, but he presents more than ample documentation in
the body of his history.

The concerns of the novelist lie elsewhere: in threading action and speech
together into a single line of narrative on the fall of the Han and the rise and fall of
the three kingdoms. The line must have a starting point and a conclusion, and this
starting point should explain as succinetly as possible how it all began to go wrong,
The version of the novel with the title Sanguo zhi tongsu yanyi, hereafter to be called
the T'S, opens the narrative with the accession of Emperor Ling in 168, the manip-
ulation of power by the eunuchs Cao Jie and Wang Fu, the failed plot against them
led by Dou Wu and Chen Fan, and the subsequent domination of the court by
the eunuchs, all in a short paragraph of four sentences as puncruated in a modern
edition.” This introduction leaves out Emperor Huan encirely. An account of por-
tents and their interpretations follows and leads to menrtion by name of the eunuch
leaders as the “Ten Regular Atcendants” (Shi changshi). The narrative then shifts
to Zhang Jue and the Yellow Scarves (Huang jin). In this narrative development
transition words between topics do not appear; the rechnique might be called cau-

sation by contiguity, Excessive power in the hands of cunuchs leads to portents and
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calamiries; when the emperor ignores these, he only helps to consolidate eunuch
privilege, which leads in turn to the Yellow Scarves. The connection between the
Yellow Scarves and the eunuchs is made concrete by mention of the two eunuchs
acting as a fifth column for Zhang Jue in the palace. The edition published by Mao
Zonggang, called Sanguo zhi yanyi or Sanguo yanyi, draws a smoother connection
between the eunuchs and the Yellow Scarves by first pointing to the moral decay
and banditry resulting from eunuch pellution and then proceeding directly o
Zhang Jue withour the common sign of a shift of topic, the “que shuo” of the TS.?

With che Yellow Scarves rebellion of 184 comes derailed narrative instead of
introductory summary, and the reader begins to participarte as witness to the fall of
the Han through the Yellow Scarves uprising and its suppression, the massacre of
the eunuchs, and the seizure of power by various strongmen beginning with Dong
Zhuo and ending with Cao Cao. All this is a necessary condition to the rise of
Liu Bei and his brotherhood with Guan Yu and Zhang Fei, pledged to support the
beleaguered emperor as well as the long-suffering people. The three heroes arise
as a consequence of and in response to the growing chaos, and their struggle offers
resolution. And it all starts with the eunuchs. Now we know how the Han fell, but
in a sense we still do not know why it did so.

The Mao version keeps the eunuchs as a cause bur traces misplaced confi-
dence in them back to Emperor Huan. It identifies him and Emperor Ling as the
ultimarte sources of trouble and refers more specifically to two murually corre-
sponding practices of Emperor Huan that Emperor Ling continued under eunuch
instigation: proscription of good men from office and trust in eunuchs, The blame
of these two emperors for the decline of the Han may derive immediately from
Sima Guang’s comments mentioned above, but such blame has been of long stand-
ing at least since Zhuge Liang’s firsc memorial to the second emperor of Shu-Han
at the outset of the northern expedition: “Welcoming worthy subjects and keep-
ing petty men at a distance: chis is how the Former Han flourished. Welcoming
petty men and keeping worthy subjects at a distance: this is how the Latter Han
declined. When the former emperor [Liu Bei] was alive and spoke with me of such
matters, he never failed to sigh in pained regret over Huan and Ling* At che very
beginning of the Mao version, before its identification of the human sources of
the downfall of the Han, comes a statement on the cyclical movement of history:
"It is the way of the world that what is long divided must unite and whar is long
united must divide.” Subsequent to this opening, the end of the Han appears in the
broad sweep of history since the Warring States divided the realm of the Zhou.
After unification by Qin came the struggle between Chu and Han, reunification
under the first emperor of the Han, revival under Emperer Guang Wu, and final
division into three kingdoms during the reign of Emperor Xian.” We now have a
suprahuman reason as to why the Han fell: it had ruled long enough in unity, and
now it was time for disunity to set in. This cyclical view of history is evident in
Mencius: “Life in the world has endured a long time now, sometimes in order and

sometimes in confusion,”
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During the Former Han, Dong Zhongshu adopred into Confucianism the
phraseology of Zou Yan of a century earlier and described the passage of time as
the alternation of yang and yin, and as the orderly succession of the five agents of
earch, metal, water, wood, and fire. This alternation is an endless series of evolu-
tions and reversions, like the passage of season to season and year upon year, in
which yang and yin, order and confusion, are interdependent and mucually genera-
tive phases of the same organism, the way of nature.

The difference between the cycle of the seasons and the cycle of the dynasties is
a macter of regularity and predictability. In Mao Zonggangs scheme, in contrast ro
the two centuries of division during the Warring States era is the unity of the Qin,
lasting only fifteen years and followed by a relatively brief period of civil war and then
by two centuries of unity in the Former Han, This is hardly the orderly succession of
the seasons. One question that arises is whether this irt‘egu]ar pattern 1s haphazm'd,
self-determined, or caused by some such higher power as heaven. If it is purely ran-
dom, then the word “long” (;m) has no standard at all. If it is self-decermined, then
how long is “long”? Why is “long” a matter of two hundred years in one instance and
fifteen in another? Did uniry under the Qin have some such quality as inhumanicy
that curtailed its duration from perhaps a normal span of two hundred years? Was
disorder after the Qin so short for any particular reason, such as the appearance of
an extraordinary individual in the person of Emperor Gao of the Han? W hat then, if
anything, determined Qin administrative policy or the arrival of Liu Bang? Why, for
that matter, should the so-called nermal span of a dynasty be two hundred years or
any other stretch of time? An elaborate chain of material causacion could be worked
our for these questions, but Mao Zonggang’s opening to the novel is more poetic
than precise. No explanation is forthcoming, This does not mean, however, thar it
can be dismissed as having nothing to do with the rest of the novel,

We might wonder as well about the end of the Han. The cause may lie with
the emperors Huan and Ling, but what made them favor the eunuchs and per-
secute the antieunuch faction in the first place? Were these actions the result of
a gradua.l accumulation of power by influencial eunuchs? If so, then the ultimate
cause goes back to an earlier time, and these two emperors are less culpable chan
Mao suggests, If the origin of the problem is an individual quirk of Emperor Huan,
which his successor, Emperor Ling, voluntarily perperuated, then the topic of free
choice turns up. On the subject of eunuchs Cae Cao is quoted in the novel. “The
trouble with eunuchs has always existed; it is just chat the ruler should never give
them so much influence and favor that things might come to this."” This quotation
is based on whart is supposed to be an actual stacement by Cao Cao to the effect
thar che office of eunuch has rightly existed for all cime, and if extremes of privilege
are avoided, no disaster need occur.® Cao Cao thereby dismisses any inevitabilicy of
the eunuch problem, which he ascribes simply to poor judgment.

"The question of causality is still unresolved, however. The poor choices of the
emperors Huan and Ling may not have been free ac all bur forced by an overwhelming

decline into disorder, of which the eunuch problem is an inevitable symprom, This
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particular symptom appears at this particular time and with an impetus not to be
averted or overcome by human agency. The emperors were just part of the process, in
which all is fated and no human volition is free,

The issue of causality recurs in the novel immediately after introduction of the
eunuch problem. During the reign of Emperor Ling, in the years 169, 171, and 178,
eight natural anomalies or disasters accur.

For the year 169:

+ a sudden appearance and disappearance of a huge blue-green serpent
in the emperor’s presence

+ an accompanying storm of thunder, rain, and hail
For the year 171:

+ an earthquake in the capital

+ atidal wave,
For the year 178:

+ the transformation of a hen into a rooster
+ ablack miasma that enters the palace
+ arainbow, also in the palace

+ an avalanche

The list is a condensation of many mere such instances as recorded in Hou Han Ji
Hou Han shu, and Comprehensive Mirror, and as such it illustrares the predilection
of historical fiction for simplification and focus. The reader may receive the impres-
sion from the novel cthat only in cthe veign of Emperor Ling did such events begin to
occur, whereas a reading of the historical sources reveals otherwise. A survey of the
annals in Hou Han shu for the 160 years of the Latter Han up to the year £84 and
the outbreak of the Yellow Scarves rebellion shows a pattern of disasters or at least
a pattern of their recording. These disasters include more categories than the novel
mentions: solar eclipses; droughts; asteroids; floods; plagues; insect infestations;
fires in imperial palaces, stables, and tombs; windstorms; and famines, as well as
the earthquakes, hailstorms, tidal waves, and avalanches mentioned in the novel.
They begin as early as the reign of Emperor Guang Wu but increase, sometimes
alarmingly so, during the latter half of the 160-year period, as if the record keepers
were becoming increasingly anxious over the fate of the Han and increasingly eager
to cite divine intervention the Ionger the dynast}’ lasted.

The frequency of such entries in the historical sources is testament to the seri-
ousness with which pn'op!v at the time rook these anomalies. To many rhcy were
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signs from heaven, Dong Zhongshu explains a belief of grean antiquity:” When the
first indications of error bcgin te appear in the state, Heaven sends forch ominous
portents and calamities to warn men and announce the fact. If, in spite of these
warnings and pronouncements, men still do not realize how they have gone wrong,
then Heaven sends prodigics and wonders to terrify them. If, after these terrors,
men still know no awe or fear, then calamity and misfortune will visit them. From
this we may see that the will of Heaven is benevolent, for it has no desire to trap or
betray mankind."

A statement acrributed to Dong Zhongshu in a biography on him by Ban Gu
claims the origin of calamities and anomalies to be an imbalance in yin and yang
rcﬂccring disharmony berween the will of Heaven above and evil on earth below,
a disharmony caused by unjust punishment.'” It is clear char ro Dong Zhongshu
human error and injustice are the morive force behind discurbances to a delicate
cosmological balance and that in human hands lies the possibility for correction. In
response to such warnings the Han emperors often called on officials to point out
defects in the government or proclaimed such remedial measures as amnesty, relief,
and exemption from taxes.

The hisrorical sources record all eight events as having raken place, as well
as opinions on their signiﬁcancc from officials consulted by Emperor Ling, From
the four advisors to the court whose memorials to the throne are recorded in the
sources, the TS quotes two in part: Yang Ci and Cai Yong. The gist of the memori-
als is that the rainbow and the transformation of the hen to a rooster are warnings
from Heaven that undesirable elements control the court. Palace ladies, eunuchs,
and a coterie of petry litterateurs favored by the emperor are mentioned by Yang
Ci, while Cai Yong concentrates on women, as in the following excerpt from the
T'S: “Your servant humbly regards all of the anomalies as prodigies of a dying state.
Heaven has never ceased to care for the Han and for thar reason produces many
supernatural changes ro serve as reproaches, in the hope that che ruler will come to
realization and transform danger into security. The rainbow and the transformarion
of the chicken were both caused by involvement of women in government, . . .

In a further effort at simplification and focus the Mao version deletes Yang
Ci and his memorial entirely and uses only the last sentence in che excerpt of Cai
Yongs memorial translated above, changing "furen” (women) to “fu si” (women
and eunuchs). This version thus ascribes to Cai Yong Yang Ci's condemnation of
eunuchs and gives a better rationale for attempes by the eunuchs to punish Cai
Yong in both versions of the novel.

In the orthodox historical sources the interpreracions of the strange phenom-
ena are more varied than the novel suggests, but they do share 2 common theme in the
yin principle. From some of the memorials and especially from Sima Biaos treatise on
the five agents in Hou Han shu, we can appreciate the common assumptions L'c.g:lrcl—
ing all of these portents. During the Han serpents were seen as feminine symbols.
The advisor Xie Bi makes this identification in a memorial on this particular ser-

pent, although his poine has nothing to do with eunuchs but rxp]:nim; its appearance
t ¥
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as a result of the resentful spirit of Dowager Empress Dow.'? He quotes two lines
from Shi jing in which images of snakes have reference to women."* On the appear-
ance of a second serpent in 172 {not included in the novel) Yang Ci cites the same
lines and uses an example from history to show a connection between serpents and
female interference in government.'! Sima Biao then ties this serpent specifically to
eunuchs.'® Sima Biao uses a statement by Liu Xiang chat hailstorms are signs that
yin is overwhelming yang and blames three severe hailstorms—the one in question
in 169 and two others in 171 and 181, respectively—on the eunuchs.'s Wich refer-
ence to floods and ridal waves he says that when water, a symbol of yin, loses its
on'ginal nature, it creates disasters, and participation in government by petty men is
the cause.'” He also associates heavy rainfall with eunuchs.'® Earthquakes and ava-
lanches in a similar fashion are signs that earth has lost its original nature, and the
earthquake of 171 he ascribes to the malign influence of the eunuchs led by Cao Jie
and Wang Fu."” He leaves it unsaid thar earth, as against the yang of Heaven, sym-
bolizes yin. On the transformation of the hen, Sima Biao quotes Cai Yong as saying
that a wonder of the same kind in the Former Han portended Wang Mang’s usur-
pation. This time the cock’s comb has not formed, indicating that another greempt
to usurp the Han will be unsuccessful. If the emperor does not reform his govern-
ment, however, the cock’s comb may form and result in disaster. To Sima Biao this
is a prediction of the Yellow Scarves rebellion, which, although unsuccessful, was
followed by severe taxation, administrative malfeasance, and ultimate collapse.?’
Sima Biac conflates the black miasma and the rainbow and quotes Cai Yong, who
on the basis of prophecies shows that secondary rainbows indicate control over the
ruler by the yin principle of empresses and consorts; the five colors of rainbows in
the palace foretell warfare. No comment apparently is necessary on black as sym-
bolic of yin. Sima Biao in this way uses both the miasma and the rainbow to predict
not only the Yellow Scarves but also the pernicious influence of Empress He, con-
sort of Emperor Ling, and her two brothers, Jin and Miao. It is He Jin who sets the
Han on an irremediable course to perdition by bringing Dong Zhuo and his troops
into the capital to help wipe our the eunuchs,”

Taken as a whole, the portents mentioned, among hundreds of others, are
interpreted as having a double function: to reflect current defects in government
and to predict further disaseer if those defects go uncorrected. In the interpreta-
tions we can see how advisors bolstered their arguments on policy with omens
indicating the way of nature or the will of heaven. The novel provides no such
precise interpretations as Yang Ci, Cai Yong, and Sima Biao offer, although Mao
Zonggangs commentary fills in some gaps.” Rather, the author seems to assume
comprehension of the symbolism on the part of the reader. The monitory function
of the portents is clear nevertheless. With understanding of the predictive function
of the eight portents, the lead-in to the Yellow Scarves and to Dong Zhuo is all the
mornre CI(.‘.I““CUT:,

In the novel the portents play another role besides the reflective and predic-
tive funcrions raken over from history: to show the emperor’s reaction, The inirial
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reaction of Emperor Ling to the accumulation of these signs is alarm; hence his
proclamation for interpretations. Upon reading memorials by Yang Ci and Cai Yong
(by Cai Yong only in the Mao version) suggesting that he distance himself from his
favorite palace women and eunuchs, he sighs, rises, and leaves to "change his clothes”
{geng yi), a euphemism for relieving himself. After this comes retaliation by the
eunuch faction on Cai Yong, The implication is obvious: the emperor will do noth-
ing about the problems indicated by the portents, and the worsening moral decay
brought on by the eunuchs leads immediarely to the Yellow Scarves.

Another implication is clear in the portents themselves and the e.mp{:ror's
response or, rather, lack of response, The emperor has a chance to break free of the
weight of custom and strike out on a path of reform, but he must make a choice
berween action and inaction. Unless we assume absolute faralism, a temporal
determinism that sets the course of the Han inexorably toward collapse and in the
process decrees that the emperor participate in that collapse by doing nothing, the
emperor’s choice is free—difficult, to be sure, bur free all the same. In other words,
mankind is either free or bound to fate. If it is free, then Emperor Ling could in
that one moment have changed the course of history. In response to omens brought
perhaps by Heaven but caused ultimarely by his own misguided actions, he could
have averted the train of events culminating in the end of the Han. Instead he adds
to the momentum of disunion, destruction, and misery, against which Liu Bei and
Zhuge Liang will struggle bravely but in vain. In this regard Three Kingdoms is
both admonition and testament to the human will.
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Selected Historical Sources

for Three Kingdoms

Reflections from Sima Guang’s and Chen Liang’s

Reconstructions of Kongming’s Story

QAL

Hoyt CLEvELAND TiLIMAN

Attention is often drawn to performance literature (like dramas and plays and
storytelling) as the principal sources for Three Kingdoms (Sanguo yanyi); withour
minimizing the relevance of those sources, I would like to highlight two histori-
ans’ contributions to reconstrucred images of heroes from the Three Kingdoms
era in the third century. The particular hero chosen for this case study is Zhuge
Liang (often called Kongming, 181-234), not only because of his historical impor-
tance but also because of his crucial role in Three Kingdoms. Since historians over
the centuries have wrestled with major questions abour Zhuge Liang, interpreta-
tions of Zhuge Liang have changed over time as historians retold his stery from
the vantage point of their own periods and issues. Sometimes even recorded and
remembered “facts” changed, too, as historians reimagined the hero’s life and deeds.
Although numerous historians contributed significantly to Chinese understand-
ings of Zhuge Liang, I am here focusing on the two historians who arguably had
a particularly significant impact on the character of Kongming as portrayed in the
historical "novel.” The baseline for assessing the transformation of Zhugc Liang is,
of course, the "historic” Zhuge Liang in Chen Shou’s Chronicle of the Three King-
doms (Sanguo zhi). Despite a generally positive portrayal of Zhuge Liang, Chen
Shou rendered a negative evaluation of Zhuge's military abilities: Zhuge Liang
‘made campaigns every year withour achieving results. It would seem that resource-

ful generalship in response to changing situations was not his forte.”! Againse the
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backdrop of the Chen Shou's Chronicle, the Kongming of Three Kingdoms is more
talented as a strategist and military commander; morcover, he emerges as a Daoist
sage or even a clever trickster, The novels hero is also a much more stern admin-
iscrator of legal punishments and military discipline than the man in Chen Shou's
biography of Zhuge Liang. What and how did Sima Guang (1019-86} and Chen
Liang (1143-94) contribute to these transformations of Zhuge Liang? And what
role in this transmission did Zhu Xi's (1130-1200) Outline and Digest of the Com-
prebensive Mirror for Aid in Government (Zizhi tongjian gangmu) possibly play?

In the Comprebensive Mirror for Aid in Government (Zizhi tongjian), Sima Guang’s
reconstruction of Kongming’s story projecred Zhuge Liang as a stern upholder
of law and punishments.? Compared to the Chronicle, the Comprebensive Mirror
significantly enhanced Kongming’s role in several executions. Yong Kai’s dearth is
perhaps the simplest and clearest case of Sima Guang’s changes; moreover, it is a
change that apparently enhances Zhuge Liang’s credit in suppressing a rebellion.
Chen Shou's Chronicle had clearly stated char the rebel Yong Kai was killed by
another rebel, Gao Ding (d. 225).> The Huayang guozhi, a source included in Pei
Songzhi’s commentary to the Chronicle, presented Gao Ding’s troops as killing Yong
Kai and afterwards Zhuge Liang executing Gao Ding." There is no evidence, either
in Yan Yan's Zizhi tongfian bu or in Lu Bi's Sangue zhi jijie, for Z}mgc Liang killing
Yong Kai.® Moreover, no known early source had assigned Zhuge Liang responsi-
bility for executing Yong Kai, Nevertheless, Sima Guang credits Zhuge Liang with
killing not only Gao Ding bur also Yong Kai.® One could explain chis discrepancy
as a simple narrative device for moving the story along. Neither Yong Kai nor Gao
Ding were the main rebel leaders, and Sima Guang could be seen as using them
merely to ser the stage for the larger story of Zhuge Liangs capture and release of
Meng Huo (fl. 220s). However, it seems to me that che stage could have been set
even berrer by preserving the distinction that Gao Ding killed Yong Kai, for these
conditions would have underscored Zhuge Liang’s reasons for executing Gao Ding,
while repeatedly pardoning other leaders of this rebellion. What perspective on the
death of Yong Kai did Three Kingdoms take?

As if deliberately combining the contradictory accounts in the Chronicle and
the Comprehensive Mirror, Three Kingdoms elaborared upon Zhuge Liangs role
in Yong Kai's death, but with a surprising twist in the larger story. Chapter 87
of Three Kingdoms recounts Zhuge Liang’s disposal of Yong Kai and Gae Dings
rebellion. Yong Kai, the governor of Jianning, began the rebellion in league with
Meng Huo, the king of the Man people; moreover, the governor of Zangke districr,
Zhu Bao, and the governor of Yuesui, Gao Ding, quickly surrendered their cities
to Yong Kai and joined forces with him, When Zhuge Liang's army captured Gao
Ding’s vanguard and leader, E Huan, Zhuge Liang proclaimed that Gao Ding was

“a honorable man—whom Yong Kai has led astray and into rebellion” Kongming
£ ) £ 8
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further announced: "I shall release you now so you may get Governor Gao Ding to
resubmit to our authority and spare himself the gravest consequences,” Gao Ding
hesitated, but still joined with Yong Kai in the next assault on Kongming's camp.
Quite a number of their troops were captured, but Zhuge Liang again released
them when they professed to be Gao Ding's men. While releasing those who were
actually Gao Ding's men, Kongming remarked that Yong Kai had sent a mes-
senger with an offer to behead both Gao Ding and Zhu Bao; however, Kong-
ming claimed that he did not have the heart to accept Yong Kai's surrender on
these grounds. After hearing these accounts from his men, Gao Ding sent spies
to Yong Kai's and Kongming’s camps. Kongming's men apprehended the spy, and
Kongming pretended o mistake him for Yong Kai's man. Besides complaining
that Yong Kai had missed the promised date for delivering Gao Ding’s and Zhu
Bao's heads, Kongming gave the spy a letter urging Yong Kai to act promptly.
Deceived by such evidence, Gao Ding artacked Yong Kai, and E Huan intercepted
and beheaded the ﬂccing rebel leader. Presenting Yong Kai's head, Gao Ding sur-
rendered, but Kongming ordered Gao Ding’s execution on the grounds that the
surrender was only a pretense. Kongming waved a letter allegedly from Zhu Bao
offering to surrender and claiming that Gao and Yong were too close for them to
forsake their joint rebellion. Thus, Kongming tricked Gao Ding into offering to
catch Zhu Bao in order to prove his sincerity. With similar tactics to the attack
on Yong Kai, Gao Ding berated Zhu Bao from the front while E Huan cut him
down from behind. Thercupon, Kongming appointed Gao Ding as governor of
Yizhou, and these three rebellions were quelled.

Beyond the entertaining details that Three Kingdoms creates and adds in its
elaboration on the suppression of Yong Kai's rebellion, it is particularly noteworthy
that the novel builds upon Sima Guang’s suggestion that Zhuge Liang executed
Yong Kai. The novel is faithful to Sima Guang’s apparently inventive assertion that
Zhuge Liang was responsible for Yong Kai's death; yet, the novel does not contra-
dict the accounts in the Chronicle and the Huayang guozhi that credit Gao Dings
men with the deed. The key to the solution in Three Kingdoms is Kongmings
manipulation of Gao Ding into acting as his agent against Yong Kai. Moreover,
Kongming cleverly compels Gao Ding to attack the third rebel and return with Zhu
Bao's head. Thus, Zbuge Liang still precipitates the death of two rebels. Reflecting
historical sources, the novel also presents Kongming as ordering the execution of
Gao Ding. Nevertheless, contrary to early historical accounts, Gae Ding not only
lives but is also made the governor of Yizhou, His survival is central to Kongming's
clever strategy for dispensing with the rwo more dangerous rebels. Overall, this
solution reflects the novel’s larger re-creation of Kongming as clever trickster and
practical strategist. As such, the novel produced a far different hero than the one
whose military talents and results Chen Shou criticized.

Omitcing Chen Shou's criticism of Zhuge Liang’s understanding of expedi-
ently flexible ractics in response re changing situations (quan), Sima Guang’s narra-
tive laid the groundwork for regarding Zhuge Liang as a norable milicary serategist
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and commander. Often Sima Guang’s means for constructing a much more positive
picture was to lift details from various sources preserved in Pei Songzhi’s commen-
tﬂfy ﬂI'Id fl"l C()rporﬂte them into t]'lc grﬂ.nd llﬂl‘rﬂti\'ﬁ. FOI_’ ills[ﬂ.]lCE, \-Vritjﬂg ﬂln\OSt as
though the Southern Campaign had been a fairly simple marter, Chen Shou had
merely noted: “In the spring of 225, Li:mg led his troops southward in a rebellion
suppression campaign, and by the autumn all were pacified” He did not include
such stories as Zhuge Liang’s capture and release of Meng Huo seven times, buc
Sima Guang use this story, which was preserved in Pei Songzhi’s (372-451) com-
mentary.” This brief story suggested that Zhuge Liang brilliancly and handily over-
whelmed the non-Han peoples, but it did not provide derails. By drawing from
Pei Songzhi’s commentary chis brief story of Zhuge Liang’s capruring and releasing
Meng Huo seven times, Sima Guang elevated the visibility of this story and placed
it in an auchoritative position in the official grand narrative. From this position of
elevated historical authenticity, the brief account of Meng Huo in the Compreben-
sive Mirror could more easily be elaborated upon in the novel.

Three Kingdoms vastly expanded the brief paragraph from the Comyprehensive
Mirror into four chapters (87 through 90) of detailed stories of Kongming’s strate-
gies and summaries of the battles. Sitring in his camp, Kongming orchestrated the
battles and their outcomes. For instance, claiming that his vanguard generals Zhao
Zilong and Wei Yan were too old, Kongming announced that junior commanders
would atrack Meng Huo's vanguard, but Kongming's aim accually was to provoke
his two senior commanders to act swiftly and boldly. Foreseeing that Zhao Zilong
and Wei Yan would be provoked into breaking into the enemy’s camps and smash-
ing Meng Huo's vanguard, Kongming secretly arranged for the junior commanders
to play supporting roles and set ambushes to caprure Meng Huo's flecing chiefs.
Unaware of Kongming’s plans, Zhao Zilong and Wei Yan reported their own suc-
cess and presented the head of one of Meng Huo's vanguard chiefs, bu cheir troops
gave excuses for failing ro capture the other rwo chiefs, When Kongming explained
his strategy and how the two chiefs had fallen into his trap, the commanders bowed
to the ground and proclaimed, “Not even the gods could fathom Your Excellency's
calculations!” (87.665). Meng Huo himself was repeatedly captured, but refusing
to surrender, he blamed his failures on Kongmings “tricky schemes” or sought other
excuses. Responding to Kongming’s gracious pardons, some of Meng Huo's com-
manders and clansmen captured Meng Huo and delivered him ro Kongming some
of the seven rimes. When one of Meng Huo's allies attacked wich wild beasts, Kong-
ming waved his fan to cause the wind to change direction and unleashed hosts of
weird mechanical beasts belching fire and breathing black smoke to overwhelm the
genuine beasts of the Man region. Imagination about Kongming's ingenuity and
sagely powers soared to the point of anachronistically crediting him with deploy-
ing gunpowder in his final victory over the Man people. Afrer luring the rebel’s
vanguard into a narrow valley, Kongmings firepower wiped out the 30,000-man
vanguard of seemingly invincible rartan-armored troops, The key was a large num-

ber of black wagons that “had been loaded carlier wich fire launchers called ‘carth
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thunder, each containing nine missiles. The mines were buried thirty paces apart
and connected by fuses—bamboo tubes packed with powder. On firing, the hills
crumbled and the rocks sp[ic" (90,691}. With such a demonstration of ﬂrcpowcr,
it is not surprising that his commanders again bowed before him and proclaimed,
“Your Excellency’s marvelous ingenuity is more than even the gods and spirits could
fathom” (90.692). Unfortunately, the devastation was so extensive that Kongming
wept and predicted that the slaughter arising from this “trick” would surely shorten
his life span; thus, the novel prepared the reader for Kongming’s untimely death,
which ended his later campaign against the Wei in the North,

Tales in Three Kingdoms about Kengming's campaigns against Wei also appar-
ently owed somcthing to the Comprehensive Mirror. For instance, sources preserved
in Pei Songzhi’s commentary further augmented the drama of Zhuge Liang’s final
campaign against Wel in 234; moreover, Sima Guangs incorporation of such sto-
ries into the text of his officially commissioned history strengthened their credibil-

ity and increased their circulation in later texts, including the novel. Sima Guang
incorporated stories about Kongming’s sending a woman’s bonnet to Sima Yi
(often called Zhongda, 179-251] in an attempt to provoke the Wei commander
into coming out of defensive positions to do battle in the open with the Shu army.!
Another colorful story related how Sima Yi ar first pursued the retreating Shu army,
but pulled back when it appeared that Zhugc Liang might still be alive, If Zhuge
Liang were alive, the feigned retrear might be a ruse to draw Sima Yi our of his
defensive stronghold for a battle. When the common people observed whar trans-
pired, they composed the famous ditry: "A dead Zhuge has put a live Zhongda ro
flight!""! Because these two stories could be regarded as lauding Sima Yi's wisdom,
they were in the early Tang dynasty already written into Sima Yi's biography in che
official history of the Jin dynasty. Two additional stories make such a reading of
these stories even more obvious. One recounts how Sima Y1 had correctly predicted
that if Z-hugc Liang’s invasion were to be directed against Wuzhangyuan, the Wei
generals under Sima Yi would have nothing to worry about and could easily take a
defensive position to block him. The other story recounts how Sima Yi, afrer hear-
ing about Zhuge Liangs work habits, remarked: "Zhuge Kongming troubles him-
self with small matrers, so will he be able to last long?"lg The previous story could
be said to be a critical comment about Zhuge Liang’s mistake in military strategy,
and che latter story could be said to express his obsession with managing details
personally; therefore, one might certainly assert that these two entries present Sima
Guangs ultimate agreement with Chen Shou's critical evaluation of Zhuge Liang’s
abilities as a military commander. Despite the obvious logic in that assertion, I sur-
mise that these stories are adequate for letting the reader come to a quite differ-
ent conclusion: all four of these stories taken together could also be regarded as
commending Zhuge Liang's dedicated loyalty “to strive until death comes” and also
as :1(.](1\0\&*]1‘.dging Sima Yi's affirmation of Zhugc Liang's milicary genius, Indeed,
Sima Yi's reluctance to confront Zhuge Liang on the ficld of battle suggests his awe

for Zhuge Liang as a military commander.
B "
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It would appear that the author of Three Kingdoms came to a similar conclusion
when incorporating these stories into the historical novel to augment Kongming's
fame. The novel cites and elaborates on these four stories (chapters 103 and 104);
however, the larger context trumpets Kongming’s greater talents and tactics. For
instance, just before recounting three of these stories, the novel portrays Kongming
almost succccd.iug in dcstroying Sima Yiin Shzmgf;mg Gorge. Despite Sima Yi's cau-
tion about Kongming's traps and schemes, Kongming manages to lure him into the
gorge where he is artacked by fire and exploding mines. Unexpectedly, a sudden storm
extinguishes the fires; therefore, “The mines l:ly silent; the incendi;u‘y devices ceased
functioning” (103.800}. Thus, only the intervention of che heavens enabled Sima Yi
to escape K:Jngming's ingenious scheme. Projecting Kongmings cleverness, the story
even credited him—very anachronisticallp—with having gunpowder explosives.
When he earlier fled to Shanggui to escape another of Kongmings traps, Sima Yi
reverently sighed as he acknowledged, "Kongming's maneuvers are as subtle as those
of gods and demons” (101.781). In this trap, Kongming managed to confuse Sima Yi
so thoroughly that he concluded that Kongming's troops were “supernacural.”

