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Summary

By conducting a close reading and a structural analysis, this thesis explores a narratology of
“scene” in the novel Dream of the Red Chamber(Honglou meng (ZL#5%5) ). The
terminology of “scene” in the Western literary criticism usually refers to “a structual unit in
drama” and “a mode of presentation in narrative”. Some literature criticists also claim that
“scene” refers to “a structural unit in narrative”, though without further explanation. One of
the main contributions of this theis is to define the term of “scene”, apply it stringently to the
novel, Honglou meng, and thus make a narratology of “scene” in this novel.

This thesis finds that “scene” as a structural unit in drama is characterized by a unity
of continuity of characters, time, space and actions that are unified based on the same topic.
“Topic” plays a decisive role in distinguishing “scenes”. On the basis of the definition of the
term of “scene”, this theis also reveals how “scenes” transfer from each other by analyzing
“scene transitionsS”.

This thesis also finds that the characteristic of the narration in Honglou meng is
“character-centered” ranther than “plot-centered”, by conducting research on the relationship
between “scene”, “chapter” and “chapter title”. On the basis of these findings, this thesis also
finds that “scene” influences the development of “plot” by two means: one is to adjust the
“speed of narrative”, and the other is to adjust the “intensity of narrative”. By these two
means the plot changes in accordance with a periodicity of “fast i and slow £ and also
“strength 5& and weakness 55”.

Last but not least, this theis compares the novel Honglou meng with the traditional
Chinese drama Honglou meng Chuanqi (48254 #5) (The Legend of the Honglou meng),
and looks into the differences and similarities of the “scenes” and “scene transitions” between
these two literary genres. “Scenes” are topic-based in the traditional Chinese novels, while
they are song-based in the traditional Chinese drama. Due to the length and influence from
oral literature and the characteristic of containing large length, the plot in each chapter of the
traditional Chinese novel presents the characteristics of “huanjin jishou 2z 25 (develop
slowly but finish fast). In the traditional Chinese drama, however, in order to grasp the
attention of the audiences and to attrack them back after one section is finished, the plot in
one chu is presented according to the rule of “jijin huanshou 22U (develop fast but

finish slowly).
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1 Introduction

This thesis comes from a close reading and structural analysis of the novel Dream of the Red
Chamber (Honglou meng (4£L#:4) ) and argues that the structure of this novel can be
meaningfully interpreted in accordance with the concept of “scene” derived primarily from
drama. The terminology of “scene” originally refers to “the structural unit in drama” in
Western literary criticism. With the development of narratology, Western literature critists
have found out that the concept of “scene” can also be applied to the narrative, and refers to
“a mode of presentation” which makes the narration dramatized. However, we can also see
that some literature critists claim that the term “scene” also refers to “a structural unit in
narrative”, though without further explaination. For example, Patrick Hanan argues that
“‘scene’ stands for passages that are both dynamic and close, with directly rendered speech
and thought and a specific recounting of action.”* Wong Kam-Ming claims, “events in Hung-
lou Meng, on the other hand, obtain their cohesion not only from the temporal order in which
they occur, but also from the way scenes and episodes are linked by the association and
juxtaposition of images.”> However, none of them defined the terminology of “scene” in
detail. One of the main contributions of this thesis is to define the term “scene” in detail,
apply it stringently to the novel, Dream of the Red Chamber, and thus make a narratology of
scenes in this novel. In order to achieve this goal, I will not only discuss, but also compare
Western literary criticism with traditional Chinese literary criticism. I will not only use
traditional Chinese literary history, but also the traditional Chinese fiction commentaries
(pingdian ¥ 51) as part of my arguments.

Even though “scene” is a concept from Western literary criticism, it also applies to
traditional Chinese novels. This is not only because Chinese fiction has an intimate
relationship with drama, but also because some of Chinese fictions are dramatized.
Specifically, before the concept of “fiction” had been influenced by the classification norm of
Western literary genres, “fiction” and “drama” were seen as the same literary genre, the

narrative literature, in traditional Chinese literary criticism. The most important reason is that

! patrick Hanan, Chinese vernacular story, (Cambridge, Massachsetts, and London: Harvard University Press,
1981), 18.

2 Andrew H. Plaks edited, Critical and Therotical Essays, (Princeton, N.J.: Princeton University Press, 1977),
225.



in the traditional Chinese literary criticism, narrativity is the common characteristic of
“fiction” and “drama”, and is also the most important criterion to distinguish them from lyric
poetry. Li Yu, one of the most important drama and fiction critics in ancient China, also
agreed with the opinion that “fiction” has intimate relations with “drama”. He defined
“fiction” as “a drama without sound (wusheng xi G X&), and also believed that “fiction” is
the source material of “drama” (baiguan wei chuangi lanben #LE A& 4 1 A).2 He also
believed that the way to organize a “drama” is similar to the way you write “fiction”. For
example, the story in a “drama” should be organized by the “jiamen | ](the words in the
beginning of each drama)”, “chongchang 37 (the second scene unit in each drama)”, “chu
jiaose H! i 7 (the important characters come on the stage)”, “xiao shousha /it Z%(the last
scene in the first half of each drama)”, and “da shousha k5 %%(the end of each drama)”,
which are in accordance with the “prelude”, “development”, “climax”, and “ending” in
“fiction”.* In addition to the common characteristic of narrativity in “fiction” and “drama”,
the reason why traditional Chinese literary criticism sees “fiction” and “drama” as the same
literary genre is due to the fact that traditional Chinese literary criticism does not have clear
classification norm for different literary genres, instead, they emphasizes more on the
inherent relationship between differnet literary genres. We can see that even in Qing dynasty,
there were still some critics who believed that “fiction” and “drama” belonged to the same
literary genre. For example, Jiang Ruizao stated in his book xiaoshuo kaozheng {/]Nii =%
iE) (Textual Reseraches on Fictions) and xiaoshuo kaozheng xubian /Nt 5 iIE 222 )
(Continuation of Textual Researches on Fictions): “drama and fiction have different routes of
development, but the same origin. We can call it ‘reaching the same goal by different routes’
RIS /NG, SRR R, RS R U 2

Moreover, some of Chinese fiction is dramatized. This is why we can use Chinese
fiction to illustrate the Western literary terminology of “scene”. The use of a storyteller-
narrator and the dominance of dialogue and actions make some of the Chinese works of
fiction dramatized. The use of a storyteller-narrator to tell a story in fiction is similar to using

8 Yingde Guo ZF U, FLE L A7 W A —— i 4= /N i 3% il 1) A0 347 1 (Fiction is the Material Source of
Drama: the Narrative Techniques in Li Yu’s Fiction and Drama), (X' %4%/=) (Literature Haritage), No. 5,
(1996): 70.

4yu LiZ=itn, (RAEIEZF) (Xianging Ouji), (Hunan: % 54t Yuelu Publishing House, 2000),133-141.
®Yingde Guo FRHAl, UM HARPN SR PIXA751E (Narrativity: The Interactive

Influences between Traditional Fiction and Drama), 3C2#isif~ (Literature Haritage), No.4, (1995):63.
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characters to present a story in drama. This is because storyteller-narrator can freely change
its relationship with the readers. For example, sometimes it stands out in front of the readers
to introduce the background of the impending story; other times, it hides itself behind the
characters in order to make the characters guide the readers and explore more of the story,
which is similar to presenting the story by the use of characters in drama. In addition to the
use of a storyteller-narrator, some of the Chinese fictions are dramatized by means of the
dominance of dialogue and actions. As we shall see in Chapter 3.1 of this thesis, most of the
scenes in Chapter 74 of Honglou meng consist of dialogue and actions. Similarly, dialogue
and actions are the main components of drama.

However, “fiction” and “drama” are two different literary genres, though their
differences are not very clear in traditional Chinese literary criticism. For example, “drama”
has a stronger performability than “fiction”. The organization of a story in “drama” is
designed for performance, while it is designed for reading in “fiction”. This is why we not
only apply the concept of “scene” into the novel Honglou meng, but also into the traditional
Chinese drama Honglou meng Chuangi (£L#25{5%5) (by Zhong Zhenkui ff#iz242), in
order to see the differences and similarities between these two different literary genres. We
shoule also be aware that the traditional Chinese drama is not divided into “scenes”, but is
divided into “chu H or “zhe #7”. Both “chu " and “zhe /7 are multi-scene units that are
based on the same song-set in the traditional Chinese drama.

With respect to why | use Chapter 74 of Honglou meng and the chu of jianyuan ( {f&
fd) —Hi) in Honglou meng Chuangi, I have the following reasons. Firstly, Chapter 74 of
Honglou meng is a typical narrative chapter and has two clear events “raiding the Great View
Garden” and “breaking off the relations with Ning house”, which provides us convenient
ways to divide the whole chapter into “scenes” based on the topic. Secondly, the “scenes” in
Chapter 74 of Honglou meng has typicality. This is to say this chapter does not only consist
of “scenes”, but also “sub-scenes”, which enriches our definition and classification of the
term “scene”. Last but not least, there is a corresponding chapter about the event of “raiding
the Great View Garden” in the traditional Chinese drama Honglou meng Chuangi, which
makes our comparisions between these two literary genres more intuitive and convincing.

Therefore, in Chapter 2.1 | will discuss the definition of “scene”. The terminology of
“scene” originally comes from drama, and refers to a structural unit in drama. The “scene” in
drama usually consists of characters and their actions happening in one place at one time, and

is marked off from the next scene in a variety of ways. In most modern Western dramas, the



scenes transfer from each other either by the entrance and exit of the characters, or by a
curtain, a blackout and a brief emptying of the stage. In the traditional Chinese drama,
however, most of the “scenes” mostly transfer between each other by the entrance and exit of
the characters. Apart from being a structural unit in drama, “scene” also refers to a mode of
presentation in narrative literature. It is a dramatic method of narration with numerous uses
of dialogue and actions to present not only to tell the story. Moreover, sometimes used, but
not defined, “scene” refers to a structural unit in the narrative—a structural unit characterized
by a unity of continuity of time, space, characters and actions that are unified based on the
same topic. “Topic” plays a decisive role in distinguishing scenes. The “scene” changes
whenever the “topic” changes. However, we should notice the existence of “sub-scenes”.
“Sub-scenes” refer to scenes sharing the same topic, but at the same time differing from each
other by the change of characters, time, place, and so forth. In this chapter, | also apply the
concept of “scene” to the novel Honglou meng (only Chapter 74). According to the definition
that “scene” refers to a structural unit, Chapter 74 consists of six scenes, and among which,
scene No.5 includes five sub-scenes.

Chapter 2.2 investigates the “scene transitions” in the novel Honglou meng. “Scene
transition” is the link between two consecutive scenes, and it includes two types: one is the
“Marked-transition”, and the other is the “Unmarked-transition”. “Marked-transition” is
usually found in the traditional Chinese novels. It refers to the scene transition that is marked
by certain words, phrases or sentences or sometimes also by the appearance of unspecified
characters, namely, a random maid with no name. It is economical to transfer the scenes by
the use of “Marked-transition”, when it comes to the number of words. “Fixed Formula” is
one of the most often used “Marked-transitions” in the traditional Chinese novels. For
example, “Fixed Formula” such as “yiyu weiliao —1& K | (before she/he had finished the
sentence)” and “gieshuo H.iii (meanwhile)” are regularly used as “Marked-transitions” in
Chapter 74 of Honglou meng. “Unmarked-transition” refers to the scene transitions that are
without fixed words, phrases or sentences, but uses the inner power of the text, such as the
change of characters, time, place or Point of View, to transfer the scenes. Unlike “Marked-
transition” which intervenes into the ongoing plot abruptly, “Unmarked-transition” transfers
the scenes smoothly.

In Chapter 2.3 and 2.4 we move on to find two groups of relationships: one is the
relationship between “scenes”, “chapters” and “chapter titles”; the other is the relationship

between “scenes” and “plots”. It is shown that “scene”, as a structural unit in the narrative,
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builds up “chapters” in the traditional Chinese novels; in turn, “chapter titles” not only
summarize part of the plots, but also imply the “scenes” by installing the place names in the
adverbial modifier position. The discoveries above, especially that the “chapter titles” not
only summarize part of the plots, but also imply the “scenes”, enable us to conclude that the
narration of Honglou meng is “character-centered”, instead of “plot-centered”. In addition,
the narration of Honglou meng is more “character-centered” than “plot-centered” because of
the disconnection of two types of relations in the plots—the relations of cause and effect, and
that of time. Moreover, we observe the pains taken by the authors to organize the complex

relations between “scenes” and plot tempo in accordance with the periodicity of “fast = and

I=KH

slow 2 and also “strong 5% and weak 55”.

In the last chapter, Chapter 3, we compare the novel Honglou meng with the drama
Honglou meng Chuangi, and find the differences and similarities of the “scenes” and “scene
transitions” between the traditional Chinese novel and the traditional Chinese drama. The
“scenes” are topic-based in the traditional Chinese novel, but they are song-based in the
traditional Chinese drama. That is to say, “topic” plays a decisive role in distinguishing
“scenes” in the traditional Chinese novel. In contrast, “song-set” distinguishes “scenes” in the
traditional Chinese drama. Besides, Honglou meng uses numerous dialogue and actions to
build up the scenes, which is strikingly similar to how stories are organized in the traditional
Chinese drama. However, the “scenes” in the traditional Chinese novel are still different from
that in the traditional Chinese drama. The biggest difference is that the climax of one scene
comes much later in the traditional Chinese novel than what it does in the traditional Chinese

drama.



2 Scene and Scene Transitions

As | argued in the introduction, the Honglou meng is constructed by different “scenes”, and it
is the transitions between different “scenes” that contribute to the development of the plots
(there is not only one plot in the Honglou meng, and | will discuss them further in Chapter
2.4). In this chapter I am going to answer four questions related to “scenes” in the Honglou
meng. The first is the definition of the term “scene”. The second is how “scenes” change in
the Honglou meng. The third is what the relationship is between the “chapters”, “chapter
titles” and “scenes” in the traditional Chinese novel. The fourth question is how the “scenes”
make contributions to the development of the plots in the Honglou meng. After analyzing
these four questions, we will get a map of the scenes and scene transitions in Chapter 74 of

the Honglou meng.

2.1 Scene

2.1.1 Scene: A Structural Unit in Drama

As a structural unit in drama, the term “scene” usually refers to:

A division of the action within an act, though in some plays only scene
divisions are indicated. Various conventions have determined the marking of
scenes. The French classical playwrights, for instance, began and concluded
scenes by the entrances and exits of characters. The Elizabethans, on the other
hand, in consisted in their practice of marking acts and scenes, sometimes
omitted all decisions or, like Ben Jonson, indicated new scenes when there was a
new grouping of characters. Many editors of Shakespeare’s plays have indicated
new scenes with successive changes in a play’s locale. (It should be noted that at
times the change of locale is assumed, for the text may not indicate a setting for

the action.®

6 Karl E. Beckson and Arthur Ganz, Literary Terms: A dictionary, 3@ ed., rev. and enl. (London: Andre
Deutsch, 1990), 196.
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The Oxford dictionary defines the term of “scene” more specifically as “a scene normally
represents actions happening in one place at one time, and is marked off from the next scene
by a curtain, a blackout, or a brief emptying of the stage.’

In the traditional Chinese drama, however, unlike most Western drama, a play/drama
does not consist of scenes that require “classic unities”®, instead, it consists of “chu/zhe”{ /
$7(turns). Chu and zhe are very similar—both of them are sections or turns, in terms of their
structural functions in building up the whole drama. However, there are still some subtle
differences between these two terms. Chu is a term from the chuangi 1% %, one school of the
traditional Chinese drama which achieved its success in the Ming and Qing dynasties. And
zhe is a term from the zaju #%Jfll in the Yuan dynasty, another school of the traditional
Chinese drama, which started and became popular in the Yuan dynasty.

Given the fact that most of the drama versions of the Honglou meng, as far as we can
find, is written in the form of chuangi®, we only use chu as the basic unit in the traditional
Chinese drama when we compare it with the scenes in the narrative. As we shall see, one or
several scenes make up one “chu/zhe”, which is to say, “chu/zhe” is a multi-scene unit in
traditional Chinese drama. Besides, Chinese traditional drama belongs to the “consecutive
play” (Lianchang Xi i£37%%) and there is no curtain or blackout that function as a division
on the stage. According to Cecilia S.L. Zung’s research, the traditional Chinese stage was
almost square and “at the back of stage there usually hung a beautiful, embroidered curtain in
which there were two openings, through which the actors made their entrance and exit.” °So
how do the scenes in Chinese traditional dramas change between each other? Generally
speaking, “scenes” in Chinese traditional dramas are usually marked off from the next scene
by the entrance and exit of the characters and sometimes also equipment, and also by a brief
emptying of the stage. However, we should be aware that the term of “scene” (mu %) is not

used in the traditional Chinese drama criticism. The most well known terms in the studies of

" The Concise Oxford Dictionary of Literary Terms Online, 2003, s.v. “Scene”,
http://www.oxfordreference.com/view/10.1093/acref/9780199208272.001.0001/acref-9780199208272-e-
1019?rskey=af18ml&result=4 (Sought 07.11.2014).

8 The unity of action: a play should have one main action that it follows, with no or few subplots.

The unity of place: a play should cover a single physical space and should not attempt to compress geography,
nor should the stage represent more than one place.

The unity of time: the action in a play should take place over no more than 24 hours.

9 Fuming Xu 143k B, £0 845 53k il LL ¢ (The Comparision between Honglou meng and Drama), (Shanghai: _t
75 5 1 BiAt Shanghai Ancient Books Publishing House, 1984): 241.

10 Cecilia S. L Zung, Secrets of the Chinese drama: a complete exlanatory gulde to actions and symbols, (New
York: Harrap, 1937): 4.



traditional Chinese dramas are, as we have said earlier, chu or zhe. In this sense, we will ask
what the relations between the term “scene” and the term “chu/zhe” are. In order to answer
this question, we first need to analyze the organization of the traditional Chinese drama. In
the studies of the traditional Chinese drama, we define the whole drama as a “ben 4>
(volume). For example, the Honglou meng Chuangi (£ #:454%75) by Zhong Zhenkui i
P7ZE in the Qing dynasty is one complete ben. And according to the different organizations
of the Ming chuangi and Yuan zaju, one “ben” can be further divided into either chu or zhe.
But when one ben is divided into chu, the basic unit in the Ming chuanqi, there are usually
more than ten chu consisting the whole drama; while in the Yuan zaju, one ben is divided into
zhe, and there are usually only four zhe in the whole drama. What is more, as we have said
earlier, one chu or zhe is normally a multi-scene unit based on the same song-set, but

sometimes it is also a solo-scene unit. The yeben 7% 3% in the Baojian Ji (FE&ic) is an
example of a solo-scene chu, while the Souyuan (##[) in the Honglou meng Chuangi

(LIBEARALZT) is an example of a multi-scene chu.

2.1.2 Scene: A Mode of Presentation in the Narrative

Apart from being a structural unit in drama, “scene” is also a mode of presentation in the
narrative. As the Oxford Dictionary says, in the study of narrative works, “scene” is also the
name given to “a ‘dramatic’ method of narration that presents events at roughly the same
pace as that at which they are supposed to be occurring; i.e. usually in detail and with
substantial use of dialogue*!. “In this sense the scenic narrative method is contrasted with
‘summary’, in which the duration of the story’s events is compressed into a brief account.”*2
However, such a definition of “scene” did not come out until modern Western
narratology developed in the 1970s and 1980s. Seymour Chatman, one of the leading
narrtologists at that time, though he did not discussed “scene” directly, discussed the
dramatized narration in narrative literature. According to his research, narrative (here we
specially refer to novels), unlike film or drama, normally uses the language, as the “camera”,

to describe, not only records, the developing plot. This is partially because as in visual and

11 The Concise Oxford Dictionary of Literary Terms Online, 2003, s.v. “Scene”,
http://www.oxfordreference.com/view/10.1093/acref/9780199208272.001.0001/acref-9780199208272-e-
1019?rskey=af18ml&result=4 (Sought 07.11.2014).

12 1bid.

8



auditory art, both drama and film can display scenes directly to audience. “Film narrative
possesses a plenitude of visual details, an excessive particularity compared to the verbal
version, a plenitude aptly called by certain aestheticians’ visual ‘over-specification’”*®. With
regard to how narrative describes, he uses the concept, “point of view”, to answer this

question. He argues,

The visual point of view in a film is always there: it is fixed and
determinate precisely because the camera always needs to be placed somewhere.
But in verbal fiction, the narrator may or may not give us a visual bearing. He
may let us peer over a character’s shoulder, or he may represent something from
a generalized perspective, commenting indifferently on the front, sides, and back
of the object, disregarding how it is possible to see all these parts in the same

glance. 1

This provides a very good way to analyze the differences between the two artistic forms,
films/dramas and narrative.

However, some scholars argue that some novels cannot only describe how the plot is
developing, but can also show/present it. Just as what Eric S. Rabkin says, “novels in general
use three different modes of report: narration, dialogue, and description.”® “One of the main
tasks of the simulated storyteller is to guide the reader through the transitions from one mode
to the next.”'®Among these three modes, “dialogue” is similar to what I mentioned as
“show/present”. “Showing/presenting” means that some novels use the dramatic method to
show/present/display what the characters are doing (like dialogue, motion, monologue, etc.)
and how the setting around the characters is. When we are reading novels, we feel like we are
watching a play or a movie. However, “the evaluative description in verbal narrative evokes
visual elaboration in the reader’s mind”!’, instead of projecting on the screen. That is to say,
the validity of scenes becomes apparent when one investigates its pictorial secondary illusion,

the function of painting in a novel.

13 Shirley F. Staton, edited., Literary Theories in Praxis (Philadelphia: University of Pennsylvania Press, 1987):
163.

4 1bid.,169.

15 Eric S. Rabkin, Spatial Form and Plot, Critical Inquiry, Vol. 4, No. 2 (1977): 253.

16 Hanan, Chinese vernacular story, 20-21.

17 Seymour Chatman, Novels and Films. In On Narrative, edited by W. J.T. Mitchell, 127, (Chicago: The
University of Chicago Press, 1981).



After understanding the characteristics of narrative and the way it displays scenes, we
can conclude that scene not only refers to a structural unit in drama, but also refers to a
dramatized mode of presentation in the narrative. Not like scenes in drama/film, presented by
visual images and sound on screen, scenes in the narrative are described by language and
projected in readers’ mind. Actually, many traditional Chinese novels use this dramatized
mode of presentation to compose the story. This is probably because “drama and fiction were
close bedfellows in traditional China, so much so that they were sometimes not strictly
distinguished.” 18

In order to see the close relationship between traditional Chinese drama and fiction,
we should be aware of the development of these two literary genres. Fiction as a literary
genre, as Gu Mingdong argues, “is a kind of prose narrative about actions and events that
may not necessarily have prior temporal existence but are nevertheless true to the law of
probability in life, and it is intentionally created not primarily for the transmission of
information but for the sake of entertainment and aesthetic appreciation.” **From Gu’s
definition, it is not difficult to see that “the decisive factor for fiction is ‘fictionality’”.2° With
regard to what the “fictionality” is, Gu argues: “In traditional Chinese fiction criticism, there
was no exact equivalent to ‘fictionality’ until the appearance of the modern concept of xugou
xing FEA4 T4 (the qualities or properties pertaining to fiction).”?!The Chinese fictions,
xiaoshuo /)Nijt, however, were not born with “fictionality”. The first dynasty that marks the
era in which scholars first came to distinguish fiction from history is the Tang dynasty. 2?And
the term representative for the fictions in the Tang dynasty is the “tang chuangi 4% #”. For
a long time before the Tang dynasty, Chinese fiction, xiaoshuo, were viewed as a category of
writing halfway between history and philosophy.?® And it “was compelled to fight its master,
history, in order to gain full development.” 2*It was not until the first appearance of
Zhanghui xiaoshuo (traditional Chinese chaptered novel) that the Chinese fictions became a

dominant literary genre, and then in the Ming dynasty that they achieved their great

18 David L. Rolston. Traditional Chinese Fiction and Fiction Commentary, (Stanford, California: Standford
University Press, 1997): 19.

19 Mingdong Gu, Chinese Theories of Fiction: A Non-Western Narrative System, (Albany: State University of
New York Press, 2006): 46.

20 |bid., 48.

2 |bid.

22 Winston L. Y. Yang and Curtis P. Adkins, Critical Essays on Chinese Fiction, (Hongkong: The Chinese
University Press. 1980): 1.

23 Gu, Chinese Theories of Fiction, 47.

2 |bid.
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maturity.” 2°In contrast, the form of traditional Chinese drama also started to normalize in the
Tang dynasty and achieved its prosperity in the era of the Yuan-Ming dynasty. The important
reason behind this “coincidence” has to be attributed to the rise of vernacular literature: arts
performers started to sell their performances directly to common people. In this case, they
needed to change their language and style in the performance for catering to more customers
from common people. So using vernacular language is a good way of connecting the art
performer with the audience/readers. “This is because it is always easier for people to learn to
read a language one already knows than a language that has to be studied.”?® Vernacular
language also has a very important function in that it makes the relationship between fiction
and drama much closer than what classical language does. This is because there is a close

relationship between style and context:

The classical styles convey dignity and loftiness and hence are used in the
descriptive set piece or tableau, which, when the loftiness is inappropriate,
becomes burlesque. Couplets and verse, more or less Classical, perform the same
service and also give pithiness to the style. Intermediate languages are used
particularly in the functions of summary and comment, for the sake of
conciseness. The vernacular itself is used in close-up narrative (scene),

especially in dialogue, to which its direct, homely, even earthy force is suited.?’

That is to say, when the fiction is mostly written in vernacular language, readers can easily
feel that they are “listening” to what the characters are saying to them. And this feeling is like
sitting beside the stage, watching and listening to the characters on the stage, especially when

the readers are reading the dialogue between two characters.

2.1.3 Scene: A Structural Unit in Narrative

The term of “scene” is sometimes also used as a structural unit in narrative, but then often in
a loose sense, without further explanation. For example, Patrick Hanan argues that “‘scene’

stands for passages that are both dynamic and close, with directly rendered speech and

% |bid., 62.
26 Hanan, The Chinese Vernacular Story, 10.
27 |bid.
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thought and a specific recounting of action.”?® Wong Kam-Ming believes, “events in Hung-
lou Meng, on the other hand, obtain their cohesion not only from the temporal order in which
they occur, but also from the way scenes and episodes are linked by the association and
juxtaposition of images.”?® However, none of them defined the terminology of “scene” in
detail. One of the main contributions of this thesis is to define the term of “scene” in detail
and apply it stringently to the novel, the Honglou meng, although it is generally relevant to
the traditional Chinese novels, it is particularly relevant to the Honglou meng and other
novels written in a dramatic mode of narration, with much dialogue.

“Scene”, as a structural unit, means a unity of continuity of time, space, characters and
actions that are unified by revolving around the same topic. Topic plays a decisive role in
distinguishing the scenes. This should be understood in two senses. On the one hand, if two
scenes do not share the same topic, they are different scenes, no matter whether the character,
time, or place changes or not. After dividing Chapter 74 of the Honglou meng into scenes, |
made a chart of all the scens and scene transitions (See Chat 1 below). For example, in the
Chapter 74 of the Honglou meng, scenes No.2 and No.3 share more or less the same time
(“before dinner”) and place (Xi-feng’s apartment) and similar characters (Xi-feng, Patience);
however, they do not share the same topic, and thus they are different scenes. On the other
hand, sometimes even if the character, time or place changes, the two scenes still share the
same topic. In this case, we should classify these two scenes as two parts of the same scene.
Thus we should introduce the concept of “sub-scenes”. “Sub-scenes” refer to scenes with
different characters, time or place, but sharing the same topic. For instance, scenes No.5.1,
No0.5.2, N0.5.3, No.5.4 and No.5.5 share the same topic—*raiding the Great View Garden”,
while at the same time the place changes from The Green Delights to Yingchun’s place. Thus
we classify these scenes, which happen in five various apartments, as the five sub-scenes of

scene No.5.

28 Hanan, The Chinese Vernacular Story, 18.
29 Plaks edited, Chinese Narrative, 225.
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Chart 1

Scenes, Scene types and Scene transitions in Chapter 74

(Total Number of Chinese Characters: 11077)

Scene Scene place Time Characters Topic Num Type of
Order ber Transition
Type /Event of
wor | (Transition
ds from this
scene to the
next scene)
#"No. 1 Dialogue From No Patience, The event 513 | Marked-
Scene Outside specific Zhu-er’s about pearl- transition(*
Ying- time wife, Xi- and-gold —iEART”)
chun’s (Relating feng phoenix.
place to with the +
Xi-feng’s | context, it
apartment | should be Unmgrked—
before transition
dinner) (Character:
Jia-lian)
*#No.2 Dialogue Xi-feng’s | No Jia-lian, 1. Lady Xing | 907 Marked-
Scene apartment | specific Patience, knew that Jia- transition(*
time (after | Xi-feng lian borrow —iERT”)
the No.1 money from
scene and Faithful. +
before
dinner) 2. Xi-feng Marl_«_ad-
exchanges transition
some of her (Random
gold things character’s
for money. voice)
*#No.3 Dialogue | Xi-feng’s | No Xi-feng, Xi-feng is 1726 | Mark
Scene apartment | specific Lady suspicious of ed-
time (after | Wang owning the trans
the No.2 silk satchel ition
scene and with a lewd (Tim
before picture, and e:
dinner) she argues for withi
herself. na
short
time
i)
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*#No.4 Dialogue | Xi-feng’s | withina Lady Wang 1679 | Unmarked-
Scene apartment | shorttime | wang, Xi- | Shanbao’s transition
after Lady | feng, wife says bad (after dinner:
Wang Wang words of “E WG
comingto | Shanbao’s | Skybrightand
Xi-feng’s | wife Lady Wang
apartment deiced to
(“—H), expel
before Skybright.
dinner
*#% Dialogue The Great | After Xi-feng, Prospect the 4213 | Unmarked-
N + View dinner Wang Great View transition
Movement | Garden Shanbao’s | Garden (the change
No.5 wife, of time: “the
Scene Residents next day”“ﬁ
in the wH”)
Great
View
Garden
#~ | Movement | The After Skybright, | Prospect the 441 Marked-
Scene Green dinner Wang Green Garden transition
No. Delights Shanbo’s and Skybright (the change
5.1 wife, Xi- gets angry of place: here
feng, and does a “IX B
Baoyu series of
motions to
“coordinates”
the
inspection.
#~ | Dialogue Naiad’s After Wang Prospect the 312 Marked-
scene House dinner shanbao’s | Naiad’s transition
No. wife, House and get (the change
5.2 Nightingal | Baoyu’s old of place: here
e, Xi-feng | stuffs from “IX HL)
Nightingale’s
room.
#~ | Dialogue Tan- After Wang Prospect Tan- | 1572 | Marked-
+ chun’s dinner Shanbao’s | chun’s place, transition
NO. | Movement place wife, Tan- | Tan-chun (the change
53 | Scene chun, Xi- | slaps on of place: here
feng Wang’s face “IX B
and reveals
the
complicated
relationships
and the future
fate of Jia
Clan.
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#" | Dialogue | Xi-chun’s | After Wang Prospect Xi- | 628 | Marked-
Scene apartment | dinner Shanbao’s | chun’s place transition
No. wife, and find a (the change
5.4 Picture, large packet of place: here
Xi-chun containing “IXE”)
man’s stuffs.
#" | Narrative+ | Ying- After Xi-feng, Prospect 950 | Unmarked-
Dialogue | chun’s dinner Zhou Ying-chun’s transition
No. | scene place Rui’s wife, | place and find (the change
5.5 Wang the affair of Time: The
Shanbao’s | between next day “%%
wife, Chess and her WH”)
Chess kit-cousin
Pan You’an.
*#0%oN Dialogue Xi-chun’s | Tomorrow | You-shi, Xi-chun 1262 | Marked-
Scene place Xi-chun breaks off transition
No.6 relations with AR5 H
Ning-guo B4 )
House.

Note: 1) * - Topic or event changes/Topics or events change
# - Character change/Characters change
% - Time changes
A - Place/locale changes
$ - Point of View changes

2) Given the limited space in the chart above, | indicate the starting point and end point of each
scene below:

Scene No.1—Starts from “Patience now went off to deal with the pearl-and-gold phoenix. - JL{#

HEPRLGH—H. ”

Ends at ““if only you would be like that’, said Patience smiling, ‘what a blessing it
would be for us all’~f-JLEIE:  “@hw5 RN, (ERLLAIME !

29

Scene No.2—Starts from “At that moment Jia Lian came in, sighing and striking his hands
together with vexation.—i& & 1, R ILBIHEER, HFM<E”

Ends at “Xi-feng said: ‘Even though we know it is true, what about other people who
does not know of this thing? They will definitely get suspicious!” K41 JL
e MG, RRRIRERIER, BAKER, RAAERE
u):t‘l ! ) 2

Scene No.3— Starts from “While they were still wondering who it could have been, Lady Wang

was announced.—ig&AR 7, AfR: KKK T. T ”
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Ends at “Xi-feng at once called Patience in and explained what was wanted. X\ 41"t
T, RPRER LR My M 2.

Scene No.4— Starts from “Patience went out again and within a short time had assembled five of
Lady Wang’s and Xi-feng’s most trusted retainers.—i, %5 5%
MR FBEFKM . RIEERN. REXWIE LR B . 7

Ends at “A raid was accordingly planned for that very evening. T2 KZ i il &
IHEO 2

Scene No.5— Starts from “After dinner, when Grandmother Jia had retired for the night and the
cousins had all returned to their apartments, Wang Shan-bao’s wife,
having first asked Xi-feng to accompany her, led her little party into the
Garden. MG, Aotk 7, FHREEAREN, EHFERFHEH
T RN

Ends at “Thus judgement on Chess‘s affair was, for the time being, postponed.i%
KA R,

Scene No.5.1—Starts from “Bao-yu was still worrying about Skybright when this
party of women came bursting into his courtyard and,
without a word of explanation, walked straight into the
part of the house occupied by the maids. 4 T & & 1E K[ #
TABLE, BRZE—FAK, ARFEIT T kAT
HEI1%”

Ends at ““In that case we can be on our way,’said Xi-feng, pleasantly.
‘On to the next place, then!” RZHWT 1, ZiE:  ‘BEULL,
WAL, AL,

Scene No.5.2—Starts from “They had by now reached the Naiad’s House.— 3k it,
KB TIRMEAN. 7

Ends at ““We’ve had so many other things where these came from and
given so many in return that | can’t keep track of them,’said
Nightingale laughing. ‘I couldn’t for the life of me tell you
when he gave us these. 5548518 :  ‘EHBWS, FATH T
HRAREREATE. EHRX 4, ERBE 7 ZBEH
HAEK . "~

Scene No.5.3—Starts from “Xi-feng and Wang Shan-bao’s wife now conducted their

little party to Tan-chun’s place. (LA £ 3 {%) SLEIHR
HhHN.

Ends at “Xi-feng remained until she had seen Tan-chun safely put to
bed before leading her party off in the direction of Xi-chun’s
Spring in Winter room in the Lotus Pavilion, briefly taking in
Li Wan’s place on the way. XUH B AR FRERFEIE T, 77
BN SRR,



Scene No.5.4—Starts from “they continued on their way to Xi-chun’s apartment.i% %I

R HR. 7

Ends at “They took leave of Xi-chun then and made their way to Ying-
chun’s. T2 1165, TrWERARK. ”

Scene No.5.5—Starts from “Ying-chun was asleep when they arrived and the maids
had already gone to bed. i L& HESE |, Y Uil E
ffE,

Ends at “It was her intention to deal with the matter in the morning,
after a night’s sleep, but during the course of the night she
was several times obliged to get out of bed, and each time she

did so she found that she was losing blood .k} sbRf 7%, H.
b fEie o YEFNBIA HEERR LR, Rk A L. 7

Scene No.6—Starts from “You-shi, as it happened, called in that day to see Xi-feng and sat for a
while talking with her. After that she went on to see Li Wan and talked
with her. While she was there, a maid arrived to ask if she would mind
calling in to see Xi-chun, so she went along to Xi-chun’s. 7] 751X H J X
KERMH, AT, B NEESh A EER RN, &
WASBE ARG, JCRZEE Ak k.

Ends at “What she heard there will be related in the chapter which follows. A~ %1 5 5+
g —

The discussion above is about the definition of “scene”, which we will use throughout this
thesis. Based on this definition, we divid Chapter 74 of the Honglou meng into “scenes”, and
in Chart 1, we took a further step to conclude the scene types, scene transitions and the topics
of each scene in this chapter. In the next Chapter, we are going to discuss scene transitions in
detail.

2.2 Scene Transitions

A “Scene transition” is a link between two consecutive scenes. Using “scene transitions” can
give the readers a sense of progression and transfer the readers smoothly. “Scenes” are either
marked off from the next scene by a “marked-transition” (especially in traditional Chinese
novels) or transferred by an “unmarked-transition”. “Marked-transition” refers to the scene
transition that is marked by some fixed words, phrases or sentences or sometimes also by the
appearance of unspecified characters or abstraction of place or time. In contrast, “Unmarked-

transition” refers to scene transitions that transfer scenes without fixed words, phrases, or
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sentences, but the use of the inner power of the text, for example, the change of the
characters, the time or the place. “Unmarked-transition” usually transfers the scenes
inconspicuously. Unlike the “marked-transition” that usually consists of fixed formula or
unspecified characters or unspecific time/place, “unmarked-transition” usually consist of a
specific character, certain time or certain place that changes the consecutive scenes. For
example, when some characters serve as the “Marked-transition”, they are usually in a fixed
form, like “one (random) maid”( yiren — A)*. However, when other characters serve as the
“unmarked-transition”, they are usually central to the plot. For example, Jia Lian in scene
No.2 and Lady Wang in scene No.3 of Chapter 74 in the Honglou meng. There is another
problem deserving of our attention. The elements building up the scene, such as the
characters, time or place, are not scene transitions; on the contrary, it is their arrival or change
that serves as scene transitions.

But we should be aware that the definition and classification above is only used for
the analysis of the traditional Chinese novels in this thesis. This is partially because of the
fact that traditional Chinese novels have a dramatic narrative system different from most
Western novels as well as modern Chinese novels. It is also because | do not have enough
time to discuss all the types of novels in my master study. | hope that | would have the
opportunity to do more research in my future studies.

In the following chapters, | will use Chapter 74 of the Honglou meng as my case
study, to find out how scenes transfer between each other.

2.2.1 Marked Transitions

“Marked-transition” refers to scene transitions that are marked by certain words, phrases or
sentences or sometimes also by the arrival of unspecified characters. The most often used
“Marked-transition” in the traditional Chinese novels is the “Fixed Formula”(taoyu £1i&),
such as “not until the sentence is finished”(yiyu weiliao —i& 1), “within a short
time”(yishi —H), “the next day” (zhi ciri 2 X H) and so forth.

The existence of “Fixed Formula” is a special phenomenon in Chinese traditional novels:

30 The reason why I translate into “maid” is that those characters who serve as the “marked-transition” are
usually the maids in the Jia clan. See also in Chapter 2.2.2 of this theis.
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According to many historians, Chinese fiction has its source in oral
narrative performance, just as in many other cultures. But unlike the fiction of
many other nations, Chinese vernacular fiction retained a series of
narratological and stylistic characteristics of oral narrative performance not
only after the initial stage but also all through the centuries until the early

twentieth century.!

The Fixed Formula was originally from the scripts for story telling in Song and Yuan folk
literature (songyuan huaben “RJciE4), and it was told to the audience by oral story teller
(shuoshu ren 35415 N\).32This phenomenon has a close relationship with the development of
novels. Gu Mingdong’s research shows that “fiction is a transcultural phenomenon. As a

literary category, fiction evolved from storytelling in high antiquity.” %

In China, the simulated oral storyteller was a way to naturalize, by
reference to the familiar situation of hearing stories told in the vernacular by
professional storytellers, the unfamiliar process of writing and reading fiction in
vernacular Chinese. It can also be seen as a functional attempt to deal with the
absence of the “author” in early vernacular fiction. Western authors faced

different problems and chose different solutions. ™

In Europe, the change from classical Latin to vernacular languages took place at the same

time that oral influence on literature began to decline®:

As private reading became more and more common, medieval authors
developed an artistic device within the text itself to reproduce their former role as
reciter of the work and determiner of its meaning: the fictional narrator-poet who

first appears in secular literature of the 12 century.3®

31 Henry Zhao, The Uneasy Narrator: Chinese Fiction from the Traditional to the Modern, (New York: Oxford

University Press, 1995): 41.

32 See Hanan, The Chinese Vernacular Story, 20-21.

33 Gu, Chinese Theaories of Fiction, 1.

34 Rolston, Traditional Chinese Fiction and Fiction Commentary, 232.

3 Susan Schibanoff, The New Reader and Female Texuality in Two Early Commentaries on Chaucer. Studies in

the Age of Chaucer 10 (1988): 71-108.
3 Ibid.
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However, in China, after reaching maturity in the late Ming and Qing dynasty, the

simulated context of the oral storyteller developed along two lines:

One was for marks of the presence of the narrator as storyteller to drop
away to a minimum, as in the Rulin Waishi. The other was to bring the storyteller
persona even more into the foreground, dramatizing the storytelling process, as
in the opening chapter of Huayue hen or the bulk of Ernii yingxiong zhuan, or
personalizing the narrator and treating the simulated context of the oral
storyteller ironically, as occurs in the fiction of Li Yu (including the Rou Putuan)

and parts of the Honglou meng. ™

In addition, narratorial intrusions by the simulated storyteller are often prefixed by the words
like “Gentle reader take heed (kanguan tingshuo & B Wrii)” or words like what we have
mentioned before, “not until she/he had finished the sentences —i% = 1 and “do not know
what is going to happen /N1 & g5 dn ).

