PAOLO SANTANGELO

The Body and its Expressions of Emotions: Stereotypes and their
Presentations in Late Imperial China Literary Sources”

1. ‘The Minds of Men are Different, Like their Faces"!

Ten years ago I began an analysis of Ming and Qing sources in order to
collect information on the ‘history of mentality’ of late imperial China. This
project of textual analysis is the outcome of an extensive empirical study car-
ried out over a decade. The purpose of the project is to collect a series of
fragments of the self-representation of the emotional life and states of mind in
a specific culture and period, along with its terms, stereotypes and symbolic
expressions, in order to re-construct, to some degree, the perception of emo-
tions. My focus was thus anthropological history and not linguistics.

However, the method used for collecting the necessary information from
the texts cannot ignore disciplines like linguistics, literary criticism, psychology
and sociology. Our teams of collaborators analyse a text, selecting all the meta-
phorical and physiological descriptions and terms concerning states of mind,
and for each item we include the whole sentence in which it is contextualized,
its English translation, notes on the motivations or antecedents of the emotion,
how it is expressed or manifested (when described), meaning extensions (by
metaphor or metonymy) or other symbolic expressions or idiomatic forms.

In order to collect the needed information and to be able to use it, a data-
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base has been created. For instance, the first cell of the database contains the
basic key term — i.e. the shortest Chinese term or description written in the
text. It may be a morpheme or a more complex expression, an idiom, that di-
rectly or indirectly refers to a state of mind. This entry should be a condensa-
tion of the narrative structure in which the term is embedded. However, the
emotional vocabulary is not always clearly expressed. The emotional lexicon
contains both terms that directly denominate the states of mind and expres-
sions that indirectly refer to them. Often the text hints only indirectly at a men-
tal state;> sometimes a text describes certain physiological conditions (like
‘being tense’) which accompany certain emotions; on other occasions we find
the description of events and behaviour patterns associated with an emotion,
but no linguistic representation of the emotions as such. Exemplary are de-
scriptions of affective manifestations or emotional expressions (biaoging
#%|%; Zhu Zhixian 1991: 33), like ‘cry’, or of a quality of the subject and of
his or her behaviour (like ‘aggressive’); sometimes the text resorts to meta-
phorical or physiological expressions (like ‘blushed’, ‘burning’). Thus, when
gestures, postures, facial expressions, or any other form of non-verbal commu-
nication are described instead of the corresponding emotions, such meaningful
bodily behaviours should be selected. In these cases one should be very careful
to understand the symbolic meaning of this intentional or unintentional behav-
iour: 1) some of these manifestations are polysemous, like smiling or blushing;
2) even in the same culture the same manifestation can be used in a wide range
of situations and relationships, and thus its meaning may be differently inter-
preted according to circumstances; 3) every culture has its own repertoire of
bodily expressions, encouraging and ritualising some of them while discourag-
ing and suppressing others; 4) not all forms of non-verbal communication recur
in different cultures with the same meaning (Wierzbicka 1995a; 1995b).

Other cells of the database concern manifestations and expressions of
emotion which are closely related to the topic of this issue: these reflect con-
ventional gestural behaviour of the specific culture. The body language ap-
pears fossilized in idioms, or is the generalisation in semantic notation of typi-
cal gestures, facial expression and eye movements, physical appearance and
artefacts (dress, make-up, etc.), vocal cues, movements.? Although artefacts
are part of non-verbal communication or paralinguistic information, rather
than purely body language, they are strictly connected with bodily expres-
sions. As body language is often embodied in idiomatic phrases, these have
certain historical and cultural features. They may therefore coincide with cur-

2 On the complexity of interpreting indirect expressions of mental states because of the opacities
and misunderstanding due to distance of space and time, see Lévy (1999).

3 While various eye movements are associated with emotional expressions, scientific research
has mainly focused on visual interaction and pupil dilation-constriction. On facial expression,
voice and other forms of body language, see Ekman and Friesen (1971); Scherer (1984; 1986);
Hess, Kappas and Scherer (1988); Ricci Bitti (1998).
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rent physiological reactions, but they can also contain the vestiges of obsolete
gestures, or just be stereotyped formulae. A fairly large number of gestures do
not appear by themselves, but are presented in pairs in order to strengthen the
effect (Yang Xiaoli 1992).# As many scholars have noticed, words referring to
bodily expressions like crying and smiling are universal, as is associating cer-
tain facial gestures with either good or bad feelings. Such information may en-
able us to ascertain how the emotion arises in relation to ‘causative’ events,
with reactions followed by a sequence of mental states, and in interaction with
other people’s emotions. Moreover, taking into account Nussbaum’s caveat of
not treating the literary evidence as Baconian observation of data (Nussbaum
1988), the reader should notice that the reason for questionnaire-like form
adopted for the database is not an experiment in empirical psychology, be-
cause the object of the research is to find the mental representation of emo-
tions in a given text. We work on descriptions which are stylised as a result of
personal and artistic factors.

2. The Body and some Terms for States of Mind

‘Le corps de I’autre est toujours une image pour moi,
et mon corps toujours une image pour I’autre’

Chinese literature abounds with terms for emotional display, such as
something similar to sobbing, weeping, smiling, laughing etc. Pallor and perspi-
ration denote alarm and terror, as do such expressions such as hanxin F&(» (Li
Yu 1970: XII, 5198; 5218) that can roughly be rendered as ‘feeling the heart fro-
zen’ or shoujiao bingleng F-filvk¥ (‘hands and legs turning to ice’); famao
senshu 52575724 is a phrase that is similar to the English ‘one’s hair standing on
its end with fear’ (for instance Pu Songling 1978: 4, 550).° In Rulin waishi,
Guang Zhaoren’s face becomes earth-coloured from fear (Wu Jingzi 1997:
20,197), while Wan’s face blushes and his hands are frozen from rage (ibid.: 23,
229); Wang Hui cries when he is informed that his friend has died (ibid.: 8, &4)
and the licentiate Yan blushes with shame and insults subordinates out of anger
(ibid.: 6, 61; 63-65). The meaning of gesture, attitude and facial expression in

4 See the following three examples given by Yang: 1) the idiom ‘show one’s teeth’ (ziya liezui
Fiit - 1iI8), usually used to describe a face distorted by pain or terror, can now mean ‘behave
in a noisy, joyful and boisterous manner’; 2) the idiom ‘pull one’s ears and scratch one’s
cheek’ (zhua'er naosai §NEH#EIE), once used to describe people’s appearance whether in de-
light, anxiety or depression, now narrowed down to the meaning of delight; 3) the idiom
‘straighten one’s clothes and sit properly’ (zhengjin weizuo 1F#££f4%) was used to convey the
message of solemnity and respect, but has now acquired a derogatory meaning, and it is often
used in a sarcastic sense for someone pretending to be calm.

In such case, as well as for other Chinese sources quoted along this article, the first Arabic
numeral following the date does indicate the chapter (juan %5 or hui [f]), and the second one
the relevant page/s.
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iconography and theatre deserves its own study: from the stereotypes of masks
to the omnipresence of the impenetrable smile of bodhisattvas where benevo-
lence is mixed with a transcendent detachment from reality.

Exploring perceptions of the body means to explain its language and sym-
bols. In fact, how one perceives one’s own or another’s body is a way of com-
municating and interacting with other people. This perception thus reflects an
image that goes beyond the physical or biological body: this allows us to dis-
cover the myths and signs, desires and fantasies related to the body, all of which
are built in our mind. By walking or dressing in a certain way, we may wish to
show our social position, or to express superiority or inner self-satisfaction; thus
we may be indicating a welcoming or a refusal attitude toward others. The
language of the body expresses first and foremost inner emotions, communi-
cating them to other people through gestures, facial expressions or dress. In
fact, it appears that the body is constantly communicating with others and that
the very perception of one’s own body is inseparable from the reality of oth-
ers’ bodies. Before Michel Foucault’s contribution to the relationship between
the body and society (Foucault 1984), Paul Schilder had studied the body ex-
perience within a psychological and sociological framework, stressing that
body image is not only a cognitive construct, but also a way of interacting
with other members of the society (Schilder 1950; see also Stoller 1995). On

the ‘intersubjective reality of bodies’ (réalité intersubjective des corps), Roland
Barthes wrote:

I call intersubjective the fact that the other’s body is always an image to me, and my
body is always an image to the other. The most subtle and the most important thing,
however, is that my body is for myself the image that I believe the other has of this
body. A kind of game, thus, is established, a sort of tactics among human beings
played out through their bodies, often without any conscious participation, tactics of
seduction and tactics of intimidation (Barthes in Huisman and Ribes 1992: 311).

The manifestation of emotions through the body’s gestures or expression
is an important aspect of the body as communication® in late imperial China as
well. The sincerity of a certain expression is not our focus. What is important
is to single out the various bodily expressions and their ‘objective’ meanings.
The writers sometimes emphasize the discrepancy between inner state and ap-
pearance when feelings are merely simulated or concealed. In the following
story of Pu Songling’s collection, the affectation seems apparent:

R SEREIESE o oK .
Li stood up, apologized, and with a forced smile on her face she sang a very amorous
song (Pu Songling 1978: 8,1083).

6 Here we do not consider the other functions of emotions, like the relief of laugh and crying, or,

according to Zajonc’s recent vascular theory, the physiological influence of the facial expres-
sion on cerebral blood flux and thus on emotions.
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The resentment can be hidden under a smiling face:

HORSATEET- R > T bR -BGE - (REEEE. . .
But Yucun, although mortified and enraged, betrayed no indignation or resentment
and went about looking as cheerful as before... (Cao Xuegin 1998a: 2, 25).

Here the resentful or hostile expression is specifically expressed as yuanse 7%,
And Xiangru accumulates rage but shows himself smiling:

B BEEBAAR > fRm%.
Rage changed the colour of his face, but he thought that he could not react owing to
the strength of his adversary, and repressed his anger (Pu Songling 1978: 2, 278).

The control of emotional manifestation is mentioned in idiomatic chengyu,
which describe the impenetrability of certain facial expressions: mianbu gaise /
rong THANC /2 (‘his/her expression did not change’), mian bu luse THAS
# 4 (‘his/her face did not betray any feeling’).

There are however several proverbs that state an opposite perspective:
mian wei xin zheng TH| £/ 75 (‘one’s expressions of the face are the window
of one’s spirit’), or mao ru qi ren AN A (‘one’s appearance reflects one’s
mind’). Thus, the body, with its gestures, and especially the changes of the
face, may be seen as a reflection of one’s personality and flow of conscious-
ness. In a passage from Guoyu, a pre-imperial work, the concept of ‘external
appearance’ (mao i) is closely related to the notion of ‘internal attitudes’
(qing ) and ‘oral expression’ (yan 5).” Recent essays have focused on the
relationship between facial features as expressions of states of mind and per-
sonality as well as physiognomy. Halvor Eifring (1999) looks at facial features
and their physiognomic implications and emphasizes the parallelism of the de-
scriptions, which implies not only similarity but also contrast. The proportions
of one’s body and the tone of the voice are physical manifestations of the bal-
ance or imbalance of one’s psychology, reflections of one’s inner benevolence
or arrogance. Rune Svarverud has demonstrated how the physiognomy of Han
times sought to identify a logical and semantic connection between a person’s
physical appearance and their ethical and mental qualities. Thus, since ancient
China, beautiful eyebrows have indicated a person of clear vision and pru-
dence, while a beard and whiskers described a person of authority, courage and
power, and the nose and mouth, according to their shape, were signs of kind-
ness, dignity or cruelty. In addition, the cheekbones, chest, neck and height con-
tributed to the depiction of human being’s character and dispositions (Svarverud
1999). Similar interpretations can be found in Europe as well. Therefore, beauty
of external features is not dissociated from character traits and basic disposi-
tions. It is nonetheless acknowledged that appearances can be misleading,
since beauty must be distinguished from goodness, and in Chinese fiction it is

7 Guoyu 11, Jinyu Z3E 5. See Guoyu (1976: 394).



380 P. Santangelo (6]

often stated, for instance, that ‘you know one’s face, but do not know his/her
heart and mind’ (zhi mian bu zhi xin F1[HEAN1(). Yet this is in opposition to
the statement in the Preface of Shen xiang quanbian jififH%=4 (‘Compendium
of Physiognomy’), according to which

SO (EIRERE . IRT50ZFF,

If you want to know what happens in one’s heart, look only at the expression in his eyes,

because eyes are the doors of one’s spirit (Shen xiang quanbian in Eifring 1999: 105).

Therefore, the body carries an ambiguous message, which mixes aesthetic
and moral elements, appearance and truth.

3. Inner Organs of the Body and States of Mind
T aNEL L “His face is the mirror of his heart’

Before beginning the examination of the different body messages, it is
useful to briefly present the traditional Chinese concepts of the body as re-
gards emotions. From the physiological point of view, Chinese traditional sci-
ence distinguished five entrails (wuzang 7i[i): heart (xin .[»), liver (gan ff),
lungs (fei fiifi), spleen (pi [Ii%), and left kidney (shen &). These organs are still
used frequently as colloquial expressions of states of mind, alone or with other
characters, like kaixin /[ (‘opening-heart’, that is happiness; cf. ‘open one’s
face’ yankai Ef5, and ‘open one’s brows’ mei kai 5, i.e. smiling).

The ‘heart’ is in fact, from the philosophical point of view, the mind-
heart, very distinct from the western mind-heart and mind-body dualisms.®
Reason is not perceived as the highest function of the human being, taken as a
pure res cogitans and as such in direct contrast with passion and instinct.
Therefore, in the West only the heart and not the mind can be ‘drunk with vo-
luptuousness’ (Abelard’s letter to Heloise), can have ‘its reasons, which rea-
son does not know’ (Pascal, Pensées), or be ‘the innocent mansion of love’
(Shakespeare, Cymbeline). The heart is, in the West, a ‘sanctuary in his inmost
self” (Balzac, Cousin Pons) and, as the centre of the highest passions, became
the object of both religious and mundane cults with the courtly love and the
Sacred Heart of Jesus.

In contrast, the Chinese approach makes no strict distinction between the
emotional and rational spheres. The western distinction can be seen in a clas-
sical representation by Galen, the last great physician of ancient times, who

8 For a comparative study on hearts and minds in South-East Asian languages, see Matisoff
(1986). On the different attitude in Japanese and Chinese traditions, respectively for head (7
tou-atama), heart (.(» xin-kokoro) and abdomen-belly (& fu-hara/naka), see Naka (1997). The
author notices also the evolution of the Chinese lexicon in modern times, under the influence
of western languages, with the progressive distinctive expression of intellectual and cerebral
activities under the term ‘brain’ (naozi JI§-).
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placed the rational soul in the brain, the irascible soul in the heart, and the
concupiscent soul in the liver. Examining Chinese history of thought, we find
no less interest in the heart, but this mind-heart in Buddhism and then in Neo-
Confucianism is very different from western concepts. Nor is ‘reason’, in the
Chinese view, the prerogative of the ‘soul’, which, in Christian doctrine, has
the capacity to distinguish between good and evil, and to act freely either for
good or for evil (Gernet 1985:146-50). In its place Neo-Confucianism created
the metaphysical notions of ‘human nature’ (xing %) and ‘principle’ (/i #)
which together fulfil the need for a form of morality, and in order to distinguish
the ‘moral mind’ from the concrete human mind, we have the concepts of
daoxin 38, and renxin Au(». These ‘two’ minds were in fact two aspects of the
same mind-heart: attitudes stemming from the ‘pure cosmic conscioussness’
(xuling mingjue i #21H%4) and from the individual’s ‘intervening will” which
could either attain this consciousness or degenerate into ‘selfish desires’ (siyu
FLAR; Metzger 1977: 63-154). Liver and heart are the two yang entrails, and
correspond to wood and fire.”

Another fundamental difference from the West is the Chinese non-
dualistic perception of spirit-matter relation. There is an apparent distinction
between body and spirit in Chinese literature (Yuasa 1987; Wu Kuang-ming
1997) where spirits and souls are temporarily dissociated from their respective
bodies just for a certain crystallisation of desires — like in ghost stories or in
the well-known opera ‘The Peony Pavilion’.!9 However, unlike in the West,
that spirit is not contrasted with matter, but rather consists of energy/vital
spirit (g7 54, and is the essence of sensual desire. The use of such images, in
fact, endows love-passion with a power transcending all boundaries of human
existence, space and time, and annihilating the distinction between dream and
reality, life and death (Santangelo 1999: 128-50). This element can be found

9 For an overall analysis, see Porkert (1974), who describes the interaction among the five en-
trails defined as five ‘orbits’ of vital energy. In the late 16th century Chen Shiyuan [f§i-f-7, in
his study of oneiromancy, Mengzhan yizhi %#53% 5, explains dreams of anger and fear in
terms of the excessive concentration of energy in the liver and the kidneys, respectively
(Zeitlin 1993:155).

101n the West this concentration of desire, seen as forbidden libido, is embodied in demoniac
characters, often represented in the Romantic and post-Romantic fantasy fiction, such as M.G.
Lewis’s The Monk, some of the Contes fantastiques by Th. Gautier, J. Cazotte’s Le diable amou-
reux. But in Chinese literature there is little distinction between human and supernatural sen-
suality, and even the attributes of human and supernatural beauty may overlap. Zeitlin (1997:
246-47) has recently noted that in female ghosts such as those described by Pu Songling, ‘we
find a powerful convergence between traditional literary representations of the ghost as a
weightless, evanescent, mournful being and new ideals of feminine attractiveness that empha-
sized qualities such as slenderness, sickness, and melancholy, often in conjunction with liter-
ary or artistic talent and untimely death’. As Feng Menglong stressed in his Qingshi (‘ Anatomy
of Love’), love-passion is common to men, spirits and gods, and the nature of supernatural be-
ings has thus no less libido and passions than men and women. The few cases of de-
sexualisation of the female body, even if relevant, cannot but confirm this general rule.
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from the mirabilia genre (zhiguai ;&%) of the Six Dynasties to the Tang tale

(chuangi {#77) to the wenyan stories of the last dynasty.
While the heart is referred to often, so are the ‘lungs’. Thus feifu [fiifl

means ‘the bottom of one’s heart’:
TS L RAERR Y (3 AHAREESE

FX/enN

Her countenance was so sorrowful that everybody, seeing her, was deeply moved with
an aching feeling inside (Pu Songling 1978: 3, 365);

BEERE BRI,

Listening to that song similar to the sorrowful sound of jade stones, everybody was
saddened in their very heart (Pu Songling 1978: 4, 461).

And again the same role is played by feige fifififi (‘lungs and diaphragm’) and
ganfei [fFfifi (‘liver and lungs’):
R & TR,
The lingering desire is already firmly rooted inside me (Pu Songling 1978: 3, 317);
RIwIR - a05UFFHT .
Changru cherished such a bitter hatred that his inner organs seemed to be cut out
(Feng Menglong 1986a: 6, 178);

HERT A

Break and strike one’s heart [break one’s liver and hit one’s lungs] (Feng Menglong
1986a: 13, 381).

No less important is the ‘stomach’ (duzi fit), which is often used to ex-
press the place where visceral and emotional elements are kept inside, or those
passions which are accumulated there, like rage:!!

BRI R i OB EEHEBAFTRI RS A

Baoyu, eaten up with a very bad temper, fully resolved to give whoever opened the

gate a few kicks (Cao Xueqin 1998a: 30, 460).

Xiongxu [fg## or, more commonly, xinxu /[ §# literally indicates the be-
ginning or top of a hypothetical cord of the thorax or heart.'2 It is a kind of dy-
namic representation of the process of thinking and feeling, and means mood,

emotional state, or intention:
P » FIFR 365 7
With such a mood, how could he be expected to speak with you about that matter?
(Jin Ping Mei 1990: 60, 799).

"W¥or yi duzi qinghuai —fItF-1%13 (lit. ‘a stomachful or bellyful of passions and sentiments’;

Feng Menglong 1991a: 2,142), see below.
12 ¥u is found in the compounds gingxu &## (‘emotion’), sivu B4 (‘feeling’, ‘thinking’), beixu
A (‘sadness’), chowxu F&f# (‘gloomy mood’). See the analogous metaphor gingsi {54

(‘the silk thread of feeling’).
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Daiyu, the main female character of the ‘Dream of the Red Chamber’, at the
sight of the lychees that reminded her of the visit by the old woman,
TR H R T —FRIERS - SRR  HIEEE AR  TRE Lo,
revived the pain she had suffered at her troubling and ambiguous words, and just at
the stillness of dusk, thousands of gloomy thoughts and worries oppressed her mind
(Cao Xueqin 1972: 82, 1065).

This state of mind could also be rendered by a mental or emotional state — a
positive or negative emotion.

The combination of ‘liver’ and ‘gall bladder’, gandan [fFif%, the seat of
courage and source of anger, stands for (moral) courage, as well as open-
heartedness and sincerity. This expression is used also for ‘fright” and ‘terror’
in gandan julie fFHE{EZL (‘one’s liver and gall both seem torn from within®),
when somebody is extremely frightened or terror-stricken, xiapodan Wi fifé
(‘gallbladder broken from fear’), and in dangie fi£|J: (‘fearfulness’).

The above mentioned mind-heart, which produces the blood according to
traditional Chinese medicine and which was regarded as the organ harbouring
the spirit (shen jif), governing the body and regulating all the psychological
functions, represented the virtue of correctness, and influenced happiness. The
liver, which controlled the distribution of the blood, was held to be the seat of
courage, humaneness and anger (Daxue 6, 2). The spleen, which was believed to
secret the five humours, was the source of intentions, desires, nostalgia, tem-
perament, courage and loyalty. The lungs were the seat of justice, sadness and
anxiety. The kidneys were the seat of determination, wisdom and fear, as well
as sexual activity: they were the reservoir of ‘essence’ (jing i), concentrated
vital energy (Huangdi neijing suwen 1986: 881-82; Gujin tushu jicheng 1985:
XLIV, 341/54737; Baihu tong 8, 1b-2a). Emotions are direct expressions of
such energy in the body and in the universe.