L1

The emphasis in Three Kingdoms on the supernatural character of Zhuge Liangs
abiliries and tactics might well have been inspired by Chen Liang’s historical essays:
An Inguiry into History [Zkur:lgu lun), and the Chronicle Record qf the Three King-
doms (Sanguo jinian)., Both works conrain significant biographies of Zhuge Liang.
According to Chen Liang, Zhuge Liang developed invincible military orders of
bartle. For instance, he described Kengming’s “Formation of Eight Hexagrams” or

“Eightfold Array” (bazhen tu):

With his eightfold military formartion arrayed facing forward, it had four heads
and eight tails, and any point of contact with the enemy would become a head.
It would not advance too L‘{Llickly or retreat too hm'r[cd]y. Shock b:'igadcs were
unable to break through its front, and armies thar seemed to come from nowhere
would not be able to go round to strike its rear. An army in ambush could not
isolate its wings, and pursuing troops could not artack its rear by surprise. Spies
would have no way to reconnoiter, and cunning tricks would have no facility, Any
troops blocking its way would be atracked and destroyed, and any arracking army
would be defeated. Even though the two armies had not vet engaged, Zhongda's

abilities were already frustrared.

Thus, Kongming's bartle arrays were far superior to Sima Yis.

Chen Liang’s description of Zhuge Kongmings Formation of Eight Hexa-
grams might well have inspived an episode in Three I‘(m\q;fums in which Sima Yi
opted to test orders of battle against Kongming, At Kongming's invication to attack

the formation, Sima Yi selecred three commanders and gave them instructions on
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how to lead their men into the formation: “Kongming has deployed his forces in a
Desist, Survive, Injure, Confound, Exhibit, Perish, Sur-

square with eight gates
prise, and Liberate. I want you three to attack through the eastern gate, Survive,
and fight your way through the western gate, Desist, and then back to the north-
ern gate, Liberate. His formation can be broken, but you must use all due caution”
(100.775).

The results proved the superiority of Kongming’s hexagram formation:

When the three Wei commanders entered the Riverlands formation, rhcy found
it a continuous wall which they could not penetrate. The three commanders hur-
riedly led their men around the base of the formation in an attempt to break our
From the southwest, but Riverlands archers checked their advance. The formation
was like a maze, with multiple and intersecting lanes, each having its own entrance
and exit. Who could tell the four directions any more? The three commanders
lost contact and could only hurl themselves wildly along the lanes. Bur all they
saw were brooding clouds that struck fear in their hearts and a dense mist closing
in on them. As war cries rose around them, the northern troops were seized and

bound one by one and then delivered to the main Riverlands camp. (100.775)

When Kongming released the captured horsemen with a message to Sima Yi to
brush up on his military manuals and pay closer attention to tactics, the Wel high
commander was so enraged that he led his mighty host in a direct assault on the
Shu army. The battle went so poorly that Sima Yi panicked and retreated, but he
still lost six or seven of every ten troops. Afterward, he did not emerge again from
his defensive positions. In short, this account in the novel could well reflect what
Chen Liang crystallized as Sima Yi being “dispirited” when confronted by Zhuge
Liang’s orders of battle.

Zhuge Liang’s use of tricks is a major difference between Chen Liang’s first
Kongming essay in the Inquiry into History, on the one hand, and Three Kt'ngdoms,
on the other hand, but this difference opens the way to perceiving a possible trajec-
tory of influence. Mainstream historical assessments rooted in Chen Shou's Chron-
icle had established the view that flexible strategies in meeting changeable situations
was not Zhuge Liang’s forte; therefore, Chen Liang’s effort to promote Kongming
as a military hero went against the main current of historical scholarship and the
weight of recorded facts. Chen Liang accomplished a reevaluation of Kongming’s
strategic skills in a racher surprising way, According to Chen Liang, Sima Yi was
the one who “was as unpredictable as a spirit and always won by surprise tactics.”
Therefore, Sima Y1 possessed self-confidence in his abilities, and even Sun Quan
(182-252) feared him. Having set Sima Yi up as an almost invincible strategist,
Chen Liang then justified Kongming’s stance against Sima Yi:

Sima Yi excelled in cunning and tricks. If Kongming were to adopt these same

methods, he would be relying on sheer intelligence to counter intelligence
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and courage to counter courage, then there would be no way ro predict which
would be fated to victory or defear, Wasn't it better to use rectitude {zheng) to
arrack intelligence and to use what was right (yi} to assault courage? This was
Kongming’s determined policy, so how could he have dared merely ro seck
quick resuls! Therefore, Zhongda used treachery, bur Kongming used loyaley;
Zhongda used self-interest, but Kongming used public spiritedness; Zhongda
used cruelty, bur Kongming used humaneness (ren); and Zhongda used cunning,
but Kongming used rrustworthiness (xin]. Even before troops arrived, Zhongda

was already dispirited.™

Chen Liang’s statement might appear as hardly more than calling on standard Con-
fucian virtues to provide cultured civility (wen) with a “moral victory” to compen-
sate for actual weakness in Conﬁ‘onting the marcial mi]it&ry (wu). However, in his
preface to his inquiry, Chen Liang had railed against the trend to contrast civil and
military talents, as well as the tendency for civil and military officials to belictle
one another, To him, managing affairs and dealing with enemies were interrelared
aspects of the same skills,’* That Chen Liang had in mind a transvaluation of these
talents or virrues is suggested in his Zhugc essay through contextual explanation of
“rectitude” or “correctness” (zheng) in terms of military training: “The defining abili-
ties of a intelligent man are his unlimired rricks and inexhaustible strategies. A hero
dispenses with tricks to manifest the great rightness and sets aside clever strategies
to win by rectifying (zheng) the army; these [actions] are what is beyond the abil-
ity of the [merely] intelligent man.” Rectification of the army produced practical
military results: even before Kongmings troops arrived, Sima Yi was already dispir-
ited. Moreover, as illustrated in Kongming's development of the Eight Hexagram
Formarion (discussed above), he frustrared Sima Yi's strategies. From other biogra-
phies in the Inquiry into History, it is clear that Chen Liang was not at all averse to
clever strategies per se; for example, he set forth strategies and tricks chat Liu Bei
(162-223, reigned 220-223) and Cao Cao {155-220) should have used to avoid
defears and achieve greater success,'® Indeed, Chen Liang’s preface asserted his own
focus on military strategy as the basis for his essays: “My fondness is simply for
gr:md strategies of hcgemons and kings, and it seems [ have some insight in regard
to the pluses and minuses of military options. Therefore T am able to follow and
discuss places in early histories where heroes did not areain [success] or where they
did achieve [success], but later commentators were not able to understand them. I
make their successes and failure crystal clear, in order to be observed and to serve
either as models or as warnings."" Thus, in the context of the whole Inguiry into
History, it is clear that Chen Liang does nor intend to denigrate military strategy
when his Kongming essay asserts that: Instead of Kongming having te rely on cun-
ning strategies, the key to his success was atracking Sima Yi's weaknesses in virtue
and discipline.
In short, based on all chis reasoning, Chen Liang could assert that Kongming

Wwas :1(‘.[11;]]]}1 good at clever srmrcgivs [:l]'r- mmr). but chose nor to use []n'ln. (:]u'n
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Liang wrore: “Commentators have regarded Kongming to be best at control of the
army but poor at using clever strategies, for even a clever person knows never to use
his weakness. T am of the opinion that Kongming was actually good at clever srrat;:-
gles, bur deliberately didn't use them; his purpose was to avoid Zhongda’s screnoth
and to artack his weakness”!? | e i
Since Chen Liang boldly ventured ro claim that Zhuge Kongming was actuall
good at clever strategies, it is quite possible that he set a direction ofinterprerario:;
that eventually culminaced in the novel’s stories and details of Kongmings schemes
and ericks thar eclipsed even Sima Yis. -
. bugg.i:sred linkage regarding Kongming's supernacural abilities as a straregist
might be f'()tjll'ld in Chen Liang’s and the novel’s shared assumption that Kongmin
was sagely, for sages were believed ro have special wisdom and abilities. \Vhere‘f
the novel’s Kongming took on the manner of a Daoist sage with supernatural pm;:
ers, Chen Liang struggled against mainstream interpretations to assert thar Zhuge
Liang patterned himself afrer ancient sages and followed their principles of kingly
governance (wangdao). Historians, beginning with Chen Shou’s Chromicle, often
quoted Zhuge as claiming to be comparable to the likes of Guan Zhong (died 645
BC), who had enabled his lord to become the regional hegemon or stron rﬁan of
North China. Although this was a somewhat positive model, it did not regach the
level of such sagely ministers as the mythical Yi Yin (sixteenth century BC) and
t_hc Iege'ncl.‘ar}-' Duke of Zhou (died ca. 1033 BC), who helped establish the Three
LS e e 2]y i Lo
! | : pheitly compared his deceased prime min-
ister with chese two legendary sages. Portraying Zhuge as uniquely combining both
civil and martial leadership, Liu Shan exclaimed thar: Zhuge "alone embodied and
¥1€IC].. responsibility for both civil administration and military command, . . . f:.aII-
ing ill and dying just as victory was near, how could such a calamity occur!™® Even
though Sima Guang had projecred Zhuge Liang as more able in military affairs
than Chen Shou had done, Sima Guang was too sober a historian to cmbiacc Liu
Shan’s inflaced metaphors.®® Chen Liang not only advanced Zhuge Liang’s military
genius to a level beyond whar Sima Guang had ascribed to him, but he was :1[5(})
probably the first historian to adopr the notion that Zhuge was sagely like Yi Yin
and the Duke of Zhou. Chen Liang argued:

Kongming followed the madel of Yi Yin and the Duke of Zhou. . . . Having
accepted the task of being entrusted by Liu Bei with the heir ro the throne, he
neither ignored the heir’s nurture nor deposed him, so people had no reom for
complaint, His aucha vity approached that of the ruler, but his superior was not
suspicious of him; his power surpassed the host of afficials, but his subordinates
harbored no jealousy, With enthusiasm and dedicarion, he administered Shu, and
social custorms and education becarme respected, | . . Kangming was always care-
ful ro do these things [exemplified by the ancient sages], so he truly modeled him-
selt on Yi Yin and the Duke of Zhou !
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Since Chen Liang promoted Zhuge Kongming to the sagely level, he had to por-
tray Kongming's military effectiveness as grounded upon vircue rather than upon
deception (jue) or expediently (quan) adapting principles to changing situations.
"Therefore, Kongming commanded his troops properly, did not employ expediency
or deception, and did not depend upon petty advantage; but his opponent {Sima
Yi] said, ‘Liang has a great ambition bur doesn't understand battle opportunities,
has many strategies but lacks decisiveness, is good ar battle buc is not able to adept
principles to changing situations.”** _

There are obvious differences between Chen Liang’s Kongming as a “Confu-
cian” sage and the racher “Daoistic” sage in Three Kingdoms. Nonetheless, by por-
traying Zhuge Kongming's sagely qualities as making him superior in milicary
affairs to Sima Yi, Chen Liang’s transformation of Kongming into a sage might well
have been a turning point in the evolution that eventually yielded the sagely Kong-
ming in the novel.

Sima Yi's disparaging remarks about Kengming suggest another difference
berween Chen Liangs historical essays and Three Kingdoms, but again chere might be
a possible connection. Chen Liang complained that the reason some historians and
commentators regarded Kongming as an inferior adversary of Sima Yi was simply
that they were deceived by Sima Yi's statements. “Some have even regarded him as
not an equal opponent of Sima Zhongda; chis is indeed a childish judgment. Don't
they say this just because of what Zhongda himself said? They dont understand
that such statements by Zhongda were deceitful. Zhongda could not use his deceit
to entrap Kongming; therefore, he often spied on Kongming's comings and goings
for an opening to make some boast in order to deceive his own subordinares.'®

Thus, having failed to entrap Kongming, Sima Yi resorted to grasping any
opening to boast in order to fool his own subordinates. For instance, he made the
famous statement {which Sima Guang elevated from Pei Songzhi's commentary): If
Kongming marched to Wuzhangyuan, the Wei army could casily rest in its defen-
sive positions, According to Chen Liang, Sima Yi made such contrived statements
to suggest that he could predice military events and chat Kongming was incompe-
tent. Despite Sima Yi's repeated efforts to fool his own troops with the allegation
that Kengming did not understand milirary strategy, he unconsciously revealed his
true feelings after Kongming’s death, While inspecting the orderliness of Zhuge
Liang’s abandoned encampment, he saluted and sighed, "a world-class genius!”
Commentarors and historians over the centuries, however, had been fooled by the
empty claims Sima Yi made to justify his own failure to confront Kongming in bat-
tle. In contrast, Three Kingdoms has Sima Yi make many statements expressing his
awe of Kongming and give warnings to his commanders abour Kongming’s military
genius, Moreover, as discussed above in the section on Sima Guang, the novel even
puts Sima Yi's negative assertions and predictions about Kongming in contexts that
redound to Kongming’s reputation. Perhaps Chen Liang’s debunking of the more
conventional readings of Sima Yi's statements helped to liberate the novel's author

from the early mainstream tradition of awe for Sima Yis genius,
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According to Chen Liangs hiscorical essays, Sima Yi was driven ro seek
excuses and deceive his own subordinates because he realized that he dared not
fight Zhuge Liang. As Sima Yi became aware of his inability to compere with
Kongming, he retreated to defensive positions and refused to fight—even though
he had a far larger army and much shorter supply lines. Sima Yi “was in charge
of a mighty army, but only rook the defensive under the pretext of ‘waiting for
Kongming to become exhausted. . . . If Kongming had died one or two years
later, what excuse could Zhongda have offered?” Sima Yi discerned that the only
thing he could do was to stall for time and hope that Zhuge Liang would either
die or would run out of provisions and retreat. By the time of the campaign in
234, Zhuge Liang’s inventions of mechanical “wooden bulls” and “gliding horses”
for aiding transport had solved the problem of supplies that had forced carlier
campaigns to end; moreover, he had established soldier-farmer colonies inside
Wei territory. According to Chen Liang, there was surely a limit to how long Sima
Yi could dissemble and avoid fighting. “If a general doesn’t fight battles, his ruler
will suspect him, his colleagnes at court will censure him, the people will belitele
him, he himself will feel uneasy, his macho spirit will have no expression, so there
would be no way to avoid fighting; but if he fought he would be defeated.”* Thus,
Sima Yi was caught in a dilemma,

Whereas Sima Guang only provided an account from which one could infer
that Zhuge Liang might have been successful if he had lived longer, Chen Liang’s
thesis explicitly claimed that Zhuge would have defeated Sima Yi and unified China;
thus, Chen Liang provided historical grounds for the novel’s assumptions about
these matters. Chen Liang proclaimed:“Therefore, I have said that if Kongming had
not died, Zhongda would have been defeated, the land within the passes would have
been pacified, Wei could have been subdued, W could have been incorporated, and
sagely ritual institutions and culrural music could have been restored.”?

Similarly, in Three Kingdoms Kongming's brilliant march toward vicrory is
frustrated by his illness and untimely death. The novel goes further in presenting
Kongming on the verge of victory a couple of times earlier, but treachery by Gou
An and Li Yan (died 234) forced Kongming to disengage. In short, Chen Liang’s
historical essays prefigured the novel both in making Sima Yi into Zhuge Liang’s
chief adversary and in claiming that Kongming was on the verge of certain victory
when death ended his campaign.

Tt

Some might wonder if the author of Three Kingdoms ever acrually read either
Sima Guang’s master narrative or Chen Liang’s essays on Kongming, for they
might assume that the novel simply drew from the Zizhi tongjian gangmu (Outline
and Digest of the Comprehensive Mirror for Aid in Government), Among the rea-
sons for this assumption, two stand out, First, Zhu Xi ser the guidelines or orga-
nizing principles (fanli) for this historical work, which were then implemented by
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his students; moreover, since Zhu Xi was the center of state orthodoxy in China
after 1241, writers of a historical novel would be expected to turn to the history
associated with his authoritative cultural voice.®® Second, besides the weight of
orthodox authority, several matrers of political ideology align the novel with Zhu
Xi's Digest. Zhu Xi objected not only ro Sima's inadequate attention to traditional,
moralistic “praise and blame” historiography but also to some of Sima's histori-
cal judgments. Regarding the Three Kingdoms era, Zhu Xi strongly condemned
Sima Guang for dismissing che issue of the legitimate succession of dynasties
(zbengiong) and for taking the Wei dynascy as the convenient reference point for
recording events. The Digest championed Liu Bei's Shu (Han) regime as the con-
tinuation of the Han dynasty because of Liu Bei’s lineage connection to the Han
royal house and because of its relatively virtuous leaders, particularly Liu Bei and
Zhuge Liang. Besides the general point regarding which ruler or regime deserved
official recognition, Zhu Xi paid close attention to the denotation and connota-
tions of different terms employed. For instance, Zhu Xi vehemently criricized
Sima Guang for using the term “invade” (kou) in connection with what Zhu Xi
classified as Zhuge Liang’s legitimace punitive expeditions against Wei rebels (fa
Wei). Even though the Comprebensive Mirror sometimes wrote that Zhuge ‘came
out” of a certain place or “artacked” (gong) Wei, the expression “invade” (kou) was
used on three occasions in referring to Zhuge Liangs campaigns.” Although kou
can be read as simply another term for "to actack militarily,” the term also con-
notes bandits and pillaging. Zhu Xi complained that the Comprehensive Mirror
was thereby denigrating Shu Han’s ethical and political status: " The Han prime
minister Liang’s leading the troops to punish the unlawful rebels was described
as rukou, and this was not just on one occasion; this Is incomprchcnsib[c."zg
Zhu Zi made sure that in the Digest Zhuge Liang’s tive campaigns were termed
legitimate punitive expeditions against Wei rebels.” Moreover, on one occasion,
Wei's military action is labeled as an invasion (kou) explicitly as an expression
of respect for the (Shu) Han as the legitimate government.”” Three Kingdoms
adopred the same view of the legitimacy of Zhuge Liang’s rulers and his military
campaigns against the Wei.

The specific informarion and views discussed about Zhuge Liang yield a more
complex picture. First, ignoring the Chronicle fact that Yong Kai was killed by the
fellow rebel Gao Ding, the Digest simply accepted at face value the assertion in the
Comprebensive Mirror that Zhuge had killed Yong Kai, bur the Digest replaced
Sima’s inclusion of “and Gao Ding” with the simple unspecified "etc.” (deng). More-
over, the only significant comment made was the insistence thar che “beheading”
(zhan) be rermed an “executing” (zhu) to highlight the proper legality or merality
of the act.*’ As seen in the discussion earlier, the novel portrays Zhuge Liang as
tricking Gao Ding into killing Yong Kai and ultimately as rewarding Gao Ding
with an official position in exchange for delivering the head of a fellow rebel. Thus,
the novel exercised creativity in negotiating these contested bistorical views and

in enhancing the story beyond what any of the standard historical accouncs could
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?f}‘er. Second, by lifring the story of Zhuge's capture and release of Meng Huo
from Pei Songzhi’s commentary, Sima Guang had elevated the brief story into the
master narrative, and the Digest continued to preserve this brief story in its com-
mentary. Again, the novel creates lively details recounting how Zhuge managed to
capture and release Meng Huo seven times, Third, as mentioned, Sima Guang’s
narrative about Zhuge Liang's campaigns, as well as his and Sima Yi's comments,
could encourage the reader of the Comprehensive Mirror to see Zhuge Liang as a
more effective and more dedicated military leader than he was portrayed in Chen
Shou’s Chronicle. The Digest and the novel apparently had a similar reading, but it
is again unclear whether the novel’s author was reading the Comprebensive Mirror
or the Digest. Fourth, the novel’s presentation of Kongming as a stern administra-
tor of justice and punishment points roward the Comprehensive Mirror, because the
Digest was not overly concerned abour this matter,

Fifth and most revealing, there is the matter of the more grandiose military
claims on Zhuge Liang’s behalf. Explicitly addressing Chen Shou's negative evalu-
ation of Zhuge Liang's military strategies and results, the Digest specifically claims
not only that Zhuge in the 231 campaign ‘defeated Sima Yi and cut down Gen-
eral Zhang He,” bur also says more sweepingly that Sima Yi deployed his troops
very cleverly, “so he was not easy to contend with, but was defeated by Liang every
time.”*? Moreover, in its culminating section on Zhuge Liang, the Digest again twice
briefly proclaims Zhuge “defeated Sima Yi and killed Zhang He.” The only place
where the Digest clearly acknowledges the defeat of Zhuge's campaign is in regard
to the battle of Jieting, but responsibility is, following convention, assigned to Ma
Su (died 227). In short, the Digest's claims for Zhuge Liang's military success do
go beyond the implications of Sima Guang’s Comprebensive Mirror, Bur the Digest
does not go as far as Chen Liangs essays in making Zhuge Liang into a sagely
military genius, Moreover, the Digest does not contain the level of detail that the
novel needed to draw upon to create its intriguing accounts of Kongming’s military
strategies and battles. The novel's author needed thicker historical details, and che
Comprebensive Mirror and Chen Liang’s essays provided both more detail than the
Digest and a better-digested synthesis than the scartered details searchable in Pei
Songzhi's commentaries to Chen Shou's Chrosicle. Chen Liang, in particular, trans-
formed Zhuge Liang into a sagely strategist capable of clever and flexible schemes,
fmd his portrayal of Kongming’s sagely eight hexagram battle arrays appear to have
inspired the novel's fuller exposition of those battle arrays and the sagely strategies
and clever tricks Kongming employed. Chen Liang also apparently began the trend
to frame the climatic story as Zhuge Liang’s contest with Sima Yi. The novel took
the same stance as Chen Liang on Sima Yi's heartfelc admiration and awe of Zhuge
Liang, Chen Liang was likely the first historian® to set forth che thesis thar only an
untimely death prevented Zhuge Liang from certain victory against Sima Yi. The
novel embraced these themes and elaborated on them with creative stories. It seems
to me quite likely thar besides the ideological commitment to the Shu Han as the
legitimate government of the era, the Digest's most important contribution to the
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novel might well have been the impression that Zhu Xi's authority endorsed revis-
ing Chen Shou's sober assessment of Zhuge Liang’s military results on the grounds
set forth by such Song historians as Sima Guang and Chen Liang. Even che Digest's
brief assertion that Sima Yi “was defeated by Liang every time” might well have
been read by the novel's author to validate the grandiose claims made by someone

like Chen Liang that Kongming was winning against Sima Yi and the Wei.
IV,

In conclusion, if we look at Three Kin gdon'rs from the perspective of a long evolution
from the Chronicle qf.tbe Three Kfng(foms, we could say that Sima Guangs Compre-
hensive Mfrmrfor Atd in Government and Chen Liang’s An Inquiry into History pro-
vided some of the key milestones along the road toward Kongming’s brilliance and
clever tricks in the novel. Three Ki‘?‘igdoms certainly benefited from Sima Guang’s
combination of Chen Shou's diverse biographics into a grand narrarive thar high—
lighted the exploits of major ﬁgures, especially one like Kongming. By elevating and
lending ct’cdibility to stories prcscrvcd in Pei Songzhi's COmmentary, Sima Guang
also took preliminary steps in laying a foundation for a more hopeful perspective
on Kongming as a milirary commander. Nonetheless, Sima Guang did nor present
Kongming as a sage, like Yi Yin, bur rather reinforced Chen Shou's quortation in
which Kongming likened himself to Yue Yi and Guan Zhong, Thus, Sima Guangs
Zhuge Liang was a model, speciﬁcally a model commander of troops and adminis-
trator of punishments. As if echoing Chen Liang’s historical essays, Three Kingdoms
goes far beyond the Comprebensive Mirror in portraying Kongming's military abili-
ties— especially the supernatural quality of Kongming's milicary racrics and genius,
Chen Liang made Kongming into a superb scrategist with clever plans and mili-
tary formacions that were beyond Sima Yi's comprehension. Rejecting the tradition
of placing Kongming on a level with Yue Yi and Guan Zhong, Chen Liang argued
that Zhugc Liang was comparable to sagely ministers like Yi Yin and the Duke of
Zhou. Chen Liang likened Kongming to sagely ministers and portrayed Kongming
as deploying his army in accord with Confucian virtues; these claims could be read
as implicitly building upon a tradition—first arciculated in Liu Shan’s 261 eulogy—
that praised Kongming as sage and as an extraordinary leader combining culeural
civil and martial milicary quality. Bur Chen Liang further contributed to flesh-
ing our images of Kongming’s strategic genius. Besides his account of the impact
of Kongming’s Eight Hexagram Formation upon Sima Yij, Chen Liang ;ugued for
I(ongming’s superiority to Sima Y1 despite the latter’s renowned abilities for clever
strategy and spiritlike surprises. Moreover, Chen Liangs claim that Zhuge Liang
was actually good at clever strategies surely facilitated later writers' imagination of
Kongming’s actual exploits. Chen Liang’s reconstruction of Kongming's story shifred
the focus of the Three Kingdoms story to the confrontation of Kongming versus
Sima Yi, and the novel also focuses on this confrontation, Kengming’s apotheosis as

a Daoist sage and trickster in the text of Three Kingdoms probably owes something
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to Chen Liang’s historical essays that transtormed Kongming into a spiritlike genius
and successful military commander. Chen Liang himself had argued that Confu-
cius (Kongzi, 551-479 BCE) had washed the historical record clean (xi ganjing)
in compiling the classics to make grand models (zhengda benzi) and to inspire later
generations.” One of Chen Liang’s aspirations was to do something of the same
with selected Han and Tang heroes. We could say that Three Kingdoms fulfilled
that aspiration. The fact that Sima Guang was one of China’s greatest historians
and Chen Liang was known for his hiscorical studies made their reconstructions
and transformations of Kongming more believable as history, and thus prefigured
the creativity and trajectory of Three Kingdoms. Thus, despite the creativity of per-
formance literarure, literary work was at least facilitated, and perhaps even inspired,
by the historical changes and myths abour Kongming that these Song historians
(among others) created in retelling his story.
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As sweeping in scope as the classic novel Three Kingdoms is, it actually represents
only a select portion of the Three Kingdoms story cycle—thac is, the complex of
literary and popular traditions that accreted around historical figures and incidents
from the Three Kingdoms period (AD 220-265). By the rime the novel made
its appearance, the Three Kingdoms story cycle comprised marerials from a wide
tange of literary genres including history, semifictional anecdotes, poetry, and, from
the Song dynasty (960-1206) on, fictional narrative and drama. This complex pro-
vides a wealth of resources on a variety of topics in literary history and culrural
studies. One topic on which the story cycle can offer particularly valuable insights is
constructions of masculinicy.

Chinese men from Mao Zonggang to Mao Zedong have traditionally looked
to the characters within the Three Kingdoms story cycle as models of masculine
behavior, Even today, these characters—whether revered as wisdom incarnate or
the epitome of honor and righteousness (as Zhuge Liang and Guan Yu are), or
reviled as an unscrupulous schemer {as Cao Cao is)—immediately evoke within
the Chinese imaginarion patterns of male conduce. However, these patterns and
the attitudes toward them have not remained fixed but have varied, as the quali-
ties associated with the various figures and the importance ascribed to them have
changed. The relative malleability of these pacrerns, as well as the long history of
the story cycle and the rich array of materials connecred to it, makes the story cycle
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a particularly fruitful arena for an exploration of differing ideals of masculinity over
time and between different audiences.

In chis essay I undertake such an exploration by comparing two editions of
a single play, the Yuan zaju Bowang shao tun. The two texts, one a printed edi-
tion published in the Yuan and the other a manuscript transcribed in the late
Ming, represent different phases in the development of the zajie genre.! Thus,
this comparison is valuable for what ic confirms about changes in the forms and
functions of zaju drama from the Yuan o the Ming.* The Yuan edition of Bowang
shao tun, one of only chirty commercially printed Yuan editions still extan, offers
important insights concerning the early textual traditions of Yuan zaju. The Ming
manuscript, transcribed in 1616 from the archives of the Imperial Palace by Zhao
Qimei for his private collection, provides valuable evidence for how the Three
Kingdoms story cycle was deployed eon the Imperial stage. However, on another
level, the play is also notable for the clash chat it features becween two different
models of masculinity, and for the change in the nature of these models from the
Yuan edition to the Ming edition.

In Bowang shao tun two male characters stand 0L1t—Zh:mg Fei, the seraight-
forward man of action, and Zhuge Liang, the artful strategist.’ In the Ming edition
of the play we witness an increased focus on a subplot within the play thac portrays
a batrle of wills berween these two figures. Although the confronrations between
Zhuge and Zhang are clearly shaped by dramatic convention, once we have identi-
fied those aspects of the play related to developments within drama, we can scill
see within these encounters a paradigm for a modification of masculine ideals that
accompanied the formation of the novel. That is, characters tended to be reshaped
to better accord with Confucian ercthodox values.* The slightly different emphases
in the two editions of Bowang shao tun, particularly their differing characterizations
of Zhuge, reflect chis shift, and thus provide valuable insights into the multivalent
meanings these characters and the story cycle possessed over time and among dif-

ferent audiences.

ZHUGE LIANG AND ZHANG FEI IN
HISTORY AND FICTION

Of all the ourstanding figures that made their mark on the history of the Three
Kingdoms period, Liu Bei's adviser, Zhugc Liang, has the most consistently excited
the Chinese imagination. The story of Zhuge's life is recorded in the dynastic his-
tory, Chronicle of the Three Kingdoms (Sanguo zhi). The author of this history, Chen
Shou, considered Zhuge so important to Liu Bei's cause that he accorded Zhuge
a separate biography. However, as recent schelarship has shown, Z-hugc's perceived
importance and the qualities associated with him have varied somewhar over
time,? Hoyt Tillman has traced the trajectory of Zhuges popularity among lite-

rati cthrough references to Zhuge in poerry and in hiscory. Fle suggeses thar while
! £ ; 8!