However, not all the “Fixed Formula” function as scene transitions. Some of the
“Fixed Formula” only serves as the conjunction between two chapters, even when the end of
the previous chapter and the beginning of the next chapter belong to the same scene. This
type of “Fixed Formula” always shows itself in the beginning of the next chapter. For
example, in Honglou meng, the author usually uses “huashuo 5" (the story says) or
“(rujin) gieshuo (414> H.iii” (it is just said that) as the conjunctions of two consecutive
chapters. **Some of the “Fixed Formula” merely show themselves in the end of one chapter
and we can barely see them inside the chapter, such as, “do not know what is going to happen
(let us see it in the next chapter)- AN G Fanf] (HWr F [HI43f#) —. Some other “Fixed
Formula”, however, function as the scene transitions inside the related chapters. This type of
“Fixed Formula” usually include “yiyu weiliao/ hua you weiliao —1&K 7 / 15K T (not

until she/he had finished the sentences), “gieshuo H.15¢” (it is just said that), and etc.

37 Rolston, Traditional Chinese Fiction and Fiction Commentary, 232.

38 Ibid., 234.

% See Liquan Wu ALK, 1EA /N “ K017 G544 T 38 H Py se I i B RE“# R 5T (A Rhetorical
Research on the Structure and Historical Evolution of Vernacular Novel), & H478 (# 27144k ) [Fudan
Journal (Social Sciences)], No.2, (2006): 102-112.
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Firstly, let us see the “Fixed Formula” that serves as a scene transition. As we have already
said above, this type of “Fixed Formula” usually include “yiyu weiliao/ hua you weiliao —i&
AT/ WA T (not until the sentence is finished), “gieshuo H.15 (it is just said that), etc.
According to Chapter 74, | made a chart of the scenes and scene transitions (see Chart 1 in
Chapter 2.1.3), which can help us analyze this type of “Fixed Formula”.

As we can see from the Chart 1 in Chapter 2.1.3, 8 scenes are transferred by Marked-
transition and among these 8 scenes, 2 scenes are transferred by “not until she/he had finished
the sentences —1& 7 |~ and 5 scenes are transferred either by “Marked-transition with time”
(“shortly afterwards —H¥) or “Marked-transition with place” (“here iX H). This type of

“Fixed Formula” can be divided into two sub-groups. They are as the following:

1) “Not until she/he had finished the sentences —i& K 1. This sub-group has the following
characteristics:
a) It is marked by some fixed phrases, such as “not until she/he had finished the
sentences —iZ 7k 77, and “not until the sentences are finished iH LA 7.
b) It is gradually decreasing its full semantic meanings (shiyi xuejian & X HIJJ>)
and can only function as the scene transition. This does not mean it has lost the
semantic meanings completely, but in addition there is a structural function, and that is

more important than the semantic meanings and even make the latter rather bland.

2) “Marked-transition with time/place”, such as “shortly afterwards —H}”, “here iX H.”, “this
year iX4F” and etc. This sub-group has the following characteristics:
a) It shows up in many places in Chinese traditional vernacular novels. Thus it is seen
as a kind of “Fixed Formula” by large.
b) It suggests a time or place, but the time or place it suggests is fuzzy, in another
words, uncertain. So it, on the other hand, has a gradient distinction from the

“Unmarked-transition”—*“the next day %2 /X H”, which suggests a very specific time.

Thus we can conclude that the “Marked-transition”, like “not until she/he had finished the
sentences —i& A ', has a more structural function than semantic meanings, and just
functions as a scene transition or conjunction. The “Marked-transitions”, like “shortly

afterwards — >, “here iIX B> and “this year X 4>, do not suggest very clear information of
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time or place, however, they still suggest the information of time of place to some degree,
and also has the function of being the scene transition. The Unmarked-transition, like “the
next day %2 /X H”, contains clear information of time and it can also function as the scene
transition or conjunction. So the gradient differences between these three types of scene

transitions can be concluded as follows:

Scene Transition Semantic Meanings Structural Function as

Scene Transition

Marked-transition | A + +

B ++ +
Unmarked- C +++ +
transition

Note: 1) A means the Marked scene transition like “not until she/he had finished the
sentences — AR 17
B means the Marked scene transition like “shortly afterwards —HJ>, “here iX . and
“this year 1X£”;

C means the Unmarked scene transition like “the next day 2 /X H”.

2) “+” means positive degree. And if there are more than one-degree sign, it means the

degree is positively strengthened.

There are two other types of “Fixed Formula”. But as these two types of “Fixed Formula”
cannot serve as scene transitions, | will only discuss them generally in this thesis. The first
usually serves as the conjunction between two consecutive chapters. As far as | can find, in
the first 80 chapters of Honglou meng, “huashuo 5> (it is just said) is used most
frequently as the initiative phrase. It accounts for 80% of all the initiative phrases. “°The

second type of “Fixed Formula” that does not serve as scene transition merely shows itself at

40 See chart 2 in the Appendix.
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the end of each chapter. For example, “do not know what is going to happen (let us see it in
the next chapter)” [buzhi houshi ruhe, (quieting xiahui fenjie) &G anfe], CHWr A

57f#) 1. The form of “do not know what is going to happen (let us see it in the next
chapter)” is actually the most popular type of ending phrases to be used in the end of each
chapter, and it accounts for 65% in total of all types of the ending phrases in Honglou meng.
“IThere are also some other forms that are used at the end of each chapter; but because of the
limitation of the thesis, I only have classified them into different groups and made a chart to
explain how the Honglou meng uses these forms at the end of each chapter. 42

2.2.2 Unmarked Transitions

Apart from the “Marked-transition”, there is also “unmarked-transition”. Unmarked
Transition refers to those scene transitions that transfer scenes without fixed words, phrases
or sentences, but the use of the inner power of the text, for example, the change of the
characters, the time or the place. Unlike the “Marked-transition” that usually consists of fixed
formula, unspecified characters, unclear time or unclear place, “unmarked-transition” usually
is a specific character, certain time or certain place that changes the consecutive scenes, and
thus the scenes are usually changed by the inner power of the text, instead of the intervention
of the storyteller. But we should also be aware that “character”, “time” and “place” are not
scene transitions in themselves; instead, they are the elements to build scenes. It is actually
the change of these elements that sometimes has the function to transfer a scene to another.
We also need to pay attention to the “sometimes”, because in some other times the change of
these elements cannot change a scene at all. This is because that, as | have already pointed
out in the Chapter 2.1.3, “topic” always plays the decisive role in distinguishing scenes,
which means even though “characters/time/place” change between two scenes, as long as the
“topic” does not change, the two scenes should still be considered as the same scene. For
example, in Scene No.1lof Chapter 74 of the Honglou meng, even though the characters
change from Zhu-er’s wife and Patience to Patience and Xifeng, we still consider these two
story sections as one scene.**And referring to situation of “sometimes the presence of those

elements has the function to change a scene to another”, we mean that this change is actually

41 See Chart 3 in the Appendix.
42 See Chart 3 in the Appendix.
43 See Chart 1 in Chapter 2.1.3.
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between sub-scenes, according to our criteria to distinguish scenes and sub-scenes. *4So when
we talk about how the presence of these elements changes a scene, we are discussing it in the
condition that the “topic” has changed, or that it is the change between sub-scenes.

After we understand the situations where the change of those elements can transfer a
scene to another, we are going to talk more about how the change of those elements transfer a
scene to another. Generally speaking, the change of those elements transfers a scene to
another in two different ways. The first is that when the elements themselves are unspecified,
their changes usually mark or indicate the scene transition, and we consider the change of this
type of elements as the “marked-transition”, according to the discussion in Chapter 2.2.1. The
second is that when the elements themselves are specific and certain, their changes usually
serve as the “unmarked-transition”. So in order to see the characteristics of “unmarked-
transition”, it is necessary for us to analyze the elements whose changes can function as the
“unmarked-transition”. Thus in this chapter, | will analyze the “characters”, “time”, “place”

and “point of view” respectively, to see their specialties when their changes function as the

“unmarked-transition”.

Characters as Unmarked-transition in Honglou meng

In this chapter | am going to discuss the characteristics of the characters whose arrivals
function as “Unmarked-transition”. I will also find out how these characters change between
each scene: do they change one by one or change as a group? And do the different ways it
changes have any deep meaning to the change of the scenes?

The characters that are related to the “Unmarked-transition” usually have the following

characteristics:

1) It has specific and variable (not repeated) signifier. For example, between scene
No.1 and No.2, it is the arrival of a specific character, Jia Lian, functions as the scene
transition. And it is the same between scene No.2 and No.3, in which the arrival of the

specific character Lady Wang transfers scene No.2 to No.3.

4 See Chart 1 in Chapter 2.1.3.
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2) After the arrival of the characters in this group transfers the scene, the characters
will go forward to the next scene according to the plot. So their entrance into the scene

completes the function of transferring scenes.

3) They are usually the masters or mistresses from Rong or Ning-House, or some
important maids like Skybright. For example, the character Jia Lian between scene No.1 and

No.2, Lady Wang between scene No.1 and No.2, and You-shi between scene No.5 and No.6.

There is also some terminology for the function of transferring scenes by this group of
characters in the traditional Chinese drama, which is called “shang (chang) I (3%)
(entering into the stage)” and “xia (chang) & (3%) (exit from the stage)”. We will discuss
more about these scene transitions in traditional Chinese drama in Chapter 3 of this thesis.

The type of characters mentioned above are different from the characters that are
related with “Marked-transition”. The characters that are related with “Marked-transition” are
unspecific characters, and are consisted of unspecific/unimportant maids in the Honglou
meng. For example, in Chapter 74, between scenes No.2 and No.3, there is such a scene
transition. It says in the story, “Not until the sentence is finished, a maid came and announced
that Lady was coming.” *°In this conjunction, the author used a “Marked-transition” to
transfer the scene. There is a fixed phrase “not until the sentence is finished”, and also
mentions that an unspecified person came to deliver the message that Lady Wang is coming.
Besides, this type of characters usually just serves as the scene transition and will not be
presented in the next scene. According to these characteristics, the scene transition between
scenes No.2 and No.3 in Chapter 74 should be classified into group B in “Marked-transition”.

After understanding the characteristics of the characters whose presences serve as
“Unmarked-transition”, we are going to the second section of this chapter: how this type of
characters change, and what the deep meaning of the different ways of changing the scenes
is.

We still use Chapter 74 as a case study. From Chart 1 (see Chapter 2.1.3) we can find
such a phenomenon: from scene No.1 to No.4, which build up scene No. 5, the climax of the

chapter, only one or two characters change between each scene each time. | made Figure 2.2

45 We mainly use David Hawkes’s translation on Honglou meng, but when it is necessary, we also use Yang
Xianyi’s translation (will indicate in the footnote).
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(see below), in order to illustrate how the characters transfer scenes in Chapter 74 of the
Honglou meng.

wife + Xifeng
Residences in

Garden

Wang
Shanbao's
wifie + Xifeng wife + Nifeng

Skybright Nightgale

Tanchun

Figure 2.2

Note: “® means character changes completely, or time and place change abruptly. One 4
correponds to such a change from one of these three elements, namely, character, time and place.

As we can see from Figure 2.2, in scene No.1 the characters are Patience, Zhu-er’s wife and
Xi-feng, while the characters change to Patience, Xi-feng and Jia Lian in scene No.2. This
means that from scene No.1 to No.2, only the character of Jia Lian replaces the character of
Zhu-er’s wife. This way of changing a scene by the character is very close to “shangchang _I-
3> (entering the stage) and “xiachang 3% (exit from the stage) in the traditional Chinese
drama. However, from scene No. 5 to No.6, we can see that most of the characters in scene
No.5 change to be new ones in scene No.6. Wang Shanbao’s wife, Xifeng, Yingchun, Daiyu,
Baoyu, Tanchun, Picture, Chess and so on, all disappear in scene No.6; however, only
Xichun still remains in scene No.6, together with the new character of You-shi. We can
therefore conclude that there are actually two different ways for the characters to transfer

scenes in Chapter 74. The first is that only one or two characters change from one scene to
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another, and this way is similar to how the scenes change in the traditional Chinese drama.
The second is that the characters change completely from one scene to the next.

This phenomenon alone does not have any special meaning, but if we relate it with the
whole structure of scenes in Chapter 74, we will find something interesting. As we can see in
Chapter 74, scenes No.1, No.2, No.3 and No.4 build up scene No.5, which is also the climax
of this chapter. And all the scenes from No.1 all the way to No.5 are about the topic “raiding
the Grand View Garden”, which is also the first part of the chapter title. The scene No.6,
however, changes to be another completely new topic “Jia Xi-chun breaks off the relations
with the Ningguo-House”, which is the second part of the chapter title. That is to say within
the same topic, usually only a couple of characters change between each scene. But if the

topics of the consecutive scenes are completely different, then all the characters will change.

Place as the Unmarked-transition in Honglou meng

Sometimes the change of places can also transfer a scene to the next. And according to our
criteria of distinguishing “Unmarked-transition” from ‘“Marked-transition”, the places whose
change can function as the “Unmarked-transition” must be specific. For example, the Fixed
Formula “zheli IX ! (here)” also indicates the information of a place, but it does not indicate
specifically where the place is. In contrast, “Xioaxiang Guan J##fi7F (Daoyu’s place)”
suggests a specific place where Daiyu lives in. The differences between these two “places”
also fit the conclusion in Chapter 2.2.1, in which I classify “zheli iX H.(here)” into group B of
“Marked-transition”, while places like “Xiaoxiang Guan 3t {F (Daiyu’s place)” should be
seen as an “Unmarked-transition”.

Similar to the characters, places are not scene transitions in themselves either. Both of
them are only the elements to build up scenes. It is the change of places between each scene
that sometimes has the function to transfer a scene. We should understand the sentence above
in two senses. The first is that the change of places, same as the change of characters, cannot
transfer a scene alone. Only “topic” plays the decisive role in transferring scenes. Then we
can explain why from scene No.1 to No.4, even though the places are the same—all at
Xifeng’s place—the scenes are different. It is because the topics have changed from scene
No.1 to No.4. The second is that when the change of places transfers a scene, it usually needs
help from other scene transitions, for example the changes of characters or time. The

representative example is the transformations from sub-scene No.5.1to No.5.5. As we can see
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from Chart 1 in Chapter 2.1.3, together with the change of these places, from the Green
Delights to Yingchun’s place, the characters change accordingly.

Apart from the phenomenon above, we can also see a phenomenon from Chapter 74
before an important scene comes out, the place will change abruptly. However, when the
changes are between sub-scenes (when the scenes share the same topic), the places usually
change gradually (see Figure 2.2). The representative example is the changes of places from
sub-scene No.5.1 to No.5.5. All the places of these five sub-scenes are inside the Great View
Garden. Together with the development of the story “raiding the garden”, the places change
gradually from the Green Delights all the way to Ying-chun’s place. However, from the scene
No.1 to No.5, the place changes abruptly before scene No.5: from scene No.1 to No.4, all the
places are in Xifeng’s place, while the place changes abruptly to the Great View Garden in
scene No.5. This is partly because scenes No.1, No.2, No.3, and No, 4 build up scene No.5,
which is the climax of the chapter, and is about the most important topic “raiding the Great
View Garden” in Chapter 74.

Time as the Unmarked-transition in Honglou meng

The change of time can sometimes also transfer scenes. And similar to the characters and
places, time is not scene transition in itself. Instead, it is one of the elements to build up
scenes. The time whose change function as the “Unmarked-transition” should be specific, and
are not “Fixed Formula”. This is different from the time whose change can function as the
“Marked-transition”, according to our criteria to distinguish “Unmarked-transition” from
“Marked-transition”. For example, as we have discussed in Chapter 2.2.1, “zhenian IX4F (this
year)”’should be classified into group B in the “Marked-transition”, since “zhenian” does not
convey specific information of which year it is. Time like “wanfan hou Bt (after
dinner)” and “zhi ciri 27X H (the next day)”, however, has a specific and certain meaning,
and thus are related to “Unmarked-transition”.

Time changes in two different ways: one is changing gradually and another is
abruptly. These two different ways are used in different situations. Generally speaking, time
changes abruptly when the topics of the consecutive scenes are completely different, or when
an important topic is coming. For example, time changes abruptly between scene No.4 and
No.5 in Chapter 74, while it changes gradually from scene No.1 all the way to scene No.4

(see also Figure 2.2). This is because scenes No.1, No.2, No.3 and No.4 build up the scene
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No.5, which is about the most important topic “prospecting the Great View Garden”, and thus
is the climax of the entire chapter. The change between scene No.5 and No.6 also changes
abruptly. Scene No.5 is about “raiding the Great View Garden”, while scene No.6 is about a
completely different topic—“Xi-chun breaks off the relations with Ning-guo House”. The
time changes gradually between sub-scenes, which share the same topic, such as sub-scenes
No.5.1 to No.5.5, and also between the scenes that have related topics, such as scenes No.1 to
No.4.

Apart from the phenomenon that time changes either gradually or abruptly, there is
also another important phenomenon that we can easily find in the traditional Chinese novels.
It is that time usually changes chronologically in Honglou meng, with a few flashbacks or
flash-forwards. This does not mean that we cannot find flashbacks in Honglou meng. The
author of Honglou meng used flashback in Chapter 1. However, flashback was not a main
narrative method in most traditional Chinese novels. Most of the flashbacks in the traditional
Chinese novels are usually used for introducing backgrounds of characters or the characters’
families, and they are too few to change the main time of the narrative. It was not until
Strange Stories from a Chinese Studio (Hl7 & ) that the classical Chinese fictions
started to use flashback as one of the main narrative methods. “The vernacular novels,
however, started to use flashback as one of the main narrative methods in modern times. The
most representative is the novel the Strange Case of Nine Murders {/L#r#7 %) written by
Wu Woyao. ' The most famous of traditional Chinese novels, such as Honglou meng, Jin
Ping mei &A% (The Plum in the Golden Vase), Sanguzhi Yanyi =[&3# X (Romance of the
Three Kingdoms), and Shuihu Zhuan 7Ki4% (Water Margin), however, usually just use a
few flashbacks to supplement relevant backgrouds of characters. In addition, such flashbacks

normally introduce backgrounds by two means: one is to use “Fixed Formula” as “yuanlai i

> (it may be said here)” or “queshuo 1} (we were telling you)”; and another is to combine

% pPing Wang F-*F*, Zhongguo Gudai Xiaoshuo Xushi Yanjiu H [ %8/ N5t ZFH T 7T (The Narratology Studies

on the Traditional Chinese novels), [Shijia Zhuang: Hebei Renmin Chubanshe Ji[ b A K it i+ (Hebei People’s
Publishing House, 2001]: 164.
47 1bid., 179.
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the flashback with the dialogue between characters. We can easily find the first one in the

Sanguozhi yanyi and Shuihu Zhuan. For example, in Chapter 66 of Sanguozhi Yanyi:

She had not been long in hiding when one Hua Hsin, a president of a
board, with a company of men appeared and aksed where she was...it may be
said here that this Hua had some reputation for learning. He and two others,
Ping Yuan and Kuan Ning, all good friends, made a little coterie which was
known as “The Dragon.” Hua Hsin was the “head”; his two friends the “belly”
and the “tail” respectively...And here he is found actually laying hands upon the
empress...As Hua Hsin hurried the unhappy woman out of the hall the Emperor
saw her.*8

As we can see from this part of Chapter 66 in Sanguozhi yanyi, in the beginning, the
storyteller-narrator was talking about Hua Xin Killing Empress Fu. However, during this
process, it suddenly uses a flashback to introduce the background of character Hua Xian,
something that had happened a long time before he killed Empress Fu.

Another way to use flashbacks in traditional Chinese novels is to combine flashback
with the dialogue between characters. In this case, the readers still have the feeling that they
are following the chronological narrating time. Besides, this narrating method is good for the
consistency of the plots. For example, in Chapter 2 of the Honglou meng, this kind of
narration is used in Leng Zixing’s introduction of the Jia clan. When the readers read Leng
Zixing’s introduction, they still feel that it is the conversation between Jia Yucun and Leng
Zixing, instead of a separate flashback to indicate that the author is going to introduce the Jia
clan. Zhiyan Zhai also noticed the benefits of introducing the backgrounds by the
conversation between characters; therefore, he recorded his appraisements in Zhiyan Zhai
Commentary, a commentary that has a strong influence in the Redology.

This chapter is still not the main point of the whole novel; instead, it is all

about the character Leng Zixing. And this (mode to tell a story) is the so-called
“cold heat” (lengzhong chure ¥ % H1#%) and “getting something from nothing”
(wuzhong shengyou JoH 4 4). The reason why (the author) uses a whole

48 Guanzhong Luo % T+, Romance of the Three Kingdoms, translated by C. H. Brewitt-Taylor (Taipei:
Ch’eng-Wen Publishing company, 1977): 66.
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chapter to introduce the Jia clan is that the clan is too big and there are too many
characters. But if the author describe all of the characters in the Jia clan or the
things happen in the Jia clan in detail, then he cannot describe them completely
in only one or two chapters. And even if he did so, what kind of writing would it
be? Then the author just uses Leng Zixing to tell parts of the things in the Jia
clan, in order to make the readers create a general Jia clan in their mind. And
then (the author) uses Daiyu and Baichai to describe the Jia clan two or three
more times, in this case, the image of Jia clan will be clearly created in readers’
mind and eyes. And this mode to write a story is called “painting three times”
(huajia sanran fa [l % = 4L i%).

PERRAFIESCA S, REA TN, EMRiER T, Thts
o HEUWHRIT—RE, mRBEAANZ, EMMEEET ——FUH, &——
[FIANBEARH], RSO 2 SIS T2 — N, I8 IS, O,
EAERFRARLE L, SREMRE . SRR = U, NIRRT CrpiR
R SLEIER =Ykt ©

In this commentary, even though Zhiyan Zhai’s main point is to appraise the method of
“painting three times”, he obviously noticed the benefits of combing the flashback with the
conversation between the characters. He thus criticizes the narration mode of telling the
backgrounds separately in the beginning of the main story.

Compared to flashback, foreshadowing is used more often in the traditional Chinese
novels. It is especially used in the poems in order to indicate the ending of characters or the
ending of the story. And it is usually called “fubi fk2&” (device of foreshadowing) in Chinese
literary criticism. But we should also be aware that regardless of flashback or flash-forward,
most of them are combined with the conversations between the characters. Or we can say, are
combined with the ongoing plot in the Honglou meng. Chapter 5 is the most representative
chapter of combining flash-forward with the ongoing plot in Honglou meng. In this chapter,
Baoyu falls asleep in Qin Keqing’s bedroom and then visits the Land of Illusion. In the Land
of lllusion, Baoyu saw “Jinling, Twelve Beauties of; Main Register”, “Jingling, Twelve

Beauties of; Supplementary Register No.1” and “Jingling, Twelve Beauties of;

49 Cao Xueqin B 5 ¥, Zhiyan Zhai Pingpi Honglou meng (/54 7 1FHFZ1H44F) [Jinan: 55& 4 4(Qilu
Press), 1994], 24, translated by the author of this thesis.
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Supplementary Register No.2”, in which the fates of the beauties of the Jia clan are indicated

by different poems. For example:

Seldom the moon shines in a cloudless sky,
And days of brightness all too soon pass by.
A noble and aspiring mind

In a base-born frame confined,

Your charm and wit did only hatred gain,
And in the end you were by slanders slain,

Your gentle lord’s solicitude in vain.

Regarding this poem’s allegory, Zhiyan Zhai says: “How appropriate it is! We should read
this poem together with the chapter in which (Skybright) repairs the hole in a Peacock Gold
snowcape.” °And we can also read this poem together with Chapter 74, which we use as a
case study in this thesis. As we can see, in scene No.4, Wang Shanbao’s wife speaks badly of
Skybright to Lady Wang, which results in the fact that Lady Wang decides to expel Skybright
from the Jia clan. We can thus say that the poem in Chapter 5 uses the device of
foreshadowing to indicate the fates of some of the characters in the Jia clan.

However, even though we can find a lot of forshadowing that indicates the fates of
some of the characters, or the ending of the story, the forshadowing is combined so closely
with the ongoing plot that the readers feel that the narrator is telling the story chronologically.
But what is the conjunction between the ongoing plot and the forshadowing? The most
important conjunction is the “dream”. It is natural to describe a plot in which the characters
fall asleep and then enter into a dream world, which indicates what might happen. Then by
the conjunction “dream” the forshadowing is connected closely with the ongoing plot. In this
case, the readers will not be interrupted by a part of forshadowing while they are reading the
story.

This can also explain why the readers are not interrupted by flashbacks while they are
reading the Honglou meng. Similar to using the narration of combining flash-forward with
the dream, the narrator assigns the “conversation” as the conjunction between the flashback

and the ongoing plot. By doing so, the readers will not be interrupted by flashbacks. For

%0 Original text is: “lAthz 2! Fith#E &L RIH 5 AF . ~ Cao Xueqin & % 4, Zhiyan Zhai Pingpi
Honglou meng (/500 7 1FALZLE 4 2F) [Jinan: 5564 (Qilu Press) , 1994], 96.
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example, the conversation about the Jia clan’s background between Jia Yucun and Leng
Zixing in Chapter 2. As we have said earlier in this section, it is the special narration method
of combining flashback together with the conversation that makes readers feel that the story
is told chronologically.

Thus from the analysis above, we can conclude that even though there are flashback
and flash-forwards, the main narrative time in the Honglou meng is chronological, and by

narrating chronologically the plot can keep its consistency.

Point of View as the Unmarked-transition in Honglou meng

Apart from characters, time, place and events, sometimes the changes of “point of
view” in the narration can also transfer scenes. And similarly to characters, time and
place, “point of view” is not a scene transition in itself. Instead, it is “the physical place
or ideological situation or practical life-orientation to which narrative events stand in
relation”.1t is actually the transition of “point of view” that has the function of
transferring scenes in some cases. By limiting it to “some cases”, we mean that the
transition of “point of view” cannot transfer scenes alone; it can only transfer scenes
with assistance from other scene transitions. That is because among all the scene
transitions, only the change of events plays the decisive role in transferring scenes,
other scene transitions have to get assistance from each other in order to transfer scenes.
Besides, as the “point of view” in Honglou meng is usually specific and without “Fixed
Formula”, we hereby classify it as an unmarked-transition.

Before we analyze how the transitions of “point of view” transfer scenes in
Honglou meng, we should be aware of the different types of “point of view”. Different
scholars have their own theories on the classification of “point of view”. Robert
Scholes and Robert Kellogg believe that “point of view” should be divided into four
types: those of characters, of the narrator, of the audience, and of the author. >*Wong

Kan-ming agrees with their opinion, and explains his reason in detail:

Narrators differ “according to the degree and kind of distance that

separates them from the author, the reader, and the other characters of the story

51 Chatman, Story and Discourse, 151-152.
52 Robert Scholes and Robert Kellogg, The Nature of Narrative, (New York: Oxford University Press, 2006):
240-241.
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they relate or reflect”. By measuring this distance on “an axis of value or
judgment’, we can determine the position of each of the four—author, reader,
character, and narrator—in relation to the others”. \We can therefore discern in
sophisticated narratives four different points of view, namely those of the
characters, the narrator, the reader, and the implied author. This means irony is
usually present when we read a novel. The degree and kind of irony usually
varies according to the distance that separates the characters, the narrator, the
reader and the implied author. *3

Wang Ping, however, divides “point of view” in a different way. In his work Studies on
the Narration of Traditional Chinese Novels, he comes up with the idea that “point of
view” includes “neutrally omniscient perspective”, “first-person perspective”,
“dramatic perspective”, “editorial perspective”, “multiple selective perspective” and
“selective omniscient perspective”. **And the order of these “point of view” is in
accordance with the development of traditional Chinese novels. *°From his opinion on
the classification of “point of view”, we know that he does not focus on the question of
whose “point of view” it belongs to, but on how different “point of view” affects the
narrative. And his way to divide “point of view” is very helpful to show the
characteristics of different ways of narration, and thus also useful to explain the
development of the narration of traditional Chinese novels. For example, the “dramatic
perspective” he mentions in his work is very suitable to analyze the narration in
Honglou meng. This is because the “dramatic perspective” refers to the perspective
with which the narrator hides himself behind the characters or events in the story, so
that the readers can barely know of their existences. This type of perspective usually
depends on the descriptions of actions and dialogue, with which the author can create
the virtual “scene” as how the actors usually do in the drama. Besides, Honglou meng,
as we have said in the beginning of this thesis, uses “scene” to write the stories on a
large scale.

However, Wang Ping’s theory shows its weakness when it is used to analyze a
given text in a novel: it is only suitable for analyzing “point of view” macroscopically

or in a historical view, and it is of little use to analyze a text specifically. This is

3 Wang, Point of View, Norms, and Structure: Hung-Lou Meng and Lyrical Fiction, 204.
5 Ping Wang 1. [ AR/ BEAL S A 5T, 67.
%5 bid.
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because the “point of view” in each text is usually in a process of transferring
specifically between one character and another, or between the narrator to the character,
or vice versa. Thus it will be difficult for us to distinguish different “point of view”
from each other.

In view of the facts mentioned above, it is better to divide the “point of view”
into four types: those of characters, of narrator, of audience, and of the author, when we
analyze scene transitions in Chapter 74 in Honglou meng. In the next section, we are
going to specifically analyze the “point of view” that transfers scenes in Chapter 74 in
the Honglou meng.

Between scene No.1 and No.2, the unmarked-transition—*the character of Jia Lian”
comes out after the Marked-transition—"“not until the sentence is finished”. He is sighing and
striking his hands together with vexation: “More trouble! When I borrowed that stuff from
Faithful the other day to pawn, how could Mother have got to hear about it?”” We can easily
see from the Marked-transition—not until the sentence is finished”—that the point of view
here belongs to the storyteller-narrator. Right after this sentence, there is a word “zhijian =
UL (just see)”, which introduces sensory impression, though not necessarily visual. But who
introduces sensory impressions? According to the context, it should be the storyteller-narrator
who introduces what will happen next. Right after the word “zhijian”, the character—Jia Lian
comes out. It is here that the “point of view” changes to the character—lJia Lian. This is
because it is here that the actions of the character of Jia Lian are directly presented to the
readers (readers can feel that they are generating a image of this character in their mind);
while in the place where the storyteller-narrator only uses words like “yiyu weiliao”, readers
only can hear the storyteller-narrator’s voice.

Between scene No. 2 and No. 3, there is also a Marked-transition—"“not until the
sentence is finished”. And accordingly, the point of view belongs to the storyteller-narrator.
Following this marked-transition, a maid comes out and Lady Wang is announced—*“Lady
Wang is coming.” As we mentioned in the Chapter 2.2.2.1, this type of characters (the maids
in Honglou meng) in the Chinese traditional novels that only functions as the scene transition

and will not enter the next scene. After they deliver the message, they just disappear from the
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readers’ eyes. After this the point of view still belongs to the storyteller-narrator. Between

scene No. 3 and No. 4, there is a short summary:

Within a short time had assembled five of Lady Wang'’s and Xi-feng’s
most trusted retainers: Zhou Rui’s wife, Wu Xing’s wife and Zheng Hua’s wife
from among Lady Wang'’s servants and Brightie’s wife and Happy’s wife from
among Xi-feng’s. Lady Wang thought they might not be enough for the sort of
detailed investigation she had in mind. While she was wondering whom else to
get, Wang Shan-bao s wife walked in. Wang Shan-bao’s wife, like Goody Fei,
was one of the servants who had been with Lady Xing since her childhood and
accompanied her when she came to the Jia household as a bride. It was she, in
fact, who had brought the embroidered bag to Lady Wang, and she had trailed
along to Xi-feng's place out of curiosity, to see what she would do about the
discovery. Lady Wang'’s past observation of these trusted henchwomen of her
sister-in-law had not been sufficient to make her mistrust them and she welcomed
this new arrival as a reinforcement.

—IF, FEFRIERMNFW . BERE) . RIEZRE RE K HILE
TFREFHHR, REEEMTSHNE. ERNEHRADAGERZ, 2
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In this short summary, the storyteller-narrator first tells the readers that the five servants’
wives have assembled. And then the storyteller-narrator explains what Lady Wang was
thinking at that time. Right after this, the storyteller-narrator assigns the point of view to the

character—Lady Wang by presenting Lady Wang’s direct action and speech:

Ah, just the person! ” she said as she caught sight of her. “After you have
reported back to your mistress, you will be able to go with these others into the

Garden and keep an eye on them for me.
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So it is from here that the point of view has changed from the storyteller-narrator to the
character—Lady Wang.

Scene No.4 is finished when Lady Wang issues the order of raiding the Great View
Garden. And scene No.5 does not start until Xi feng and Wang Shanbao’s wife enters into the
Great View Garden. As we said before, scene No.5 includes five sub-scenes. So we should
first analyze scene No.4 to sub-scene No.5.1. Between these two scenes, there is an
unmarked-transition—“after dinner”, and at the same time, the point of view has changed to

Wang Shanbao’s wife with presenting of her action and speech:

After dinner, when Grandmother Jia had retired for the night and the
cousins had all returned to their apartments, Wang Shan-bao’s wife, having first
asked Xi-feng to accompany her, led her little party into the Garden. After
ordering all the side gates to be closed, she set about searching immediately,
beginning with the room just inside the Garden gate that was used by the women
of the night watch as a rendezvous. Nothing of interest was discovered there
except for a few candle-ends and a little leftover lamp oil that someone had
evidently put by to take home. However, Wang Shan-bao’s wife solemnly
pronounced them to be stolen property: no one was to touch these things, she
said, until Lady Wang had been informed and the appropriate steps had been

taken.
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After Wang Shanbao’s wife and Xi feng arrive at Bao-yu’s place, the real beginning of sub-

scene No.5.1, the point of view changes again from Wang Shanbao’s wife to Bao-yu:

Bao-yu was still worrying about Skybright when this party of women

came bursting into his courtyard and, without a word of explanation, walked
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straight into the part of the house occupied by the maids. On going out to

investigate he ran into Xi-feng and asked her what was happening.
AN ERIEREEARE, BRI —TFNK, AFAMES 7Tk
B 1) 2, R UK, o) 2 ArT i

Sub-scene No.5.2 starts when Xi feng and Wang Shanbao’s wife arrive at Dai-yu’s place. At
the end of the sub-scene No.5.1, the point of view belongs to Xi feng; here in the beginning
of sub-scene No0.5.2, however, the point of view has changed to Dai-yu:

Dai-yu had already gone to bed when the arrival of all these people was
announced. Unable to guess what they could have come for, she was on the point
of getting up to ask when Xi-feng came into her room and begged her to stay in
bed.

RCECET, 2RIk, BAADYES. Ak, LA
EUEHER, AR AR

Between sub-scene No.5.2 and No.5.3, there is a short summary:

Xi-feng and Wang Shan-bao s wife now conducted their little party to

Tan-chun’s place. This time their arrival was anticipated.

NEREFBEN, MR ARESRET .

Here the point of view still belongs to the storyteller-narrator. However, right after this the

point of view has changed to Tan-chun:

Tan-chun, guessing that something serious must have happened to have
provoked so ugly a reaction, was standing in the open doorway, surrounded by

maids with lighted candles, waiting for the search party when it arrived.
REWMHEE LA RS, Frolsl X EHAK, BT T
I

Between sub-scene No.5.3 and No.5.4, there is a short introduction of the raid in Li Wan’s

place, and the point of view belongs to the storyteller-narrator. Right after Xi feng and Wang
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Shanbao’s wife arrive at Xi-chun’s place, the point of view has changed from the storyteller-

narrator to Xi-chun:

Being younger and more immature than the other cousins, Xi-chun was
much more frightened by this visitation and at first seemed to be quite bewildered
by it.

ITEFFD, HARRE, TMRAR A4 A5

Between sub-scene No.5.4 and No. 5.5, the point of view changes from Xi feng to the
storyteller-narrator and then changes back to Xi feng. Let us look at the end of sub-scene
No.5.4:

Xi-feng told one of the women to make a note of this. The silver and the
other things she gave to Zhou Rui’s wife to take care of until Picture’s statement
about their provenance could be verified. They took leave of Xi-chun then and
made their way to Ying-chun'’s.

RAAYT i, (B4 N T, R ERG M A NS E5, SHAX
IR T2 TR, TEIE b k.

At the end of sub-scene No.5.4, the point of view still belongs to Xi feng. However, at the

beginning of sub-scene No.5.5, the point of view changes back to the storyteller-narrator:

Ying-chun was asleep when they arrived and the maids had already gone

to bed. They had to knock a long while at the gate before anyone answered.
WHECAEE [, VERIEA 2, RATEEA I .

Between sub-scene No.5.5 and No.6, there is also a short description of Xi feng’s sickness,
which should not be classified into the scenes either. After this description, however, sub-

scene No.6 starts with the change of point of view from Xi feng to You-shi:

You-shi, as it happened, called in that day to see Xi-feng and sat for a

while talking with her. After that she went on to see Li Wan and talked with her.
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Having understood the way in which point of view changes between each scene, we can now
conclude as follows: unlike what some scholars argue, that the point of view generally
belongs to the storyteller-narrator in the main story of the Honglou meng; it actually changes
from the storyteller-narrator to the characters on most occasions when the scene changes.

As we can see from the discussion above, in all the scenes in Chapter 74 of Honglou
meng, the storyteller-narrator does not show himself in the narration. That is to say, he does
not use first person “point of view” terms like “I saw”; instead, all of the “point of view” in
this chapter, no matter if they belong to the characters or the storyteller, they should be seen
as third person. However, can we find the first person “point of view” in the Honglou men at
all?

Actually, we can find this type of point of view in the main story, though it is very
rare. The first is in Chapter 6, when grannie Liu makes her first entry into the Rong-guo

mansion, the stone shows itself and explains to the readers:

The inhabitants of the Rong mansion, if we include all of them from the
highest to the humblest in our total, numbered more than three hundred souls,
who produced between them a dozen or more incidents in a single day. Faced
with so exuberant an abundance of material, what principle should your
chronicler adopt to guide him in his selection of incidents to record? As we
pondered the problem where to begin, it was suddenly solved for us by the
appearance as it were out of nowhere of someone from a very humble, very
insignificant household who, on the strength of a very tenuous, very remote
family connection with the Jias, turned up at the Rong mansion on the very day of
which we are about to write...

RN —BANEGEER, ANDBEAZ, AEETHA=UAT; F
BAZ, —RUE -, WELRR 8, FFEA RGNS BT
BN — 1 FH AW —NMANBRGT . BIFRMNT R, FEZH/, D
—MAK, HERMIEELNE, XHIEAZRMR. PR — 2K
K, BIERKEE. RER R, SR ERE? a2
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Another example is in Chapter 18:

Here, Readers, recalling the scene of desolation at the foot of Blue Ridge
Peak in the Great Waste Mountain, | cannot but thank the scabby Buddhist and
lame Taoist for bringing me to this place. For how otherwise could I have seen
such a sight? | was tempted to write a lantern-poem or a eulogy on family
reunion to pay tribute to it, but feared slipping into the vulgar vein of other
books. Besides, even writing an ode or eulogy could not do justice to the scene’s
enchantment. If, on the other hand, I omit to write one my worthy readers can
imagine its magnificence for themselves. So | had better saveboth time and paper

and return from this digression to our story. ”

PRI A E AT, FHEE T, RS R, A AT
5. BOE AR, SZaem . AE GTARD) « (&
RO, PLEASHZEH, EIGENT ARG E. Zit 25, RIE—IR
—, MARIEEAREY: AR, HEEEm, WA
MFAZ . FreMERs 7T RasE, Hi RSB[R,

Apart from these two places, we can hardly find the stone in the main story. Rolston

agrees with my conclusion:

After the beginning of the novel, the humble terms of self-reference zaixia
do not reappear, and the narrator switches to calling himself chunwu (stupid
thing). This is a link to the stone himself, who is called chunwu by the monk and
the Taoist (HLM 1.5) and by himself (Zhiyan zhai, 1/4b). This narrator who calls
himself chunwu is identified as the stone in comments in the Zhiyan zhai
commentary. At one point the narrator remembers his former existence in the

Great Fable Mountains (Dahuang shan), but there are two instances in which he

% Here we use Yang Xianyi’s translation on Honglou meng, because it translated this part out, while David
Hawks’s version did not. Tsao Hsueh Chin ¥ % /7 and Kao Hgo =59, A Dream of Red Mansions (Z7#£2)
translated by Yang Hsien-Yi # %% &i and Gladys Yang 3§ J51% (Beijing: Foreign Languages Press, 1994): 250.
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quotes material he says was originally recorded by the stone, thus making a
distinction between himself and the stone. When the narrator remembers his
former existence as a stone in the Great Fable Mountains, however, he presents
himself as the author of the story and not as a mere recorder, and explains why
he decided not to follow fictional conventions in the handling of one section of

the narrative.®’

In the main story, however, the point of view usually changes to characters when a
scene changes to the next. This is because “although the storyteller-narrator usually
presents himself as omniscient, he declines to give the reader some details out of
‘delicacy’ or professed ignorance”. ®And it can make the story more vivid and
conceivable by switching the point of view from the storyteller-narrator to the
characters, when the narrator stone (the magic jade) was not in a position to witness

them. The most representative example in Honglou meng is in Chapter 15:

As for the “settling of accounts” that Bao-yu had proposed to Qin Zhong,
we have been unable to ascertain exactly what form this took; and as we would
not for the world be guilty of a fabrication, we must allow the matter to remain a
mystery.