The six receptacles — corresponding to the ‘six atmospheric humours’
(cold, heat, damp, dryness, wind, fire) — were gall bladder, stomach, small in-
testine, large intestine, vesica and the so called ‘three heated spaces’.!* The in-
testines (chang fi;) represented pity and affection. Hence the expression ‘warm
intestines’ (rechang #4ji5;) is used to indicate ardour, passion or enthusiasm,
while ‘heartbroken’ is directly derived from ‘break the intestines’ (duanchang
#7f5).4 In the following sentence, the term duanchang was borrowed as the

title of a collection of lyrical poems:

[The poetess] Zhu Shuzhen ZJfIEL expressed all her regret in her poems ‘Heart-

13In English, see for instance ‘stomach grief’, i.e. ‘bitter anger’. For studies on other languages,
see Jordanskaja (1986), and McElhanon (1978).

14 See also xin ru dao ge ([ [17]%] (‘One feels as though his heart were cut in many pieces’), wu
zang ju lie TL#{R%L (‘The five entrails all broken’).
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broken’ [lit. ‘Breaking the Intestines’] (Feng Menglong 1986a: 13, 381).

Again, we will quote the sentence:

HEIRFUASS .
The sorrow of separation fries men’s hearts (Liang Wujun, quoted in Hanyu dacidian,
889).

For the Ming philosopher Lii Kun, the term xinchang is used for sentiments
and states of mind including virtuous attitudes like family affection, humane-
ness and love, stressing the naturalness of the moral attitude:

FI o BEUZ - B BEAFOE.

Affection, benevolence, and love, what kind of sentiments are? (Lii Kun 1997: 5, 164).

Also the belly (fu [f) was considered the seat of the deepest feelings, so that
the compound ‘belly-heart’ (fiexin [ii.(,) is actually used to indicate the sincer-
ity of feelings of someone one loves or trusts (cf. the expression fir xinfit shen-
chang 00 8BS, which could be translated as ‘open up one’s heart’; Shu-
jing 4,7, 3).

Thus, some parts of the body are seen as seats of emotions, which often
have the function of a kind of somatisation (shentihua E45{t): xin /> (‘mind-
heart’), huai [ (‘bosom’, ‘mind’, ‘heart’, ‘state of mind’, in abstract mean-
ing), xiong fifg (‘chest’, ‘bosom’, ‘thorax’, ‘mind’, ‘heart’), nao fi§ (‘brain’,
‘head’). Certain terms of a general nature are hard to classify. For example
‘mood’, i.e. the mixture of conflicting feelings experienced at one time, is de-
scribed by Feng Menglong in an extremely vivid image:

TR — i 15 ST #ER T
The maelstrom of feelings and passions [lit. ‘a stomachful of sentiments’] that over-
whelmed her in that moment is difficult to describe (Feng Menglong 1991a: 2, 142).

More generally speaking, given that in Chinese tradition there is a close con-
nection between the affective world and internal organs, the stream of emotions
are ‘matters of the heart and the belly’ (xinfushi /([ MIE5%), as in the saying:
SIS EEEORE
If you want to know the deepest sentiments, listen only to the words from the lips
(Feng Menglong 1983: 13, 7).

As we have just mentioned, the sincerity of sentiments is clearly expressed in
the following example:
RIS T 2B BEAE o B SIAC TPl ¢ IR N B EB A, )
IR TR SRR R FPISEHOIEA » BIEERBULR .
Prefect Xiang was going to examine students, and he said to Bao Wenjing and his son,
‘I want to test students. If I take such runners with me on the inspection tour, they
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may be dishonest; you two are my trusted men, please help me for the exam for a few
days’ (Wu Jingzi 1997: 26, 162-63).

The fact that the organs were ‘psychologised’ should not come as a surprise,
because it is very common in many cultures to link emotions to internal parts
of the body (Heelas 1996: 179-81).

Not properly belonging to the body, and yet very close to it are those
idiomatic expressions and sentences associated with its functions, like ‘eating’
language symbols, where verbs like ‘eat’ (chi II7), ‘drink’ (vin X, he &),
‘chew’ (ju NMH), ‘taste’ (chang &), ‘swallow’ (tun %), ‘inhale’ (xi l}7), ‘spit’
(tu M), nouns like ‘meal’ (shi £%), ‘food’ (fan ), ‘flavour’ (wei ), ‘meat’
(rou A), and adjectives like ‘sour’ (suan [), ‘sweet’ (tian F}), ‘bitter’ (ku
), ‘hot/peppery’ (la #f) are used in a figurative way (Chi Changhai 1991).!5
Thus, ‘hot and sour’ (xinsuan ={[#) means ‘sad and miserable’, ‘eating vine-
gar’ (chicu WZ[) is a metaphor for ‘being jealous’, while ‘eating bitterness’
(chi kutou W7 759H) for ‘suffering’, ‘eating the medicine of regret’ (chi houhui-
yao W7 1% i34E) for ‘repentance’, and ‘eating surprise/alarm’ (chijing 117, %) for
‘being surprised/alarmed’. ‘Mental rumination’ may be rendered by ‘recalling
a flavour’ (huiwei [A]ILR) or ‘playing with a flavour’ (wanwei $t/:), ‘harbour-
ing resentment’ by ‘drinking resentment’ (vinhen fX|i), and ‘boredom’ by
‘greasy taste’ (niwei f[{lif) or ‘greasy boredom’ (nifan i{}&). Greediness and
eagerness can be expressed by several idioms like ‘greedy eyes’ (yanchan
ARE%), “as if thirsting and hungering’ (ruji sike J[1§%{LL}5), or ‘eating what is
in the bowl, but looking at what is in the pot’ (chizhe wanli, kanzhe guoli

Nz - BE&$9). Furthermore, on the vocabulary of food, as Stephen
West has recently written,

people did things willingly (ganxin F/(»), they listened to sweet words (ganyan
HE), they lived a life of bitterness (xinku %), of sour and piquant sorrow (suanxin
f#.(5), of sweetness (tian &) — or they experienced it all (tiansuan kula G ...
and were seduced or flattered by sweet words and honeyed lines (tianyan miyu
THE#EE) (West 1997: 67-68).'6

150n the so-called ‘oral’ character of the Chinese civilisation, see Muensterberger (1951) and
Sun Longji (1988: 206). Sun is inclined to deny the existence of any autonomy or individual
conscience in Chinese civilisation, linking this to the ‘oral’ character of the culture (ibid.: 203-
28). Sun maintains that under all circumstances the individual attributes more importance to
the evaluation accorded to him by society than to the manner in which he or she sees him- or
herself. He stresses the predominantly physical perception of the ‘self’, the part played by in-
terpersonal interaction in moral sentiment (erren . \), the education understood as obedience
(tinghua {555).

16 Other sensations can also give rise to emotions and vice versa, as when the pain of a slap occa-
sions anger or humiliation or cold is felt as consequence of fear, not to mention Marcel Proust’s
remembrance of ‘une odeur amére et douce d’amandes’.
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4. Colours and Expressions of the Face

—HJEEARBTE  WE - MEZANOEAER - BETIER 0 FHRSEALT . BiHE
5 FEEE - KM= AR R,

Baoyu and Daiyu, as they were conscience-stricken at those words, immediately
blushed. Although Fengjie did not understand Baochai’s allusions, she could guess
their feelings by looking at their expressions (Cao Xueqin 1998a: 30, 456).

The expression on their faces (JiZ5t) was much more telling than any words of
explanation. Thus the authors often describe the emotion that can directly be
read on the character’s face, like ‘with an angry or calm or distressed expres-
sion’ (nuse %%t herong FIZ%, lianji i),

The face is the most expressive part of the body in communicating emo-
tions. The face alone — that is, its physiological description, its organs and hair
— deserves its own study. In Chinese literature not only the face (lian ffi, mian
[fil), but also facial appearance (rong %, se tf1), as well as face parts are often
mentioned, sometimes isolated, but often paired together: ears (er H), fore-
head (e %H), cheek (jiasai FEE), eyes (yan iR, mu H), nose (bi Ei), mouth
(kou 1), lips (chun '), tongue (she T) and teeth (yachi F %), brow (mei
J&), beard (xu £%), moustache (zi ), whiskers (ran £%), temple hair (bin %),
hair (fa 5%). The single or coupled features can transmit feelings (mianmu
chuanging 18] H{#1%) or display agitation by, for example, a red face and di-
shevelled hair (mianhong faluan THIFL5ZEL), or they may express a distressed
look (choumei kulian FXJE i, lit. ‘sad brows and bitter face’), or anger
(limei chenmu 17 JEWEH, lit. ‘raising one’s eyes and staring in an angry and
threatening way’). Many are the sentences that describe the happy or sad ex-
pression on one’s face, besides the most common miandai xise/chouse T/
(0, | 74 £ (‘one’s face shows joy/sadness’):

MR B2

There was an expression of sorrow and sadness on Li’s face (Pu Songling 1978: §,

1083);

SRR PO - TR SRR - [ERUBE B,

Having a beautiful woman, the young scholar felt quite delighted. But being worried

about the 1000 liang silvers, he always wore an air of sadness (Pu Songling 1978: 3,

320);
SUUERSER > RHVINET. . . EHER: “SEAER. . . 2/ . .7
SRR T .

When Wu Shan was about to get angry, he saw the young lady ... bowed low to him
and said: ‘Gentleman, please don’t get angry ... I beg you to forgive me ...” Wu
Shan’s face turned clear ... (Feng Menglong 1991a: 3, 180-81).

Eifring’s sociopsychological study on the ‘face’ in the famous novel Hong-
loumeng (Eifring 1999) demonstrates the particularly Chinese way of categoris-
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ing the various parts of the face through the contrast between parallel terms.
He singles out a tripartite division of the face: the face proper, single organs
located in the face, hair located on the face. However, in our research we fol-
low different criteria because the emotions here are expressed through com-
plex images of changes of the body, through change of colour, emission of flu-
ids, sounds, or muscular activity. For example, some expressions combine the
description of an organ with a gesture or bodily change, such as yangmei zhi-
zhang {NJEHEE (‘raise one’s brows and clap one’s hands’), or yangshou shen-
mei {IE{HE (‘raise the head and stretch the eyebrows’). Furthermore, Chi-
nese psychologists tend to divide physical displays of emotions into mianbu
biaoging THIE %] (‘facial expressions’), shenduan dongzuo biaoqing 5 E%E)]
{EZNE (‘postural expressions’), and yanyu he shoushi biaoging = gEH1F5
#|& (‘verbal and manual languages’). Thus, in my analysis I will take into
consideration all these criteria, and empirically select parts of the body and
changes, stressing those which seem most evident.

In Chinese there are many idiomatic expressions concerning the face, all
of which illustrate feelings. The most current set of sentences, all with a sim-
ple construction centred on manmian J[E (‘full face’), are the following:
manmian hongguang Ji[HIF Y (‘radiant with colour, shining with happiness’,
lit. “‘one’s face full of red light’; red is symbol of happiness and love), man-
mian chourong JHIFLZY (‘one’s face full of melancholy’), manmian chun-
feng TTHIA A, (‘with a face all smiles, shining with happiness’, lit. ‘one’s face
full of spring wind’; spring is symbol of joy and life), manmian huanrong
TRIE#(Z (‘beam with delight’, lit. ‘one’s face full of delight’), manmian
nurong WIHIZLZY (‘one’s face was ablaze with anger’, lit. ‘one’s face full of
anger’), manmian xiaorong W%y (‘smiling all over one’s face’, lit. ‘one’s
face full of smile’), manmian yourong JfE:%s (‘full of sorrow on one’s
face’, lit. ‘one’s face full of worry and sorrow’), manmian xiuhen, manmian
xiucan THEIZE » WEIZET (‘one’s face is filled with shame and remorse”),
manmian leihen JHEIJRIE (‘one’s face is covered with tear stains’, lit. ‘one’s
face full of tear stains’).

4.1 Colours and Facial Expressions

The single character se ffi or compounds like yanse Efifh, lianse fth,
mianse T8, gise 580, shense jiiift, qingse |F{f are largely used for facial
expressions, mainly suggesting colour or change of colour on the face:

HiF—HE s,

On hearing this, the son of Mr Liu changed his countenance completely (Pu Songling

1978: 5, 689);

BHEE LY - WTFER . EPZER > REEBEENE
His mother shook her had, not allowing Zhong to weep. She clasped her hands and
said delightedly: ‘Just now in my dream, I went to the nether world, and met Yama,
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whose appearance was quite amiable’ (Pu Songling 1978: 8,1039).

The term se, which some academics have regarded as being connected
with the term mei Z& (‘beautiful’, ‘beauty’; Santangelo 1991: 42) has, since
ancient times, often been coupled with another character (such as meishi Z£5
or meiwei Z215) which indicates ‘food’ or the action of ‘eating’, and therefore
signifies a fundamental function or stimulus for man.!” Se signifies either
‘colour’, ‘facial expression’, or ‘voluptuousness’ and ‘carnal pleasure’. It may
be correctly understood as libido, or everything in this world which is attrac-
tive, or, in the negative meaning attributed to it by Buddhism, as the unreality
of phenomena. When se is identified with facial expression, it may be directly
preceded by the special term for emotion, so that zhengse 1% and lise J# i
mean a severe countenance, xise {11 is something similar to a delighted look,
yuese [§tff to a happy look, nuse %4£f, to an angry look, yuanse §2f1 to a re-
sentful look, kuise Jiff to an embarrassed look, giese %t to a timid look.
Thus, bianse ##{f, can be translated indifferently as ‘changing the colour in
one’s face’ or ‘changing one’s facial expression’ owing to a strong emotion.

Redness in the face and neck area can indicate certain strong emotions as
in many other languages. In Chinese too, ‘red’ (hong %I, nan jf;) and ‘purple-

violet’ (zi %£) may stand for a sentiment similar to shame, shyness or embar-
rassment:

RN E B OREMIRIRE » KRR R AR » sl Tk
At the beginning, Wu Shan had already suspected that they were in the know and then,
seeing them laugh en masse, he blushed bright red (Feng Menglong 1991a: 3, 188-89);

HEEHENFMES D » SO TIHAET 2 THEEEE ST mRIEE
AR B SR

Wen Ruoxu actually did not know how valuable it was: he was afraid that if he asked less
he would look like a beginner; if he asked too much he was afraid of appearing ridicu-

lous; turning it over in his mind, he went red in the face and his ears burned, but in great
dismay he was unable to give an answer about the price (Ling Mengchu 1989: 1, 15);

Tl B HLER AR AR T A
She threw a glance, then realised her mistake; she went red all over and withdrew
(Feng Menglong 1986a: 16, 474),

fttid TR
He blushed all over (Feng Menglong 1991a: 3, 188).

This link between red and embarrassment is sometimes made explicit in
expressions like xivhong 7541 (‘red with embarrassment’), or in other expres-
sions adding a complement describing the colour of the face to the stative verb
xiu 7%, as in the sentence:

170n fundamental stimulations, cf. for instance Mengzi 6,a,4 and Zhuangzi jishi (1970: 496-510).
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ZEHIEAL .
She was so embarrassed that her face turned completely red (Cao Xueqin 1998a: 32,
384).

Red may indicate other strong emotions, like anger and fear-anxiety. For
instance, lian hong bozi cu [EFLlETFH (lit. ‘red face expanded neck’) de-
scribes an ‘angry face’ (L. Chun in Wierzbicka 1999: 295). With another ex-
pression (zizhang mianpi ¥ [f] |7, ‘blushing’) the same concept of anger and
offence is presented in the second chapter of Jin Ping Mei:

I ABE T IEA)EE > —BERLICENSAE » JHESEIR TR .
Hearing those words, her ears started to blush, and in a moment her whole face be-
came completely scarlet (Jin Ping Mei 1990: 2, 33);

FANBTHERE—F iR EERL - 7 780 MR GE - AGEAHE
LA WUTEMIEFRER » BIRGT IR ?

The owner [of the shop] took a look at Wen Ruoxu, and immediately blushed with rage,
and with a furious expression he complained to the crowd of merchants and said to them:
‘I and all of you have worked together for many years, why did you play me in such a
way? Why have you made me offend the new guest?” (Ling Mengchu 1989: 1, 14).

As Halvor Eifring notices in examining the changing colours of charac-

ters’ faces in Hongloumeng, the intensity of colours reflects the depth of the
feeling:

from pink (as in the expression fj[fj 575 ‘face pink with embarrassment’, ch. 24)
through different shades of red ({#(#[ ‘slightly red’, #&%] ‘crimson’, jEifl ‘completely
red’, in addition to just £[, 7% or £ ‘red’) to purple (4%). ... Often red occurs along
with the word for swollen and violet always does: #[{i red and swollen’ (ch. 6, 25,
or ¥1fIE ch. 30), %8% (ch. 32, 71, 74, 94, 110, also written 45fifz ch. 30, 31, 44),
[k BEfiE (ch. 29), fEfilE4AL ‘face swollen and completely red” (ch. 120), reflecting

the fact that the blood in the veins also makes the skin of the face look swollen (Ei-
fring 1999: 98-99).

Other colours are also mentioned in literary sources, such as grey, ashy,
or the change or loss of colour (bianlian, bianse %%, %#{f, ‘to change [the
colour, the expression of] the face’, shise 4%, ‘to lose colour’), that is, com-
monly, to turn pale. They are all strong and prevalently negative emotions,
like anger and fright or astonishment. In Liaozhai zhiyi,

BEAGE » R,

Chen’s mother was quite angry, her voice quivered and she turned pale (Pu Songling
1978: 8, 1156).

And in Rulin waishi,

FRER R ¢ BRARANUL - RENGE T | B FIZEAER |

The district magistrate changed his face out of anger, and said, ‘if we don’t have to go to
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the official residence, let us go back to the yamen immediately!” (Wu Jingzi 1997: 1, 5);

ELES T IR EESKTEGE B MR ?

Mr Zhou changed his expression [pulled a long face] and said, ‘At present the Em
peror attaches importance to essays, why should you talk about Han and Tang pc
ems?’ (Wu Jingzi 1997: 3, 28).

Dissatisfaction-anger is manifested in

PO “HIEYE > WEZH., BRLOARBAIA - EETR" . KA.
The girl changed colour and said: “You say both of us are beautiful, but it is to me th
you say so. She is certainly an immortal beauty of the moon palace, and T cannc
compete with her’. For this reason she was discontented (Pu Songling 1978: 2, 222).

The following examples express rather dread, fright and astonishment:

EEEOE - "HEAE  mEER" .
The servant boys were so scared as to turn pale in the face, and said: “We’ve alread
made trouble because of you, sir” (Pu Songling 1978: 12, 1620);

MR M NBEE R It - MEERERERITEER.

Lin Zhiyang noticed that the other two were agitated and that their faces were ashen; h
could not help being surprised and said: I see that you are very frightened (Li Ruzhe
1979: 18, 81);

KEHEIZ » KR,
His parents heard this, they were greatly frightened and turned pale (Pu Songlin
1978: 11, 1467),

which is almost identical to

LEHE  KEAE,
At these words the Queen turned pale with surprise (Wu Cheng’en 1972: 54, 761).

The last example shows that a threatening attitude may be expressed by zuos

R
BE@EE T TR

The slave-girl’s face showed signs of anger, she said: ‘Oh, it’s so bad!” (Pu Songlin
1978: 12, 1678).

Comparable to turning pale is the loss of colour, or ‘turning yellow’ in th
face. Eifring (1999: 100) quotes some examples from the Hongloumeng: ‘s
scared that his face lost colour’ (hu de mian shang shise WES-[f] -2k {)
‘their faces turned yellow from fear’ (lian dou hu huang le [HEEWEE: 1)
‘his/her face had the colour of the earth’ (mian ru tuse THEIA11 ), ‘got s
scared that her face turned yellow’ (he de huang le lian V{585 T ). Turnin;

yellow with pallor is also used for rage:
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Jin Rong, turning pale [lit. ‘yellow’] from rage, said ... (Cao Xueqin 1998a: 9, 158);
B RAMGEEE T - IREHRE T AR EHER.

Xiren had never before seen Baoyu so pale [lit. ‘yellow’] with rage, his brows and
eyes completely changed (Cao Xueqin 1998a: 29, 446).

Becoming livid is also expressed with ging 75 (‘dark’ or ‘grey’) and fuse -t
(‘earthly colour’, that is ‘livid’, ‘grey’, ‘yellow’):
FBBIRERIRAL I EER . . .
Seeing Aunt Zhao’s bloodshot eyes and her face livid with rage ... (Cao Xueqin
1998a: 60, 908);
HELIS AL .
Aunt Xue turned deadly pale with alarm (Cao Xueqin 1998a: 85, 1298).

Of course, bai, the word for white color, is also used for ‘pale’ or ‘livid’:

YEERET - RHE T .
The maid, at those words, became livid with anger (Cao Xueqin 1998a: 71, 1075).

Other less metaphorical and rather descriptive expressions concern the
muscular activity of the face, like la chang lian $ £/, la xia lian £7 TG
(‘pull a long face’), from anger and unhappiness. In the following sentence,
the same concept is given by another expression:

TREZTHESH T - IETHEE T T —BH, WIERE T A

7 HI—1%,
Mrs Wang couldn’t speak, she pointed at the child and nodded her head. Her two
brothers, at seeing that, pulled a long face without a word (Wu Jingzi 1997: 5, 33).

Furthermore, the face can express a sense of justice or indignation:
BRI S T+ SR AL » (BN BT,

Yan Zhihe gave them another fifty taels of silver. Then they left, with indignant looks
(Wu Jingzi 1997: 5, 33).