Zhuge’s popularicy fluctuated ar differenc hiscorical moments, it generally rose over
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time. Moreover, rises in Zhuge's status tended to take place in moments of national
crisis when, as a symbol of loyalty and national reunification, Zhuge's image was
espectally compelling.® Zhuge was a favorite among the common people early on,
as is evidenced by the erection of a remple in his honor only rwenty-nine years after
his death and various anecdotes cited by Pei Songzhi in his commentary on the
Chronicle.” The vernacular narrative Plain Speech on Chronicle of the Three Kingdoms
(Sanguo zhi pinghua, published 1321-23, hereafter referred to as the Pinghua),
drew on folk tradition to portray Zhuge as a Daoist immorral capable of perform-
ing magical feats,® The novel retained only a small number of the more fantastic
atrributes ascribed to leugc in the earlier narrarive, and shaped an image more in
accard with that in the dynastic history and poetry, which has proved definitive.
Zhuge's depiction in the novel, regularly cited as one of the book’s great achieve-
ments, is that of a wise statesman and a brilliant milirary tactician who labors tire-
lessly for his cause even as he realizes it is doomed.?

Zhang Fei's role within the story cycle followed a very different trajectory.
Zhang appears in the Sangwo zhi in a group biography devoted to Liu Bei's five
most important generals. While Chen Shou recorded several incidents that
became staples in a portrayal of Zhang as a martial hero, defiant himself and
appreciative of defiance in others, Chen finally deemed Zhang “violent and mer-
ciless (bao er wu en).""" Zhang is clearly viewed with much more affection in the
Yuan Pinghua and in drama from the Yuan and early Ming periods. In the Pinghua
and in many zaju, Zhang is a central figure, and while he is still depicted as vio-
lent and defiant of authority, he is also a vibrant and lively character whose rude
behavior was highly entertaining.!' However, in the novel Zhang’s rash behavior
is depicted as problematic at best, disastrous at worst; and many of the incidents
that feature Zhang as a hero in the Pinghua were either left out of the novel or
were drastically rewritten.!?

At all points in the historical development of these two figures, Zhuge and
Zhang are contrasting types. Whether represented by magic feats or acts of moral
superiority, Zhuge's strength resides in his superior understanding, while Zhang
relies on his physical prowess. As representatives of contrasting characterizations
of male behavior they share the stage in many dramatic renditions of incidents
from the story cycle, among which is the play Bowang shao tun.

THE TWO EDITIONS OF BOWANG SHAQO TUN—
SAME PLOT, DIFFERENT FORMS AND FUNCTIONS

The plot of the two editions of Bowang shao tun consists of a series of events con-
nected to Liu Bei’s recruicment of Zhuge as a milicary advisor, The first act por-
trays Liu Bel's third and final visit to Zhugc’s hut. During this visit Liu succeeds
in meeting with Zhuge, and eventually persuades Zhuge to join his cause. Acts 2
and 3 concern Zhuge's first test as a military adviser when he deploys Liu's troops
against Cao Cao. The ritle of the play is based on the ensuing battle, in which
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Zhuge has Liu's men burn a Cao encampment at Bowang. The fourth act of the
play demonstrates Zhuge’s skill in diplomacy—he ourwits an €IMissary sent to
persuade him to transfer his loyalties ro Cao Cao.

While the plots of the two editions remain essentially the same, their for-
mats differ markedly, representing specific examples of formal trends in drama
texts, and reflecting changes in the function of zaju texts berween the Yuan and
the mid-Ming period. At the same time these differences in form and funcrion
changed the characterization of the main figures in the play, an issue I will explore
in more detail below.

The Yuan edition conforms to a type that Stephen West has dubbed “pro-
duction driven.” Not only che song sets, bur also the stage directions, the cue lines,
and the speeches of the zheng mo (lead singer), Zhuge, are provided; speecheﬁ.
by other characters are identified by srage directions bue are not wrirten out.'
The significance of this textual form for Bowang shao tun is that it rurned the
spotlight almost exclusively on the actor playing Zhuge. In this play the zf‘Jt‘ng
mo’s part calls for fifty-eight specific actions (leaving out general stage directions
such as “says = yun” or “sings = chang”), compared to thirteen specific actions by
all the rest of the characrers combined.' The Yuan edition of fo wang shao tun has
twenty-two more songs than the lacer manuscript edition, Again, this difference
represents a general trend.”” The focus on the zheng mo part in rh_e Yuan edition
reflects what other Yuan evidence implies about the constitution of acting troupes
during this period—that they consisted of a single star, who was supported by a
“family” of actors.'®

While these formal features constitute this edition’s “production-driven”
nature, they also support a characterization of Zhuge quite different from his char-
acterization in analogous narratives. As we will see below, in the Yuan edition not
only is more information supplied about Zhuge's motivations than we see in other
accounts, particularly in the scenes devoted to Liu Bei's visit to the thatched hut and
Zhuge's first deployment of Liu's forces, bur also these motivations are revealed as
more practical and less highminded than is congruent with later images of Zhuge
as a dedicated and selfless statesman.

The Ming version of Bowang shao tun contrasts with the Yuan edition; in chis
version, the actor playing Zhuge performs within the context of an ensemble troupe,
and has few songs. In the Ming manuscript, che lines of all the characters are pro-
vided in full decail; supporting characters conduct lengthy dialogues and act.out
scenes without Zhuge present on stage. Finally, the costumes for all members of the
cast are specified in some derail in the costume specifications (chuanguan) appended
to the manuseript. These formal differences parallel those seen between other Plny
texts for which there is both a Yuan edition and a text copied by Zhao Qimel from
the archives of the Imperial Palace, Stephen West has suggested char they point ro
a significant difference in compeosition between Yuan :jommcrcinl_ troupes and an
imperial troupe: that is, that an imperial croupe would consist of an all-scar cast,

each of whom "would demand a certain amounc of stage time”"” Fowever, in Bowang
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shao tun these alterations did not result in an evenhanded focus on all the charac-
ters. Instead, the Ming edition merely broadened the play’s almost exclusive focus on
Zhuge to one in which Zhuge shares the spotlight with Zhang, Formal disparities
alone cannor account for all the differences in emphasis between the two editions of
Bowang shao tun; they can also be at least partially attributed to the specific context
in which the Ming edition of the play was produced, that is, the Three Kingdoms
story cycle as it appeared on the Ming imperial stage,

THE MING EDITION OF BOWANG SHAO TUN—
HISTORICAL AND POLITICAL CONTEXTS

From what we can tell from exrant texts and records, the Three Kingdoms story
cycle was well represented in Ming court performance. In his discussion on por-
trayals of the founding of the Han dynasty in early drama, Wilt Idema has noted a
high survival rate of Yuan and Ming play texts on the Three Kingdoms story cycle.'®
Idema finds an"extraordinary predilection” of the Ming court for zaju on the Three
Kingdoms cycle, implying that these plays must have been seen as supporting the
imperial agenda, just as the plays on the Barly Han might have challenged it. The
formal and textual ties berween imperially staged Three Kingdoms plays suggest
that aspects of the story cycle that promote loyalty to the throne were highlighted
as the story was adapred to suit the needs of the imperium,

In colophons appended ro the text Zhao Qimei specifically labeled eight of the
plays on Three Kingdoms themes in his collection as archival editions (neifuben),
One formal actribute that all eight plays share is that costume specifications are also
appended to the text. An additional four play texts on Three Kingdoms themes
from Zhao's collection can be added to this group, as they also share this attri-
bure.”® While the formal attributes of this group, of twelve plays are also common
to “Archival editions” of plays not connected to the story cycle in Zhao's collection, a
comparison of the nature of these attribures in the group of Three Kingdoms plays
reveals a consistent interpretation of the story cycle. Zhuge wears a "rolling cloud
cap” a red cloud crane Daoist robe,” and carries a feather fan in all four plays in
which he appears, identifying him as a Daoist sage.* Zhang wears a black robe, has
"fierce whiskers,"and carries a jointed whip in all eleven plays in which he appears.”

Zhang's appearance in these plays pacticularly his “fierce whiskers"—seems to
support his characterization as “hot-tempered” and “rude,” both terms that are reg-
ularly used to describe him in the play texts? Such consistency in costume and
accoutrements would render any character from the Sanguo cycle recognizable as
soon as he stepped on stage, and since costumes suggest character traits, their visual
aspect would encourage the audience to expect specific patterns of behavior,??

The texts of these twelve plays reinforce this high degree of visual continuity
from play to play with verbal continuiry—tha is, through repeated conventional-
ized references to incidents wichin the story cycle. In Bowang shao tun Liu Bei intro-

duces himself and his two sworn brothers by dc.‘;cril)ing their oath of brotherhood
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in the Peach Garden."We burchered a white horse in sacrifice to heaven, and killed a
black ox in sacrifice to earth. We don't seek to be born on the same day, we only wish
on that very day to die.” This description, using precisely the same phrases, appears
in at least three other plays within this group.?

‘This unified vision usually functioned to promote loyalty to the throne. The
majority of these plays feature a plor where Liu Bei and his men are porcrayed‘ as
faithful subjects whe uphold imperial auchority. In eight of these twelve plays refer-
ences to the I?.Il'lpcfof are faised ?]bo\"e tllL’ rest Ur Eht‘- text. J. hilVL‘ L'lfgl.led e]Se“«"h(‘:re
that this practice is a textual mark of a process seen within the plays themselves,
whereby the potentially subversive ambitions of Liu Bei and his sworn brothers
are subjugated to the interests of the emperor.” Zhang, who appears in eleven of
these twelve plays, is the most lawless and insubordinate of the three brothers; his
submission to the authority of the throne is key to reestablishing order, and is an
important component of most of the plays in which he appears.

Bowang shao tun is one of only two play texts in this group of twelve that
although labeled “Archival editions” in their colophons, do not have references to
the emperor raised within the text. Indeed, in this play loyalty to the throne is
never mentioned. However, this play does make use of these expectations con-
cerning Zhang’s rebelliousness and his eventual submission ro Zhuge’s authoriry
to shape Zhuge into a self-controlled and conerolling figure more clearly con-
cerned with issues of righteousness than he appears in the earlier Yuan edition. In
essence, Zhuge takes the place of the emperor; thus, the text’s focus on the clash
of wills between Zhang and Zhuge affirms Zhuge’s auchoricy not only through
the dialogue of the text, but also by virtue of the conventionalized pattern their

conflict represents.

THE YUAN EDITION AND
THE MING MANUSCRIPT COMPARED

The rest of this essay will examine how the vision of the story cycle—particularly
the slant it provides on Zhuge and Zhang’s relationship—differs in the Yuan and
Ming play texts, I will focus on acts 1 and 2, as they represent rwo pivoral moments
in Zhuges early career—Liu Bei's third visit to his thatched hut, and Zhuge’s
deployment of Liu’s troops in his first confroncation with Cao Cae. Finally, T will
conclude with some speculations concerning what this comparison might tell us
abour the ideals of masculinity that these differences in characterizations reflect.
The assignment of lines in the Yuan and the Ming texts differs scrikingly; in the
Yuan play text attention is directed almost solely on Zhuge; in the Ming play text
he shares the limelight with Liu Bei and his men, especially Zhang, This change in
focus supportts a different interpretation of Zhuge’s character and merivations: in
the Yuan edition Zhuge is both more ambitious and more practical in achieving his
goals; whereas in the Ming manuscript he is closer to the paragon he becane in the
novel. While the Yuan edition begins with an introductory monologue by Zhuge,
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the Ming text begins with a scene fcaturing Liu, Guan, and Zhang. Examination
of these introducrory scenes reveals thar, in the Yuan text, Zhuge freely reveals his
emotions—particularly his personal ambition—whereas in the Ming manuscript
Zhuge is a more enigmatic and reserved character. This shift was accompanied
by increased attention on the volatile Zhang, and on the subplor in which Zhuge
asserts his :tuthorir}-' over 7,-]1:mg.

The introductory scene in the Ming manuscript, which has no corollary in the
Yuan edition, perforims three functions. First, it establishes this play as part of the
complex of court-sponsored Three Kingdoms plays. Liu, Guan, and Zhang appear
in their standard attire, and introduce their brotherhood with a standard speech
describing the Peach Garden Pledge. Second, attention is focused on Liu's strong
desire to enlist Zhuge in his cause—he not only discourses at length about Zhuge’s
high repute, but also remains determined to visit Zhuge a third time in the face
of fierce opposition from Zhang. Finally, this scene emphasizes the potential for
future conflict between Zhang and Zhuge. Zhang first refuses to accompany his
two brothers on their third visit, maintaining that the glowing recommendations
of Zhuge must be overrated. His brothers leave without him, but at the very end
of this scene he decides to follow them and vows to “have no qualms abour burning
that thatched hut down to the ground” if this time they do not succeed in seeing
Zhuge.” Thus, in addition to clearly signaling this play’s alliance with other Three
Kingdoms plays performed on the imperial stage, the scene introduces Zhuge as
a hermit-sage who must be wooed, and at the same time foreshadows the coming
conflict between Zhang and Zhuge.

The differences in approach to Zhuge's character become even clearer once
he appears. This occurs in the second scene of the Ming manuscript, which cor-
responds to the first scene in the Yuan edition, In both texrs Zhuge expresses his
reluctance to join the Liu cause. In contrast to the novel, where Zhuge is away dur-
ing Lius first two visits, Zhuge states that he “has not granted an audience” to Lin
Bei.® In both texts Zhuge ateributes his reluctance to see Liu to the fact that the
times are unsettled and dangerous; however, the two texts differ on the feelings he
expresses about this refusal. While in the Ming manuscript he ends his monologue
with an exclamation about how peaceful and happy his life as a recluse is, in che
Yuan edition he wonders when his time to go out in the world will come. Thus, the
Yuan edition focuses on Zhuge's ambition, whereas the Ming manuscript focuses
more on his lofty ideals—a characrerization of Zhuge that has already been intro-
duced in this text’s first scene.

A stronger focus on the personal ambition of Zhuge remains consistent
through the first act of the Yuan edition. In this edition, the calculated quality of
Zhuge's refusal to see Liu Bei is clear from the outser. The stage directions call for
“a surprised gesture” before Zhuge sings a line announcing Liu’s arrival, but this
is followed by “a reconsidering gesture” and a request for his servant boy to “stop
rolling out the mat, and shut the cottage door® Neicher of these stage directions
ts given in the Ming manuscript, and the servane boy is requested to “quickly roll
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out the mat for me, and leave the cottage door half shut”* Thus, in cthe Ming text
Zhuge greets Liu's visit with equanimity; while the Yuan text reveals Zhuges mixed
emorions; his initial surprise and subsequent reconsideration suggest that his indif-
ference is feigned, These stage directions, preceded as they are by Zhuge's arias on
his frustraced ambitions, lay bare Zhuge's purposeful manipulation of Liu.

Similarly, in the Yuan edition the reason Zhuge finally agrees co Liu’s encreat-
ies is more clearly tied to his own personal ambition then ro his desire to see the
country governed justly, In a song missing from the Ming manuscript he sings: "It
is a shame that you will only be an emperor for three years,” and the following stage
directions call for him “to make a gesture of not going”*' He abruptly relents after
Liu Bei's newborn son is carried on stage: “[ Violently surprised gesture] Servant boy,
prepare to go, this one will be an emperer for forry years.,” In the Ming edition
both the strong emotion and the clear implications of concern for his future are
absent, Instead, Zhuge states more obliquely: I see that Lord Xuande [i.e. Liu Bei]
has given rise to a_joyful air, and a prosperous air is deveioping, therefore I will go
down the mountain.*

In the Ming text Zhang’s belligerent comments puncruate the audience
between ‘Zhuge and Liu. From the opening scene of the play, Zhang’s hostility to
Zhuge is much more apparent in the Ming text. This can partly be attribured to
this text’s fleshing our of the parts of all the supporting characters—Zhang’s provo-
cations are more apparent because they were fully recorded, However, there are
other changes in the text that also call artention to Zhang’s challenges to Zhuge's
ability and authority. Songs that appear in the Yuan edition focusing on Liu's other
men, such as a song dcscribing Zhae Yun and Liu Feng in act 1, and songs prais-
ing Zhao Yun, Mi Zhu, and Mi Fang and four songs praising Guan Yu in act 3 of
the Yuan edition are missing in the Ming manuscript. Further, words were altered
in songs, and details added in dialogues that heighten the force of Zhang's hostil-
ity. At the same time, Zhuge’s response appears more measured and dispassionare.
For example, changes in the song "Zui Zhongtian” and its surrounding dialogue
in act 1 sharpen the focus on Zhang and his hostility, as well as Zhugc's control,
In the Yuan edition Zhuge characterizes both Guan Yu and Zhang as having an
air of the "five hegcmcns"; in the Ming manuscript that description is reserved for
Zhang alone, Zhuge accuses Zhang of being “lacking in principles and without
modesty, having no respecr and withour a sense of what's vight” in the Yuan edition,
In the Ming text Zhuge begins the lines with the phrase"You say”* This alteracion
changes the line from one where Zhuge is expressing resentment of Zhang to one
where he dispassionate[y repeats Zhang’s assessment of him, all the while refusing
to react to Zhang’s raunts.

The signiﬁcance of this difference in emphusis becomes more apparent in a
comparison of act 2 of the two play texts. The Ming manuscripr further elaborares
Zhang’s conflict with Zhuge. This conflict was apparent in the Yuan edition, but
fewer details were provided, and those that were provided indicare that the conflict

was more mutual chan it appears in the Ming text. In the Yuan edition che sequence
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of songs where Zhuge is giving instructions to Liu Bef’s men is punctuated by stage
direcrions for Zhang to speak, and for him to be shouted down. Zhuge tells him:
Stand aside, we don't need you.™ The Ming text enlarges upon this fairly simple
interaction, as can be seen in this exchange when Zhang challenges Zhuge'’s orders
to Zhao Yun:

[Zhang:] T said thae country bumpkin doesn’t know how to deploy croops. Who
ever heard of wanting to lose and not wanting to win in a fight? Zhao Yun, come

over here. Wait until [ go over there. [Mimes seeing Zhuge.]
[Zhuge:] What is it, Zhang Fei?

(Zhang:] 1 will go to Bowang and engage in bartle.

[Zhbuge:] Zhang Fei, is your spear quick?

[Zhang:] My spear is quick!

[Zhuge:] Is your horse well fed?

[Zhang:] My horse is well fed!

[Zhuge:] Do you dare to kill?

(Zlang:) T dare co kill!

[Zhuge:] 1 can'e use you. Get our,

(Zhang:] This bumpkin! If he doesn't just infuriate me to death!*

This confrontation epiromizes the characterizations of these two figures—
that is, Zhang as a rash fighting man, and Zhuge as the cool and collected strate-
gist.”" In this scene Zhuge is clearly baiting Zhang by playing on Zhang’s desire
for action, Thus, both Zhuge's directions to Lius men and his manipulation of
Zhang emphasize his ability to control others. In the Yuan edition Zhuge is more
emotionally invested in his conflict with, and eventual triumph over, Zha ng; in the
Ming text Zhuge exerts control over both his emotions and Zhang alike.

CONCLUSION

In the Yuan edition Zhuge expresses an array of emotions including frustration
and ambition, anger and triumph. His motives for joining Liu Bei's cause are prac-
tical; he sees in Liu's son an opportunity to realize his ambitions. The Zhuge of the
Ming text is less forthcoming about his motives, and seemingly more idealistic—in
shore, more like the Zhuge we know from the novel. As for the two texts’ depictions
of Zhang, the differences are less in Zhang’s qualities—he is rude and rash in both
editions—than in the amount of attention he is accorded. However, the increased

focus on Zhang in the Ming rext does not necessarily indicate an endorsement of



32 Kimberly Besio

the qualities Zhang represents; rather, the opposite. Zhang's dramatic characteriza-
tion is merely a convenient aid in this text’s remolding of Zhuge's character, and
actually signals a move away from the freewheeling, martial heroic ethic of the Pin-
ghua to the more orthodox Confucian ethics of the novel. It is a move away from

and

a masculine ideal of the warrior—whether conventional military or magical
toward that of the scholar-statesman.

In the Ming edition of Bowang shao tun the characrer of Zhang serves many
funcrions. First and most importantly, his insurgency and eventual suppression vali-
dartes Zhuge's abilities as strategist. Second, the trope of Zhangs initial rebellious-
ness and final submission was an essential part of the plots of many of the Three
Kingdoms plays performed on the imperial stage, and perhaps something the audi-
ence at court had come to expect. The focus on this trope wichin this edition of the
play signals its incorporation into the imperial corpus. Ar the same time, the edi-
tion’s insertion of Zhuge into the position usually occupied by the emperor validates
Zhuge's authority. Third and finally, the contrast in this edition between Zhang and
Zhuge highlights the command Zhuge exhibits over both others and himself.

Thus, Zhang’s role here foreshadows his decreasing importance within the
story cycle, as it became more and more a vehicle for orthodox values, The competi-
tion in this play between Zhuge and Zhang—and particularly Zhuge’s eventual
triumph—reflects a negotiation of values char was ta king place as the novel recon-
figured popular and literary material accreted over a millennium for a literate Ming
audience. However, while the novel’s characterization of these two figures proved
definitive in some respects, it by no means precluded different audiences from
seeing within the novel somewhat divergent meanings.”™ A certain sympathy for
Zhang, or at least a fascination with the clash becween his style ofmasculinity and
that of Zhuge, can be detected from the facr thar the scenes from acts 2 and 3 of
Bowang shao tun were incorporated into a series of stage adaptations from the Ming
though the Republican era.” The battle of wills berween these two male figures
was repeatedly reenacted, even though the outcome always remained the same.

NOTES

1. For the Yuan edition I have consulted fiaoding Yuankan zaju sanshizhong, ed. Qian
Zheng (Taibei: Shijie Shuju, 1962), 379-409; and Xinfieo Yuanhan zaju sanshizheng, ed.
Qinjun Xu (Beijing: Zhonghua shuju, 1980}, 729-750. For a facsimile edicion of the Yuan
edition, see Quan Yuan zaju sanbian, ed. Jialuo Yang, val. 6 {Taibei: Shijie shuju, 1973). For
a facsimile edirion of the Ming manuscripr sec Quan Yuan zaju sanbian, val. 1; for a modern
typeset edition, see Geben Yuan Ming zaju, ed. Jilic Wang, vol. 8 (Shanghai: Shangwu Yin-
shuguan, 1938),
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2. Shigeki Takahashi makes this point in his derailed comparison of the play to the
Pinghua and the novel, "Shokatsu Ryoo Hakeboo shuuten no kosatsu—Sankoku heiwa to
Sankoku zatsugeki,” Chugoks koten kenkyn 20 (1975): 158-171.

3. Takahashi {ibid., 167) states that while Zhuge constitutes the main thread of the
plot, Zhang Fei is also an important strand, and notes that this dual focus distinguishes the
lJ]:Iy ﬁ‘om ]'.Illl'l'f_'l“l\r'(.' ACCOUNTS Ol:rhc Same events.

4, For more details on this shift, see Tamaki Og;lwa, “Sanguo yanyi de yanbian, trans.
Hu Tianmin,” Sanguo yanyi xuekan 1 {1985): 323-34; see also Kimberly Besio, “Zhang Fei
in Yuan Vernacular Literarure: Legend, Heroism and History in the Reproduction of the
Three Kingdoms Story Cycle,” fournal of Sumg-Yuan Studies 27 (1997): 63-98. As the essays
by Roberts, Tung, Cheung, and Yu in the present volume discuss, the contradictions between

various Confucian values are a major preoccupation of the novel,

5. For a discussion of Zhuge's status shortly after his death, see Eric Henry, “Chu-
ko Liang in The Eyes of His Contemporaries,” Harvard Journal of Asiatic Studies 52, no. 2
(December 1992]: 589-612.

6. Hoyr Tillman, "Zhongguo lishi yishi zhong de Zhuge Liang,” in Zhou Qin Han
Tang kaogu yu wenhua guoji xueshu buiyt lwmwenji (Xian: Xibeidaxue xuebao bianjibu, 1988),
133-46; and Tillman, "One Significane Rise in Chu-ko Liang’s Popularity: An Impact of the
1127 Jurchen Conquest,” Hanxue yanjiv 14, no. 2 (Dec. 1996): 1-35. See also his essay in
fhe pl’t‘.ccdfl‘lg C['l:lptﬂr.

7. Henry, "Chu-ko- Liang," 608, 603—4.

8. Weisi Ye and Xin Mao, Sangua yanyi chirangzuo lun { Jiangsu: Jiangsu renmin chu-
banshe, 1984), 31; Yugian Gu,"Yuan zaju Sanguo xi ticai tanyuan,” Yangzhou Daxue xucbao,
no. 1 (1999): 28-31.

9. See, for example, Zhensheng Qiu and Mingtae Liu, "Wangu yunxiao yi yu mao,”
in Sanguo yanyi tunwen ji, ed. Henan Sheng Shehui kexue yuan wenxue yanjiu suo (Zheng-
zhou: Zhengzhou guji chubanshe, 1985}, 101-18; and Yiguo Liu, " Tan Sanguo zhi tongsu
yanyi zhong Zhuge Liang xingxiang de xingcheng he suzao,” in Sangue yanyi yanjiu ji, ed,
Editorial Section of Journal of Social Researeh and the Literature Institute of the Sich-
uan Academy of Secial Sciences (Sichuan: Sichuan sheng shehui kexue yuan chubanshe

1983), 197-210.
10. Chen Shou, Saunguo zbi {Beijing: Zhonghua shuju, 1959), 944,

11. On Zhangs importance in the Pinghua see Zhensheng Qiu, Sanguo yanyi zongheng
tant (Beijing: Beijing Daxue chubanshe, 1995), 34; and Ye and Mao, Sangua yanyi chuangzuo
fun, 30; it has also been noted in passing in the following studies: Zhouchang Chen, "San-
guo zhi tongsu yanyi xingcheng guacheng lunlue,” in ed, Bditorial Section of Joursal of Sacial
Research and the Literature Institute of the Sichuan Academy of Social Sciences, Sangtio
yanyi yanjiu ft, 306-25; and Zhenduo Z]mng“&mgun yanyi de y:mhu:l,“Xi'aoshtm)fr.tfbao, 13,
no. 10 (October 1929): 1543-78. For discussions of Zhang’s prominence in zaju from the
Yuan and early Ming periods, see Chunxiang Li," Yuandai de Sanguo xi ji qi dui Sanguo yanyi
de yingxiang,” in ed, Editorial Section of Journal of Social Research and the Licerature Insti-
tute of the Sichuan Academy of Social Sciences, Sanguo yanyi yanjiu ji, 343-60; and Kim-
berly Besio,"The Disposition of Defiance: Zhang Fei as a Comic Hero of Yuan Zaju" (PhD
diss., University of California, Berkeley, 1992), See also Ogawa, "Sqm\r.:[ru Yanyi de yanbian;”



84 Kimberly Besio

and Zhaoxin Zhou, " Yuan Ming shidai Sanguo gushi de duo zhong xingtai,” in Sanguo Yauyi
zonghkao, ed. Zhaoxin Zhou (Beijing: Beijing Daxue chubanshe, 1995), 301-46.

12. Zhou, "Yuan Ming shidai Sanguo gushi de duo zhong xingrai,” 330; Besio, " Dispo-
sition of Defiance”

13. Twenty-eight of the thirty extant Yuan texts are of this type. Both Stephen West
and Wilt Idema, foIlowing the suggestion of Moon Kyung Kim (Kin Bunkyoo 4300, have
argued that these twenty-eight texts are role texts—thar is, that these texts provide all the
information the lead singer would need to perform his or her part. See West," Text and Ide-
ology: Ming Editors and Northern Drama," in Ming Qing xiqu guoji yantae huf lunwen ji
ed. Wei Hua and Ailing Wang { Taipei: Zhongyang yanjiuyuan, 1998), 237-83; and Idema,
“Some Aspects of Pai-yueh-t'ing: Script and Performance,” in Praceedings of International
Conference on Kuan Han-Ch'ing, ed. Yongyi Zeng { Taipei: Xingzhengyuan wenhua jianshe
welyuanhui, 1994), 3-23 .

14. This number, while smaller than the sixcy-cight char Wile Idema has nared for che
2, s sl quite large. CF. Idema, "Some Aspects,” 75,

4

Zkeug dan of the pI:Ly Baiyue ting

15. Of the thirty excant Yoan editions, sixteen have Ming counterparts to which we can
compare them. Among this group of sixteen plays, the majority of the Yuan editions have
meore songs than their Ming counterparts. However, che Ming manuscript edition of Bowang
shao tun has the highest number of missing songs of any of these pairs. For a complete list, see
West, " Text and Ideology,” 252. This suggests that perhaps che play underwent a more drastic

change in emphasis than usual as it was adapted for the Ming Imperial stage; only two other

plays have numbers similar to Bowang shao tun. The Yuan edition of Kangian nu f
tWenty more songs than its Ming counterpart, and the Yuan edition of Xue Rengui i
nineteen more songs than its Ming counterpart. For a discussion an che extensive revisions to
the Yuan edition of Xue Rengui and the idcologic:ﬂ Emplic;ltinns of these revisions, see Wilt
Idema, " The Remaking of an Unfilial Hero: Some Notes on the Earliest Dramaric Adszr:l-
tions of ‘The Story of Hueh Jen-Kuei,” in As the Tivig is Bent . . . Essays in Honour qf Frits
Vos, ed. Erika De Poorter (Amsterdam: J.C. Gieben, 1990), 83111,

16. West," Text and Ideology,” 249,

17.1hid., 251.

18. Wile Idema, “The Founding of the Han Dynasty in Early Drama: The Autocratic
Suppression of Popular Debunking,” in Thought and Law in Qs and Han China: Studies
Presented to Anthony Hulsewe on the Occasion of His Eightivth Birthday, ed. Wilt [dema and
Erik Zurcher (Leiden: E. ], Brill, 1990), 181-207,

19. One more formal attribute seen in a majoricy of this larger group of twelve plays

is that when a reference to the emperor (sheng = ! or huang = =} occurs, the remainder
of the line remains blank and the reference is raised to above the margin of the next line of

thE Text,

20. In addition to Bowang shao tun Zhuge Liang appears in Pang lie i jun BESIE,

W ma po Cao 11 4, Nus zhan Guanping BT, and Taiping yan KP4 These four

lays are included in Jilie Wang, ed., Guben Yuan Ming zaju, vols. 17, 18, & 31 (Shanghai:
play it g 2] £

Hanfen lou, 1941). For a comparison 0f"Z]11.1gc's costume in the novel, in these plays and in

the Pinghua, sce Liangxino Tnn,”7,hugc Liang fushi lun kao," Shebui kexie yanjtu, 1994, no.
5 (1994): 93-97.

Zhuge Liang and Zhang Fei 85

21. In addition ta Bowang shao tun and the four plays listed in note 20, Zhang also

i = s 5 - nnr % i n !
appears in Xiangyang hui i . San zhan Lu By =1 F A7, Huanghe low 259548, Dandao pi
sikou SEJISFIURY, Danzhan Lu Bu YU A 47, and Shiliy yuan 1435, in Wang, Guben Yuan

Ming zaju vols. 4, 6,7, 16,and 17.

22. For example, in act 1 of the Ming manuscript of Bowang shao tun Liu Bei refers to
Zhang’s“hot-tempered quality” in the frst scene; in subsequent scenes Guan Yu and Liu fre-
quently admonish Zhang o “stop being so hot-tempered.” Zhuge also sings of how appro-
priare Zhang’s nickname of "rude Zhang Fei” seems.