FEERWEMKHE, RIWAEY, REILHE, RER, AHE
a1l

Because of the fact that Xifeng was afraid that the “magic jade” might disappear in the
course of the night, she put it under her own pillow for safety. And without being
together with Baoyu, the “magic jade” could not see what happened between Qin
Zhong and Baoyu. Then the storyteller-narrator, the “magic jade” cannot guess the
events when it was not in a position to witness them. It is same with the phenomenon in
Chapter 74. For example, between scene No.1 and No.2, as the “magic jade” was not
there together with Xifeng, or Patience, it can only use his point of view to record what
it remembered, and cannot do the same to display something he did not see or cannot

remember. In this case, the storyteller-narrator first uses “zhijian = . (just see)” to tell

5" Rolston, Traditional Chinese Fiction and Fiction Commentary, 341-342.
%8 |bid., 343.
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the readers that the character Jia Lian is coming. And then it has to assign part of his
pint of view to the character Jia Lian, and let them introduce in detail what is going to
happen next.

Therefore we can finally conclude that Honglou meng uses various “points of view”
to display the whole story to its readers. But among these different types of “point of view”,
the most part belongs to the characters, and it is therefore a good way to transfer the former
scene to the next one. Rolston also noticed this special use of “point of view” in Honglou

meng, he appraised:

The traditional narrator in Chinese vernacular fiction is the one who
gives the reader hints or even detailed comments on how the story will develop.
That function in the Honglou meng is taken out of the narrator’s hands and
dispersed into those of a large number of characters, including ‘supernatural’
beings supposedly knowledge about the future (such as the scabby monk, the
lame Taoist, and the Fairy of Disenchantment) and ordinary characters
occasionally able to read portents missed by those around them, as in Jia
Zheng’s reaction to the ominous riddles composed by the young cousins in

chapter 22. ”

It is in this sense that we can say: “since Honglou meng comes out, the traditional theories

and writing techniques are all changed into new.” *

Last but not least, before we start the next chapter, we can make a conclusion about
these scene transitions in Chapter 74. | have made a picture to illustrate this conclusion (see

below).

%9 Rolston, Traditional Chinese Fiction and Fiction Commentary, 344
60 Xun Lu &3t o [E /N3 11 175 5 (f9755E (The Historical Changes of Chinese Fictions).
http://zh.wikisource.org/wiki/ = [ /)N 5t ¥ JFE 5 1) 5838 /56 755 (sought on 07.11.2014).
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wife + Xifeng

Residences in
the Great Grand
. Garden
Skybright

wife + Xifeng

Skybright

Note: 4 means character changes completely, or time and place change abruptly. One 4
correponds to such a change from one of these three elements, namely, character, time and place.

From Figure 2.2, we can see that the scenes in Chapter 74 of the Honglou meng transfer

between each other following regular patterns. The regular patterns include the following:

44

(1) “Time” or “place” changes gradually between two sub-scenes, as they are
topic-related; in contrast, they change abruptly when an important event will happen, or
the topics of the previous scenes will experience a distinct change. For example, “time”
and “place” change gradually from sub-scene No.5.1 all the way to sub-scene No.5.5,
and correspondingly, these sub-scenes are topic-related—all of the topics of these sub-
scenes are about “prospecting the Great View Garden”. On the contrary, “time” and
“place” change abruptly in two places: between scene No.4 and No.5, and between
scene No.5 and No.6. Correspondingly, scene No.5 is the most important scene in
Chapter 74, which is about “raiding the Great View Garden”; and scene No.6 is a

completely different scene about “Xichun breaking off the relations with Ning House”.

2 One or two “characters” change every time between two topic-relevant scenes
(relevant on logic) or two topic-related sub-scenes. In contrast, the “characters” change

completely between two scenes whose topics have no relation to each other.



2.3 “Scene”, “Chapter”, “Chapter Title” and “Plot”

In the previous chapters, we have discussed the definition of “scene” and ““scene transition”.
In this chapter, we will use this definition of “scene” to research three important components,

the “chapter”, “chapter title” and “plot”, of traditional Chinese novels (zhanghui xiaoshuo %
5] /]N5d). | carry on this research, because “chapter” and “chapter title” are the intergral parts
of traditional Chinese novels, and they are also the characteristics of which traditional
Chinese novels can distinguish themselves from other literary genres. Since we use the novel
Honglou meng as a case study throughout the whole thesis, it is necessary and inevitable for
us to discuss the relationship between “scene”, “chapter” and “chapter title”. Moreover, the
relationship between “scene”, “chapter” and “chapter title” influences the “plot”
development. The influences can be understood in two senses: firstly, each “chapter” makes
its corresponding “plot” develop up and down by organizing “scenes” in order of importance;
secondly, “chapter title”, in some degree, reduces the linearity of the “plot” by implying
“scenes” which makes the character, rather than “plot” stand out. It is also worth noting that
the study on “plot” contains so many complicated contents that we cannot fully discuss all of
them in detail in one chapter. In this case, we mainly discuss how the relationship between
“scene”, “chapter” and “chapter title” influences the plot development. With respect to why
this relationship has such an influence, we will discuss this in the next chapter in detail.

However, it is necessary to discuss the characteristics of “chapter” and “chapter title”
before we start to discuss the relationship between “scene”, “chapter” and “chapter title”.
This is because “chapter” and “chapter title” are not only two components, but also the two
most important characteristics from which the traditional Chinese novel can distinguish itself
from other literary genres.

After we understand the characteristics of “chapter” and “chapter title”, we can start to
discuss the relationship between “scene”, “chapter” and “plot” in Chapter 2.3.2 of this thesis.
The reason why | discuss this relationship is that I want to find out how “scene” builds up
“chapter”, and how this way of building up “chapter” influences the plot in each chapter.
“Scene”, as a structural unit in narrative, builds up “chapter” in order of importance. To be
more specific, even though the “chapter title” of each chapter consists of two antithetical
sentences, each chapter in traditional Chinese novels does not only consist of two scenes.

Instead, it is build up by multiple scenes in order of importance. This way of organizing
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scenes enables the plot in each chapter to develop ups and down, and thus avoid being
tedious, and be more attractive to readers.

Last but not least, we will discuss the relationship between “scene”, “chapter title”
and “plot” in Chapter 2.3.3 of this thesis. “Chapter title” in traditional Chinese novels is
different from that in Western novels. Most of the “chapter titles” in traditional Chinese
novels summarize the plot of each chapter. Some of them do not only summarize the plot of
each chapter, but also imply “scene” by installing place names in the adverbial modifier
position®L. This type of “chapter titles”, to some degree, reduces the linearity of the plot, but
highlights the character and their actions at certain places. The reason why I discuss this
relationship is because I want to find out how “chapter title” reduces the linearity of “plot” by

implying “scenes” which make the charaters, rather than the “plot” stands out.

2.3.1 “Chapter” and “Chapter Title” in Traditional
Chinese Novels

In this chapter, we will discuss the characteristics of “chapter” and “chapter title” in
traditional Chinese novels (zhanghui iaoshuo 2 [F]/]Niji). The way of dividing chapters and
composing chapter titles are very important to the overall plots and the microstructure of the
whole novel. But before we start taking about the characteristics of “chapter” and “chapter
title”, we should first discuss what “the traditional Chinese novel” is.

Some scholars define the “traditional Chinese novels” as the “fictions in chapter”, and
they believe the use of the term zhanghui xiaoshuo shows the importance of chapter
divisions. ®2However, the characteristic of dividing the novels into chapters cannot
distinguish the zhanghui xiaoshuo from other genres. This is because most western full-
length novels are also written in chapters. For example, Alexandre Dumas’ “The Three
Musketeers”. Let us have a look at the content of The Three Musketeers (See Chart 4). From
Chart 4 we can say that the Three Musketeers is also divided into chapters. We therefore need

a more accurate way to define the term “zhanghui xiaoshuo”.

61 For example, in the chapter title of “Jia Baoyu Pincha Longcui An 515 T i 25 b 32 i (Jia Baoyu Tasts Tea
In Longcui Nunnery)”, the position where the “Longcui An” stands is called the Adverbial modifier position.
%2 Rolston. Traditional Chinese Fiction and Fiction Commentary, 253-254.
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Liu Xiaojun made a contribution to this definition, and he concludes that “zhanghui

xiaoshuo” should not lack any of the following characteristics:

1) It should be full-length novel, and divided into chapters;

2) Each chapter should contain chapter titles which can summarize the story in the
corresponding chapter;

3) It should have at least one main plot that lasts till the end of the novel. The main plot
should be unitary, no matter how many characters or events it contains;

4) The language in the novel should be vernacular language, instead of literal records of

oral storytelling. It, however, still reserves some trace of oral storytelling.

According to the first rule, we can distinguish the “zhanghui xiaoshuo” from the huaben and
other forms of short stories, because “huaben and other forms of short stories were
commonly conceived of as unitary and were not generally divided into chapters”.®*
According to the last rule, we can distinguish traditional Chinese novels from the
history book (shishu 54%) and the classical Chinese novels (wenyanwen xiaoshuo 3 & /)N
P1). This is because most of the history books and classical Chinese novels are written in

classical Chinese (wenyan wen 3 & ), instead of vernacular language. However, we still

need to pay attention to one novel—the Sanguozhi yanyi = &8 ) . Itis
acknowledged by most scholars that the Sanguozhi yanyi belongs to the “zhanghui xiaoshuo”.
But some people doubt this classification, because of the language in the sanguozhi yanyi.
The sanguozhi yanyi, actually, is written in a mixture of languages, at one point more
classical, at another more vernacular. ®This mixture of two different types of language is

precisely the merit of Sanguozhi yanyi, and also the rest of vernacular fictions.

That is because there is a close relationship between style and context,
and the language mix, as a principal stylistic variable, depends on context. And
the vernacular itself is used in close-up narrative (scene), especially in dialogue,

to which its direct, homely, even earthy force is suited. For example, when the

83 Xiaojun Liu xI|He %, BIACE [Al/N5ESCAAF 5T (A Literary Form Research on the traditional Chinese novel in
Ming Dynasty), PhD thesis, East China Normal University, 2007.

5 Ibid.

8 Hanan, The Chinese Vernacular Story, 8

% Ibid., 15.
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action moves to the Court, the narrative style becomes noticeably more
classical—that is to say, more formal. When the Shuihu deals with the outlaws in

more elevated, less domestic contexts, its language also becomes more Classical.
67

Sanguozhi yanyi, as we know, “has been noted that Zhang Fei, the earthiest character in the
Sanguo, speaks in the most vernacular style.” ®®However, when readers read the parts of
Zhuge Liang and other nobles, they can barely see the vernacular language. Apart from the
use of mixed language in the sanguozhi yanyi, the divisions of chapters and the full-length
characteristics can also prove that the sanguozhi yanyi belongs to the “zhanghui xiaoshuo”
instead of the classical Chinese novels.

The second and third rule are in fact talking about the characteristics of the chapters
and chapter titles in the traditional Chinese novels, which is also the main topic in this part of
the thesis. In the next section we are going to talk about the characteristics of chapters and
chapter titles in the traditional Chinese novel.

Dividing a novel into chapters and marking each chapter with certain chapter titles is
not a phenomenon unique to traditional Chinese novels. It also exists in some of the western
novels. However, chapter titles (huimu [5] H) in the traditional Chinese novels have become
more and more regular, refined, and antithetical, to the extent that we can say that they have
created the literary genre “traditional Chinese novels”.

Let us first look at the differences in chapters and chapter titles between traditional
Chinese novels and western novels. Most western novels after the year 1900 no longer use
complete chapter titles, and very few of them use only simplified chapter titles®®, such as
indicating phrases or words. However, we should also be aware that this boundary, the year
1900, is fuzzy, even if we make the year 1900 as a boundary and divide the European novels
into two different eras. This is because the usage of chapter titles is mostly influenced by the
author’s preference. As we know, the society where the author lives actually influences the
author’s interests and writing habit. In this case, it is possible for us to make the year 1900 as

the boundary™. The chapters and chapter titles in the western novels before the 20" century

57 Ibid.

% Ibid.

69 See Xiaolong Li 2=/N g+ & 1y #L /N5t [3] H A 7T (Studies on the Chapter Titles in the Traditional Chinese
novels), [Beijing: Beijing Daxe Chuban She b 5 K&~ H il ft: (Beijing University Press), 2012], 444.

0 Ibid., 462.
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still have more differences than similarities compared to those in the traditional Chinese
novels.

Firstly, the arrangement of chapters (hui [1]) in traditional Chinese novels has special
allegorical meanings. As Andrew H. Plaks says, “the division into hui-units, however, should
not be taken for granted, since modern scholarship has shown that the chang-hui # [F] format
was only a later phenomenon in the development of Ming fiction, before which time fictional
narratives had been divided into other types of single-episode units (e.g. tse Il and kuan-mu
% H).”™ For example, “the authors of Chin P’ing Mei and Hsi-yu Chi divided teir texts into
two distinct halves, pivoting around a midpoint in chapters 49 and 50 that presents a
significant culmination of the plot development of the first half, while also giving away to a
sense of the recapitulation of the opening phrases of the work.”’2 Not only the authors of Jin
Ping Mei and Xiyouiji, but also the authors of Sanguozhi Yanyi divided their novels into two
halves. The reader of Sanguozhi yanyi “finds himself at a comparable point in the narrative”.
Cao cao reaches the peak of his powever over the first half of the book, while Liu Bei has
also finally attained, with the conquest of Yi-zhou, the safe power base that had eluded him
ever since the start of the novel”®. Recalling the arrangement of chapters in Honglou meng,
some scholars believe that the author of Honglou meng arranges the chapters according to a
limited number of concepts, such as movement and stillness #/#, elegance and baseness
1%, joy and sorrow 5%, union and seperation &4, harmony and conflict #17%%, and
prosperity and decline %, ™

Secondly, the Chinese chapter titles (huimu [F] H) are different from the chapter titles
in Western novels in terms of composition. The chapter titles in traditional Chinese novels
are written in regular sentences that summarize part of the plot in the corresponding chapter.
The chapter titles in western novels (usually before the year 1900) are, however, written in
indicating phrases, which refers to the phrases or even separate words that only indicate, not
summarize part of the plot in the related chapter, and they are usually irregular. Regular
chapter titles refer to the chapter titles constructed by the same number of English words or
Chinese characters in a novel. Irregular chapter titles, on the contrary, mean the chapter titles

L Andrew H. Plaks, The Four Masterworks of the Ming Novel: Ssu ta chi’i-shu, (Princeton, N.J.: Princeton
University Press, 1987): 72.

72 |bid., 380.

3 1bid., 381.

" Andrew H. Plaks, Archetype and Allegory in the Dream of the Red Chamber, (Princeton, N.J.: Princeton
University Press, 1976): 55.
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in a given novel consist of a different number of English words or Chinese characters. Li
Xiaolong changes the chapter titles of the novel, King Arthur and of his Noble Knights of the

Round Table, into the form of Chinese ‘huimu’, which can illustrate the differences between

the western chapter titles and the Chinese ‘huimu’’® (See Chart 5 below).

Chart5

The Original Chapters’ Titles and the Chinese “huimu”

Of King Arthur and of his Noble Knights of the Round Table

The Original Chapters’ Titles

The Chinese ‘huimu’

English Translation of the
Chinese ‘huimu’

How Uther Pendragon sent for the | Sy BB TR AR  A&iEZRkA In order to avoid the war, the
duke of Cornwall and Igraine his )] Pendragon/ Uther sent for the Duke
wife, and of their departing Being loved by the wrong person,
suddenly again. the Lady returned back to Cornwall
How Uther Pendragon made war HEZAIRIGE T HE DURSER Changing from love to hate, the
on the duke of Cornwall, and how N Pandragon started the war

by the mean of Merlin he lay by Lain by the spurious rather than the
the duchess and gat Arthur. genuine, the Lady gave a birth
Of the birth of King Arthur and of | P& JudHAKBH BEAE &Rt Igrain confessed to tell the truth
his nurture. )| Ector obeyed to nourish the baby
Of the death of King Uther JE R Kb B EIm&A Merlin made suggestions to defeat
Pendragon. B 285 the northern enemies

The Pandragon gave his last will to
bless the little Arthur

How Arthur was chosen king, and
of wonders and marvels of a
sword taken out of a stone by the
said Arthur.

FHMN TR KSR
8K i

Archbishop accepted the advice and
sent for all the lords and gentlemen
of arms
Arthur drew the sword and live up
to the God’s will

Comparing the original chapter titles in the novel with the Chinese “huimu”, we can see that

the chapter titles in the original novel only indicate, not summarize what is going to happen

in the related chapter, and the phrases constructing the chapter titles are constructed by a

different number of English words. The chapter titles changed by Li Xiaolong into the form

of Chinese “huimu”, however, summarize part of the plots in the related chapter, and they are

constructed by regular and antithetical sentences. For the reasons stated above, even though

both “zhang” and “hui” refer to “chapter”, most chapter titles in the European novels have

been translated as “zhang %>, instead of “hui [7]”, in order to avoid the false impression of

7 Xiaolong Li 2=/ . A [ 7 /N 5t (5] H B 7L, 464.
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“hui” which specifically refers to the “chapters” with regular, refined, and antithetical chapter
titles in the traditional Chinese novels’®.

Apart from the differences stated above, the Chinese “huimu” developed in a way
distinct from what the chapter titles did in western novels. Generally speaking, the Chinese
“huimu” has over time become more regular, refined and antithetical. The chapter titles in the
western novels, however, have become less and less aesthetic after the year 1900. This is

because:

The early Chinese ‘huimu’ is influenced by many different factors,
especially the influence from the system of poems. The Chinese ‘huimu’
developed from the the irregular single sentence (buzhengqi danju 4~ % 5% #.4])
to the regular single sentence (zhengqi danju %455 ¥.41) and then to the
antithetical sentences (duiou ju %} ff%)). This progress shows the endeavor of the
Chinese literati making the antithetical sentences as the norm of the ‘huimu’. The

early European authors, however, only need the chapter titles to serve for the

narration, instead of making the chapter titles in the aesthetic form. 7’

Irregular single sentences refer to single sentences that are made of a different number of
English words or Chinese characters. For example, Taoyuan Jieyi Bk FE4% S (Three Heroes
Swear the Brotherhood in the Peach Garden), and Zhang Fei Bian Duyou 5K & #fi £ il
(Zhang Fei Whips the Government Officer) in the Sanguozhi Pinghua { =& 1E) (see
Chart 6 in the appendix). From the two chapter titles, we can see that these two are
constructed by a different number of Chinese characters: the former has four Chinese
characters, while the latter has five Chinese characters. In this case, we can say that they are
irregular single sentences when we look at the whole content of chapter titles.

Regular single sentences refer to single sentences that are made of the same number of

English words or Chinese characters. For example, Ji Tiandi Taoyuan Jieyi 5% K Hubk [zl 45
(Worship the Heaven and Earth, Three Heroes Swear the Brotherhood in the Peach Garden),
and Anxi Zhang Fei Bian Duyou % & 7K K HEEHE (In Anxi Zhang Fei Whips the

lbid., 453, originally printed in ZIHSAE . REE T FEAXKME L) (Tess of the d'Urbervilles,
Thomas Hardy, translated by Zhang Guruo 7K %#7) by Guorui Wu & [H %ii, No. 5, Western Language and
Literature, (1958).

""Xiaolong Li 2=/, v [ vy #i i [=] H B 7T, 457.

51



Government Officer) in Sanguozhi Tongsu Yanyi Jiajing Version (= [F @815 X 52
h) (see Chart 6 in the appendix). Both of these two sentences have seven Chinese
characters, and the same as the rest of the chapter titles in Sanguozhi Tongsu yanyi. We can
therefore say that they are regular single sentences when we look at the whole content of the
chapter titles.

Antithetical sentences, similar to couplets, refer to a pair of sentences that are
constructed by the same number of English words or Chinese characters in the content of a
novel. For example, Three Heroes Swear Brotherhood In The Peach Garden; One Victory
Shatters The Rebels In Battlegrounds 2 ik [7el 52 745 =25 S B i el g 322 in Li
Zhuowu’s versition of the Sanguozhi Yanyi (see Chart 6 in the appendix). As we can see from
this version of Sanguozhi Yanyi, the chapter titles are no longer made of single sentences;
instead, they are constructed by antithetical sentences.

The developing process stated above, from irregular single sentence to regular single
sentence and then to antithetical sentence, is also the history of the development of Chinese
huimu. As far as we can find, the Chinese huimu derive from Jiangshi huaben 9 521 4% (the
vernacular story about histories), also simplified as pinghua ¥ / *Fi% in order to
differentiate itself from other short vernacular stories. Generally speaking, the pinghua are
stories that describe what happened in a whole dynasty, and the stories are detailed and
complex. The pinghua are therefore usually very long. Because of the long-length, the
pinghua needed to be divided into chapters, in order to provide convenience for the
storyteller. In addition to the division of chapters, the storyteller also added the captions
(biaomu #5 H) for each chapter, according to the plots in the related chapter. This convention
in the pinghua directly influenced the tradition of adding chapter titles in the traditional
Chinese novels. In the history of the development of Chinese huimu, the earliest novels that
contain a real sense of huimu’® are Sanguozhi tongsu yanyi = &iE{87 ) (Jiajing
edition) and the Shuihu zhuan (7KiF4%) . Here we only use the Sanguozhi tongsu yanyi as
a case study to illustrate the characteristics of the development of Chinese huimu. In the
pinghua version of sanguozhi pinghua, for example, the story of the sanguo already contains

captions. However, the captions (biaomu #x H) in the pinghua are not real huimu. Most of

8 By “a real sense of huimu”, we mean that the sentences constructing huimu are following the form in which
the sentences in the whole content of the novel consist of the same number of English words or Chinese
characters.
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the captions in the pinghua are written in single sentences with four or five Chinese
characters. In the Sanguozhi tongsu yanyi (Jiajing edition), which is written in the Ming
dynasty, there are 240 narrative units, and the chapter titles are written in single sentences
with seven Chinese characters. “In the Wanli period, the Li Zhuowu commentary editions,
these 240 basic units are organized into 120 double-item hui chapters.” °We can also say that
in this edition, the chapter titles changed for the first time from single sentences to antithetical
sentences, and all the sentences were composed of seven Chinese characters. Later in the
Qing dynasty, the norm of chapter titles became more refined. For example, Mao Zonggang
changed many of the chapter titles into double-item hui chapters, which we can see in Li
Zhuowu commentary edition (even though he stated in his introductory remarks that he made
this revisions according to the “original edition 7 4”"). The changes in the Mao edition
include more antithetical chapter titles constructed by eight Chinese characters, and this
cannot be found in the Li’s edition and the earlier editions. After the appearance of the
Honglou meng, the chapter titles in most traditional Chinese novels changed to be antithetical
with eight Chinese characters.

What we have seen so far is mainly a change in the number of Chinese characters in
the captions (biaomu 47 H) and chapter titles (huimu [=] B )—first from four-or-five Chinese
characters, then to seven Chinese characters, and finally to eight Chinese characters. Among
these forms, the seven-character form and the eight-character form are the main forms of
chapter titles in traditional Chinese novels®®. According to the syntactic structure of chapter
titles, all the sentences in the chapter titles should at least include the agent, recipient and
predicate verb. In the five-character form, the agent usually needs at least two Chinese
characters, and so does the recipient. In this sense, there is only one Chinese character left for
the predicate verb. This form is still suitable for some chapter titles that are constructed by
the two-character agent or recipient. For example, in Chapter 1 of the Shuihuzhuan, the
chapter title can be changed to a five-character chapter title “tianshi rang wenyi, taiwei zou
yaomo KITiHEE % K ELKE (The Devine Teacher Prays to dispel a plague, The
Marshal Releases Demons by mistake)”. However, when the agent or the recipient is three-
character, this five-character chapter title will not be suitable any more. For example, the
chapter title of Chapter 2 in the Shuihu Zhuan, “Wang jiaotou sizou yananfu, jiuwenlong
danao shijiacun FZCELAAELE IR, JLEOR KN 254} (Arms Instructor Wang Goes

79 Plaks, the Four Masterworks of the Ming Novel, 378.
8 See Xiaolong Li Z=/)Jz, v [H 7 it/ [=] H B 7t 270-271.
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Secretly to Yanan Prefecture, Nine dragons Shi Jin Wreaks Havoc in Shi Family Village)”.
We can change the “Wang jiaotou” to “Wang Jin £33, “jiuwen long” to “Shi Jin 53>, and
“yanan fu ZE Z2Jf§ to “yanan #%EZ2”, in order to change the chapter title as the five-character

form. However, we cannot change the ‘shijia cun 52 24" to a two-character phrase. The
phenomenon above indicates the weakness of the five-character form: the five-character form
can only contain limited information, and cannot contain complex and complete ideas in
some cases. This problem, however, can be resolved by changing the five-character title to
the seven-character title. By this change, the chapter titles can express more complicated and
complete ideas with a longer and slower intonation. For example, we can change the original
eight-character form to seven-character form by changing “Wang jiaotou” to “Wang Jin” and
“jiuwen long” to “Shi Jin”, without any changes to the meaning of the chapter titles. The
chapter title in Chapter 2, therefore, changes to “Wang Jin Sizou Yanan Fu, Shi Jin Danao
Shijia Cun EBERAEIEZT,  S2REK I SL 5.

The latter eight-character chapter titles continue to use this advantage—expressing
more complex and complete ideas by adding one more character. This change, however, took
a long time. “In the Ming dynasty, among all the 132 novels (include some novels with
different chapter titles in different editions), there are 5318 seven-character chapter titles and
913 eight-character chapter titles; while in the Qing dynasty, among the 823 novels, there are
11261 seven-character chapter titles and 8189 eight-character chapter titles.” #We can
understand from this data that the number of the eight-character chapter titles has been
growing over a long period of time. During this period, the seven-character chapter titles are
always in dominant, from the beginning to the end. This phenomenon would change until the
Honglou meng came out. From the beginning of the Qing dynasty to the time of the Honglou
meng, 179 novels came out in total. Among these novels, there are in total 2915 seven-
character chapter titles and 878 eight-character chapter titles. The amount of eight-character
chapter titles has changed from 1/6 in the Ming dynasty to the 1/3 before the Honglou
meng®. In this sense, we might think of the Honglou meng as the water shed, even though
this division is fuzzy. The eight-character chapter titles before the Honglou meng only
account for 4.8% among all the 310 novels, while they account for 15.8% among all the 645

novels after the Honglou meng®.

81 Xiaolong Li Z=/N g, o [ g/ it [\ 5 W 5%, 272-273.
82 |bid., 273.
83 |bid., 274.
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The chapter titles do not only change in the form of character numbers, but also
change from irregular to regular. This phenomenon can be illustrated by the change of
character’ numbers in the chapter titles, although with some exceptions. We can still use
comparisons between the Sanguozhi pinghua, the Sanguozhi tongsu yanyi (Jiajing edition),
the Sanguozhi yanyi (Mao’s commentary edition) and the Honglou meng. In the Sanguozhi
pinghua, as we can see from Chart 6, the captions (biaomu) are written in irregular and
different forms: the four-character form, the five-character form, the six-character form and a
few of them in the seven-character form. In the Sanguozhi yanyi (Jiajing edition), however,
all the chapter titles (huimu) are refined to be in the regular seven-character form. When it
comes to the Sanguozhi yanyi (Mao’s commentary edition), we can see that the chapter titles
take two different forms: the seven-character form and the eight-character. In this sense, we
might not be able to say that this edition is regular. But in the Honglou meng, all the chapter
titles are written in the regular eight-character form. Actually, as we can see from Chart 6, the
Sanguozhi tongsu yanyi (Jiajing edition) has already showed the literati’s endeavor to make
the chapter titles more regular. However, catering to the preference of the eight-character
form in the Qing dynasty, Mao’s commentary edition alters some seven-character chapter
titles into the eight-character form. The endeavor to make the chapter titles more regular
shows the importance the chapter titles have in the novel. As we have mentioned earlier in
this chapter, the function of the chapter titles is not only to divide the chapters, but also to
serve as a unifying factor for the novel as a whole. And to some degree, the structure of these
chapter titles even implies the allegories of the whole novel. For example, “when the reader
of San-kuo reaches chapter 60, he again finds himself at a comparable point in the narrative.
Ts’ao Ts’ao has reached the peak of his power over the first half of the book and is beginning
to show signs of weariness, and Liu Pei also finally attained, with the conquest of I-chou, the
safe power base that had eluded him ever since the start of the novel. At this point, the author
reveals his awareness that he has reached the point of a second beginning by adding a number
of specific details that hark back precisely in the chapter 59 and 60.” 8

Last but not the least, the chapter titles (in the Sanguo novels) changed to be written in
parallel couplets since the Sanguozhi tongsu yanyi (Li Zhuowu’s commentary edition)
organized the 240 basic units into 120 double-item hui chapters. However, the double-item
hui chapters in Li’s edition is only simply combined from the 240-units edition, and is thus

not elaborately refined to be antithetical. It was not until the appearance of Mao Zonggang’s

8 Plaks, the Four Masterworks of the Ming Novel, 381.
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edition that the chapter titles were refined to be regular and antithetical. This transformation

is of significant importance:

As we have seen, the combination of these separate headings (mu H) into
double-item hui chapters was a late development in the evolution of San-kuo, as
it was in the history of the Chinese novel in general. This later conception of two-
part chapters labeled with chapter titles in the form of parallel couplets,
emphasizing the underlying parallelism of the narrative elements conjoined
therein, is in itself of major importance for the subsequent development of the

aesthetics of the Chinese novel. 8

Apart from the rhetorical changes, the chapter titles in the Honglou meng have also changed

in the narrative function, which will be discussed in the next two chapters.

2.3.2 “Scene”, “Chapter” and “Plot”

In this chapter, I will discuss the relationship between “scene”, “chapter” and “plot”.
“Scenes”, as the structural units in the narrative, build up “chapter”. However, the number of
“scenes” in each chapter is different, and so is their importance in the related chapter. This
way of organizing scenes enables the plot of each chapter to develop ups and down, and thus
avoid being tedious, but more attractive to readers.

“Scenes” build up “chapter”. However, the number of “scenes” in each chapter is
different, and so is their importance in the related chapter. We still use Chapter 74 of
Honglou meng as our case study. After we divide this chapter into scenes, we get Chart 10
and Chart 11, which can illustrate the organization of “scenes” in Chapter 74 of Honglou

meng.

8 bid., 382-383.
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Chart 10

The Relationship between Chapter 74 and the Correspondent Scenes

“HEE TR SHEPGR X R E)
The Proportions of the Scenes in Chapter 74
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E No.1 Scene
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E No.5 Scene
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Chart 11

The relationship between Chapter, Chapter Title and Scene in Chapter 74 of the
Honglou meng
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As we can see from Chart 10 and Chart 11, scene No.5 is the most important scene, because
it accounts for the most with 38.0% of the characters in Chapter 74. If we probe into this
chart further, we can also understand that scenes No.1, 2, 3 and 4 build up to scene No.5.
That is to say, they are subordinated, plot wise, to scene No.5. Scene No.5 is also the first part
of the antithetical title of this chapter. However, Scene No.6 is the other part of the
antithetical title of Chapter 74, and only accounts for 11.4%. Therefore, we can conclude that
there are not two “scenes”, but two “multi-scene units”, in each chapter; and all the scenes are
not equally important to the corresponding chapter.

From the two charts and the explaination above, we can say that “scenes” build up
“chapter”, but their importance to the related chapter is different. This way of organizing
“scenes” influences the plot development in the related chapter. For example, in Chapter 74
of Honglou meng, since scene No.5 accounts for the largest part of the whole chapter, it is
obvious that the author of Honglou meng emphasizes more on scene No.5 than the other
scenes. We can draw the plot developmet form of this chapter according to the proportion of

each scene accounts for in this chapter (see below).

The Plot Development Form of Chapter 74 of Honglou meng

-l A
0.3 / \
0.25 I

| \
0.2 / \ @ P|ot
\
\

0.15

0.1

0.05

No.1 Scene No.2 Scene No.3 Scene No.4Scene No.5Scene No.6 Scene

Such relationships between “scenes”, “chapters” and “chapter titles” not only exist in Chapter

74, but also exits in other chapters in Honglou meng.
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For instance, the story of Jia Rui and the “mirror for the romantic” in
chapters 11-12 is inserted into the story of Qin Keqing'’s illness and requires
almost a year to complete, whereas the interval from the first notice of Qin
Keqing’s illness to her death is much shorter than that. A comment in the Zhiyan
zhai commentary indicates that Cao Xueqin once had a book called “A Precious
Mirror for Romantics” (fengyue baojian). The most common explanation for the
odd nature of these passages (which include the story of the two You sisters in
chaps. 64-69) is that they were salvaged from the earlier work and incorporated

without much revision into the later one. 8

In order to find the reasons for the phenomenon above, it is necessary for us to know the

history of the development of chapter titles in the traditional Chinese novels. The structural

form of traditional Chinese novels derives from Pinghua, and so does the form of the chapter

titles. Hu Shiying concludes, “The Pinghua we can see nowadays, contains usually 40,000 or

50,000 words... And it is because of the large text that people started to divide Pinghua into

chapters, which is convenient both for the oral teller and the readers...the division of chapters

in Pinghua is not necessarily because of the necessity of the text or story. On the contrast, it

is because of the necessity to divide the length of the book evenly. 8 With the development

of the traditional Chinese novels, less and less authors paid attention to the divisions of

chapters.

We cannot say with certainty that this was done for a particular purpose
by Wu Jingzi pr Cao Xueqin, but a later writer, Han Bangqing, proudly declared
that the contents of two of the chapters in his novel had nothing to do with the
chapter titles from them and justified this by pointing to earlier precedents. We
can perhaps approach an answer to this last question by noting that in Chinese
novels many devices are used to attempt to obliterate or lessen discontinuity
between chapters. Some novelists such as Chen Qiu showed a great reluctance to
divide their novels into chapters at all, or put it off to the last minute, as did Cao
Xuegin. The propensity to end a chapter on a note of suspense or mystery is

usually explained as a leftover from professional oral storytelling practice, but

8 Rolston, Traditional Chinese Fiction and Fiction Commentary, 337-339.
87 Shiying Hu =%, i A</N i ME 12 (Introductions on Vernacular Folk Stories), (Beijing: #4455
Zhonghua Book Company,1980) :708.
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we can see it as a device for speeding the reader across the gap that inevitably

exists between chapters. &

It is speculated that the disparity between the antithetical chapter titles and the non-
antithetical arrangement of the corresponding scenes in the Hongloumeng, “is presented in
the prologue as an afterthought, a claim backed up by the way chapter divisions are handled

in the early manuscripts.” 8

For instance, chapters 17-18 are not divided in the gengchen manuscript
copy of the novel. The dividing line between the two chapters is indicated not in
the main text but in a comment in the Zhiyan zhai commentary. It was not until
the printed editions of the Honglou meng that the chapter endings were
regularized into a simple form consisting of the raising of a question or a mystery
and an invitation to listen (ting) or read (kan) the next chapter for the

explanation. %

A similar example is the use of “yuzhi duandi—#k & [']—— (if you wish to know more
details—) and “zhengshi—IE & ——" (it is just as—) without a following main clause. For
instance, the “Fixed Formula” in the end of Chapter 41 and Chapter19 belong to this type.
We cannot say with certainty that the author of Honglou meng made this ending on purpose
or not, but the use of such endings gives us, the readers, a feeling that the related chapter was
divided by the author as an afterthought. However, as the author of Honglou meng never
mentioned why he arranges the scenes in each chapter in this way, there is no way to know

for certain.

2.3.3 “Scene”, “Chapter Title” and “Plot”

2% ¢

In this chapter, we will discuss the relationship between “scene”, “chapter title” and “plot”.
“Chapter title” in traditional Chinese novels is different from that in Western novels. Most of
the “chapter titles” in traditional Chinese summarize the plot of each chapter. Some of them do

not only summarize the plot of each chapter, but also imply “scene” by installing place names

8 Rolston, Traditional Chinese Fiction and Fiction Commentary, 254-255.
8 |bid., 337.
% bid., 337.
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in the adverbial modifier position. This type of “chapter titles”, to some degree, reduces the
linearity of the plot, but highlights the characters and their actions in a certain place. The
reason why I discuss this relationship is that I want to find out how “chapter title” reduces the
linearity of “plot” by implying “scenes”, which make the charaters, rather than the “plot”,
stand out.

The chapter titles in the traditional Chinese novels, or Chinese huimu, are usually
written in complete and parallel couplets and also have a narrative function—to summarize
part of the plot in the related chapter. As we have stated in Chapter 2.3.1, this is different
from most of the modern European novels; because most of the chapter titles in modern
European novels are short phrases, not complete sentences, which only indicate, not
summarize the relevant characters and actions in the related chapter. We can find this
difference when we compare the original chapter titles in the King of Arthur and his Noble
Knights of the Round Table, with the Chinese “huimu” made by Li Xiaolong (even the
English translation). For example, one of the original chapter titles is “of the birth of King
Arthur and his nature”. Li Xiaolong changed this original chapter title into the huimu “Ingrain
Confessed to tell the truth, Ector obeyed to nourish the baby”®!. From the comparison, we can
see that the original Chapter title uses short phrases to indicate what will happen in the
related chapter. The Chinese huimu, however, uses complete and parallel couplets to
summarize part of the plot in the related chapter.

The chapter titles do not only summarize part of the plots in the related chapter, but
can also can imply the “scenes” by adding place names in the adverbial modifier position of
the sentences. Most of the Chinese chapter titles are written as declarative sentences. That is
to say, the sentences of the Chinese chapter titles include the subject (usually a character’s
name), the verb and the object. More simply put, we can simplify this syntactic structure as
“S—V—O”. Though we cannot do statistical analysis for all the chapter titles in the
traditional Chinese novels, we can take a few samples for investigation. Li Xiaolong did such

an investigation on eight famous traditional Chinese novels®:

% See Chart 5 in Chapter 2.3.1. For the sake of convenience, | only use the English translation in the discussion
here.

92 For sake of convenience, | made some changes according to Li Xiaolong’s chart. See Xiaolong Li 2=/,
[+ gt/ [ H A7, 319.
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The Novels & the First Second | Third | Fourth Fifth Sixth | Seventh
Chapter’s Type Type Type Type Type Type Type
numbers

Sanguozhi yanyi | 207- 5-2% 9- 1-0.4% | 13-5.4% | 4-1.7% | 1-0.4%
— [ 86% 3.8%

240
Shuihu zhuan 63-63% | 24-24% | 1-1% 8-8% 4-4%
KL
100
Xiyou ji 36-36% | 27-27% | 6-6% | 3-3% 11-11% | 8-8% 9-9%
it
100
Jin Ping Mei 92-92% | 2-2% 2-2% 3-3% 1-1%
Cihua
SR
100
Sanyan 93- 10- 4- 2-1.7% | 8-6.7% | 1-0.8% | 2-1.7%
== 77.5% | 8.3% 3.3%
120
Erpai 37- 19- 10- 2-2.6% | 3-3.8% |4-5.1% | 3-3.8%
A 474% |244% | 12.8%
78

Rulin Waishi 29- 7- 7- 6- 4-7.1% 3-5.4%

fEMRAN 51.7% 12.5% | 12.5% | 10.7%
56

Honglou meng | 30-38% | 12-19% | 10- 6-7.6% |3-3.8% | O9- 5-6.3%

AR 2 12.7% 11.4%
79

Note:

1) First type: Subject (character’s name)+Verb+ Object

For example: “Liulaolao Yijin Rongguo Fu xi|Z 4% — it % [E Jff*( Grannie Liu makes her first entry into

the Rong-guo mansion).

Second type: Subject (antonomasia of character’s name) + Verb + Object
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For example: “Qiushuang Zhai Oujie Haitang She &k 3& 7 {5 45 iff 5% 41.( Begonia Club Takes Form One

Day in the Studio of Autumn Freshness®).
Third type: Verb + Object + Subject + Verb + Object

For example: “Ting Quwen Baoyu Wu Chanji Wr i 32 % E &4l (Baoyu Finds Zen Enlightenment in an

operatic aria).
Fourth type: Verb + Object + Verb + Object

For example: “Huo Jianchan Chaojian Daguan Yuan B4F %4 g KWL (Malicious Talk Makes Lady

Wang Have a Search Made of the Garden®).
Fifth type: Adverbial modifier + Subject + Verb + Object

For example: “Dicui Ting Yangfei Xi Caidie ii% %5 # i Xk #24E (Beauty Perspiring Sports with
Butterflies by the Raindrop Pavilion).