4.2 Eyes and Brows

Kan yan se FHR | (‘Look at the colour of the eyes!”) is an idiomatic
frase that refers to the importance of sight and eyes in understanding one’s
state of mind and intentions. The eye can be like the heart, as in the expression
xin zhong yan zhong [ »HRF1 (‘in one’s eyes and heart’), meaning that the
object of wholehearted devotion is inside both organs:

EBAF SRR - RFEE > OPIRP A —EER  SRTHEE LR
X AR

Xiren had a kind of obsession: if she looked after Grandmather Jia, she gave herself
body and soul to Grandmother Jia [her whole heart and eyes were full with Grand-
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mother Jia]; and after being assigned to Baoyu, she gave herself body and soul to
Baoyu [her whole heart and eyes were full with Baoyu] (Cao Xueqin 1998a: 3, 54).

Eyes are the organs of mutual understanding, like in

CZALIEEE > W e R o TR,
The two exchanged glances of understanding, and taking advantage of the slave-girl’s
deep drunkenness, released their hands (Pu Songling 1978: 8, 1076).

The channels by which the emotional message is transmitted and received are
the sense organs — sight, in the first instance, and glances sent back and forth
between two people who love and understand each other. In China too the se-
ductive language of glances — as in many literatures — is frequently described:
AL LAE R - SR . o o ESRIRERIE R,
They mutually expressed their feelings through their eyes, and became increasingly

passionate ... through their exchange of glances [lit. ‘brows came and eyes went’],

they reciprocally conveyed their love feelings which became even more intense (Feng
Menglong 1983: 16, 8).!8

Ningti ¢ (‘concentrating sidelong glances’) may be used to this effect:
RS R R B RAEL.

Mr He stared at her with a sidelong glance to transmit his passionate feelings and ear-
nest request, so they made love (Yue Jun 1978: 4189).

‘Playing with eyes’ (jimei nongyan 5 FR, nongmei jiyan ¢ JEFE, jivan
nongmei $ERFE/E) is the idiomatic expression used for lovers sending
glances at each other.!” A section will be dedicated to this feature (see below,
§ 8). We find expressions like ‘give hints with the eyes’, shiyanse {H#lE {7, (lit.
‘send eye color’; Hongloumeng, ch. 4, 6, 21, 22, 24, etc.) or diyanse JEHR T
(lit. “pass eye colour’; Hongloumeng, ch. 6, 40), referring to the eye language
which hints at matters that cannot be expressed in words in certain social
situations. In some cases, the verb gu [ can be rendered with an analogous
meaning, ‘give hints with the eyes’, and can transmit any kind of feeling, nof
only love messages, like in the following sentence:

R BARED - CEERY) > BRES > mETHM?

He was frightened, hinting to his neighbour with a glance, and said: ‘I sold this, solc

that, and some furniture, don’t you know?” (Pu Songling 1978: 12, 1693).

The rim around the eyes also changes colour, always to red (yan quan e
hong le HRFEFLAT T, ‘the rim around the eyes turned red’), and may be ac

companied by swollenness (yan honghongde zhong le HRATALIYNE T, ‘he

18 See also Hongloumeng, ch. 72.

19 Cf. in Malay-Indonesian the idiom main mata (‘play with eyes’), that means to flirt.
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eyes turned so red that they became swollen’). This often happens when one is
weeping or is about to weep (ku de yan hong S4SHR4T, ‘to cry so that one’s
eyes turn red’). In some cases it is a sign of rage, as when Jia Zheng is furious
and has his son Baoyu beaten:

H— R IREBAL T,
Jia Zheng’s eyes turned red at the sight of him (Cao Xueqin 1998a: 33, 491);

another reaction concerns eyes as well as swallowing:

MRk AJEE. AERE., . .
With astonishment, her eyes shone with fire, while she gulped. She thought ... (Feng
Menglong 1983: 3, 48).

Several idiomatic phrases are focused on these parts of the face. Some of
them express joy and high spirits, such as meifei sewu JHFEE5E (‘with a radi-
ant face and eyebrows dancing like butterflies’), zhanyan shumei ERRETE
(‘with radiant eyes and relaxed eyebrows’), gupan zixiong &y E i (‘look
about complacently’). The opening of the face and smiling is summed up in
the four characters terms, like mei kai yan xiao JEFHIRZE or manmian sheng

chun FEI A4 B
HEESERIRE - BRNSEEERR - LKA — . . .

Feng Su could hardly contain himself for joy and was enveloped in smile. Eager to
flatter the Prefect, he prevailed on his daughter with all his might to convince her to
agree ... (Cao Xueqin 1998a: 2, 24);

—EERR T » Y | —([EREFEE  WHEE.
Some thought that it was his sister and were therefore staring at her, others thought
that he was a client looking at her radiant with happiness (Ling Mengchu 1989: 2, 40).

Opening the eyes wide (deng [f5) has always some emotional content, be
it out of anger, fear or sexual arousal:

HRRTE T o wEfS ERE R

Hearing [confused voices in the night], Feng Su was so frightened that his jaw

dropped and he gaped in consternation (Cao Xueqin 1998a: 1, 11).

Anger can make the ‘eyelids split’, that is wide open:

EINE - ERZUL.
Then his first wife became also irritated, and with eyes bulging grabbed her by the
hair (Pu Songling 1978: 7, 888).

Pupils, that in many languages are important for expressing emotions, do not
seem to have the same function in Chinese sources. They are used in peculiar
expression to indicate a special character, such as chongtong Tl (‘double
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pupils’), to designate for antonomasia Xiang Yu, as well as Emperors Yao
and Shun:

5 I R B
In silent regret, Lady Yu stayed beside Xiang Yu (Cao Xueqin 1998a: 64, 978);

or tong lii&, pupils, is used just in the meaning of the sight, the eyes, as in the
following sentence:

KEYRG. . .
I laughed at your two eyes round like beans ... (Pu Songling 1978: 12, 1635).

Disrespect and anger are expressed in idioms that indicate avoiding look-
ing at someone straight in the eyes: zheng yan ye bu kan 1FHRIAFE, zheng
yan ye bu giao [FHRAHIANE (Hongloumeng, ch. 24, 25, 27, 35, 67), or yan bier
ye bu tai [R 75 A (‘not even lift one’s eyelids’; Hongloumeng, ch. 91).
Fear and hate are expressed by the term cemu er shi {H] 5 i (‘look sideways
at someone’). Not daring to look straight at someone, on the contrary, is a sign
of great respect if not awe, as in lian zheng yan ye bu gan kan FHEIFAEHIA
HE (Hongloumeng, ch. 26; cf. Eifring 1999: 101-8).

Worry, anger and/or boredom are expressed by the idioms that indicate
frowning, knitting or raising one’s brows (zhoumei {5, cumei B£JH, chenshi
NE R, lian'e G, limei 3IJH):

JELAHEE T sEICITZEN H e - EER T

‘Do not speak nonsense!” snapped Fengjie, raising her eyes and staring in an angry
and threatening way (Cao Xueqin 19985: 7, 135);

PAZRIRF AR » 1T R34 IGH.

And so my brows are knit despondently (Cao Xueqin 1998a: 1, 7);
IR - S UEIEEEEE.

Her dusky arched eyebrows were knitted and yet not frowning, her speaking eyes held
feelings of both merriment and sorrow (Cao Xueqin 1998a: 3, 52).

Here the ambiguous meaning of an imperceptible movement like frowning is
poetically expressed by the author, but we will come back to this later. Simi-
larly, in the following sentence, the expression is done by the eyes:
REARIRFITDASE - BRI A1 .
Even when angry Baoyu seemed to smile, and there was affection in his glance even
when his look was sullen (Cao Xueqin 1998a: 3, 51).

4.3 Grinding, Sticking one’s Tongue out, and other Facial Signals

The expression of the face can be the result of muscle tension, like dim-
ples (liang ye fi'%):

AR mR—5 R,
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Her attitude was expressed in her melancholic face, and her delicate charm was
stressed by her sickly constitution (Cao Xueqin 1998a: 3, 52).

Sticking out the tongue may signal astonishment, fear and horror: the
verb tu I or shen {ifi are followed by she & or shetou T55H:

WAREESER TR TE © EE RN AT, IR

T EEZEL 2"

At these words, Xie Xida stuck out his tongue and said: ‘I would not allow such a ser-

vant to stay with me even for a quarter of hour. How can I not fear that the tiger will
eat me?’ (Jin Ping Mei 1990: 1, 13);

HEHETE o Mt LA
They were all so surprised that their tongues hung out uncontrollably (Feng Menglong
1983: 30, 35).

The nose is also involved in emotional expressions: the nose is the organ
that is often used to express disgust, which might be physical or moral. Cover-
ing one’s nose is a sign of a physical sensation:

The servants were disgusted by his odor, muffled their noses and stood far away (Pu
Songling 1978: 12, 1706).

It should not come as a surprise that in many cultures the nose expresses a
negative attitude, or is associated with snivelling or sarcastic laughing, like a
disdainful nasal laugh (chi zhi yi bi 4,7 LL£L). Besides that, the most frequent
expressions associate snivelling to weeping:

EEFRRG - HIRR - ORIk,

He still snivelled and shed tears. He looked broken-hearted (Wu Jingzi 1997: 3, 15).

Scorn or disapproval can be expressed also by protruding the lower lip
with the corners of the mouth pointing downwards (pie if):

FEREAERE T o BEE - WE O SRR IR TR RSSE.

At Xiangling’s words, Jingui turned away, protruded her lips and snorted a couple of

times, then she laughed coldly (Cao Xueqin 1998a: 80, 1222).

Here we can see a combination of muscle reactions, concerning not only the
lips, but also the movement of the head, sneering with a cold laughing through
the nostrils. Anger may be expressed by squirming lips (ba zui luan niu i
&LFH), like the famous character of Xiyou;i:

JOREERS - FHEEEEK - R - BRI,

At these words, Bajie became furious, writhing his lips and twitching his ears (Wu

Cheng’en 1972: 54, 761).
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But the nose can also be used as a sign of respect, when holding one’s breath:

BEENGE © EE N AE SRR RN - B AR SRR 7
Daiyu thought with surprise, ‘The people here are so respectful and solemn, they all
seem to be holding their breath. Who can this be, so boisterous and pert?’ (Cao
Xueqin 1998a: 3, 46).

Another common reaction, often related to anger, resentment and indigna-
tion or to strong determination, is grinding and gnashing one’s teeth:

Yoo o IRSORIEER | T —IRR > — W YIER 0 MEBE, . .
“You have come again to provoke me’, gnashing his teeth Baoyu added ... (Cao
Xueqin 1998a: 57, 872);

JEEETE > T UGS ¢ RIS 0 B—F 2T RER 0
PR, o o " BEAE.

At these words Tang Bi was astonished for a while, then, grinding his teeth with re-
sentment and anger, he said: ‘A real man floating in the seas of officialdom, who is

not even in a position to protect his wife, where is his foothold in life?’... His anger
continued unabated (Feng Menglong 1991a: 9, 370-71).

In this sentence the two most common expressions are combined, yaoya K4
and giechi UJ§%. When offended, one can react by biting his lips:
PEBEHCWE. . .
Caixia bit her lips ... [or ‘clenched her teeth’, according to other editions] (Cao
Xueqin 1998a: 25, 378).

At last, following the muscular activity of the neck, the head may be
turned in different directions: turning the head upwards is a polysemous ges-
ture that may mean self-satisfaction. Sometimes it is a reaction of surprise:

ERARE » HEERE,

Wang and his servants can’t help but sigh looking upward (Pu Songling 1978: 3, 398);

fear is more common:

ZEHER - BEEIR .

Mr Li knelt down on the ground not daring to look up (Pu Songling 1978: 5, 658);
i ST0] » BENLANE - IR SE . BEERACREEA - R TR
B,

Gu looked at the chain of mountains: it rose up like a great wall for more than a thou-
sand meters, like a sheer precipice; as he looked up, his knees trembled: he felt as if a

huge ghost was about to spring on him. He changed colour and consoled himself with
a long lament (Yue Jun 1978: 4103-4).

While tossing one’s head (niutou f15H) usually indicates anger, rejection
and disagreement, nodding the head (diantou 255E) is a sign of approval and
agreement:
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WEET - BASE ¢ “(RAAHLE - hOEBEARCEEBEE T o EEESR
EE ) TR 0 R

At these words, Baoyu nodded, and smiling, said: ‘You don’t know, but for her it is
natural to have a different way of thinking’. This made Tanchun become more angry.
She tossed her head (Cao Xueqin 1998a: 27, 413; see also below, § 6.3).

Fushou {f§ 14 (‘lowering one’s head’) may be synonym of diantou:
LRETE TR,

The daughter lowered her head without a word, as if she was sincerely willing to (Pu
Songling 1978: 12, 1642).

In other cases it is an expression of embarrassment:

THFESRE © SRR, . . R
The girl lowered her head, and told him with a laugh, ‘Crazy student, you are a terri-
ble troublemaker!” (Pu Songling 1978: 3, 332).

Lowering one’s head may be an expression of embarrassment, tearful-
ness, submission or fear:

BT /UL B CHUSRIRRIE T » A RGEEE.

Wu Song, who had almost completely understood the matter, lowered his head, un-
able to handle the affair (Jin Ping Mei 1990: 2, 29),

TN o SRR - (IR,

Thinking back over it, she was ashamed, and both cheeks turned bright red, and she
lowered her gaze in silence (Yue Jun 1978: 4105);

SO i T A A4 TR

Wen Ruoxu, with shame painted on his face, went and sat in the last seat (Ling Meng-
chu 1989: 1, 14);

AR EEFRA.

Zong Zimei turned a deaf ear to her, and shed tears and snivelled with his head down
(Pu Songling 1978: 8, 1073).

In the next example, it is an expression of feeling of inferiority as well as dis-
belief and determination:

EEE UL KBRS, » (S UHTERTE .

Fan Jin only thought that the man was kidding him, so he pretended not to notice it
and lowered his head walking ahead (Wu Jingzi 1997: 3, 35).

Two other passages, one from the same novel, show us how the same gesture

may express different emotions, the former happiness, and the latter a mixture
of fear and sorrow:

—fr > TR SEERAAIL T

After some words, he showed his deep gratitude and went away, his head thrust for-
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ward and a broad grin on his face (Wu Jingzi 1997: 3, 41);

Then Axiu, who recognized her fiancé, lowered her gaze and fell silent, she felt full of
fear and sorrow, and finally burst out sobbing in pity (Feng Menglong 1991a: 2, 129).

At last, lowering the head in fright:

TR R T MACH - RIS B HER S C{RER
When Jia Huan saw his father, he felt thoroughly paralysed with fright, immediately
stood before him, lowering his head (Cao Xueqin 1998a: 33, 490).

4.4 Hair

Finally, hair can indicate a strong emotion: its shape can mean sorrow, sur-
prise or fright. One of the most common expressions is to have disheveled hair:

2N HEEEHERK BRI T T R TR SEREE TS
SREYR Bt » B R A ] 51,

Others helped her up. They opened her teeth to pour boiling water down her throat.
When she regained consciousness, she rolled on the floor with hair dishevelled, she
cried so sadly, as if the heavens had grown blurred and the earth dark. Not even Mr
Yan could calm her (Wu Jingzi 1997: 5, 34);

BRI - HERMEAT
With her hair ruffled, Axi burst into tears and did not know where to go (Pu Songling
1978: 4, 449);

BN - BRI 0 WA
The niece of the man of letters also got up surprised with her hair ruffled like clouds,
and came to ask what had happened (Pu Songling 1978: 4, 482);

FERETT » SERRME » IBIRERN I E eE .,

The bridegroom said it was now time to go, you could hear the music of the drums,
but the girl sobbed convulsively with her hair completely in disorder (Pu Songling
1978: 4, 513);

AT — A TE - B - R, ARKBRL  SETEE.

Suddenly another man came out of the house dragging the concubine, who was crying,
with her hair in disarray and a blank expression on her face. His heart burned with sor-
row but he concealed his rage and dared not say anything (Pu Songling 1978: 4, 522).

Another very common expression is having one’s hair stand on end from
fright — a physiological reaction of skin and hair —, expression common to many
languages, like ‘hair-raising’ which in English is used metaphorically for fear:

AEHAY  BEEE > THYE.

Lian thought that they were the spirits of the mountains and forests, his hair immedi-

ately stood on end and he dared not breathe (Pu Songling 1978: 2, 257);

“{UHARERR - BREE  FRLETAHOGE TN - HLEER
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These two gentlemen also felt so cowardly that their hair was standing on end, they
threw away the brush, and went down to kowtow four times, then they picked up the
brush again (Wu Jingzi 1997: 7, 48).

This reaction can be associated with feeling cold:

R - BRAEL > IRFFEEN > BB,

Owing to the dark of the night, he could not see clearly, and mistakenly entered a
river valley in which wolves were roaming and owls were hooting: his hair stood on
end and his heart froze (Pu Songling 1978: 4, 537).

Some expressions are more colourful, like ‘hair standing like the trees of
a forest’:

IR E R . A¥  BERE.
Some nights on the two verandas you could hear the noise of the whips and the question-
ing. Anyone entering felt his hair stand on end [for terror] (Pu Songling 1978: 2, 139);

RELE - BRI,
Suddenly he felt his heart pound, and his hair became erect in terror (Pu Songling
1978: 12, 1602).

5. ‘My Mother Weeping: my Father Wailing: my Sister Crying 20

BTG SRR  RICKEAE, . o fESESiE T "IEREERYT o OE
SR BEEREAN. . . . (IRSREESARYRER ? (ARG R0
bt B G LZHE .

His brother then heard Cheng Zai’s laments and got up in alarm ... ‘It’s only home-
sickness’, Cheng Zai replied evasively, but his voice was forced and filled with deso-
late sobs. ...So why do you groan so sadly? I have never seen you like this. There
must be some other matter that makes you sorrowful’ (Ling Mengchu 1985: 37, 773).

In this passage there are different terms related to this kind of reaction: the
sound of crying (kusheng S5&%), desolate sobs (giyan Z1H), groaning so sadly
(ku de zhe deng beigie S21558%751]]). In another example a woman, shocked
by the end of her love story, reacts with ‘sighs’ (tan &) and ‘weeping’ (i 1i):

RATERR - ARWGE - WEZL o TR o 77 BEALT  BHE
.

At these words, the beauty could not avoid being astonished, and she said with a sigh:

20 Shakespeare, The Two Gentlemen of Verona 1L11L7. | agree with Ye Zhengdao that words re-
ferring to bodily expressions like crying and smiling are not universal, and that the Chinese ku
and xiao do not have exact equivalents in English, as xiao is a much vague term than either
smile or laugh. However, for practical reasons, we can associate ku to ‘cry’ and xiao to ‘laugh-
smile’. On the literary reference to the use of whistling and cries, see Sima Xiangru’s famous
‘long whistle and long wail’ (JZ0#i ZZI&; Shanglin fu_F#AfH) or Su Shi’s ‘long slicing whistle’
(KIZALRN) and *long dragging wail” (ELSALE: Hou Chibi fu 1% 7REEIR).
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‘How can it be possible that so many years of love must finish this way?’. She contin-
ued weeping, sorrowful beyond control (Ling Mengchu 1985: 37, 772).

In the famous erotic novel Jin Ping Mei, ku 5%, as far as women are con-
cerned, is divided in three categories, accordmg to the presence of the two
visible and audible elements, tears and screaming:

JFRAE U EEAASE =4 HEHAEREEZR  HiHEREZ - THARHE
5.

The women of this world have three ways of weeping. If there are tears as well as
sound, it is called weeping [9€]. If there are tears but no sound, it is called sobbing
[i7]. If there are no tears but there is sound, it is called howling [5] (Jin Ping Mei
1990: 5, 96).

Under this heading we include several manifestations that mainly refer to
eyes (tears), mouth (crying, sobbing, etc.) and nose (snivelling), and the pro-
duction of sounds and emission of fluids from the eyes and nose. Of course,
tears are proverbially ‘bitter tears’, as the author says:

WACTES

—JUERRIR |

Pages full of fantastic talk,

Penned with bitter tears (Cao Xueqin 1998a: 1, 3).

Although at a first glance we would be tempted to identify tears with sor-
row, they are in fact a polysemantic manifestation. One can even weep for joy
(xi ji er qi ZHRRf1T), and crying may signal a request for compassion, or ac-
knowledgement of the other’s supremacy, or just sharing the collective emo-
tion in a moving or dramatic situation.

However, in many cases tears are linked to bad experiences and negative
feelings, as is confirmed by several Chinese idioms: cuanmei kulian {8555
(‘with knitted brows and a worried look [lit. ‘face’]’), choumei suoyan FXJH
#4HR (‘with sad/frowning brows and a worried look [lit. ‘eyes’]"), canran bule

BRERANEE (“‘with a sad [face]’), yangyang bule [HHRANEE (‘with a sullen [face]’),
zhoumei cuyan i JE R (‘with contracted brows and frowning eyes”), tongku
liuti FEELFiER (‘cry one’s heart out’), tisi zongheng IR (‘crying bitterly
[lit. “crisscrossing tears’]"), haotao daku HEvE RS (‘crying loudly’), aisheng
tangi VREEIESE, (‘moaning and groaning’), changxu duantan 551 (‘sighs
and groans’), yangwu gietan {JIZZFEME (‘looking up at the ceiling and sighing”).

In the sentences we are analysing, we find prevalently a description of
muscular activity concerning eyes and face and facial expressions (mei [H,
lian Jii, yan fR), sighs, wailing and snivelling (¢ W, ti 5, si WU, ai 1%, tan T,
Jjie W&, yi %, shen I, yin 15).

One of the most common expressions of suffering is the ‘groan’, ‘wail” or
‘moan’ (ku &), an event often accompanied by weeping and sometimes by words:
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WSS IRMA S e EE 2K .

He burst into tears, sobbing and moaning (Feng Menglong 1991a: 3, 211);

— 5 TR S

He said no word and burst out moaning (Feng Menglong 1991a: 1, 82);
RIFZNPMEEI A —HRZ AN 0 R - SRR
She was the middle-aged couple’s only child, and her loss made them weep day and
night without regard for their own lives (Cao Xueqin 1998a: 1, 9);

SRAEIEM.