. : : 3
‘ _23, For more on theatrical convenrions regarding costume and props, and their depic-
tion in New Year's prints, see Catherine Pagani’s discussion in the nexr chaprer.

24. Bowang shao tun, 1a, in Wang, Guben vol. 8,

25. See San zhan Lii Bu, 4b, in Wang, Guben Yuan Ming zaju, vol. 6; Dan zhan Lit Bu,
7b, in Gaben Yuan Ming zaju, vol, 16, and Shiliu yuar, 3a, in Wang, Guben Yuan Ming zaju,
val, 17, )

26. Besio, "Zhang Fei in Yuan Vernacular Literature,” 92, Thar Bowang shao tun is not
marked in this manner mighe reflect thar the Ming edition was a reworking of an earlier
edition thar was only partially assimilable into the Imperial agenda. The only other play chat
is labeled an "acchival edition” and does not have references to the Emperor raised within
the text is the play Huasghe low, which has been aetribured by modern scholars to the Yuan
playwright Zhu Kai.

27. Bowang shaotun 1a, Wang Guben Yuan Ming zaju, vol. 8.

28. In this detail the play rexcs follow the Yuan narrative Sanguozhi pinghua reproduced
in facsimile in Quanxiang pingbea wuzhong (Shanghai: Gudian wenxue, 1955). See page
417, where Zhuge clearly instructs his servant boy to rell Liu Bei that he is not at home.

29. Zheng, fiaoding Yuankan zaju sanshizhong 397.

30. Bawang shaotun, 2a, in Guben Yuan Ming zaju, vol. 8.

31 Zheng, Jiaoding Yuankan zaju sanshizhong, 400. The song is set to the tune of
“Houting Hua."

32. Thid.

33. 4a, Wang, Guben Yuan Ming zaju, vol. 8; see also Zhaoxin Zho, “Yuan Ming shi-

dai Sanguo gushi de duo zhong xingtai,” 325-27; he notes that a similar scene oceurs in act7
of the chuangi play Liv Xuande san g colu B T —

B and asserts thar the novel's ver-
sion of the third meering {(where Zhuge focuses on the righteousness of the cause) elevates
Zhuge's thinking,
34, thng,_ﬁamﬁug Yuankan zaju sanshizbong, 399; 3b, Guben, vol. 8,.
35. Zheng, Jiaoding Yuankan zaju sanshizhong, 401,
£

36. Bowang shaotin, 7a, Wang, Guben Yuan Ming zaju, vol. 8; this exchange sets a par-
tern that is repeated three more times, as Zhuge conveys his orders to Lin Feng, Mi Lan and
Mi Fang, and Guan Yu, respectively. In their final interchange Zhuge picks up the pace, and
underlines the repetitiveness by posing all three questions at once.

37. Yingde Guo, "Qian ran Yuan zaju Sanguo xi de yishu tezheng,” in Edirorial section
of fournal of Secial Scicnce Research and the Literature Insticure of the Sichuan Academy of



86 Kimberly Besio

Social Science, ed, Sungtm yanyi yanjiu ji, 136, also remarks upen the effectiveness of this
scene in establishing the characters of Zhang and Zhuge when he cites E}'}lﬁ mclcl.cn‘t :ls‘ an
example of repetition. He considers repetition one of four artistic means of characterization
used in Chinese drama.
e oo :
38, For more on this issue see Anne E. McLaren, Ming Audiences and Vernacular
' - g e "o s 57
Hermeneutics: The Uses of The Romance of the Three Kingdoms,” T'oung Pao 81 (1995)
51-80.
39. Zhaoxin Zhou ,"Yuan M ing shidai S;mguo gushi de duo zhong xingrai, ?>28»—329f
: . a ey H A " . H CETES 12_ 16 o
asserts that not only were the scenes in Bowang .s.f,n...otun 1m.o1}:m¢ta.d into ace,;n,s -
the chuangi Caolu fi, bur also the conflict berween Zhuge and Zhang was further pr:L:u ﬁ :
: 3 . (B epTTEE ¢
and deepened. This conflict was also represented in the Qing zhezi xi “Fu jing T |
(excerpted from the play Sanguo Ji Z[HEL); see the Qing collection Zhui baigin edited by
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The Theme of Three Kingdoms in
Chinese Popular Woodblock Prints

AT

CATHERINE PAGANT

Chen Shou’s (233-297) Chronicle of the Three Kingdoms (Sanguo zhi), the third-
century record of events involving the political and military conflicts between the
rival kingdoms of Wu, Shu, and Wei from AD 168 to 265, has maintained a strong
and enduring presence in Chinese culrure, inspiring one of China’s most influential
novels, the fourteenth-century Three Kingdoms (Sanguo zhi yanyi) by Luo Guan-
zhong (c. 1330-c. 1400) and providing a story line for countless regional operas,
So timeless is the Three Kingdoms story that it has found a place in both Chinese
traditional arts and the modern media of television and compurer ganmes.

Themes from Three Kingdoms were a popular subject for the mass-produced
woodblock-printed New Year pictures (nianbua) that were enjoyed by all [evels of
Chinese society. These colorful and dramatic images, which could communicate
to literare and nonliterate equally, were designed to entertain as well as educate:
their decorartiveness made them ideal household adornments during New Year fes-
tivities, while their wide range of subject matter familiarized the viewer with tra-
ditional tales and legends while reaffirming cultural values. While the design and
printing techniques reveal differences in the regional styles (and to some degree
the socioeconomic level of the purchaser), nianbua in general show a consistency
across Chinese culture rouching on themes that were immediately appealing to and
understood by the general population.

In this way, nianhua functioned much in the same way as another art form
designed to reach a broad audience: regional theater. Chinese theater combines

singing, music, and acting, and for this reason is often referred ro as ‘opera” in the
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West. The most sophisticated and highly regarded form of theater is Beijing opera
(jingju), performed by professionals, Elizabech Wichmann-Walzak discusses a con-
temporary jingju play on a topic related te Three Kingdoms in the next chaprer. In
addirion to fingfu, there are nearly two hundred ditferent regional operas chat retlect
local customs and local dialects and are performed by different ranks of troupes.!
However, while there are some variations in the areas of styles of singing and cos-
tume, all are part of a single art form, and overall are remarkably similar in the
social codes of behavior and cultural atritudes they express in their narracive con-
tent.” Theater performances provided the population with a visual and oral means
for cransmiteing historical informarion and culeural values,” and like the prines, did
not depend on the written word to convey its ideas (nignhua had the further advan-
tage of not being dependent on regional dialect).

This study examines the theme of the Three Kingdoms in the woodblock-
printed New Year prints of the late nineteenth and early twencieth centuries.
The many dramatic events found in the story offered ideal subject mareer for the
colorful and striking nianbua. As many of these prints employed theatrical con-
ventions of stage settings, costumes, and makeup in cheir design, this scudy will
also consider the influence that regional theater had as an important source for
nianbua imagery.

Exploring this dialogue between the visual arts (in this case nianhua) and the
performing arts (theater) offers one means of broadly understanding how ideas and
values were disseminated within traditional Chinese culture in late imperial China
and the importance of the theatrical versions of stories (as opposed to their liter-
ary counterparts) to the transmission of such ideas. Bur nianbua and cheater have
an even closer connection: nignhua functioned within the larger world of the per-
forming arts by reiterating the same themes thac were designed to encourage the
Confucdian moraﬁty central to Chinese culture. Moreover, an examination of the
connections between prints and plays brings to Iight the important role that nian-
hua can serve as non-verbal, visual evidence in providing a more complere under-
standing of regional theater, Here the Three Kingdoms story offers a link between
nianhua and theater: its underlying messages extolling themes of social values had
a broad appeal, while che story’s dramartic events made for theatrical pcrfo rmances
that captivated the senses and prints that delighted the eye.

Woodblock-printed New Year pictures likely first appeared in the twelfth cen-
tury, and by the late Ming dynasty (1368-1644), a number of important produc-
tion centers cmergcd, fueled by the growing desire for items to adorn the interiors
of homes. The most famous were those at Yangliuging in the western suburbs of
Tianjin in the north and in the area of Tachuawu in Suzhou in the south, both
of which were known for the fineness of their prints. Production ac these work-
shops reached its height in the Qing dynasty (1644-1911)." These prints showed
a scrong influence from classical Chinese painting and it has been said “their refine-
ment of composition, technique and colouring . . . makes them comparable to the

best Chinese genre paintings.” In fact, the classificacion of subjects in these prines
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followed that of painting.® Eighteenth- and nineteenth-century nianbua from Tao-
huawu and Yangliuging give testimony to the high quality of work that could be
achieved with carved wood, ink, color, and paper.

The improvements in woodblock-printing technology in the late Ming dynasty
gave way to decreased prices for nianhua, making them within reach of a larger pro-
portion of the population. The resulting increased demand for nianbua encouraged
the establishment of more print shops, both small family-run affairs as well as larger
village industries; by the mid-Qing dynasty, print shops could be found in rural
towns and villages throughour China.” Some regions developed repurations for the
quality of their work and would sell their nianbua to outlying markets. However, it
is important to note that the quality of the design and printing varied considerably
among manhua: the prints from Taohuawu, for example, that were influenced (and
in somne cases, also designed) by literati artists in the Jiangnan region were quire
distinct from those produced in a small family-run shop in a rural village, By the
late nineteenth century, nianhua had reached its widest audience. While lithogra-
phy nearly ended the craft in the main production centers, the low-level technology
of woodblock printing ensured its popularity in rural areas.?

Overall, nianhua themes may be grouped into four broad caregories: auspi-
cious messages, which include flowers, fruits, and other images that carry symbolic
meanings for good fortune; genre scenes of daily life, including festivities both pub-
lic and private, such as the annual dragon boat festival and wedding processions;
landscape scenes; and literary subjects, which take their imagery from folk tales,
legends, myths, and regional operas. This last category is of interest here, Prints on
literary themes represent a sizable proportion of New Year pictures.’

There are inherent limitations in working with nianhua. Although produced
in great numbers, particularly in the late nineteenth and early twentieth centuries,
nianhua were regarded as a disposable art form, and therefore only a fraction sur-
vives. Prints could serve both elite and nonelite equally and thus it is often difficult
to tell the intended audience for particular prints, Moreover, New Year pictures are
rarely dated and for most princs the location of production is unknown: there were
hundreds of print shops in operation from the mid-Qing onward, few prints carry
maker’s marks, and the prints were made from commonly found everyday materials
thar were not particular to any one area. In addition, prints were a highly portable
art form and could be circulated over a wide geographical area. Thus, although
these observarions are general owing to the absence of attributable, datable mate-
rial, they do demonstrate the historical significance of these prints, which far tran-
scends their artistic and decorative value.'”

The Three Kingdoms was an ideal theme for nianbua. The strong and lively nar-
rative combined with beloved and detested characters, both male and female, created
subjects that had immediate visual appeal. However, while the number of subjects
for nianhua was potentially limitless, in practice only a few episodes appear to have
been popular. A look at a representative sampling of prints produced three promi-
nent themes, here listed in order in which they occur in the novel: “The Capture and
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Liberation of Cao Cao”; “The Slopes of Changban”; and“The Betrothal (or Union)
of the Dragon and Phoenix” (i.e. Liu Bei and Lady Sun) /“Recurning to Ji ngzhouw.”
Less-common subjects in prints include "Giving Chengdu to Liu Bei,“ The Strategy

of the Empty Fortress,” and “Inspiring the Fighting Will of Huang Zhong""!

THEME ONE: THE CAPTURE AND LIBERATION OF CAO CAO

This episode highlights Cao Cao as a “paragon of wicked conduct™? and sum-
marizes popular opinion concerning Cao Cao’s character. Here the wily Cao Cao
flees after a failed (and at the time unsuspected) assassination atcempt on Dong
Zhuo, the chief minister, who himself has been described in the Sanguo as "arro-
gant beyond reason” and known for his misuse of power.”” The magistrate Chen
Gong, who imprisons Cao overnight, later caprures Cao. Tricked into thinking that
Cao is loyal and upright, Chen frees Cao, and the cwo travel to the home of Li
Boshe, Cao'’s “uncle”; a sworn-brocher of Cac’s father, After Lii leaves to get some
wine for dinner, Cao and Chen hear the sound of a knife being sharpened. Fearing
thac chey are about to be killed, chey instead arrack, murdering the entire house-
hold of eight men and women. It is then that they realize that che knife was meant
for the slaughter of a pig for the evening meal. Horrified, Chen says to Cao, "You
have made a huge mistake and we have slain honest folk” Leaving che house, the
two men encounter Lit recurning home and kill him as well. Cao Cao replies coldly,
“I would rather betray the world than ler the world betray me."'* Peri pessu Cao
Cao would harm others before others could harm him.' Chen realizes that he has
misread Cao’s character and thinks to himself, "I took him for a true man and left
all to follow him, but he is cruel as a wolf"”

The nianbua entitled “The Capture and Liberation of Cao (Zhuofang Cao)”
shows a typical representation of this incident and is simple in its composition (fig-
ure 1), Three figures stand before a table. On the left, in a yellow robe, is Lit Boshe,
holding in his hand a kettle while he receives his guests. On the right are Cao Cao
and Chen Gong, This particular print employs several cheacrical conventions in its
depiction of the characters: Cao and Chen, for example, hold in their hands a tas-
seled baron, indicaring that they have just arvived by horse. The use of such imagery
is discussed in greater depth below.

THEME TWOQ: “THE SLOPES OF CHANGBAN"

This tragic episode focuses on personal sacrifice, loyalry, and devotion to duty.
In a battle between the rival kingdoms of Wei and Shu, Cao Cao of Wei pursues
Liu Bei of Shu. In the intensity of the conflict, Zhao Yun, the famous general of
Shu, loses track of Lady Mi (Mi Furen), Liu Bei's wife, and her young son A Dou,
the heir to the kingdom of Shu, who were encrusted into Zhao's care. Risking his
life, Zhao searches for the missing family, declaring, “I will seek the lost ones in
heaven or hell, through good or evil, and if T find them noc 1 will die in che desere™®
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Eventually, Zhao locates the badly wounded Lady Mi near a half-dried well. Fear-
ing that Zhao would not be able to save both her son and herself, Lady Mi commits
suicide by throwing herself into the well, Included in the narrative is a poem prais-

ing Lady Mi's sacrifice:

The warrior relies upon the strength of his charger,

Afoot, how could he bear to safety his young prince?

Brave mother! who died to preserve the son of her husband’s line;
Heroine was she, bold and decisive!™

Zhao then covers her body so that it does not suffer further insult, Loosening his
armor, Zhao then straps A Dou to his body. On the road back to Lin Bei, Zhae
Yun is forced to fight (successfully) a number of adversaries: he “slew of Cao’s cap-
tains half a hundred, all men of renown. A Dou is delivered safely to his facher.
Interestingly, Liu Bei later chastised Zhao Yun for taking such extreme measures to
rescue the boy. Throwing the boy to the ground, Liu angrily said, " To preserve that
suckling I very nearly lost a grear caprain,™!

The incident, as depicted in the popular print shown in figure 2, is set within a
hilled landscape; its main characters engage in lively action as the kingdoms of Wei
and Shu are arrayed for battle. At the center of the picture are Liu Bei (left) and
Zhang Fei of Shu, At the right, deep in the hills and protected by a canopy, is Cao
Cao of Wei. At the bottom-left corner, Zhae Yun offers a hand ro the wounded
Lady Mi, who holds A Dou on her lap. The well appears in front of her. Behind
the trio is Zhang He in his pursuit of Zhao Yun. This scene is powerfully rendered
with a minimum of bright color.

THEME THREE: THE BETROTHAL (OR UNION) OF THE
DRAGON AND PHOENIX/RETURNING TO JINGZHOU

In a story of fidelity and devotion, Liu Bei marries the sister of his enemy, Sun
Quan, ruler of the Eastern Wu kingdom. The arranged marriage was an attempt by
the schemer Zhou Yu, Sun’s advisor, to lure Liu Bei away from Jingzhou and keep
him captive so that the city would eventually be handed over to his rival. At first
Liu was reluctant to consider marriage so soon afrer the deach of his wife, however
advantageous it could be to him. Liu eventually consents to the union and spends
the next year living with his wife’s famﬂy. At this time, Zhao Yun reminds Liu of his
obligations in Jingzhou, Liu is faced with a Confucian dilemma: he is torn between
his conﬂicting obligations to his kingdom and rto his wife, who decides to leave
willingly with her husband. The couple sneaks away. Angered by this move, Sun
Quan sends his generals Ding Feng, and Xu Sheng and their troops to prevent the
couple’s return to Jingzhou. Lady Sun (Sun Furen), remaining crue to her husband,
helps to extricate them from danger by confronting the soldiers. “Are you turned
traitors?” she says as she reprimands them. The soldiers decide against arguing wich

Figure 2. The Slopes of Chang Banpo
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Lady Sun, and eventually the couple, accompanied by their escort, Zhao Yun, is
allowed to pass the roadblock.

The woodblock print in figure 3 focuses on the marriage of Liu Bei and Lady
Sun, Inside the house Lady Sun wears her red wedding gown and is accompanied
by four female attendants carrying swords. Liu Bei was quite raken aback by the
weaponry found in the bridal apartments. He was rold by the housekeeper, "Do
not be frightened, O honorable one. My lady has always had a rtaste for warlike
things and her maids have all been taught fencing as a pastime.™ With that, the
actendants were ordered to remove their swords when they were at work, so nor to
discurb Liu Bei. Liu Bei stands outside the apartment, dressed in the robes of an
emperor, symbolizing his right to rule and fitting the description of him as having
“the air of an emperor and a look like the sun."*® The poem on the princ reads:

Sparkling swords now light the wedding chamber,
He whe is famous for his loyalty is wed.
The shadows of candles play on the scarler walls, the bridegroom is half-drunk,

Together they rejoice on the nuptial bed, seeing Jingzhou in cheir dreams.

In a second print on this theme, entitled Returning to Jingzhou (figure 4), the
couple is shown traveling through a landscape on their way to Jingzhou. A large
number of warriors are charging toward Liu Bei and his entourage (located in the
center of the print): Ding Feng and Xu Sheng are on the bottom left, and Zhou Yu,
Sun Quan’s advisor, is on the right. Lady Sun sits in a carriage protected by Zhao
Yun, his sword raised. At the upper left is Zhuge Liang (labeled here as Kong-
ming), and at the upper center is Zhang Fei, coming to the rescue. Small Chinese
characters on the print identify the other figures in the scene.

QA

Certainly, prints such as these were popular owing to their vivid colorin g and energetic
rendering of the stories. They also focused on themes such a loyalry and friendship
that resonated with the public and gloriﬁed traditional Confucian standards while
vilifying inappropriate behavior. Bur this may be said of much of the Three Kingdoms
tale. Whar distinguished these episodes in the novel from others in inspiring wood-
block-printed pictures? This question might be answered by looking at another issue:
how did the larger, nonliterate population become familiar wich chese rales? It appears
that the stories in Three Kingdoms were already brought into the public consciousness
through theatrical performances that focused on these chemes,

Three of the four Three Kingdoms prints previously discussed use theater con-
ventions, suggesting not only theater’s pervasiveness and popularity but also its role
in bringing certain parts of the Three Kingdoms story into the public conscious-
ness, Theater performances would also have provided the concext for an image that
would allow for a full understanding and enjoyment of a Three Kingdoms print.

T —

Figure 3. The Betrothal In che Eastern Kingdom
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Figure 7. The Slopes of Chang Banpo in the County of Dangyang
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two Wei generals, Zhang He (left) and Cao Hong (right), both with painted faces.
The placement of the characters in this scene is strongly suggestive of theater, All
face forward and are situated at different levels corresponding to their placement
on the stage. Their static poses lack the spontaneous energy characteriscic of the
same episode set within a landscape (figure 2).

The nianhua entitled Zhao Zilong [Zhao Yun) Single-handedly Saves His Mas-
ter (Figure 8) successfully combines the energy of the landscape print and theatri-
cal elements to produce a lively composition. In a manner similar to the Dangyang
County print, this fine print from Yangliuging also places Zhao Yun in the center
of the print and with a nearly identical pose: his raised right arm holds a sword
and his left a spear. A Dou is strapped to his chest, and rising from A Dou’s head
is a cloud with a dragon. Five warriors artack Zhao Yun, and two have painted-face
makeup. In neither print do we find the unfortunare Lady Mi and the well, as the
focus instead is on Zhao Yun, his bravery, and, above all, his single-minded loyalty
to his ruler and to the heir to the throne.

However, not all of the identifications of the characters in the prints are
straightforward. Returning to the nianhua The Capture and Liberation of Cao
Cao (figure 1), the identification of the rwo figures in dark robes, Cao Cao and
Chen Gong, remains tentative, The first tigure, in the middle of the print, wears
pale face makeup, a two-tiered cap, and a long dark-blue robe. This is quite possibly
Cao Cao. Arlington, in his documentation of opera in Beijing in the early twenti-
eth century, describes a particular headpiece, known as a xiang diao gran, worn by
actors in the role of the “infamous traitor” Cao Cao, that resembles the hat shown
here.*® The blue robe suggests a dishonest statesman, again in keeping with the
identification of the figure as Cao Cao.?' However, Arlington also notes that Cae
Cao is usually shown with a painted face in styles that can vary considerably. One
type is pale white with dark makeup around the eyes and thin eyebrows: “the white
face of evil and treacherous men."? This style of face painting appears to coincide
with the figure tentarively identified as Chen Gong by his green robe, an indicator
of a statesman who has earned military honors.”?

Even in prints where the characters are identified by name, the face painting
and the robes can show wide variations. While it is possible that chese variations
are arbitrary or resulr from artistic license, it is equally likely that they are indica-
tive of regional and temporal variations in theatrical productions. In this way, these
prints serve anocher funcrion beyond their value to entertain and educate: they are
rangible representations of pecformances where little or no traditional documenta-
tion (and here I am referring to the written word) exists. Reflecting popular taste,
these nianhua are valuable picces of evidence in cheir own right, and can shed fur-
ther light on our understanding of Chinese theater.

Theater in China had a wide appeal, owing to what Barbara Ward has called the
“totality” of the experience provided,* which could resonate on several levels within
each viewer while at the same time touching all social strata that comprised the
audience. The use of familiar symbolism added layers of meaning to a performance



Figure 8. Zhao Zilong Singlehandedly Saves His Young Master
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so that the audience would not only be entertained but also be presented with moral
ideals. As Lin Yutang wrote of his own experiences: “[BJesides popularizing history
and music among the people, [theater] has an equally important cultural funcrion
in providing the people with all their moral notions of good and evil. Practically
all the standardized Chinese notions of loyal ministers and filial sons and brave
warriors and faithful wives and chaste maidens and intriguing maid-servants are
reflected in the current Chinese plays. Represented in the form of stories with
human characters, whom they hate or love as the case may be, they sink deep into
their moral consciousness.”

Thus, while theater performances presented well-known historical, legendary,
and fictional tales, they simultaneously reinforced Confucian conceptions of moral
goodness and moral badness central to Chinese culture, These dramas had a strong
effect, for as Ward writes,“[B]y presenting these values on the stage, represented in
human form by characters with whom the audiences could identify or from whom
they dissociated themselves, the operas almost certainly achieved an impact greater
than that of either the spoken or the written word.™

In both its literary and theatrical forms, Three Kingdoms highlights human
social values such as righteousness, friendship, loyalty, brotherhood, generosity,
and self-sacrifice, and denounces craftiness and cunning, narrow-mindedness, and
disloyalty. For the mass population, in particular those attending a theatrical per-
formance, this rather simplified reading of a complex tale would have been all that
was needed: the audience was not interested in penetrating intellectual engagement
in order to enjoy the story.”” In the popular imagination, Three Kingdoms charac-
ters became the personification of human virtues and vices; for example, Zhuge
Liang embodied wisdom and resourcefulness; Liu Bei, generosity and kindhearted-
ness; Guan Yu, loyalty; Zhou Yu, narrow-mindedness; and Cao Cao, wiliness and
cunning.® Presented in the theater, these characteristics were further highlighted
through costume and makeup.

The Three Kingdoms prints examined here are products of an interest in
theater, emphasizing its importance in Chinese culture and reveal a strong link
between two different art forms that reached broadly across social strata. Nianhua
reinforced ideas presented in theater on the historical past (whether actual or fie-
tionalized), the values of society, and the distinctions between proper and improper
conduct. And like theater, woodblock prints contributed to the cultural climate of
town and village life. Nignhua and theater thus were not independent art forms
but functioned together, presenting the same tales and promoting the same culcural
ideals. This connection is particularly evident in prints depicting scenes based on
The Romance of the Three Kingdoms, a popular subject for both theater and nian-
hua. The story, with its intense human drama and theme of moral retribution, con-
tained all the elements necessary for broad appeal.

But with all the complexities of the tale and the endless variety of themes for
prints, only a few scenes appeared in nianhua. One possible explanation for this lies

in a closer examination of the theater-nianbua connection. The majority of extant
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prints studied here employed theater conventions, such a makeup and costuming,
symbolic attributes, and dramaric poses in the depiction of cheir subjects. These
nianhua were designed to capture a single moment on the stage. Research shows that
these prints do correspond to known plays based on the Three Kingdoms theme, Liu
Bei's marriage was depicted in the Yuan zaju Duel of Wits Across the River (Ge jiang
dou zhi).» The play The Pavilion of the Yellow Crane, another drama from the Yuan-
Ming period, is also depicted in nianhua {figure 91." This scene takes place after Cao
Cao was defeated ar Red Cliff. Zhou Yu invites Liu Bei to a feast in che pavilion of
the Yellow Crane, where he plans on killing Liu. The scene is depicted in cheatrical
fashion with Zhou Yu in the center with the advisor Lu Su to the left. On the right
are Liu Bei, in the robes of an emperor, and Zhao Yun, his ﬂags indicating his rank of
general. A second example involves the play, The Strategy of the Empty Fortress, which
was still being performed into the twentieth century"! A woodblock print shows
Zhuge Liang’s defense of the town and fortress of Xicheng (figure 10), Hearing of an
artack by the army of Wei and knowing that his own troops are limited, he devises
a strategy. The gates of the fortress are left open and Zhuge Liang sics on the watch-
tower and plays the gin. The enemy decides that this must be an ambush and leaves
the town. Zhuge Liang is depicted here atop the fortress, playing the gin, Three war-
riors from the kingdom of Wei approach on horseback. It is expected chat further
research along these lines will reveal that popular themes in nianhua, such as “The
Capture and Liberation of Cac Cao” and “The Slopes of Changban,” were connecred
to popular plays performed in the late Qing period.

Whether made in rural or urban centers, nianhua were a commercial enterprise,
and their production must have been fueled in some way by public demand. Con-
sumers may have wished to acquire prints of favorite or current theatrical produc-
tions. It stands to reason that the prevalence of theater-inspired scenes is tangible
evidence of the popularity of the theater in general and of certain Three Kingdoms
plays in particular. Further examination of the production and provenance of the
prints may also reveal regional preferences or changes over time in popular demand
for certain stories, thereby providing additional insight into the history of Chinese
pepular theater,

But prints and theater may have shared yet another connection. In addition
to serving as a souvenir of a performance or story for the general audience, nian-
hua may have acted as a different kind of visual record for those whose interest in
theater ran deeper. The nianbua The Capture and Liberation of Cao Cao, produced
in the Dailianzeng workshop in Yangliuging (figure 1), contains handwrirten anne-
tations concerning the spccific costuming of each character, mcntioning the type
and color of robes and headwear as well as any accessories held in the hand. Other
prints show similar marginalia*?

These issues bring to mind several questions worthy of investigarion: Was
there a direct correlation between theatergoers and purchasers of theater-inspired
nianhua? Did the depictions found in wianhua correspond to regional perfor-

mances? Did the depictions remain relatively constant over time and geographical

Figure 9. The Pavilion of the Yellow Crane



Figure 10. The Strategy of the Empry Fortress
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arca? How do the Three Kingdoms prints compare with nianbua depicting other
theatrical themes? To what degree was the production of the prints determined by
local theater? And whar were the sources for nianhua imagery? Did artists view the
performances firsthand? These are not simple questions to answer, largely owing
to a lack of extant material culture as well as absence of information on the prov-
enance, date, patronage, and use of the prints. However, these prints are valuable
visual documents, and the examination of a wider sampling can shed light on the
interplay between theater and nianbua and the dissemination of ideas across Chi-
nese culture. More than appealing pictures associated with New Year celebrations
that depict Confucian exemplars of loyalty and paragons of wickedness, Three
Kingdoms nianhua ave dramatic and colorful representations of popular taste in tra-
ditional China.
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Three Kingdoms at the
Dawn of the Twenty-First Century

The Shanghai Jingju Company’s Cao Cao and Yang Xiu

AT

Er1zapeTH WICHMANN-WALCZAK

Theatrical versions of Three Kingdoms events are among the most vivid and perva-
sive in popular Chinese culture. Arguably, even roday Three Kingdoms characrers
are "perhaps better known through stage-performances than by actual reading”
The Shanghai fingju Company’s Cao Cao and Yang Xiu, originally mounted in
1988 and significantly revised and restaged in 1995, is one of the most recent of
these theatrical versions.” It is also one of the most successful. I believe that Cao
Cao and Yang Xiu is one of the finest pieces of theater created in the twentieth
century anywhere in the world, and that it is certainly one of the finest jingju in
existence today. Others agree with me. In 1988, it was named an Outstanding New
Jingju Play (Youxiu jingju xin jumu) at the Ministry of Culture’s (national) Festival
of New Jingju Plays; in 1989 it received the National Xigu Institute Award; and in
1995, Cao Cao and Yang Xiu was awarded the grand prize at the National Festival
of Jingju Art, in essence recognizing it as the finest jingju created since the Culrural
Revolution. At the symposium held by the Chinese Theater Artists Association
in celebration of that recognition, scholars and artists praised the preduction as
“simultaneously providing a window into history and a clear image of contempo-
rary problems,” and as the finest play ever ereated about Cao Cao.* And Cao Cao
and Yang Xiu's audience reception marches this extraordinary critical acclaim—it
continues to fill houses whenever it is performed. The success of this play and
its production at the Shanghai Jingjs Company throw intriguing light on twenty-
first-century theatrical possibilities for both Three Kingdoms material and the
Jinggu theatrical form,
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Cao Cao and Yang Xiu is based on characters and incidents in chapter 72 of
the Mao Zonggang edition of Luo Guanzhong's novel Three Kingdoms (Sanguozhi

} In the latter part of that chapter, Cao is camped at Xiegu, unable to

tongsu yanyi.
assword while gaz-

advance and unwilling to recreat. Asked to provide the night's p
ing into a bowl of chicken soup and considering this untenable military situation,
Cao says “chicken tendons (jilei).” When Yang learns of this password, he interprets
it as meaning that Cao has decided to retreat—as he explains to Xiahou Dun, it
is a shame to waste chicken tendons, but they are rasteless; hence, there being no
aining the present situation, it is best to retreat. Yang and Xia-

advantage to maint
hat he wanes to avoid rush and confu-

hou ready their men to do so, Yang saying ¢
When this preparation for retreat comes to Cao’s arcention, he is furious

sion later,
ale of the soldiers. The novelist then

and has Yang beheaded for destroying the mor:
an officer whose intellectual brilliance is both useful and

explains that Yang Xiu is
off unnecessarily

threatening to Cao Cao, and that Yang himself is inclined to show
and inappropriately. Yang has easily been able to divine the meaning of riddles Cao
has created involving the composicion of written-characters, Yang has provided
intellectual assistance to one of Cao's sons while appearing to plot against the other.
And Yang has let Cao know that Cao can keep no secrets from him—that while
e Cao was truly asleep when he killed an arcendant who placed

others may believ
Yang knows that in fact Cao was awake and acted intentionally.

a cover over him,
Cao has therefore been looking for the right opportunity to get rid of Yang, and
ves this purpose for him. In the end,

Yang's apparent prognostication of retreat ser
incidents in the

however, Cao is wounded and finally does retreat. Two other minor
not actually connected with the story of Yang Xiu, are fearured in the play

chaprer,
f war to which Zhuge Liang replies

1¢ well: Cao Cao sends a written declaration o
that they will fight the next day, and Zhang Fei and Wei Yan are sent along two dif-

ferent routes to cuc off Cao’s supplies.