Sixth type: Adverbial modifier + Verb + Object

For example: “Daguan Yuan Shicai Ti Dui’e KWL 74 $& %1% (Literary Talent Is Tested by

Composing Inscriptions in Grand View Garden®).
Seventh type: sentences constructed by phrases or sentences that use adjectives to be the predicates

For example: “Liuli Shijie Hongxue Baomei Ji ¥ tH 5 1 %5 214> (White Snow and Red Plum-Blossom

Make the Garden Entrancing®).

2) The number in front of the short dash refers to the quantity of each type of syntactic in the given literary
works; the number behind the short dash, indicated by %, refers to the percentage of each type of

syntactic structure in the given literary works.

As we can see from the chart above, no matter which specific type these sentences belong to,
most of them can be classified into the S—V—O structure, which we call declarative

sentences, except for the seventh type. The fifth and sixth types still belong to the “S—V—

9 Here we change to Yang Xianyi’s translation version of Honglou meng, for that this version translated
“Qiushuang Zhai #k #¢7> (Tanchu’s place) as “the Studio of Autumn Freshness”, which is much closer to its
original chapter title.

% Here we change to Yang Xianyi’s translation version of Honglou meng, for that this version translated “huo
jianchan B 4F 1% as “malicious talk”, which is much closer to its original chapter title.

% Here we change to Yang Xianyi’s translation version of Honglou meng, for that the syntactic structure in this
version is much closer to its original chapter title.

% Here we change to Yang Xianyi’s translation version of Honglou meng, for that the meaning in this version is
much closer to its original chapter title.
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O” structure, and have closer relationship with the “scenes” in the novels. We will therefore
talk about them independently later.

The seventh type usually omits the subject and verb, and it can hardly be counted as
independent and complete sentence. It is mostly made of phrases or descriptive words, which
to some degree are more like the chapter titles in the western novels®’.

This chart also deserves our attention in terms of the usage of the fifth and sixth type
of sentences. These two types are made of the same syntactic structure: “Adverbial modifier
+ (Subject) + Verb + Object”. And this syntactic structure in the chapter titles usually uses
the place’s name in the adverbial modifier position. When we are mentioning a place, we are
mapping out the spatial layout of the place. As we have discussed in Chapter 2, the “scene”,
as a structural unit in the narrative, refers to a unity of characters, actions, time, place and an
event that is presented in a dramatic way in the narrative. We all know that “scenes” in the
drama are presented in a spatial stage. Since we are using a dramatic way to present the
characters and the actions of the characters in the narrative, we are also presenting them on
the spatial “stage”, though this is not a “stage” in the real sense—it is only a spatial “image”
that is presented in the readers’ mind. Therefore in turn, if we can find the spatial “image”,
then we will find the “scene” in the narrative. With regard to finding the spatial “image”, an
easy way is to find the place. This law can be applied to the chapter titles as well. In the
chapter titles, we can always see the place names. However, not all of the constructions or
place names can imply the “scenes”. Some of the place names are antonomasia of characters.
For example, in the chapter title of Chapter 37 in the Honglou meng, both the place names
“the Studio of Autumn Freshness £k % 7> and “Alpinia Park #iJ¢ [t are representative of
Tan-chun and Bao-chai.

Moreover, even though some of the place names do refer to the place, they cannot
imply the “scenes”. The reason can be partially explained by the syntactic structure. By
comparing two syntactic structures (the first one is part of the chapter titles in Chapter 67,
and the second one is part of the chapter titles in Chapter 41), we can demonstrate the reason
behind this:

9 See Chapter 2.3.1 of this thesis.
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1) A Gift of Local Products Makes Daiyu Homesick %8( i, - {3 2 i . )

2) Jia Bao-yu tastes some superior tea at Green Bower Hermitage (51 & & i 25 M 22 FE)

Thus we can write the two syntactic structures:

1) Verb + Object + Subject + Verb + Object
/U |4 AR Jist [N
2) Subject + Verb + Object +Adverbial modifier
HEE W S Hip 22 s

From the two syntactic structures above, we can clearly understand that even though both the
“guli ¥ 5 (hometown)” and the “longcui an #} 3% & (the Green Bower Hermitage)” are place
or construction names, they have different functions in the syntactic structure—the former
functions as the object, while the latter is the adverbial modifier. We know that the adverbial
modifier is an independent part of the syntactic structure. And when we use a construction or
place name as the adverbial modifier, we can emphasize that the characters’ actions are

taking place in a certain place, by changing the corresponding sentence as follows:
It is + in/at + construction or place name + that + Subject + Verb + Object

However, we cannot get this effect if the construction or place is used in the Object position.
The only thing we can emphasize in this situation is the object of the character’s action,
instead of the place where the actions happen.

In addition, when we mention a place, we are mapping out the spatial layout of the
place. We also know that “scenes” in the drama are presented on a spatial stage. That is to
say, if a phrase of narration in the narrative uses a dramatic mode to present the characters
and their actions, it also presents the characters and their actions in a spatial stage, though
this spatial stage is in the readers’ mind and is not visible. However, as we have stated
earlier, not all of the place names in the chapter titles can generate a spatial image in readers’
mind. Only those place names that are in the adverbial modifier position have this function.

Those in the subject position or object position do not have such a function. In order to

% Here we use Yang Xianyi’s translation version of Honglou meng, for that the meaning in this version is much
closer to its original chapter title.
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distinguish between these place names, | define the place names that can imply spatial
“scene” images as “scenicalized place names”.

| carry on this reaserches on the chapter titles, and distinguish the place names in
different syntactical postions in the chapter titles, because the “sceneicalized place names”, to
some degree, have a tendency to reduce the linearity of plot. The linearity of the plot is
usually presented by the relation between cause and effect, and by the order of time. If one of
these two relations is reduced, the linearity of the plot will be reduced to some degree. We
will continue to compare the syntactic structures of the two chapter titles above to illustrate

this phenomenon:

1) Verb + Object + Subject + Verb + Object
B/ ot VORI 37 [ 51 [
2) Subject + Verb + Object +Adverbial modifier
PEER b 3 He 3 g

The first chapter title implies a relation between cause and effect, or a time order. For
example, we can change this chapter title into “Because Daiyu saw the local products from
her hometown, she got a homesick.” We can also change it into “Had seen the local products
form her hometown, Daiyu got homesick.” In contrast, we cannot change the second chapter
title in accordance to any of the two relations, namely, the relation between cause and effect
and the time order. We can only change it into “It is at longcui an where Baoyu tastes the
tea.” Therefore, we can see that compared to the first chapter title, the second chapter title
emphazies more on a spatial space, rather than a linear development of the plot.

Comparing the chapter titles of Honglou meng to those of Sanguozhi Yanyi (Mao’s
edition and Jiajing Edition), we can find that Honglou meng is less plot-centered than
Sanguozhi Yanyi. As far as | can find in the chapter titles of the Honglou meng, there are 19
chapter titles (38 sentences) containing the “scenic construction or place’s names”, which
accounts for 23.75% of the total (see Chart 7 in the Appendix). And in the Sanguozhi yanyi
(Mao’s edition), there are 24.5 chapter titles (49 sentences) containing the “scenic
construction or place names”, which accounts for 20.42% of the total (see Chart 8 in the
Appendix). In the Sanguozhi tongsu yanyi (Jiajing edition), there are 28 chapter titles (56
sentences) containing the “scenicalized place names”, which accounts for 23.33% of the total
chapter titles (see Chart 9 in the Appendix). We can for this reason say that the Honglou

meng uses the most “scenicalized place names” among the three traditional Chinese novels.
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The findings above can partially illustrate why many readers think Sanguozhi Yanyi is a
historical narrative (jiangshi i 52), and why “much of critical discussion of the Yen-yi, from
Ming times to the present dat, has centered on the extent to which the novel is judged to be
faithful or unfaithful to the historical facts, as reconstructed from the cheng-shih 1t &2 and
pien-nien historiographical sources.”®°In contrast, Honglou meng has been seen as “a novel
full of wordly affairs and human relationships™ (shiging xiaoshuo tH:1# /)N iit). That is to say,
the Honglou meng is less plot-centered, compared to Sanguozhi Yanyi, which has a clear
chronological plot.

Moreover, it is noteworthy to say here that, as we have stated in the beginning of
Chapter 2.3, the researches on plot is too diverse to discuss in one chapter. This is why we
only focus on how the relationship between “chapter title” and “scene” influences the plot
development. With respect to why it can create such an influence, we will discuss it in the

next chapter in detail.

24 “Scenes”, “Sub-plots” and “Plots”

9 ¢

In the previous chapter, we have discussed the relationship between “scene”, “chapter”,
“chapter title” and “plot”. We have also concluded how the relationship between “scene”,
“chapter” and “chapter title” influences the plot development. In this chapter, we continue to
discuss the relationship between “scene” and “plot”. | will continue this research in this
chapter, not only because I want to find out what the relationship between “scene” and “plot”
is, but also how “scene”, as a structural unit in narrative, influences plot development, and
why it can create such an influence on plot development.

Firstly, we should clearify the definition of “plot”. “Plot” includes “sub-plot” and

“overall plot”, and their relations to “scene” is the following:

scene < sub-plot<overall plot'®

9 Plaks, the Four Masterworsk of the Ming Novel, 374.
100 The sign “<” is a “less-than sign”. The comparision is only applicable when all of these terms refer to the
structural unit in narrative.
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“Scene” pushes the “sub-plot” to develop all the way to the “overall plot”, either by the
Marked-way, or by the Unmarked-way. Both of these two ways have their advantages and
disadvanteges. The Marked-way is an economical way to transfer scenes, and can make the
direction of the sub-plots more distinct and easier for the readers to follow. However, at the
same time, the Marked-way of transferring scenes reduces the consistency of the ongoing
plot. In contrast, the Unmarked-way is a much more natural way to transfer scenes, and it will
keep the consistency of the ongoing plot.

Secondly, after we understand the relationship between “scene”, “sub-plot” and
“overall plot”, we will discuss the narrative microstructure of the Honglou meng. We will not
only analyze the literary criticism, traditional and modern, on the narrative microstructure of
Honglou meng, but also come up with our own opinion on this topic. | believe that the
narrative microstructure of Honglou meng is not plot-centered, but character-centered. It is
not only because of the influence from the relationship between “scene”, “chapter” and
“chapter title”, as we have stated in Chapter 2.3, but also because of the fact that the Honglou
meng uses “scene” as a structural unit and uses a highly dramatized narrative mode to
organize the stories. This way of organizing stories reduces the relationship between cause
and effect and the chronological time order (which are the two most important relationships
to make the plot stand out), and emphasizes on the images of the characters and their actions.

Last but not least, in Chapter 2.4.2, I will find out how “scene” influences the
development of the plot and how it can create such an influence. Similar to music, the
development of the plot in the narrative has a regular and rhythmic movement, “the tempo of
the plot”, created by the adjustment of the “speed of the narrative” and the “intensity of the
narrative”. Since “scene” is a structural unit in the narrative, the organizations of scenes will
influence the “speed of the narrative” and the “intensity of the narrative”, and thus influence
the development of plot. Therefore, in this chapter, | will find out how this rule works out and
why it can work out. | will divide it in two sections: the first to discuss the relationship
between “scene” and the “speed of the narrative”; the other to analyze the relationship
beween “scene” and the “intensity of the narrative”. In the first section, I will use the
narratology theory of “time” (by Gérard Genette) and the theory of “narrative speed” (by
Seymour Chatman) to help me find out a reasonable way to measure the “speed of the
narrative”. In addition, I will also try to find out the advantages of using different narrative
speed to organize the stories in a novel. In the second section, I will introduce the concept of

“beat” to measure the “intensity of the narrative”, which refers to one round of action and
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reaction. “Beat” is also the smallest structural unit in narrative. The more “beats” each scene

contains, the fiercer the conflicts are, and the stronger the “intensity of the narrative” is.

2.4.1 Scenes, and the Development of the “Sub-plots” and
“Plots”

Since the appearance of the Honglou meng, hundreds of scholars have discussed the
development of its plots. It is because “there is so much room there to inhabit, if for no other
reason than its obviously unfinished state tempts readers to move in and start making
repairs.” ™Y However, most scholars have only discussed the plots in terms of the relationship
between the “chapters” and the “plots”, and of the relations and conflicts between the
characters in the Honglou meng. They barely touch upon the relationship between the
“scenes” and the “plots”(We will discuss this part in detail later in this chapter).

Before we start to talk about the relationship between scenes and plots, we should
understand the definition of the “plot”. Seymour Chatman summarizes the historty of the

development of the definition of “plot”.

Aristotle defined the plot (mythos) as the “arrangement of incidents”.
Structuralism narrative theory argues that the arrangement is precisely the
operation performed by discourse. The discourse can be manifested in various
media, but it has an internal structure qualitatively different from any one of its

possible manifestations. 1%2

He went one more step to conclude that the definition of “plot™ is:

That is, plot, story-as discoursed, exists at a more general level than any
particular objection, any given movie, novel or whatever. Its order of
presentation needs not to be the same as that of the natural logic of the story. Its
function is to emphasize or de-emphasize certain story-events, to interpret some
and to leave others to inference, to show or tell, to comment or to remain silent,

to focus on this or that aspect of an event or character.'%

101 Rolston, Traditional Chinese and Fiction Commentary, 347.
102 Chatman, Story and Discourse, 43.
103 | bid.
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From Seymour Chatman’s conclusion, we can see that as the “story-as discoursed”, “plot”
uses discourse to arrange the story, and the discourse can be manifested in various media, for
example, “telling” or “showing”, and “commenting” or “remaining silent”.

After we understand the definition of “plot”, we are going to discuss the relationship
between the “scenes”, “sub-plots” and “overall plots” in detail. In a certain narrative work,
different “sub-plots” compose the overall plots. Besides, as we have stated in Chapter 2.1.3,
the smallest unit structure in a narrative work is “scene”. It is the transitions between the
“scenes” that push the “sub-plots” forward towards the overall plots. We can therefore
conclude that the relationship between the scenes, sub-plots and the overall plots is the

following:

Scenes<Sub-plots<overall Plots

“Scenes” and “Sub-plots”

In this section, we are going to answer the question of how scenes push sub-plots to develop
to the overall plot. It is scene transitions that make a pivotal contribution to accomplish this
task. As we have concluded in Chapter 2.2, the scenes in traditional Chinese novels transfer
from each other in two distinct ways: the Marked-way and the Unmarked-way.

When the scenes change in the Marked-way, it assigns the Marked-transition to be the
conjunction between two scenes. For example, the “Fixed Formula” (the one that serves as
the scene transition)—“not until the sentence is finished” is such a Marked-transition. At this
time, the storyteller-narrator intervenes in the on-going narrative. The merit of the Marked-
way of transferring scenes is that the transitions are very economical, which can make the
direction of the sub-plots more distinct and easier for the readers to follow. For instance,
scene No.1 in Chapter 74 is about the “pearl-and-gold phoenix”, and scene No.2 is about “Jia
Lian borrows money from Xi feng”. In the transition between these two scenes, the author
only uses the four Chinese characters—“yiyu weiliao —1& & | ”—to transfer the scene. It is
not only in Chapter 74, but also in other chapters, that the author uses this direct way to
transfer the scenes. For example, in Chapter 19, the first scene is about “Baoyu pays a visit to
Aroma”, and the next scene is about “the Nannie Li rebukes the young maids”. Between

these two scenes, the author only uses “queshuo #14it” to transfer the scene.
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Apart from the aforementioned method, there is an additional Marked-way of
transferring scenes in traditional Chinese novels, and it is related to the “maid who delivers
the message (215 \)”. Instead of being interrupted by the storyteller-narrator, some ongoing
sub-plots will be “interrupted” by the appearance of a maid who delivers a message, or even
just by the sound of the maid. At the end of scene No.2 in Chapter 74, Xi feng and Patience
were wondering who told the story of Jia Lian borrowing money from Faithful; and at that
time, a maid came into Xi feng’s room and Lady Wang was announced. After the maid has
delivered the message, the scene is transferred to the next one. The “maid who delivers the
message” comes out as a scene transition frequently in the Honglou meng. The Zhiyan Zhai
commentary even appraised this marvelous technique as “hengyun duanling 1 z B4 (the
technique of cutting off/separating the mountain by drawing the clouds horizontally)”. For
example, in Chapter 6 of the Honglou meng, the appearance of Jia Rong interrupts the
conversation between Granny Liu and Xifeng. The Zhiyan Zhai commentary comments on
this interruption as: “(the author) is used to applying this narrative technique.” 1% A similar
example can be found in Chapter 4 as well. When Jia Yucun was reading the Mandarin’s
Lift-Preserver, a warning chime from the inner gate and a shout from outside the door
announced the arrival of Mr. Wang on an official call. By the side of this paragraph, the
Zhiyan Zhai commentary gave the comment of “hengyun duanling is the great stylized
technique (18 2= Wi 2 A e K3 357). 710

This Marked-way of transferring scenes is actually a tradition in traditional Chinese
novels. It is used in all of the four masterworks (Honglou meng, Xiyou ji, Shuihu Zhuan and
Sanguozhi yanyi). However, we should also admit that it has some disadvantages as well. For
example, it transfers the scenes so directly that the development of the ongoing sub-plot looks
very unnatural.

To prevent this, we need the help of the Unmarked-way of transferring scenes. Unlike
the Marked-way of transferring scenes, the Unmarked-way does not use the intervention of
the storyteller-narrator or the “maid who delivers the message”. Instead, it takes advantages
of the inner power of “context” to push the sub-plots forward. By “the inner power of
context”, I mean the components of the story, such as the characters, place, time, Point of
View, etc. These components are not scene transitions by themselves, as we have already

stated in Chapter 2.2.2. Their changes, however, can transfer scenes sometimes. For example,

104 Original text is : “ifi L2 RS = TI& L.~ Xueqin Cao B E 77, (IR FIRILAE4E) | 124,
105 Xueqin Cao &, (el PPLLLsEAs) | 75.
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the arrival of the character Jia Lian between scene No.1 and No.2 in Chapter 74 of the
Honglou meng is such an Unmarked-transition. Unlike the “maid who delivers the message”,
the character Jia Lian will enter into the next scene and become a component of the next
scene. However, “the maid who delivers the message” will disappear right after delivering
the message, and will not be part of the next scene. In this sense, the character Jia Lian
transfers scene No.1 to scene No.2 seamlessly in Chapter 74 of the Honglou meng, which
makes the transition much more natural than if the Marked-way had been used. This is the
merit of the Unmarked-way of transferring scenes.

“Scenes” and “Overall Plots”

After discussing the relationship between scenes and the sub-plots, we are now going to talk
more about the relationship between scenes and the overall plots.

The overall plots of the Honglou meng have been a hot topic of debate since the novel
came out. We can find the relevant discussions and debates from the commentaries on the
Honglou meng. In the pre-modern times, the scholars mostly wrote so-called pingdian
commentaries, which is “in essence a record of the commentator’s personal reactions.”
1%They are “concerned less with helping the reader understand the ‘letter’ of the text than
with drawing the reader’s attention to its notable aspects through emphatic punctuation
(quandian—similar to our underlining, italics, or highlighting) and evaluative comments
(piping).” 1°’Some of these commentaries were about the techniques used in the Honglou
meng. For example, quite a few of Zhiyan zhai commentaries belong to this category. Some
were searching for hidden meanings (suoyin 2 k&), which mostly were about “a notion that
the ‘real’ story hidden behind the surface of the text touches on sensitive matters that the
author could not mention openly for a variety of reasons”. 1%0thers were about the narrative
structure of the Honglou meng, although most of the commentaries of this type were not very
systematic. The scholar representative of this category is Zhang Xinzhi. He “constantly uses
dyads that appear in Zhang Zhupo’s commentary such as zhenjia (true and false), lengre (heat

and cold), and caise (money and sex).” 1%°

106 Rolston, Traditional Chinese and Fiction Commentary, 2.
107 I bid.

108 |bid., 83.

109 |bid., 71.
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Zhou Ruchang further developed this type of commentaries in modern times. He

110

argues that an important aspect in Redology~*" is the study of the structure (of the Honglou

meng). The main focus of his research is the following:

The overall structure of the Honglou meng is symmetrical. And the
specialty of the structure in the Honglou meng is to use a sequence of numbers to
achieve this symmetrical structure. For example, the watershed lies between
Chapter 54 and Chapter 55 (based on the version containing 108 chapters). And
this watershed cuts the whole book into two parts, ‘just like we tear off the fan
into two parts’. Both of these parts include 9%6 chapters. The first part is about
the “prosperity”, the “meeting”, and the ‘“‘joyfulness”, while the last part is
about the “decline”, the “parting”, and the “sorrow”. Thus these two parts make

the Honglou meng symmetrical in structure. !

As we can see from the above, Zhou Ruchang’s theory started to notice the relationship
between chapters and plots. However, not so many scholars from Mainland China continued
this trend of analyzing the structure of the Honglou meng. A scholar representative of
emphasizing the relationship between chapters and plots is Andrew H. Plaks.

After Zhou Ruchang, many scholars have switched their focus from the structure of
the text itself, to the conflicts and relations of the characters in the Honglou meng. Those
scholars support the “main-plot theory”. However, this theory includes many schools of

thought. Below are five of the most recognized main-plot theories:

1) The main plot of the love between Jia Baoyu and Lin Daiyu. Representative of the
scholars He Qifang 1/ 3 75 and Jiang Hesen 5 F17k.

2) The main plot of the decline progress of the four clans. Representative of the scholars
Hong Guangsi i) & and Zeng Yanghua % #%1.

3) The main plot of both Baoyu’s love tragedy and the decline progress of Jia clan. This
theory first came out in the Chinese Literature History made by the students in

Beijing University.

110 Redology is the academic study of Cao Xuegin's Dream of the Red Chamber, one of the Four Masterworks
of China.

111 Ruchang Zhou &% & . 40845 5 4224k (Honglou meng and Chinese Culture), (Beijing: T A H it
Workers’ Publishing House, 1989), 195.
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4) The main plot of the contradiction and the conflict between Jia Zheng (represents the
protector of the feudatories) and Jia Baoyu (represents the rebellion against the
feudatories). The scholars approving this theory include Ma Guoquan £ [E £ and
Zhang Jinchi 5K,

5) The main plot of Wang Xifeng’s management in the Rong mansion. He Ning is the

one who first came up with this theory.'?

Regardless of which sub-theory the scholars believe in, they all agree that the Honglou
meng’s narrative structure is linear. This is because “they all make one concrete event or
character as the core. The overall plots in some novels have multiple sub-plots, while others
only have one simple sub-plot.” 1

However, some scholars still feel that the linear narrative structure does not fit the
Honglou meng very well. They believe that the characters and events are intertwined with
each other, and cannot be separated. Therefore, it is not reasonable to conclude that the
narrative structure is developing in a linear way. Jiang Hesen, one of the scholars who had

believed the “main-plot theory” revised his research after a couple of years:

Apart from what we have said before (the main plot of the love between
Jia Baoyu and Lin Daiyu), the Honglou meng also contains other characters and
events and these characters and events are intertwined with each other. For
example, the love tragedy of You San-jie, Jia Yucun’s vicissitudes of official life,
and so forth.1*

Realizing the weakness of the “main-plot theory” or “linear narrative structure”, some
scholars came up with the idea that the narrative structure of the Honglou meng is like a
“net” instead of a “line”. In the 1980s, Xue Ruisheng was the first to come up with this
theory. He believed that the narrative structure of the Honglou meng is like a “net”, and

this “net” has three characteristics:

112 Tiesheng Zheng A8k Az, AN tH 20 5C T2 MR A5 A 35 25 /0t 9 (1) 38 S8 2% (A Critical Thinking on
Researches about the Narrative Structure of Honglou meng over the last Half Centurry), 274457/ (A Dream
of Red Mansions), No.1, (1999): 43-44.

113 1bid.,45.

14 1bid., 46.
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1) The meshes of the “net” are intertwined by the different sub-plots;
2) All the stories/events in the Honglou meng are focused on the characters, and it
Is the characters that organize and arrange all the stories/events and plots;

3) The plots in the Honglou meng are mutually affecting (gianhou zhaoying #if &
MRS/ HTRF G R M2

However, no matter if it is the “main-plot theory”, “linear narrative structure theory”, or
“net narrative structure theory”, most of them focus more on the story, rather than the
performance of the story, more on the conflicts and relations of the characters, rather
than on the relationships between structure units (“scenes”, “chapters” and so on) and
plots. Andrew H. Plaks noticed the relationship between chapters and plots, and came
up with the idea that the special arrangements of the chapters imply the allegory of the
story in the traditional Chinese novels. He believes that “the author has carefully
framed his materials so as to project a certain structure of meaning beyond his surface
narration; that is, that the work is an example of Chinese allegorical composition.”
118He goes one step further to argue in his work Archetype and Allegory in the Dream
of the Red Chamber, that there are four relationships that work as structural principles
within the novel, and these are: movement and stillness /)%, elegance and baseness 7
1%, joy and sorrow 35 &, union and separation &4, harmony and conflict 1%, and,
finally, prosperity and decline &% 1Y

Therefore, the theories we introduced above can be divided into two groups: one is
focused on the conflicts and relations of the characters, for example, the “main-plot theory”,
“linear narrative structure theory” and so on; the other is focused on the relationships between
chapters and plots, for instance, Zhou Ruchang and Andrew H. Plaks’s theories. However,
the structural units in the Honglou meng do not only include “chapters”, but also “scenes”.
The use of “scene” as a structural unit makes the narrative of the Honglou meng more
character-centered than plot-centered. In the “plot-centered” narrative works, “events are

causally related and progress towards denouncement, marked by a completed process of

115 Ruisheng Xue f¥# i 4, Honglou Caizhu 2144 K 2k (Picking up Pearls in Honglou meng), (Tianjin: F{£3( &
HRAE, 1986), 39.

116 pJaks edited, Chinese Narrative, 187.

117 plaks, Archetype and Allegory in the Dream of the Red Chamber, 55.
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change of a certain kind” 18, and “there is a sense of problem-solving, of things being worked
out in some way, of a kind of ratiocinative or emotional teleology.”*'® In the “character-
centered” narrative works, in contrast, “it is not that events are resolved’ (happily or
tragically), but rather that a state of affairs is revealed.” 1?%In this case, “revelatory plots tend
to be strongly character-oriented, concerned with the infinite detailing of existents, as events
are reduced to a relatively minor, illustrative role.” **The change from plot-centered to
characters-centered “can be seen in even a cursory comparison of the Jin Ping Mei and its
predecessor, the Shuihu Zhuan. Zhang Peiheng has characterized the Shuihu Zhuan and
novels of its type and era as fiction that ‘takes incident (qingjie) as its focus’, and the Jin Ping
Mei Cihua as fiction that ‘takes the delineation of character (renwu) as its focus’.” *?2An
extreme example of such a change is Rulin Waishi: “lacking unifying characters who appear
from beginning to end or a clear central plot, Rulin Waishi illustrate some of the more unique
elements of the structural organization of traditional Chinese novels.” **Honglou meng,
though not as extreme as Rulin Waishi, emphasizes more on showing the characters than
bringing incidents into a linear form.

In the next section, we are going to discuss how the use of “scene” as a structural unit
makes the narrative of the Honglou meng more character-centered than plot-centered.

In addition to the disparity between the antithetical chapter titles and un-antithetical
scenes in the related chapter, the use of “scene” as a structural unit in the narrative also makes
the Honglou meng more character-centered than plot-centered, by reducing two of the most
important linear relations: one is the relation between cause and effect; the other is the
chronological time order.

The use of “scenes” makes the narrative of Honglou meng more character-centered
than plot-centered, by reducing the relationship between cause and effect. As we know, the
relation between cause and effect is one of the two most important relations, which makes
different parts of a story linked together, and thus creates a clear story circle. However, if the
relation between cause and effect is reduced to such an extent that all the parts of the story are
loosely linked together, the consistency of the story plot will be affected, and instead, the

118 Dan Shen, Style and Rhetoric of short narrative fiction: Covert Progression behind Overt Plots, (New York:
Routledge, 2014), 3, originally in The Concept of Plot and the Plot of Tom Jones, by Crane, R. S in Critics and
Criticism, edited by R. S. Crane, (Chicago: University of Chicago Press, 1952), 614-647.

119 Chatman, Story and Discourse, 48.

120 | pid.

121 | pid.

122 Rolston, Traditional Chinese and Fiction Commentary, 191.

123 bid., 255.
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images of the characters and their actions will attract more attention from the readers. For
example, if we compare the Honglou meng with the Sanguozhi Yanyi, we can easily find the
differences in their narrative structure. The Sanguozhi Yanyi, as a historical novel, has clear
causal sequences. For example, one of the causal sequences is that because of Sima Yi’s rare
gifts and bold strategy, the Western Jin Dynasty succeed in the battles between the Shu Han
Dynasty by Liu Bei and Wu State by Sun Quan. However, we cannot easily find a cause
sequence in the Honglou meng, for example a character or event that triggers the ending of
the Honglou meng. This is partially because there are so many characters and incidents that
“in reading the novel, the reader must take note of every detail, remember it, and place where
it belongs in the total design of the narrative as he makes his way from the first to the last
page”124.

According to Ning Liang’s research, there are only 15 places where the adjacent
chapters are causally related. These chapters are Chapter 1-4, 11-12, 15-16, 16-18, 32-34, 37-
38, 39-42, 43-44, 47-48, 49-51, 55-56, 60-61, 65-69, 73-74, and 75-76.1% For example, in
Chapter 11 Jia Rui conceives an illicit passion for Xifeng, and in Chapter 12 Xifeng sets a
trap for Jia Rui. The remaining adjacent chapters in Honglou meng are not organized by
causality. For example, in Chapter 74 Lady Wang gave the order to raid the Great View
Garden, but it was not until Chapter 77 that the author revealed the result of raiding the Great
View Garden: Chess and Skybright were expelled from the Garden. The chapters between
Chapter 74 and 77 are about different topics. For example, Chapter 75 is about the
celebration of Mid-autumn Festival, which has nothing to do with the topic of “raiding the
Great View Garden” in Chapter 74. Not only are many adjacent chapters not causally related,
but the sub-plots in a single chapter are also not always organized by causality. There are
only 15 chapters that written on the same topic from the beginning of the chapter until the
end of the chapter. These chapters are Chapter 4, 5, 9, 17/18, 25, 33, 38, 39, 40, 44, 46, 49,
55, and 61. ?The main topics of the remaining 65 chapters are all interrupted by other
topics. For example, the main topic in Chapter 74 is about “raiding the Great View Garden”.
However, in the beginning of this chapter, the author talks about the pearl-and-gold phoenix
incident, and at the end of the chapter, the topic is about Xichun breaking off relations with

the Ning-guo House. The relationship between cause and effect is one of the most important

124 plaks edited, Chinese Narrative, 225.

125 | jang Ning 5%, Z 25 A9 A0 FR 217 75 (Studies on The Narratology in Honglou meng), Master thesis,
WIFEEIMYE K2 (Hunan Normal University), 2011, 28.

126 1bid., 29.
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relationships in the traditional Chinese novels. Lacking strong causality, “the relations of the
parts of a novel to the whole are almost always spatial rather than linear.” *’Wang Xilian
paired the image of a string of pearls with the idea of pearls rolling loosely on a pan when
discussing the structure of Honglou meng: “This image of strings or threads piercing pearls
and joining them together is sometimes used to speak of the way that incidents in a novel are
organized, but this is almost always done in contexts that pay equal attention to the spatial
dimension and do not require a linear conception of the development.”?8

Moreover, the use of “scenes” also makes the narrative of Honglou meng more
character-centered than plot-centered by reducing the chronological order of time. We know
that a clear time order can keep the consistency of the plot, but when the time order is
obscure, the consistency of the plot will be reduced. For example, if we compare the chapter
titles of the Shiji and those of the Rulin waishi, we will find that the Shiji has a very clear
time order—from the age of the legendary Yellow Emperor to the reign of Emperor Wu of
Han in the 2" century BC, while from the chapter titles in the Rulin waishi, we can only find
different characters instead of the time order. Similar to the obscure time order in Rulin
Waishi, though not as extreme, the time order in the Honglou meng is much more obscure
when compared to the other three masterworks of traditional Chinese novels. Many scholars
have noticed the obscure chronological time order in the Honglou meng. Zhang Shijun once
said: “in the narrative of the Honglou meng, time is always obscure, and there is not so many
descriptions of the concrete time.” 2"When Andrew H. Plaks analyzed the narrative structure,
he made a chart of the time order in Honglou meng. **From the chart he made, we can see
that the time order in Honglou meng is confusing, and it is difficult for us to know exactly
which year it is in each chapter without the help from professional research. 3! This is why
scholars like David Rolston, Zhang Shijun and even Jiang Hesen (who supported “linear
narrative structure theory” before) do not believe that the Hongloumeng’s macrostructure is
linear.

Another aspect concerning the time order in the Honglou meng is its function of
changing the tempo of the overall plots. We will discuss it in the next sub-chapter.

127 Rolston, Traditional Chinese and Fiction Commentary, 256.
128 |bid., 257.

129 Shijun Zhang K 7, (L) K254 (The Spartial Narration in Honglou meng), [Beijing: = [+
2> B2 H R At (China Social Sciences Press), 1999], 221.

130 plaks, Archetype and Allegory in the Red Chamber of Dream, 240.244.

131 Mingshen Pan 344 %, 47 3%i04E H % (A Study of the Date in Honglou meng), [Hongkong: H [ 24t
(China Society)], 1988. P31-89.
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Before we start the next chapter, let us briefly summarize the relationships
between “scenes”, “sub-plots” and “overall plots” that we have discussed so far. The
scenes push the sub-plots to develop in two ways: the Marked-way and the Unmarked-
way. When using the Marked-way, the storyteller-narrator intervenes in the sub-plot
and uses a “Marked-transition” to change the scenes, and thus change the sub-plots.
When using the Unmarked-way, the sub-plots uses the inner power of the text itself,
such as the characters, time, place and so forth. The use of “scene” as a structural unit
makes the narrative structure, or the macrostructure of the Honglou meng more
character-centered than plot-centered. This effect is achieved in two ways: one is to
make the chronological order of time more obscure, and the other is to reduce the

relationship between cause and effect.

2.4.2 Scenes and Plot Tempo

In music there is a term called “beat”(jiepai 15 #H), which means “a regular, rhythmic sound

or movement”. There is such a regular and rhythmic movement in the narrative too, which is

called “tempo”. The tempo of the plot should be understood in two senses, the first is “speed”

and the other is “intensity”.

“Speed of the narrative” and its Narrative Function

Percy Lubbock was the first scholar to notice the “speed of the narrative”:

In the scene, it is clear, there can be no foreshortening of time or space; |
mean that as it appears to the eye of the reader, it displays the whole of the time
and space it occupies. It cannot cover more of either than it actually renders. And
therefore it is, for its length, expansive in the matter of time and space; an
oblique narrative will give the effect of further distances and longer periods with
much greater economy. A few phrases, casting backwards over an incident, will

yield the sense of its mere dimensions, where the dramatized scene might cover



many pages. lIts salience is another matter; but it has to be remembered that

though the scene acts vividly, it acts slowly, in relation to its length.132

He argues that the novelist should use both a “slow” scene and a “fast” oblique narrative,
which enlightened scholars to discuss the narrative in terms of time. In the 1970s, Gérard
Genette proposed the most popular and famous narrative theory about time in the book
Narrative Discourse: An Essay in Method. In this book, he devoted Chapter 2 to discuss the
term of “duration”, which switches the scholars’ attention from the general “time” to the
specific “speed of the narrative”. Firstly, he divided time into two distinct parts, the time of
the thing told and the time of the narrative®*®, He argues that we can easily measure the story-
time in seconds, minutes, hours, days, months and years, but we cannot measure the narrative
time that easyily, because no one can measure the duration of a narrative. “It is obvious that
reading time various according to particular circumstances, and that, unlike what happens in
movies, or even in music, nothing here allows us to determine a “normal” speed of
execution.”*3* Given this impossibility, Genette came up with the following idea as a

reference point:

The reference point, or degree zero, which in matters of order was the
concurrence between diegetic sequence and narrative sequence, and which here
would be rigorous isochrony between narrative and story, is now therefore
absent—even if it be true, as Jean Ricardou notes, that a scene with dialogue
(supposing it unadulterated by any intervention of the narrator and without any
ellipsis) gives us ‘a sort of equality between the narrative section and the fictive
section.’ It is I who emphasize “sort”, in order to insist on the unrigorous, and
especially unrigorously temporal, nature of this equality... But the isochronism of
a narrative may also be defined—Iike that of a pendulum, for example—not
relatively, by comparing its duration to that of the story it tells, but in a way that

is more or less absolute and autonomous, as steadiness in speed. **°

132 percy Lubbock, The Craft of Fiction, (London: Jonathan Cape Eleven Gower Stree, 2006), 268.

133 Seymour Chatman defined the time more easily to be understood: the discourse time—the time it takes to
peruse the discourse—and story-time, the duration of the purported events of the narrative. See Chatman, Story
and Discourse, 62.

134 Gérard Genette, Narrative Discourse: An Essay Method, translated by Jane E. Lewin, (Ithaca, New York:
Cornell University Press, 1980), 86.

135 |bid., 87.
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Thus he defined the speed as “the relationship between a temporal dimension and a spatial
dimension (so many meters per second, so many seconds per meter): the speed of a narrative
as the relationship between a duration (that of the story, measured in seconds, minutes, hours,
days, months, and years) and a length (that of the text, measured in lines and in pages).”
136Besides, this relationship between duration and length has a direct proportion: in a given
narrative phrase (same amount of words), if it contains longer story-time, then the speed of
the narrative is faster; in turn, if it contains shorter story-time, then the speed of the narrative
is slower. For example, if there are two phrases containing 100 words, in which the story-
time in the first phrase is one year and in the second phrase is one day. Then we can say that
the first one contains less information than the second one, and that it is faster and therefore
less “scenic” than the second one. We can also take some examples from the Honglou meng.

In Chapter 1, the author only uses 10 Chinese characters—“countless eons went by &5 K 3 A

3 7 LI JLED” to summarize all the stories of the duration of these eons. In contrast, in
Chapter 23, the author uses 370 Chinese characters to describe Dai yu’s emotions (normally
just a few minutes for a person) when she heard the music drama Peony Pavilion. In this
case, with regard to the way to divide the four movements in the narrative, *3’we can divide
the speed of the narrative into four different forms, the two intermediaries—the fast speed
and the slow speed, and the two extreme—the ellipsis and the pause. Moreover, we should
pay attention to the fact that the “fast” and the “slow” is defined relatively. For example, if
we compare a scene and a summary, the summary is faster than the scene, because in the
scene the Narrative Time (NT) always equals the Story Time (ST), while in the summary, the
NT is always less than the ST. However, if we make comparisons between two scenes, then
the relationship between NT and ST is the same (both would be NT equals ST) in these two
scenes. Thus we have to resort to comparing the relationship between the story-time and the
length of the text. For example, if the first scene uses 100 words (length of the text) to
describe part of a story happening in one day, while the second scene also uses 100 words to
describe part of a story happening in one minute, we can say that the first scene is faster than
the second one. This is because the proportion between the story-time and the length of the

136 bid.

137 Genette’s formula about how a narrative is constructed in term of time. ST designates story time and NT the
pseudo-time, or conventional time, of the narrative.

pause: NT=n, ST=0. Thus: NT o> ST

scene: NT=ST

summary: NT< ST

ellipsis: NT=0, ST=n. Thus: NT<co ST

See Genette, Narrative Discourse, 94.
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text in the first scene is 1.67 words/minute, and 100 words/minute in the second scene. We
can still use Chapter 74 of the Honglou meng to demonstrate this fact (See Chart 1 in Chapter
2.1.3). As we can see from Chart 1, scenes No.1 to No.5 happen within one day, and scene
No.6 is the day after. According to our previous conclusion, the scenes No.1 to No.4 are
causally subordinated to scene No.5, though they are independent scenes because of the
different topics they contain. We can therefore see scene No.1 to scene No.5 as a unit
(defined as “Multi-scene Unit 1” for the sake of convenience), and scene No.6 as another unit
(“Multi-scene Unit 2”). The scenes in “Multi-scene Unit 1” (from scene No.1 to No.5)
account for 9038 Chinese characters, while the “Multi-scene Unit 2”, scene No.6, accounts
for 1262 Chinese characters. Given the fact that the story time of these two units are all
within one day, we can conclude that the scenes in “Multi-scene Unit 1” is developing more
slowly than those in “Multi-scene Unit 2. This principle not only applies to scenes, but also
to the sub-scenes. For example, the sub-scenes No. 5.1 to 5.5 almost take place within the
same time; however, the sub-scene No.5.3 in Chapter 74 accounts for the most with 1575
Chinese characters among all these sub-scenes. We can therefore conclude that the speed
order of these sub-scenes No0.5.1 to No.5.5 is the following (slowest to the left and fastest to
the right):

No. 5.3< No. 5.5< No. 5.4<No0.5.1<No0.5.2

The pause, however, is an extreme. When the author uses this speed to organize part of the
story, this specific part of the story is suddenly paused. This type of speed is usually used in
two places in the traditional Chinese novel. The first place is where the storyteller-narrator
intervenes with a “Fixed Formula”. In this case, this part of the story will not go forward right
away. In the meanwhile, the storyteller-narrator intervenes this part of the story, in order to
give comments or make supplements about this part of the story. The second place is where
we can find the descriptions of characters or surroundings. The example we listed earlier in
this chapter—the psychological description of Daiyu in Chapter 23 of Hongloumeng—uses
this type of speed.