He burst into tears and fell to the ground (Feng Menglong 1991a: 1, 93);

Fnt g THEf B 2.

He spat, beat his breast with both hands, and could do nothing but wail (Feng Meng-
long 1991b: 1, 51);

FUBTE LI SRS AN ISR
It was indeed a sorrow that was added to other sorrows; he wailed so much that he be-
came breathless (Feng Menglong 1991a: 40, 790-91).

And in a previously mentioned example expressing fright, crying like beasts is
accompanied by a description of hair:
HRRIMLGR - SEEENRny , BEEMFTRE » R T Ak T IRHEARSE - SROURSR
BT,

Wang’s forehead was broken and bleeding. She ran out of the gate with hair undone
and cried like a beast (Pu Songling 1978: 8, 114).

Other reactions are silent weeping (gi 1i7), or tear (lei Ji&), groaning,
moaning and sobbing (¢ I, wu I, jie I and tan ) or 1), In a recent article,
Christoph Harbsmeier focused on the distinction between ‘wailing’ and ‘weep-
ing’ in ancient pre-Buddhist China, which is confirmed by the quoted passage
from Jin Ping Mei. According to him, the difference between the terms ku 5
and gi {1/ is based on the different ways in which they manifest themselves: ku
comes out from the mouth, and thus was associated with voice and sound, gi
comes out from the eyes, and thus was associated with tears. Furthermore, the
difference lies also in the cognitive motivation, where ku is primarily a ‘ritual-
ised and public action’, while ¢/ is a ‘private reaction’: the former was con-
nected with social duties and rites, a public demonstration of grief or mourn-
ing, and thus linked to a socio-culturally sanctioned emotion, while the latter
was a more private manifestation of a current, possibly ephemeral or tempo-
rary feeling, common among children and women. This does not mean that
‘all emotion that is publicly displayed for a political or ritual purpose is false:
on the contrary, it may be genuine most of the time’. Only later, in Buddhist
colloquial literature, the meaning of the term ku gradually changes, moving in
the direction of its modern meaning ‘weep’ (Harbsmeier 1999).

The emotion expressed in the ‘lament cry” and in works of art is an out-
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come of man’s natural spiritual sensitivity (ganging sheng kugi B&[E45407), a
in the following passage where the sorrow of human life is summed up:

SRGEREN  HAT W ¢ R HREIE - HATRRE - HORSRNg, SRAISRNI
& N Z P AR A& . ,\FEﬁ)\DEIZIEJT DIHSRG S H R+ RN
BB F—0 BRI —O R MREZIEYREE, . o 8@
&G - BUBAERDL. .« . Eﬁ%ﬁﬁ@ﬁij@ﬂ HFREEESN Euﬁf‘%ﬁ
SRONZ ORI » BEAEFREE R T ST ¢ FREDGR » JURILALIESE
ER A RNLIATER - LT A RN,
When the newborn comes into the world, he cries loudly, and when he has become
old enough to die, his relations gather around him, crying loudly too. It is thus amid
tears and weeping that human existence unravels, from the beginning to the end. In
the meantime, a man’s qualities may be measured on the basis of the quantity of his
tears: weeping is the manifestation of his spiritual nature. This spiritual nature of his is
proportionate to his tears, quite apart from the favourable or adverse events of life.
.. Emotions come from one’s spiritual nature, and in their turn lead to weeping and
lamenting ... The Li sao is the lament of Qu Yuan, just as Zhuangzi is the lament of
Master Zhuang, the ‘Historical memoirs’ are the lament of Sima Qian, the ‘Poems of
the hermitage’ are the lament of Du Fu; Li Yu wept through his Songs and Bada
Shanren through his Paintings, Wang Shifu entrusted his tears to the ‘Western Room’,
while Cao Xueqin to the ‘Dream of the Red Chamber’ (Liu E 1985: 1).

Though crying (5£) is mainly associated with sadness and sorrow, it may also
be a display of emotion and compassion:
REHZINHEFT » BT » FHgNHAHE - AE S - “OHFRERT Y
HARIGHEAK,
She knew that this must be her grandmother, but before she could bow, the old lady

threw both arms around her. ‘Dear heart! Flesh of my child!” she cried, and burst out
sobbing (Cao Xueqin 1998a: 3, 45);

B CHHILSE » SREFE RIS,
The word soon reached Shiyin’s wife, who gave way to a storm of weeping and was
even half dead (Cao Xueqin 1998a: 1, 11);

BETHIFTRT - B R REHIE SGE - BHEEARIGEZ,
When they reached Shiyin’s gate and saw the child in his arms, the monk burst into
tears (Cao Xueqin 1998a: 1, 6).

Weeping is often associated with tears, as in this quotation:

P EMAERENGE © “REHMAREEGE - BEE - BERIRE.
His face stained with tears, Baoyu sobbed, ‘None of the girls has one, only me.
What’s the fun of that?...” (Cao Xueqin 1998a: 3, 53).

The most common cause of weeping bitterly in despair is sorrow:
REBRELY)) - FFIRBRENIE - BIETAE.

His mother thought him too young, and would not let him go. He cried bitterly and his
mother agreed to sell things for his fare (Pu Songling 1978: 11, 1473).
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Tears and snivelling (liuti }i#) may result from feeling moved and from af-
fection:
Kunsheng was moved by her affection, and shed tears ...(Pu Songling 1978: 11,
1468),

or from anxiety:

One of the girls was seized by uneasiness and anxiety, and began to weep (Yue Jun
1978: 4018).

There are also tears of anger, tears that accompany anger (fengi [E7):
RHEN AR - FlirE > $REX.

The mother cried with anger and would not eat. He was both remorseful and fright-
ened, and promised to study hard (Pu Songling 1978: 11, 1474).

Here are two examples of tears (lei Jj#), due to the emotion caused by
separation, and sorrow, respectively:

RS F.

The mother and son said goodbye to each other, shedding tears (Wu Jingzi 1997: 1, 5);

TRFCEERE - SR B

Her eyes sparked with glistening tears, her breath was soft and faint (Cao Xueqin
1998a: 3, 52).

Other people are more easily to be affected by the person who sheds tears:
ETROALZA » SERTIR » SEEHRETR,

All the attendants covered their faces and wept, and Daiyu herself could not keep back
her tears (Cao Xueqin 1998a: 3, 45).

And in the lively images depicted by Feng Menglong, tears express an emo-
tion of feeling pierced by darts, or the sorrow that is likened to rain:

EFHEG - NRBRARE T .
Ten thousand darts pierced his heart, and suddenly his tears fell like rain! (Feng Meng-
long 1991a: 8, 335),

or

ATE TG > BRPIRT,

It was as though ten thousand swords penetrated his heart, while tears welled up in his
eyes (Feng Menglong 1991a: 24, 145-46).

Tears can also be swallowed in sorrow (yingi EX{17):

‘oo o ThHEZIE  WELT > TAREIR? " BIITHER .
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‘... Now I personally am suffering this cruelty; how can the coincidence of this retri-
bution be the fruit of heavenly will?’, he thought, swallowing his tears in silence
(Yuan Mei 1983: 11, 268).

Later (§ 7) we will quote an example of covering the face with the hands,
weeping and snivelling (Cao Xueqin 1998a: 5, 86). Dabbing one’s eyes (shilei
1iH, molei #£R) is also recorded:

M EARR > EREE BT, . .

With that she dabbed her eyes with a handkerchief. But the old lady said with a play-

ful smile: ‘I’ve just dried my tears ..." (Cao Xueqin 1998a: 3, 47);

YBHRSOHE © "MMEIRIEIE AL 0 H CIRARERIRAT"
‘Miss Lin has been in tears all this time, she is so upset’, said Yingge with a smile
(Cao Xueqin 1998a: 3, 54).

In the texts we find wailing loudly with sorrow (dasheng haotong K75
1%)) or bawling anxiously and angrily (rang I1#):

=2 KRB - BIBAS IR St - R orRE,

Cheng Zai burst into convulsive sobs, bitterly regretting his rash words; he would

have wished to be swallowed up, to beat his head against the wall (Ling Mengchu
1985:37,772);

AR ESRRTE LA (g - I ACHESERE R BREE AGIUTE © “PREFHERERA |
Hearing the hubbub at his gate, Feng Su hurried out to ask with an ingratiating smile
what the messengers wanted. ‘Ask Mr Chen to come out’, they bawled, ‘be quick
about it” (Cao Xueqin 1998a: 2, 24).

Jiao Wl is another character used for screaming and shouting. For fright
and alarm:

TREARI 8 ERGERE - MRIIH RS » B BrhE s ST RE,

With a screaming he woke up and stared about him. There was the fiery sun still blaz-

ing down on the browning plantain leaves. Already half of his dream had slipped from
his mind (Cao Xueqin 1998a: 1, 5);

K— - R L—%,
He cried out aloud and woke up frightened, it was again a dream (Feng Menglong
1991a: 3, 211).

We have already seen an example of screaming with emotion and compassion
among the quotations concerning ku (‘crying’; Cao Xueqin 1998a: 3, 45).
The sadness expressed by sighing (fan %) can have different nuances, and
it might be mixed with regret and admiration, like in the following sentence:
BEE > NRMEGE S FERE - RETARER - BRI =R % 0 YIS
BRI B B —F 2k | nl R EEISEE  REEA TS % 17
After reading, he couldn’t help sighing, ‘Even if I read this essay once or twice, I can-
not understand, and only the third time [ know it is the best in the world, each word a
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pearl! You can see how many bright talents have suffered injustices by muddle-
headed officers’ (Wu Jingzi 1997: 3, 28).

More frequent are sadness, worry and regret:

Yucun tossed it off and then sighed... (Cao Xueqin 1998a: 1, 8);

MRS EE » RSB AEHIE > JEAENE - TR KR,
Having recited this poem, Yucun, sadly runned on his unrealized ambitions, scratched
his head and sighed deeply before heaven (Cao Xueqin 1998a: 1, 7).

RFEZONE ISR - RAASIERAGRS - AT - FafEseiE T
T WA T SR
Both parents loved her dearly, and seeing that she was as intelligent as she was pretty,

they intended to give her a good education to make up their lack of a son and forget
the sadness for that loss (Cao Xueqin 1998a: 2, 26).

Cursing and screaming are also very frequent reactions that show anger,
rage, resentment:

anHE R - R, KA » N
Mr Ma ordered all the concubines to snatch away her Sthk and to beat her; failing to

win by her own forces, she sought refuge in her room, scolding and crying (Yuan Mei
1983: 11, 266).

Quarrelling loudly (rangma W#), another compound of ma, is described in
the following example:

FREFHHE » BURPMERE T - R i T,
When the mistress of the household got wind of what was going on behind her back

she quarreled for several days with her husband and gave Jinlian a terrible beating
(Jin Ping Mei 1990: 1, 20).

Thus, cursing can often be accompanied by other aggressive actions, like beat-
ing, but also spitting:

FERNYE R EERAMES - AP —OvfEls L BT —Ei
BIE|

2o

Since he lacked travelling expenses, Fan Jin went to speak with his father-in-law, but

the Butcher Hu spat in his face, and poured out a stream of savage invectives (Wu
Jingzi 1997: 3, 30).

Another expression is yelling for help:

SERANTER .
Seized with fright and despair, he shouted for help (Yue Jun 1978: 4105).

Silence and immobility are only apparent non-reactions. Although suffer-
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ing is intense, it can sometimes be mute, void of any form of weeping, moan-
ing, and crying; it is so intense that the person cannot react:
RIKKETRES .
Lady Zhang was so deeply pained that she was unable to speak (Yuan Mei 1983: 11,
268).

At other times the reaction is accompanied by another facial or bodily
emission of fluid — sweat:

IRpff v SRR - SR T (| SRS MM T — BT,

Then, mindful of the suffering experienced just before, she was completely over-

whelmed with frenzy; she began to moan again for a while, and felt beads of perspira-
tion covering her entire body (Cao Xueqin 1998a: 82, 1067).

In fact, perspiration is described as a sign of fear and shame, as in

FHRH .«
He was bathed in sweat (Yue Jun 1978: 4104).

Fear and anxiety cause blushing and sweating, as in the example where the au-
thor describes Tang Qing’s state of mind at being caught by the boatman (see
also below, § 8):

JEIE RS EAL - TIE .

Tang Qing, red in the face, soaked in cold sweat (Ling Mengchu 1989: 32, 567).

Or, a lady is bathed in cold sweat at the news of her daughter’s suicide:

WS ERA—F T,
Frightened, Madame Meng broke out in a cold sweat all over (Feng Menglong 1991a:
2, 145).

6. Laughing and Smiling

JEBAIREE » fHiififaZE ‘Eyebrows open and eyes smile,
while the spirit soars full of vigour’

I am aware that any classification is arbitrary, as is any attempt to ration-
ally systemize this matter; when we speak of smiling, we necessarily refer to
facial expressions, to the eyes and mouth, but smiling has special and complex
meanings and therefore I have preferred to dedicate an entire section to it.
Emotive language plays a fundamental role as an instrument of communica-
tion in interpersonal relations: a smile may be a more or less spontaneous
technique of seduction or the manifestation of inner joy, amusement or pleas-
ure, gratitude or tenderness, from the spontaneous laugh (daxiao) to the xiao
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that expresses ill feeling toward other people. Laughing may be expression of
happiness, but also superior irony, a way of venting excessive inner tension, or
it may be an indication of embarrassment, while a whistle and inarticulate
cries may express anguish. Thus we can see that it is possible to curse laugh-
ing, that is to ridicule somebody (["1[A%&E; Cao Xueqin 1998a: 38, 559), or
to laugh scornfully through one’s nose:

NABAEMBRATEE » SEaFIRE T —%,
But not daring to argue with her, [Baoyu] simply snorted [inside his nose] (Cao
Xueqin 1998a: 82, 1246).

Not only can laughter re-negotiate interpersonal relations but, as psy-
chologists have noted, it serves other functions as well: it has a pedagogical
function, influences others’ attitudes, and acts as social comparison.?! Laugh
may be also a sign of non-conformist behaviour, an apparently foolish but ac-
tually wise attitude, like in the case of Yingning (Pu Songling 1978: 2, 147-
59): she is a young fox-woman who is considered by everyone to be stupid,
because she laughs so readily, but in the end she demonstrates that she pos-
sesses great wisdom, virtue and goodness. So Pu Songling sees this kind of
folly as a non-conformist attitude, of those that are free from hypocrisy, ulte-
rior motives and selfishness.

Sometimes it is difficult to single out a clear sentiment behind laughter,
which can be a way of reassuring the interlocutors — as in the interplay be-
tween sighs and smiles —, or just an act of politeness. As Eifring notices in
Hongloumeng the character xiao occurs 3750 times, and offers an hypothesis
to explain this exaggerated smiling: it is a device to create a superficial and
false world of gaiety and merriment, beneath which the sad reality and the
uselessness of looking for happiness are exposed. Furthermore he states:

The novel contains all sorts of laughing and smiling, from the polite smile (peixiao
[i%42, 83 instances) to roaring laughter (daxiao K%%, 31 instances). They may express a
wide range of emotions, from different degrees and variants of happiness to cold cyni-
cism (the term lengxiao ¥37%2 ‘sneer; laugh scornfully” occurs 113 times!). ... Sometimes
its occurrence seems quite unmotivated, especially in many of the 2234 instances of
constructions like xiao shuo/dao 235t » i, ‘said with a smile’ ... Some of these seem-
ingly unmotivated smiles and laughs may be due to politeness or attempts to avoid un-
pleasant feelings (Eifring 1999: 102-5).

The problem raised here is very difficult, in a novel where the main char-
acter, Baoyu, ‘even in anger seems to smile’ (HfEZURF({L5E; Cao Xuegin

2l Among recent psychological studies on laughter and smiling see Duncan, Brunner and Fiske
(1979); Ekman and Friesen (1982); Ekman, Davidson and Friesen (1990); Fridlund (1991);
Frank, Ekman and Friesen (1993). In Garotti e al. (1993) six studies describe different types
of smile (amusement, elation, sensory pleasure, formal smiles, etc.). For a recent general
analysis of weeping and crying, see Ricci Bitti, Caterina and Garotti (1997).
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1998a: 3, 51). Let us try to answer the question of why so many smiles are men-
tioned in the novel. Owing to the unconventional and sentimental position which
inspires the book, any small nuance in personal interactions is noticed: when-
ever the characters meet somebody or propose something to him or her, they
need to show their attitude towards that person. The overuse of the smile does
not undermine its value; it is nonetheless important socially and personally. In
the following passage, for instance, the two types of smiles are an experience of
different nuances, when Grandmother Jia introduces a cousin to Daiyu:

BECESER > TH5GE © (RIRREM - RS A M —EEHE

o o o EEICRERRNG 0 LA “11‘“ ' ”]ZZe

Daiyu rose quickly to greet her. “You don’t know her yet’. Grandmother Jia chuckled:
‘She is one of those women that here we call a shrew, a terrible woman!’. ... Daiyu lost
no time in greeting her with a polite smile as ‘cousin’ (Cao Xueqin 1998a: 3, 46-47).

The former smile is slightly ironical, while the latter is deferential, re-
spectful of etiquette and expressed in an ingratiating manner, a way to win fa-
vour and acceptance. And again, in the following sentences, the former reac-
tion is respectful, while the latter is a rather friendly and assenting smile:

MERFE G SO S REGE © "Ry THMEGRE » BRMEE" | FRSE
“IE SZWE 0 IRt o SEE T .

At once Jia Shen’s wife, Lady Xing, hurriedly rose to her feet and suggested with a
smile, “Won’t it be more convenient if | take my niece?” ‘Very well’, agreed Grand-
mother Jia with a smile. ‘And there’s no need for you to come back afterwards’ (Cao
Xueqin 1998a: 3, 47).

The Chinese term xiao is very vague, and each xiao compound should be
analysed in its own right: it does not distinguish between the primarily visual
phenomenon of the ‘smile’ from the mainly auditive ‘laughter’, but the adjec-
tive or the adverb allow a detailed definition. Harbsmeier (1995: 12) notes the
following varieties of laughter in ancient Chinese literature: 1) disdainful
sneer: chileng P15, lengxiao 2%, jixiao F5E, aoxiao fHEE; 2) gratified
smiles: xixiao =2¢; 3) amicable smiles: huixinde xiao &, HIZE; 4) obsequi-

=/7 A

ous and ingratiatingly smiles: chanxiao FFZ; 5) despondent/embarrassed
smiles: kuxiao %, He lists also about hundred cases of current colloquial
expressions, 5 onomatopoeic phrases, 80 literary expressions, and 76 pre-
modern and classical expressions (ibid.: 6-11). Laughter may be a sardonic
sneer (ningxiao heihei JE5EIEIE), snigger (anxiao 55E), chuckle (gege I1&I%
xixiao 1#E55), simper (hanxiao &%), simple smile (gianxiao BEEZE; weixiao
L), false smile (jiaxiao {22), laugh and giggle (xixi haha ISIZIEIE), fro-
zen smile (jiangxiao {#5€), unnatural smile (wo W}£), sinister smile (jianxiao
152, forced smile (giangxiao HHZE), furtive smile (giexiao §EZE; nixiao
22, literary), simulated smile (si xiao fei xiao {PIEFESE), inscrutable smile
(xiao bu ke ce ZEANA]HI, literary); it may be expressed loudly (xi xiao 5%
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hongxiao WEEE; puchi $EWf), noisily (huaxiao WEEE), roaring (xuanxiao WE5),
hoarsely (yaxiao WiZ€), or stupidly (hanxiao HZE; chixiao ¥#%, daixiao
R, shaxiao {852, frequently used also by comical characters in theatre),
and in an insane way (fengxiao J#“<). Various are the expressions that de-
scribe its manifestation: ‘be all smiles’ (manlian duixiao JlEHESE:; xiaorong
keju ZEZ57T#7), ‘beam with smiles’ (xiaozhu yankai 5B ), ‘break into a
smile’ (meihualkai] yanxiao JEAE[FHIAREE, literary), ‘give a smile’ (gichi
J& 5, classical), ‘hold one’s stomach with laughter’ (pengfu daxiao 5 KEE),
‘roll with laughter’ (xiao bu ke yi ZEANH[]), ‘laugh until tears roll down
one’s face’ (xiao chu yanlei ZHHR]R), ‘fall over with laughter’ (xiao dao
“44)), ‘break into laughter’ (pen fan 1EEJ, literary), ‘overwelmed with laugh-
ter’ (xiao sha 3%, classical), ‘laugh until one’s stomach is aching’ (xiaode
duzi teng FEi5tT4%), ‘laughed so hard they rolled on the floor’ (xiaode
mandishang da gun’er A3 T GL), ‘laugh one’s stomach to pieces’
(xiao po dupi ZEREHTF7), ‘laughed so hard he wet his trousers’ (xiaode suile
yikuzi ZE{5FR T —##7), ‘laughed so hard they farted and pissed themselves’
(xiaode pigun suiliu A5 JFEE PRI, laugh away one’s teeth’ (xiao diao daya
3K TF), ‘choke with laughter’ (xiao chale qi €43, 7 5., ‘laugh and sob at
the same time’ (haiti %5, classical), ‘pass from weeping to laughing’ (poti
wei xiao TWERESEE, literary). The laugh and smile are often related to a spe-
cific emotional attitude, like in: ‘give a smile of embarrassment’ (xiuxiao 7%5),
‘smile while apologising’ (peixiao §%%€), ‘sad smile’ (canxiao 2%, literary),
‘bitter smile’ (kuxiao %), ‘smile joylessly’ (ganxiao §7%<), ‘laugh at and
look down upon’ (guaixiao T%55), ‘arrogant smile’ (jiaoxiao &%), ‘jeer and
abuse’ (chaoma jiaoxiao WHEEERE), ‘deride’ (shanxiao F%E; chaoshan W),
‘make fun of> (chaonong Wll5; daqu ¥T#l; wanxiao Ht*), ‘ridicule’ (chao-
xiao WHEE: chaochi Wlllkg), ‘mock’ (chixiao B2, da haha FTIENE), ‘make a
joke’ (dapeng ¥THl]), ‘tease with a smile’ (shuaxiao BE%; tiaoxiao G,
xiaonong %5%), ‘[nasal] laugh disdainfully’ (chi zhi yi bi W7 2L &%), “smile in
a jealous way’ (duxiao fF22), ‘laugh heartily’ (huanxiao #5%), ‘hiding bitter-
ness or anger behind a smile’ (xiao zhong han ku S5 xiao zhong zang nu
serhi 2, literary), ‘hiding a dagger in the smile’ (xiaoli zang dao 8 J)),
‘ridicule and swear at’ (xiadoma 2252, ‘a tiger with a smiling face’ (xiao mian
laohu ZE1HZZ ), ‘nervous subdued laughter’ (chichi 1Z]17), ‘smile with com-
passion and concern’ (minxiao 1%, literary), ‘[female] smile ingratiatingly’
(meixiao WEZ), ‘charming smile’ (yanxiao %%, literary), ‘terrified smile’
(jingxiao ¥EZE), ‘fearful smile’ (juxiao [#55), ‘tearful smile’ (kuxiao 925€),
‘wild laugh’ (kuangxiao 31%2), ‘laugh shamelessly’ (laixiao §4%2), ‘laugh at
oneself’ (zixiao HZE; zichao 5 &, literary; zichi Fli, classical).?2

22 As Ye Zhengdao notices in her mail of 16 february 2001, it seems that the modifying word
that describes xiao can be divided in two groups. One reflects intention (xiao out of ...), and
the other the manner (-ly xiao).
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In addition, there is a way of smiling which is proper to young ladies, with
the lips closed (min zui xiao #RHEEE) as it is impolite to expose the teeth.23

Furthermore smiling is reflected in a few common idiomatic phrases:
xiaorong manmian EZ5A (‘being all smiles’), xixiao yankai EEEEEfH
(‘being wreathed in smiles’), xiaozhu yankai &35 EABH (‘happy and beam with
smiles’), meikai yanxiao JEFIHRZE (‘being all smiles’), xiaorong keju ZE457]
## (‘being radiant with smiles’). Onomatopoeic expressions like haha daxiao
515K (‘burst into hearty laughter”) are rather frequent:

AEE  MIARSE » BAERSIEAK.
After talking, he laughed loudly, the others all laughed (Wu Jingzi 1997: 3, 21).