This simple story, taking about as much space in the novel itself as it has just
done in this essay, is brought alive for contemporary audiences in the jingju Cao Cao
and Yang Xiu, in a way that boch provokes deep thought and provides intense aes-

While the basic plot is the same, significant alrerations and addi-

thetic enjoyment,
Cao is actively

tions have been made. A central premise of the jingju is that Cao
searching for worthy men of abilicy to serve his cause, and has intentionally soughe
out Yang Xiu, who at his own request is put in charge of providing provisions and
armies, Yang is very successful, and wichin half a year merchants
f Xiongnu, Western Shu, and Dongwu bring horses and
hom Cae dis-

horses for Caos
from the enemy areas o
grain to the capital ro sell to him. Kong Wendai, a younger officer w
crusts because he has killed Kong’s father, has craveled to those areas and done the
groundwork for Yang. Hearing that Kong has just recurned from enemy territory,
earning the reason for his travel, Cao kills him as a craitor and is abour
hen the merchants arrive and he realizes his ervor. Yang is devastated
Kmlg

and without |
to kill Yang w
har Kong is dead, and does not believe Cads explanation—that

to learn ¢
d to him lace at nighe, and Cao killed him unintentionally in his

rel 'lll'l]l.'d illltl I'L'PUI‘U.'
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sleep. Cao claims that this “night-dream killing disease” is an old illness of his, C
tl-mn arranges’ a great memorial for Kong, and spends the night alone in the m;‘n Y
g{l h'llfl C:-L‘O‘s favorite concubine enters the hall and covers him with a cloak.‘:r?ci
d:obrs Lclrrrrfled to le:frn thar she has done so at Yang’s suggestion. Aware that ‘\;ang
ubts ‘“P zmq convinced that he must make Yang accept the fiction of the “nigh
dl’t::Ef.In killing disease” in order to continue with his policy of seeking worth . - ]:‘
ability, Cao persuades his concubine to kill herself, tells the court rh'[gt he k'll} :{;en :
Fhe t[?roes of his illness, and then weds Yang to their daughter. I—io;vev IYC e
infuriates Cao again by insisting chat they should retreat From. Xiegu czlllihuartgLS'oon
resPond_s. to C:_‘O’s written declaration of war with a series of ridd%ea; invoIgL' m;lg
c}(jml?c{);x]tiog (;—t written characters, and Yang compounds his offense by in re:;:frirr:;
the riddles e'm‘e. Cao does, and allowing Cao to pay the agreed-upen forf;eir ~ao
i;r%vz; Q;fl‘femigsmh_orsfc bo}:m a c[es%)emte iirclumambulation of the E’lmp in the snfoz\t;.
. ang hears that Cao has chosen “chicken tendons” as the password for ¢l
night, Iluz prepares for retreat and sends men to counter an expected att ;
off the‘n‘ supply lines. Cao learns of this and has Yang arrested ana br em}ft . C}ur
exccution ground; then news comes thar Zhuge Liaﬁg has tried ro cu‘iutier 'w ; lw
lines but has been foiled by Yang’s preparations. Just as Cao is consideri ?up'p .
:‘agg‘f off ogce mﬁ(fc,l the assembled generals jeintly urge that he be rcpri:vgedﬂg::f
nd Yang then talk alone, but have reached no a the are .
by news that Zhuge Liang's armies are :Lpproachgi;lege??:;; ::e";oi‘:: :l(r:e LI]lIEITllpted
and C:m responds by ordering him beheaded. o ot
1}10:1gh lirerally scores of artists and experts were involved in the creati
of Cn?o Cao and Yang Xiu, three artists stand our as absolutely key. 'I"h?(:dfu‘)?
cre‘zlrron process involved its own “three kin gdoms”: that of Yaxian Cl}{en th mitm
wright, Ke Ma the director, and Changrong Shang the creator and crfo:;p ayf:
the‘ character Cao Cao. Together they reworked and gave life to the sp il
written by Chen? e
o Creating a new Three Kingdoms play is a formidable task— che extreme famil
1a1‘1t"y of the major characters makes reinterpretation a risky business in t:r an-'u F
aud1er_1'cc acceptance. To quote one of the first major translators of Three ?éb 3
doms;mg}u plays into English, most plays have “religiously adhered to th . mg
of Lo Kll.lan-chung's [Luo Guanzhong’s] great naovel . . . the wit of K s
I[Kongn;)mg] confounds Chou Yu [Zhou Yu]; Chao Tzu-lung [thc:lr;',g;I?;;?
is. .. brave . . . i a3 i imi ‘
(Zhang Fei] . . . rcr:;;blt);;i?l}ll"lieim r tfrmd e Pcr'Plexed, o
ens.” For Cao Cao and Yang Xix, it is ::lt;;:rle-'l Stljcm::fis Commt‘c}nt e it
greatest challenge in these t;rms—:he t‘r'ldit}i 1 Camcmr 0 ik - i
“sly, tough, crucf wanton, cold-blooded L:mc::lna 1 . (‘:ao S
. : fu . » unscrupulous, ruthless, pompous, senten-
tious, cfnd s_cntlmcnral .. .heis an unmitigated villain. Yer his rascality appeals
lto the 111‘1:1gm;1ri0n Ce (and] this is mainly due to the art which Chinc}s; I:ffolri
;l?:tl.]l‘n_f“‘h.{?&j-,urn_ hrm m}- gc1w.1';|ti011.t1, _polishing the role, from facial make-up r(;
st trivial tricks of speech, until it attained the acme of perfected villainy."®
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Previous attempts to create a new Cao Cao have not been particularly success-

ful—for instance, Changrong Shang characterizes Guo Moruo’s Cao as “too good

to be believable—he’s not really Cae Cao at all™”

Chen, Ma, and Shang set out to create "real men” for cheir producrion,”nor the
traditional historical images, but three-dimensional characters” with complex inter-
nal lines of thought and consistent character development® Ma's detailed work
with Chen in revising the script provided the basis for this approach to character:
“The original script had an excellent skeleron of ideas, but the lines of each charac-
ter's development were unclear—what was said first, second, etc. didnt work well
for the characters.” As part of their work on character development, Ma and Shang
used improvisation extensively in early rehearsals, and Shang spent a great deal of

ritings, especially his poetry. Shang believes strongly

time reading Cao's original w
char “to create a three-dimensional character, you must capture the real, internal

feeling of the time and place, and must use both internal and external skill (neigong
be waigong)."" Shang prefers to begin with the incernal aspects, and likes the buaju
(“spoken drama,” a form descended from Western-style realism as imported into
China in the eatly twentieth century) method of writing one’s own biography of the
character one is creating. After extensive internal work on Cao Cao, Shang moved
on to the next major phase for a hualian (painted-face role) actor—he “changed his
face” by designing a new lianpu (face design) for Cao.'" As the costume designer for
the 1995 version of the production described it,"Shang Changrong insisted that he
goulian {draw a face) for Cao Cao—asa bualian actor, one of his specialties (tedian)
is goulian. But he created a new face. He changed the base color, adding yellow and
red to the [traditionally matte] white, making it more like fesh; he used the tradi-
tional [narrow triangular] eyes but made them somewhat larger and more open;
and he greatly enlarged the traditional red patch (indicating masculine courage]
on the forehead”? The resultant appearance keeps him completely recognizable as
the conventional image—the effect is very much like

Cao Cao, and yet transcends
that is one of the

“seeing inside” the craditional face to the real man. And indeed,
major effects of Shang’s toral performance.”

Work was similarly detailed on the other characters and aspects of the script.
Ma felt that the character of Yang Xiu as originally written by Chen "was too vircu-
14 For instance, Yang originally sent Cao’s favorite

ous—a bit naive, a bic formulaic”
y out of a desire

concubine into the memotrial hall to cover him with a cloak simpl
ta comfort Cao; in che final version, Yang is intentionally testing the veracity of
a “night-dream killing disease,” making both his own and Cao Cao’s

Cao’s claim to
remarically related. Ma reasoned that

motivation considerably more complex and tl
if the characters were equally real, audience members would be able to identify with

well, And this was a major goal of the production. Even the currain
anned, with chis goal and its themacic implications in mind.
ap with the audience, Ma wanred a curtain

them equally
call was carefully pl
Rather than simply having the actors cl
call that would allow the audience further, intimate contact with the characters in

a1 more L'U['Ill.'[]l}\l.)[':]'l'}" context. Sh:il]‘\_“ bt‘“(_‘\«"t‘t{ []l'.ll' L'LHH(‘]H"U[‘J]I'),-' PO}‘LI]'.'II‘ 11![1.‘iit'
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musical marerials from outside the jingju form to jingju vocal music. In Cac Cao
and Yang Xiu, such adaptation occurs at the initial introduction of one of the major
characters: Cao’s favorite concubine, Qian Niang, She first appears singing a short,
extremely lyrical passage, expressing her anxiety for him-—although Yang Xiu has
been working for half a year, no provisions or battle horses have yet reached the
capital, and Cao is extremely concerned. As the composer Yiming Gao explains,
the passage is composed in a qupai, ot preexisting melodic form from the classi-
cal kunqu theater.”” The qupai is "Hu Jia Shi Ba Pai (foreign reed-whistle eighteen
beat)” and is very close to the thematic source material for the armospheric music
and the play as a whole. However, Gao has also used "a little Shanghai popular
music of the 1930s and 1940s,” especially in the second line of the third coupler, for
the phrase“Mengde yan gai (Mengde's color changes).” The composition is designed
to present Cao's favorire concubine as a special and arcracrive woman, revealing her
as a refined, dignified, and warmhearced character while musically establishing the
connection between Qian Niang and the main plotline and themes of the play.
The adaptation of musical materials from three different sources ourside
jingju is used to portray the three merchants from enemy territories. The mer-
chants are presented as comic characters, and are placed in circumstances thart are
clearly related to late cwentieth- and early twenty -first century economic develop-
ments, adding to the humor of the scene. In the action preceding this short musi-
cal passage, Yang Xiu proves an expert if not very truthful bargainer, explaining to
the merchans that although prices for their goods were high six months ago when
Kong Wendai urged them to bring grain and bactle horses to the Han capital for
sale, major changes in the market have now “unfortunately” reduced those prices to
a fraction of whar they once were. The merchants then express their frustrations
in song, based on musical sources from Sichuan for the rice merchant from West-
ern Shu (termed chuandiao by the composer, Gao), from the pinghua and tanci
ballad (quyi) forms of Jiangsu—especially Suzhou—for the rice merchant frem
Dongwu (termed pingtandiao by Gao), and from Mongolia for the Xiongnu horse
merchant (termed xibeidiao or mengguger by Gao)."* The passage generally “brings
down the house” with laughter, as the audience simultaneously delights in seeing
the chree uniquely distince “outlanders” bested by the clever Yang Xiu, and sympa-
thizes with the plight of the merchants as portrayed by three very appealing chou
(comic male) actors.

Such examples not withstanding, most of the striking vocal music in Cae Cao
and Yang Xiu is firmly grounded in traditional jingfu musical vocabulary and tech-
niques, innovatively and expressively applied. One exemplary passage begins after
Cao Cao's favorite concubine has rold him that it was Yang Xiu who sent her to
cover him as he slept, and builds to the moment when Qian Niang takes Cao’s
sword and cuts her own throat. The passage is sung entirely in erhuang mode. Tra-
ditionally, Cao Cao ravely if ever sings in erbuang—as Changrong Shang explains,
having him do so here creates a substantially deeper and more thoughtful char-

acter.”” The full aria builds in traditional fashion, from mid-range metrical types
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(Imﬂsbi') thar are slower and more concrolled, to increasingly faster 1 ,
and ultimately to the fastest, with breaks in the building rif}:}ter ei;:u{jscst;cllc:la :{})Eei’
metrical types such as shaking meter (yaoban) and broad meter (kuanban), imi-
cating exterior calm and interior tension, and through the free-metered “stoppin
of the heart” of dispersed meter (sanban), expressive of overwhelming emotionF%
F}ut some of the metrical types used in this progression are far from standard. For
instance, Cao initially expresses his realization of Yang’s intent, and his grief at what
he [3f{lieves this must mean for his beloved concubine, in a passage of handiae, This
metrical type was originally sung only by performers of female roles (dan), and was
adapted for the hualian role for Shengrong Qiu's work in the classic Orphan of the
House of Zhao (Zhao shi gu er)—it facilitates exceptionally lyrical emotion ex};m.:s-
sion, especially for the hualian performer.® And in this pa;.sage, sparing but highl
effective adaptation is made of musical marerials from outside the jingju fom% a).;
well. Most striking is the use of harmony, which occurs briefly bue very movin’gly
toward the end of the passage, in a sung kutou (section of sftyh'zed weeping) in
which Cao and Qian Niang cry out to one another in their grief.

Cao Cao and Yang Xiu was created with a particular audience in mind. Since
the mid-1980s, the Shanghai fingju Company has been creating new plays for
ar least three specific, targeted groups of people: school-age audiences, popular
urban audiences, and intellectual urban audiences.? Cao Cao and Ya;xg Xiu is
intended for urban intellecruals. A substantial proportion of urban intellectuals
are considerably more familiar with Western music and the music of film and tele-
vision than they are with the musical language of jingju. The strongly orchestral
atmospheric music and the contemporary musical source marerial work alengside
with and function almost as a musical “translarion” of the traditional jingju musical
Voc?abulary and tcchniques of the producriom A major aim of the production is tO
E;;li;: ;}iﬁi:’i‘ﬂéltlon for the traditional music and larger, long-term audiences for

) The highly philosophical and daringly political themes of Cao Cao and Yang
Xiu are also crafted with urban intellectual audiences in mind. The direcror, Ke
Ma, believes thar for this audience, and for the furure of jingju as a who[e,ji’ngju
must become a theater of thought and ideas, in which individual character and
the human condition are explored and expressed. From the first time that he read
Yaxian Chen'’s script, Ma believed that it could be the catalyse for a new, “thinking”
Jingju.” Certainly Cao Cao and Yang Xiu has provoked considerable thought con-
cerning its themes and import, Changrong Shang has said that the cencral theme
of Cao Cao and Yang Xiu is "perperual human conflict (ren de yongheng maodun),”
and eritics have stressed messages such as: “[O]ne who cannotJ transcend self :m:i
the concerns of self is doomed ro tragedy”? In directing the play, Ma’s stated aim
was to show both sides of Cao and Yang, and the reasons for t}rn: failure of their
cooperation. He sees that failure as the embodiment of what he terms “the princi-
pal Chinese weakness—one Chinese alone is great, but two will argue and destroy

cach other,” and believes that Cao Cao and Yang Xiu is the finest expression of
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this problematic dynamic since Lu Xun's Truc Story of Ab Q (Ah Q zheng zhuan).”
Some of these ideas are in fact shared with the audience dircctl}-’, via the printed
programs distributed by the Shanghali Jingju Company at performances of Cao
Cao and Yang Xiu: thcy explain that “the twofold moral character of Cao and Yang,
at once lofty and petty, makes them ultimately incapable of working together for
the common good.”*

As Moss Roberts describes in the afterword co his mascerful translation of
Three Kingdoms, during the 1980s Chinese scholars attempred to identify a single
main theme in that novel.¥ Of those thart he liscs, two seem most related to Cae Cao
and Yang Xiu. “The cruelties and injustices of feudal (i.e., dynastic) government”
certainly are echoed in the play. And“the theme of ideal liege finding ideal minister,
their rise to power, and their ragic end” is confronted, and humanized—in Cao
Cao and Yang Xiu, there are no ideal rulers or miniscers, only brilliane bur flawed
seckers of power, and power does indeed bring tragedy. The concepts of virtue (de)
and the Mandate of Heaven (Tianming), however, probably bring the greatest illu-
mination to the themaric imporr of Cae Cao and Ymrg Xiu, Spe;lking of Liu Bei,
Roberts states these concepts and their relationship very succinctly: “Xuande has
his own leadership qualities: his natural charisma or magnetism, called de in Chi-
nese and translated 'virtue! The force of his persona atrraces and holds the allegiance
of his associates, his armies, and the populations he governs. He wins men’s hearts.
Xuande's virtue is the higher reason why he deserves to rule, . . . The Mandate of
Heaven finds’ a man of virtue who establishes a new dynasty” Cao Cao has been
seeking worthy (xian) men, a status related ro virtue, and has chosen Yang Xiu to
serve him because of Yang's ability, But Yang's growing popularity with Cao'’s gener-
als and soldiers becomes increasingly worriseme to Cao. And when Cao’s generals
all plead with Cao on the execution ground to spare Yang and each offers to serve as
his guarantor, they in fact seal his fate. As Cao, "greatly startled,” sings:

Nor- ma-lly praise for Cao end-le- ssly tlows,
Ping ri i yi pian song yang dui Cao imou,
Nowit seemsall rea- lly goesco Yang Xiu!

Que ysanlai  zhong wang suo gui  shi Yamg Xiut?

he may fear the

Cao may fear more than a simple attempt to usurp his power
arrival of the far greater power of the Mandate of Heaven, drawn to Y:mg Xiu
byYang's worth and virtue as shown in the allegiance he receives from the generals.
Viewed in this light, the relationship between Cao Cao and his brilliane miniscer
Yang Xiu can be seen as paralleling those berween rulers and cheir ministers at
times of national crisis throughout Chinese history—including the one berween
Mao Zedong and Peng Dehuai just before the Great Leap Forward, and, although
the play was written just before the events occurred, che relationship berween Deng
Xiaoping and Zhao Ziyang in the late spring of 1989, Commenting upon the pres-

ent tiu'ough reference to the past is a long-standing teadicion in Chinese theater.
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Bur in this case, the play in fact resonates with the plight of strong leaders and
strong ministers throughout time and the world.

The themes of Cao Cao and Yang Xiu are further clarified for the audience
thr‘ough the use of theatrical devices chat also greatly increase the entertainment
value of the production. Chief among these is the character “Seeker of Worthy
Men,” who functions in many ways like a Brechtian narrator, conversing directly
with the audience. The Seeker opens and closes the play, as well as most scenes
within it. He first appears beating a gong and announcing that Cao Cao is seeking
\VDI’thY men Who \’Vish o PLI]‘.‘;UQ gl‘(‘.‘-}lt Cﬂreerﬁ—'he expr(’-SSCS the :]pparerltly Sinc@re
belief that the only reason Cao was defeated recently at Red CLiff was that he lacked
a Zhou Yu or a Zhuge Liang. Later, after Cao kills Kong, the Seeker’s call for wor-
thy men takes on a darker cast. And since Cao killed Kong without investigaring
the reasons for his travels to enemy territory, when the Secker then lauds Cao for
having the wisdom of Judge Bao—for clearly investigating every detail, rewarding
good and punishing evil, and transcending Yao and Shun—the irony fairly drips,
At other times, though, the Secker seems to sympathize with Cao, For instance,
when Cao weeps and strikes his head abjectly after confessing to Yang that he has
killed Kong, and seems to be putting himself in Yang's hands, the Seeker expresses
the belief that Cao indeed secks worthy men with a true heart. Similarly, after Yang
Xiu has bested Cao at solving Zhuge Liang’s riddle, has allowed Cao to serve as his
horse bo)-', and has again urgcd Cao to retreat from Xiegu, the Seeker opines that
“Yang Xiu chis fellow, is really a pain (taoyan)—do people with great ability have
to be such great pains?” He then pauses, however, and continues in a different vein:
“But let me take that back—if there weren't pains like this, that would really be a
pain!” Through humor and empathy, the Secker leads the audience to genuinely
look at the conflict between Yang and Cao from both sides. And the perpetual,
reoccurring nature of their conflice is underscored by the development of the Seek-
ers character in the course of the play. While only a few years is encompassed by
the action of the plot, the Secker ages dramatically. Initially a beardless young man
with jet black hair, he appears ar the end of the play as a white-bearded old man
with shaky legs, calling once again for worthy men who wish to pursue great careers
and help Cao avoid defeats like the most recent one ar Xiegu.

Entertainment value is without a doubt an important facet of Cao Cao and
Yang Xiy. Traditionally, the four performance skills of jingju are placed in the fol-
lowing, descending order: song, speech, acting, dance/martial arts. But as Chan-
grong Shang put it, “[I]n this play, the order of importance is acting, speech, song,
dance/martial arts”™ He Shu, who created the role of Yang Xiu for the 1995 pro-
duction, put it a different way; in his view, [ T The time of just listening to theater
(ting xi) is over—audiences now also want to see, and what they see must look good
(bao kan), must fearure acting (biaoyan weizhu)*! The final scene of the play, in
which Cao Cao invires Yang Xiu to have a heart-to-heart talk (tan xin), exemplifies
this emphasis on acting and speech. Alone together at the rop of a flight of stone

stairs, silhouerred against the same gh)‘.ving full moon thar oversaw their inirial
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meeting, Cao and Yang reveal to one another the depth of their mutual admira-
tion, and the extent of their intractable natures, Their short, emotion-laden, paral-
lel colloquial phrases build to rich, shared laughter—which then breaks down into
simultaneous, forlorn sobs. Although not a word is sung, profound emotions are
expressed—and it looks very, very good.

Through the story of Cao Cao and Yang Xiu’s ultimate inability to work
together for the common good, this jingju speaks poignanty to a much broader
spectrum of the human condition. A rragcdy of failure in po]itic;ll cooperation, its
creation is actually a triumph in artistic cooperation. Cao Cao and Yang Xiu departs
in intriguing and meaningful ways from traditional theatrical images of Three King-
doms characters and events. It is quite possibly closer to much older literary and his-
torical views of those characters and their actions, and is very clearly much closer to
twenty-first-century audiences, as well. Chen, Ma, Shang, and their colleagues have

given a priceless gif't to audiences in China, and indeed throughout the world.

NOTES

1. Brewite-Taylor, quoted in L. C. Arlingron and Harold Actan, Famous Chinese Plays
(New York: Russell and Russell, 1937}, 353,

2. In 1988, I was extremely privileged to observe a portion of the original rehearsal
process for the Shanghai fingjv Company’s Cao Cuo wird Yang Xiu, and ro atrend the pre-
miere, Since then I have observed the entire rehearsal process for the 1995 revised restag-
ing of the play, and have attended over three dozen performances. Under a grant from the
Commitcee for Scholarly Communication with China, I spent Ocrober—December 1995
and March—May 1996 with the Shanghai fingju Company, primacily in Shanghai bur also
on tour to Tianjin and Beijing. Informarion in this paper is derived primarily from research
conducted c[uring that time, [nc|uding: interviews wich artists, administrators, and scholars;
observation of rehearsals and performances; and programs and unpublished manuscripts in
the company’s archive. Additional later interviews have been conducted both in perseon and
by mail and telephone. Earlier research with che Shanghai Jingju Company ( July~Septem-
ber 1987 and December 1987), funded by a bujio Matrsuda I:CIIU\\’Hllip, informs this Stud}-‘ as
well. See Elizabeth Wichmann, " Tradition and [nnovation in Coutcmpor:lr}' Beijing Opcra
Performance,” Drama Review 34, no. 1. (Spring 1990}): 146-178.

3. Zhongguo Xiju Jia Xichui (Chinese Theater Artists Association), “Cae Cae yu
Yang Xiu de biaoyan yishu” (Cao Cao and Yang Xiv's Performance Art), a symposium held
December 7, 1995; citations are from notes taken by Elizabeth Wichmann-Walezak,

4. The 11i5tm')-' of the inirial creation process is a bir like an cpisndc fram Three King-
doms irself. As Chnngmng Sh;mg relaces it (December 3, 1995), in aurumn 1987 he found

both the weather and the state of jingju stagnant and stultifying, The head of the Shanxi
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Jingju Troupe in X'ian, Shang was distressed thar the troupe was performing only old plays
and with old performance methods—there were no good new plays to be had, He had efw‘c;-i:
enced what he describes as rwo small successes with new plays in :19?9 and 1984, and walnr.t‘d
a big one now—he wanred to"throw a huge rock into a stagnant pool” A friend of his, Mei -
iang Shi, had seen Chen's new seript in published form, and recommended it to Shzmgj Shm?

who read ir, thoughr it could be 1 good play, and exchanged letters with the playwright. Chef
was delighred that someone was interested in producing ir. According ro the jinqjabhisrorian
Dengsheng Hu (a scholar of jingju history and rerired chair of the Department c;FJI’:'ngju His-
tory at the Beijing Xiqu Research Tnstitute [Beijing Xiqu Yanjiu Suo]), the scrip£ had previ-
ously been offered to jingju companies in Beijing, but they had refused ir, presumably because
of its political sensitiviry (19951 Shang felr thar Xi'an was not che place to mount the pm—.
duction—rchat the troupe and its audiences were oo vestricted. So he wrote to his friend
Mengyun Wang and then secretly took the train to Shanghai, where Wang introduced him ro
t}.jc leaders of the Shanghai Jingju Company, Bomin Ma and Zhongcheng Li. They met with
him the second day Shang was in Shanghai, read the script thart night, and the next day agreed
to stage ir. Zigui Li was ro work with Chen on revising the seript, while Shang and the Shang-
hai leaders worked on borrowing Shang from Shanxi. Then Li’s wife became ill, and Kc‘ 1\%{‘3
stepped in as director, Ma felt thae che play required extensive revision to be actable—he sent
Chen a fifty-page explanarion of the changes needed \

en : and the two began working on the
script in May. Rehearsals began in July. Shang returned ro Shanghai, lived in the company’s

1 For Ty - ¥ - 1 : i ;
dormitory, rehearsed all day, and practiced singing, laughing, and crying ar night with his tape
v - para. LY H
xﬂe-_orden. As he purs it, "I'm sure the neighbors thought they had a madman staying ar the
Shanghai fingjs Company.” The December performances won the Ministry of Culrure’s “Out-
standing New fingju” designation.
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From Three Kingdoms the Novel to
Three Kingdoms the Television Series

Gains, Losses, and Implications

A

Junuao Hone

[INTRODUCTION

Over the last several decades, the revolutionary advancement of communication
technology has not only promoted the formation and dissemination of popular
culture, but has also made traditional and high cultures more dependent on these
effective new communication rechn ologies for diffusion, inheritance, and even sur-
vival. In such a process, traditional and high cultures enter various levels of the
society with an ever-larger scale and at an ever-faster speed. [However, some of che
attributes of tradirional and high cultures are also inevitably more or less assimi-
lated to the attributes of popular culture, thus losing some of their uniqueness.

The production and broadcast of the eighty-four-episode television series
Three Kingdoms (Sanguo yanyi), along with the production and broadcast of sev-
eral other television megaseries adapted from Chinese classical novels, represent
a global trend that has also been occurring in China, Traditional Chinese culrure
now relies on new communication technologies to be disseminated. While Chi-
nese traditional and high cultures are being promulgared with the help of new
communication technologies, they are also experiencing a quiet and almost imper-
ceptible evolution.

Compared to the huge body of study on popular culture in Western countries,
research in this field is rare in China. Using the television series Three Kingdoms as
a case in point, this article attemprts to examine how Chinese traditional and high

cultures have been diffused in recenr vears, and what gains and losses resule from the
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process of diffusing traditional and high cultures via new communicacion technolo-
gies. In addition, this paper also tries to analyze the implications of these gains and
losses, This study suggests that, regardless of whether it is good or bad, in China
television is becoming the main channel to convey traditional and high cultures and
has an enormous impact on the evolution of both their format and conrent.

FROM THREE KINGDOMS THE NOVEL TO
THREE KINGDOMS THE TELEVISION SERIES

The novel Three Kingdoms is one of China’s "four Ming masterpieces of the dlas-
sical novel,” and one of the favorite traditional novels of the Chinese peopie. The
novel was written over one thousand years after the Three Kingdoms period. It
created a unique tapestry of characters—heroes and villains alike—from che hun-
dreds of warlords and statesmen of the era and brilliantly and vividly portrayed
the various historical events and scenes. The depiction encompassed battles and
stratagems, political power-mongering, and an emphasis on traditional Chinese or
Confucian themes, such as loyalty, filial piety, honor, humility, and self-sacrifice. It
has been called one of the milestones of the Chinese historical, elassical, and tradi-
tional novels.!

The novel has 120 chapters, bur throughour chese chaprers the story never
flags. Its richness and longevity represents a first in classical Chinese licerature.
Moreover, it has greatly influenced Easc Asian thought and life. Since it was writ-
ten, there have been more than forty translations, including into Japanese, Korean,
English, Russian, French, German, and Polish.”

However, in the last several decades the novel Three Kingdoms, sharing the
fate of Chinese classical literature and traditional culture in general, has faced an
awkward situation: fewer people have bought and read ir. This has represented a
trend. Traditional and high cultures were in a L‘lis;ldv;ml'agmus position compared
to popular culture, which is greatly benefited by being diffused mainly by new com-
munication technologies, such as television, computer, and digiral tech nology.

Before the television series Three Kingdoms, television producers in China had
already been enthusiastic abour adapting classical masterpieces and broadcasting
them te hundreds of millions of viewers. Prior to the production of che series Three
Kingdoms in the early 1990s, a number of other well known classical novels had been
adapted for television, such as A Dream of Red Mansions (Honglou meng), Journey to
the West (Xiyou ji), Strange Stories from A Chinese Studio (Liaozhai zhiyi), and Out-
laws of the Marsh (Shuibu zhuan), All these dramas had received high rarings.