After understanding the definition and classification of “speed” in the narrative, we
should also know the reason why the author usually connects the scenes together with

different types of speed, instead of arranging the scenes together with the same speed. This is
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also the second section of this chapter: the narrative function of the arrangement of different
speed.

The fast speed, due to its principle of being economic by summarizing long story-time
with as few words as possible, is always used in the beginning of the traditional Chinese
novels (for sake of convenience, we will not talk more about other literary genres, such as the
historical records, even though most of them use this type of speed). We can see from the
Sanguozhi yanyi that within the first third of the first chapter, the storyteller-narrator tells a
story happening within 16 years. In the Jin Ping Mei, the storyteller-narrator uses 350
Chinese characters to narrate a story that happens within one year. The use of fast speed in
the beginning of the novel can enable the readers to get vital information about the backdrop
of the story that is about to be revealed. Moreover, when the fast speed is used in the main
story of the novel, it will put its “transitional function” to good use. Jin Shengtan called this

transitional function “guozhi jieye i £ #2111 (cross the twig and connect the leaves):

Writers come to a point [I call] “passing over branches and adjoining
leaves ”. In most cases [this point in the text] will not be as outstanding as the
chapter that precedes and succeeds it. Nonetheless, its clean [form of] narration
and elegant wielding of the pen should not be neglected. If we compare it to a
mountain traveler, we see that after a traveler has traversed one mountain, and
he will then examine the next mountain. At this point, he will not be without the
use of small bridges and crooked shores, of shallow waters and flat sand.
However, the previous mountain will still not be far away, and so his spirit will
still be composed; at which point the next mountain arrives, again consuming his
ears. And so, even though this middle part is slightly unbalanced, it will not bring
about a disappointment of the reader’s expectations.

NEFAERSEMN AL, FEAREIE R . SRR
B HIZEUIHE, TRERRTT AWM. EEinlE, Jed i, e i
I, ATAERT /MR, EACFD . SRTAT L AE, BTG L
Mk, BHHX . WEAEDHARR, REATEMAE, %8

138 Nai’an Shi jfifiif &, edited by Xizhong Chen [4EE£+, Zhongyi Hou 258 X and Yuchuan Lu & =% J1], Shuihu
Zhuan Huiping Ben /Ki#F{%4x1F4, [Beijing: Beijing Daxue Chuban She -t 5t K 2% H ik (Beijing University
Press), 1981]: 608.
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In Jin Shengtan’s idea, fast narration has the same function as the bridge and the shore
between the two mountains: to connect two scenes and make the structure more balanced,
instead of too drawn out and tedious. This function applies to ellipsis as well, only that the
ellipsis is on the extreme specter of fast speed.

The slow speed is always used in the scenes of the traditional Chinese novels,
especially in the scenes describing dialogues and motions. By narrating in slow speed, the
author can depict the characters in detail, present the conflicts and thus attract the readers,
which is also the merit of narrating stories in scenes. It also plays another more pivotal role,
in which it makes the plot of the novel more character-centered rather than plot-centered. We
can take a glance at two examples that use different speed, in order to see the differences. The

first one is in Chapter 1 of the Sanguozhi yanyi.

When the rule of Chou weakened seven contending principalities sprang
up, warring one with another till they settled down as Ts’in and when its destiny
had been fulfilled arose Ch’u and Han to contend for the mastery. And Han was
the victor. The rise of the fortunes of Han began with the slaughter of the White
Serpent. In a short time the whole Empire was theirs and their magnificent
heritage was handed down in successive generations till the days of Kuang-Wu,
whose name stands in the middle of the long line of Han. This was in the first
century of the western era and the dynasty had been already passed its zenith. A
century later came to the Throne the Empreor Hsien, doomed to see the
beginning of the division into three parts, know to history as The Three
Kingdoms.

JAREE 3 F, HANRFE KFBZAZ, B BErF, SOFAR
o BEIHEHET BRIER, —HRT. RAOLHT R, FERRY, &
ﬁj\ﬁ’jz . 139

The second example is Chapter 74 of the Honglou meng. For sake of convenience, | will not
quote chapter 74 in its entirety, but we can say is that the author spends 10,300 Chinese
characters to narrate a part of the story, happening within only one day. This being the case

we can most definitely say that the first example is narrated using fast speed, while the

139 Guanzhong Luo % i+, Romance of the Three Kingdoms, translated by C. H. Brewitt-Taylor (Taipei:
Ch’eng-Wen Publishing company, 1977): 1.
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second one is in slow speed. We can also find that the first example only links several sub-
plots, and that it has no specific descriptions about the characters in those sub-plots. Thus in
the first example we only have a linear progression of the sub-plots, not a description of the
characters and their characteristics. However, in the second example, the story goes so slow
that we can even see the personality (xingge 7£4#%) of the characters that appear in this
chapter. For example, we can not only see Xi feng’s eloquence and Skybright’s wisdom from
their conversations with Lady Wang, but can also Tan-chun’s sophisticated competence and
Xi-chun’s timid from their behavior in the event of “raiding the Great View Garden”.

The pause, the extreme of slow speed is also suitable in that it allows the author to
depict the characters and their actions. By doing this, the author forces the readers to
understand more about the characters and grow attached to them, rather than just progressing
the plot. A typical example of this is the description of Daiyu’s emotions in Chapter 23 of the
Honglou meng. In this part, the story time seems to have stopped, and the focus is switched to
Daiyu’s feeling towards the singing. We, the readers, cannot feel the movement of the plot,
but only Daiyu’s emotion and her personality. We can say that this extreme slow speed,
pause, makes the story more character-centered rather than plot-centered.

The discussions above are about the speed of the narrative, and the narrative functions
of different types of speed. In the next section, we will talk about another part of the

narrative, the intensity of the narrative.

“Intensity of the narrative” and its Narrative Function

In addition to the speed of the narrative, there is also the intensity of the narrative. The author
can, by arranging parts of the plot with strong intensity together with other parts of weak
intensity, keep the readers interested. By arranging the plot in waves of weak and strong
intensity the readers will not find the plot tedious and will continue reading.

First we need to define the intensity of the narrative. Intensity originally means “the
quality of being intense” in physics. When it is used in music, it means a degree of strength to
beat out a tune, and is related to the subjective and emotional feelings of the readers. Similar
to that in music, the intensity in the narrative can also only function in the reader’s mind.
That is to say, the intensity of the narrative can only function in the readers’ emotions, and
can only be found when the readers are reading the text. It is, however, much easier for

listeners to find the specific intensity in music, because there is a norm of reference in music.
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For example, when the composer needs to beat out the tune hardly, they will usually write a
stress symbol in the music score.

Can we also find such a stress symbol to judge the intensity of the narrative? There is
actually a possible measurement to judge the intensity of the narrative, and it is the conflict.
That is to say: the more conflicts each scene contains, **°the stronger the intensity of the
narrative is. If we can find a way to measure the conflicts, we can therefore judge the
intensity of the narrative. As we know, “conflict” is originally a philosophical term, and is
borrowed by literary theory to refer to “the state in which a person experiences a clash or
opposing feelings or needs, or the incompatibility between two or more opinions, principles
or interests.” **!In literary works, we can measure conflicts by observing one round of action
and reaction, and this round of action and reaction is the smallest structural unit in the
narrative. We can also give a term for such a round of action and reaction—the “beat”. The
more “beats” each scene contains, the fiercer the conflicts are, and the stronger the intensity
of the narrative is. Moreover, the “beat” takes different forms. For example forms of
dialogue, motion, monologue, and so forth. These different forms do not only determine the
types of “beat”, but also the types of “scenes”, because “beat” is the smallest structural unit in
the narrative. We can use Chapter 74 as a study case to analyze how we can judge the
intensity of the narrative by the use of “beat”.

When we divide all the “scenes” into “beats”, we can get Chart 12a%#,

140 For sake of convenience, here we only talk about the intensity of narrative while we see “scene” as the
structural unit in the narrative.

141 Oxford dictionaries: Language Matters online, s.v. “conflict”,
http://www.oxforddictionaries.com/definition/english/conflict (sought 07.11.2014).

142 For sake of conveniency, | only list parts of the “beats” in Chapter 74 of Honglou meng. For more details
about the the “beats” in Chapter 74 of Honglou meng, please check in Chart 12b in the appendix.
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Chart 12a Parts of the “Beats” in Chapter 74 of Honglou meng

Scene | Scene Beat
Order | Type
No.1 Dialogue | Beat 1# Action: Zhu-er’s wife followed Patience at her elbow
Scene _ and begging to be let off. T4 LA KRG, A
(Dialogue) .
FRRSK

Zhu-er’s wife: “For charity’s sake, don’t tell her,
miss! | promise you faithfully, that phoenix will be
redeemed.”

Reaction: Patience decided to help Zhu-er’s wife ~*
JLHRE HE B E A LI

Patience: “So you keep saying” “T’ll tell you what:
you get that thing back as quickly as possible and
hand it over to me, and I won’t say anything about it
to my mistress.”

Chart 12 enables us to see all the “beats” in Chapter 74 in detail. For example, let us have a
look at Beat 1# in Scene No.1. The action of this “beat” is that Zhu-er’s wife followed
Patience at her elbow and begging to be let off. The reaction is that Patience decided to help
Zhu-er’s wife. As we can see from Chart 12, the action and reaction in this “beat” are
completed by the dialogue between Zhu-er’s wife and Patience. We can therefore conclude
that Beat 1# is the dialogue type “beat”. However, if we have a look at Beat 2# in scene
No.5.1, we can see that the action of this “beat” is that Wang Shanbao’s wife asked Skybright
to open the trunk, while the reaction of this “beat” is about Skybright’s motion—opening the
trunk. We can therefore conclude that this “beat” is a “motion plus dialogue” type “beat”.
When we compare all the “beats” in Chapter 74, we get Chart 13, which illustrates

how many “beats” each scene contains in Chapter 74.
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Chart 13

Scenes| The Beat
Number
of Beats
No.1 | 4 Beats Beat 1# Beat 2# Beat 3# Beat 4#
Scene (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue)
No.2 | 4 Beats Beat 1# Beat 2# Beat 3# Beat 4#
Scene (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue)
No.3 | 5Beats Beat 1# Beat 2# Beat 3# Beat 4# Beat 5#
Scene (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue)
No.4 | 6 Beats Beat 1# Beat 2# Beat 3# Beat 4# Beat 5# Beat 6#
Scene (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue)
No.5 28 No.5.1 Beat 1# Beat 2# Beat 3#
Scene | Beats | Scene | (Dialogue) | (Motion) | (Dialogue)
No.5.2 Beat 1# Beat 2#
Scene | (Dialogue) | (Motion+
Dialogue)
No.5.3 Beat 1# Beat 2# Beat 3# Beat 4# Beat 5# Beat 6#
Scene | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue)
Beat 7# Beat 8# Beat 9# Beat 10# Beat 11# Beat 12#
(Dialogue) | (Motion+ | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue)
Dialogue)
No.5.4 Beat 1# Beat 2# Beat 3# Beat 4# Beat 5# Beat 6#
Scene | (Dialogue) | (Narrative) | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue)
No.5.5 Beat 1# Beat 2# Beat 3# Beat 4# Beat 5#
Scene | (Dialogue) | (Narrative) | (Dialogue) | (Dialogue) | (Dialogue)
No.6 | 8 Beats Beat 1# Beat 2# Beat 3# Beat 4# Beat 5# Beat 6#
Scene (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue) | (Dialogue)
Beat 7# Beat 8#
(Dialogue) | (Dialogue)
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From Chart 13 we can see that scene No.5, the climax of Chapter 74, contains the most
“beats” among all the scenes. This phenomenon illustrates that the more “beats” a scene
contains, the fiercer the conflicts are, and the stronger the intensity of the narrative is. We can
therefore get a chart of the relationship between the numbers of “beats” and the strength of

the intensity of Chapter 74 of the Honglou meng as below (Figure 2.4.2):

Intensity of Chapter 74 of
the Honglou meng
60.00%

50.00% /“\
40.00% / \
30.00% / \
20.00% \
10.00% /

0.00% T T T T T T 1

- |ntensity of Chapter 74 of the
Honglou meng

Secondly, we should also be aware that the “intensity of the narrative” changes in a dynamic
process within certain parts of plots, either becoming stronger or weaker. We can hardly find
any parts of a novel that is written in the same intensity, especially the traditional Chinese
novels; otherwise, the novel would be monotonous. This is partially because the authors of
the traditional Chinese novels are fond of using techniques called gifu &2 fk(modulated rise
and fall of narrative segments) and ququ zhezhe (twists and turns). For example, the Zhiyan
Zhai commentary once said: “The competence of the author is that he is good at standing
still, making natural periodic variations abruptly, and also making twists and turns. 1 # g& 4t
SABTE S D, SO T BRI, SR T OIS, SORAT SO, M3We can see

this phenomenon in Chapter 74 as well.

143 Xueqin Cao HE A, (HEAlFETTHta i) | 102.
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The Plot Development Form of Chapter 74 of Honglou meng

0.35 A
[\

0.25 / \

[\

0.15 \ -

0.1

0.05

No.1 Scene No.2 Scene No.3 Scene No.4 Scene No.5Scene No.6 Scene

From the development of the scenes in Chapter 74, we can see that scene No.5 is the climax
of the whole chapter, and the intensity of the narrative here is also the strongest. Besides, the
author makes twists and turns before the climax: the scene No.3 is a small climax compared
to scene No.5, because the intensity of the narrative in scene No.3 is weaker than that in
scene No.5, but stronger than in scene No.1, No.2 and No.4. After the climax, scene No.5, the
intensity of the narrative changes dramatically downwards, all the way to the ending of this
chapter.

The way the intensity of the narrative changes has to do with the length of the
traditional Chinese novel. Unlike the huaben, which always use zhibi B 2 (direct narration)
to grab the listeners’ attention from the beginning, the traditional Chinese novels have plenty
of time to gradually grasp the readers’ attention, and make the story suspenseful. That is to
say, unlike the intensity in the huaben, which changes abruptly, the intensity in the traditional
Chinese novels usually grows gradually. This kind of technique is called puxu 4#£X (narrate
in detail). We can use Chapter 74 of the Honglou meng as a case study to illustrate the
phenomenon above. As we stated before, there are six scenes in Chapter 74 and scenes No.1
to No.4 are subordinated to No.5, the climax of Chapter 74. We can have a look at Figure
2.4.2. Figure 2.4.2 is a depiction of the development of the plot in Chapter 74 of the Honglou
meng. From the chart we can see that scenes No.1 to No.4 are in accumulation all the way up
to scene No.5—the climax of the sub-plot in Chapter 74. To be more precise, from the
beginning to the climax of Chapter 74, the author spends almost half the chapter (46.84%) to

pave the way for the description of the climax, which is gradual instead of abrupt.
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3 Comparison of The Narrative
Honglou meng and The Traditional
Chinese Drama Honglou meng

Chuanqi (B EE)

In this chapter, I will compare the novel Honglou meng with the traditional Chinese drama
Honglou meng Chuangi {£L#254%%3) . The main reason why | want to compare these two
versions is due to the fact that the terminology of “scene” is originally a concept from drama,
and as a highly scenic “**narrative, the Honglou meng makes good use of this concept to
organize the stories in a highly dramatic way, in order to make stories more vivid. For
example, the most important scenic description in the Honglou meng is the extensive use of
dialogue. ***Moreover, Honglou meng Chuangi includes the chu i (a structural unit in
Chuangi 1 #F plays) of “jianyuan”(raiding the Great View Garden), which enables us to
compare it with the corresponding chapter—Chapter 74—in Honglou meng, the novel
version.

I will devote this chapter to comparing them in two senses: the first is a comparison
between the definition of the narrative “scene” and the “chu " in the traditional Chinese
drama; the other is a comparison of the transitions between “scenes” in the narrative and those
in the traditional Chinese drama.

We need to ascertain the nature of two objects of study, the Honglou meng (the
traditional Chinese novel) and Honglou meng Chuangi (the traditional Chinese drama),
before we start to make comparisons between them. We have discussed the characteristics of
Honglou meng in Chapter 2 of this thesis, and we have seen that the Honglou meng uses
highly scenic descriptions to organize the stories, which is extremely close to how the stories
are presented in drama. More precisely, in the traditional Chinese reading drama (antou ju &
SLJE). The reason why we distinguish drama in such a precise way is that different types of
drama have different characteristics. For example, the traditional Chinese drama consists of

the reading drama and the performative drama (changshang ju 37 _I-J#l). The reading drama is

144 “Scenic” refers to a dramatic way—using lots of scenes, instead of summaries—to organize stories in the
narrative.
145 See Chapter 2.4.2, especially in the section where we conclude the different types of “beat”.
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more close to the novel, and it emphasizes more on how to write a story rather than to
perform a story. The performative drama, such as the Beijing opera and Kun opera, however,
focus more on singing rather than on the story. The Honglou meng Chuangi, the object of
study in this chapter, belongs to the performative drama, and it was successfully performed in
the big cities, such as Yangzhou and Beijing. 1*6Even so, the graceful and exquisite wording
and phrasing in Honglou meng Chuangi also enables it to be a popular and literary
masterpeice. Moreover, we will not focus on how Honglou meng Chuangi performed the
story from Honglou meng; instead, we will only discuss how it rewrote the story and made

the story suitable for a drama performance.

3.1 “Scene” and “Chu H”

Chu, as the basic structural unit in the chuangi ££ %5 play'*’, refers to a section of the sub-plot

that is built around the same song-set (“taoqu £ ). That is to say, the “song-set” plays the
decisive role in differentiating “chu”. Comparing it to the definition of the “scene” in the
narrative (see Chapter 2.1.3), we can further conclude that one “chu” in traditional Chinese
drama equals to one “Scene Unit” in the narrative. For example, the “chu” of “souyuan”( (¥
fd) the Chu of “Raiding the Great View Garden) in Honglou meng Chuangi is a section of
sub-plots that share the same song-set. This is similar to the “Multi-scene Unit 17 (from
scenes No.1 to No.5) in Chapter 74 of the Honglou meng, which is built around the same
topic “raiding the Great View Garden”, while scene No.6 is about a different topic “breaking

off the relations with Ning-guo house”.

146 See Keqi Wu =i, (PF RN FFEE) (Abstract of the Collection of Wuyu Buidling ), in (L5455
%) (The Bibliography of Honglou meng), by Yi Su —3g, [Shanghai: Shanghai Guji Chuban She - # £ 1
W4t (Shanghai Ancient Book Press, 1981)], 653.

Wu Kegqi recorded the success of the performance of Hongloumeng Chuangi as:

“The nobilities and powerful families usually asked 16-year-old girls to perform [the Honglou meng Chuangi]
on the stage to entertain their guests, after they had a feasting and pleasure-seeking time. The scene of Burying
the Flowers was the most popular one among all the scenes. 4 Sk 5E 1], TSR, -\ &L
REERHE T-2LBEmE -, DAREER, T (ZR4E) —h, JCA AP,

147 Chuangi originally refers to short stories written in classical Chinese during the Tang and Song dynasty,
excluding Bianwen 7% 32 Buddhist tales written in the colloquial. These stories consist of anecdotes, jokes,
legends, and tales involving mystical, fantastical or legendary elements. The terminology of “chuangi” also
refers to a distinct literature form, the dramatic form, since Song and Yuan dynasty. Since Ming dynasty, the
terminology of “‘chuanqi” particularly referred to the lengthy traditional Chinese drama that is mainly based on
Southern tunes. See W.L.ldema, A Guide to Chinese Literature, (Ann Arbor: Center for Chinese Studies, The
University of Michigan, 1997), 134-139.
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Moreover, one “chu” in the traditional Chinese drama sometimes also consists of
several “scenes”. The “song-set” is the defining characteristic, but within the same “song-
set”, the “scenes” can have different “gongdiao = 1> (modes of ancient Chinese music). For
example, the “chu” of “jianyuan” consists of five “scenes”. Scene No.1#* is the introduction
part, because it has the mode of “shuangdiao yinzi X{if§ 5| ¥ (the introductory music by
“shuangdiao XX if14°). Scene No.2# is about Skybright recounting her unfair treatment from
Lady Wang, and has the mode of “guoqu i3 i (transitional music). Scene No.3# relates to
Skybright’s action towards the event of “raiding the Great View Garden”, and has the mode
of “zhuan I (one of the mode of ancient Chinese music, composed by two couplets
containing not strictly the same number of Chinese characters.)'*®. Scene No.4# is about Lady
Wang giving the order to expel Skybright, because it has the mode of “ta quezhi F5ES %™
(used as the transitional music). Scene No.5# is about Aroma’s action towards the event of
expelling Skybright, and it is the last scene, because it has the mode of “weisheng J& /5>
(coda) . However, sometimes one “chu” only consists of one scene. For instance, the chu of
yeben (% 7%) and the chu of sifan (/& L) in the Baojian Ji (FE&Iic) and Niehai Ji

(EEIgIC) respectively.

The transitions between the scenes in one “chu” are related to the change of “topics”,
and are usually completed by the entrance and exit of the characters. Similarly, the scenes in
the narrative also transfer from each other by the entrance and exit of the characters. Let us
elaborate on this phenomenon by the comparing two objects of study, the chu of “jianyuan”
in Honglou meng Chuangi and Chapter 74 in the Honglou meng. The first scene in the chu of
“jianyuan’ is a prologue, and the character Wang Xifeng introduces the background of this
chu. The second scene is about the dialogue between Skybright and Baoyu: Skybright
recounts to Baoyu her unfair treatment by Lady Wang, and Baoyu comforts her. We can
easily see that these two sub-scenes consist of different characters and are based on two

different topics. And consequently, when the character of Wang Xifeng exits the stage, the

148 \We add the sign of “#”, in order to distinguish the scenes in Chapter 74 of the Honglou meng.

149 One of the modes of ancient Chinese music, usually used for creating an impassioned atmosphere.

150 According to the Lianzhi Zhuan (%) in Jiugong Dacheng (/L& Kk , “the zhuan in different
notes of the ancient Chinese five-tone scale (“gong &) has different compositions of the sentences. However,
the last sentence of the zhuan is always similar, and it usually consists of single sentence or reiterative sentence.
For example, in the chu of “jianyuan” in Honglou meng Chuangi, the last sentence in each song based on the
mode of “zhuan” consists of single sentence, such as “wen huogen [ ###R”, “pin zhonghun P& &>, “yuexia

men H 177 and “pao chenben #2335
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first sub-scene is finished; when another character, Baoyu, enters the stage, the next sub-
scene starts.

Similarly, in the novel, as we can see from Chapter 74 in the Honglou meng, the
change between the scenes is also achieved by the entrance or exit of the characters (See the
conclusion for Chapter 2.2 and Figure 2.2). To be more specific, in scene No.1, the characters
are Patience, Xi-feng and Zhu-er’s wife. When scene No.1changes to scene No.2, an
important character—Jia Lian enters Xi-feng’s room with a new topic that his mother found
out that he had borrowed money from Faithful.

After Jia Lian gets the money from Xi-feng, he leaves Xi-feng’s room and after a
short time, Lady Wang enters into Xi-feng’s room with another new topic—blaming Xi-feng
for owning the silk satchel. From the above we can see that Xi-feng’s room is like the stage
in the drama: Jia Lian’s entrance into this room marks the beginning of scene No.2, and his
exit marks the end of scene No.2. Meanwhile, Lady Wang’s entrance into this room marks
that scene No.3 starts, and her exit marks the end of scene No.3. We can therefore say that the
novel also uses the characters’ entrance and exit to change the topic, thus changing the
scenes. In this sense, the narrative scene and the chu in the traditional Chinese drama are
similar.

Last but not least, the use of dialogue and the actions of the characters to build up the
scenes in the Honglou meng is very close to how stories are organized in the Honglou meng
Chuangi. We know that the dialogues and actions of the characters are the two most
important elements for the scenes in drama. In the traditional Chinese drama, the dialogues
usually take two different forms, namely, the binbai =9 (spoken parts), and the changci '
1A (singing parts). “Binbai is more vernacular and is closer to the daily language, while the
changci is used in the arias, and it is usually more literary and is put into verse form.” *We
can find words like “bai [ (tell)” in the texts of the traditional Chinese drama; but in most
cases they do not appear in the texts. Instead, the text always writes which role the character
is going to speak or sing. In the traditional Chinese drama, we use the term “jie /1 (a
movement of something)” to indicate the movements of the characters. For example, in the
text of the Honglou meng Chuanqi, we can find phrases representing movements: dao sheng

huai jie {2145 £/ (fall into the Male Role’s arms), sheng jing jie 4= 154 (the Male Role is

151 Yun-Tong Luk Edited, Studies in Chinese-Western Comparative Drama, (Hongkong: The Chinese
University Press, 1990), 81.
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shocked), tie ku jie i 524 (the Petty Woman cries), sheng lei jie 4=7H/1 (the Male Role
shed tears), etc. Similarly in the narrative, the author prefers to use characters’ dialogue and
their movements to organize the scenes. As we can see from Chart 12 and Chart 13, scenes
No.1, No.2, No.3, No.4, and No.6 are all dialogue scenes, and scene No.5 contains not only
dialogue, but also movements. This way of organizing scenes in the narrative is very similar
to that of the traditional Chinese dramas. To be more specific, in scene No.5.1, there is a

description of Skybright’s movements when she “cooperates” with Wang Shanbao’s wife:

Aroma was on the point of opening it herself when Skybright, who, to
judge from the state her hair was in, had only just got out of bed, came rushing
into the room, flung the lid open with a bang, picked the trunk up by its bottom,
and emptied its contents on the floor. Wang Shan-bao’s wife blushed scarlet with
embarrassment.

RNTTWACE TS, R RS S kR Bk, T — PR 1
o R, T EIR, R RE R, R 2R
Similarly, in the Honglou meng chuangi, the phrase of “tie nu dao xiang jie I %4346/ (the
Petty Woman angrily turned the trunk upside down)” also indicates Skybright’s motion of

“cooperating” with Wang Shanbao’s wife.

3.2 “Scene Transitions” in the Narrative and in the
Traditional Chinese Drama

Generally speaking, the scene transitions in the narrative use more diverse ways than the
traditional Chinese drama. Additionally, the transitions between the scenes make the
development of the plot in the narrative looser than that in the traditional Chinese drama.
However, they still have some similarities. For example, the intervention of the storyteller
into the plot is gradually losing its semantic meaning, and the transitions of scenes in the
narrative depend more and more on the inner power of the text, such as the characters, locale,
time, etc. Similarly, in the traditional Chinese drama, the transitions of the scenes are usually

achieved by the entrance and exit of the characters.
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More specifically, there are usually two types of scene-transition in the narrative—the
Marked-transition and the Unmarked-transition. The Marked-transition is usually marked by
the intervention of the storyteller, by means of the “Fixed Formula”. For example, in Chapter
74, the author uses “yiyu weiliao —1& K 1 to transfer scene No.1 to scene No.2. When it
comes to the Unmarked-transition, the scenes transfer between each other by means of the
characters, the time, or the place, which belong to the inner power of the text itself. For
example, the author uses the entrance of Lady Wang to transfer scene No.2 to scene No.3. In
the chu of the traditional Chinese drama, however, the scenes are always transferred by the
entrance and the exit of the characters. We can easily see from the text of the Honglou meng
chuangi that there are many stage directions like “shang _I~(chang 3%)”, “xia & (chang 3%)”.
Sometimes, when it is necessary to transfer the scene by changing the time or place, the
scriptwriter also uses the change of equipment or the change between “neichang 3% (the
back stage)” and “waichang 77 (the front stage)”. On the real stage, the table at the center
of the stage serves as the demarcation line between the back stage and the front stage: the
area in front of the table is called the front stage, while the area behind the table is called the
back stage. Accordingly, there are definite rules for the actor to follow when he is to take the
seat in the back stage or the front stage, so that the audiences can understand whether the
stage changes or not by watching the actors’ movements. 1%

Moreover, the plot in a chu of the traditional Chinese drama develops fast. In the
narrative however, it develops much more slowly. Let us first have a look at the Honglou
meng chuangi. As we have concluded before, there are five scenes in the chu of souyuan. The
five scenes are arranged according to the main theme of the whole chu of souyuan, to
emphasize on the character of Skybright and her sincere friendship with Baoyu.*>*Therefore,
the first scene is the prologue of the chu spends 511 Chinese characters to introduce the
background of the events that are going to unfold in the next. After the first scene, the
prologue, the main story starts right away. In the second scene (734 Chinese characters),

Skybright complains to Baoyu about the unfair treatment that she suffered from Lady Wang,

152 Zuo neichang A Py 37(take a seat in the back stage): turn right face after declamation and walk in the
direction of the arrow, forming the shape of a reverse “S”. On reaching the table and the chair, turn left face and
sit.

Zuo waichang 2437 (take a sear in the front stage): first make the declamation at the front center of the stage,
turn left; walk in the direction of the arrow, forming the letter “S”. On reaching the chair, turn right face and sit.
See details in Zung, Secrets of the Chinese Drama, (London: Harrap, 1937), 141.

158 The scriptwriter Zhong Zhenkui wrote in the preface of this chuangi play as: “this book [chuangi play] is all
about the love between Baoyu, Daiyu and Skybright. it AR 5, B, BRZ2Emd. ”
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and Baoyu comforts her. Right after Baoyu comforts Skybright, Wang Xifeng and other
characters start to prospect the Great View Garden, and the scriptwriter spends 438 Chinese
characters in the third scene to describe the actions of Skybright in the event of raiding the
Great View Garden. In order to make the image of Skybright more close to the original
poem—*“your charm and wit did only hatred gain Xt & I3 48 A 2% —the scriptwriter adds
one more scene, the fourth scene, and right after Wang Xifeng prospects the Great View
Garden. In this scene (571 Chinese characters), Lady Wang comes to Baoyu’s place, blames
Skybright directly and announces the order to expel Skybright, which pushes the whole plot
to the climax. After the climax, the scriptwriter spends 164 Chinese characters to describe
Aroma’s hypocrisy. We can see that the scriptwriter spends 511 Chines characters on the
prologue, 1743 Chinese characters on the main story, and 1641 Chinese characters on the
ending (See Chart 14 below).

Chart 14

The Scenes in the Chu of “Jianyuan”

(Total Number of Chinese Characters: 2418)

Scenes Topics The Number of Chinese Proportion
Characters
Scene No.1# Background Introduction | 511 21%
Scene No.2# Skybright complains to 734 30%

Baoyu about the unfair
treatment that she
suffered from Lady
Wang, and Baoyu
comforts her

Scene No.3# Prospect the Great View | 438 18%
Garden

Scene No.4# Lady Wang announces 571 24%
the order to expel
Skybright.

Scene No.5# Aroma’s hypocrisy 164 7%
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The scriptwriter only uses 21% of the whole chu to introduce the back story of the main
event. In contrast, as we can see from Chart 1 in Chapter 2.1.3, this proportion in the original
Honglou meng novel is 47%. Therefore, we can compare the two charts to illustrate the result
of the comparison above:

The Plot Development Form of the Scenes in the Chu of “Jianyuan”

35%

30%

25%

N\
A AN
\

e P |0t
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10% \

5%

0%

The Plot Development Form of the Scenes in Chapter 74 of Honglou meng

0.35 A
[\
0.25 / \
[\
0.15 \ -

0.1

0.05

No.1 Scene No.2 Scene No0.3 Scene No.4 Scene No.5 Scene No.6 Scene
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From the two charts above, we can say that the climax of the chu of “jianyuan” is located in
the beginning of the plot. In contrast, the climax of Chapter 74 in the Honglou meng is
located at the end of the plot. As we know, “climax” refers to “the most intense, exciting, or
important point of something.” 1>4In the narrative, we can find the “climax” in the place
where it contains the most intense or exciting “conflicts”. With respect to measuring the
“conflict”, we can resort to count the numbers of the words in each scene. This is because
within roughly the same narrating time, the more words a scene uses, the more information
the author wants the readers to know of, and thus the more important it is. This regular
pattern can also be supported by the discussion of “beat” in Chapter 3.1. As we have
concluded in Chapter 3.1, the more “beats” each scene contains, the more conflicts it
presents. The number of “beats” in one scene has roughly a direct proportion with the
numbers of “words”, which we can see from the charts below (still use Chapter 74 as the

study case):

Number of ""Beats"" in Each Scene of
Chapter 74 in Honglou meng

60.00%
50.00% A
40.00% I

30.00% I \\ e=s=s Numbers of "Beats" in Each

Scene
20.00%
10.00% _/J

0-00% T T T 1

154 Oxford dictionaries online, s.v. “climax”, http://www.oxforddictionaries.com/definition/english/climax
(sought 07.11. 2014).
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The Plot Development Form of Chapter 74 of the Honglou meng
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As we can see from the two charts above, in general terms, the higher the numbers of words
one scene contains, the more “beats” it includes, even though in some scenes the numbers of
“beats” do not strictly match the numbers of words. For example, the number of “beats” in
scene No.2 is as many as those in scene No.1, while the number of words in scene No.2 is
more than those in scene No.1. This disparity can be attributed to the fact that according to
the definition of “beats”, the number of “beats” depends on the number of “round trips” of
action and reaction, and the division of a “round trip” of action and reaction again depends on
the topic of this “round trip”. That is to say, sometimes in a round trip of action and reaction,
the action may have a reaction from more than one character, when the reaction from
different characters is topic-related. Therefore, the author has to spend a higher number of
words in order to describe the reactions from all these topic-related characters. For example,
as we can see from Chart 12, in Beat 4# of Scene No.2, the action is that Xifeng analyzed the
whole event of Jia Lian borrowing money from Faithful; the reaction comes from two
characters, Patience and Xifeng. Therefore, author has to spend a higher number of words to
present the reaction from both of these characters.

Related with the location of the “climax”, the prelude of the plot in one chu of the
traditional Chinese drama is much shorter than that in traditional Chinese novel; and the
ending in one chu of the traditional Chinese drama is longer than that in the traditional

Chinese novel.
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“Prelude” originally refers to “an action or event serving as an introduction to
something more important.” *°In traditional Chinese drama, it is called “jiamen ZX|]”( self-
introduction). This part is about the plot of one entire “chu” or the background of the
characters in the related drama. Li Yu, the most famous drama theorist in ancient China,
defines “jiamen” as “the first several sentences in the beginning is called ‘jiamen’ 3% %

i, 2], 1*5For example, we can see scene No. 1# as the “jiamen” in the chu of
“jianyuan’ in the Honglou meng Chuangi, since it is about the background of the topic
“prospecting the Great View Garden” and the personalities of the character Wang Xifeng. In
the traditional Chinese novel, however, the prelude of one chapter includes all the scenes
before the climax, if these scenes are topic-related to the climax. For instance, scenes No.1 to
No.4 are the prelude of Chapter 74, because the topics of these scenes are subordinated to the
topic of the climax “prospecting the Great View Garden”. Comparing the prelude of the chu
of “jianyuan” in the Honglou meng Chuangi and that of Chapter 74 in the Honglou meng, we
can find that the prelude of the former only accounts for 21% of the entire chu; while the
prelude of the latter accounts for 47% of the entire chapter. Thus, we can say the prelude of
the chu of “‘jianyuan” in the Honglou meng Chuangi is much shorter than that in Chapter 74
of the Honglou meng.

With the comparatively shorter prelude and earlier climax, the ending of one chu in
the traditional Chinese drama is longer than that in the traditional Chinese novel. “Ending”
refers to “the final part of something.”*®"When it is applied to the narrative and drama, it
refers to the part after the climax in one certain unit of the plot. For example, scene No.3#, 4#
and 5# are the ending of the chu of “‘jianyuan” in the Honglou meng Chuangi. In contrast,
scene No.6 is the ending of Chapter 74 in Honglou meng. The ending accounts for 49% of the
entire chu of “jianyuan” in the Honglou meng Chuangi, while it only accounts for 11.4% of
entire Chapter 74 in the Honglou meng. Thus, we can say that the ending of the chu of
“jianyuan” in the Honglou meng Chuangi is longer than that of Chapter 74 in the Honglou

meng.

155 Oxford dictionaries online, s.v. “prelude”, http://www.oxforddictionaries.com/definition/english/prelude
(sought 07.11.2014).

186y Li Z=ifi. Xianging Ouji (151827 (Occasional Enjoyment), [Hunan: Yuelu Shushe & 54t (Yuelu

Publishing House), 20001], 33.

157 Oxford Dictionaries online, s.v. “ending”, http://www.oxforddictionaries.com/definition/english/ending

(sought 07.11.2014).
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The characteristics of the traditional Chinese novel and the traditional Chinese drama
are the main reasons for the differences in the location of the climax, and the length of the
prelude and ending. As we have stated in Chapter 2.3.1, long length is one of the
characteristics of the traditional Chinese novel. Due to its long length, the traditional Chinese
novel does not have specific restrictions on time and space. This enables the author of
traditional Chinese novels to freely present the story in detail. For example, in Chapter 74, the
author spends almost half of the entire chapter to present the events of the pearl-and-gold
phoenix, about Xifeng being suspicious of owning the silk satchel with a lewd picture, and so
forth, before presenting the most important event “prospecting the Great View Garden”. The
traditional literature critics appraised this technique of narrating. Jin Shengtan called it
“nongyin fa 3% 5|7% (the technique of lead-in elements)”, “to describe the device of
introducing unessential narrative material in order to prepare the way for a subsequent
topic”.1*8The traditional Chinese drama, however, has a limitation of time and space, and thus
can only present the conflicts of the story in a short period of time. The author of the Honglou

meng Chuanqi, Zhong Zhenkui, wrote in the guide for reading this drama:

The length of Honglou meng is large. There are so many characters and
affairs that the drama cannot record all the affairs and characters. [I] have to
delete all the stories such as viewing flowers and reciting poetries, and all the
characters like Baogin, Zhouyan, Xiangling, Patience and Faithful. [I] even
cannot record all the affairs of the love between Baoyu and Daiyu.

MR RS, F2 A, BOREEA RS, TRAREE A
No BCHWFEAL B, ANMEZE. . F2%. FIL. BEZ%, IIAE
AWEATIN 25, BUE R ERERIEFIIARRE.

Therefore, the climax in the traditional Chinese drama should be located in the front of the
plot-unit, in order to attract the audience. Li Yu explained this technique by illustrating the

advantages of the main characters coming out on the stage earlier in one plot-unit:

1%8 plaks, Chinese narrative, 317.

159 Zhenkui Zhong ¥R 45, 4L M5 1447 L5l [Honglou meng Chuangi Fanli ( The Guide for The Legend of
Honglou meng)], in 77/3 2 /Cxk # /7 £ % (The Collection of the Preface and Postscript of Traditional Chinese
Drama), by Yuhua Wu i #£, [Beijing: Zhongguo Xiju Chuban She 71 [E#% il i i 4t (Chinese Drama
Press), 1990]: 544.

102



The famous roles in the drama should not strike a pose too late on the
stage. If the main male character is one person, so is the main female character.
The parents of the main male character come out on the stage together with the
main male character, and so do the parents of the main female character. [This is
because] one section should only use these characters as the main ones, and all
the other characters should be the secondary ones. Though [the main male
character, the main female character, and their parents] do not need to come out
on the stage in the first or second chu; however, they should not strike a pose on
the stage no later than in the fourth or fifth chu. [This is because] if they strike a
pose on the stage too late, all the other secondary characters then come out
earlier than them. This will make the audiences mistake the secondary characters
as the main ones. Later when they see the [main] characters who come out later,

then they will think [the main characters] as the secondary ones.

R ELARE, AEBZKIR, WAERN—FK, H—FK, £2R
B M, B2 XRFEEM L, DUHA—HZE, mEEH. BAEE
—H I, AARHINU T G, KBNS AMEE B, WEH RN
F, RWJERN, Bab ks, 190

Similar to the main role striking a pose on the stage early, the climax should also start early in
the chu of the traditional Chinese drama, in order to quickly attract the audiences to the story
and the performance of the characters on the stage.