Summing up, I would follow the categories mentioned by Harbsmeier, but
with small changes, and offer some examples of different nuances under the
above classification: 1. gratified smiles; 2. disdainful sneers; 3. amicable smiles;
4. obsequious and ingratiatingly smiles; 5. despondent/embarrassed smiles; 6.
amused laugh.

1. gratified smiles and laughters, xixiao E22: they express joy, satisfaction.
We have encountered such a happy reaction (xiao mimi ZE343K or ZEBKEK) in
one example concerning the movement of the head (see above, § 4.3). A first
group of examples express pure joy:

FHERER S,

And before her crimson lips parted, her laughter rang out (Cao Xueqin 1998a: 1, 3);
WESKE : “EEY EEF | " B#REE  "BERF ARt AL
/ey .

‘It’s nice here! It’s nice!” exclaimed Baoyu simperingly. ‘My room is probably fit for
gods and immortals’, rejoined Keqing with a smile (Cao Xueqin 1998a: 5, 83).

A strong idiomatic expression for ‘breaking into laugter’ is penfan VE§f,
which literally means ‘spewing out the rice one is eating’:

(BRI HHEMEZ - IR ARR] » BRSEER - IR AR R,

Yet reading their stories and motives, melancholy and boredom may be dispelled,
while the few inelegant poems I have inserted may cause a laugh when entertaining
on convivial occasions (Cao Xueqin 1998a: 1, 3).

With a smile of understanding and satisfaction,

E5EE © RiG. o 7
The monk replied ‘Don’t worry..."” (Cao Xueqin 1998a: 1, 3),

and Zhou Yuanliang

23 There is a very vivid paragraph in Hongloumeng describing different ways of xiao by women.
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e IR i 52 7
said with a smile: ‘This case can be tackled easily’ (Pu Songling 1978: 8, 1137),

while self-satisfaction, pride, and a sense of superiority are behind the smile
on the face of the Taoist monk:

EEEE SE
The Taoist said with a smile: “You are too stupid!” (Pu Songling 1978: 8, 1049).

Other kinds of joyous smiles are seen in the following:

WERZ A0, - FRIICHRIEE - SCRhE il . 7
Overjoyed by the apparition of this fairy, Baoyu made haste to greet her with a bow.
‘Sister Fairy’, he asked with a smile ... (Cao Xueqin 1998a: 5, 84);

B AR SRR R R R Y IR > — RARPIR T #SSH A Rl 0 I
FARKERIGWE » AT T
Several maids dressed in red and green rose from the terrace and hurried to greet them

with smiles. ‘The old lady was just talking about you’, they cried. ‘And here you hap-
pen to be’ (Cao Xueqin 1998a: 3, 45);

ERE D "Hi bR o AT .
The girl said with a smile: ‘Just now you were fierce like a robber, it was frightening’
(Pu Songling 1978: 11, 1549).

The first smile expresses a mixture of joy and trepidation, the second joy and

politeness in welcoming a guest, the third is a smile of relief after a strong
emotion.

2. Disdainful sneer, laugh at, scorn (chileng ¥415r; lengxiao Y35, jixiao #5%,
aoxiao {5, chaoxiao WZE; chixiao H2E). We can include in this category
any kind of ironic, sarcastic, cynical, malicious, despising laugh:

BRI B b » & RR I S A AT R 50H 3 -
BRE_RR—8 0/ \BERT - HERthE =00 a0 ?‘Bu_wﬂ fI
1 Bl ERDERRERTR  Bifod 2 @4, . .

Then, he went back to the room, and saw Yueniang with all the packets opened in
front of her: ‘You can see, — she said sarcastically — Ying sent a small piece of bad sil-
ver, and all other pieces are small too: because of their yellow or red colour, they
might be gold. In the house I had never seen such things! If you accept these presents,
your name will be tarnished ...” (Jin Ping Mei 1990: 1, 10);

i%ﬁ‘ﬁ%b ' IRHRFAEE  RNEZR—A05E T ST— 8 B ALE T
She must watch her every step carefully in her new home; she decided to be on guard
every moment and that she mustn’t say an unnecessary word and work more than she

need to, for she was afraid of being laughed at for any foolish blunder (Cao Xueqin
1998a: 3, 44);

TFREGSGHE © "BAEMLR > Wy Easw. . 7

‘That’s what everyone says’. Zixing smiled cynically. ‘And for that reason his grand-
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mother dotes on him ...” (Cao Xueqin 1998a: 2, 28).

There are also kinds of laughter expressing disbelief and incredulity:

HAEPMEME - KIS,
Usually, Cuimeng never believed in Taoist magic arts, she smiled and did not answer
(Pu Songling 1978: 8, 1128);

BTG (B,
Mr Bai heard this, but refused to believe. He only gave a faint smile (Pu Songling
1978: 8, 1052).

3. Among the amicable smiles we can list all facial expressions of sympathy,
encouragement, appreciation or sympathy and appreciation (zanshang &,
tongqing [F)1E, guli G58), huixinde xiao @[y H15E):

HEEnEL  E. . .

The monk took it up on the palm of his hand and said to it with a smile ... (Cao

Xueqin 1998a: 1, 2);

RSB ANTET » HEASE © "MREY) | BREEY) 17

The lame, eccentric Taoist clapped his hands, ‘You have hit the nail on the head’. He

laughed heartily (Cao Xueqin 1998a: 1, 11);

FERAN—K  BIEHAGE.
Lady Wang smiled and nodded her approval (Cao Xueqin 1998a: 3, 47; see also 27,
413, quoted in § 4.3);

HAFSE  IREERE .
‘By all means give your explanation’, said the Taoist with a smile (Cao Xueqin
1998a: 1, 11).

However the characters’ smiles may also be expressions which aim to reassure
their interlocutors, in situations of actual or assumed danger:
PR . . .
The Fourth sister smiled and consoled Gu by saying... (Yue Jun 1978: 4105);
FEEE  ERBREN?
The woman smiled and said: ‘So you are afraid of hardship, my beloved spouse?’
(Yue Jun 1978: 4104);

R EETFER M. o .
Xuanyuan wrung his hands and said smiling: ‘Do not be afraid, do not be afraid...
(Yuan Mei 1983: 11, 268);

R, . . BT,
The woman smiled and said to him: ‘“Why are you frightened?” (Yuan Mei 1983: 6,
147).

In all these cases the verb ‘to smile’ is accompanied by speaking and addressing.
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Midway between the disdainful and the amicable smile is the next example, in
which however the sympathetic spirit seems to prevail (shanyide chaoxiao 3
HIEIZE), followed by an example of an ironic but not hostile attitude (wanxiao
$122) which is not far from the ‘amused smile’ we will see later:

PEEFRIE © “MESIRAEE R0 HCIIRERIR” .

‘Miss Lin has been in tears all this time, she is so upset’, said Yingge with a smile

(Cao Xueqin 1998a: 3, 54);

SEMEAEER - BA%GE © RATT. T
With that she dabbed her eyes with a handkerchief. But the old lady said with a play-
ful smile, ‘I’ve just dried my tears ..." (Cao Xueqin 1998a: 3, 47).

Somewhere between the disdainful and the sympathetic smile are also smiles
of compassion or warning:

EERE D EIBFTRA AR G BRECTRES .
The Taoist said, smiling: ‘Before asking if you can avoid disasters, please ask yourself
if you can amend yourself” (Pu Songling 1978: 8, 1128).

Even an enigmatic and unfanthomable smile can fall into this category, if it
shows mutual understanding:

ZAISGE ¢ BRI 3R > EITEIAET .
“This is a mystery which we cannot divulge’. The two immortals smiled (Cao Xueqin
1998a: 1, 5).

We find also examples of being all smiles in a seductive way or when showing
agreement:

RO AT W SRR R BRI S A 5 2 B SR
The woman gave Wu Song such a smile you could have plucked it off her face, while
her mouth was full of nothing but ‘Brother-in-law this, brother-in-law that’, ‘Why
don’t you help yourself to some meat, or some fruit?’ (Jin Ping Mei 1990: 1, 23);

e RANEE.,
The woman giggled, not refusing it (Pu Songling 1978: 11, 1528).

4. The borders between the amicable, on the one hand, and the respectful and
ingratiatingly smiles (chanxiao F3%52, peixiao [55€), on the other, are not al-
ways clearcut. This kind of smiles is fundamentally based on the respect for
the other, or the desire to be accepted by the other. To add to the examples we
have already seen at the beginning of the section, three other are quoted here:

REICRR AR > LI "8 1Tz,

Daiyu lost no time in greeting her with a polite smile as ‘cousin’ (Cao Xueqin 1998a:
3,47);

HAREF AR |
I can’t ingratiate myself with your legal wife! (Pu Songling 1978: 12, 1696);
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MERFEGC GRS RIS © "B TIMBLGRSE » ZIEMfHE" .
At once Jia She’s wife, Lady Xing, hurriedly rose to her feet and suggested with a
smile, “Won’t it be more convenient if I take my niece?’ (Cao Xueqin 1998a: 3, 47).

5. Less frequent are the despondent and embarrassed smiles:
SRR © CEIEIER Y AWM, MAE  REIRE . EEEL. #
F LI .
Suddenly Liancheng said with a smile, ‘Are you disgusted with me?’. Mr Qiao was
astonished by her question. Liancheng said shyly, ‘I’'m afraid things will not be ful-

filled. I will let you down by then. Let me repay you now as a ghost!” (Pu Songling
1978: 3, 366).

The following sentence shows a case of a forced smile (giangxiao 5555):
BB > RS LARLEA .

Zhou feared that her mother-in-law might embarrass her, and said something else with
a forced smile (Pu Songling 1978: 8, 1556).

6. Amusement is distinguished from the pure joy and from a disdainful sneer,
because it does not stem from a state of satisfaction or the sense of superiority
toward others, but rather implies a certain sense of the absurd or a certain re-
versal of common sense. It can be a good or hearty laugh, sometimes ex-
pressed with a onomatopoeic term (like: haha daxiao W55 KEE):
—MRI KRR T - SRR - EIIERIR. EATEROELE © K
RARTTRIRR » TERREE TR . 33 2 ARG REE,
Once, a man fell into a tiger’s clutches, and his son, in order to save him, pulled outa
knife to kill the beast. But as the tiger was about to eat him, the man shouted: ‘Son, be

careful with your knife, I am afraid you might damage the tiger skin!” Everybody
burst out laughing (Jin Ping Mei 1990: 1, 13);

PEFIBESEIE © “RIET o (REEERBEEREIIRE . REE T M,
“You rascal, — said Ximen laughing — you act like you are starving, as you always talk
about eating!” Everybody laughed (Jin Ping Mei 1990: 1, 8).

7. Gestures, Postures, and other Ways of Expression

F#E )2 I ‘Dancing for joy, waving one’s arms and stamping one’s feet’

A glance at Chinese literature reveals a wealth of expressions used to de-
scribe physical gestures that express emotions. A few examples are phrases
like fuzhang daxiao HEHE KRS (‘a self-pleased laugh while clapping one’s
hands’), yuxiao xuantian FEZEVE[H] (‘people jostle each other, talking and
laughing’), paishou chengkuai 1578 (‘clap and cheer’), shouwu zudao
TFHEE A (‘dance for joy, waving one’s arms and stamping one’s feet’), xiyue
bianwu EHEFFEE (‘happily dancing with hands and feet’), yaotou huangnao
FROESEIE (‘shake one’s head), shengi huoxian fifi5@ 5 (‘as proud as a pea-
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cock’, lit. ‘the spirit appears vividly), angshou tingxiong &y E#E (‘chin up
and chest out proudly”), jushou kou’e Z2F-4[147 (‘raise one’s hand to pat on
the forehead’, in thankfulness), niutou biexiang $HIEHTE (‘twist one’s head
and neck’), yaoshou dunzu ¥ EMHE (‘shaking the head and stamping one
foot”). Most of these phrases refer to positive emotions (joy, pride, self-
satisfaction), except for the last two idioms.

A special essay should be devoted to clothing and adornment, which of-
ten brings to light aspects of personality or intellectual and physical qualities.
The clothing one wears is sometimes a kind of exhibition of one’s sentiments
and can indicate dominant state of mind. See for instance chuanhong dailii
ZERLEH% (‘gaily dressed [in red and green]’).

Some gestures have become highly ritualized, such as gestures of cour-
tesy that often have lost their original meaning of respect or gratitude or repen-

tance, like bai ¥ (‘to bow with respect’, ‘to kowtow”), or xie #, (‘to thank’ or
‘to apologize’):

REMBINHRT » IEACTF > BN - SRS,
Daiyu knew that this must be her grandmother, but just before she could bow to her,
the old lady threw both arms around her (Cao Xueqin 1998a: 3, 45).

Another common term is baixie Fi##f, a polite and ritualistic act:

TR T HE,
Wang Mian kowtowed to show his gratefulness to Old Qin (Wu Jingzi 1997: 1, 5).

In other cases, xie means ‘to say sorry to’:
TIREE - FRHHE - Fae.

Shiniang also came back, and she said sorry to her mother-in-law in a mild tone (Pu
Songling 1978: 11, 1467).

Bowing with respect (dagong $T17%) is another of these ritualized gestures:
RO —TAFTAS » R > —IESR - “RE AR BB 2 a5
Ko THHERE" .
Yucun deferently bowed with profuse thanks and asked: ‘May I know your respected

brother-in-law’s position? I fear I am uncouth and dare not intrude upon him’ (Cao
Xueqin 1998a: 3, 43).

Clapping one’s hands expresses admiration and assent, mainly excitement
and joy, like in the following three examples. When the butcher Hu was se-
lected as the right person to cure his son-in-law’s madness,

FAE I TE EMEEE - SR G | eI SRR T L
EE T | PSR | AREAR NS - 7R LT |

The neighbours all clapped and shouted, ‘Good idea! Wonderful! Marvellous! Mr Fan
is terribly afraid of Butcher. So go quickly to find old Hu! Maybe he hasn’t found out
yet, and is still selling pork in the market’ (Wu Jingzi 1997: 3, 32).
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Excitement from unexpected joy can be seen in another passage of the same
chapter of Rulin waishi:
MAEFREGE R aF | T
Clapping his hands again, he let out a peal of laughter and shouted, ‘Oh, OK, I have
passed!” (Wu Jingzi 1997: 3, 19).

The third sentence expresses joy:

MFHETRE . . .
Yucun clapped his hands with a laugh, and said... (Cao Xueqin 1998a: 2, 31).

Pounding one’s fists on the table is a sign of surprise, demonstrated by
the title of a well known collection of tales by Ling Mengchu: ‘Slapping the
Table in Amazement’ (Pai’an jing qi 1ZE5577). This gesture may also be a
display of anger and indignation, like in:

EROHRTR A . L .

Ma Zhou’s anger and indignation became so unbearable that he began pounding his

fists on the table and shouting... (Feng Menglong 1991a: 5, 264-65).

But sometimes it is indicative of joy:
QGRS - £,
On such an occasion, Wang would beat the table and laugh loudly (Pu Songling 1978:
8, 1035).

‘To shake one’s sleeve’ (fuxiu $f#d) or ‘to shake one’s dress’ (fuyi 7<) be-
came a common expression of displeasure or anger (see for instance, Dong
Yue 1983: 11, 7 or Pu Songling 1978: 14, 708).

Another gesture, a sign of delight, is pulling at one’s ears and rubbing
one’s cheeks:

His 7 SEHTEEEE, .

Jia Rui at her words pulled at his ears and rubbed his cheeks with delight... (Cao

Xueqin 1998a: 12, 186).

Here Jia Rui is convinced that his sister-in-law is interested in his love.
Astonishment, hesitation, indecision and reflection are expressed in simi-
lar gestures, like stroking or supporting one’s cheeks with his/her hands:
JRVAH SRR TR > B . .
Fengjie stroked her cheeks with her hands in astonishment, and said... (Cao Xueqin
1998a: 30, 456);
A Rl — I LT SROIREE - FEIERAE,
But Zhang Jin’s mind had been totally captivated by the girl he had seen on the upper
floor: he was in no mood for jokes, supporting his cheeks with his hands, while pursu-
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ing his foolish fantasies (Feng Menglong 1983: 16, 7).24

Scratching one’s head (saoshou f%E) may reveal hesitation (like in
saoshou chichu &1 BlE), or an act of coquetry and seduction by a woman
(saoshou nongzi F81F+%). But worry and sadness are expressed in the fol-
lowing sentence:

WIS EE - R BARTAERE  HRER  HEEHKERE.

Having recited this poem, Yucun, sadly runned on his unrealized ambitions, scratched

his head and sighed deeply before heaven (Cao Xueqin 1998a: 1, 7).

Covering one’s face (gailian Zfig; wolian 2, zhelian JEi&; yanmian
#218]) and one’s mouth (yankou #2171; wozui ¥£1), is not just an act of polite-
ness, especially for a girl to cover her smiling lips and teeth (like in Pu
Songling 1978: 11, 1552: Z A5 » #[1%E .7, ‘Jlangxue smiled with mouth
covered, and kept silent’). It is also a way of hiding one’s embarrassment, of-
ten accompanied by tears of anger or sorrow:

FRENLE] - BEGEN “ERE

Huang was crying with his face covered when he suddenly heard a sweet voice, call-

ing ‘dear Huang’ (Pu Songling 1978: 8, 1093);

HENIEL ¢ IRIFRIL - BAEFHA”

Wubing cried with her face covered: ‘Please take good care of the child. I will look

for his father’ (Pu Songling 1978: 8, 1113);

o o o MAPE—ZF » ELLESZAK.

.. in a large boat out at sea sat a girl, weeping and snivelling, covering her face with

her hands (Cao Xueqin 1998a: 5, 86).

‘Face’ is often a metaphor for ‘shame’.

Beating one’s chest is a gesture of sorrow and despair. This act is often
accompanied by other displays of emotion. In the following sentences, beating
the breast is accompanied respectively by screaming (3ff.[5%15) and by wail-

ing and stamping feet ({EFE Z257):
PASEE RS - #0050

All four were astounded by the encounter, and beat their breasts and shouted loudly
(Feng Menglong 1986a: 2, 57);

TEBERS:  REFHAB N ETER.
Wang Mian beat his breast and stamped his feet in deep sorrow, he cried so bitterly
that the neighbours all shed tears (Wu Jingzi 1997: 1, 6).

24See also the idiomatic expression motoubuzhao #5572 (‘being confused, being unable to
solve a problem’): HEKEE 73555 , HIAAE |, RIBKEEE T H%E , 2% ) HEEHE
EL B8/ #Z (‘Hearing that, Mrs Zhao couldn’t make head or tail of it, but she had to write
a letter following their idea, and sent her servant, Lai Fu, to the provincial capital to take her
brother-in-law back’; Wu Jingzi 1997: 6, 39).
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Stamping one’s feet (diezu #kiE; yong #; dunzu fFH)E) is a common
manifestation of disappointment:

o o o G REIMERE REME.

... poor Shiyin could do nothing but stamp his feet and sigh (Cao Xueqin 1998a: 1, 9);

AR TR - W REHEE

Wubing took his hands and stamped her feet, he could say nothing as she sobbed (Pu

Songling 1978: 8, 1113).

Dancing and singing, on the contrary, express elation and delight:
SENSEEASElE RER=:3 0F 8

By myself I sing, dance, am happy and am even overjoyed, without worries and dis-
pleasures (Ling Mengchu 1989: 1, 1).