The decision to adapt the novel Three Kingdoms into a relevision series was
made by the Chinese central government. Claiming the novel Three Kingdoms as
one of the nations historical rreasures, the central government did not allow any
foreign or overseas involvement with the huge production project. Nor did they
allow any local television stations or independent production companies to be

involved, despite the fact that some Hn‘cign broadcasting companies had expressed
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strong interest in coproducing the series Three Kingdoms with China's television
stations and that some Chinese independent production companies had spent years
preparing to produce such a series. The central government ordered China Central
Television (CCTV), the nation’s official and only national television nerwork, to
produce and distribute the series Three Kingdoms.* Fulin Wang, a Chinese televi-
sion director renowned worldwide, became the general director of the series. Before
the series Three Kingdoms, he had directed the influential television series A Dreasm
of Red Mansions. The production of the epic megaseries Three Kingdoms, consist-
ing of eighty-four one-hour episodes, lasted four years. The production costs set
a record in China's television history. The total production costs were 170 million
Chinese yuan (about 20 million U.S. dollars).*

According to data obtained from CCTV and the General Bureau of Radio,
Film and Television of China during my research trip to China, Three Kingdems
has recorded a number of other“mosts” in the history of China’s television drama
production: the largest number of people involved in the production (altogether,
400,000 performers, and a production crew of a few hundred members who crav-
eled more than 10,000 kilometers); the biggest number of reruns (it has been
broadcast a total of 120 times at various television stations, cxcluding broadcasts
in foreign countries); the biggest audience (a total of 1.2 billion of people across the
world have watched the series); the highest ratings among all Chinese entertain-
ment programs (on average the rating was around 60 percent); the largest num-
ber of videotapes sold (five million}; and finally, it has been exported to the largest
number of foreign countries and areas (a total of 12 countries and areas). Broad-
casting rights for outside the Chinese mainland were sold for 2 million U.S. dol-
lars, which was alse the most expensive price ever for a television production from
mainland China.

The public received the television series Three Kingdoms with unprecedented
enthusiasm, As soon as the TV series Three Kingdoms was broadcast in 1994, it
immediately arcracted an audience far beyond just the literate audience. Berween
late 1994 and early 1995, China Central Television and many provincial and
regional television stations breadcast the series during prime time, The TV Three
Kingdoms immediately became the most popular topic of conversation for hun-
dreds of millions of people.® A poll conducted among the ‘television audiences in
Beijing showed that 53.2 percent of the respondents watched every episode of the
series and 88.3 percent watched art least some part of Three Kingdoms. Only 11.7
percent of television viewers reported that they had not seen it.®

THE GAINS AND THE LOSSES

As one might expect from its broad viewer base, respotises to the series were
both positive and ncg:Lti\!e. In the view of many experts, and the gcncral audience,
although the series has some regrettable aspects it should be acknowledged as one
of the few such productions to have achieved greart success.”
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In addition to the accomplishments discussed above, the television version of
Three Kingdoms has also set several records in che licerary and artistic aspects of Chi-
na’s television drama production as well: it is much more taithful to che original clas-
sical novel than other television adaptations from classical novels; the performance
of the actors and actresses in the televised Three K'fngcfoms seem much more real
than those in other relevision series involving historical themes; the background sets,
props, and costumes used in Three Kingdoms look close to those of thac historical
time; and the overall atmosphere created by the series gives the audiences a much
more historical feeling than that of other television series ;u;hlpl'cd from classical mas-
terpieces.® Unlike many other TV dramas, including some recently produced TV
dramas either on historical themes or adapred from classical works, Three Kingdoms
is rendered in a serious fashion with grear care being taken to ensure irs fideliry to
the original litera:,‘y work, Details of conversations, seteings, costumes, formalities,
events, and characters accord with the parcicular historical period. One of the most
important achievements is that the television version successtully highlights the dra-
matic plots and stories of the novel Three Kingdoms and takes advantage of televi-
sion—a new communication technology—to maximize the impacts of rthose plots
and stories. At the same time, it also successfully simplifies the narrative parts of the
novel and reduces or eliminates those parts not closely related to the theme. In gen-
eral, it successfully strikes a balance between the depiction of the major military and
political confrontations and the characterization of the events and pc0p|c.°

The television version holds to the essenrial strucrure of the novel, offering a
panoramic scenario of that time. It tries to be as close to the original classical novel
as it can, but is not mechanically bound to the novel. Unlike other TV series that
were based on classical novels, Three Kingdoms is a full adapration. It is replete with
of historical atmosphere, and the awe-inspiring battle scenes are artistically pre-
sented, Ancient warfare incorporated numerous different land and warer bactles.
In order to film a number of major battles and make them look real, the producers
spent huge sums of money. For example, a division of the Chinese army—4,000
soldiers—and another 10,000 people were im-'olwc?f\'n\ﬂ:e shoocing of the Barttle of
Guandu, a key military event in che story, and 30,000 ¢& scumes and 70,000 theatri-
cal props were used, providing the viewers with the chance to sée a lifelike smoke-
and-fire-filled battlefield.! The shooting of this battle alone cost 400,000 Chinese
yuan, an amount of money that would have been sufficient by itself to produce a
midsize television series.

Criticism of the series has centered on four poines: It is argued that Three King-
doms does not sufficiently deliver the most important theme of the original novel
to the viewers; that it does not provide the andiences with a systemaric description
of the society of that time; that it is strong in depicting the “superticial” aspects of
the story but weak in exposing the things underneath the surface; and that some-
times it offers overly simplified or even distorred versions of historical events. Some
critics have commented that the narration is coo simple to be stirring and that the

quality of each part is uneven, And in its focus on the major military and ]m|ll‘|c.‘1]
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confrontations of the time, it somewhat fails to provide a sufficient characteriza-
tion of the leading figures in the drama."! For example, the series depicts Cao Cao
as sinister and ruthless, but it does not devote sufficient effort to revealing another
characreristic of Cao Caos—such as his scrategic talent and his daring, Although
the series does successfully depict Liu Bei as a kindhearted and civilian-oriented
person, it does not sufficiently present his other talents, such as his strong leader-
ship and racrical abilities. Finally, cthe series depicts Zhuge Liang as an intelligent
military commander, but pays little attention to his other attributes.

There are also concerns abour the style, the approach toward adaptation, the
use of language, and the producrion skills of the television series. The series is
strong in providing a "realistic flavor” but is weak in presenting the romantic sryle
and legendary color of the original novel. The relevision version pays too much
attention to reflecting the “historical realicy” but neglects one of the novel’s unique
characteristics—rthar is, its romantic style and legendar}’ color, which is one of the
most important reasons for it to be considered one of the four most influential clas-
sical novels in China. In some critics view, one of the greatest successes of the novel
Three Kingdoms is its perfect mixture of a realistic approach and a romantic style.”?

It is also said chat, in order to attract viewers and receive the large market
share and high ratings that translate into huge advertising revenues and profits, the
television version of Three Kingdoms unfortunately follows the patterns of most
television programs, both in China and other countries, by purposely emphasizing
or expanding plots or stories thar can meet the “tastes” of television viewers, More-
over, the television series even adds things that have no basis in the novel simply to
satisfy the “needs” of modern television audiences. There are overemphasized love
stories, zlrtiﬁcial-looking martial-arts-based ﬁghting scenes, and luxurious ancient
dancing and singing shows. Sometimes, these scenes are added ac the price of “dis-
torting the spirit of the original work""® For instance, the love story of Lii Bu and
Diac Chan s depicted in the minutest detail. Also, the personal life of Cao Cao is
barely mentioned in the novel, but it becomes a colorful love story in the television
series, Furthermore, a number of episodes devote a largc portion of their time to
presenting exotic ancient Chinese rituals and protocols in an atcempt to pique the
viewers' curiosity, and to keep them watching the program.

The language used in the television series is half classical and half modern.
While some people say that the parallel use of modern and classical languages makes
the show naturally authentic and classically elegant, others argue that the classical
lines make the drama hard to understand and less enjoyable. The latter comment
that not only some adults, but also many young viewers, still have difficulties in
understanding the classical Chinese language, particularly in its oral form. Moreover,
the use of che classical language ruins the "realistic feeling” of the series.”

Regarding this issue, the producers of the TV Three Kingdoms actually faced a
dilemma, The principal goal of the producers was to make the series as close to the
classical novel and the historical reality as possible. Therefore, in the hope of providing

the audience with historical atmosphere, the producers tried to maintain the artistic
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style, background sets, props, costumes, ricuals and protocols, and language as close
to those of that historical period as possible while still being acceptable to the major-
ity. Totally using the classical language was not an option, because the majority of the
audience would have problems in understanding it; nor was rotally using the modern
language acceprable, because che historical feeling would be substantially reduced.
Thus, using a combination of a half-classical language and a half-modern language
seemed to be the only option. In that way, it could be understood by the andience and
yet provide a historical feeling as well. Even though the combination of a half-classi-
cal language and a half-modern language was not the type of language used by che
people during the Three Kingdoms period, it could nevertheless enhance the histori-
cal flavor of the television series. In fact, the use of a half-classical language and a half-
modern language does not cause too much trouble for the audience. According to a
survey, most of the young viewers and peasants not only could easily comprehend the
language, but many even said that they learned a lot of classical Chinese words and
grammatical structures, which they might not have learned o therwise.'”

In some critics’ opinion, the martial-arts skills of the acrors were question-
able in quite a few of the fighting scenes, especially those ones on horseback.'® But
derailed depictions of those fighting scenes and martial-arts were not supposed to
be the focus of the series; rather, the focus is placed on the strategic plans and plocs
of Three Kingdoms. In other words, the emphasis of the series was on a macrode-
piction of the novel rather than on a microdepiction of every fighting scene and
each display of martial arts. In many cases, the producers purposely simplified the
depiction of fighting scenes and martial arts performances, and instead stressed
the depiction of those plots that could more effectively highlighe the themes of the
original novel. And in fact, the fighting scenes and displays of martial arts are not
that weak. Some television audiences judge Three Kingdoms by the standard of
martial-arts or military movies, and forget that the series Three Kingdoms is not
merely a martial-arts or military movie. As the producers claimed, the television
version of the novel is an epic, not a mediocre kung fu show. Irs main purpose is
to depict the rich and complicated story arising from the intertwined political and
military relationships among the three kingdoms. Too much emphasis on fighring
scenes and martial arts, such as using up-to-date special effects and fancy martial
artists for the stunts, would have only reduced the realistic feeling of the series, for
that type of martial arts is usually exaggerated. They are enjoyable, but artificial."”
Therefore, while the depiction of fighting scenes and martial ares is necessary, only
an appropriate use of special effects and sophisticared martial arcs could properly
enhance the artistic quality of this series, because the story is based on many heroic
figures that are well known to hundreds of millions of people mainly or entirely for
their legendary martial-arcs abilities.'®

A key issue regarding the successes and failures of the series is that the novel
Three Kingdoms is not just an average novel; it represents a culture, Based on the
historical story of the Three Kingdoms period, it contains many important politi-
cal, military, cultural, economic, and social atcribures and thus manifeses a syntheric
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set of values and social norms. The “Three Kingdoms culture” represented in the
novel Three Kingdoms is one of Chinas most important and influential traditional
CPlFlIr?S' On the macro level, it has had a profound impact on the formation c;f
China's unique political, milicary, and econemic characteristics, and at the micro
llevel, it has also had a profeund impact on the evolution of Chinese philoseph
literature, art, historiography, and even technological innovation.' The Chines)::
traditional and high cultures represented by the novel Three Kingdoms have pl:]\-'ed.
a critical role in the formation and development of the spiritual life and national
characteristics of the Chinese, and these spiritual traits and national characteristics
have been widely spread to many parts of the world, o
To a certain degree, some of the criticisms of the TV Three Kingdoms arose
from familiarity wich the story of Three Kingdoms; the novel's plots and characters
are deeply rgotcd in the Chinese psyche. Therefore, each viewer could have his or
her own preferred version of the depiction of the whole story, or the depiction of
some specific plot or some particular characters. There are cerrainly gaps between
rhc audiences’ preferred versions and the director’s version. In facr, while che televi-
sion series may have some aspects thac do not fully reflect the quality of the original
novel, it does have quite a few aspects thar obviously surpass the original nTweI
sucl? as the vivid and effective depiction of the various battlefields and the supcrl;
performances of the leading figures. Therefore, many people feel that the television
series Three Kingdoms is better than any other television series based on a classical
novel. Another f:u:ror. involved is the commercialization of China’s television, The
pervasiveness of commercial television programs, including most relevision dramas
has somewhar "trained” or changed the tastes of the audiences. It has generally lowj
ered their artistic standards, and helped to create cheir stereotypes about the lrlZIl'Ll['C
of "good” television programs.

IMPLICATIONS

Among the four masterpieces of the Chinese classical novel, the novel Three King-
doms is the most influential due to the novel’s scale of diffusion and readership size
Bur as mentioned, over the last several decades the audience of the novel Thra;
Kingdoms, like these of all classical works, has markedly dwindled in size. The.re-
fore, one of the purposes for producing the television series Three Kingdoms was
to “popularize the classical masterpieces” and to “inherit the magnificent Ch-inese
traditional culture."

Tr'1 a CO‘LII'I!ZT’}-' such as China rhat has over 200 million television sets, a pro-
gram in prime time would casily reach one billion viewers. By the mid-1990s,
there were a total of 230 million television sets in China, surpassing the number of
200 million television sets in the United Stares and becoming the country with the
most television sets in the world.*’ Thanks to the spread of television sets in China
the television series Three Kingdoms and the rich Chinese traditional culture con-l

tained within it reached hundreds of millions of viewers—men and women, old
;
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and young, urban inhabitants and rural inhabitancs, well-educared and less-edu-
cated people, intellectuals and workers, farmers, herdsmen and soldiers, people of
the majority Han nationality and people of ethnic minority groups, lovers of tradi-
tional and high Chinese cultures and those who couldn’t care less about them.

One of the important social implications of this unprecedented diffusion of
Three Kingdoms culture is that it provides a new set of role models and idols for
the Chinese people. Role models in Chinese society are constantly changing over
rime. From the 1950s and to the 1980s, the Chinese Communist Parcy decided
the role models and heroes for the people and sociery. They used all kinds of edu-
cational, cultural, and idcological vehicles ro promote these models. Up until the
1980s, role models were always closely mingled with politics. They were desig-
nared according to the political and ideclogical needs of che party. Role models thus
included figures such as Lei Feng, an exemplary soldier of the Chinese People’s Lib-
eration Army who devored himself to serving the public and helping the needy, and
Jiao Yulu, a party secretary who dedicated himself o the improvement of Lankao
County in central China’s Henan Province in the early 1960s.** However, begin-
ning in the 1980s this mechanism became less and less workable; the media became
more open and diversified, and began to play an ever-larger role in establishing
popular heroes. With the broadcasting of Three Kingdoms and other newly produced
television dramas based on historical themes or adaprations from classical novels,
Chinese society has rediscovered role models from the pasc, Many people now
enjoy discussing eminent historical ﬁgures, such as the revered Guan Yu, who is
noted for his bravery and loyalty, and celebrated as the most outstanding general
of the Three Kingdoms pt:riod, and Zhuge Liang, a suprcmcly inre[[igcnt com-~
mander and scholar respected by both officials and commoners alike, To a cerrain
degree, the development of new media technologies has acceleraced the emergence
of those role models and idols for the Chinese people and society. The people now
have more paragons on which to model themselves and in whom to find spiricual
strength. Especially in colleges and universities, students like to have more options
for selecting role models for themselves instead of being "assigned” the role models
and idols by the party and government. Many of the leading figures in the Three
Kingdoms series have become heroes because of their honesty and loyalty to each
other, which represents one of the most important traits of the Confucianism-
rooted Chinese traditional and high cultures,

In addition, the production and broadcasting of the Three Kingdoms series has
also initiated a “Three Kingdoms wave” thar promotes various aspects of Chinese
eraditional and high cultures. The places mentioned in the Three Kingdoms story
have become favorite spots of both domestic and forcign tourists; Three Kingdmns-
related souvenirs and cultural products have become popular items in the marker;
and computer games based on Three Kingdoms figures have become favorires
among teenagers. Object, a Beijing-based software company, made The Battle of the
Red Cliffs, which follows characters from cthe Three Kingdoms series and is its best-

selling game for the personal computer, The Battle l?f‘l’bl' Red Cliffs was also released

Three Kingdoms the Novel to Three Kingdoms the Television Series 133

in "Taiwan, Hong Kong, South East Asia, and North America. According to the
company, in just three months 25,000 units of The Rattle of the Red Cfg'fﬁc were sold
in the Unired States alone. This success led the company to decide to specialize
in role-playing games based on Chinese historical themes.” Soft-World, Taiwan's
largest games software company, is the maker of Romance of the Three Kingdoms,
and it has already developed the Three Kingdoms game at three centers in Beijing,
Shanghai, and Guangzhou, China’s three largest cultural and commercial cities,
With the big success of Romance of the Three Kingdoms, the company’s president
predicted that, within three years most of his company’s games will be based on
Chinese stories or Chinese topics.

Probably the most impartant “cultural” contribution of the television series of
Three Kingdoms is the resurgence of interest in the classical novel Three Kingdoms
itself, which in turn has fueled an enthusiasm for reading and studying the Chi-
nese classics.”” The broadcast of the Three Kingdoms greatly increased the public's
interest in reading the novel Three Kingdoms and, as a result, sales of the classi-
cal novel Three Kingdoms were substantially increased. For a period of time, many
bookstores throughout China sold out their stocks of the novel. Meantime, the sale
of lianbuanhua books—Chinese comic books—of Three Kingdoms also boomed,
The reprinted series of Romance of the Three Kingdoms lianbuanbua books sold ar
least 100,000,000 sets.2® Some viewers even held exhibitions and parties based on
the novel, and a great many schools adopted part of the novel into their textbooks.
Moreover, some newly opened stores and companies were named after the novel.
The television series also brought Three Kingdoms cultures and Chinese tradi-
tional and high culture to the world en a much larger scale, and with unprecedented
speed. The television drama sold very well abroad. Apart from television broadcasts
and videotape sales in Hong Kong, Taiwan, Singapore, Macao and Japan, video-
tapes also sold very well in Thailand, Korea, and Malaysia. In addition, videotapes
or cable television broadcasts of Three Kingdoms were available in Europe, North
America, and Austealia.?

The television series Three Kingdoms not only transmits and diffuses Three
Kingdoms culture, but also further enriches and supplements Three Kingdoms
culture, Because of the broadcasting of the series, Chinese traditional culture is no
longer just “historical stuff” but has become “modern seuff” as well. In other words,
the series has not only revived Chinese traditional culeure as represented in the
novel Three Kingdoms, bur also has given it fresh blood. Thus, traditional and high
cultures can be felt in people’s thinking and actions, and can be seen everywhere
among the people, inﬂuencing many peop[e’s everyc[ay lives,

THE THEORETICAL SIGNIFICANCE
OF THE TELEVISION SERIES

['he success of Three Kr'ugdnm:: on television demonstrates that television is becom-
ing the primary medium for massively and elcﬁ‘.crivcly difﬁlsfng and populm‘iz{ng
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traditional culture in China. Television is the most powerful method ro transmit
and convey traditional culture, reflecting a global phenomenon that has already
been seen in most industrialized countries.

As Neuman observes, as a worldwide trend, television has had an immense
influence on traditional culrure.® For many people, watching television has
rcplaced reading books, especia.”}-' L‘BZLdEng classical books. ™ A technical but erucial
reason for this phenomenon is that, confronted by conventions and expressions
unfamiliar to modern audiences, it is hard for later generations to understand clas-
sical writings from many centuries ago. Also, ‘communication in writing relies on
the formal meanings of words and requires a much greater number of words than
oral speech to convey the same idea,” because "ic is addressed to an absent person
who rarely has in mind the same subject as the writer”® Television language is
much more easily understood, even if the content it conveys is not contemporary,
for the language it uses is much closer to the oral form. Therefore, watching televi-
sion requires less engagement than reading, and consequently it is more popular
among children, the old, the poor, and particularly the less educated, who are the
majority in most societies.”

This trend has been occurring throughout many regions across the world.
In the past several decades, the BBC has been acting as the main provider of tra-
ditional and high cultures. For example, many Shakespearean dramas have been
shot as films and presented on television. They have attracted andience from vary-
ing levels of society, and have generated considerable specql.:lrion about Shla%r.e-
speare and British classical literature and traditional culture.’* Japanese television
has also often produced and broadcast shows based on classical masterpieces that
imply strong craditional cultural identities.*® Television is thus considered a \.-'ital
instrument for conveying cultural heritage in a manner that meers che needs of the
lower classes, ”elcvating" and “educating” people, and striving for culrural idef}tity
and unity; in other words, it is a vital instrument to “propagate high culcure! M 1n
many other developed countries, television is also a dominant insrirur{loln in pro-

moting culture and identity, including diffusing and popularizing traditional and
high culeures.

Theoretically speaking, the idea that of necessity television has become the
main conveyer of traditional and high cultures can be traced back to the works of
Harold Adams Innis, a pioneer communication scholar who proposed that in any
given period a new communication medium chat better copes with the problems O.f
communicating knowledge eventually will replace the old one and become domi-
nant.” Based on Inniss ideas, another renowned communications scholar, Marshall
McLuhan, further suggested that, because television offers a shared experience and
enables the homogenization of culrural consumption, it would have a strong impact
on the linear, segmen[ed print medium.’”® To Chandra Mukcrji and Michael Schud-
son, thanks to the unique role of television in society, it Is obvious that television
can and should be seen as the primary manifestation of culture.”” Barry D. Ricco

indicates more specifically chat relevision will inevitably be the main conveyer of
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cultural values and representations in contemporary society.* Peter Goodall shares
Riccos view, and further believes that in modern society television will not only be
the generator and bearer of culture, bur also the single most important purveyor of
culture,®

In China, it is also through television, specifically through the production and
broadcasting of the television series Three Kingdoms, that the classical novel Three
Kingdoms, Three Kingdoms culture, and Chinese traditional and high cultures
have been diffused, popularized, and promoted to a wide audience and in a most
effective way. The promotion of the Three Kingdoms story has led, either directly or
indirectly, to the popularization of Chinese traditional art, literature, drama, and
history. Also, the production of the series Three Kingdoms massively spread the
classical novel Three Kingdoms, Three Kingdems culture, and Chinese traditional
and high cultures to the world. Three Kingdoms videotapes have been sold across
the world, ranging from Asian councries, European countries, and North and South
American countries, to Qceanic countries, becoming the television series in China
that has sold the most copies of videotapes,* The musical cassettes of the theme
songs of the series have been played everywhere, both at home and abroad.

However, along with the profound influences of the relevision series on culture
and society, there are also concerns about its negative impacts. A macro-level con-
cern is that “raditional Three Kingdoms culture” is evalving into a “popular Three
Kingdoms culture,” and a micro-level concern is that the pervasive influence of the
televised Three Kingdoms would turn out to be a potential obstacle for the diffusion
and spread of the original classical novel Three Kingdoms. The fast and massive
spread of Three Kingdoms culture via new communication technology has overtly
or covertly changed many of the elements of traditional Three Kingdoms culeure
and has transformed traditional Three Kingdoms culture into pop culture, Further,
although the sales volume of the novel Three Kingdoms did witness a huge increase
due to the broadcasting of the television series, in the long run the sales volume of
the novel Three Kingdoms may decrease because future generations would tend to
know the story of the Three Kingdoms from the television rather than from the
literature. In other words, more and more people in the furure may just want ro
watch the television version. Because the television series can never be the same
as the novel Three Kingdoms, it cannot fully deliver the richness and integrity of
“traditional Three Kingdoms culture” to the people. Accordingly, while the produc-
tion and broadcasting of Three Kingdoms has promoted the elassical novel and Chi-
nese traditional culture, it may also have also deprived the novel of its position in
Chinese culrure and society, and thus may have become an obstacle for the future
popularization and inheritance of Chinese traditional culture.!!

Moreover, another concern far beyond cultural and artistic caveats has
emerged: concern about the impact of the violence of the television series Three
Kingdoms on people, especially on young people. Although violence has been gen-
erally regarded as harmful to young people, it has invariably appeared on relevision

in China, where children have almost free access to such programs. The number
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of scenes in television programs fcamring violence has steadily grown in the past
decade, and according to a research report by the Chinese Academy of Social Sci-
ences, the televised Three Ki'ngdoms not only features typical violence but also has
the most violent scenes. Many children have developed an interest in television
dramas fearuring violence. As the loyal fans of the series, they have been strongly
influenced by its violent scenes. A survey on urban children in the 1990s showed
that 58 percent of those surveyed enjoyed watching stimulating TV programs
featuring detectives, warfare, and kung fu, and 31 percent liked wacching fearure
movies that targeted adults, especially those with high audience ratings, such as
Three Kingdoms.” The repeated broadcasting of the relevision Three Kingdoms on
various television stacions has therefore aroused widespread social concern about
violence in TV programs and its ever-increasing influence on children and young
people in China.

Nevertheless, despite the negative impact the series Three Kingdoms may have,
it is successfully replacing the old art forms and is becoming the main purveyor
of Chinese traditional and high cultures. In one sense, the relevision series Three
Kingdoms has created a successful way of delivering and diffusing works from tradi-

tional and high culture with a popular culture approach,

CONCLUSION

When the televised version of Three Kingdoms was produced and broadcase, there
as some speculation about a political motive behind its production and broad-
casting, It concerned one of the stories about the confrontation between Zhugc
Lia.ng, the prime minister in the Shu kingdom, and Sima Yi, a general from the
Wei kingdom, who is known fer his knowledge of milicary strategy. In the view
of some observers, the confrontation between Zhuge Liang and Sima Yi is being
played our again across the Taiwan Strait. Starring in the role of Zhuge Liang is
Chen Shui-bian, the Taiwanese president, and in the less glamorous role of Sima
Yi is the Chinese president, Jiang Zemin., When it comes to the issue of Taiwan,
Jiang Zemin has been playing the same sort of wait-and-see strategy thar Sima
Yi deploved so successfully against Zhugc Li:mgf3 Bur these specularions are just
speculations and do not have a basis. The production and broadcasting of dramas
such as Three Kingdoms are basically the resule of che changing sociopolitical and
cultural environment in China, and various factors have conrribured to che "birch”
of such television dramas, including political considerations, economic incentives,
cultural motivations, and audience demand.

First, proc]ucing such dramas is much more politic;}lly safe than producing
dramas on other themes and genres. This type of television drama seems to satisfy
all levels of Chinese society, including the parcy and government, who view televi-
sion dramas as a new form of national culeure, Therefore, producers of such drama
not only do not need to worry about their programs being censored or “killed” by

the party and government, but often receive financial support and guidance from
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the party and government.* Second, it is much more economica“y safe to produce
such dramas than to produce television dramas on other themes and genres. The
classical epic novels are the best known and most-loved literary works in China.
Television drama writers are enthusiastic about translating them onto the screen,
because these television adaprarions ave sure to generate a great reaction.”” For the
same reason, television drama producers and distributors anticipate that these adap-
tations will also have a big potential for exportation overseas, and various story-
based products can be manufactured as toys and souvenirs, Third, it is also much
more culturally safe to produce such dramas than ro produce dramas on other
themes and genres. In the early stages of the development of Chinese television,
television dramas were produced under the framework of a planned economy, and
mainly in state-run studios. The drama as a culeural commodity for the purpose
of entertainment was ignored. Over the past two decades however, television dra-
mas have incorporated multifacered aestheric styles, diverse themes and genres,
and marked improvements in production quality. Bur the swift growth of tele-
vision drama production in recent years has also faced many new problems and
challenges. The increasing commercialization of the television industry as a whole
and drama production in particular has led more and more television drama mak-
ers to tend to produce vague romances, superficial kungfu dramas, and local ver-
sions of the imported, third-class-and-below, cheap Western detective series. As a
result, Chinese television dramas in recent years have dereriorated into formulaic
love stories of petty urban people. Glamorous actors, beautiful actresses, color-
ful settings, exotic locations, posh sedans and residences, unrealistic affluence, and
sometimes even decadent lifestyles, rather than strong characters and story lines,
usually decide the marker success of a television drama today."® Accordingly, the
adaprations of Chinese classics of indigenous Chinese culture are highly favored
by both the producers and the audiences, and the production of those television
dramas has become a new opportunity for success. All of these factors have made
the production of relevision dramas on historical thermnes and genres or adapta-
tions from classical masterpieces much less risky than the production of other
types of dramas.

Certainly, adapting a masterpiece of the classical novel into a television series is
a sophisticated and systematic project of gigantic proportions. The successful adap-
tation of the novel Three Kingdoms to the series Three Kingdoms relied on both
thosﬁ \-\-’ho Were Cngﬂng il‘) l".|'1-3 pl‘UL‘lLT.CU‘.On aﬂd. rhose \Vho COnSUmed the Product. In
the conversion from the novel Three Kingdoms to the series Three Kin gdoms, there
were both gains and losses, and the gains and the losses both deserve fair acknowl-
edgment and objective examination. First, the combination of new communica-
tion technology and traditional and high cultures greatly promotes the diffusion of
craditional and high cultures. Second, in recent years television in China has also
become the wholesale distributor of forms, images, and contents of mainstream
culture, im‘]uding borh popular culture and traditional and |1ig11 cultures just as
it is in many developed countries. Third, the combination of new communicarion
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technology with traditional and high cultures greatly helps Chinese traditional and
high cultures spread to the world, thus greatly promoting cultural exchange and
catalyzing cultural globalization. And finally, in the process of diffusing traditional
and high cultures through new communication rechnology, Chinese tradirional
and high cultures also lose some of their unique elements or integrity, yet some new
elements are also added—namely, elements of popular culture. So, Chinese cradi-
tional and high cultures are also experiencing a process of assimilation into popular
culture, Despite some criticisms of the television series Three Kingdoms for being
superficial, story- and plot-based rather than figure- and characterization-based,
and overly focused on the sensory and the visual, the television series Three King-
doms has disseminated the Three Kingdoms story and Three Kingdoms culture on
an unprecedented scale. Also, the series greatly promotes the publics interest in
classical Chinese literature and traditional Chinese culture previously “abandoned”
by them. Furthermore, the television series Three Kingdoms successfully widens
future prospects for the combination of traditional and high culcures with mass
media and popular culture.