The characteristics of the traditional Chinese drama and the traditional Chinese novel
also lead to the difference in the length of the ending. The traditional Chinese drama usually
postpones the ending of each “chu”, in order to leave a deep impression on the audiences. Li
Yu appraised this technique in the section of “da shousha KU %% (the ending of the entire

drama):

1 used to teach the young generations: ‘there are tricks to cheat the person
in charge when you write an article in an examination. The trick is as following:
in the beginning of the article, you should write remarkable sentences in order to

attract the person in charge, and make him supersized to what you write and not

160y Lj Z=ifi. Xianging Ouji FH 1% {27 (Occasional Enjoyment), [Hunan: Yuelu Shushe & 454t (Yuelu
Publishing House), 2000]: 138.
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willing to abandon your article. This is one of the tricks. In the end of the article,
you should use attractive words to make the person in charge enjoy himself so
much as to be reluctant to say goodbye to your article. This is another trick.’ The
ending of a drama is such a trick: it should immediately attract [audiences’] soul,
and make [audiences] feel that after a few days, the sounds from the ending of the
drama still ring in their ears and the scene is still in their eyes. The effects above
all due to ‘the amorous glance before turning around’ in the ending of a drama.
TILEZZ: GPEs, AR ERIAZE: 2], HUAE
HFH, e — Wi, AGEE, ikt AR B, S UUEIESR
B, M GEE, FHEZH, H—%d, Wog—H, Rzl &,
FANELEHH, mwEEEE. HRAERE, 27Uy, EimEK
B — T, 1O

In contrast, the ending of each chapter is much shorter in the traditional Chinese novel. This
way of organizing stories in the traditional Chinese novel has a close relationship with the
tradition of dividing an oral work into chapters in the traditional Chinese oral literature
(shuohua yishu it 1% 3£ %%). As we know, the success of oral literature depends on its ability
to attract the attention of the audience, and to draw a large audience back after one section is
finished. Therefore, the storyteller of an oral work usually installs suspense at the end of each
section in order to draw the audience back. The most frequent trick they use to install
suspense is to stop telling the ongoing story abruptly by reciting a concluding poem. For
example, in the end of the first section of Nian Yuguanyin (fg EX{#) (Crush the Jade
Goddess of Mercy), the ongoing story is as following: Cui Ning £ 7* and Xiuxiu 7575
escaped to Tanzhou & /N and they met a man who followed them with large strides. The
story ceased here abruptly with a poem: “whose innocent child beats the board desk,
frightening the affectionate couple to scatter #E 5 fE IS HIAR , TR EHEP AL K.
162Sometimes, the storyteller does not use a poem to finish a section; instead, they use the
“Fixed Formula” (see Chapter 2.2.1). The most popular “Fixed Formula” is “yuzhi houshi
ruhe, quieting xiahui fenjie &x k15 Fwi{eT, HUr N [E50fE (if you wish for further details,

you may learn them in the following chapter).” By doing so, the storyteller can install

161 |bid., 140- 141.
162 Hy, 3EA /NS, 143.
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suspense at the end of each chapter and thus attract the audiences to come back again and
listen to their performance. This tradition directly influenced the way each chapter in the
traditional Chinese novel is finished. For example, in Chapter 74 of Honglou meng, right
after the climax, the storyteller-narrator switches the time of the ongoing story directly to “the
next day”. He only uses 8.6% of the entire chapter to present the final part of Chapter 74 (see
Chart 1 in Chapter 2.1.3). Besides, close to the end of this chapter, when You-shi and Xichun
are still quarreling with other, the storyteller-narrator stops to tell more details; instead of
continuing the story, he imitates the storyteller to finish the entire chapter by a “Fixed
Formula” “buzhi houshi ruhe A1 J5 % W1{if—(do not know what will happen—)”. In this
sense, we can conclude that influenced by oral literature, the author of the traditional Chinese
novel knowingly or unknowingly uses shorter endings to finish each chapter.

The section above does not only discuss the different narrating structure in traditional
Chinese drama and novel, but also probes into the reasons creating this difference. There are
still similarities in the narrating structure between these two literary genres. In the next
section, we will discuss similarities of the scene transitions between these two literary genres.

Apart from the differences, there are still similarities between these two literary
genres. For example, one mean of scene transitions—the intervention of the storyteller-
narrator into the plot—is gradually losing its semantic meaning. Instead, the transitions of the
scenes in the narrative depend more and more on the inner power of the text, such as the
change of characters, locale, time, etc. This is similar to the scene transitions in the traditional
Chinese drama.

Firstly, in the traditional Chinese drama, most of the scenes transfer between each
other by the entrance and exit of the characters. Different characters have different ways to
enter the stage, and the ways depend on the characters’ social status, age, gender etc. For
example, here are some ways the characters enter the stage: “kesou shang "% % L (entrance
by coughing)”, “nei bai shang P H_I= (entrance by speaking behind the stage)”, “yanmian
shang ##&fii_I. (entrance by covering the face)”, and so forth. Assigning different ways to
enter into the stage can make a basic image of the character, which is also the most
economical way to present a character on the stage. *3The author of the Honglou meng
makes good use of this technique of creating characters, and makes the characters in the

novel more real and attractive. For example, we can see the difference between the entrance

193 X, L0RERS 5% i e, 201,
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of Lady Wang in scene No.3 and that of Skybright in scene No.5.1. In the beginning of scene
No.3, a maid announced Lady Wang’s entrance, which is similar to what it is called
“dianshang £i_I= (entrance by other character’s announce)” in the traditional Chinese drama.
Generally speaking, when the scriptwriter uses “dianshang” as the entrance of a character,
the audience usually has a feeling that something important will happen soon, and they will
focus their attention on the following performance. 1%*In the beginning of scene No.3, when
Lady Wang enters the scene, not only Xifeng and Patience, but also the readers will wonder
why Lady Wang makes a personal visit to Xifeng’s room. Therefore, we, the readers, will
focus our attention to what Lady Wang will do to Xifeng in the following stories. In the
middle of scene No.5.1, the entrance of Skybright is almost the same as that in the chu of
“jianyuan” in the drama Honglou meng Chuangi.

The description of the entrance of Skybright in scene No.5.1:

Aroma was on the point of opening it herself when Skybright, who, to
judge from the state her hair was in, had only just got out of bed, came rushing
into the room, flung the lid open with a bang, picked the trunk up by its bottom,
and emptied its contents on the floor.

I, PIFIRE, RTER, E RS EL Rra 2R E T

The description of the entrance of Skybright in sub-scene 3 in the chu of “jianyuan

The secondary female character angrily pours out the whole trunk.

MR A 19

As we can see from the quotations above, the descriptions of Skybright’s entrance are almost

the same: both of them vividly present Skybright’s anger and her straightforward personality.
From the two sub-chapters above, we can conclude that the Honglou meng uses highly

dramatic methods to present the story to its readers. For the most part, it uses scenes to

organize the stories, and it makes good use of the entrance and exit of characters to transfer

164 1bid., 202.

165 Zhenkui Zhong ¥R 45, 2045 1% 47 [Honglou meng Chuangi (The Legend of Honglou meng)], in ZLA% A5 %%,
i1 22 [Honglou meng Xiqu ji (the Collection of the drama anout Honglou meng)], by A Ying Fi[ %, [Bei jing:
zhonghua shuju #4455 (Zhonghua Book Company), 1978]: 67.
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scenes, as in the traditional Chinese drama. Besides, the Honglou meng arranges different
characters with different dramatic ways of entrance, in order to make the characters more real
and attractive. We also need to be aware that even though the Honglou meng uses highly
dramatic methods to organize the stories, the narrative and the traditional Chinese drama still
belong to two different literary genres. This can be seen clearly in how the plot is developed
in these two literary genres: the plot develops much faster and more drastically in the

traditional Chinese drama than that in the traditional Chinese novel.
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4 Conclusion

This thesis used a close reading and a structural analysis on the novel Honglou meng to
define the term of “scene”, and analyze the different types of “scene transitions”. It defined
the term of “scene” in three senses: “scene” as a structural unit in drama, as a mode of
presentation in the narrative, and as a structural unit in the narrative. “Scene”, as a structural
unit in drama, consists of characters and their actions happening in one place at one time.
“Scenes” transfer between each other differently in modern Western dramas and traditional
Chinese dramas. Due to the fact that traditional Chinese dramas are considered “consecutive
drama (lianchang xi %3 %%)”, the “scenes” have limited time and space to transfer between
each other. Therefore, they resort to the entrance and exit of the characters in the scenes,
rather than divisions by curtain. “Scene”, as a mode of presentation in the narrative, refers to
a dramatic method of narration with quite a lot of descriptions of characters’ dialogue and
their actions. More importantly, this thesis defined “scene” as a structural unit in the
narrative. Though many scholars have noticed this difinition, it is not explained in detail. For
example, Patrick Hanan argues that “‘scene’ stands for passages that are both dynamic and
close, with directly rendered speech and thought and a specific recounting of action.”
186\Wong Kam-Ming believes, “events in Hung-lou Meng, on the other hand, obtain their
cohesion not only from the temporal order in which they occur, but also from the way scenes
and episodes are linked by the association and juxtaposition of images.”*®” However, none of
them defined the term of “scene” in detail. One of the main contributions of this thesis is to
define the term of “scene”, apply it stringently to the novel Honglou meng, and thus make a
naratorlogy of scenes in this novel. “Scene”, as the structural unit in the narrative, is
characterized by a unity of continuity of characters, time, space and actions that are unified
based on the same topic. “Topic” plays the decisive role in distinguishing “scenes”, “scene”
changes whenever the “topic” changes.

In addition to defining the term of “scene”, this thesis also analyzed “scene
transitions” with a close reading of Chapter 74 of the Honglou meng. It concludes that there
are two types of “scene transition” in the traditional Chinese novel: the “Marked-transition”

and the “Unmarked-transition”. The “Marked-transition” is economical with the use of

186 Hanan, The Chinese Vernacular Story, 18
167 plaks edited. Chinese narrative, 225.
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words. However, it has weaknesses too. For example, the intervention of the “Marked-
transition” usually transfers the “scenes” abruptly, and disturbs the consistency of the
ongoing plot. We need to use “Unmarked-transition” to smoothly transfer the “scenes”. This
is because “Unmarked-transition” normally use the inner power of the text to transfer the
“scenes”, such as the change of characters, time, place and so forth.

Moreover, the Honglou meng, as one of the traditional Chinese novels (zhanghui
xiaoshuo % [F]/]Niit), was written with the characteristics of traditional Chinese novels,
namely the chapter divisions, the perusing of antithetical chapter titles, the narrative
techniques of “gifu #ZfR (modulated rise and fall of narrative segments)” and “puxu £fi#l
(narrate in detail)”, etc. In this sense, this thesis uses Chapter 2.3 and 2.4 to discuss the
“scenes” together with the three most important components of the traditional Chinese
novels—the chapters, chapter titles and plots. It reveals that “scenes” build up “chapters” and
“plots”, and in addition, they make the “plots” more “character-centered” than “plot-
centered” by the disconnection of two types of relations in the plots—the relations of cause
and effect, and the chronological time order. Moreover, “scenes” have relations to plot tempo
in traditional Chinese novels: the organization of different types of “scenes” influences the
speed and intensity of the narratives, and thus generates the periodicity of “fast & and
slowness 2% and “strength 7# and weakness 55”.

Since the term “scene” originally derives from drama, this thesis also compared the
“scenes” in the novel Honglou meng and those in the traditional drama Honglou meng
Chuangi. It is shown that “topic” plays the decisive role in distinguishing “scenes” in the
novel Honglou meng. In the drama Honglou meng Chuangi, however, it is the “song-set”that
plays the decisive role in distinguishing “scenes”. In addition, the novel Honglou meng uses a
large part of the novel on desriptions of the characters’ dialogue and their actions, which is
similar to the narration in the traditional Chinese drama Honglou meng Chuangi. However,
due to the large length of the traditional Chinese novel, and the influence from oral literature,
the plot in one chapter of the traditional Chinese novel presents the characteristics of “huanjin
jishou 223t 2k (develop slowly but finish fast)”. In contrast, in order to grasp the attentions
from the audience and appeal them back after one section is finished, the plot in one chu of

the traditional Chinese novel is “jijin huanshou &3t 22Uk (develop fast but finish slowly)”.
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Appendix
Chart 2

The Initiative Phrases in the Honglou meng

The Initiative The Initiative The Initiative The Initiative
Chapter Phrases Chapter Phrases Chapter Phrases Chapter Phrases
Number Number Number Number
Chapterl1 |0 Chapter 21 | Huashuo Chapter 41 | Huashuo Chapter 0
it it 61
Chapter 2 | Queshuo Chapter 22 | Huashuo Chapter 42 | Huashuo Chapter Huashuo
i T T 62 T Ui
Chapter 3 | Queshuo Chapter 23 | Huashuo Chapter 43 | Huashuo Chapter Huashuo
i T T 63 T Ui
Chapter 4 | Queshuo Chapter 24 | Huashuo Chapter 44 | Huashuo Chapter Huashuo
H L T UL 64 T i
Chapter 5 | Rujin Chapter 25 | Huashuo Chapter 45 | Huashuo Chapter Huashuo
gieshuo T TE L 65 T
4>
Hii
Chapter 6 | Queshuo Chapter 26 | Huashuo Chapter 46 | Huashuo Chapter Huashuo
i T T 66 T i
Chapter 7 | Huashuo Chapter 27 | Huashuo Chapter 47 | Huashuo Chapter Huashuo
SR T T 67 T Ui
Chapter 8 | Huashuo Chapter 28 | Huashuo Chapter 48 | Qieshuo Chapter Huashuo
T T Hi 68 T Ui
Chapter 9 | Huashuo Chapter 29 | Huashuo Chapter 49 | Huashuo Chapter Huashuo
i i i 69 i
Chapter 10 | Huashuo Chapter 30 | Huashuo Chapter 50 | Huashuo Chapter Huashuo
it it it 70 it
Chapter 11 | Huashuo Chapter 31 | Huashuo Chapter 51 | 0 Chapter Huashuo
it it 71 it
Chapter 12 | Huashuo Chapter 32 | Huashuo Chapter 52 | 0 Chapter Qieshuo
i it it 72 Hijt
Chapter 13 | Huashuo Chapter 33 | Queshuo Chapter 53 | Huashuo Chapter Huashuo
i it I it 73 it
Chapter 14 | Huashuo Chapter 34 | Huashuo Chapter 54 | Queshuo Chapter Huashuo
it it I 74 it
Chapter 15 | Huashuo Chapter 35 | Huashuo Chapter 55 | Qieshuo Chapter Huashuo
i it it Hi 75 it
Chapter 16 | Huashuo Chapter 36 | Huashuo Chapter 56 | Huashuo Chapter Huashuo
T 1 1 76 it
Chapter 17 | Huashuo Chapter 37 | Zhenian Chapter 57 | Huashuo Chapter Huashuo
T XAE 1 i it
Chapter 18 | 0 Chapter 38 | Huashuo Chapter 58 | Huashuo Chapter Huashuo
it it 78 it
Chapter 19 | Huashuo Chapter 39 | Huashuo Chapter 59 | Huashuo Chapter Huashuo
T 1 1 79 it
Chapter 20 | Huashuo Chapter 40 | Huashuo Chapter 60 | Huashuo Chapter Huashuo
T 1 1 80 Wit
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Chart 3

“Fixed Formula” in the End of Each Chapter of the Honglou meng

Chapter Number

“Fixed Formula” in the End of Each
Chapter

Chapter Number

“Fixed Formula” in
the End of Each
Chapter

Chapter 1 “If you wish to know what further Chapter 21 “Truly: Virtuous
4 calamity this portended, you will have | = maids have always
to read the following chapter.” harboured grief,
ARG TR EE And charming wives
since of old have
known jealousy.”
CIERE: WK
248, HEAN
fEEmR”
Chapter 2 “Yu-cun turned to look.” Chapter 22 “The following
o “TAHCE LB B ——” 4 chapter will reveal.”
“HWr R Bl
Chapter 3 “Their uncle Wang Zi-teng had been | Chapter 23 “Truly: She minds
(o) informed of it, and had sent these > not her morning
messengers to the members of the toilet, her
family in the Rong mansion to embroidery at night;
suggest that they should invite Xue Facing the moon,
Pan to the capital.” cooling off in the
“ERMREGE R 2 &7 breeze, she feels
grief.”
“IERE: CHRFE
‘L‘%%r Xﬁﬁ Ilﬁm
REZ”
Chapter 4 “Under these agreeable Chapter 24 “If you wish for
(o) Circumstances Xue Pan gradually 4 further details, you
abandoned all thought of moving may learn them in
out.” the following
“DRI, BRRRZR R fE A, W chapter.”
TRT” CEHETE, R
R
Chapter 5 “Truly: Strange encounters take place | Chapter 25 “If you wish for
> in a secret dream, For he is the most 4 further details, you
passionate lover of all time.” may learn them in
“TER: —HB R, TH1 the following
N e g chapter.”
“Enmve, HWr
N e
Chapter 6 “Truly: In affluence, charity is freely | Chapter 26 “If you wish for
> dispensed, One deeply grateful is 4 further details, you

better than kinsmen or friends.”
“IERE: SRIKRE B, ZRIE
A2 A

may learn them in
the following
chapter.”

“EREm N, HAE
R~ [El”
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Chapter 7 “Good looks pave the way to Chapter 27 “If you wish for
> friendship, A mutual attraction starts 4 further details, you
boys studying.” may learn them in
“IEdE: AR, EHK the following
R chapter.”
“EREmTE, HU
IEIR N
Chapter 8 “Truly: If one knew that in time to Chapter 28 “If you wish for
> come there would be trouble, 4 further details, you
Who would send his son to study may learn them in
today?” the following
“IER: BEHERSFS, 2H5 chapter.”
R “Egnumive, HWr
IEIR N
Chapter 9 “The following chapter will reveal.” Chapter 29 “If you wish for
v “ HIT R B4 ” v further details, you
may learn them in
the following
chapter.”
“SLRIHE, HIF
INEIs5
Chapter 10 “But you will have to read the next Chapter 30 “If you wish for
X chapter if you want to know what 4 further details, you
affect the medicine had on her when may learn them in
she had taken it.” the following
AR T R A, R chapter.”
[l 73 i “CEFnNVE, HWr
INEIFs5
Chapter 11 “But if you wish to know the outcome | Chapter 31 “If you don’t know
X of Jia Rui’s visit, you will have to v what that is, you
read the next chapter.” may learn them in
AP ERRI ARG, BT the following
6] 43 il chapter.”
CAFHAET, HWr
INCP
Chapter 12 “If you wish for further details, you Chapter 32 “You may know it
4 may learn them in the following 4 in the following
chapter.” chapter.”
“ELGR ), HWT R Rl “PE T IalfEEn”
Chapter 13 “Truly: Not one in ten thousand Chapter 33 “The following
> officials can rule the state, yet how 4 chapter will reveal.”
splendidly a fair lady can run a “ BT [|] 40”7
household.”
“IER SETTHERE, B
—AFR”
Chapter 14 “But if you want to know about his Chapter 34 “The nature of Bao-
X interview with the handsome prince, X chai‘s reply will be

you will have to read about it in the
next chapter.”

“AFNLEN SGEER, HUr TR
e

revealed in the
following chapter.”
AT FE BT
Xf, HWr R |
fig”
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Chapter 15
v

“Their return, and the events which
followed it, will be dealt with in the
following chapter.”

“JRE R

Chapter 35
v

“If you wish for
further details, you
may learn them in
the following
chapter.”
CEEIEVE, HIF
INEEy

Chapter 16
o

“Then there was a rasping sound in
his throat and he slid once more into
the dark.”

“UiE, R, SRR
T’ ”»

Chapter 36
v

“If you wish for
further details, you
may learn them in
the following
chapter.”

T, EIF
IEIR N

Chapter 17
o

“Bao-yu went out after hearing that.”

“EEWTU, 7R TR

Chapter 37
v

“If you wish for
further details, you
may learn them in
the following
chapter.”

“EnmTE, HI
N E i

Chapter 18
v

“It is just as—"
113 IE IEé —_—”

Chapter 38
X

“But what then
ensued will be told
in the following
chapter.”
“AEIEM A, H
NI EIE ¥

Chapter 19
v

“It is just as—"
113 IE IEé —”

Chapter 39
(o)

“While he was
talking to Tea leaf,
one of the pages
from the inner gate
came up and said
that one of the
young ladies from
Her Old Ladyship‘s
room was at the gate
asking for Master
Bao.”

“IEUE, AL
NSNS

EY N
IRATTSGAE T 4k
e

Chapter 20
v

“If you wish for further details, you
may learn them in the following
chapter.”

“ RIS, T MR

Chapter 40
o

“Just heard the noise
from outside.”

“ LA LI

Chapter 41
v

“Ensuing events will be dealt with in
the following Chapter.”

“ BRI ——"

Chapter 61
v

“If you wish for
further details, you
may learn them in
the following
chapter.”

“ENEmI, HYr
R E
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Chapter 42 “If you want to know what the next Chapter 62 “If you wish for
4 day held in store, you will have to 4 further details, you
read the following chapter.” may learn them in
“AERHE XA AT, B[R the following
iR chapter.”
“AHEETE, HYT
TS R
Chapter 43 “If you wish for further details, you Chapter 63 “If you don’t know
4 may learn them in the following 4 what it will happen,
chapter.” you may learn them
“ErERy, B EOE” in the following
chapter.”
“AFngdT,  HWr
TS
Chapter 44 “If you wish for further details, you Chapter 64 “The following
4 may learn them in the following 4 chapter will reveal.”
chapter.” R NIEIEAN
“ELgnER Y, HT R R
Chapter 45 “If you wish for further details—" Chapter 65 “If you don’t know
v CER ) ——" 4 what will happen,
you may learn them
in the following
chapter.”
“CORETHE, LU
N 1E i
Chapter 46 “If you wish for further details—" Chapter 66 “The following
v “ B ) ——" v chapter will reveal.”
“J al g WL
Chapter 47 “If you wish for further details—” Chapter 67 “And she proceeded
v A I ——" X to tell Patience what
she had planned.
But in order to know
what that was, you
must wait for the
following chapter.”
“ORFRRGH G e I3
L, N R
Chapter 48 “The following chapter will reveal.” Chapter 68 “If you wish for
v “ Hu R |47 4 further details, you
may learn them in
the following
chapter.”
“AFRE, HWr
INEE
Chapter 49 “If you wish for further details, you Chapter 69 “It is just as—"
4 may learn them in the following 4 “ER—"
chapter.”
“EnI A, HWE R iR
Chapter 50 “If you wish for further details—" Shapter 70 “If you don’t know
v

“ T ——"

about the details,
you may learn them
in the following
chapter.”

AR TE, A
.
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Chapter 51 “If you wish for fur“ther details—” Chapter 71 “Chess, when she
v A I —— o heard her say that,
was obliged to let
her go.”
“CEIREIT T, RS
M ik % T
Chapter 52 “If you wish for further details, you Chapter 72 “If you wish for
4 may learn them in the following 4 further details, you
chapter.” may learn them in
CE I, HUTR R the following
chapter.”
CEETE, R
58 W,
Chapter 53 “But you will have to wait for the Chapter 73 “Before she had
X next volume, gentle reader, in order to | X finished, another
find out whether they received it.” visitor was heard
“U DL RE— B, LA arriving in the
courtyard. Who this
was will be revealed
in the following
chapter.”
“IEANFHIE TR
A, B R ESy
ﬁﬂ ”»
Chapter 54 “We are not going to mention more in | Chapter 74 “If you don’t know
(o) detail, and now the Festival of Laterns | v/ what will happen—”
is gone right now.” CREN G B —
“EAR, HutE Pl od —
Chapter 55 “If you wish for further details—" Chapter 75 “If you wish for
v A P —— 4 further details, you
may learn them in
the following
chapter.”
“EFnuTE, HREl
58 L,
Chapter 56 “Just then a message arrived for Bao- | Chapter 76 “Our story continues
X yu from Lady Wang saying that she 4 in the following
wanted to see him. chapter.”
But as to what it was she wanted to “TETT 4”7
see him about: that will be revealed in
the chapter which follows.”
“ gi%ﬂ:\‘ T y N JLAI?%}\L)\%HLI
Tk, AHARER”
Chapter 57 “If you wish for further details, you Chapter 77 “What followed
4 4 thereafter will be

may learn them in the following
chapter.”

“EERIGH, LT 5

related in the
following chapter.”

R LINEPy,
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Chapter 58 “Then someone came in to say that Chapter 78 “Bao-yu looked
(o) Grandmother Jia had got back.” X back too. But
“—mnz i, fEE AR ‘EKR whether or not it
K. KAKRESRT 7 was a ghost he saw
will be revealed in
the following
chapter.”
“IRISE EHATE
i, BT
fir”
Chapter 59 “Aroma was curious to know what it | Chapter 79 “Jin-gui’s reaction
X was. But as to whether Patience told 4 to that remark will
her or not, that will be revealed in the be related in the
chapter which follows.” chapter which
“AFEN AR RS, BHUTR follows.”
=] 73 fie “GEE, HI
A~
Chapter 60 “If you wish for further details, you Chapter 80 “As to what
4 may learn them in the following 4 followed her
chapter.” departure: to know
“CELRNE,  HLT R R that, dear reader,
you will have to
look into another
volume.”
CEAEIRR),  H
Wy Bl 7> i
Note:

1) “v” indicates the “Fixed Formula” that only shows in the end of each chapter and with weak semantic
meanings. For example, “if you wish for further details, you may learn them in the following chapter
(EFnum vy, HWrF B4 f#)”, or “it is just as—(1E&—)”.

2) “=»”indicates the ending form of “Fixed Formula + Poem”. As it suggests, it refers to the ending form
that consists of one fixed phrase and one poem. For instance, “Truly: Strange encounters take place in a
secret dream, for he is the most passionate lover of all time. (IE/&: —pa T, T A
%)‘n

3) “X” Indicates the ending form of “Plot + Fixed Formula”. As it suggests, it refers to the ending form
that is made of part of the plots and one of the fixed phrases, such as the ending form in Chapter 10:
“But you will have to read the next chapter if you want to know what effect the medicine had on her
when she had taken it (ANF1ZE IRAR T b2 A anf], ).

4) “O” refers to the ending form that writes part of the plots in the end of the related chapters, in order to
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distinguish this chapter from the next one. For example, the ending form in Chapter 4, “While he was
talking to Tealeaf, one of the pages from the inner gate came up and said that one of the young ladies
from Her Old Ladyship‘s room was at the gate asking for Master Bao (1IE Ui, H I 11 EF/Nik
Ui AR5 BB EARAT T35 7E 1T 48 35 WE”).” We can see from this ending that there is no fixed

phrase and it is embedded inside the plot in the context.



Chart 4

The Content of the Three Musketeers

Chapter Chapter’s Title Chapter Chapter’s Title
1 The Three Presents of D’ Artagnan the 21 The Countess de Winter
Elder
2 The Antechamber of M. De Treville 22 The Ballet of the Merlaison
3 The Audience 23 The Appointment
4 The Shoulder of Athos, the Baldric of 24 The Pavilion
Porthos and the Handkerchief of Aramis
5 The King’s Musketeers and the Cardinal's 25 Porthos
Guards
6 His Majesty King Louis XIII 26 The Theis of Aramis
7 The Interior of “The Musketeers” 27 The Wife of Athos
8 Concerning a Court Intrigue 28 The Return
9 D’ Artagnan Shows Himself 29 The Hunt after Equipments
10 A Mousetrap in the Seventeenth Century 30 “My Lady”
11 In which the Plot Thickens 31 English and French
12 George Villiers, Duke of Buckingham 32 An Attorney’s Dinner
13 Monsieur Bonacieux 33 Maid and Mistress
14 The Man of Meung 34 Concerning the Equipment of Aramis
and Porthos
15 Civilians and Soldiers 35 All Cats are alike Grey in the Dark
16 In which the Keeper of the Seals, Séguier, 36 The Dream of Vengeance
looked more than once after the bell, that
he might ring it as he had been used to do
17 The Bonacieux Household 37 The Lady’s Secret
18 The Lover and the Husband 38 How, without Disturbing himself, Athos
obtained his Equipment
19 The Plan of Canpaign 39 A Charming Vision
20 The Journey 40 A Terrible Vision
Chapter Chapter’s Title Chapter Chapter’s Title
41 The Siege if La Rochelle 61 The Carmelite Convent of Bethune
42 The Wine of Anjou 62 Two Kinds of Demons
43 The Red Dovecot Tavern 63 A Drop of Water
44 The Utility of Stove Funnels 64 The Main in the Red Cloak
45 A Conjugal Scene 65 The Judgment
46 The Bastion of St Gervais 66 The Execution
47 The Council of the Musketeers 67 A Message from The Cardinal
48 A Family Affair 68 The Epilogue
49 Fatality
50 A Chat between a Brother and Sister
51 The Officer
52 The First Day of Imprisonment
53 The Second Day of Imprisonment
54 The Third Day of Imprisonment
55 The Fourth Day of Imprisonment
56 The Fifth Day of Imprisonment
57 An Event in Classical Tragedy
58 The Escape
59 What Happened at Portsmouth on the
Twenty-third of August 1628
60 In France
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Chart 6

Comparisions between the Huimu in Two Versions of the Sanguozhi Yanyi

Sanguozhi pinghua = % Fi%

Sanguozhi tongsu yanyi = B H@ 44 X (Jiajing F¥E

(Chapters according to the illustrations) Version)
PRl S X BB Three Heroes Swear X RHBEFE 45 X (B—) Worship the Heaven
the Brotherhood in the and Earth, Three
Peach Garden Heroes Swear the
Brotherhood in the
Peach Garden
gk RHEE L (B ) Zhang Fei Whips the | zz 55k KHEEIE (B—) In Anxi Zhang Fei
Government Officer Whips the Government
Officer
=K EAf (ELD Fight against Lu Bu RIER =B () In Hulao guan Fight
Three Times against L0 Bu Three
Times
T REhE RS 5E (3% Wang Yun Offers EEE R U B Excellency over the
) Diao-chan to Dong Masses Wang Yun
Zhuo Persuades Diao-chan
Cao Cao Surveys Ji W W (BT Cao Cao Surveys Ji
R E S (B Ping Ping Three Times
KAREGE () Guan Yu Kills Yan ~KFELDHEE (BT Yun-chang Rides the
Liang Horse and Kills Yan
Liang
KT BT (% Yun-chang Goes KmETEHMT (FEN) Guan Yun-chang Goes
2D) Hundreds of Miles Hundres of Miles
Alone Alone
FNETEPH () Guan Yu Kills Cai SRIREEH (B7N) Yun-chang Beat Drums
Yang and Kills Cai Yang
IR () Brothers Get Together | x| ZfE 55 X (F78) Liu Xuan-de Get
in the Old Town Together (with other
brothers) in the Old
Town
JoEBEE (B The Lord Jumpsout | Z#EBk LR (5 Xuan-de Rides the
of Tan Stream Horse through Tan
Stream
=L (D Pays Three Visits to XN Z =[S () Liu Xuande Pays Three
Kong-ming Visits to The Thatched
Cottage
R HKF (EH) Zhao Yun holds the KR =#E &L In Chang-ban Slope
Prince Zhao Yun Saved the
Prince
KKIEFIBER (% Zhang Fei Retreats ok WAEEOK KR (/L) Zhang Yide Cuts the
i) Soldiers Depending Bridge Beside the
on the Bridge River
FrEEE R (rh) Blood Battle in The JA A REEE R (1) Zhou Gong-jin Fights
Red CIiff the Blood Battle in The
Red CIiff
WIS & (B In Luo Town Pang R B ES: (%1=) | In Luofeng Slope
) Tong was shot (Zhang ren) shoots
Pang Tong
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KpagJle (BT

Guan Gong Attends
the Meeting Alone

Kokiplite (E+HID

Guan Yun-chang
Attends The Meeting
Alone

LA (B
™

Kong-ming captures
and releases (Meng
Huo) Seven Times

wRELEEIK (EH/O

Zhuge Liang Captures
Meng Huo Seven
Times

FLEHT o8 Kong-ming Kills Ma | LI HF &8 (% -+ | Kong-ming Kills Ma
Su Su Through Flowing
tears
AR TS5 Autumn Winds FLEHRKR TS E (Bt Kong-ming Dies in

Wuzhang Yuan

—)

Wangzhang Yuan
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Chart 7

The Antithetical Chapter Titles in Honglou meng

Chapters’ Order

Chapters’ Antithecal Titles

Chapters’ Antithecal Titles

(Chinese) (English)
Chapter 1 B e L HE R Zhen Shi-yin makes the Stone’s
R KRR E acquaintance in a dream
And Jia Yu-cun finds that poverty is
notincompatible with romantic feelings
Chapter 2 B R AL MN A daughter of the Jias ends her days in
AT E AT Yangchow city
And Leng Zi-xing discourses on the Jias of
Rong-guo House
Chapter 3 BN WIniEE T = Lin Ru-hai recommends a private tutor to his
BESMINET A brother-in-law
And old Lady Jia extends a compassionate
welcome to the motherless child
Chapter 4 T £ L % T gy B The Bottle-gourd girl meets an unfortunate
0 T 7 young man
And the Bottle-gourd monk settles a
protracted lawsuit
Chapter 5 B 5 AR W Jia Bao-yu visits the Land of Illusion
el IR a2 And the fairy Disenchantment performs the
“Dream of Golden Days”
Chapter 6 HEERNRSTIE Jia Bao-yu conducts his first experiment in
It — 3k AW el the Art of Love
And Grannie Liu makes her first entry into
the Rong-guo mansion
Chapter 7 16 B AV B Btk BR R Zhou Rui‘s wife delivers palace flowers and
B R A b finds Jia Lian pursuing night sports by day
T Jia Bao-yu visits the Ning-guo mansion and
has an greeable colloquy with Qin-shi’s
brother
Chapter 8 R &SR8 Jia Bao-yu is allowed to see the strangely
BEE AT A E R corresponding golden locket
And Xue Bao-chai has a predestined
encounter with the Magic Jade
Chapter 9 L T2 5K 15 A son is admonished and Li Gui receives an
VLT 2 5 0 1 o alarming warning
A pupil is abused and Tealeaf throws the
classroom in an uproar
Chapter 10 4 B RN 52 I Widow Jin’s self-iinterest gets the better of
AR IR YR TS e her righteous indignation
And Doctor Zhang’s diagnosis reveals the
origin of a puzzling disease
Chapter 11 RERTINER = Ning-guo House celebrates the birthday of
LB BB it 4 an absent member
And Jia Rui conceives an illicit passion for
his attractive cousin
Chapter 12 FEE R TR AH R Wang Xi-feng sets a trap for her admirer
B RPEIE IR )q 0 And Jia Rui looks into the wrong side of the
mirror
Chapter 13 Z A I HE 3t e 2 Qin-shi posthumously acquires the status of
T BE R 38 % [ R a Noble Dame

And Xi-feng takes on the management of a
neighbouring establishment
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Chapter 14

MANHEFR T IR

Lin Ru-hai is conveyed to his last resting-

e RiRILE T place in Soochow
And Jia Bao-yu is presented to the Prince of
Bei-jing at a roadside halt
Chapter 15 F RGH 55 AR A At Water-moon Priory Xi-feng finds how
2 D45 2 S much profit may procured by the abuse of
power
And Qin Zhong discovers the pleasures that
are to be had under the cover of darkness
Chapter 16 W EAEREE Jia Yuan-chun is selected for glorious
2 U K 4 B R promotion to the Imperial Bedchamber
And Qin Zhong is summoned for premature
departure on the journey into Night
Chapter 17 AR Bl A 6 The inspection of the new garden becomes a
2 ERF RS T test of talent
And Rong-guo House makes itself ready for
an important visitor
Chapter 18 B EECILE R A brief family reunion is permitted by the
R TR EE A magnanimity of a gracious Emperor
And an Imperial Concubine takes pleasure in
the literary progress of a younger brother
Chapter 19 BV R I s A very earnest young woman offers counsel
BTG AT AR by night
And a very endearing one is found to be a
source of fragrance by day
Chapter 20 FERRIE = gl Wang Xi-feng castigates a jealous attitude
MEE BB RS with some forthright speaking
And Lin Dai-yu makes a not unattractive
speech impediment the subject of a jest
Chapter 21 W NIFEE R L Righteous Aroma discovers how to rebuke
14 ) LARAE RS B her master by saying nothing
And artful Patience is able to rescue hers by
being somewnhat less than truthful
Chapter 22 Hff iy S 52 B AE RN Bao-yu finds Zen enlightenment in an
ST Sk B operatic aria
And Jia Zheng sees portents of doom in
lantern riddles
Chapter 23 V5 0 b ] 8 %R 1 E: Words from the “Western Chamber” supply
L e a joke that offends
And songs from the “Soul’s Return” move a
tender heart to anguish
Chapter 24 itk 4 W 42 o 1) S Ak The Drunken Diamond shows nobility of
R4 ) L8 e A A character in handling his money
And the Quiet-voiced Girl provides material
for fantasy by losing her handkerchief
Chapter 25 Jés JEE & T TR Two cousins are subjected by witchcraft to
bR d e the assaults of demons
And the Magic Jade meets an old
acquaintance while rather the worse for wear
Chapter 26 e R =R R A conversation on Wasp Waist Bridge is a
T R cover for communication of a different kind
T And a soliloquy overhead in the Naiad’s
House reveals unsuspected depths of feeling
Chapter 27 A=Y Lk & AL Beauty Perspiring sports with butterflies by
T K HE NI AR 4T the Raindrop Pavilion
And Beauty Suspiring weeps for fallen
blossoms by the Flowers’ Grave
Chapter 28 V4 BRI e A A crimson cummerbund becomes a pledge of

o U TR AL g

friendship
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And a chaplet of medicine-beads becomes a
source of embarrassment

Chapter 29 AR NAB IR B AR In which the greatly blessed pray for yet
ZFE i Ay s greater blessings
And the highly strung rise to new heights of
passion
Chapter 30 EBE AL G Bao-chai speaks of a fan and castigates her
B 0 465 4 2 41 deriders
Charmante scratches a “qiang” and mystifies
a beholder
Chapter 31 W T1ET 4% A torn fan is the price of silver laughter
Sl NS And a lost kylin is the clue to a happy
marriage
Chapter 32 VRO RIS & Bao-yu demonstrates confusion of mind by
SHLERE R LH making his declaration to the wrong person
And Golden shows an unconquerable spirit
by ending her humiliation in death
Chapter 33 F BB/ N E S An envious younger brother puts in a
IS Fhorh A AR ik malicious word or two
And a scapegrace elder brother receives a
terrible chastisement
Chapter 34 T v 1 RIS R ok ik A wordless message meets with silent
i B A ) fE Sy BT 5T understanding
And a groundless imputation leads to
undeserved rebukes
Chapter 35 SRR Sulky Silver tastes some lotus-leaf soup
e LW TG LE ML 4% And Golden Oriole knots a flower-patterned
fringe
Chapter 36 GBI IE T Bao-chai visits Green Delights and hears
e R B AL strange words from a sleeper
T Bao-yu visits Pear-tree Court and learns hard
facts from a performer
Chapter 37 kR 5 E 4t g e 4t A happy inspiration prompts Tan-chun to
R A found the Crab-flower Club
T And an ingenious arrangement enables Bao-
chai to settle the chrysanthemum poem titles
Chapter 38 PR R 53 1 i River Queen triumphs in her treatment of
T 74 2 YR R chrysanthemum themes
And Lady Allspice is satirical on the subject
of crabs
Chapter 39 R 2 AE T ] An inventive old county woman tells a story
FE B S T of somewhat questionable veracity
And an impressionable young listener insists
on getting to the bottom of the matter
Chapter 40 WK TN =W Lady Jia holds two feasts in one day in the
o =7 1 S Prospect Garden
And Faithful makes four calls on three
dominoes in the Painted Chamber
Chapter 41 HE R MR R Jia Bao-yu tastes some superior tea at Green
X EWERMALLEE Bower Hermitage
And Grannie Liu samples the sleeping
accommodation at Green Delights
Chapter 42 BT 2 SRS Lady Allspice wins over a suspicious nature
R T TRE R 4y with some well-intentioned advice
And River Queen enhances her reputation as
a wit with some amusing sarcasms
Chapter 43 R B RBP4 P 5 An old woman’s whim is the occasion of a
AT B N birthday collection
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And a young man’s remorse finds solace in a
simple ceremony

Chapter 44 AR Az A R GH ik i Xi-feng’s jealousy is the object of an
B AR B unexpected provocation
And Patience’s toilet is a source of
unexpected delight
Chapter 45 L2 BH H 2 iE Sisterly understanding finds expression in
IR A7 18] 1] X 3] words of sisterly frankness
And autumnal pluviousness is celebrated in
verses of autumnal melancholy
Chapter 46 T i N B il T 5 An awkward person is given an awkward
BHLGHGH mission
And a faithful maid vows faithfulness unto
death
Chapter 47 RETHIEEEST In pursuit of love the Oaf King takes a
B E AR E A 2 fearful beating
T And from fear of reprisal the Reluctant
Playboy makes a hasty getaway
Chapter 48 e N IR B The Love Deluded One turns his thoughts to
B TS trade and travel
And the Poetry Enthusiast applies herself to
making verses
Chapter 49 I A E]F’%ﬂﬁ Red flowers bloom brighter in dazzling snow
I Hos 75 de: 1 FER Ik i And venison reeks strangely on rosebud lips
Chapter 50 E%FE%E%EH%%E Linked verses in Snowy Rushes Retreat
75 103 0k 41| 4T ik And lantern riddles in the Spring In Winter
Room
Chapter 51 B /NGRS S A clever cousin composes some ingenious
P R 5 L P R IR 24 riddles N _
And an unskillful physician prescribes a
barbarous remedy
Chapter 52 ER IR N Kind Patience conceals the theft of a Shrimp
EREERANLAER Whisker bracelet
And brave Skybright repairs the hole in a
Peacock Gold snowcap
Chapter 53 lm%y% ==y 5| Ning-guo House sacrifices to the ancestors
SEEFFICE AR E on New Year’s Eve
And Rong-guo House entertains the whole
family on Fifteenth Night
Chapter 54 YOREWEFEIHE Lady Jia ridicules the clichés of romantic
TR BEA fiction
And Wang Xi-feng emulates the filial antics
of Lao Lai-zi
Chapter 55 BETBESNS A foolish concubine seeks to humiliate her
B AW E K own daughter
And an ill-natured stewardess tries to outwit
her young mistress
Chapter 56 ARG DL 1 ik Resourceful Tan-chun abolishes abuses in
U o N the interests of economy
And sapient Bao-chai shows how small
concessions can be made without loss of
dignity
Chapter 57 HEIRER RIS Nightingale tests Jade Boy with a startling
AU T VR message
And Aunt Xue comforts Frowner with words
of loving kindness
Chapter 58 *%Bﬂ{?ﬁﬂ}j}ﬁﬁk In which the cock-bird who mourns his mate
P UL AT RS P T is found to be a hen
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And a true heart is able to sympathize with a
strange kind of love