Astonishment, respect or fear are expressed by kneeling down (gui jifi; pu
1)

Bt —pE B,

Suddenly a tiger sprang out of the wood, and Gu fell to his knees in terror (Yue Jun

1978:4103);

PRASHVERBIFE R 20 - Mafrkek - #0E © “RE HRTHREE - ETLE

The astonishment was general: the Queen and all the dignitaries of the Kingdom of

the Western Liangs threw their knees on the ground, exclaiming: ‘They are arhat as-

cending to heaven in broad daylight! Our Queen must not have any fear...” (Wu

Cheng’en 1972: 55, 762).

In a quoted example of loud wailing, we find an expression of deep regret
— the wish to beat one’s head against the wall (cfr. § 5):

Eme KBSt - BiRRS IR SRS &M R,
Cheng Zai burst into convulsive sobs, bitterly regretting his rash words; he would have
wished to be swallowed up, to beat his head against the wall (Ling Mengchu 1985: 37,

772).

Striking one’s knee is another expression of distress and sadness:

MATREEGE ¢ R —A . o o 7 o BRER TR,
Then he sighed striking his knee: ‘But there are no such men in the world...". With
these words, he shed tears (Wu Jingzi 1997: 30,188).

McMahon (1988: 22) cites a rather common expression used to signify a
state of high agitation: zhishou huajiao ¥5F-HJil (‘gesticulation with hands
and feet’; see, for example, Ling Mengchu 1989: 32, 566). In classical litera-
ture the traditional gesture which expressed displeasure was indicated with the
characters ewan ¥/l (‘grasping one’s wrists’; Peterson 1979: 102, n. 6).
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Shiver and trembling with fear (gul/i [l[%5E) is another very common reac-
tion indicated in several idioms: lili weiju EEEEfGI# (‘shiver with fear’),
zhanzhan jingjing B{ELHi50 (‘trembling with fear’), or buhan erli FFE[fjEE
(‘shiver all over though not cold’).? Just to quote an example:

SIR—H, B e 0] » BETLANNS - (MRS, SEE MACAREBEN » it
Then they came up against another chain of mountains; Gu looked at it: it rose up like
a great wall for more than a thousand meters, like a sheer precipice; as he looked up,
his knees trembled: he felt as if a huge ghost was about to spring on him. He changed
colour and consoled himself with a long lament (Yue Jun 1978: 4103-4).

Touching, caressing (fumo &%) or holding another person’s hand (wo-
wan £fi) are signs of affection:

FETREL - B REAHmE
While they were holding hands with each other, reluctant to depart, his mother came
in and touched Wang Sun with her hands (Pu Songling 1978: 12, 1639);

AR TS SAEMSE .
Huang held Xiangyu’s hand [wrist] and said: “You are pretty and clever, I love you so
much’ (Pu Songling 1978: 11, 1550).

But wo may be used also for aggressive acts, like ‘tugging somebody’s hair
and slapping his face for anger’:

ERMERKEIHE . . WSS HEERET,

He advanced directly towards Madame Zhang, tugged her hair and slapped her face: —

... If you dare say one word more — he threatened — I shall kill you with my own fists
(Yuan Mei 1983: 11, 266; wofa #£#§ originally means ‘respecting talented guests’).

Embracing (bao #; yong ) is perhaps another form of communication
which is more or less ritualised, according to the situation. The first three ex-
amples that follow are three cases of affection. The first is a previously quoted
example of the tender affection between relatives (#f1{+), the second a child’s
expectation of affection (3K#{1), the third the emotion experienced on being
reunited after a separation (FHH{1 I 58):

o o o IEANTFFE > B MHBHEN: - A > “OHF5A" IR kK.

... but just before she could bow to her, the old lady threw both arms around her:

‘Dear heart! Flesh of my child!” she cried, and burst out sobbing (Cao Xuegin 1998a:

3, 45);

FERTA - Bk EEZ.

Wang Gui’an felt curious when the baby saw him and jumped to ask for a hug (Pu

Songling 1978: 11, 1467);

25 The sentence comes from a historical tale recorded both in Shiji and Hanshu. Yi Zong, a local of-
ficial of Shanxi during the period of the Han dynasty, killed more than 400 powerful local peo-
ple in one day, and thus the whole city was trembling with fear even though it was not cold.
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FEHIZEOR - BRIETHR.
The two wept bitterly embracing each other. All people on the same boat were also
sentimental (Pu Songling 1978: 3, 387).

But the next three are examples of sexual love which describe love embraces,
using different terms (xiabao J§Hf; yongbao ##l; yong #), some of them
with a morally negative meaning:

A o OFEED) o I,

Having finished drinking, Yucheng felt ecstatic and excited, suddenly he stood up and
embraced her (Pu Songling 1978: 12, 1708);

AR T - AT

Mr Meng was extremely pleased. Without a second thought, he suddenly stepped
forward to embrace her (Pu Songling 1978: 5, 614);

INHELORE . WO BRI, R,
He took the girl into his arms to make love to her. Becoming purple with embarrass-
ment and feeling trapped as if in prison, the young woman cried to Jiulang for help

(Pu Songling 1978: 3, 320).

8. The Language of the Body as a Means of Seduction

FREROGE > R R o WAL WEERE - MREAES  RED
“EH - WEEK TR o BERGRRE BIRET o LRH D ERRS I
IMAEE" o YR (ELAE - WEHE - BORFEERR » S5 I0HRE.

RGN - FEIFETE © EUIERERE - SPsiEE. JIIFRERE - HIEE » T

a o MERECHE. BEMEY - DERIA%. FEE: BEEA - MTZEAL

Since Zong Zimei had married Chang’e, his family had suddenly become rich. His
houses were so many that their verandas lined up on the sides of the streets. Chang’e
liked to joke. Once she saw a painting of beautiful girls. Zong said: ‘In my opinion,
nobody can be compared with you in the world, but I have never seen Zhao Feiyan
and Yang Guifei’. Chang’e said to Zong Zimei smiling: ‘If you wish to see them,
there is no difficulty at all’. She took the painting and carefully observed it, then she
hurried into her room. There, in front of the mirror, she dressed up as Zhao Feiyan
while dancing, and then imitated Yang Guifei when drunk. In each case she was able
to change according to their stature and frame, matching their charm and elegance,
just as they were represented in the painting. Her female fascination expressed the
same soft amorous feelings represented in the pictures. When Chang’e first started
dancing, a female servant entered, and she could hardly recognize Chang’e: aston-
ished, she asked her fellow sisters, and only after looking at her carefully did she sud-
denly recognize her, and laughed. ‘I have got one beauty, — Zong Zimei said — and yet
all beauties of past ages are in my bedchamber!” (Pu Songling 1978: 8, 1071).

This passage can be considered a masterpiece in the description of a
beautiful woman’s ability to present her body in different forms in order to be
a constant object of desire. The story represents the contest between the Moon
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Godness Chang’e and the fox spirit Diandang to win the love of the protago-
nist, the young scholar Zong Zimei. In reality, both heroines are none other
than the two aspects of the same personality divided into two female charac-
ters which balance and control each other. Here Chang’e is very good at imi-
tating the most famous beauties in Chinese history. The term used by Pu
Songling is Chang’e shan xiexu Wi 7E:47E, that is, she was able to play, and
like any artist she could impersonate many different personalities. Her method
- is noteworthy: she takes the painting of girls that her beloved was admiring,
studies their images, one by one, then tries to imitate them in front of the mir-
ror, when she feels she has mastered the personality of the other girls, she
starts dancing, embodying the different beauties so well that her servant hardly
recognises her. As Li Wai-yee (1993: 128) keenly observes, ‘impersonation in
this instance is the realization of the multifarious aspects of desire’. I would
add that she is not only able to gratify Zong Zimei with her skill, but also to
satisfy her desire to be attractive in various and complementary personifica-
tions. Later on, an analogous play is performed by Chang’e’s double, Dian-
dang, and in this case the desire is reflected from one heroine to the other, and
each seems to desire through the other:
HHEREE - BN - (RIUENE - 258808 - /oG - BT ILE,
IR R  . BREVE o CIRHIESY o LA, DRI R
PElE—# > BRI L > B2 0E - EEERE  HREE. TS mE
“IPEIE | TEANMZZE? " .
Diandang bound her hair like a teenage boy, bowed in all directions, prostrated on the
ground rolling and twisting, in the most strange contortions, bending right and left,
and letting her socks touch her ears. Chang’e was delighted at that show, and still sit-
ting, lightly kicked her for fun. Diandang raised her head, held Chang’e’s small foot
in her mouth, and nibbled at it. Just when Chang’e was enjoying herself at the game,
she suddenly felt a thread of sensuous longing rising from the toes and heading
straight for the heart. Lustful feelings and thoughts of sensual pleasure took hold of
her, as if she were losing control. But then, she quickly focused her mind, and cooling
down, scolded Diandang: ‘Fox slave, you deserve death! Aren’t you even able to
choose proper people before seducing them?” (Pu Songling 1978: 8, 1075-76; for
translation see Li Wai-yee 1993: 129).

Special attention is paid to body language, in particular to the eyes, as in
Ling Mengchu’s vivid description of the student Tang Qing’s courtship of the
daughter of a ferryman,?¢ as well as in the following example:

26 These extraordinarily beautiful pages, in the thirty-second tale of the Pai’an jinggi (Ling Mengchu
1989: 32, 566-68), describe the first time the two young people meet, their falling in love and Tang
Qing’s courtship, his hesitations and advances, the wise use of the rhetoric of love by both sides. Af-
ter developing a plan to make the girl’s father and his brother leave so that they could speak freely,
Tang Qing addressed her, and finally threw her a knotted handkerchief as a sign of love. However
she pretended not to have noticed, even when the young man repeatedly drew her attention to his
sign, first with a glance, then with his hands; and even when her father returned, she remained ap-
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YT - DU E AR - BT AN T 2 .
The two faces scrutinised each other, while their gazes crossed; the girl gave a brief,
spontaneous smile (Feng Menglong 1983: 16, 6).

In this passage the language of seduction consists of a dialogue of looks and
smiles. The pages of extraordinary beauty that follow are from the thirty-second
story in the collection Pai’an jingqi by Ling Mengchu; they vividly describe
the first encounter between the student Tangqing and the boatman’s daughter,
and how the two young people fall in love:

BEE A ACET » [ETEAEETTAR » SRR - SeeE R - ANEEEIRIERAE L, A
AR A —HR - BUEBYE - TETRERE.

He did not dare look directly at the girl for fear her father would notice, but from time to
time he shot her a furtive glance. And the more he looked at her, the more wonderful she
appeared. Feelings cannot be suppressed (Ling Mengchu 1989: 32, 602).

After devising a pretext to send the boatgirl’s father and brother away from the
bridge so that he could talk to her freely,

[ AAREE - SHEIR M, AR S 2ol - A IEEEA]. M
B TP - AATERE T > ASGRAHERES - IR o R .
Tang Qing addressed her, throwing her meaningful glances. At times the young woman
shyly stared at the ground, at times she proudly sustained his gaze. But when Tang Qing
no longer held his eyes on her and looked away, she mischievously began to whisper
something, laughing softly, looking at him out of the corner of her eye (Ling Mengchu
1989: 32, 602).

Another more subtle way of expressing one’s sentiments is described in a
passage of the Hongloumeng concerning You Sanjie’s bearing and clothing:

SRS = AR VR T A BT AR - MARARORREE S > B B S RLED
PHREPHANY - HURTRILERR RN - —IRE o R TR ERLEE > R . R
RAL  BERML - RAPZIE  WER TR TIAT —i, BT - B
HEREZE - O AR —YPOKIR - BT 8 - SRR AR - Wil
Tt FAEHEE ZAFFIHGIAEE » BGE S - B - Ao, .« .

parently indifferent, while Tang Qing became more and more restless. Only at the last moment the
girl PRGEGEIZ - faEmT o BESIEEEE AN, - R, EhS - A0S R AR
O LA o BEHEE T o DIERA TR - BB EIEE . LRI R EHEE T (‘calmly
stretched out a foot towards the handkerchief, pulling it in with the tip of her shoe before slowly
picking it up and hiding it in her sleeve. Finally, turning towards the water, she burst out laughing.
The young man, having been cast by the girl into a state of high agitation, was now full of gratitude
and fuller still of passion. From that moment on, they understood each other ...”; Ling Mengchu 1989:
32, 602). The glance as a discreet sign of love and secret understanding frequently occurs in fiction (for
instance Jin Ping Mei 1990: 69, 259; 98, 1387; Ling Mengchu 1989: 26, 453; Huanxi yuanjia 1989: 10,
172; Qu You 1984: 2, 55). But a look may express also warning (as in Cao Xueqin 1972: 22, 252), an-
ger (Jin Ping Mei 1990: 75, 1045), desire (ibid.: 3, 51-53; 59, 776; 78, 1133). Worth noting is that onc
of the loftiest ways to express one’s love was sending and exchanging poems. This language was also a
way of expressing one’s emotion at a friend’s departure.
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BAZIHRAERSR - AR EHE. SEMARE R U REfTH
HIHHE - S35tk MUHET 2 AR R L HE B K

Out of deliberate disregard for appearances she had taken off her hair-ornaments and
outer clothes, and from time to time as she spoke, the animated gestures with which
her words were accompanied caused the imperfectly-fastened crimson shirt she was
wearing to gape open, revealing glimpses of leek-green breast-binder and snow-white
flesh beneath; the red shoes that peeped out below her green drawers were all the time
tap-tapping or coming together in a manner that was anything but ladylike, and her
earrings bobbed to and fro like little swings. To her ‘brow’s dusky crown and lips in-
carnadine’ the lamplight lent an added softness and brightness; and the wine she had
drunk gave her eyes, which were at all times sparkling and vivacious, an even more ir-
resistible allure. The two men were spellbound, and yet at the same time repelled. Her
looks and gestures were all that inflamed concupiscence could desire; but her words
and the very frankness of a provocation too brazen to be seductive kept them at bay.
... Sanjie was a very peculiar young woman. She took a perverse pleasure in enhanc-
ing her natural beauty by affecting a striking style of dress and by adopting every con-
ceivable kind of outrageously seductive attitude (Cao Xueqin 1972: 65, 842-43; for
translation see Cao Xueqin 1980: III, 282-84).

Of course, the skill of seduction through body demeanour became an art,
especially for women. As a popular song collected by Feng Menglong says,

0H SR T IR A BRE /T

it NFRZEAIRREL o

HA IR

QS Tz BE T SRR

She dresses her hair until it shines like a lacquer bowl,

And in the presence of others seduces a man with her small feet.

Usually the man seduces the girl,

But recently in this new age girls are bold enough to entice 2 man (Feng Menglong
1986b: 1, 299-300; for the translation see Oki 1997: 133).

From this song, we learn as well that the way girls seduced men was first by
their hairstyle and their feet. At the beginning of the story Maiyoulang duzhan
huakui (Feng Menglong 1983: 3, 1) there is a list of the moral requirements for
achieving success with high-class courtesans, and in Wan Xiuniang choubao
shanting 'er (Feng Menglong 1991b: 37, 698) the ‘art of the ten principles [of
seduction]’ (shiyao zhi shu -}-%1,7 1fi7) is presented. The art of seduction was
particularly cultivated in the large cities, as shown in the following passage in
the story Zhang Shunmei dengxiao de linii:

AT - SFARESSE. EEDII - RAESIR e © R T - 2R 2.
BEEER - BERE ) ™0 LAEE, BUHG  WEH ., BEAR]
PG - PP RECET . BURRRF » D5 IR - MRZEUY . iEims - R H
HER - EEEEE BRI, SRAEEEEE  BEKA . BiE
PN > FEIGEARE.

While she is displaying her lovely features and showing off her elegant clothes, spy
on her from a distance and study her from close by, speaking only with your eyes. Po-
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sition yourself behind her, and brushing her body with yours, follow her closely with
a firm step. Once you feel this attraction, you must let her know your feelings. If she
shows interest, she must respond to your smile. When she nods you must understand;
if she coughs, you must show you have noticed. If she appears to be in a hurry, you
must not loiter; if she moves slowly, you can deliberately linger. When she speaks dis-
tractedly, be silent; when she turns you down, be brazen. When she pretends to be indif-
ferent, or demonstrates reluctance, study her carefully for what is true and what is
false. Later, when you have the situation in hand, you will know with certainty
whether she agrees. Of course this list of stratagems is not complete; one would need
great talent to list them all. A heart that is in reality willing may appear to be of steel;
but if you have worked on it until it bends to your will, she will be as sweet as sugar
towards you (Feng Menglong 1991a: 23, 84-85).

Managing one’s personal charm is far from new. It is present in a more
subtle way in some female figures beginning with the ‘Songs of Chu’, where
they come onto the scene with the illusion of promise, both sensually and aes-
thetically, but in the end remain inaccessible. Woman, observes Baudrillard
(1986: 109-15), is ‘the teasing ecstasy of man’s desire’, the ‘dizziness of a
game where the stakes are constantly being raised’, the object of seduction
who seduces the subject (man) in a subtle game — wherein provocation alter-
nates with retreat or refusal, following the sublime strategy of eternal woman
— in which she, as the object of desire, is always the winner. And in the
following example taken from a story by Li Yu, the figure of the girl’s mother
may even appear cynical in her efforts to instruct the daughter in the ‘strate-
gic’ use of female charm and the art of seduction, in order for her to have the
greatest success in life:

NIMEFEAENZ - SFAAFE - EHEEHE. o o (BB RN - PR
THEE TR SN - AEE IR I - sbGa A B s R
& > ARAMTE > M LEETET .

Let them look but do not let them touch. Let them have the appearance but not the
substance. Let them be tempted but grant them nothing ... The full demonstration of a
man’s love for a woman comes not from physical contact, but from [the initial phase
of falling in love when] each sends glances to the other. Like a gourmet at the sight of
wine and food: you can let him sniff, but not taste, because once he is at table his de-
sire will pass (Li Yu 1970: X, 4151-52).27

27 The intention here in postponing the union is purely to increase the ‘extra advantages’ of
pleasure and raise the price of the performance. In other cases where the courtesan is famous,
the postponement keeps the ‘game’ alive and the relationship depends on the woman'’s accep-
tance; see the amusing episode in the collection of notes by Du Yiwo (1976: 335): the courte-
san Liu Yuan, although no longer particularly young, rejected the offers of a famous man of
letters; she had this response to the man’s protests: ‘What does “famous man of letters” mean?
How much money is it worth?’. The possibility of persevering with virtue as a tactic to force
someone into marriage is not foreseen, given that the marriage procedure requires the agree-
ment of the bride’s and the groom’s parents, the assistance of an intermediary and the exis-
tence of a series of social conditions, rather than the free will of the two parties.
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The advice that Pu Songling has the fox-woman Hengniang give to her
friend Zhu Shi on the feminine art of giving pleasure and maintaining fascina-
tion is nevertheless very wise. She gives Zhu Shi actual lessons in how to give
seductive glances and smile mischievously, showing the whiteness of the
teeth. She advises her to know how to move in bed, and teaches her the tech-
nique of seeming to be indifferent: in short, this is the ‘way to change from wife
into lover’ (yi gi wei gie zhi fa 5525537 1%, literally ‘into concubine’):

NIBRRE 7 » EEEIMEES ? ke B3 IR - HHEMERM - i

HAr#h#Eth, . o MRS58 RIS - (5 mat - pRlF 5285

FEZ i,

Don’t you know that human feelings abhor the old and are attracted by the new, that

they give importance to that which is hard to get and scorn what is easy? Your hus-

band’s love for the concubine is not due to her beauty, the attraction lies in the novelty
and the difficulty. ... So, moving on from the routine to the new, from the easy to the

difficult, that is the way to change from wife into concubine (Pu Songling 1978: 10,
1434).

The same is true for the power of the female gaze to transmit or commu-
nicate feelings:

[(Z)EFREM - BRHE.

From a distance the woman sent him messages with her eyebrows, and their passion

grew more intense (Lu Changchun 1983: 1, 2).

In chapters 69 and 72 of Hongloumeng a very poetic expression is used to in-
dicate the language of love: mei lai yan qu JEZRHRZ: (‘brows come and eyes
20’). And again in the third story of the Gujin xiaoshuo,

SR LM GERE T N A 357N A — S (R B L
Wu Shan lowered his head to throw the girl an intense look, and she in turn watched
him intently with her magnificent eyes (Feng Menglong 1991a: 3, 183).

And we find a similar case in Pu Songling:

NI, o o BRE - TKEEER - JHE S o @R S, T35
£ LA R,

A young girl ... was looking at Wang, sending him seductive glances filled with love;
so elegant was she, and lovely of bearing that she seemed like a fairy. Wang was a
man of honest and upright principles, but he was so struck by the sight of the girl that
he felt lost (Pu Songling 1978: 5, 600).

Still on the subject of visual language, let me add that the love message
can be conveyed not only by smiles and glances, but also by languishing or
sad expressions, such as found in the typical expression ‘frowning brows’ (pin
B or cu ). Such facial expressions are the canonical aspects of a particular
type of beauty, like the attractiveness of the legendary Xi Shi. But we can find
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similar descriptions in events which may happen in everyday life:
W R FEERELEE - RKEVE - BAERRAHEER - BARFIRME.

The next day he saw the woman, her long eyebrows tightly knitted, almost with tears
in her eyes, separated from the young scholar; from the boat she fixed her gaze, and
from afar they could not help but communicate to each other the feeling of regret and
sorrow (Lu Changchun 1983: 1, 3).

In Hongloumeng, apart from Daiyu, also the actress Lingguan’s eyebrows are
frowning like ‘mountains in spring” and ‘autumn waters’. We may point out
that Chinese authors appreciate the expressiveness of eyebrows much more
than Western counterparts do, in the description of their appearance as well as
in reading them as an emotional sign.