Television itself is already part of culture now, preserving the universal logic
of culrure and manifestly open to and contributing to change, As Roger Silverstone
sees it, involvement with television is "an invelvement with a type of communica-
tion which in its compression and redefinition of historical, gcogmpllical, social
and cosmic experience identifies a coherence, a continuity and a commonness in
culture.” Therefore, from an optimistic perspective, television will not destroy the
continuity of culture—popular culture and traditional and high cultures as well—
but will contribute to its development and prosperity. However, from a pessimistic
perspective, old-fashioned art forms, such as novels and operas, have been losing
their advantage. in massively and effectively conveying and transmitcting traditional
and high cultures. Their survival faces serious challenges due to unfair technologi-
cal limits and obsolescence, What is most problemaric is that they cannor attract
the younger generarion as they did their parencs. As seen in many places, people
rarely read classical novels, or watch opera. In China, because classical novels use
ancient Chinese language that has too many classical words and usages unfamil-
iar to modern ordinary readers, only those wich high educarion have the ability
and interest in to read these novels. Moreover, busy lifestyles deprive many people,
especially young people, of time and energy to read classical novels.*

The television series Three Kingdoms is both a small and a big phenomenon in
China’s culture and society, On the one hand, it is just one more television drama;
but on the other hand, it has echoed a global trend—relevision is exerting various
strong influences on every culture and society, For better or for worse, relevision in
China has refashioned and reshaped the lives of hundreds of millions of people and
is playing an ever-more important role in modern life. Chinese television has made
large strides toward diffusing, popularizing, and preserving the country’s thousand-
year-long traditional and high cultures, and has made ic more accessible to more
people than ever before in Chinese history.
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The Reception and the Place of
Three Kingdoms in South Korea

A

Jinser KiM

The most valuable aspect of reception studies is that it recognizes the centrality
of the reader; the reader is not a passive participant but is as active as the author
in maintaining identity and differences within the very space of reading. How-
ever minor the transformations wrought by the reader, the reader exercises his
or her own will to power, even if not always to subvert otherwise radical power
relationships. Two German scholars have dominated traditional reader-oriented
studies during the rwentieth century. \rVOl{".gang Iser, author of The Act of Read-
ing: A Theory of Aesthetic Response (Baltimore: Johns Hopkins University Press,
1978), explores extensively the significance of individual responses while Hans
Robert Jauss is interested in the examination of the relationship between lirera-
ture and history as well as the history of reception. Jauss, as noted in his seminal
publication Toward an Aecsthetic of Reception (Minneapolis: University of Min-
nesota Press, 1982), views literature as an interaction between past and pres-
ent, asserting that in the course of reading the reader will be able to integrate
past meanings as part of present practices, To this uncomplicared but essential
point of inquiry, Umberto Eco, one of the foremost semioticians in the Western
Hemisphere, offers his theoretical response.“How” to read a work of literature,
Eco argues, requires prior knowledge of how the work was produced, including
knowledge about the author, When this prior knowledge is not available, readers
fill in the conceptual lacunae as best as they can with the existing knowledge.
[n his theory of communication, Eco recognizes the importance of text-reader
dynamics and asseres chacitis from the reader chat the mc;mingful 1'c;1c|ing arises
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was the 2001 publication of a two disk CD-ROM." A print version was pub-
lished shortly afterward.

Unlike contemporary reception, tracing the hiscorical trajectory of Three King-
doms is wide open for debate; consequently, far more information is needed than
what is available. Fragments of information, albeir inconclusive, cast light onto the
culeural paths Three Kingdoms might have taken, The Chinese woodblock text
of Chin Su, which dates back to 1670, is a critical piece, because it confirms the
theory that Koreans had been introduced to Three Kingdoms at least two hundred
years before the 1871 translation appeared.'® Alchough it is difficule to establish a
definitive account of the complex relationship between Three Kingdoms in transla-
tion and Chin Su's historical text, it is not as difficult to conclude thar che arrival of
Three Kingdoms in Korea should be located in an earlier time, Evidence document-
ing such an event is found in the 1569 entry in The Annals of Chosén Dynasty.' The
entry in question reads: “While conversing with his ministers on a banquert table,
the king remarked: “The hollering of Zhang Fei frightened ten thousand solders/
One of the ministers quickly responded: "That phrase is a quotation from Three
Kingdams, isntit, Your I-{ighncss? I heard the novel is widely circulating among the
commoners although I have not had the opportunity to read it yer. How did you
obtain a copy, Your Highncss:””

A quick glance ar the entry, demonstrates thar Séncho (r. 1567-1608), the
fourteenth king of Choson, was an avid reader of the novel. The popularity of
Three K'ingdoms, both ar the royal court and among the common people, supports
the theory that Chinese literature, at least the kind thar is represented by Threc
Kingdoms, helped Koreans to develop an enormous appetite and a vibranc market
for foreign literature. The entry also directs our atrention to the strong probabilicy
that Three Kf!'xgdums was translated into the vernacular seript, since apparently the
commoners had access to it, Thus, the readership of Three Kingdoms could have
surpassed the bounds limired by the Chinese-oriented aristocrats,

Despite this apparent enthusiasm and fascination, the once favorable recep-
tion of Three Kingdoms was met wich opposition. Following the ban on such popu-
lar Chinese novels as Jin Ping Mei (The Plum in the Golden Vase) and Shuibu zhuan
(The Water Margin), which were blacklisted on the grounds that they promoted
sex and adultery and raught the young people the evils of manipulation and vio-
lence, Three Kingdoms came under attack as well. The book allegedly corrupred the
mnocent by mixing fact wich fiction. The guardians of che citizens, a class com-
prised of aristocrats and high-ranking officials, might have united to enacr a ban
on the novel. It is not entirely clear whether it was the purist campaign thart suc-
ceeded in bringing the soaring popularity of Three Kingdoms down to the earth, If
it did, then it must have been rather short-lived, In the years following the Seven-
Year War with Japan (1592-99), Three Kingdoms was clearly reinstated among the
commoners to the extent that even women and children could recite the novel line
by line.” Furthermore, the content of the novel was frequently included in state or

civil examinations in the ensuing years,
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A few South Korean scholars have attempred to establish serious scholarship
based on the historical and archaeological ﬁndings of Three K'ingdor}'is,m \Vorking
under the rubric of differentiating fact from fiction, Won-jung Kim, a renowned
Sinolegist, claims chat Three Kingdoms committed an egregious mistake in por-
traying Liu Bei as a hero and Cao Cao as a villain. Kim claims that the historical
Cao Cao ruled his people with the pen, not with the sword and thus Three King-
doms dees injustice to the historical Cao Cao. On the a[lcgcclly erroneous depiction
of Cao Cao as the coldhearted, bloodthirsty Machiavellian, Kim states: "“Our Con-
fuctan scholars glorify Liu Bei as a supreme example for brotherhood. But Liu Bei
once said: '‘Brothers are like arms and legs, but wife and children are like clothes!
Liu Bei abandoned his family, not once but three times. In contrast, Cao Cao is a
man who believed that man’s success depended on hard work and talent. It is Cao
Cao’s philosophy that deserves our admiration, not otherwise, It is time to reevalu-
ate such a disparaging view of Cao Cao™

The formalist approach, which centers on disputing the traditional interpre-
tation of the text, is now eclipsed by the notion that Three Kingdoms is a work
of fiction. Accordingly, the focus of recent studies has shifted from an inquiry
about the validity of interpretation to an inquiry about the cultura] values of the
text. In connection with this, the 1988 publication of Sam guk chi by Mun-ysl Yi,
one of the most notable writers of our time, is very instructive. By far the most
well known adaptation of Three Kingdoms, Yi's Sam guk ¢hi has sold more than
one million copies so far, and has been vored by high school students as the most
essential book in preparing for the nationwide college entrance examinations.™
This labor of love was completed after a long, meticulous process. Yi traveled to
Taiwan to collect different versions of Three Kingdoms, which he accomplished
with assistance from his Sinologist friends and colleagues. Back home, after a
long deliberation, Yi decided to translate Mao Zenggang's version instead of Luo
Guanzhongs in order to prevent duplicating the tenor and theme of previous
translations. Although the skeleten of Mao's narrarive serucrure is kepr intace,
Yi's Sam guk chi is not shy abour adding many new features, such as poems and
foornotes, that are not found in Mao's Chinese text. Such changes, Yi claims,
were essential because he wanted to give his adaprarion a modern flavor. Yi also
devotes a Iargc section in his book to the description of each protagonist, detail-
ing the many srages of the characrers’ transformation into epic heroes. Whart is
most notable about Yi's adaptacion is his commentary, in which the author dis-
cusses a range of topics from history, philosophy, and science to military revolu-
tions, successions to power, and the rarionale for waging wars. On the purpose of
his adapration, Yi is as forthright as he is with his crearive energy: “It took four
years and four months of hard work to finish the manuscript. Three Kingdoms is
a classic that will be read for many generations to come. I wanted to make cer-
tain that T do justice to the novel. If the young people in my country can experi-
ence the great joys of Three Kingdoms while reading my Sam guk chi, then I have

accomplished my mission.
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Mybng Choé, professor of political science at Seoul Narional University,
recently challenged Yi's conviction that Three Kingdoms is a classic for all time,
Scrutinizing che social impact of the novel, Choé states: “Lately, alter observing the
current presidential election, I have come to conclude that Three Kingdoms should
be removed from the bookshelves of our libraries. The central character of Three
Kingdoms is war, a war between power-mongers that manipulate everything in
their power in order to destroy their enemies. Cao Cao is no warrior but a brute.
Liu Bei is a shameless opportunist. Zhuge Liang is a master of deception. Whar
can our youngsters learn from such a wicked book as Three Kingdoms? Who dare
call it a classic?™®

It is not the first time that Three Kingdoms was considered to pose a threat to
the innocent indigenous people and that the legitimacy of Three Kingdoms came
under attack. As if repeating the sentiments of cthe controversy that erupred several
centuries age, Choé raises his voice to warn the public against its influence on the
youth. To Professor Myéng Choés irascible cricicism, the writer Mun-ydl Yi offers
this response:

The stare of the current political landsc;tpc 15, without doubr, L‘Ump'.u'ablr.: ro the
chaos depicted in Three Kingdoms. Professor Choés claim that our politicians
exploit the tactics of manipulation, conspiracy, and trickery to carry out their
agenda has some truth. But this is not an adequate reason to ban Three Kingdoms.
His claim that the novel sets a bad example to our teenagers is even maore difficulc
to accept. Even if the poor canduct of our peliticians shows undeniable similar-
ity to that of the characrers, the novel is not to blame, but rather our politicians,
because they misread the novel. If we ban Three Kingdoms, following Professor
Cho#s advice, then it will find itself in the company of books produced by Euro-
pean masters: Homer and Shakespeare, to name a few. How, then, should we deal
with lirerature giving explicit pictures of berrayal, deception, and murder thar is
committed none other than by one’s own Hesh and blood? Whar shall we do wich

such cruelty and immoralicy? *

The latest controversy surrounding Three Kingdoms is a sign that the necessary
machinery of culeural dialloguc is in place so that the public can participate in the
debate leading to the formation of cultural values, Despite the concroversy, Mun-yl
Yi has announced a plan to revise his Sam guk chi and include che episodes follow-
ing the death of Cao Cao, which he left out in the previous pl.1b|in::|tion. Yi's efforts
to champion Three Kingdoms have been followed by others: the novelisc Sok-yéng
Hwang plans to offer extensive footnotes in his project and Séng-gi Cho has pro-
posed to use only hangﬁf, the vernacular scripe, in his adapration.”

Yi's view that Three Kingdoms is an embodiment of human criumph and exis-
tential struggle is echoed by that of the novelist Yéng-kyu Pak, who focuses his

research on uncovering the hidden messages in the novel:
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The country that produces no heroes is a country no man respects. The age that
produces no heroes is an age veiled with darkness. Where there are no heroes,
there are no hapes. Those who have lost hope no longer dream. When there are
no dreamers, the race of people is in danger of perishing as a whele. The terrain of
twentieth-cen tury Korean histm‘}-‘ is disﬁgured with Failure, dcspair, and division.
The sovereignty of our country was lost at the very beginning of the century, and
we were oppressed for thirty-five years. And now, we are divided between North
and Souch. We are Iiving in a dark time. In darkness no flowers bloom, and ne
trees bear fruit. Bur heroes are barn in difficult times. Like a lonesome flower
in the thick wooeds, heroes will rise in the dark. It is now more than ever that we
need heroes. Qur nation needs heroes, If we cannot find heroes here and now,
then we must invoke heroes from the past so that they will cast a light onto our

path and renew aur hope.”

Pak finds the political curbulence depicted in Three Kingdoms remarkably similar to
the reality wrought by the uncertainties surrounding Korea’s political institutions
and the instability of its national securicy. It is precisely those pictures of chaos and
destruction that Pak seems to behold as teachings that might apply to lives in the
present. The long, convoluted plot and the scale of two hundred-some characters
are those of an epic, and the sudden demise of heroes is a magnificent display of
human struggle. Pak’s view that his country is suffering from a vacuum of great
men leads him to invoke the heroes of Three Kingdoms. In the universe of Three
Kingdoms, readers can start to envision a future, which is empowered by indepen-
dence and pride in both the domestic and the international realms. To Pak, Three
Kingdoms is the ultimate signifier of political aspirations.

Notwithstanding their status as recipients of an influx of other cultures, a
great number of South Korean readers, as shown above, have sustained an active
role when they encounter a literary model that has crossed national, linguis-
tic, and cultural barriers, As Umberto Eco claims, the readers of the receiving
culture generate readings of their own independent of those of the originating
culture. This view is echoed in Jausss theory, which urges the historian of liter-
ary reception “to rethink constantly the works in cthe canon in light of how they
have affected and are affected by current conditions and events.” Therefore,
the crucial term in culrural receprion proves, ultimartely, to be that of specific
human agency. Upon a more careful look at the reader, it becomes clear that the
reader is both the producer and the consumer of a text. The thesis is particu-
larly profitable in cross-culrural studies, because the indigenous readers read
the text, however foreign, by using che informarion recognizable from their own
culeural background. Seen in this way, South Korean readers, when engaging in
the reception ot Three Kingdoms, prove to be active participants in constructing
worldviews, which are in turn deeply entrenched in their local—both culrural

and histortcal —condirions.
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Studies of Three Kingdoms
in the New Century
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Bojun SHEN

Translaced by Kimbetly Besio

From the 1980s on, research on Three Kingdoms has made considerable progress.
In fact,"Three Kingdoms studies” has become one of the most outstanding subfields
within scholarship on the Chinese classical novel. In the short space of twenty years
(1980-2000), the Chinese mainland has published approximately one hundred
books and monographs on Three Kingdoms research (including essay collections)—
twenty times more than the previous thirty years, Further, during that same period
more than sixteen hundred scholarly articles have been published, equivalent to
more than ten times the number of the preceding thirty years. Over all, during the
last cwenty years research has far exceeded thar of any other historical period in
both breadth and depth; new opinions have been raised on a whole series of ques-
tions, which in turn have led to new breakthroughs. At this, the beginning of the
twenty-first century, how do we foster emergent trends in Three Kingdoms research,
and how do we refine our analysis? These are questions that deserve the careful
reflection of all scholars in this field. In this essay I briefly describe my thoughts on

several questions worthy of attention.

RESEARCH ON EDITIONS

In studying a book one must first be clear on its editions; this is an elementary fact
of academic research. If you wish to rlmrough]y and sysrematica]]y investigate a
work, then clarifying che origin and development of its editions is a necessary foun-
darion. No matter who we are, if we lack information on editions, then the accuracy,
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scientific nature, and ::omprehcnsivcnc:;s of our schohrship will be limited. To raise
a typical example, some people often use the phrase:“The empire, long divided must
unite, long united must divide” to epitomize the main theme of the novel, and to
analyze Luo Guanzhong’s thought. Actually, this ofthand and expedient manner of
Spe:Lking, a]rhough convenient, is inaccurate, First of all, che basis for this phrasc 15
the first sentence of the Mao (i.e., Qing) edition of Three Kingdoms: “Here begins
our tale. The empire long divided must unite; long united must divide”* None of the
Ming editions have this sentence, and thus it cannot capriciously be used o represent
Luo Guanzhongs authorial intentions. Second, for Luo Guanzhong “division” and
“unity” do not have equal importance. Even though the work does show the course
from unity to division that took place during the final years of the Eastern Han, chat
is merely the beginning of the entire book, and is a narration of established historical
fact. The "division” Luo describes does not reflect his major preoccupation. In face, it
reflects just the opposite: he finds that period of history bitterly painful. The author
expended most of his ink on the focal point of his description—the difficule transi-
tion from "division” to “unity,” and the great achievements char came our of the bitrer
struggle by the various heroes to reunify the empire. If one wants ro fully grasp the
ideological connotations of a work, one must understand the differences between
the various editions. If we want to raise the standards of research as a whole, then we
must establish its basis in edition studies.

Prior to the 1980s, research on the various editions of Three Kingdoms was
fairly superficial. Some scholars were aware that in addition to Mao Lun and Mao
chggang’s annorated and revised edition (the "Mao edition”), which circulated
during the Qing Kangxi era (1662-1723), there were also other imporcant edi-
tions, such as the Ming dynasty Jiajing (1522) edition encitled The Vernacular
Romance of the Three Kingdoms (Sanguo zhi tongsu yanyi, the “Jiajing edition” or
the “TS"). However, they generally accepred the thesis ser our in 1929 by Zhen-
duo Zheng in his famous essay,“The Evolution of the Romance of the Three King-
doms.” He claimed: “These various editions all musc come from the same source;
they all rake the Jiajing edition as their prototype”* From this thesis developed the
following common misunderstandings: (1) The Jiajing edition was closest to Luo
Guanzheng’s original, or was in fact writcen by Luo. (2) Three Kingdoms derived
only from one filiation of editions. (3) Among the numerous editions of the Three
Kingdoms only the Jiajing and Mao editions were worth paying actention to. There-
fore, for a long time, when discussing Three Kingdoms, all the hiscories of Chinese
literature or of the novel would for the most part focus on the Mao edition, men-
tioning the Jiajing edition in passing only, and almost disdaining to mention other
editions such as the Sanguo zhi zhuan editions and the Li Zhuowu commentary
edition. This situation h;lmpercd, to 1 certain dcgree, effores to raise the overall
level of Three Kingdoms scholarship.

During the first few years of the 1980s people began to pay attention to research
on the Jiajing edition. However, their basic understanding concerning the origin and

development of editions of Three Kingdoms was still essentially the same as before,
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Thus, even though during this period new possibilities began to emerge, we still did
not artain any major breakthroughs. However, from the mid-1980s, especially after
January 1987 when the Society for the Study of Three Kingdoms held a meeting on
editions of Three Kingdoms, specialists knowledge on the origin and development
of editions deepened greatly, and these specialists produced a series of valuable new
observations. First, actually nor all Ming editions took the Jiajing edition as their
prototype; the various editions titled Sanguo zhi zhuan form their own texrual sys-
tem. Second, in terms of textual development, the ancestral edition of the various
editions titled Sanguo zhi zhuan was likely to be closer ro Luo Guanzhong’s original
work, or perhaps even was Luo Guanzhong's original work {of course, the different
zhi zhuan editions all may have had some alterations added by the engravers.) Fur-
ther, while the Jiajing edition has been revised and polished, it still has quite a few
errors and omissions. Third, as far as form goes, the editions of Three Kingdoms can
be divided into three filiations: the zhi zhuan; the Vernacular Romance (tongsu yanyi);
and Mao Zonggang’s Sangue zhi yanyi. According to these new assessments, since
the Jiajing was net the edition closest to Lue Guanzheng’s original work—and thus
was even less likely to be Luo’s original work—it would be unreliable to base rextual
research determining when the book was written on this edition and its annota-
tions.” These findings broadened peoples perspectives and assaulted old modes of
thinking, propelling development throughout Three Kingdoms studies.

However, even now research on the editions of Three Kingdoms is neither deep
enough, nor systematic enough, Academics have not yet done much research on the
various editions of the zhi zhuan filiation. Our knowledge remains relatively skecchy
concerning how each filiation of edirions relates to the others in rerms of the evo-
lution of the story cycle, or how much mutual assimilation there might have been
between these filiations, Some rather large divergences continue to exist regard-
ing our understanding of the contents of different editions. For example, scholarly
opinion is still poles apart on whether the plotline concerning Guan Suo or Hua
Guansuo found in some editions was a part of Luo’s original work, or was added
in the process of copying and engraving. If these questions are not resolved, they
will directly influence research on the two larger questions of when the book came
into existence and the original appearance of Luos work. Research on these two
larger questions will in turn affect our scance on a whole series of issues. Therefore,
we must continue to build upon the base already established in edition studies,
and apply our advances in this area to promote further innovation throughout our
research on Three Kingdoms.

CREATIVE RESEARCH APPLICATIONS

From a macroscopic viewpoint, if researchers on Three Kingdoms hope to make
headway in this new century, then we must expand our consideration, and employ
our research methods more creari vely, This matter is extraordinarily complex. Here

[ will limie my discussion ro three main points.
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THE WIDER CULTURAL CONTEXT

Beginning in the late 1980s, as people conducted research on Thiee Kingdoms
from a number of levels and angles, literary research expanded to include culeural
research. This was not only a reflection of the contemporary ‘cultural studies craze”
bur also a necessary step if the field of Three Kingdoms studies was to advance in
both depth and breadth,

A work that is both profound in composition and abundant in derail is not
merely a literary phenomenon; it is also a culeural phenomenon. This is clearly
the case with a monumental work such as Three Kingdoms, which has had such a
strong and long lasting influence on the spiritual lives and national identiry of the
Chinese people. Looking at it from a purely licerary perspective, its historical con-
tributions to the genre, its rich and colorful plot, its magnificent and multifaceted
characterizations, its vast and yet tightly organized structure, ics bold and forceful
artistic style qualify Three Kingdoms to be considered one of Chinas great classical
novels. At the same time, Three Kingdoms is an encyclopedic work inco which is
distilled a rich cultural content, and which conrains a multifarious cultural signifi-
cance. Thus, research on Three Kingdoms can be carried out from a culrural angle,
as well as from a purely literary angle. For example, to account for the enormous
influence of Three Kingdoms within Chinese culture, Manzi He transcended purely
lirerary analysis and added an explanation taking into account popular views of his-
tory. He has said thac: "Three Kingdoms was truly China's first successful historical
novel . . . however, that it enjoys such a deep and broad influence cannot be totally
attributed to the artisric qualities of the novel itself, nor can we give Luo Guan-
zhong and Mao Zonggang all the credit for how widely the story cycle has spread
and how deeply the characters have entered che people’s hears,™ He points out that
an even more important factor in the novel’s enormous influence is that from the
Southern Dynasties on, anyone wanting to understand history would pay special
attention to the crucial historical juncture of the Three Kingdoms period; furcher,
various artistic forms aided in the disseminarion of the story cyele. This explana-
tion of the novel’s popularity is clearly more comprehensive and more profound
than one based on the novel alone.

In addition, from the mid-1980s on, ar the same time that we were making
headway in literary research on Three Kingdoms, some scholars have also examined
Three Kingdoms from the angle of practical applications such as personnel, strategy,
management, and the art of leadership and have published a number of works on
“applied research” That is, they have conducred research based on the assumption
that Three Kingdoms crystallizes the ancient wisdom of the Chinese people, and
thus may offer enlightenment on how to live our daily lives. This is entirely possi-
ble. Of course, this "applied research” does not constituce the main bod v of research
on Three Kingdoms, much less the whole of Three Kingdoms research.

[n this new century it is even more imperative thar we conduct bm:ld-r;lnging
research against the wider backdrop of Chinese culture. Our studies should rake at
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least three directions. The first is that we must continue to explore the special qual-
ities and literary achievements of Three Kingdoms. The second is that we should
consider the relationships between T'hree Kingdoms and Chinese culture, and mine
the novel for its cultural content. The third is that we should continue to elucidate
the vast influence Three Kingdoms has had on our national spirit and character. In
this way we can broaden and enhance Three Kingdoms research.

NEW METHODS

As the history of academic research testifies, the renovation of research mechods is
important. The issue of research methods is not merely a matter of what kinds of
tools one uses, but is also a philosophical issue that has implications for the order-
liness of one’s methodology and the depth of one's epistemology. Every histori-
cal advance in our research of classical novels has been related to a change in our
research methods. The course of development in research on Three Kingdoms over
the last cwenty-one years proves this point. For example, quite a few scholars have
given brilliant expositions on the characterization of Zhuge Liang. Among these
works, two influential representatives are Zhensheng Qiu’s essay “A Single Feather
in an Empyrean of a Myriad Ages” and Xianghua Chen’s monograph Research on
the History of Zhuge Liangs Characterization.® Yer Jun Huang opened up an entirely
new avenue of inquiry when he carried out an investigation based on the concept
of motifs. Huang pointed out thar Zhuge Liang struggled to perform what was
considered impossible, and dared to compete with heaven, ultimately failing in the
attempt. His spirit, and his final rragic outcome, was actually an enduring mortif in
our nation’s literature including myths, legends, and fiction. The process whereby
Zhuge Liang evolved from a historical figure into an artistic image must have been
influenced and conditioned by our racial memory of ancient mythological tragic
heroes—especially Kua Fu.“The extremely solemn and heroic struggle launched
by such figures as Kua Fu and Zhuge Liang against nature and the mandate of
heaven can only be continued from one generation to the next by passing on the
torch.” This kind of exposition can provide some new insights. In the new cen-
tury, as peoples thinking takes yer another step away from old ideas, new literary
theories and new research methods will unceasingly come to the fore. We ought
to approach them wich an open mind and an eye to the facts, and conscientiously
differentiate, select, and assimilate them into our research in order to further our
studies of Three Kingdoms.

NEW VIEWPOINTS

Academic research is a process of constant inquiry and seeking after the truch.
This eternally requires the courage to break away from old ideas and point out new
views. In the pase twenty-one years, quite a few researchers have upheld the prin-
ciple of "liberating thinking and seeking truch from facts” and have had the courage
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to think independenty, They have questioned paradigms, expanded the ideas of
previous scholars, raised new considerations, or opened up new fields of inquiry,
and have thus made gratifying progress on a whole series of questions. For exam-
ple, in the early 1980s some scholars made quite a stir when, basing themselves on
European literary theories of narrative that posited a pattern of movement “from
stereotypical models ro individualized models,” they pointed out that the characters
in Three Kingdoms were brilliant examples of stereorypical models.” Some scholars
disputed this, feeling that the concept of “stereotypical model” was nort scientific.
Shangsheng Liu then went a step further by proposing a new category. He felt that
the characters in Three Kingdoms represent a high peint in the art of stylization,
and thus these stylized images became stereotypes.” This insight enhanced our
understanding of the novel. In this new century we ought ra maincain this boldly

creative spirit, and scrive for new :Lccomplislmlents worthy of our time.

HISTORY OF THE FIELD

In che last twenry-one years it is ccrt:linl}-’ true that there have been quite a few
excellent works within Three Kingdoms studies that evidence deep thinking, novel
viewpoints, and original ideas. However, there have also been a relatively large
number of no more than average pieces on hackneyed ropics; they are superficial
in content and lack new ideas. Some essays, one can tell ar a glance, are just the
same old rubbish, and the author, having no outstanding ideas of his own, can-
not even bcgin to comment on the ideas of others. Similar situations are common
in other fields of research. Of course, the reasons why mediocre work exists in
such abundance are quite complex. Some rescarch is mediocre because the level
of analysis is not very high; some is mediocre because there isn't sufficient effort
dedicated to the scholarship; and other work is pedestrian because the artitude
toward scholarship is not rigorous enough (perhaps it was cobbled rogether at the
last minuce for the sake of a tenure or promotion review, or hastily done in order
to secure an invitation to a scholarly conference, or written with only a smattering
of knowledge about the subject). In addition co all these reasons for second-rate
scholarship, there is one more important reason—a lack of understanding regard-
ing the history of the field.

In any area of scholarship there will be a process of origination and develop-
ment, and continual enrichment and refinement by greldua] accretion. It is only
when we have fully graspcd the research achievements that have already been
made that we can spc:{k of development and crearion; it is only by standing on the
shoulders of chose who have gone before us that we can see further chan they did.
Therefore, in researching any problem one must first confront its research history
to understand how much and to whar extent others have already done research,
what viewpoints they have formulated, and whar problems they have encoun-
tered. Only after such a course of action can one determine the starting point

of one’s own research, and select an appropriate angle from which to proceed.
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This is established scholarly procedure. If one is not sufﬁciently familiar with the
research history of a problem, or worse vet doesn't know anyrching about it, and
warks behind closed doors just relying on “impressions upon reading” then we will
inevitably end up with the awkward situation of“the blind leading che blind.”

If one does not know the history of the field, then choosing a thesis will be a
capricious process, Often one will just research whatever happens to be “hot,” or
whatever is easy to put one’s hand to; and chis almost certainly leads to the creation
of a tired old retread. Of course, this is nor to say that one cannot do research on
topics others have researched before. As long as one can come up with new materi-
als, new viewpoints, or new methods to apply to an old topic, one can scill write
a perfectly fine essay. However, with an insufficient basis in thought and skill, an
old topic can easily lead to old contents. Conversely, there are some valuable topics
that have been neglected because researchers are ignorant abour previous scholar-
ship, For example, in the past ten years no more than a smattering of articles have
appeared on the utilization of parallelism within the novel, or the use of poetry,
rhymed prose, ballads, and proverbs. Further, while quite a few works mention in
passing the unique qualities of the language in Three Kingdoms, only one or two
articles have been wrircen thac really focus on this topic. This cannot but be consid-
ered a great dcﬁcicncy.

If one’s understanding of the history of the field is insufficient, there will inevi-
tably be some limits to how much one can refine one’s viewpoint, and the foilowing
three circumstances will be difficult to avoid. First, one's starting point will tendi
to be low; second, one’s thinking will tend to be narrow; and third, one’s ideas will
tend to replicate those of others. For example, during the 1950s, under the influ-
ence of leftist thinking, some people simply denounced the ideological tendency
toward “respecting Liu and devaluing Cao” in Three Kingdoms as “feudal orthodox
ideology.” Since the economic reforms of the 1980s this idea has been discussed
anew, and a number of scholars have already pointed our that the reason why Luo
Guanzhoeng “respected Liu" was not simply because Liu Bei was surnamed Liu.
(Liu Biac and Liu Zhang were also surnamed Liu, and their family history was
even more illustrious than Liu Bet's, however, thcy consistently met with derision,
Thr emperors Huan and Ling of the Han were both surnamed Liu and they were
even more roundly criticized.) Rather, this attitude was due to the fact that from
the first the Liu Bei camp had the slogan "above serve the nation, below pacify the
masses” and unstintingly devoted their efforts to reunifying the nation in order to
restore the Han. Thus, from the Seng and Yuan periods on, the greater populace
admired them. The qualities of the leaders of the Liu camp—the benevolence of
Liu Bei, the wisdom of Zhuge Liang, the righteousness of Guan Yu and others
like him—are all in keeping with the morality of the masses. The reason why Luo
Guanzhong “devalued Cao” was that Cao Cao acts as a stereotypical archcareerist,
who often butchered the common people and ruined men of talent. Luo described
in affirmative terms Cao’s great enterprise of unifying the North and his unusual
courage and resourcefulness, and thus did nor just capriciously belittle Cao, From
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this we can see that Luo’s tendency to “respect Liu and devalue Cac” was primarily
1 reflection of the attitude of the masses, which tended to adopt the standard of
“support me and you're a prince, mistreat me and you're an enemy” when support-
ing or criticizing feudal governments and feudal statesmen, This viewpoint has
already gained common acceptance in Three Kingdoms research circles. If roday
some researcher were still to use “feudal orthodox ideology” ro explain the ten-
dency in Three Kingdoms to “respect Liu and devalue Cao,” then at best they would
be repeating interpretations already discussed in che 1950s, and absolutely could
not claim to have a “new viewpoint.” One often sees some researchers spending a
lot of energy writing an essay that they chemselves feel is pretry innovative, but
in reality does nothing but repeat opinions other people have long since already
described. This occurs because they were not clear on the history and the present
state of the field.