Chapter 59 Fo T35 320 NEL S T e By Willow Walk the conservers of property
Y& ET BRI resort to violence and abuse
And at Green Delights the defenders of law
and order invoke a higher authority
Chapter 60 TR B As a substitute for rose-orris Jia Huan is
WA R given jasmine face-powder
And in return for rose essence Cook Liu is
given lycoperdon snow
Chapter 61 R =285 Bao-yu owns up to a crime he did not
IR AT I commit »
And Patience bends authority in order that
the innocent may be spared
Chapter 62 ﬁ;&iifﬁz; AR A 25 A tipsy Xiang-yun sleeps on a peony-petal
1 i AR pillow
And a grateful Caltrop unfastens her
pomegranate skirt
Chapter 63 b RAW £ A L Flower maidens combine for nocturnal
BE 4 T TR 2 2 birthday revels
And a grass widow copes with funeral
arrangements single-handed
Chapter 64 R L S R e s Five fair women make subjects for a chaste
IR TR SR maid's verse ,
And nine jade dragons make a love-gift for a
flirt
Chapter 65 W o mBIn Jia Lian‘s second marriage is celebrated in
e = B secret _ )
And the future marriage of San-jie becomes
a matter of speculation
Chapter 66 T /N T4 U 30 T Shame drives a warm-hearted young woman
AR to take her life
And shock leads a cold-hearted young
gentleman to renounce the world
Chapter 67 AL A4S 2 D B Frowner sees something that makes her
RS homesick ,
And Xi-feng hears something that rouses her
suspicions
Chapter 68 Sy /) NN Er-jie takes up residence in Prospect Garden
15 R EL K ) 7 [ ) And Xi-feng makes a disturbance in Ning-
guo House
Chapter 69 Fe/NTG HAESI RN A scheming woman kills with a borrowed
KRR 4 A knife
And one who has ceased to hope swallows
gold and dies
Chapter 70 MREE T B @A A Lin Dai-yu resuscitates the Poetry Club
o H (A 23] And Shi Xiang-yun tries her hand at a song
lyric
Chapter 71 R N O A 1k Fi Lady Xing deliberately humiliates her
Ty —w: ki Daughter-in-law
And Faithful inadvertently interrupts a pair
of love-birds
Chapter 72 T BRI R 25 1 Wang Xi-feng refuses to see a doctor
S HE (o425 34 5 RSB And Brightie’s wife seeks help with a
betrothal
Chapter 73 I RIS S H R A half-witted servant-girl picks up a highly

i AINEAN ] 2R 4

embarrassing object
And an easy-going young mistress refuses to
inquire into a theft
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Chapter 74 B 1D K6 W Lady Wang authorizes a raid on Prospect
SEERISUR 240 5 R Garden
And Jia Xi-chun breaks off relations with
Ning-guo House
Chapter 75 FFERIk ke Midnight revelers are startled by a sound of
B PO 75 evil omen
And Mid-Autumn moon-watchers listen to
quatrains of unequal merit
Chapter 76 o ZE R T ROEE Flute-playing at Convex Pavilion provokes
(U] 5 T B 15 T too much melancholy
And linked verses at Concave Pavilion
betray a morbid sensitivity
Chapter 77 1Y B8 KRR A wronged maid takes a loving last leave of
SEARAL BT K H her master
And three young actresses seek to escape
matrimony in the cloister
Chapter 78 22 RAE U G ] Jia Zheng commissions the Ballad of the
TN T RE IR 5 2k Winsome Colonel
And Bao-yu composes an Invocation to the
Hibiscus Spirit
Chapter 79 Ry Mg ] 45 ), Xue Pan finds to his sorrow that he is
GRBUIES Y L EIE ! married to a termagant
And Ying-chun‘s parents betroth her to a
Zhong-shan wolf
Chapter 80 EH/RZR LR Unfortunate Caltrop is battered by a
FiE-+Hikaa sy philandering husband
And One Plaster Wang prescribes for an
insufferable wife

Note: the place names on which I underline means the

AL

“scenicalized places”, for example, “
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Chart 8

The Antithetical Chapter Titles in Sanguozhi yanyi

Chapter’s Order

Chapters’ Antithetical

Titles (Chinese)

Chapters’ Antithetical Titles
(English)

Chapter 1 FEE A =45 Y Three Heroes Swear Brotherhood In The Peach Garden;
B T S R ST T One Victory Shatters The Rebels In Battlegrounds
Chapter 2 - 2 o 2 B B S Zhang Fei Whips The Government Officer;
{r] [ B8 i i B % He Jin Plots To Kill The Eunuchs
Chapter 3 PR B sy T In Wenming Garden, Dong Zhuo Denounces Ding Yuan;
I o R AS SR B A With Red—Hare, Li Su Bribes Lii Bu
Chapter 4 SRR R B e Aor The Deposition Of The Emperor: Prince Of Chenliu
PR e R T Becomes Emperor;
Schemes Against Dong Zhuo: Cao Cao Presents A Sword
Chapter 5 KB E N E A Cao Cao Appeals To The Powerful Lords;
5}39@/\49&15 A The Three Brothers Fight Against L Bu
Chapter 6 B4 W T AT N Burning The Capital, Dong Zhuo Commits An Atrocity;
I:qu}d\lj[x::":_‘fg/g Hiding The Imperial Hereditary Seal, Sun Jian Breaks
Faith
Chapter 7 R 7R LSRG /N ] Yuan Shao Fights Gongsun Zan At The River Pan;
PN ) Sun Jian Attacks Liu Biao Across The Great River
Chapter 8 FEAETGESR T Wang Yun Prepares The Chaining Scheme;
E UN PN VE=A Dong Zhuo Rages At Phoenix Pavilion
Chapter 9 R4 5% X B AT B A 4 Lu Bu Kills Dong Zhuo For Wang Yun;
B 22 T Li Jue Attacks The Capital On Jia Xu’s Advice
Chapter 10 B IR Gathering Arms, Ma Teng Moves To Rescue The
ARAL L BB Emperor;
Commanding An Army, Cao Cao Marches to Avenges
His Father
Chapter 11 I B R e v R FL Liu Bei Rescues Kong Rong At Beihai;
0 S {3 Ry o Lt Bu Defeats Cao Cao Near Puyang
Chapter 12 e et = 14 Tao Qian Thrice Offers Xuzhou To Liu Bei;
Lo O N A=E ) Cao Cao Retakes Yanzhou From Li Bu In Battles
Chapter 13 S S Ry N == Li Jue and Guo Si Duel In Changan;
ITES oVt e The Emperor Establishes Anyi The New Capital
Chapter 14 T iy 2 SE Cao Cao Moves The Court To Xuchang;
B 75 S 36 1 2B 4 BR Lii Bu Night—Raids Xuzhou
Chapter 15 KB ZEE 2L NG T Taishi Ci Fights With The Little Prince;
IMARE R ™ 1 e Sun Ce Cuts Short The White Tiger King
Chapter 16 B Z& S W mik g In The Camp Gate, Lu Bu Shoots The Halberd,;
e T 7 At River Yu, Cao Cao Suffers Defeat
Chapter 17 AR K- E Yuan Shu Marches Out An Army Of Seven Divisions;
[ ey O N A Cao Cao And Three Generals Join Forces
Chapter 18 TR SO S e Giving Counsels, Jia Xu Directs A Great Victory;
R S Braving Battlefield, Xiahou Dun Loses An Eye
Chapter 19 A s BB S Cao Cao Fights At Xiapi;
P B AR B Lt Bu Dies in White Gate
Chapter 20 o T g 2 T [ Cao Cao Organizes A Hunting Expedition In Xutian;
%[5 B PRl 27 Dong Cheng Receives A Secret Command In The Palace
Chapter 21 o G 1 In A Plum Garden, Cao Cao Discusses Heroes;
N ST 2 Using The Host’s Forces, Guan Yu Takes Xuzhou
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Chapter 22

REREL =%
RERILHE 0 A

Yuan Shao And Cao Cao Both Take The Field;
Guan Yu And Zhang Fei Captures Two Generals

Chapter 23 YR IE SRR AR 5 R Mi Heng Slips His Garment And Rails At Traitors;
&K R B Ji Ping Pledges To Kill The Prime Minister
Chapter 24 [E AT D = il Cao Cao Murdered The Consort Dong;
B PR Liu Bei Flees To Yuan Shao
Chapter 25 RN =H Besieged In Tushan Mountains, Guan Yu Makes Three
B A Conditions;
The Rescue At Baima, Cao Cao Is Released
Chapter 26 HAYW Yuan Shao Loses Another Leader;
KK IS Guan Yu Abandons Rank And Wealth
Chapter 27 EENTHERE The Man of Beautiful Beard Rides On A Solitary
P LR TN K Journey; ) _
Guan Yu Slays Six Generals Through Five Passes
Chapter 28 B Y R Rt Putting Cai Yang To Death, The Brothers' Doubts
Sk R X Disappear
Meeting At Gucheng, Lord and Liege Fortify Each Other
Chapter 29 INGS TR T35 The Little Chief Of The South Slays Yu Ji;
AR )| AR AT 4L The Green Eyed Boy Lays Hold On The South
Chapter 30 R B W 4 Shunning Advice, Yuan Shao Loses Leaders and
B e Granaries;
Using Strategy, Cao Cao Scores Victory At Guandu
Chapter 31 LA E P A Cao Cao Overcomes Yuan Shao In Cangting;
X f SRR X1 3 Liu Bei Seeks Shelter With Liu Biao In Jingzhou
Chapter 32 ZF LN T A R Jizhou Taken: Yuan Shang Strives;
VRSV RCER River Zhang Cut: Xun You Schemes
Chapter 33 R IREL g I A Gallant Warrior, Cao Pi Marries Lady Zhen;
BB LA An Expiring Star, Guo Jia Settles Liaodong
Chapter 34 S IN G L Behind The Screen, Lady Cai Overhears A Secret;
1) B 3o R Across The Tan Torrent, The Dilu Horse Carries Its
Master
Chapter 35 I A Liu Bei Meets A Recluse At Nanzhang;
HAE R Shan Fu Sees A Noble Lord At Xinye
Chapter 36 2 f e st Shan Fu’s Strategy: Fankou Is Captured;
SCHEDHIES Xu Shu’s Affection: Zhuge Liang Is Recommended
Chapter 37 a9 EHEEL L Sima Hui Recommends A Scholar To Liu Bei;
| % 4t = Liu Bei Pays Three Visits To The Sleeping Dragon Ridge
Chapter 38 E =tk R Zhuge Liang Plans For The Three Kingdoms;
Bk P AR AN Sun Quan Attacks Xiakou ToTake Revenges
Chapter 39 JELbE N = 3R 1 At Jingzhou The Son Of Liu Biao Thrice Begs Advice;
JE A 72 A At Bowang Slope The Directing Instructor Plans His First
Battle
Chapter 40 B N AR IR Lady Cai Discusses The Renunciation of Jingzhou;
P =) g o] Zhuge Liang Burns Xinye
Chapter 41 X % 3 R Liu Bei Leads His People Over The River;
BT RIS B Zhao Yun Rescues The Child Lord At Dangyang
Chapter 42 i 28 4K ] e AR Screaming Zhang Fei Stops The Enemy At Long Slope
XUF BT Bridge, ,
Defeated Liu Bei Goes To Hanjin
Chapter 43 WE = R Zhuge Liang Disputes With The Scholars Of The South
TR IR Land; . .
Lu Su Denounces The Majority Opinion
Chapter 44 FLEH FH 25 5 Fa Zhuge Liang Stirs Zhou Yu To Actions;
IV et Bt e 4 Sun Quan Decides To Attack Cao Cao
Chapter 45 =y LR In The Three Gorges, Cao Cao Loses Soldiers;
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B SETFFt In The Meeting Of Heroes, Jiang Gan Is Lured Into A
Ruse
Chapter 46 FH 25 UL A A Using Strategy, Zhuge Liang Borrows Arrows;
BR s  2 S2 9 Joining A Ruse, Huang Gai Accepts Punishment
Chapter 47 |F 3 22 R VE P Kan Ze Presents The Treacherous Letter;
PE G TG ¥ IR Pang Tong Suggests Chaining The Ship Together
Chapter 48 BT B TR Banquet On The Great River, Cao Cao Sings A Song;
B E ZE R Battle On Open Water, The Northern Soldiers Fight With
The Chained Ships
Chapter 49 B TR On The Seven Stars Altar, Zhuge Liang Sacrifices To The
AR Winds;
At Three Gorges, Zhou Yu Liberates The Fire
Chapter 50 (P = h - DN Zhuge Liang Foresees The Huarong Valley Episode;
KK U Guan Yu Lifts His Saber To Release Cao Cao
Chapter 51 AR R R Cao Ren Fights The South Land's Troops;
LB JE A Zhuge Liang Angers Zhou Yu
Chapter 52 e EN Zhuge Liang Negotiates With Lu Su;
[ ey A &= e Zhao Yun Captures Guiyang
Chapter 53 KK BEENF Guan Yu Releases Huang Zhong;
FIM T R Ak i Sun Quan Fights With Zhang Liao
Chapter 54 S E R4 E T R The Dowager Marchioness Sees Her Son—In—Law At A
X1 2 A e S 1 Temple;
The Imperial Uncle Takes A Worthy Consort.
Chapter 55 PR TSI IN Liu Bei Rouses The Spirit Of Lady Sun;
LB R JE AN Zhuge Liang A Second Time Angers Zhou Yu
Chapter 56 g iy i Cao Cao Feasts In The Bronze Bird Tower;
L =S JE N Zhuge Liang Provokes Zhou Yu A Third Time
Chapter 57 LE 2 RN 3 Sleeping—Dragon Mourns At Chaisang;
SEEELR S Blooming—Phoenix Intervenes At Leiyang
Chapter 58 N TR Ma Chao Launches An Expedition For Revenge;
] 6 | S FE A Cao Cao Flees The Field In Disguise
Chapter 59 VRS 2 Xu Chu Strips For A Fight With Ma Chao;
R bk o ] 8% Cao Cao Writes A Letter To Sow Dissension
Chapter 60 KK A g MEA 1A Zhang Song Turns The Tables On Yang Xiu;
B T 1 B Pang Tong Proposes The Occupation Of Shu
Chapter 61 R B ) - In The River, Zhao Yun Recovers Liu Shan;
IR 5B 1 With One Letter, Sun Quan Repulses Cao Cao
Chapter 62 PRy Taking Of River Virgo Pass, Yang Huai and Gao Pei Are
WA TR T)) Slain;
Siege Of Luocheng, Huang Zhong and Wei Yan Rival
Chapter 63 R IR RS Zhuge Liang Mourns For Pang Tong;
ok 3t S % T Zhang Fei Releases Yan Yan
Chapter 64 FLEA B KA Zhuge Liang Plans For The Capture Of Zhang Ren;
¥ Bl Sl T Yang Fu Borrows Soldiers To Destroy Ma Chao
Chapter 65 IRk R B e Ma Chao Battles At Jiameng Pass;
U4 AT 35 M 4 Liu Bei Takes The Protectorship Of Yizhou
Chapter 66 KR T2 Armed With Sword, Guan Yu Goes To A Feast Alone;
R e 5N EEA For The State, Empress Fu Offers Her Life
Chapter 67 S o S ch Cao Cao Conquers Hanzhong;
T A R AR Zhang Liao Achieved Great Reputations In Xiaoyao Ferry
Chapter 68 H T Ha % s Gan Ning’s Hundred Horsemen Raid The Northern
k3 ISk Camp;
Zuo Ci’s Flung—Down Cup Fools Cao Cao
Chapter 69 N JE 5 B sk s HlL Guan Lu Sees Things In The Book Of Changes;
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WU B AE T Five Loyal Subjects Die For Their State
Chapter 70 Tk TR BB Zhang Fei Takes Wakou Pass By Tactics;
Bt R RS Huang Zhong Captures Tiandang Mountain By Stratagem
Chapter 71 o ok L R AR T At The Capture Of Opposite Hill, Huang Zhong Scores A
PE DK = FE AR Success;
On The River Han, Zhao Yun Conquers A Host
Chapter 72 1% B e A s Zhuge Liang’s Wit Takes Hanzhong;
G s R s Cao Cao’s Army Retires To The Xie Valley
Chapter 73 ZAEJATN H F Liu Bei Becomes Prince Of Hanzhong;
Zo K TR JERHER Guan Yu Attacks Xiangyang
Chapter 74 FE 4 BHIE BE TR AE 5k Pang De Takes His Coffin On A Decisive Campaign;
KK oKL EF Guan Yu Drowns The Seven Armies
Chapter 75 T K HET7 B Guan Yu Has A Scraped—Bone Surgery;
BB (AT LG Meng In White Robe Crosses The River
Chapter 76 YN N e Xu Huang Fights At The River Mian;
Y K W 4 Guan Yu Retreats To Maicheng
Chapter 77 EF RN Guan Yu Manifests His Sacredness At Mount of The Jade
VR 4 Spring;
Cao Cao Is Possessed At Luoyang
Chapter 78 VA R A 2 B BE Treating A Headache, A Famous Physician Dies;
38 A AT TR 2K Giving The Last Words, The Crafty Hero Departs
Chapter 79 YO8 o A R Brother Oppressing Brother: Cao Zhi Composes Poems;
13 B B0 F AR 9 Nephew Harming Uncle: Liu Feng Receives Punishment
Chapter 80 N el Cao Pi Deposes The Emperor, Taking Away The
WEIEN 8 KRG Fortunes of Hans;
Liu Bei Assumes The Throne, Continuing The Heritage
Chapter 81 S uTk R E Eager For Vengeance, Zhang Fei Is Assassinated,;
Eeel S o SR VA e Athirst Of Retribution, The First Ruler Goes To War
Chapter 82 IR 5F .45 Sun Quan Submits To Wei, Receiving The Nine
XM REANE Dignities;
The First Ruler Attacks Wu, Rewarding Six Armies
Chapter 83 =R e = | Fighting At Xiaoting, The First Ruler Captures An
SE - A FR Enemy;
Defending The Three Gorges, A Student Takes Supreme
Command
Chapter 84 M be-EE B Lu Xun Burns All Consecutive Camps;
FLIHIGAR J\ Zhuge Liang Plans The Eight—Array Maze
Chapter 85 XN P FBFEILL The First Ruler Confides His Son To The Guardian’s
W R ST TR Care; .
Zhuge Liang Calmly Settles The Five Attacks
Chapter 86 MEIK IR 25 58 R Using Words, Qin Mi Overcomes Zhang Wen;
T A 15 K ) K I Setting Fire, Xu Sheng Defeats Cao Pi
Chapter 87 11F FE 7 7K AH K D )i Conquering The South Mang, The Prime Minister
PR 75 T2, Marches The Army;
Opposing Heaven Troops, The King Of The Mangs Is
Captured
Chapter 88 VA A T Crossing River Scorpio The Mang King Is Bound The
HVERE =18 T3k Second Time;
Recognizing A Pretended Surrender Meng Huo Is
Captured The Third Time
Chapter 89 R 2 E&EIFHE T The Lord of Wuxiang Uses The Fourth Ruse;
RS F G The King of Mang Is Captured The Fifth Time
Chapter 90 IRE NS Chasing Off Wild Beasts, The Prime Minister Defeats
P LIS TR The Mangs For The Sixth Time;
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Burning Rattan Armors, Zhuge Liang Captures Meng
Huo The Seventh Time

Chapter 91 XA A T T Sacrificing At River Scorpio, The Prime Minister
R g Marches Homeward;
Attacking Wei, The Lord Of Wuxiang Presents A
Memorial
Chapter 92 AT S5 o Zhao Yun Slays Five Generals;
B = Zhuge Liang Takes Three Cities
Chapter 93 LA VA BEFLIA Jiang Wei Goes Over To Zhuge Liang;
RLESIETEH Zhuge Liang’s Reviles Kill Wang Lang
Chapter 94 BEEREWIE R Zhuge Liang Defeats The Qiangs In A Snowstorm;
7 Dk Hig ik Sima Yi Quickly Captures Meng Da
Chapter 95 I {R3E e A Ma Su’s Disobedience Causes The Loss Of Jieting;
RSB E A A Zhuge Liang's Lute Repulses Sima Yi
Chapter 96 FLERIE VST O Shedding Tears, Zhuge Liang Puts Ma Su To Death;
L 5 B A T A Cutting Hair, Zhou Fang Beguiles Cao Xiu
Chapter 97 W ERER LR Sending A Second Memorial, Zhuge Liang Renews The
T o S S A VEBR Attack On Wei;
Forging A Letter, Jiang Wei Defeats The Northern Army
Chapter 98 BN ZE F X2 ik Pursuing The Shu Army, Wang Shuang Meets His Death;
ZE A i B Raiding Chencang, Zhuge Liang Scores A Victory
Chapter 99 B = KA Zhuge Liang Defeats The Wei Army;
) Tk O\ 5% Sima Yi Invades The Western Land Of Rivers
Chapter 100 WEESSIE 2l Raiding A Camp, The Shu Soldiers Defeat Cao Zhen;
R 2l A A Contesting Array Battles, Zhuge Liang Shames Sima Yi
Chapter 101 Bl B3 B i Going Out From Longshang, Zhuge Liang Dresses As A
SRR AR it God;
Dashing Toward Saber Pass, Zhang He Falls Into A Snare
Chapter 102 " K 5 A Ry Sima Yi Occupies The Banks Of River Taurus;
BRI RAERD Zhuge Liang Constructs Mechanical Bullocks And
Horses
Chapter 103 e NS AT In Gourd Valley, Sima Yi Is Trapped;
Fob i SR In Wuzhang Hills, Zhuge Liang Invokes The Stars
Chapter 104 B KRN R ARV R A Falling Star: The Prime Minister Ascends To Heaven;
T AAS B B S HH A Wooden Statue: The Commander—in—Chief Is Terrified
Chapter 105 R gt The Lord of Wuxiang Leaves A Plan In The Silken Bag;
B I BUK 54 The Ruler of Wei Removes The Bronze Statue With The
Dew Bowl
Chapter 106 ANTINIH e g BE 2L Suffering Defeat, Gongsun Yuan Meets His Death In
) I B A S T 3 Xiangping;
Pretending Illness, Sima Yi Deceives Cao Shuang
Chapter 107 BIEHAF LK The Ruler of Wei Hands Over The Power To Sima Yi;
By s g2 NI Jiang Wei Is Defeated At Ox Head Hills
Chapter 108 TEEP N In The Snow, Ding Feng Wins A Victory;
FINIE FE ) it 25 1 At A Banquet, Sun Jun Executes A Secret Plan
Chapter 109 IR =) By AT i A Ruse Of A Han General: Sima Zhao Is Surrounded;
T s 5 L Retribution For The House Of Wei: Cao Fang Is
Dethroned
Chapter 110 P& A EY Riding Alone, Wen Yang Repulses A Brave Force;
FEYETS KR A Following The River, Jiang Wei Defeats The Enemy
Chapter 111 R+ 5 B M AR 2 Deng Ai Outwits Jiang Wei;
W E R Y b E S Zhuge Dan sends armed forces to suppress Sima Zhao
Chapter 112 WHEHT LT Rescuing Shouchun, Yu Quan Dies Nobly;
H 341 240 B Attacking Changcheng, Jiang Wei Mobilizes
Chapter 113 T ZE TPk Ding Feng Makes A Plan To Slay Sun Chen;
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S PR R 3 Jiang Wei Arrays A Battle To Defeat Deng Ai
Chapter 114 B2 UK AV R Driving To The South Gate, Cao Mao Plunges Into
L TR BRI Death; _ _ _
Abandoning Stores, Jiang Wei Defeats The Wei Army
Chapter 115 BT E51% Listening To Slander, The Latter Ruler Recalls His Army;
FE o FH 2 2 A Living In Farms, Jiang Wei Avoids Disaster
Chapter 116 fh 24y Pyl On Hanzhong Roads, Zhong Hui Divides The Army;
TR 5 Sz In Dingjun Mountain, The Martial Lord Shows His
Apparition
Chapter 117 XS & Ay 7 B Deng Ai Gets Through The Yinping Mountains;
VIS s R AT a4 Zhuge Zhan Falls In The Battlefield Of Mianzhu
Chapter 118 BRH e — T At Weeping At The Ancestral Temple, A Filial Prince Dies;
PNl e 25 Marching To The Western Land Of Rivers, Two Leaders
Competes
Chapter 119 TR PTG 11 R R i The False Surrender: A Wit Scheme Becomes A Vain
PR S AT 5 Plan; ~ .
The Abdication: Later Seeds Learns From The Ancient
Chapter 120 T TR kT it Recommending Du Yu, An Old General Offers New
R =73 H— 4t Plans;
Capturing Of Sun Hao, Three Kingdoms Becomes One

Note: the place names on which I strikethrough means all the places’ name showing in the
titles, for example “4kJE”; the places’ name on which I underline means the “scenicalized

places”, for example, “JtifE”.
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Chart 9

Chapter Titles in the Sanguozhi Tongsu Yanyi (Jiajing Edition)

Chapter’s Order Chapter Titles Chapter Titles
(Chinese) (English)
Chapter 1 SR BB 45 Swear Brotherhood In The Peach
o Garden
Chapter 2 XI| 2 A 58 ST 1) Liu Xuande Shatters The Rebels
Chapter 3 22k TR R Anxi Xian Zhang Fei Whips The
- Government Officer
Chapterd Epiat S e e He Jin Plots to Kill The Eunchs
Chapter 5 HENOLEEF Dong Zhuo Denounces Ding Yuan
Chapter 6 B AR T #H L0 Bu Murders Ding Jianyang
Chapter 7 TR IR Dong Zhuo Disposed The
Emperor
Chapter 8 T il K e Cao Cao Murders Dong Zhuo
Chapter 9 R R e = Cao Cao Dispatches Troops to
Kill Dong Zhuo
Chapter 10 N A= it Three Brothers Fight Against Li
Bu
Chapter 11 KRR Dong Zhuo Burns The Capital
Chapter 12 RHINRT RS Yuan Shao and Sun Jian Fight For
The Imperial Herediyary Seal
Chapter 13 e Ry =y N1 Zhao Zilong Fights At The River
Pan
Chapter 14 PN B x| e Sun Jian Attacts Liu Biao Across
The Great River
Chapter 15 =) 4E T A0 UL SR Wang Yun Persuades Diaochan
Chapter 16 JRASCEL A 3R 5 L{ Bu Teases Diaochan At
I Phoenix Pavillion
Chapter 17 F R iR ER Wang Yun Gives Advices To Kill
Dong Zhuo
Chapter 18 (SR Bz Li Jue And Guo Si Invade
Chang’an
Chapter 19 2 SRR AR Li Jue And Guo Si Killes Fan
Chou
Chapter 20 RN R AN Commanding An Army, Cao Cao
Marches to Avenges His Father
Chapter 21 X % 1 e i Liu Xuande Raises A Seige At
Beihai
Chapter 22 B R A RE R B L0 Bu Fights At Puyang
Chapter 23 ) e AH = 145 Tao Qian Thrice Offers Xuzhou
To Liu Bei
Chapter 24 R gl B A Cao Cao Defeats LU Bu At
o Dingtao
Chapter 25 TR IE Bl Li Jue And Guo Si Duel In
Chang’an
Chapter 26 VB Sy O = Yang Feng And Dong Cheng
Rescue The Emperor
Chapter 27 1T 25 B i SR i Cao Cao Moves The Court To
Xuchang
Chapter 28 B A B 24l L0 Bu Night-Raids Xuzhou
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Chapter 29 Y NP & Sun Ce Fights Against The Little
Prince
Chapter 30 Y N A=A Sun Ce Cuts Short The White
Tiger King
Chapter 31 B 78 et I i Bk In The Camp Gate, Lu Bu Shoots
- The Halberd
Chapter 32 g VAR B Cao Cao Fights Against Zhang
Xiu
Chapter 33 ARG N4 Yuan Shu Marches Out An Army
Of Seven Divisions
Chapter 34 g N Cao Cao United Forces To Fight
Yuan Shao
Chapter 35 R B B Rk Giving Counsels, Jia Xu Directs A
Great Victory
Chapter 36 BT O IR Braving Battlefield,
Xiahou Dun Loses An Eye
Chapter 37 B4 A7 W TR LU Bu Flees After Defeat In Xiapi
Chapter 38 R T B A Cao Cao Slays Lu Bu in Baimen
Chapter 39 il 3/ L O Cao Cao Organizes A
- Hunting Expedition In Xutian
Chapter 40 K B S R Dong Cheng Receives A Secret
Command In The Palace
Chapter 41 oRior =R RNG iid In A Plum Garden, Cao
Cao Discusses Heroes
Chapter 42 KB EY Using The Host's Forces, Guan Yu
Takes Xuzhou
Chapter 43 AN AR R Cao Cao Divides Forces To Fight
Against Yuan Shao
Chapter 44 Sk g A T Guan Yu And Zhang Fei
Captures Two Generals
Chapter 45 YR RS 2 Mi Heng Slips His Garment And
Rails At Traitors
Chapter 46 T sl Cao Mengde Investigates Jiping
Three Times
Chapter 47 T T T Cao Cao Murders The Consort
Dong
Chapter 48 2l G Oy S g Xuande Flees to Jizhou
Chapter 49 L S E s Zhang Liao
Chapter 50 KK IR R Yunchang Urges on A Horse To
Kill Yan Liang
Chapter 51 KR H Yunchang Kills Wenchou At
Yanjin
Chapter 52 T KB G Guan Yunchang Abandons Rank
And Wealth
Chapter 53 FrmET BEMAT Guan Yunchang Rides On A
Solitary Journey
Chapter 54 KK Guan Yunchang Slays Generals
Through Five Passes
Chapter 55 K IE ST E P Yunchang Beats The Drum To
Kill Cai Yang
Chapter 56 XN 2 fili A e 8% Liu Xuande Fortify Brothers At
e Gucheng
Chapter 57 PN 2B T A1 Sun Ce Slays Yu Ji
Chapter 58 IV ATEIT % Sun Quan Lays Hold On The
South
Chapter 59 g e IRE LR 25 07 Cao Cao Fights Against Yuan
o Shao At Guandu
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Chapter 60 g 1 S e Cao Cao Burns Army Provisions
o At Wuchao
Chapter 61 g O sk 2 o Cao Cao Overcomes Yuan Shao
In Cangting
Chapter 62 XN 2 A Uy 7 Ll Liu Xuande Flees After Defeat At
Jingzhou
Chapter 63 T R M Yuan Tan And Yuan Shang Fights
To Get Jizhou
Chapter 64 R K B Cao Cao Cuts River Zhang And
Floods Jizhou
Chapter 65 B g | IoHydest Cao Cao Draw The Arnmy To
Take Huguan
Chapter 66 i AR e e Guo Jia Bequeathes To Take Over
Liaodong
Chapter 67 K| % 18 FERH D 2 Liu Xuande Attends The Meeting
o At Xiangyang
Chapter 68 A R T kAR Xuande Spurs The Horse Across
The tan Torrent
Chapter 69 XU 2 {8 =) 5 Liu Xuande Meets Sima Hui
Chapter 70 X 1 Xuande Meets Xu Shu At Xinye
Chapter 71 15 RE B T EU A I Xu Shu Uses Strategies To Take
Over Fancheng
Chapter 72 R EFIE R Xu Shu’s Affection: Zhuge Liang
Is Recommended
Chapter 73 XU 2 A = i e Liu Xuande Pays Three Visits To
The Sleeping Dragon Ridge
Chapter 74 218 X2 15 LA Xuande Visits Kongming In A
Snowy Night
Chapter 75 EEEmREE Plans For The Three Kondoms,
Zhuge Liang Goes Out From
Cottage
Chapter 76 DIV e w5 4 Sun Quan Kills Huangzu Across
The Great River
Chapter 77 FLBA IR T R 335 Kongming Uses Strageties To
Rescue Liu Qi
Chapter 78 (r =ik le iy Zhuge Liang Burns Villiage At
o Bowang
Chapter 79 FR I B 1 X1 B Can Persuades Liu Cong To Give
Up Jingzhou
Chapter 80 =) g e Fiaiia Zhuge Liang Burns Xinye
Chapter 81 XU 2 A A 7 s Liu Xuande Flees After Defeat At
e Jiangling
Chapter 82 K o R Zhao Yun Rescues The Child
T Lord At Changban Po
Chapter 83 oK 25 A K B i Zhang Yide Breaks The Bridge
By Taking Advantages of River
Chapter 84 XU 2 T B Liu Xuande Flees After Defeat At
T Xiakou
Chapter 85 1 e R E Zhuge Liang Disputes With The
Scholars Of The South Land
Chapter 86 15 = B I Zhuge Liang Stirs Sun Quan
Chapter 87 1 = 3 JE Zhuge Liang Persuades Zhou Yu
Chapter 88 JE 58 Tk Zhou Yu Decides To Attack Cao
Cao
Chapter 89 JE Fiy = e Zhou Yu Defeats Cao Cao In The
s Three Gorges
Chapter 90 ST RS T In The Meeting Of Heroes, Jiang

Gan Is Lured Into A Ruse
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Chapter 91 A R RN B Zhuge Liang Uses Strategies To
Overcome Zhou Yu
Chapter 92 R Huang Gai Gives Advices To
Defeat Cao Cao
Chapter 93 F 2 22 R VE P Kan Ze Presents The Treacherous
Letter
Chapter 94 B gt gtk iE IR 1T Pang Tong Suggests Chaining The
Ship Together
Chapter 95 T e AR Cao Cao Draws The Sword Snd
Sings A Poem
Chapter 96 P — VT K % Cao Cao Moves Troops At
o Sangjiang
Chapter 97 IR B X On The Seven Stars Altar, Zhuge
- Sacrifices To The Winds
Chapter 98 JE s = M e Zhou Gongjin Fights Hard At The
- Red Cliff
Chapter 99 I TR B S Cao Cao Flees After Defeat At
o Huarong Road
Chapter 100 S B Guan Yunchang Lifts His Saber
To Release Cao Cao
Chapter 101 JE B pERR R A Zhou Yu Fights Against Cao Ren
o At Nanjun
Chapter 102 HEE—S A Zhuge Liang Angers Zhou Yu For
The First Time
Chapter 103 e =t rANIEL Zhuge Liang Plans To Take Over
Four Regions
Chapter 104 XTI 2 H A e Zhao Zilong Captures Guiyang
Chapter 105 T BB ek Huang Zhong And Wei Yan Offer
Changsha
Chapter 106 PR Sun Zhongmou Fights At Hefei
Chapter 107 JE Hin 5 T B Rk Zhou Yu Uses Strategies To Take
Over Jingzhou
Chapter 108 X Z BN A Liu Xuande Marries To Lady Sun
Chapter 109 L S o With Help Of The Wise Counsel,
Zhao Yun Rescues His Master
Chapter 110 WS A Zhuge Liang Angers Zhou Yu For
The Second Time
Chapter 111 A S Cao Cao Feasts In The Bronze
o Bird Tower
Chapter 112 =S Zhuge Liang Angers Zhou Yu For
The Third Time
Chapter 113 S N I b Zhuge Liang Cries For Zhou Yu
Chapter 114 SRERETK R Rk Zhang Fei Recommends
S Blooming-Phoenix At Leiyang
Chapter 115 IR N Fe HY ok Ma Chao Launches An Expedition
To Take Tongguan
Chapter 116 I T AR N Ma Menggi Fights At Wei Bridge
Chapter 117 AR -y A I st Xu Chu Fights Against Ma
Mengqi
Chapter 118 oSS TE Ma Menggi Fights Against Five
Generals
Chapter 119 3K K AF e MEA & Zhang Song Turns The Tables On
Yang Xiu
Chapter 120 I 433 Wk 55 B h - Pang Tong Proposes The
Occupation Of Shu
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Chapter 121 oy P aNEa g o oy In The River, Zhao Yun Recovers
His Little Master
Chapter 122 g VA Sy N = Cao Cao Sends A Punitive
Expedition Against The South
Chapter 123 DA A Xuan De Kills Yang Huai And
Gao Pei
Chapter 124 BB IE K4 Th Huang Zhong And Wei Yan Rival
With Each Other
Chapter 125 F R W St Pang Tong Is Shot At Luofeng Po
Chapter 126 oK 2578 SR B Zhang Yide Releases Yan Yan
Chapter 127 FLHH B THHETRAT Kongming Plans For The Capture
Of Zhang Ren
Chapter 128 B gt 58 Yang Fu Borrows Soldiers To
Destroy Ma Chao
Chapter 129 BEAK R Zhang Fei Fights Against Ma
- Chao At Jiameng
Chapter 130 Xl 2 S 5 25 Liu Xuande Takes The
Protectorship Of Yiazhou
Chapter 131 FermK e Armed With Sword, Guan Yu
Goes To A Feast Alone
Chapter 132 b R E S Cao Cao Kills Empress Fu
Chapter 133 Y ch ke £ Cao Cao Defeats Zhang Lu At
o Hanzhong
Chapter 134 KT R ik A Zhang Liao Fights At Xiaoxiao
Ferry
Chapter 135 HrawEshds Gan Ning's Hundred Horsemen
Raid The Northern Camp
Chapter 136 B = AR Zuo Ci’s Flung—Down Cup Fools
Cao Cao At Wei Palace
Chapter 137 R N Cao Cao Souns Out Guan Lu
Chapter 138 kel 35 Sg i) i Geng Ji And Wei Chao Sends A
Punitive Expedition Against Cao
Cao
Chapter 139 Fgk R R IR AR Zhang Fei Defeats Zhang He At
o Wakou
Chapter 140 o R T Huang Zhong And Yan Yan
Achieves Goals
Chapter 141 AT B N Huang Zhong Kills Xiahou Yuan
Chapter 142 o Ay Ny Zhao Zilong Fights At Han River
Chapter 143 XI| 2 425 5 By al e Liu Xuande Takes Hanzhong
Chapter 144 Pl =y Y (S Cao Mengde Kills Yang Xiu
Chapter 145 ST G e Liu Bei Becomes Prince Of
Hanzhong
Chapter 146 IKaKBEELERE Guan Yunchang’s Formidable
Renown Gives His Authority Over
The Whole Country
Chapter 147 TEAEIEEE H e 2N Pang De Takes His Coffin On A
Decisive
Chapter 148 Ikt E Guan Yu Drowns The Seven
Armies
Chapter 149 KoK ElEIT & Guan Yu Has A Scraped—Bone
Surgery
Chapter 150 B - B 2 B 3Lk LU Ziming Takes Jingzhou
Chapter 151 KRR 1E R Guan Yunchang Fights Against

Xu Huang
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Chapter 152 FrmKw iz Guan Yunchang Retreats To
o Maicheng
Chapter 153 ERb e ANEX Guan Yu Manifests His
o Sacredness At Mount of The Jade
Spring
Chapter 154 RN E /N The King of Hanzhong Cries For
Guan Yu
Chapter 155 O S [ A Y Cao Cao Kills A Famous
Physician
Chapter 156 KT AT The Prince of Wei, Cao Pi, Takes
The Power
Chapter 157 P Cao Zijian Makes A Poem Within
Seven Steps
Chapter 158 WA 2R3 The King Of Hanzhong Kills Liu
Feng
Chapter 159 Rk AR Cao Pi Deposes The Emperor,
Taking Away The Fortunes of
Hans
Chapter 160 W F R ERFR The King Of Hanzhong Assumes
o The Throne In Chengdu
Chapter 161 JE Rk IE gk Tk Fan Qiang And Zhang Da Murder
Zhang Fei
Chapter 162 X5 F N ik 2 Liu Bei Sends An Army To
Attack Wu
Chapter 163 RE R The State Official Zhao Zi
Persuades Cao Pi
Chapter 164 e MBI Rk Guan Xing Kills Generals To
Rescue Zhang Bao
Chapter 165 XI5 = e KR Liu Bei Fights At Xiaoting
Chapter 166 5 300 58 T A Lu Xun Descides To Capture Shu
Army
Chapter 167 B EEEEE Liu Bei Retreats To Baidi Town
Chapter 168 J\ Bt B AR B b The Eight—Array Maze Captures
Lu Xun
Chapter 169 BRI FFEIR The First Ruler Confides His Son
T To The Guardian’s Care
Chapter 170 R 1 BE T EH Cao Pi Attacks Xichuan From
Five Directions
Chapter 171 MERIBZ TIB R Using Words, Qin Mi Overcomes
Zhang Wen
Chapter 172 2SR R Floating On The Gragon Boat,
The Master of Wei Attacks Wu
Chapter 173 FLBAM EEAF 5k Kongming Sends The Army To
Capture Meng Huo
Chapter 174 N Zhuge Liang Captures Meng Huo
For The First Time
Chapter 175 Bt e Zhuge Liang Captures Meng Huo
For The Second Time
Chapter 176 RSPt RN Zhuge Liang Captures Meng Huo
For The Third Time
Chapter 177 e A IE i Zhuge Liang Captures Meng Huo
For The Fourth Time
Chapter 178 e = oIS TR Zhuge Liang Captures Meng Huo
For The Fifth Time
Chapter 179 HE =N TR Zhuge Liang Captures Meng Huo