9. The Excess of Passions and the Loss of Control

B4 BREL7F ‘His souls had lifted off beyond
heaven and his spirits had scattered into the sky’

In the West, at least since Aeschylus’ tragedy The Seven Against
Thebes, the strongest passions are represented as loss of control. The west-
ern scholarly tradition of passion reflects a metaphorical tendency which
could be called ‘psychophysiological symbolism’ (Averill 1996). In the
West, according to Averill, this symbolism is manifested in three negative
ways: 1) emotion is contrasted with volition and thus with responsibility:
hence the experience of passivity comes, which implies a form of dissocia-
tion that occurs when one performs an act for which he cannot or will not
accept responsibility; 2) emotion is contrasted with reason; 3) emotion is
contrasted with the highest faculties.?

Despite the different philosophical backgrounds of the two cultures, Chi-
nese writings reveal negative connotations resembling those of the West. As a
result of strong passions, the subject is even unable to think or move, faints
and becomes crazy. One should wonder if similar psychological consequences
are also implied in China, like the perception of diminished personal responsi-
bility, or not. But we will have to leave this question unanswered in our re-
search, as we must limit our scope to the way passions become visible on the
human body.

An example of loss of conscience and passivity is the following case of
love-passion:

28 Averill’s theory can be summed up in his quotation from St Paul’s Epistle to the Galatians:
‘Now the works of the flesh are plain: fornication, impurity, licentiousness, idolatry, sorcery,
enmity, strife, jealousy, anger, dissention, party spirit, envy, drunkenness, carousing, and the
like; I warn you, as I warned you before, those who do such things shall not inherit the King-
dom of God’ (Averill 1996: 204).
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HAESMRRSL » BRHOLE - SIS E2 A,

He was truly beside himself with happiness; it seems that his souls had lifted off be-
yond heaven and his spirits had scattered into the sky; he was mad with joy, beyond
all his expectations (Ling Mengchu 1985: 37, 765).

Thus the two morphemes chi % (%) and kuang 4 which we may trans-
late as ‘insanity’, ‘madness’, ‘obsession’ or ‘folly’, ‘foolishness’ have an im-
portant function in the representation of passions. We shall briefly explain
their use against the conceptual background of traditional China.

In numerous short stories the term cki is used in the sense of ‘mad with
love’. Either a man behaves in an unusual fashion, until the woman requites
his love, moved by the power of his feelings, or else this madness finds ex-
pression in the attachment to objects or things such as flowers, stones or
books, from which a magic spirit thus emerges. But one may be crazy with
joy, like Fan Jin after learning he had passed his examinations (Wu Jingzi
1997: 3, 19), or like Yucun:

AL EA -/ \MEE - JERTEE,
Yucun, eight-tenths drunk, could not suppress his crazy elation (Cao Xueqin 1998a: 1, 8).

Here we can notice, besides kuang, the expression bujin (‘cannot avoid’,
‘can’t refrain from’, ‘involuntarily’, ‘spontaneously’), that, together with bu-
Jue A58 (‘unconsciously’, ‘in spite of oneself’) and busheng A~ ff (‘cannot
control’, ‘cannot win”), depict the idea of the uncontrolled force of passions:
BATF ORI,
The young Lu was unable to control his joy (Feng Menglong 1991a: 2, 12).

Another example of losing one’s self-control (bu neng jinzhi ANGEEE (1)
is described in Jin Ping Mei (1990: 78, 1132) in a lively manner, when Ximen
Qing is overwhelmed by his infatuation for a young lady: his soul is almost
dispersed (hun fei tianwai BFEK4}), his heart is beating fast and his eyes are
floating (xintiao mudang /[y H 75).

A Chinese example of this type of feeling is provided by the hero of Pu
Songling’s tale Abao, who is made fun of by his companions and the woman
he loves because of his naiveté, at the limits of catatony. Here the author does
not describe the inner reactions, but they are clear from the consequences. For
fun she promises to marry him if he cuts off a finger, and he immediately im-
plements the girl’s proposal. As in another Pu Songling’s story, Liancheng, Qiao
Danian is ready to cut off a piece of his flesh for the woman he loves, others
might drink poison or are prepared to shorten their lives to satisfy the object of
their passion. However, those suffering from this ‘sickness’ are not mere buf-
foons, ridiculous characters out of a play, but appear on the whole as positive
heroes, as innocent ones, with a heart and soul so pure as to appear paradoxi-
cal. By means of paradox Pu Songling reverses the relationship between wis-
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dom and foolishness: in Hua guzi he states:

BHEF BEE R,
The fool is extremely wise, the indifferent is the most passionate (Pu Songling 1978:
5, 641).

Furthermore, in his commentary to 4bao, Pu Songling explains that

PRI EGESE - U REE LT SRR RUW R &R R - HEH
TEEE ., HAIesnE - BAHEE - BURA SR | DUZFIEETE - Jh2H
B o AR UHITF |

When one has a ‘mad’ nature, it is as though one’s determination has been intensified
by passions. Hence the booklover, for instance, will become a skillful writer, the art
lover a sophisticated artist. Common people, who waste their life without achieving
anything, are considered normal. And are not those who waste fortunes, such as the
debauched who tirelessly run after women or those who ruin their families through
gambling, truly mad? This explains how the real fools are the men who are too wise.
How can Sunzi, the hero of 4bao, be called a ‘fool’? (Pu Songling 1978: 2, 238-39).

Pu Songling thus distinguishes between three categories: normal people, who
have nothing odd about them and who are characterized by mediocrity; those
that are a prey to inexhaustible passion and thus lead a non-conformist life for
better or for worse: some are overwhelmed by the folly of lust or gambling,
ambition or greed, which lead to ruin; others are the true wise men as they are
spurred on by folly to achieve great things.

Those who are the victims of such folly, as for example the bookworm or
Sunzi, usually have no grasp of practical, everyday life or of women and their
psychology. In his commentary to Xiangyu, Pu Songling (1978: 11, 1555) points
out that when passion reaches its peak, it is possible to communicate with spir-
its, flowers are transformed into fairies and are united with men, and men, af-
ter their death, love the flowers with their soul, remaining bound elsewhere
because of the depth of the feeling. If one dies, his or her partner does too, and
not because of the moral principle of a widow’s chastity, but because one dies of
love. This ‘madness’ is thus judged positively, while the term was originally
negative, with connotations of sickness, unbalance, excess, disproportionate
attachment to things of trifling importance.

He who is affected by such an ‘illness’, chiren fii A, can go as far as to
put his obsessions on display as the sole purpose of his life. One can become
‘mad with amorous passion’ (gingchi [&4fi) or one can have a special passion
for books (shuchi Z4i), or for the collection of rare stones (shichi f1¥ii), or
flowers (huachi 1£3i) or have any other mania. The chiren pursues his own in-
fatuation at all costs, even in the face of social rules or against his own interests.

Other ways to describe being stricken by passion due to an abnormal con-
dition is an absent and unexpressive face (dai -), the metaphor of the souls dis-
persing (loss of consciousness), the empty gaze (wang zhe kong zhong L%

ZEeh):
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PIFSHERE - S8 7 2Pl o IR — T T R

Axiu, after hearing this, was stunned for a while; the maelstrom of feelings and pas-
sions that overwhelmed her in that moment is difficult to describe (Feng Menglong
1991a: 2, 142; she is overcome by a bellyful of passion and feeling, because she dis-
covers that has been seduced by the false fiancé);

REENF R - EE%Ed B ENIRIGE.,
Cheng Zai was unable to overcome his sorrow and, staring absently ahead, burst out
sobbing (Ling Mengchu 1985: 37, 773).

In Jin Ping Mei (1990: 8, 102-3) we find the expression huangshoujiao {57
Jfil (‘losing the control of hands and legs’). In the West, the Psalms (76, 4)
were quoted not only in religious context, but in the treaty on love, Rota Vene-
ris: in admiratione deficiebat spiritus meus (‘in admiration my spirit was
lost’). Also in Chinese the loss of consciousness is represented also by the
split of heavenly and earthly souls: the soul leaves the body because of strong
passions, like joy, love-passion, enamourement, fright (podang hunxiao Wij;
BHI8; san hun zoule =H7E 15 dang sanle qi po 555 7 -G8, hun bu fu ti 5
AIS: shen hun fei yue JHEEITEHEY; shen chi jifiEt] ). Examples of this deser-
tion of the soul due to fright and terror are:

filhe o o ORI AXEGERS > DU - WESRAI > SO  BEH, . .
Seized with panic, [Yao Bian] looked for a way out, but could see nobody from any
side. He was so frightened that his spiritual souls flew off beyond heaven and the
earthly ones were scattered in the nine heavens; then he said with a sigh... (Hong Pian
1955: 25, 308);

T2 RAHR SR I » 0 1580 RIEAL .

Coming face to face with his coarseness and brutality, the Queen was so frightened
that her spiritual souls flew off and her earthly ones were scattered (Wu Cheng’en
1972: 54, 761);

W NHRBU=RAEE o BAARE), . o TR BEOESKS. R
() TERNBE - THF LR T =31 JET 5T ol

When the girl saw the body of Ruan Third lying on hers, silent and immobile ... his

teeth clenched, and his jaws tightly closed, and she felt his whole body cold, she was

seized with terror: the beautiful creature of the pleasures of love felt her three heav-

enly souls fly away from the crown of her head and the seven earthly souls slip away

from her heels (Hong Pian 1955: 20, 256).

For joy, on the contrary,

HAESERAS, - BEEOLE - HIHES - E2avt.

He was truly beside himself with happiness; it seems that his souls had lifted off be-
yond heaven and his spirits had scattered into the sky; he was mad with joy, beyond
all his expectations (Ling Mengchu 1985: 37,765);

R BB
It was as though Zhang Jin’s soul had left his body (Feng Menglong 1983: 16,6).
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And before female charm,

R ERTERRE > BEET  BEAET =8 ETEmR?

For an elegant and passionate young man in love with a beauty, amorous passion
touches the deepest chords of the spirit, penetrating as far as the marrow! [lit. “how is
it possible that his three heavenly souls are not overwhelmed and his seven earthly
souls are not ravished?’] (Ling Mengchu 1989: 32, 565);

RZNEREHEE - St .

He saw a sixteen-year-old girl: her beauty was so striking that he was dazzled; his
gaze was as though locked, while his spirit flew away (Pu Songling 1978: 7, 884);
FEEMEC WL AEIREREEIER - BATREHEAERR TR0 - 57405k
Jit 1o

Qin Zhong fixed his eyes on the girl, whose beauty and charm were extraordinary. As

he had never seen such a splendor, he was stunned for a while, and felt limp and numb
all over (Feng Menglong 1983: 3, 20).

The metaphor of uncontrolled force is borrowed by the language of seduction:
the submissiveness towards a loved one, the spirit flying away, the inability to
control oneself:

i H # AR EAS IR - NEEE .

For two days my mind has been in your hands, you have made it mad, and I can no

longer control myself (Ling Mengchu 1989: 32, 568).

Inactivity and silence may be the extreme reaction of a strong passion:

T—IRET R - BHERLEA,
The Eleventh was so angry that she could neither eat nor lie in bed all day (Pu Songling
1978: 5, 614).

Inability to react or to articulate words is seen in the following examples:

A FRM s iR 2" i R TR
He called her, and to test her he asked her why she wanted to commit that crime. The
terrorized servant did not know what to reply (Pu Songling 1978: 7, 889);

RERKBTHES
Madame Zhang was deeply pained and was unable to speak (Yuan Mei 1983: 11,
268);

MEAREOES.
Intimidated, he dared not utter a single word (Feng Menglong 1991a: 2, 165).

And finally, the following examples express the loss of control caused by
the power of love-passion or sexual love:
BIEEZ » EAATHL,

He suddenly thought of her, and his passions could not be repressed (Feng Menglong
1986a: 10, 270);
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L, o o A BEBEAZ., E@EEEM WABETA.

The girl ... did not reply, but stared at him at length; when Cui took his leave, she ac-
companied him to the door and, as though unable to control her feelings, went back
into the house (Feng Menglong 1986a: 10, 270);

GG  BIEARE - EEEGOT > BEAE 7 =80E T ?

Take the case of an elegant and admirable young man, who is passionate and fascinat-
ing, when he is struck by feminine beauty. How is it possible that his souls are not
borne off? (Ling Mengchu 1989: 32, 601);

B VLB HRAME - SCHBREEE SN,
Suddenly one evening he was assailed by lecherous desires and, failing to control him-
self, he again thought of seeking pleasure with Shou’er (Feng Menglong 1983: 16, 21);

SHIRHETFE R T . .
Xiang, holding Feiyan’s hand, told her: ‘I conquered a beauty whose charm can cause
the fall of a town...” (Feng Menglong 19915b: 38, 684);

fufrR] o TOURTEIEER - AN B o (TR R BINEL.
He embraced her more tightly and Liaonu’s cheeks slowly turned red, as though she
could no longer control herself; the young man stared at her to transmit his hot feel-

ings to her, hugging her ardently, until they were both overwhelmed with sexual pas-
sion (Yue Jun 1978: 4189).

Or, tempted by a beautiful woman,

R TR - WU SiREa g - IBAERL. RS2 R HERRI

Then at last she took off her clothes, showing her smooth skin, so pure and shining
like butter. She leaned over him. Cheng Zai was paralysed, and his whole body was
trembling with excitement (Ling Mengchu 1985: 37, 765);

R BFbER TP o SRR e o RE
Zhang Jin, at the sight of the girl, felt half his body betray him, and stood rigidly without
being able to move, and deliberately gave a cough (Feng Menglong 1983: 16, 6).

Trembling, sexual arousal and excitement are the effects of infatuation:

THG RGH AN FTHy - FREREReE - (K65 THIRRRE. . .
The sight of Fengjie in informal dress threw Jia Rui into raptures, and gazing passion-
ately at her, he asked... (Cao Xueqin 1998a: 12, 186).

And the same happens in homosexual love:

R AR Ba 2 — VL KRG » SEEATHEE 12 ol o BEAIR - SRR
MMEALREE . . .

Xianglian saw Xue Pan riding a big horse, approaching from far, his mouth open, his
eyes wide, his head turning right and left, as he gazed wildly around like a rolling
drum ... (Cao Xueqin 1998a: 47, 702).

This excited and ecstatic expression is the consequence of sexual arousal and
erotic anticipation when Xue Pan saw his object of desire. And just before,
Xue Pan
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o EFS LR ORISR,
.. could hardly contain himself for joy, and his eyes were half-closed for pleasure
(Cao Xueqin 1998a: 47, 702).

10. Some Remarks on Body Manifestations of Emotions according to Western
Categories

10.1 Anger and Similar Hostile Reactions?’

Anger and its colourful expressions are among the most frequent emotions
presented in literary texts. Not only do writers talk about ‘angry faces’ but they
also present various gestural, expressive and physiological reactions. ‘Flaring
up’ is one of the most common displays of anger and offence, but somebody
may ‘become livid with anger’. Some people change their expression or their
colour, and others ‘pull a long face’ (la changlian $ =M, la xialian 7 1),
Anger is also conveyed in the expression ‘grind the teeth’ (giechi U]E4; see for
instance Li Yu 1970: XII, 5198; 5216; 5221; for an analogous expression, see
Feng Menglong 19915: 4:47). Eyes are also telling, because of the dilation of
the pupils; thus opening one’s eyes wide (deng [f§f) may be a sign of rage.
Other expressions are squirming lips (ba zui luan niu 3 WEE[HH), tossing
one’s head (niu tou ), shedding tears of anger (fengi [E7).

Pu Songling describes some cases of repressed anger owing to the dispro-
portion between his own and his aggressor’s strength: Xiangru accumulates
rage but smiles (RJZHA L » BEREBANHL » ®URF2E, ‘rage changed the col-
our of his face, but he thought that he could not react owing to the strength of
his adversary, and repressed his anger’; Pu Songling 1978: 2, 278), while Xing
cannot but stamp his foot out of indignation and grief (f /@ L&, he
could only stamp his foot for anger’; Pu Songling 1978: 7, 1575); the terrible
shrew Jin opens her eyes wide for anger (liezi %4; Pu Songling 1978: 7,
888). Several instances of indignation are presented in Hongloumeng (Cao
Xueqin 1972: 23, 269), like ‘to shake one’s sleeve’ (fuxiu i) or ‘to shake
one’s dress’ (fuyi §#;7<). This is a common expression of displeasure or anger
(see also Dong Yue 1983: 11, 7 or Pu Songling 1978: 4, 506).

Depending on whether we are speaking of cold or hot anger, the rest of
the body can either stay almost immobile, or there can be a substantial in-
crease in its activity. Thus we have:

RERER » 5 KB BRIKR.

On hearing these words the prince was overcome with rage, and stamped his feet and

began cursing in a loud voice... (Feng Menglong 1991b: 7, 261).

29For ‘hostile reactions’ I mean the group of aggressive-opposing emotions (anger-aversion-
disgust), that is those unpleasant transitive emotions, characterized by a prevalent high physio-
logical arousal, that express refusal and hostility in different intensity (from fury to irritation)
and form various self-images (from envy-jealousy to despise).
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Shouting and hurling insults are common, like in the following example:
FEan R AR » TR RATIARNG » A - B HS,

Mr Ma ordered these concubines to snatch the stick from her and to beat her; when
the woman was unable to resist with her strength alone, she took refuge in her room,
and began cursing and shouting (Yuan Mei 1983: 11, 266).

Also restricted to insults is the reaction of the two youths who believe they
have been betrayed by Jin because he is not prepared to keep to his daughter’s
marriage pledge:

MBS (RGO L » Erlndt Bl ¢ THIAEIERIEREE.

Hearing these things the rage rose from the heart of the two men and hatred burst

from their bile. ‘You reckless dirty scoundrel!” they shouted at him! (Ling Mengchu
1989: 10, 169).

Some, like Baoyu, ‘even in anger seem to smile’ (fEZZHF{LIZE; Cao
Xueqin 1998a: 3, 51), without any simulation, while others are able to hide
bitterness or anger behind a smile (xiaozhong han ku ZEH G, xiaozhong

zangnu FE L),

10.2 Terror and Similar Emotions

Typical symptoms of fear, in its more acute and sudden form like the fear
animals experience, are a slackening of the pulse rate, a reduction in muscle
tension, and falling blood pressure and body temperature, profuse perspiring, a
generalised tremor: these phenomena manifest themselves as a sensation of
cold, a change of colour in the face, the trembling of hands and feet. In Chi-
nese, jing ¥ and hai % cover a wide range of meanings from panic, terror, fear
and fright to astonishment, but they are used most frequently to indicate aston-
ishment. Pa | and kong 7 can be translated as ‘fear’ in its various degrees of
intensity.

The reactions to fear described in literary texts are numerous and varied.
According to psychologists, the most typical facial expression of fear is a half-
open mouth with the corners turned downwards, staring eyes, eyebrows drawn
close together with the inner corners often turned downwards in a frown; the
muscles of the entire face are tense and the expression may remain static for a
few moments, as in the following idioms: mudeng shejiang |-G 5 {5 (‘eyes
are fixed and tongue is numb’), zhangkou jieshe 51 155 (‘mouth agape and
tongue-tied), giankou jiaoshe $H1 1457 (‘keep mum lifting her tongue in a
futile effort to speak’). The habit of sticking one’s tongue out in astonishment
is peculiar to Chinese traditional culture.

Although we do not have a detailed description of these changes of ex-
pression, they may be reconstructed on the basis of a few details that are in-
cluded so as to give greater emphasis to the narrative:
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EI IR
His eyes opened wide with a dull look (Feng Menglong 19915: 28, 294);

B TEERE T EEA LA,
His mouth fell open and he was unable to close it, his tongue hung out uncontrollably
(Feng Menglong 1983: 33,12; cf. also Feng Menglong 1991a: 36, 551);

HIF R,
His eyes opened wide and his mouth gaped (Feng Menglong 19915: 14, 538).

Such gestures may be the beginning of a process that in the most intense cases
brings about the loss of self-control.

In Hongloumeng one character stands there ‘his eyes staring and his
mouth gaping’ (mu deng kou dai EI&[15%), and another is ‘so frightened that
his eyes are wide open’ (hude liang yan zhideng WE{SFAHREE). Once, fear
provokes tongue-biting (yao she 7). Anxiety especially is represented by
idioms for body language. Some of them are metaphorical, like ‘standing on
tiptoe with head held up’ (gizu jiaoshou 1> 255 1), and most of them describe
some gestures or facial expressions: saotou mo’er FHRUHFEHE (‘scratching
one’s head and ears’), saoshou chichu ¥& i PHI# (‘scratching one’s head in
perplexity’), zhua er naosai JIE#EE (‘tweak one’s ears and scratch one’s
cheeks’), zhuatou wa'er JIHHFZE (‘tweak one’s head and pick one’s ear’),
rangbi erqi HERE#E (‘raising one’s arms and feet’), duojiao FHl (‘stamping
one’s feet’), cuoshou dunjiao $EFHEM (‘wringing one’s hand and stamping
one’s feet’), dengyan HEHR (‘staring [with anxiety]’), chenghu gihou [t H1%
(‘staring from behind’).

Change of facial colour is another symptom. Several common idioms in
Chinese express the change of facial colour and expression in sentences such
as xinxin xianxian {0DARER (‘looking at with fear’), seruo sihui TAIEK
(‘with a fear-stricken and ashen face’), mudai kouza H 5:[11fi (‘with eyes and
mouth fixed in terror’), mian wu xuese THHE A (‘look ashen’), mianru tuse
AN+ (‘pale with fright’), or yanmian shise HE[EZ: {1 (‘cover one’s pale
face in fright”). Comparable to turning pale is the loss of colour, or turning
yellow in the face (mianshang shise 1H]_F4<tt; xiade huangle lian Wii{5&: |
fig2). In a short story of Ershilu, ‘this woman turned pale’ (ZZ-4&{%; Yue Jun
1978: 4104), following the mixed fear and rage that had beset the Seventh
when her sister and rival burst in. Similarly,

S iR, RHEZ 0 HEIKIE.
The boy was afraid and spoke to his mother in tears. On hearing it, she grew pale as
death (Pu Songling 1978: 4, 486);

LK B meunt.,
Shi was so frightened that he grew deadly pale (Pu Songling 1978: 5, 643).