If one is unaware of previous scholarship, and also has spent insufficient
energy conscientiously coming to grips with the source material, ones statements
on facts will inevirably be inaccurate, and one can even make a fool of oneself over
some fairly elementary questions. For example, for a fairly long period of time, peo-
ple have mistakenly believed that Three Kingdoms "altogether describes over 400
individuals”” During the last several years several comparatively authoritative histo-
ries of Chinese licerature and of the Chinese novel have been published and most
describe Three Kingdoms in this way. As early as 1984 I wrote an article pointing
out thar this description had its origins in the "Sanguo zhi zongliao,” a chart that
appears at the front of the Jiajing edition of Three Kingdoms. Actually,"Sanguo zhi
zongliao” is arranged according to the history Chronicle of the Three Kingdoms (San-
guo zhi), A number of figures appear in it—such as Cao Cao’s wives and most of
his sons, Cao Pi’s wives and most of his sons, as well as several famous literati such
as Ruan Jie and Ji Kang—who do not appear in the novel. Conversely, some figures
in Three Kingdoms, such as the Zhang brothers who led che Yellow Scarves upris-
ing, “Master Stll Wa ter” Sima Hui, and Zhuge Liangs good friends Cui Zhoup-
ing, Shi Guangyuan, and Meng Gongwei, all cannot be found in che “Sanguo zhi
zongliao.” From this it is obvious that the “Sanguo zhi zongliac” is not a chart of the
characters in the novel, and fundamentally cannot be used as a basis for calculating
the number of individuals in the novel. According to an initial count of the Mao
edition of Three Kingdoms, there are more than 980 named characters in the novel?
Unfortunately, some researchers have neither paid attention to my article nor have
they rigorously checked their sources, and thus continue to pass on this ourmoded
and mistaken idea. This diminishes the scientific quality of their work, In view of
chis situation, in 1992 I wrote a second article furcher pointing out chat the"Sanguo
zhi zongliao” altogether listed 511 figures (after recently rechecking the numbers
once again I realize that three figures were listed rwice, thus the real number should
be 508.) Past scholars had not counted carefully, and had only roughly calculated
the number. T thus argued that even if we were basing the idea thae* Three Kingdoms
describes over 400 individuals” on the “Sanguo zhi zongliao” it is still nor accurate.
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Having made this comparison of the “Zongliao” and the novel, we can determine
that the summary “Three Kingdoms describes over 400 individuals” is the product
of sloppy scholarship, and is completely incorrect. Based on the number of entries
in the characrers section that I edited for the Dictionary of Three K}'r!gdoms there
are over 1200 individuals mentioned in the novel; among these over 1000 are given
full names."" Among China's great novels it is truly the one with the most charac-
ters,'! This originally was only a small issue, but due to inertia, it became a habitual
error that has gone uncorrected for years. I hope that in the future rescarchers will
call attention to this and not continue to pass on erroneous informatien.

In sum, these facts suggest that by v;lluing and strengthening research on
the history of the field we will be able to improve the overall quality of research
on Three Kfr:gr{om_\'. To this end we ought to yearly compile an index of works on
Three Kingdoss, systematically collect and collate new sources, and write articles
specializing on this topic, in order to point the way for future research.

DIGITALIZATION

Humanity is entering the digital information age. As computer technology and
the Interner have flourished, "dl'gitalizzltion” has become a global trend, and has
dramatically changed our lives, work, and scholarship. Against this backdrop, how
we can use computer and Internet technelogy to open up and develop the field of
Three Kingdosms studies has become an issue that we urgently need to confront
and explore,

Up until now, digitalization and computer research has remained basically
nonexistent in the area of Three Kingdoms studies, Certainly quire a few researchers
have begun to use computers, but they only use them as writing and bibliographic
tools in place of pens and note cards. And while quite a few researchers have started
to “surf the Net," they primarily use the Internet to send and receive e-mails, and
to inquire about and pass on some academic information. But due to the limita-
tions of our knowledge, using computer and Internet technology to advance ana-
lytical research on Three Kingdoms is still in its formative and preliminary stages.
Ovur efforts have been scattered on a whole range of research issues. Thus, not only
has there been a lot of repetition in our efforts, but also our resources are often
unavoidab[y incomp[cte. Acmrdingly. our ways of Ehinking have been parochial,
and our results one-sided and random. At this, the thresheld of a new century, the
digicalization of Three Kingdoms scholarship—the use of compurter and Internet
technologies to carry out research in order ro render our research more modern,
consistent, and scientific—will certainly accelerare achievements within Three
Kingdoms studies, There will be a relatively large number of breakthroughs on
tmportant quesrions, (:onsequcnt[y, Three Kingdoms studies will make a qualitativc
leap, effectively enhancing and advancing our research.

According to our current understanding, a Three Kingdoms studies digitaliza-
tion project initially ought to include the following activities:
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Unfortunarefy, because avenues of communication are too few, up until now
exchange berween Chinese scholars and those from other parts of the world has
been rare. There are still many gaps in such areas as mucual exchange of news, and
our incorporation of each other’s research results. In this new century we ought to
strcngthen cultural exchange berween China and the rest of che world, and trans-
form cooperation between scholars into innumerable great achievements in Three
Kingdoms research.

A new century has already dawned. Looking forward to che furure pros-
pects of research on Three Kingdoms we are full of confidence. Let us make sin-
cere efforts to further advance our research so that this great classic may shine ever

more brightly.
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Analects: 1.2, ix; 1.4, 31; 1.7, 31; 1.8, 40n7;
1.13,32; 40n2; 2.22, 40n9; 2.24,
40n2; 3.4, 40n4; 4.10, 27; 4.16,
40nl1l; 5.16, 40n2; 7.3. 40n2;
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% 12.9,31-32; 12.20, 40n2;
13.4, 40n2; 13.18, 1x; 14.14,
40n11; 14.34, 40n12; 15.16,
40n2; 15,17, 28; 16,11, 40n2;
17.23,27; 19.7, 40n11
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109032, 109041, 120n1,
121nn5-6

arrogance as facal flaw, §
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baixiongdi FF WL,
Ban Gu #LH (Han She), 48
banpzi ¥i-1* (clappers), 115

banbu Heli] (two-stringed spike fiddle), 115

banshi #8.5 {metrical type), 117

Besio, Kimberly, xxiv, xxvin10, 83n4d, 83—
84nnll-12, 85n26

“Betrothal (or Union) of Deagon and
Phoenix/Returning to Jing-
zhou" (Feng long pei/Hui Jing-
zhou FEHFERLEF M) wianbua
theme, 90,92-96

biaoyan wei zhu i
119

Bo, ., 144n45

Bo, Songnian i

Y, 108n10
#7l (Burning the

Bowang shao tunfl
encampments at Bowang}, xxiv,
73-82, plot, 75-76; Ming manu-
script, 76—82; Yuan edition; 76;
78-82

Brecht, Bertolt, 24n2

Brewite-Taylor, C.H., 108n12, 109n27,
120n1

Burnett, Mark Thornron, 140n32

—

Cai Yong
CZLD CAO I.‘é=||

! (Han official), 48-49
73; 111; and Shan Fu, xii; as
treacherous villain (jian xiong

15,

UTHE), xvii; blessed by cosmic
foreordinarion, 7; characterizacion
in novel, 159-60; characterization

in television series, 129; caprure of
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Lord Guan, viii in play Cao Cao
and Yang Xin, 112-13; 116-117;
119-120; in traditional drama,
113-14; kil[iug of Lii Boshe,
f;lmily, 17; 90; magnanimous
treatrnent of Guan Yu, 19-20, 37;
on eunuchs, 46; rise of, 45; ticular
founder of Kingdom of Wei £,
xix; representacion in nignhbua,
90-92, 101; womanizer, 21

Cao Cao and Yang Xiw WHRESHE (Jingju),
xxw, 111-120; 120n2; awards,
111; final scene, 119-120;
intended audience urban inrel-

lectuals, 117; music, 115-17;

synopsis, 112-113; theacrical
devices, 119; themes, 117-119

Cao Hong Wt (Wei general), 101

Cao Pi WAz (son of Cao Cao), 21, 33

Cao Rui ¥4 (Wei emperor), 11

“Capture and Liberation of Cao Cao”
(Zhuofang Cao TUEHH): nianbua
theme, 89-91, 101, 104

Changban po =YL, See“Slopes of Chang-
ban”

% (vocal music), 11

5

changqiang I

Chen, Du [# 1, 139n9

Chen Gong P (magistrate of Zhong-
mou), 90, 101

Chen, Jack, 109029

Chen Liang (Song historian) [, 54,
58-63, 65-67, 68nn13-18,
68nn21-25; transformation of

Zhuge Liang into a sage, 61-62
Chen Shou [#34 (Sangua zhi), xix, 13n5,

50n4, 83n10, 87, assessment

of Guan Yu, 8; assessment of

Zhang Fel, 75; assessment of
Zhngc Liang, xxiv, 53-54, 55,
65-66, 74; L‘lcscription of Zhuge
Liangs southern campaign, 56
Chen, Shuibian 7K i, 136
Chen, Su B, 16403

HITE, 157, 164n3

Chen, Yaxian 156 (auchor of Cao Cao
and Yang Xiu), 113-15, 117,
120, 122n29

Chen, Zhouchang M I, 83011
Chclmg, Dominic, xxi, xxiii, 83n4
chicken tendons (jeler E), 112
Chinese Theater Arcists Association

(Zhongguo xijujia xiehui HPEE A
il fr4%), 111, 12003, 121013,
122n24

chow 1, 116

Choé, Yéng-hae # = 8, 144, 15006

Choe, Mydng #Hwl, 151n23; criticism of
Three Kingdoms, 148

Choéng, Pi-sdk #8141, 144, 150n9

Chéng, Won-gi A £17], 145, 150011

Chao, Yang-uk 395, 144, 15005

Chronicle af the Three Kingdoms [Sanguo
Zhi L, xix, 8, 43, 53-54,

chuandiao N # (musical sources from Sich-
uan), 116
UJJruu:"\g[rr.m a1 {costume :;ptciﬁcal:iuns], 76

Comprebensive Mirror for Aid in Govern-

ment (Zizhi tongjian Y1500 %
Sima Guang), xix, 43-44, 47, 54,
65-66

computer games based on Three Kingdoms,
132-33; in Korea, 145

Corrigarl. Robert W, 5, 12, 1303, 13n6-7

cosmic foreordinacion, 3-4

cosmic ordainment (tianshi KIEE), 7

cosmiic will {tanyi A5, 4

Crouching Dragon. See Zhuge Liang

Cui Zhouping /1" (Daoist recluse), 5-6

dan 1 (female role), 117
LTI (for che sake of the

dayt miegin N7
gl’Eil[ET' CaAuse [o L{CST]'OY F?] l'['l]ll}"

]:v(mds), vil, viit
de 13 (virtue), 118
Deng Ai U 2 (Wei general), 6
Deng Xiaoping Ui/ 17, relationship with

Zhao Ziyang AR, 118

Dicsfngcr, Gunter, xxvin7

dili 37 (geographic advanrages), 11

Diug Feng 14 {Wu gcucm[), 92,94,97
dizi 1 1 (wind instrument), 115

Duoctrine :],f'fhu Mean (Zhong yong '['.'.|I'), 28
|)u“\j,-', William, 108925
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Deng Zhongshu il (Han philoso-
pher), 46, 48, 51n9

Dong Zhuo 4 4 (Han minister), xii, xviil,
44,45, 49; death, 17

Dou #4515, Dowager Empress, 49

Duara, Pmsen_fir, xxviny

Duel of Wits across th
zhi

» River (Ge fiang dou

)i Yuan zaju, 104

Du Fu # 5] { Tang poet): “Bazhentu
SR (The Maze of Eight
Ramparts), xiii; “Lines written
in memory of Zhuge Liang,
Prime Minister of Shu-Han," xiv;
poems on Z-hugc Liang, xx

Eco, Umberto, 143-44, 149, 150nn1-2

E Huan 534 (Gao Ding vanguard), 54-55

erho W {mid-sized rwo-string spike
fiddle), 115

erhuang U7 {musical mode), 116

Fang, Achilles, 67n1
Fang Xuanling FE 28 (Jin shu), 68n12
Fan Ye J50# (Flou Hau shu), 43

I3

. S i 3
fa wei %3 {punitive expeditions against

Wei rebels), 64

fearure acting {btaayan wei zhe FHE
119

Feng, Fanying, HMLUE, 13908

Feng, J., 13906, 139n10, 140n27

Feng fuug peid Hui Jmgzhow FLEERL/ Q5
. See” Betrathal {or Union) of
Dragon and Phaenix/Return to

Jingzhou”

Feng, Youlan, 51n10

Feng, Yu Fi, 139n9

Five Agents (wuxing 1077), 3—4, 22

Freud, Sigmund: Civilization and its Dis-
contents, 24-25n8-9; libido
into narcissism, 25n10; quoting
Heinrich FHeine, 18—19

Frye, Narthrop, 24n3

Fu, Jifu {EAE S, 16407

Gao Ding i {governor of Yuesui);
54-55, 64

Gao, Wenbi, 13909, 13911, 139019

Gao, Yiming - -I5, 116, 122nn17-18,
122n21

geographic advantages (difi Hif(), 11

Gitlin, Todd, 140n31

“Giving Chengdu to Liu Bei," 90

Gomery, Douglas, 141n48

gong 2 (arrack), 64

Goodall, Peter, 135, 140n39

goulian “JE (draw a face), 114

Grear Ultimate { Taiji X4), 3

Gu, Yugian, f5 4%, 83n8

Guang Wu J£il7, Emperor of Han, 44, 45

Guan Yu B3, 73; bartle with Hua Xiong,
20; battle with Yan Liang, 20;
capture and release of Cao Cao,
7,20, 38; character in Bowang

shao tun, 79-80; characreriza-
tion in television series, 132;
conversation with Zhang Liao,
32, 35-36; death of, viii, xviii;
faich in ¥1, 9; in charge of Jing-
zhou defense, 8; relationship
with Cao Cao, 35; remark on
Peach Garden pledge, 40n8;
surrender to Cao Cao, viii, 19;
three conditions for submission
to Cao Cuo, 36-37; worship of,
xx-xxi; wratch, 19-21

Guan Zhong B (Warring States figure):
compared to Zhuge Liang, 6,

61, 66

Guo, Yingde 59{E, 85n37

guqin 775 (ancient plucked instrument),
115

guzheng v ¥ (ancient plucked instrument),
115

-

bandiao ¥ (Jingje metrical eype), 117
hao kan 4145 (look good), 119

H:-l}-'den, George, XX, XNV

Hayes, James, 107n3

heart-to-heart talle (tan xin s,
between Cao Cao and Yang
Xiu, 119-120

I Icgd, (}L‘.urgfc Wilhelm Friedrich: on tray,
edy, 4, 10, 12, 13n6

Flegel, Roberr B, 109037
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Heine, Heinrich, 18—19

He Jin {53 (Han minister), 44

He, Manzi 4§ 7T-, 156, 164n4

He, Shu {ii#], 119, 122n31

Henry, Eric, 83n5, 83n7

Hermitage Museum, St. Pccersburg,
108n10

historiography, 43-44

H&, Yun-sok 5 #41, 144, 150n7

Homer { The Mliad), 16-17, 24n4-5

I"Iong,JunhaU, xxv, 140n21

How Han ji (%540 (Yuan Hongs2 %), 43,
47

Hou Han shy 553 (Fau Ye {5 and

1612), 43, 47, 48

Sima Biao @
Hsia, C.T., 108n24
Hua Guansuo 5 % (son of Guan Yu in
some editions of the novel), 155
Hua Guansuo zhuan 35 E W (The Story of
Hua Guansio), xxi
huajus A, 114
bualian M (painted face), 114, 117
FHuan 77, Emperor of Han, 44, 45
Huang, Huajie i &, xxvin7
4,157, 164n6

r (

Huang, Jun

1 ng‘lt:l ll)

. (Shu general), 8, 20

Huang Quan

Huang Zhong

Huarongdao TEFIE, 7, 38

Hua Tuo #¢2 (Three Kingdoms physi-
ci;m), 21

Hua Xiong FEE L)ong Zhuo guwml} 20

Huayang guozhi i, 54

“Hu Jia Shi Ba Pai #7i 1 /\41" (foreign

reed-whistle eighteen beat), 116

human efforts (renmou AER), 7
human harmeny (renbe AFIl), 11

Hu, Tianmin &% [, 83n4d
Hu,Yong 1%, 139013

Hwang, Sun-w onka=¢, 144, 150n7

Idema, Wilt, xxvin8, 77, 84nn13-15,
84n18

Ikegami, Eiko, 140n33

IMiad by Homer, 16-17

Innis, Harold Adams, 134, 140n35

“Inspiring the Fighting Will of Huang
Zhong"s nianbua theme, 90

internal and excernal skill (neigong be
waigong W UAIERL), 114
[ser, Wi ﬂFgang, 143

Jauss, Flans Robere, 143, 149, 151n27
Jiang Wei 23 (Shu General), 6; virtues of
zhong and yi, 12
Jiang, Yifan #%—}L, 139n11
Jiang, Zemin Pl 136
Jiang Ziya %27 Warring States figure):
Zhuge Liang likened to, 5

Jieting 4%, batele of, 65

jieyt #i4% (oath of brotherhood), xi, 10

_;'r'ncou ¢ (fast and cighe), 115

Jinghu 50 {(small ewo-scring spike fiddle)
115

Jingju 208 {Beijing/ Peking opera}, 88; four

Pet'fm'lmmcc skalls, 119
_]Ing‘zhou M, 8

Jur Ping Met (The Plus in the Golden Vase):

blacklisted in Korea, 146
Jiuwd i {to die for the mission}, vii
Judge Bao (Bao Gong, 114} Cao Cao lik-
ened to, 119

Junzi Horix

Kalvodova-Sis, Viadimir, 109131, 109n33

Kang, Yong-tu %% l)OnlJ

Kim, Hong-sin 4541, 145, 150010

Kim, Jinhee, xxv

Kim, Moon Kyung. See Kin, Bunkyo

Kim, Tong-ni 714§ 2], 144, 15007

Kim, Un- -yong 41+ %4, 144, 150n6

Kim, Won-jung 4 g1, 145, 150n11,
1)1[12{)

Kin, Bunkyﬂ 450, 84n13, 163, 165n14

King, Gail Oman, xxvin9

Kongcheng ji ¢ P See "Strategy of the
Empty Fortress”

Kongming TUIE, See Zhuge Liang

Kong Wendai (character in play Cao Cao
and Yang Xiy, Wei officer),
112-13, 116,119

kou i€ (ra invade), 64

Ko, U-yGng, 145-46

Ko, ‘t’u-s;mg.':‘ Tl 144, 15004

K1'u|f]1,_[n.~;v]1|1 Wood, 12-13, 13n9
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kutou SEER (section of stylized weeping),
117

Lau, D.C., 40n1

lianbuanhua JERA (comic books): on
Three Kingdoms, 133

lianpu 2% (face design), 114

Li, Chunxiang % 4§, 83n11

Li, Fua, 10706

Li, Zhongcheng Kk, 115, 121nn15-16

(Confucian classic), vii

Emperor of Han, xi, 44, 45, 50

Lin Yumng, 103, 109135

liscening to thearer {ting xi I#I4), 119

Liu Bang 2 (founder of Han dynasty),

vii-ix, xiv

Liu Bei 145, viii; ambitions of, 78; alliance .
with Cao Cao, xviii; ﬂdoption of
Kou FL‘.ng W B, iy as ft:gitimnrc

successor of Han, 29-30, 64;

assuming title“"king of Hanzhong,”

30-31; benevolence concrasted
with Cao Cao, 29; character in
Bowang shao tun, 78—80; charac-
terization in novel, 159—60; char-
acterization in television series,
129; dilernuma between kingship
and kinship. 33; death, 9; mar-
riage to Lady Sun, 92-97; Moss
Roberts on qualities of leadership,
118; parting wich Shan Fu, xii-
xiii; reaction to Guan Yu death,
33; represencaion in tanbua,
I0-100; rise of, 45; sworn broth-
erhood with Guan Yu and Zhang
Fei, xvii; three visits to Zhuge
Liangs thatched hut, xviii

Liu, Cunren, 163, 165n13

Liu Feng #/%) (adopred son of Liu Bei), 80.
See also Kou Feng

Liu, Ling #F5, 139018

Liu, Mingtao B[ #,{3, 83n9

Liu Shan #51 (son of Liu Bet), xviii, 10;
eulogy to Zhuge Liang, 61, 66.
See also A Do

Liu, Shangsheng % I-4:, 158, 164n8

Liu, Shide ¥1[17£, 165n13

Liu, Xinxin /i, 139n14

Liu, Yiguo ¥125 1%, 83n9

Liyi #%% (compound in Mencius), 28

Lo, Andrew Hingbun, xxvin4

Loungzhong dui [P #] (Response at Long-
zhong), 7-8

look good (bae kan i), 119

Lord Guan 4%, See Guan Yu

lwogee BEYL (gongs and drums), 115

Luo Guanzhong B, xxii, 43, 50nn2-3,
50n5, 50n7,51n11, 51n22, 87

Lu Xun if (modern author), 22, 25n12;
True Story of Ab QO (Ab Q zheng
zhuan B Q TE{), 118

Lu Xun &% (Wu commander), 7, 8

Lii Boshe {115 ( Three Kingdoms charac-
tE‘r‘I 17,90

Lii Bu 77 (Dong Zhuo general), xviii, 17;
and Diao Chan Z{i, love stary
in television series, 129

Lii Meng 4 5% (Wu commander), 9

i (Shu general), 8, 18, 20

Ma, Ke 5E (Direcror of Cao Cao and
Yang Xiu), 113-15, 117, 120,
121n4, 121nn8-9, 121n14,
122n23, 122n25

Mandate of Heaven. See Tianming

Mao, Lina, 139

Mao, Xin §H7T, xxvin5, 83n8, 83nl1

Mao Zedong T W, 73; relationship with
Peng Dehuai 9287, 118

Mao Zongga ng':[—'_'},‘-f i, wxii, 46; prcﬂttm' ¥
comments, xxvin10, 73

McLaren, Anne E., xxvin9, 86n38, 163,
165n14

McLuhan, Marshall, 134, 140n36

Meng Huo #4E (Rebel leader), 54, 56,
65

Mencius, x, 40n2-3, 4005-6, 40n10

Mencius, 35, 45

mengguger %K, 116

Mi Fang BE3F (Shu general), 80

Mi, Lady 5 A (Wife of Liu Bei),
9(-92
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Mi Zhu $** (Shu general), 80
Muketji, Chandra, 134, 140n37

Nakagawa, Sacoshi H')1ii7, 163, 165n14

Narional Xiqu Insticute, 111

neifuben IWIFTAS (archival edicion), 77

Neuwmarn, W, Russell, 134, 140n28
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"Chronicles of Three Kingdoms”
(Xin QJuanxirzng Sanguo zhi pin-
ghua HimtH = “HI) See
Pinghua.

aianbua 20 (New Year prines), 87; centers
of production, 88-89; theme of
Three Kingdoms in, 88-107

Ogawa, Tamaki /]| | B4, 83n4d, 83nll,
163, 165n12

Ong, L[jl’ll'l £ = 121nl2

Orphan of the House of Zhao (Zhao shi gu'er
B EGAR 5L): Jingju, 117

Outline and Digest of the Comprehensive
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(Zizhi tongjian gangmu BRI
il H Zhu X1}, xix-xx; champion-

ship of Shu regime as continua-
tion of the Han, 64

Qutstanding New Jingju Pla} { Youxiu
Jingju xin jumu 155 HUELEEH ),
111

Pagani, Catherine, xxiv-xxv, 24n7, 85n23

Pak, Kén-hai 2718, 144, 150n4

Pak, Kyong-min ¥} 51, 144, 150n11

Pak, Yéng Y124, 144, 150n5

Pak, Yéng-Kyu abed 1f 148-49, 151026

Pang, Ki-hwan 713, 144, 150n9

Pang T{mg [tk {Shu adviser), 11, 31

Pavilion of the Yellow Crane (Huang be lou

s ianbua, 104-105;
Yuan zaju, 104

Peach Garden Pledge (taoyuan jieyi
BEFTAS ), 19; description in
Ming plays, 78-79; in novel,

o ;
27 in vernacular literature,

xX1; pol:untiul moral dilemma,
32-34
Peach Qechard: oach in, xi
Peng Dehuai W80 celationship with
Mao Zedong T W, 118
pengling HEFF (bump bells), 115
"Petition for the First Expedition” {Xian

chushi biao SR, 10,
21-22,45
Pei Songzhi Ffitz, xix, 51n8, 65,75

Phan, Anh-Thu, 1400n23-24
Pinghua, xxi, 75, 85028

I=ingmndinu :hil'."l-u‘i'-:lll':- 116

pipa 5115

Plaks, Andrew, xxvinl, 109126, 109nn39—
40

1,“:1‘]?(_‘[1.1:1[ hL'll']]ﬂ.ll Cl)i'l['lict ;:F'L'H I’.]ILb ‘,'OMQJ){‘J!g
Yong
maodun N AUEAE), 117
portents of dynastic decline: in historiogra-

phy, 47-49; in novel, 48-49

Qian, Mu #24, 13n4
Qian Niang {characrer in Cao Cao and Yang
Xiu, Cao's concubine), 116

Qian, Yuping, #7177, 139n1
Qiae Zhou Al (Grand Historian of Shu),
10-12

gin f& (kin): rejection of, ix
Qiu, Shengrong 2
Qiu, thnshcng il . xxvinS, xxvin?,
83n9, 83n11, 157, 164n5
quan # (discretion), 28
qupar AR, 116
quyi iz, 116

Red Clift {Chibi #5i{#), Bactle of, xviii, 7—8
regional theater, 87-88

ren 1 (humaneness), 60

renhe AR {human harmony), 11

i
A

resmon A (human effores), 7

Ren, Sha {Ei1, 139013

repyl { '._<., X

Response at Longzhong (Longzhong dui
Pt i), 7-8

Ricea, Barry [, 13435, 140n38

Rifrin, Boris, 25n14, 163

vites {1/ %), 28
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Roberts, Moss, xx1, 83n4; afterword to
translation of Three Kingdons,
118; characrerization of Mao
Zonggang edition, xxil; Du
Fu's poetry on Three King-
doms, xx; Liu Bei and leader-
ship, 118; translation of Three
Kingdoms, xvii, xxvin2, xxvin3,
xxvind, 24nl1, 24n6, 40nl, 68n7,
122nn27-28, 154n1

Rolston, David L., xxvinll

Rong, Fan %%, 13909

Roy, David T., xxvinl1

Ruan, Yuanyuan Bt 1, 139n19

Rudova, Maria, 10715, 108n9, 109042

Sam guk chi 2= 2] {(Three Kingdans in
Korean translation}, 144-45

sanban T [drspused meter), 117

Sanguo Yanyi =Wl . See Three King-
doms (the novel)

Sanguo zhi L (Chroniele of the Three
Kingdoms by Chen Shou), xix,
13n5, assessment of Guan Yu, 8;

azsessment of Z]mgc T.i:mg, XK,
65-66, 74

Sanguo zhi zongliao =[5,
160-61

Schudson, Michael, 134, 140037

“Seecker of Worthy Men” (character in Cao
Cao and Yang Xiu), 119

Service, John S., xxii

Sewall, Richard, 24, 25n15

Shan Fu i

i parting with Liu Be, xii-xiii,

See alse Xu q}m

t {creator and

Shang, Changrong ¥
performer of Cao Cao in play
Cao Cao anid Yang Xiu), 113-15,
116, 117, 119-120, 120-121n4,
12In7, 121nn10-11, 122019,
122030

Shanghai_ﬁnﬁu Company, 111, 117, 120n2

Shaedi b7, Emperor of Han, xii

Shen, Bojun PO, xxd, xav, 13903, 13907,
164n3, 16401911

Sheng, He, 140n42

shidat gan IS (contemparary feel), 115

Shi Guangyuan A7 5T (Daoist recluse), 6

Shiji 1EE (Sima Qian), viii

Shijing HEE, xi, 49,51n13

Shuihu Zhuan AKIEHE (Outlaws of the
Marsh), xi, 21; blacklisted in
Korea, 146

Shun %% { Ancient emperor): Cao Cao lik-
ened to, 119

Silverstone, Roger, 138, 144n47

i (Hou Han shu), 43, 48,

51nn15-21; interpretation of

Sima Biao &)

pnrrenrs, 49

Sima Guang F53¢ (Comprehensive Mirror
for Atd tn Governance), xxiv, 43—
44, 50n1; depiction of'74|111gc
Liang, 54, 65-66

Sima Hui rlZE % (Daoist recluse}, 5

Sima Qian W58 (Shiji), x

Sima Y1 7555 (Wei General), xix, 11, 22,
57-58, 59-60, 62-63, 65-66;
character in television series, 136

“Slopes of Changban” (Changban po FARI):
nianhua theme, $0-93

Sophoclean drama, 5

Seng Jiang P, xi
Story {JmeI Guansuo (Hua Guansuo zhuan
Hep o 413, xxi

“Strategy of the Empty Fortress”
(Kongcheng ji 57 nianhua
theme, 90, 104; play, 104

Sun, Lady {532 A {Wife of Liu Bei), 92-97

Sun Quan 154l founder of Wu %, xix;
arranges marriage of sister to Liu
Bei, 92

suona WY (wind instrument), 115

Takahashi, Shigeki @ F4, 83nn2 3
Tanaka, Issei, 107nl

Tan, Liangxiao it FL0M, 84020, 1650 10
tan xin 8.0 (heart-to-hearr talk), 119
I, 8889

f (Prefece of Xuzhou), 17
taoyan S/ (a pain), 119

Tachuawu £

television as mediam for diffusing high cul
ture, 133-35
“Ten Regular Avcendanes” (Shi changsh

[T, a4
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Three Kingdams (Sanguo yanyi ~ S the
novel, accribured to Lue Guan-
zhong &), xvii, 87, 126;

adaprations by Korean writers,

i

145; :Lrbitt'at'y applicatinn of
discrecion, 31; ch:Lpter 1, wiil, xi1,
xvil, 9-10, 30, 32; chaprer 2, 33;
chapter 4, xviii, 17, 29; chapter
10, 17-18; cl:sztcr 14, 4; clmptcr
16,21; Chapter 20, 30; ch:Lptcr
25,19-20, 35-36; cfl;LptcL‘ 26,
32; chaprer 28, viii; chapter 33,
21; chaprer 37, 5-6; chapter 40,
31; chaprer 41, 29; chaprer 49, 7;
chapter 50, 38; chaprer 51, 38;
chapter 52, 25n11; chaprer 56,
11; chaprer 60, 29, 31; chaprer
63, 8; chapter 65, 8; chaprer

72, 112; chapter 73, 8, 20-21,
30-31; chapter 76,9; chapter 77,
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xxiii-xxiv; in rvelation to zhony,
viil, 6; Jiang Wei, virtue of, 12;
precedence over family ries, viii;
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