For The Sixth Time
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Chapter 180 P = Zhuge Liang Captures Meng Huo
For The Seventh Time
Chapter 181 FLHHFK A 28384 Kongming Sacrifizes At River
Scorpio
Chapter 182 FLEHW) b IhsR Kongming Presents A Memorial
Chapter 183 T B Zhao Zilong Defeats Wei Army
Chapter 184 1% e A =FL Zhuge Liang Takes Three Cities
Chapter 185 FLBH DA AR 2248 Kongming Captures Jiang Wei
Chapter 186 FUHH B Ll 8 Kongming Captures Cao Zhen At
s Qi Mountain
Chapter 187 FLEH KR 2k L Kongming Defeats The Army
with Iron Vehicles
Chapter 188 IR L S e Sima Yi Captures Meng Da
Chapter 189 ) Bk B = Sima Yi Captures Jieting
Chapter 190 FLAA AR =] SEk Sima Yi Is Retreated By
Kongming
Chapter 191 FLEHIEVES 518 Shedding Tears, Kongming Kills
Ma Su
Chapter 192 it 1D AR AR Lu Xun Defeats Cao Xiu At
Shiting
Chapter 193 LB EdImE Kongming Sends A Second
Memorial
Chapter 194 B 5 A Zhuge Liang Comes Out From Qi
Mountain For The Second Time
Chapter 195 FLBH IR T4 £ XX Kongming Gives Advices To Kill
Wang Shuang
Chapter 196 R L= AR Zhuge Liang Comes Out From Qi
Mountain For The Third Time
Chapter 197 FLEH A W =) B84 Kongming Defeats Sima Yi
Chapter 198 ff ik N Fe gl ch Zhongda Sends Army To Attack
Hanzhong
Chapter 199 e =1 ET Zhuge Liang Comes Out From Qi
Mountain For The Fourth Time
Chapter 200 FLBH B A7 J\ B Kongming Puts Eight Battle Array
s In Qi Mountain
Chapter 201 P N Rl 1 Zhuge Liang Comes Out From Qi
Mountain For The Fifth Time
Chapter 202 ATT8E Z 53k AR Zhang He is Shot At Wooden
Gate Road
Chapter 203 B E =S B Zhuge Liang Comes Out From Qi
Mountain For The Sixth Time
Chapter 204 FLHEARERD Kongming Constructs Mechanical
Bullocks And Horses
Chapter 205 FLBH KR 3% Kongming Burns The Paling
Camp
Chapter 206 FLBARK R A= AL 2 Kongming Offers A Sacrifice To
The the Big Dipper
Chapter 207 FLBA K R s 5 Kongming Dies In Wuzhang Hills
Chapter 208 PO B APk A Died Zhuge Retreats A Live
Zhongda
Chapter 209 MEN S vimant ix §18 The Lord of Wuxiang Leaves A
Plan To Kill Wei Yan
Chapter 210 TR B The Ruler of Wei Removes The
Bronze Statue With The Dew
Bowl
Chapter 211 Gk SEYAS Y| Sima Yi Retreats Gongsun Yuan
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Chapter 212 ) H ek R Wk Sima Yi Murders Cao Shuang
Chapter 213 T353R F R Sima Yi Takes The State Power
Chapter 214 LY N ) e =S WY Jiang Wei Fights In Niutou
o Mountain
Chapter 215 R AG I R AT Wu And Wei Fight Against Each
Other At Xutang
Chapter 216 PG T ZE B & Sun Jun Murders Zhuge Ke
Chapter 217 ZYET N F] I Sima Zhao Is Stranded By Jiang
Wei
Chapter 218 Y KREFIE Sima Family Deposes Its Master
Chapter 219 W LR i I Riding Alone, Wen Yang
Repulses A Brave Force
Chapter 220 ey gy e Jiang Wei Defeats Wei Army At
Taoxi
Chapter 221 XS 3 Bl 22 4 Deng Ai Defeats Jiang Wei At
o Duangu
Chapter 222 ) I W A 1 B Sima Zhao Defeats Zhuge Dan
Chapter 223 BN TRSET Rescuing Loyalist, Yu Quan Dies
Nobly
Chapter 224 YRR XY Jiang Wei Defeats Deng Ai In
o Changcheng
Chapter 225 PN R 52 = PIMAK Sun Lin Desposes The Master of
Wu, Sun Xiu
Chapter 226 E =Y TR (15 Jiang Wei Fights Against Deng Ai
o In Qi Mountain
Chapter 227 ) LEA N E Sima Zhao Murders Cao Mao
Chapter 228 LIHAF E R Jiang Boyue Abandons The
Vehicle To Fight Against The
Enemy
Chapter 229 FAA LIPEPE R i Jiang Boyue Fights At Taoyang
Chapter 230 LA T Living In Farms, Jiang Wei
Avoids Disaster
Chapter 231 foh 2 RS HY L Zhong Hui And Deng Ai Attack
Hanzhong
Chapter 232 RS Jiang Wei Fights At Jianmen Pass
Chapter 233 PR 22 1| Deng Ai Attacks Xichuan By
- Cutting Through Mountains
Chapter 234 EEE KA Zhuge Zhan Fights Against Deng
Ai
Chapter 235 B S EAE The Master of Shu Carries A
Coffin To Surrender
Chapter 236 X op 2= K4 T Deng Ai And Zhong Hui Rival
With Each Other
Chapter 237 L+ E=N Jiang Wei Harms Three Worthy
Persons By One Plan
Chapter 238 AL EZZME Sima Obtains Again The
Abdication Platform
Chapter 239 EAIR AEA T Yang Hu Recommends Du Yu
While He Is Sick
Chapter 240 F &AL Wang Rui Ontains Stone Town

Note: the place names on which I strikethrough means all the places’ name showing in the
titles, for example “#kb=; the places’ name where I put wave underline means the

“scenicalized places”, for example, “[f ZE K.
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Chart 12b

“Beats” in Each Scene of Chapter 74 of The Honglou meng

Scene
Order

Scene Type

Beat

No.1 Scene

Dialogue

Beat 1#
(Dialogue)

Action: Zhu-er’s wife followed Patience at her
elbow and begging to be let off. T 4% )LIEIA'E
PRAEJE, AR,

Zhu-er’s wife: “For charity’s sake, don’t tell
her, miss! | promise you faithfully, that phoenix
will be redeemed.”

Reaction: Patience decided to help Zhu-er’s
wife )L o e A B A LR

Patience: “So you keep saying” “T’1l tell you
what: you get that thing back as quickly as
possible and hand it over to me, and I won’t say

anything about it to my mistress.”

Beat 2#
(Dialogue)

Action: Zhu-er’s wife was relieved and made
an appointment to send the peal-and gold
phoenix. 3= ) LSS Ok FF 2 58 128 K 1) it
H .

Zhu-er’s wife: “You carry on now with
whatever you are doing, miss. I’1l have it ready
for you by this evening. I’ll bring it to show
you as soon as I’ve redeemed it, and then I’1l
take it back to Miss Ying’s. How will that be?”
Reaction: Patience accepted Zhu-er’s wife’s
request.~F )L 32 ) LIEA IS K

Patience: “All right,” said Patience. “But if you
don’t turn up with it this evening, you will have

only yourself to blame for what happens.”

Beat 3#
(Dialogue)

Action: Xi-feng asked what Tan-chun wanted
Patience for. RUH A F )L 248 %5 J&= N I 5
s

“Well?” said Xi-feng, when Patience got back

to her apartment. “What did Miss Tan want you

for?”
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Reaction: Patience answered to Xi-feng.* JL

[ 25 R ]

Patience: “She was worried that you might have
been fretting over this gambling business,” said
Patience, smiling. “She asked me how you’d

been eating this last day or two.”

Beat 4#
(Dialogue)

Action: Xi-feng mentioned the trouble that
some people had just been accusing Cook Liu
of being mixed up in the gambling business
with her sister, and she was not going to fix this
trouble. RUAHHR M0 — 26 40 R it 4R~ ) 0T =)
—H, AL .

Xi-feng: “Oh, there’s more trouble, by the way.
Some of them have just been here accusing
Cook Liu of being mixed up in the gambling
business with her sister. ...No matter what
frightful things the others get up to, I shall just
say ‘Yes, yes’ when I hear about them. ‘Yes,
yes’ I shall say, and not give them a single
other thought!”

Reaction: Patience agreed with Xi-feng’s
decision.~f JL & 5] KUAH I P 7€

Patience: “If only you would be like that,” said
Patience smiling, “what a blessing it would be

122

for us all

No. 2

Scene

Dialogue

Beat 1#
(Dialogue)

Action: Jia Lian asked how his mother got to
know that he once borrowed stuffs from
Faithful, and wanted him to borrow two
hundred taels for her. S{HE ) 7] H 1A 45 % 15
SRR RESR ENIDE, I 100 AL P AR
T

Jia Lian: “More trouble! When | borrowed that
stuff form Faithful the other day to pawn, how
could Mother have got to hear about it? She had
me over there just now and asked me to borrow
two hundred taels from at the moment.... I’'m
certain Mother isn’t really short of money. This

is sheer, gratuitous trouble-making on her part.”
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Reaction: Xi-feng and Patience thought
carefully about this truble. R 4H 51 ) LAF-4H &
gl SR

Xi-feng: “There were no outsiders here on that
occasion. | wonder how the news could have
leaked out.”

Patience: tried hard to remember who had been
present. “I know. There was no one else here
that day while you were talking to Faithful, but
in the evening, when she sent the stuff round,
that mother of Simple’s who works for Her Old
Ladyship called in with some laundry and
afterwards sat quite a long while talking in the
kitchen.... I wouldn’t ne at all surprised if

that’s how it got about.”

Beat 2#
(Dialogue)

Action: Patience called some of the junior
maids in to question them.>F JL /N Y 3k k6]
)V B ER— 3.

Patience: “Which of you told Simple’s mother
the other day what was in that trunk?”
Reaction: A 7 kB AAKINE SERILF .
The maids: “We’re always most careful not to
say too much to anyone. When people ask us
anything, we always say that we don’t know.

We’d certainly never have told her that!”

Beat 3#
(Dialogue)

Action: Xi-feng asked maids to take some of
her gold things to get them two hundred taels
and gave the money to Miss Xing. RHE N\ &

Bede AR N
Reaction: Jia Lian asked Xi-feng to get more

money and was refused by Xi-feng. 5% 5k ek
25, WRAHEEL.

Jia Lian: “Might as well raise four hundred
taels while you are about it.” “We could do
with another two hundred ourselves.”

Xi-feng: “T don’t see that at all.” “We don’t
really need two hundred taels ourselves. And in

any case. If we raise so much now, where is the
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money coming from later for getting the things

out of pawn?”

Beat 4#
(Dialogue)

Action: Xi-feng analysed the whole thing X\ 4H
M BB 1) 4 2 —

Xi-feng: “It’s too bad! Poor Faithful will be in
trouble over this, and all because of us.”
Reaction: Patience comforted Xi-feng and
gave her some suggestions, Xi-feng commented
on Patience’s suggestion. F* )L % & K 4H I H
T, REHANE IR LR R

Patience: “It’s not a big trouble.... We just need
to pretend that we know nothing about it.”
Xi-feng: “It’s true. However, you and | know
about it. What about others who don’t know
about this trouble? How couldn’t they get

suspicious?”

No.3 Scene

Dialogue

Beat 1#
(Dialogue)

Action: Lady Wang came to Xi-feng’s room
with an angry expression on her face, and Xi-
feng asked lady Wang what she was coming
for, ER AR kB REEN, HHH
i) RN K H

Xi-feng: “It’s an unusual honor to have you
here, Aunt.”

Reaction: Lady Wang commanded Patience to
leave the room. £ A J5e~F JLHH 25 .

Lady Wang: “Patience, leave the room!”

Beat 2#
(Dialogue)

Action: Lady Wang drew an embroidered
pouch from her sleeve and threw it on the kang
and shouted at Xi-feng. 5 A\ M Ad N $8 H —
AR IR r) KU

Lady Wang, who appeared to be on the point of
weeping, drew an embroidered pouch from her
sleeve and threw it on the kang. “Look at that!”
Reaction: Xi-feng picked up the pouch and
asked where this pouch came from, Lady Wang
explained angrily. XUH #5248 9 7] £k A
LURGIES EST s
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Xi-feng hastily picked it up and found herself,
to her great surprise, looking at a lewd picture,
beautifully embroidered in silks.

“Where did you get it from?” she asked.

Beat 3#
(Dialogue)

Action: Lady Wang asked Xi-feng again how
she leaft this pouch there. F & A i i) KU 4H ti 4
A AR B AW el o

Lady Wang: “Where did | get it from? | sit all
day at the bottom of a well.... I think it’s for
you to tell me how it came to be dropped there.”
Reaction: Xi-feng asked Lady Wang why she
thought it definitely belongs to hers, and Lady
Wang explained her reason. AU 4H 1] % A4
Tl A R i & b2 )

Xi-feng: “How do you know it’s mine?”

Lady Wang: “How can you ask me that? Who
in this household apartment you and Lian could
a thing like this belong to...It would be better to
die than that such a thing should happen.”

Beat 4#
(Dialogue)

Action: Xi-feng explained to Lady Wang that
the pouch doesn’t belong to hers. K 4H ] £

UN S Si | Ry

Xi-feng: “What you say is no doubt very
reasonable, Aunt, and | have no wish to argue
with you, but I really don’t own anything like
this and | really must ask you to reconsider one
or two of the things you have said. First of
all...So I really must ask you to reconsider.”
Reaction: Lady Wang believed to what Xi-
feng said. K A AHAE XA BT iji o

Lady Wang: “You can get up.” “It was wrong
of me to accuse you...I was terribly upset when

I unwrapped it and saw what it was.”

Beat 5#
(Dialogue)

Action: Xi-feng suggested to Lady Wang that
they could use this chance to make an order in

the Great View Garden. A ZH 218 F & A A
DRV 2 A8 HL R [
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Xi-feng: “The first thing to do is to try not to be
so upset...We should pick four or five of our
trusted servants to do the investigating...and
send them into the Garden are replacements of
the women who have been dismissed...In that
way we can both avoid having trouble and at
the same time make a considerable reduction in
our expenses.”

Reaction: Lady Wang agreed with Xi-feng’s
suggestion. K A [A) = RUH AT 1

Lady Wang: “You’re of course right.... The
important thing now is to call in Zhou Rui’s
wife and one or two of our other women and
get them to begin these secret investigations for

us as quickly as possible.”

No.4 Scene

Dialogue

Beat 1#
(Dialogue)

Action: Lady Wang sent Wang Shanbao’s wife
to go with others into the Garden and keep an
eye on them for her. -5 N IR 3% OR K K
el P9 A

Lady Wang: “Just the person! After you have
reported back to your mistress, you will be able
to go with these others into the Garden and
keep an eye on them for me.”

Reaction: Wang Shanbao’s wife joyfully
accepted this mission and said bad words to
Lady Wang of those girls living in the Garden.
Lady Wang agreed with Wang Shanbao’s wife.
TR 153 IR 7 2 52 e T T 559 7] F
KA F, ERANFAEEHERFIUR.
Wang Shanbao’s wife: “We’ll get to the bottom
of this easy enough, don’t you worry, madam.
What you need in that Garden is more
discipline...and it is a charge which none of us
is willing to stand up to.”

Lady Wang: Agreed with Wang Shanbao’s
wife. “Yes, I suppose the girls who wait on the
young mistresses are inclined to be a bit

spoiled.”
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Beat 2# Action: Wang Shanbao’s wife said bad words
(Dialogue) of Skybright to Lady Wang = 3% {i 5% f 1A i
Wang Shanbao’s wife: “The young mistresses’
maids are by no means the worst. The worst of
the lot is that Skybright that works in Bao-yu’s
room.... Not much of the maidservant about
her!”

Reaction: Lady Wang thought of Skybright
and asked Xi-feng, Xi-feng answer to Lady
Wang. £ R N\ e &g 52 9F ) KA, R [R1 2
ERAN.

Lady Wang: She turned to Xi-feng
questioningly. “I remember last time I was in
the Garden with Lady Jia seeing a maid, a
snaky-waisted girl with narrow, sloping
shoulders and something of your Cousin Lin
about the eyes...I wonder if this is the same
girl? It sounds uncommonly like her.”
Xi-feng: “Skybright is certainly the best-
looking of the maids...I wouldn’t like to say for

sure that it was.”

Beat 3# Action: Wang Shanbao’s wife suggested to call
(Dialogue) for Skybright T3 & X 1 FE I LN IE5E .
Wang Shanbao’s wife: “There’s no need to go
on wondering. We can call her here this minute
and Her Ladyship can see for herself whether
it’s her or not.”

Reaction: Lady Wang got angry and sent
maids to call for Skybright F & A K& 315 A
FMHEE .

Lady Wang: “Whenever I see anyone from
Bao-yu’s room, it’s always either Aroma or
Musk. Both of them are the kind of plain,
simple girl I like...I want you to go over to
Master Bao’s place...There is a girl there called
Skybright who is very intelligent. You can tell
her to come...You are not to say anything to

her on the way here.”
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Beat 4#
(Dialogue)

Action: Lady Wang sarcastically blamed
Skybright for her beauty and tentatively asked
Skybright how has Bao-yu been recently. 7%
ANVUIKIG 2 HISETE, R 1A S 32 5 K A0
SRV

Lady Wang: “Good gracious me! What
swooning Si-shi we here...Is Bao-yu any
better?”

Reaction: Skybright answered Lady Wang
smartly. l 2 Wb A1 % F RN .

Skybright: “I don’t often go into Bao-yu’s
room, madam, or see much of him, so | am
afraid I am not able to tell you...They would be

able to give Your Ladyship an answer.”

Beat 5#
(Dialogue)

Action: Lady Wang pretended to blame
Skybright for her not taking care of Bao-yu.+
RNBEHEIE LA LIRS £

Lady Wang: “Little liar! You’ve got eyes in
your head, haven’t you? What’s the good of
employing you if you can’t even tell me
whether he’s well or nor?”

Reaction: Skybright explained smartly. i3T5
R

Skybright: “I used to be Her Old Ladyship’s
maid. She selected me for night duty in the
outer room at Garden Delights...I will do so in

future, if Your Ladyship wishes me to.”

Beat 6#
(Dialogue)

Action: Lady Wang believed what Skybright
had said and decided to deal with Skybright in a
few days. £ A& LAAEIF e JUH JEALiR
Lady Wang: “Please don’t trouble yourself... I
shall be dealing with her in a few days’ time,
when | have had a chance of speaking about her
to Her Old Ladyship.”

Reaction: Skybright left the room, utterly

crushed. BE 2B H 1] .
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Skybright: Left the room, utterly crushed. She
buried her face in her handkerchief as soon as
she was outside the door and wept into it every

step of the way back to Green Delights.

No.5 Scene

Motion&

Dialogue

No.5.
1

Scene

Motion+

Dialogue

Beat 1#
(Dialogue)

Action: Bao-yu asked Xi-feng what they came
to his place for. & & [A] KH K H

Baoyu: Was still worrying about Skybright
when this party of women came bursting into
his courtyard...he ran into Xi-feng and asked
her what was happening.

Reaction: Xi-feng explained that an important
thing lost and they came here to search for it.
RIHMRE A EE AR E T, Dikitbd—
aUMERFKHESE.

Xi-feng: “Something important is missing that
no one will own up to having taken...so they
are searching everyone in order to clear the

innocent ones of suspicion.”

Beat 2#
(Motion)

Action: Wang Shanbao’s wife was going to
search Skybright’s trunk. = 3 {58 [ 1E 2L L4
HEHIHT

Wang Shanbao’s wife: “Whoese girl’s is this?
Why doesn’t she come forward and open it?”
Reaction: Skybright came rushing into the
room, flung the lid open with a bang, picked the
trunk up by its bottom, and emptied its contents
on the floor.Hi§ S b3 A1 HI K, $RGEE A S
e AR VU RIAEHD |

Skybright: To judge from the state her hair was
in, had only just got out of bed, came rushing
into the room, flung the lid open with a bang,
picked the trunk up by its bottom, and emptied

its contents on the floor.

Beat 3#
(Dialogue)

Action: Xi-feng was going to search in the next

palce and asked the maids whether they had
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searched completely. RAHAR K 8 & —4t,
JFH TN AR EHEI A T

Xi-feng: “Now have you looked really
thoroughly? You’re going to look pretty silly if
you have to report back to Lady Wang
tomorrow that you couldn’t find anything.”
Reaction: The maids replied to Xi-feng. ~ A
(RIEIEDZN/C S

The maids: “We’ve been through everything.
There’s nothing here that there shouldn’t be....

Anyway, they’re of no consequence.”

No.5. Motion+ Beat 1# Action: Dai-yu was going to get up from the
2 Dialogue (Dialogue) bed to ask what happening here. & £ 4% £ i
Scene i) AAH K H o

Dai-yu: Had already gone to bed when the
arrival of all these people was announced.
Unable to guess what they could have come for,
she was on the point of getting up to ask when
Xi-feng came into her room and begged her to
stay in bed.

Reaction: Xi-feng stopped her and explained
what were they doing here. <\ ZF Wi I fit B 5.,
IR 2L -

Xi-feng: “Go to sleep. We shall be gone again

in a moment.”

Beat 2# Action: Wang Shanbao’s wife searched the
(Motion+ Dialogue) maids’ room and found some man’s stuff in
Nightingale’s room. 3R 5 I 7E L 4H 5
445 55 Nt 118 RUAH AT R WG
Wang Shanbao’s wife: In the course of
rummaging through the various trunks and
boxes in Nightingale’s room they came across
some old amulets... Wang Shanbao’s wife,
congratulating herself on what she took to be a
significant discovery, called Xi-feng over to

witness it.
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Reaction: Xi-feng explained for Nightingale
and Nightingale explained again. < 4H iR 15
ERL Y, KIGHE— DR

Xi-feng: “These would be old things of Bao-
yu’s. He and the girls here have been seeing
each other for years...You could always ask
them, if you don’t believe me.”

Nightingale: “We’ve had so many other things
where these came from and given so many in
return that I can’t keep track of them. I couldn’t
for the life of me tell you when he gave us

these.”

No.5.

Scene

Motion +

Dialogue

Beat 1#
(Dialogue)

Action: Tan-chun stood in the open doorway
and waited for the search party when it arrived.
RETF TR0 I —1T A

Tan-chun: Guessing that something serious
must have happened to have provoked so ugly
reaction. — “Well? What do you want?”
Reaction: Xifeng explained to Tan-chun that
something important lost and they came here to
search for it. XU4H [ R B R RE K HH

Xi-feng: “Something has been missing and
they have been questioning everyone for
several days now without being able to find it

out who took it...”

Beat 2#
(Dialogue)

Action: Tan-chun laughed grimly and asked
her maids to open the trunks. #7F& % 34 b
NITFHEAFAS o

Tan-chun: “Naturally all my maids are thieves.
As a matter of fact, I am their principal fence...
because anything they steal is automatically
handed over to me.”

Then she ordered the maids to open all her
boxes.

Reaction: Xi-feng tried to comfort Tan-chun

and asked Patience to close the trunks. X\ ZH %

K Pe R IR T LA -
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Xi-feng: “I’m only carrying out your mother’s
orders, coz. There’s no point in getting
offended with me. Quickly, do these things up

again for Miss Tan.”

Beat 3#
(Dialogue)

Action: Tan-chun stopped Xi-feng to search
hers trunk instead of her maids’ trunks and
indicated what would happen to Jia-clan in the
future. FRFEAVERA E XY LHFE T
I E PR F AR K

Tan-chun: “I’ve said that you may search my
things, but if you want to search my maids’,
I’m afraid that won’t be possible. You see, [ am
a very hard mistress.... A great household like
ours is not destroyed in a day. The beast with a
thousand legs is a long time dying.”

Reaction: Xi-feng speechlessly looked toward
to the maids. A4 & HIFE&EAREA .

Xi-feng: darted a look at the women.

Beat 4#

(Dialogue+ Motion)

Action: Zhou Rui’s wife mediated between
Tan-chun and Xi-feng and suggested Xi-feng to
search for the next one. J& %t 5 FI [E 377 31 3 X

HEHE T %K.

Zhou Rui’s wife: “Since Miss Tan has said that
the girls’ things are all here, Mrs Lian, can’t we
go on to another place now and leave her in
peace?”

Reaction: Xi-feng stood up and was going to
leave. JRUAH EE B 15 F .

Xi-feng: responded by rising to her feet and

wishing Tan-chun good night.

Beat 5#
(Dialogue)

Action: Tan-chun answered to Xi-feng and
warned Xi-feng that she would not accept one
more search. ZR% [ B2 JRUH K 5 5, JF% 25 R
JHF ORI I — S A

Tan-chun: “Are you sure you’ve looked
properly? It’s no good coming back tomorrow
and asking to look again, because I shan’t let

2

you.
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Reaction: Xi-feng promised to Tan-chun. X 4H
BRI
Xi-feng: “If all the maids’ things are in here,

there is no need to look.”

Beat 6#
(Dialogue)

Action: Tan-chun laughed coldly and said
ironically to Xi-feng &% ¥ 5 FE W IRV 4H .
Tan-chun: “If you haven’t, you’d better do so
now, while you have the chance.”

Reaction: Xi-feng faked a smile and answered
to Tan-chun. XUHF% 56 Bl B 4R 5

Xi-feng: “I have already searched your maids’

things and your things sufficiently.”

Beat 7#
(Dialogue)

Action: Tan-chun asked all the maids whether
they had finished searching her place. #8% i) £k
NEREE T

Tan-chun: “What about the rest of you?”
Reaction: All the maids answered to Tan-chun.

OUNEIE-E/3 8

The maids: “We’ve searched enough.”
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Beat 8#
(Motion+Dialogue)

Action: Wang Shanbao’s wife showed her total
lack of judgment and took hold of a corner of
Tan-chun’s jacket and said she had already
searched even Tan-chun’s body. 3% {5 5 f#] .0
P, AR A T R AR, (R
ERE G AT .

Wang Shanbao’s wife: showed her total lack of
judgment-for she was in truth a very stupid
woman. She had heard something og Tan-
chun’s reputation in the past...At all events, she
resolved to show how little she held Tan-chun
in esteem by indulging in a little horse-play at
her expense. Going up to Tan-chun, she took
hold of a corner of her jacket and turned it
back, grinning all over her face. “There! I've
even searched Miss Tan, and there’s nothing on
her either!”

Reaction: Tan-chun slapped on Wang
Shanbao’s wife’s face and got completely
angry IR B, HEHEE R RN
Tan-chun: There was a resounding smack! And
a large red mark appeared on the old woman’s
face where Tan-chun had hit her.

“Who do you think you are? How dare you
touch me? It seems that the respect that I and
the others show you.... I would rather be
searched by you than submit to being pawed

over by a slave!”
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Beat 9#
(Dialogue)

Action: Xi-feng blamed Wang Shanbao’s wife
for being stupidly and comforted Tan-chun./X\
IHTT & E R RK MBI IR .
Xi-feng: quickly buttoned Tan-chun up again
and straightened out Tan-chun’s dress, shouting
angrily at Wang Shanbao’s wife. “You have
been drinking again, Nannie. Why do you do it,
if it makes you behave so badly? You’d better
get out of here, before worse happens!”
Reaction: Tan-chun laughed coldly. & %%
%,

Tan-chun: “I’m not upset. If I’d been upset |
should have beaten my brains out before I’d
have let her touch me. | shall see Grandmother
and Lady Wang about this first thing tomorrow,
and after that I shall call on Lady Xing and
make whatever amends she likes to ask for.”

Beat 10#
(Dialogue)

Action: Wang Shanbao’s wife complained
bitterly of the outrage to her dignity after being
retreated hastily from the room. £ E R %K 1 A
R, RIGEE ML

Wang Shanbao’s wife: “This is the first time
anyone has ever struck me...I had rather not go
on living!”

Reaction: Tan-chun got angry again by what
Wan Shanbao’s wife had said. #7% W 22 Bk 4E
.

Tan-chun: “Do you hear what that woman is
saying? Are you waiting for me to go out there

and argue with her myself?”

Beat 11#
(Dialogue)

Action: Scribe hurried outside to take up
cudgels for Tan-chun. £ 2T H 257 5 T3
1RE M.

Scribe: “If I were in your shoes, Mrs. Wang, |
should have the sense to keep my mouth shut...
After all, if you go, who will there be left to

worm her way into Her Ladyship’s confidence
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and make all our lives a misery by having

searches made?”

Reaction: Xi-feng was greatly amused. X 41+
Befrds o

Xi-feng: “Good for Scribe! Like misstress, like

maid!”
Beat 12# Action: Tan-chun said coldly to Xi-feng. %%
(Dialogue) b A 2

Tan-chun: “Oh, we thieves have ready wits. We
are all capable of turning a phrase or two. It’s
only when it comes to going behind other
people’s backs and stirring those in authority up
against them that we are not quite so clever.”
Reaction: Patience and Zhou Rui’s wife made
some soothing remark to Tan-chun, and Xi-
feng left for another place. V- ) LA & it 5% 1) &%
RE, REEITEAET kb,

Patience made soothing remark to Tan-chun,
simultaneously making a grab at Scribe and
pulling her back into the room...Xi-feng
remained until she had seen Tan-chun safely
put to bed before leading her party off in the

direction of Xi-chun’s Spring in Winter room.

No.5. Dialogue Beat 1# Action: Xi-chun got afraid of Xi-feng’s party.
4 (Dialogue) THHRE BRI Tk, OAEFH.
Scene Being younger and more immature than the

other cousins, Xi-chun was much more
frightened by this visitation...

Reaction: Xi-feng comforted Xi-chun. X\ % %
TR

It took all of Xi-feng’s efforts to calm her.

Beat 2# Action: The maids found in Picture’s trunk a
(Narrative) large packet containing thirty or forty silver
medallions and a pair of men’s boots and socks.
FENEFE TR BLE AR 1 & 55 N EEAR
Reaction: Picture turned pale. \ I # 1 it .

Beat 3# Action: Xi-feng asked where these things from.
(Dialogue) JAGH )\ X 8 7R 75 [ 755K . were
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Xi-feng: “Where did these come from?”
Reaction: Picture answered to Xi-feng. A\ i [7]
& RH i)

Picture: “They were given to my brother by Mr
Zhen, madam...so he made a secret
arrangement with one of the old nannies to
bring things in to me so that | could look after

them for him.”

Beat 4#
(Dialogue)

Action: Xi-chun was afraid and asked Xi-feng
to take Picture off. i 75 35 41 3 1Y XUAH A A il
B

Xi-chun: “I knew nothing about this! It is very
wicked of her. If you want to beat her, cousin,
please do it outside. I’'m not used to hearing
such things. I think it would distress me.”
Reaction: Xi-feng comforted Xi-chun. X 4 %
7 RIERE

Xi-feng: “If what you say is true, you can be
forgiven for looking after these things...if what
you say is not true, you may as well give up
hope of living!”

Beat 5#
(Dialogue)

Action: Picture cried and promised that she did
not steal these things. A\ I & 25 & if ith 15 45 1
IXLEART

Picture: “T wouldn’t dare lie to you, madam....
If they say my brother wasn’t given these
things, I shan’t complain if you beat us both to
death.”

Reaction: Xi-feng accepted Picture’s promise.
RIS NE SRR E, SRS
PN

Xi-feng: “I shall certainly ask...I shall let you
off this once if you will tell me honestly who
brought them in, but you mustn’t ever do this
again.”

Xi-chun: “Don’t let her off! There are so many
maids, If the older ones see her getting away

with it, there’s no knowing what they will get
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up to. You may want to forgive her, but |

don’t.”
Beat 6# Action: Xi-feng asked who the one was
(Dialogue) brought these things to Picture. X H il A I 1X
S 7R 7 AR T K

Xi-feng: “She seems to me a pretty sensible girl
as rule.... Tell me who it was.”

Reaction: Xi-chun answered that it was Old
Zhang that brought these things to Picture. And
Xi-feng asked the maids to take these things
first and then left Xi-chun’s place. 1% 5 X,
LEPREI SIS AL CE W SR P NI L
i

Xi-chun: “Oh, I can tell you that. It’s sure to
have been that Old Zhang woman from the rear
gate....in return for which, of course, they give

her their protection.”

No.5. Narrative+ Beat 1# Action: Xi-feng’s maids searched the trunks in
5 Dialogue (Dialogue) Ying-chun’s place and Wang Shanbao’s wife
Scene was going to hide what Chess owned in the
trunk. AUUHSRBWFFAL, EFREH A
L

Wang Shanbao’s wife: merely picked up one or
two things lying on the top of it before
hurriedly pronouncing that there was “nothing
there”.

Reaction: Zhou Rui’s wife intervened to
prevent Wang Shanbao’s wife. J& i 2% ft) S B
BHAE T EERFK A2

Zhou Rui’s wife: “Now just a minute. Whether
there is or not, you’ve got to go through it
properly, the same as you did the rest, out of

fairness to the others.”
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Beat 2#

(Narrative)

Action: Xi-feng opened Chess’s trunk and
found the relationship between Chess and . A
GRATIT E BEROAR 5 IR AL T A B i S22
BEKAR

Xi-feng: From handling so many bils,
invoices... “Since your visit last month my
parnts have found out about us but can’t do
anything...your loving kit cousin PAN
YOUAN".

Reaction: Xi-feng laughed after reading the
letters. Wang Shanbao’s wife asked Xi-feng
what it contained in Chess’s trunk. A& 515
IR R BRI ] UG =] BLAS
iAo

Xi-feng: Xi-feng could hardly restrain herself
from laughing out loud.

Wang Shanbao’s wife: “What is it, madam? An
account? I suppose you are laughing because

there is some mistake in it.”

Beat 3#
(Dialogue)

Action: Xi-feng asked Wang Shanbao’s wife
why Chess’s cousin’s family name is Pan
instead of Wang. SUH ) [ = 3 AR 5 1) 4] ]
HEL AR 5 0 S AN £ R R

Xi-feng: “It certainly doesn’t balance properly,
if you are Chess’s grandmother, shouldn’t her
Kit-cousin be a Wang?”

Reaction: Wang Shanbao’s wife explained to
Xi-feng. 3 {5 5 A i) RUGH RS

Wang Shanbao’s wife: “She has a kit-cousin on
her father’s side, her father’s sister’s son. Pan
You-an, that boy who ran away-he’s her kit-

cousin.”

Beat 4#
(Dialogue)

Action: Xi-feng read the letter to Wang
Shanbao’s wife. RUIHLRHE 345 £ IR K
Xi-feng: “That makes sense. Would you like
me to read you the letter?”” She proceeded to do

S0, to the great astonishment of all present.
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Reaction: All the maids were shocked, and
Wang Shanbao’s wife was embrassed. s/ A\ #f
WAL T, EHRREWEMLST ).

Wang Shanbao’s wife: who had sought out the
wrongdoing of others with such single-minded
persistency, was now mortified to discover that
the only wrongdoer she had succeeded in

unmasking was her own granddaughter.

Beat 5#
(Dialogue)

Action: Zhou Rui’s wife asked what Wang
Shanbao’s wife was going to say about this
affair. Ji B 5 A ) 135 DR 2% (00K ] Ab 22 0
+.

Zhou Rui’s wife: “Did you hear that, Mrs
Wang? Couldn’t be clearer than that, could it?
No talking a way out of that one! So what do
we do now?”

Reaction: Wang Shanbao’s wife was too
embarrassed; Xi-feng replied ironically that it
was a good thing that Chess brought a son-in-
law to Wang Shanbao’s wife; Wang Shanbao’s
wife slapped on her own face. F 3% 1% 5 [ 25 1
3o RIHVUINE 35 DR 5 Ui 2 — BE 4
F, AN EERE AR E SRR — A%
%5 EEREEITH G,

Wang Shanbao’s wife: heartily wished that it
were possible to slip through some crack and
disappear into the ground.

Xi-feng: “One must look on the bright side. The
girl has quietly gone off and chosen herself a
hunsband. At least her grandmother is saved the
bother of choosing one for her!”

Wang Shanbao’s wife: slapped her own face

and reproached herself.

No.6 Scene

Dialogue

Beat 1#
(Dialogue)

Action: Xi-chun told You-shi what happened
last night. 1 % 25 JF G IRWER 2 .
Xi-chun: launched into a long and detailed

account of what had happened the previous
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night. She also sent someone round to ask Zhou
Rui’s wife for the things that had been found in

Picture’s trunk.
Reaction: You-shi rebuked Picture. Ji: K 57
NI,

You-shi: “ Stupid creature!”

Beat 2#
(Dialogue)

Action: Xi-chun blamed You-shi it was her
fault that made Picture the way she was. 1 # 7
iU IREE NI EE .

Xi-chun: “Why do you call her names? It was
your laxness which made her the way she is....I
don’t care what you do with her-beat her, kill
her, sell her-I just want to be rid of her.”
Reaction: Picture knelt down and implored her
mistress not to send her away; You-shi helped
Picture. N\ IH i SK 15 F AN Z4T Ktk JUIRH
N IE 1 6

Picture: knelt down and implored her mistress
most piteously not to send her away.

You-shi: “It was only a single lapse on her part.
I’m sure she won’t do it again. Think of all the

years of service she has given you.”

Beat 3#
(Dialogue)

Action: Xi-chun showed her waywardness of
youth and proposed to stop going round to
Ning-guo House. f& % @ B 1 H CLAA 1%
A2 7 [E T

Xi-chun: “And it isn’t only Picture that T don’t
want to see any more. The same goes for all the
rest of you.... If I continue to go round, [ am
afraid | might get involved in it.”

Reaction: You-shi got angry after hearing what
Xi-chun had said; Xi-chun said sneeringly and
explained why she wanted to stop going round
Ning-guo House. J [GHr B4 TEAEM
B H CON T B4 5

You-shi: “Who has been talking about us? And
what, pray, have they found to talk about... I
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should have thought it was up to you to ask
them what they meant by it.”

Xi-chun: “That’s rather strange advice coming
from you. A girl like me is supposed to keep
well away from scandal, not go running
headlong towards it... | don’t want to have

anything to do with it.”

Beat 4#
(Dialogue)

Action: You-shi was half angered and half
amused by Xi-chun’s rudeness. Ji FR# H )
— SRR AN

You-shi: “I can see now why people speak of
Miss Xi as young for her age. Young and
foolish... I really do begin to despair of her.”
Reaction: The servant comforted You-shi that
it was only because Xi-chun was still young. £k
EIE T ROT IR UL R U BSR4 A Ui )
kK.

The women: “She is still very young. You must
expect a few knocks in your dealings with her,
Mrs Zhen.”

Beat 5#
(Dialogue)

Action: Xi-chun didn’t agree with the servant,
and she thought it was because none of You-shi
and other people could read or write. &\ N
Fe LR A AANE FARF IR E AN
IS ERREEE 2i% Vb2

Xi-chun: “I may be ‘young’, but there is
nothing ‘young’ about what I have just been
saying. And since nont of you people can even
read or write, how can you have the nerve to
call me ‘foolish’?”

Reaction: You-shi said sarcastically to Xi-
chun. JC KU T 75

You-shi: “You are the great scholar, of course.
The Top of the List candidate! Stupid people
like us cannot hope to compete with you in

understanding.”

Beat 6#
(Dialogue)

Action: Xi-chun retorted to You-shi that a true

sage could be identified by the very first step he
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takes, not by examination results. % X It
RIATHESRRTR.

Xi-chun: “There’s certainly not much
understanding in what you have just said... A
true sage can be identified by the very first step
he takes, not by examination results.”
Reaction: You-shi said mockingly that Xi-chun
started to englitening them; Xi-chun retorted to
You-shi. Jt RISAE B SE T AGURE 115 1
EHFEMEITRIEZPOVEC T 7 A Re&19
A H

You-shi: “Godness! A moment ago we had the
great scholar; now, it seems, the great preacher
has come to enlighten us!”

Xi-chun: “I lay no claim to enlightment, though
I can see that most people are no better than
Picture- and that they are as little worth

bothering about.”

Beat 7#
(Dialogue)

Action: You-shi blamed X-chun for being a
cold-hearted person. J&: F& 57 & i A2 0074 1A
ORERZ N

You-shi: “You are a cold-hearted little
monster.”

Reaction: Xi-chun retorted to You-shi that she
only didn’t want herself to be dragged down to
You-shi and other people’s level 1 # < 5% G
PRI A MR D9 T A IR He N e
7\

Xi-chun: “If I seem cold, it is because I wish to
keep myself uncorrupted. Why should | want to
get involved with you and allow myself to be

dragged down to your level?”

Beat 8#
(Dialogue)

Action: You-shi grew even angrier and she
couldn’t help to asking Xi-chun what she meant
by “dragged down by her level”. JC < 25 0 I#Uf
» FERAMERE R B 2 AR
You-shi: “What do you mean, ‘dragged down

by my level’? You turn your maids’ offence
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into an occasion for making a completely
unwarranted attact upon me... Very well, Miss
Holy Purity! | shall be careful to keep away
from you in future, in case your priceless
reputation is sullied by my presence.”
Reaction: Xi-chun called out after You-shi. &
E P/ NN

Xi-chun: “It will be much better for all
concerned if you don’t ever come here again. It

will save a lot of argument.”
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