Frowning or knitting one’s brows (zhoumei §i/5; cumei BJ5) is a fre-
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quent way mentioned in literary works to express worry in its various intensi-
ties and shades. In fact, the expressiveness of eyebrows is much more appreci-
ated by the Chinese than by western authors, who describe them and use them
as a sign of emotion.

When the feeling of terror is extremely intense, the loss of self-control
and of control over the body is so pervasive that the subject is unable to react,
even by flight. The paralysis which obstructs movements is expressed in sen-
tences like zhongzu erli B 217 (‘standing with heavy feet’), or juji bu’an
P2 (‘restrained and uneasy’). Sometimes the subject only tries to hide
his body, as in baotou suoxiang HIGEHE (‘covering one’s head and drawing
back the neck’), xiejian leizu #5222 (‘lowering the shoulders and legs’),
yingi tunsheng EXNIF7EF (‘swallowing one’s tears’, lit. ‘drinking tears and
muffling one’s voice’), liansheng xigi ##E 5 (‘holding one’s breath in
fright’), suoshou suojiao g T-Hilll (‘shrinking one’s hands and feet’). On
other occasions, by contrast, the reaction is prompt and active: flight makes it
possible to avoid the danger, and if there is no way to escape, an aggressive
response is taken.

Other effects which are sometimes recorded are the psychophysical as-
pects, such as shu mao hanxin B, (‘hair standing up because of terror’).
This is the case of a traveller who, having lost his way during the evening, was
scared by the sight of wolves and by the hooting of owls (Pu Songling 1978:
4, 537), or the case of the main character of another story who, believing that
he saw the spirits of the forests, felt ‘his hair standing on end with fear, and
did not even dare to breathe’ (FEEZEE: » [ HA E,; Pu Songling 1978: 2,
257). Stomach cramps can be another effect of tension:

HEEMESE - TR S - A,
To dream by day is a strange thing. Frightened and worried, he gradually felt the pain
in his stomach growing (Feng Menglong 1991a: 3, 209).

Here the pain can be plausibly explained by the fact that the hero has just had
a dream.

Another important expression of fear is shouting. Shouting and scream-
ing, varying in sound from species to species, but universal amongst animals,
is the most effective way of transmitting the state of alarm and of calling for
help over a distance; fear begets fear, so that shouting amounts to warning
other members of the same species of the danger. In this way Wu Shan, hav-
ing again dreamed of the monk,

ROY—8% - BERE > SLUR—%.

shouted out aloud and woke up in a fright; it was again a dream (Feng Menglong
1991a: 3,211).

Just as heat and fire are the usual metaphors for intense anger and love,
chill and cold are characteristic of fear and fright. We can find the same in
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English, where sentences like ‘to feel a chill in one’s bones’ are used to soma-
tise this kind of sentiment, just as in Chinese:
THZ - FEEEREL > ANERTKOK.
On hearing this, Zeng was terrified, as though he had swallowed ice (Pu Songling
1978: 4, 522);
AR - BRI - IRFFERN » BRI,
As the night was dark, he mistakenly entered a valley of a river in which wolves were

roaming and owls were hooting: his hair stood on end and his heart froze (Pu
Songling 1978: 4, 537).

Worth noting is that the expression hanxin F/» denotes not only terror, but
also bitter disappointment and frustration. It is interesting to note that here all
emotional and intellectual functions are affected, because xin is heart-mind:

SR FIE A AGL.
The imperial functionaries are frightened and frustrated, and therefore, the Court be-
comes isolated (Pu Songling 1978: 4, 521).

The sensation of cold is often accompanied by perspiration: while Gu was hid-
ing in a niche, ‘the sweat ran down his back’ (7Fiiy#1y; Yue Jun 1978:
4104), and the character of another story was ‘braking out in a cold sweat all
over’ (—E 7T Feng Menglong 1991a: 2, 145).

The inability to react positively may start with another, very common,
bodily expression, the trembling of the body or hands (s, ‘he was
trembling with fear’; Feng Menglong 19915h: 9, 316; 21, 791), which can also
be described with the current expression huang shoujiao [5i=Ffll (‘shaking
from hand to foot’). As in other languages, trembling is related with fear and
especially fright. And similar to English, Italian, Greek, and many other lan-
guages, the physical reactions of trembling or freezing often conceptualise a
metonymic idea of fear. Shivering and trembling are found in many idioms.

In another passage we read:

HHRREREAEMEE, o o MTF0E  HEE L OVNERBE > —

“ﬂfﬂl — AP AR

The back and knees were loose, and at the same time trembled convulsively ... More-

over, the ground was slippery, they were filled with fear, their hearts were beating like

the heart of a small deer, the legs unsteady like those of a defeated fighting cock
(Feng Menglong 1991b: 14, 527).

On other occasions, the subjective result may be a feeling of paralysis and in-
capacity to take any initiative: ‘for a long time he remained speechless’
(“BHifH = Feng Menglong 1991b: 28, 294), ‘suddenly a tiger sprang out of
the wood, and Gu prostrated himself in terror’ (ZARfETH—p, 28T
Yue Jun 1978: 4103).

In extreme cases there is a loss or reduction of functional control, which
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manifests itself, for instance, in incontinence: ‘wetting himself and farting in
terror, he knelt down to welcome them’ (WE75LEI R, HEiHll#%; Feng
Menglong 1991a: 39, 726). Further consequences can be fainting, paralysis
and, in particularly vulnerable subjects, even death due to cardio-circulatory
failure. Thus, we often find loss of consciousness described as follows: ‘the
spirit was separated from his body’ (ZEF[{T#%; Feng Menglong 1991a: 24,
121), or ‘suddenly he fell down’ (VEZAE3; Feng Menglong 1991a: 39, 727).
In another example of fainting we read:

R > RetEE SRR b, KB > DATRER - SAENRH - 22455,

As soon as she opened the curtain and saw Xuanyuan Sheng sitting up on the bed, she
became very frightened, thinking that it was an apparition of the spirit of her previous
husband, and she fainted and fell to the floor, moaning amid her tears (Yuan Mei
1983: 11, 268).

In other cases, fright can lead to opposite reactions, including an in-
creased pulse rate and muscle tension, hair standing on end, a rush of blood to
the muscles. In these conditions the reaction may be either flight or attack
(especially when there is no escape):

EAERER
He was frightened and ran back (Lu Changchun 1983: 2, 4);

VPUEREL T 7
The Fourth sister was frightened and ran away (Yue Jun 1978: 4105);

REPE - mEHEE.

Almost frightened to death, he turned and went away (Feng Menglong 19915: 28, 321).

Sometimes the compound word expresses pure surprise, so violent that it
excludes any other emotion, joy or sorrow, as in the case of the old father who
unexpectedly meets all the relatives he had believed dead:

BBRNIER » TEEE » ITRELE » EHELDIIL,

The old man was astonished and stopped crying, he was no longer able to be happy or

to suffer, and stood there alone (Pu Songling 1978: 2, 253).

10.3 Shame

The typical sign of embarrassment, shyness and shame is blushing caused
by dilatation of the peripheral blood vessels (nan 7. which means “blush pro-
fusely with shame’, or xiuhong 74T, ‘red with embarrassment’), lowering of
the gaze,3® increased perspiration and muscle tension, physical restlessness
and altered tone of voice, reactions which can themselves act as a further
cause of embarrassment. This reaction is so typical that we already mentioned

30See the idiom, which may be used to represent the simulated shyness for seductive purposes:
yanshi meixing {577 (‘giving a swift glance and practising fawning’).
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it in the part concerning metaphors and stereotypes in the expressions of
emotions. We thus often find the verb meaning shame or embarrassment fol-
lowed by the complementyser de (1Y, ¥5) and then by the complement de-
scribing the colour of the face:
He went completely red in the face out of shyness (Feng Menglong 1991a: 1, 36; Cao
Xueqin 1998a: 32, 384).

Thus often blushing occurs when one’s face is filled with shame (manmian
xiucan Ji[H #EMT) or bears an embarrassed look (giese [£ff1; see Feng Meng-
long 1991a: 3, 188-89; Yue Jun 1978: 4105; Ling Mengchu 1989: 1, 14).
Alternatively, a whole set of reactions is given — reddening of the cheeks,
difficulty in speaking, lowering of the gaze — like in the following passages:
TS R T IR - (REHIERE .
She became shy and ashamed again, and both cheeks turned bright red, and she low-
ered her head in silence (Yue Jun 1978: 4105);

SRS AWMOES. o o HKALE.
Mo Ji was choking with shame, his mouth closed tightly, unable to speak ... his cheeks
so scarlet that they became violet (Feng Menglong 1991a: 27, 229-30).

Indeed, it seems that the aim is to hide from others, which explains the bowed
head, the shifting gaze, the covering of one’s face with one’s hands. Thus, after
Huangfu had accused his wife of being unfaithful to him while he was away,
INRTRUINLS — B HE 2 T O AL
The young woman screamed, covered her face with her hands and went sobbing into
the bedroom (Feng Menglong 1991a: 35, 499).

Thus, covering one’s face (gai lian Zfi; wo lian £, zhe lian JEf; yan
mian $g[f]) is a way of hiding one’s embarrassment, sometimes accompanied
by tears and anger. We have already seen:

fitrh A — 2 F » FEIAINLESZ AR .

In a large boat out at sea sat a girl, weeping and snivelling, covering her face with her

hands (Cao Xueqin 1998a: 5, 86).3!

Further expressions concern the gaze, sweat and the moving of the head:

TEAHZE RS HE RSB T 25 .

He dared not identify him, lowered his gaze, bowed his head and went his way (Feng
Menglong 19915: 22, 849);

AR

He was bathed in sweat (Yue Jun 1978: 4104).

31 See also the example from Pu Songling (1978: 8, 1093) quoted above, § 7.
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Anger is often a close consequence of shame, humiliation, embarrass-
ment, and thus both feelings may be combined (you xiu you gi “ 75 5).
Also in grief or remorse, one can ‘beat the breast and stamp the feet’ (chui-

xiong dunzu FEEHITEE ):
TIFEEE © TR, . . B .

The girl lowered her head, and told him with a laugh, ‘Crazy student, you are a terri-
ble troublemaker!” (Pu Songling 1978: 3, 332; already quoted in § 4.3).

One kind of smile is a smile of embarrassment (xiuxiao 7z5%). The facial ex-
pression may be wrought in a somewhat nervous smile, accompanied by a ges-
ture of the hand to cover the mouth, like that used politely to conceal a yawn.
Shame and embarrassment thus overlap with female modesty, retirement and
shyness. However, the classification of this type of moral sentiment is vari-
able, and sometimes, as in the following case, the smile may be associated with
‘seduction’:

BIBML . EMSEHEMTIMZ
[The young scholar Liu] came closer to see the girl; Yun smiled sweetly, shut the door
and went away (Yue Jun 1978:4101).

10.4 Sadness and Unpleasant Feelings

Before examining some of the most common expressions of suffering, it is
useful to list some Chinese idioms which express such negative feelings. They
usually describe facial expressions and the sound of the voice and crying: cuan-
mei kulian &5 (‘with knitted brows and a worried look [lit. ‘face’]),
choumei suoyan F&sr#EHR (‘with sad/frowning brows and a worried look [lit.
‘eyes’]’), canran bule T2SRAGE (‘with a sad [face]’), yangyang bule i A~4%
(‘with a sullen [face]’), zhoumei cuyan Ef{fEEEHE (‘with knitted brows and
frowning eyes’), tongku liuti JE5 5 (‘cry one’s heart out’), tisi zongheng
FETUEERE (‘crying bitterly [lit. ‘crisscrossing tears’]’), haotao daku %% 1E) F 5
(‘crying loudly’), aisheng tanqi W54, (‘moaning and groaning’), changxu
duantan FEWFFEIE (‘sighs and groans’), yangwu gietan {{[I|£ #&W (‘looking up
at the ceiling and sighing’), niutou biexiang U5 (‘twist one’s head and
neck’), yaoshou dunzu $:EE & (‘shaking one’s head and stamping one foot”).

Like other emotions, sadness and sorrow are communicated to other peo-
ple. This happens not only when public demonstration of grief and mourning
in more or less ritualistic performances is encouraged by social rules, but also
in subtler and more personal gestural and facial expressions. Sour and bitter
tastes (suanxin [ 5, xinku S=7) are the metaphors of sorrow, highlighted on
the face (mian dai chouse TH%574 (1, ‘one’s face shows sadness’):

BB 2.
There was an expression of sorrow and sadness on Li’s face (Pu Songling 1978: 8,
1083).
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Sadness may be conveyed by disheveled hair. Weeping, sobbing, beating one’s
chest, stamping one’s feet, and crying bitterly are the most common manifesta-
tions of sorrow and sadness.

We have seen that one of the most common expressions of suffering is the

‘groan’, ‘wail” or ‘moan’ (ku J&), an event often accompanied by weeping and
sometimes by words:

o o o TBHIHIRNR SR EEZE
... he burst into tears, sobbing and moaning (Feng Menglong 1991a: 3, 211);

o o o TR,

... he said no word and burst out moaning (Feng Menglong 1991a: 1, 82);
SREEITEMH.

He burst into tears and fell to the ground (Feng Menglong 1991a: 1, 93);

o o o FINLERUEHE TR IR A

... he spat, beat his breast with both hands, and could do nothing but wail (Feng Meng-
long 19915b: 1, 51);

o o o BLET LI SRISIAE R ‘
.. it was indeed a sorrow that was added to other sorrows; he wailed so much that he
became breathless (Feng Menglong 1991a: 40, 790-91).

Other reactions are silent weeping (gi 1i7), or tears (lei J&), groaning, moaning
and sobbing (¢ 57, wu 5, jie I% and tan ¥ or ).

We have seen also that silence and inaction are sometimes the answer to
sadness:

HOUS HE > rhER > B G,
Baochai, thinking of Baoyu, secretly wept and sighed to herself over her bitter fate
(Cao Xueqin 1972: 120, 1510).

Suffering too, though of much stronger intensity than sadness, can sometimes
be mute; it is so intense that the person cannot react:

RINKETRES
Lady Zhang was so deeply pained that she was unable to speak (Yuan Mei 1983: 11,
268).

Loss of spirit and will are sometimes described:

P52 PHIRHIES (R » BN —A)RE - RUFMEMERDR » BREREIRINE., 1 it
b RCE R o EIESCH BB E‘Ei-ziﬁzﬂﬁﬂ o IIRARRRIEAR .

Cheng Zai in that moment was unable to utter a word, dejected and depressed as he
was [he had lost all spirit and determination]. He was capable only of stammering out
his agreement amid sobs. Of all the sorrows and pain in this world to separate in death
and in life is the cruelest. Heaven and earth, long-lasting as they are, will some day
pass away. But this endless regret will never end (Ling Mengchu 1985: 37, 773).
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Tong ¥ usually means severe suffering:

WP E RIS - SO0 T [ RS T — BT
Then, mindful of the suffering experienced just before, she was completely over-

wheimed with frenzy; she began to moan again for a while, and felt beads of perspira-
tion covering her entire body (Cao Xueqin 1972: 82, 1067).

And in the lively images depicted by Feng Menglong:

o o o ﬁ]%ﬁ?ﬁ‘&‘;ﬁ%?b’sauﬂgj?o

... ten thousand darts pierced his heart, and suddenly his tears fell like rain! (Feng
Menglong 1991a: 8, 335);

AT VI DHR AR R

It was as though ten thousand swords penetrated his heart, while tears welled up in his
eyes (Feng Menglong 1991a: 24, 145-46).

10.5 Joy and Gratified Love

Happiness is a complex feeling that is usually exhibited generously. It
may be expressed by opening one’s eyes and mouth wide and by laughing (for
instance Li Yu 1970: XIII, 5605). For the expression of joy which is also in-
dicative of virtue, see Mencius 4,a,27:

LR, ERERTEM, EAE - AR 2B T8,
When joy arises how can one stop it? And when one cannot stop it, then one begins to

dance with one’s feet and wave one’s arms without knowing it (Mencius in Lau 1970:
127).

In Sunii miaolun ZZ2.15% (‘The wondrous discourse of the immaculate girl”)
of the Ming period, gestures are mentioned as means of arousing a woman'’s
interest and spurring feelings in her (van Gulik 1951: 137).

Joy is often accompanied by a certain amount of surprise and activation:

FREBE.
Astonishment and joy flashed across her face (Yue Jun 1978: 4188).

Several idioms describe gestures and expressions of happiness. The most
common is smiling and a radiant face, as in the following sentences: xiaorong
manmian 45T or meikai yanxiao JEFINEZ (‘being all smiles’), xixiao
yankai ZLEEARE (‘being wreathed in smiles’), xiaozhu yankai %3]
(‘happy and beaming with smiles’), xiaorong keju Z2737[# (‘being radiant
with smiles’), yuxiao xuanhu FEZEEIT (‘being filled with laughter and ex-
citement’), meifei sewu JEIEOEE (‘with flying eyebrows and a radiant [lit.
‘dancing’] face’), zhanyan shumei JEIRE#FIE (‘with radiant eyes and relaxed
eyebrows’), xixing yuse EUAEEL (‘light up with pleasure’), yangmei zhi-
zhang $HfE KA (‘raise one’s brows and clap one’s hands’). Other gestures
too can be expressions of joy, such as dancing, clapping hands and raising or



442 P. Santangelo [68]

shaking the head: paishou chengkuai $1=F-FE R (‘clap and cheer’), shouwu zu-
dao T-HE/2FF (‘hands dancing and feet stamping [with joy]), xiyue bianwu
EJEFRSE (‘happily dancing with hands and feet’), yangshou shenmei {5
{fiJE (‘raise the head and stretch the eyebrows’), yaotou huangnao #4575/
(‘shaking one’s head’).

Other important expressions of the state of mind are the make-up and the
dress, as in the sentence: chuanhong dailii ZER1Fif% (‘[gaily] dressed in red
and green’). In case of rejoicing, worthy of note is the idiom: jushou kou'e %
F-H1%A (‘raise one’s hand to pat on the forehead’). Another way of expressing
great joy is dancing with happiness: xi wu =5E.

Laughing and smiling are in fact the most common ways to show happiness:

BB LRI
Suddenly it was heard that the girls of the group turned back with laughter because
they were glad [to have won the battle] (Yue Jun 1978: 4104);

His happiness was handed down from heaven, as it were, and his face was illuminated
by a smile (Feng Menglong 1991a: 7, 103; 19915b: 14, 521);

o o o IMIHIHE TR,

..they all had faces wreathed in smiles (Feng Menglong 1983: 30, 4; cf. also Feng
Menglong 1991a: 10, 389).

But happiness may manifest itself as other physiological reactions — such
as weeping, a faster pulse rate, muscle tonus and irregular breathing —, which
remarkably resemble other emotions, even negative ones like anger:

HEmMEE, . o FFTECE IR,

They embraced and burst into tears ... all of them in the house were boundlessly

happy (Feng Menglong 1991a: 18, 710; 39, 750);

BEARNC T —E. o o HEEIMEE,

To their great surprise they recognized one another, ... embraced each other and wept

with emotion (Feng Menglong 1983: 3, 50).

Lastly, when the feeling of joy reaches its peak, it is displayed in a con-
vulsive way by the restless movement of hands and feet, and loss of con-

sciousness:
ZRE MY T —EE AT 2 S sE T2 2.
Qin Zhong felt as though he was dreaming of meeting someone immortal, and out of
happiness, his bodily energy seemed to vanish, while his hands and feet moved rest-

lessly (Feng Menglong 1983: 3, 43).
Thus, joy, as any other passion, may get out of control:

HESEACRS - BRSO - B B2,

He was truly beside himself with happiness; it seems that his souls had lifted off be-
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yond heaven and his spirits had scattered into the sky; he was mad with joy, beyond
all his expectations (Ling Mengchu 1985: 37, 765).

Here we come back to the image of loss of control of heavenly and earthly
souls (hun fei tian wai, po san jiu xiao BEFERA: » BEHULET), but this arousal
can also be displayed in the agitation of arms and legs (shou wu zu dao F-$§

JEA):
E—E &8 REETEEN.

Gao Zan was so pleased that he was almost beside himself (Feng Menglong 1983: 7, 14).

In other cases the great excitement may be expressed by singing and dancing.
In a passage from a Ling Mengchu’s story, the character enjoys his quiet life,
without limits and obstacles:

HE AR - B S .

By myself [ sing, dance, am happy and even overjoyed, without worries and displeas-

ures (Ling Mengchu 1989: 1, 1).

But jumping is a gesture for excessive joy, and the consequence cf immoder-
ate passion might be very dangerous:

BRI,
He jumped with exultance, and then he died (Feng Menglong 1986a: 10, 271).

The intensity of joy and happiness is often expressed using stereotypes
which show how difficult it is to contain: bu sheng huanxi NFEEE (‘he
could not contain his joy’) or Auanxi wu xian =R (‘his happiness knew
no bounds’; Feng Menglong 1983: 3, 50; 3, 16). More clearly, the loss of con-
trol and the pleasures of love are stated in:

BEETREHTE,

Failing to control your mind-heart, you are ensnared by the pleasures of love (Yue Jun

1978: 41006).

Here allusion is made to a divine woman in a famous myth, who, among other
things, has the role of justifying pure sexual relations. In the Gaotang fu
SR (‘Rhapsody of Gaotang’; third century B.C.) it is told how king Xiang
of the State of Chu visited the Terrace of Gaotang, where he is said to have
dreamt of mating with the goddess of Mount Wu.?2 Other aspects of the joys
of love, have been dealt with in the sections on the excesses of passions and
on the language of seduction (see above § 9).

32For a recent analysis of the work in the framework of the theme of seduction by a female di-
vinity, see Li Wai-yee (1993: 23-30).
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