NOTES ON
THE SEX OF A YOAO DRAMATIST

LIU WU-CHI

While discussing Yian drama in the History of Chinese Literature, Herbert
A. Giles wrote:
A four-act drama, entitled “Joining the Shirt,”> was written by one Chang
Kuo-pin, an educated courtesan of the day, the chiet interest of which
play lies perhaps in the sex of the writer.t
We agree with Giles that the chief interest here is indeed the sex of the
playwright Chang Kuo-pin #E%.* But what, after all, is Chang Kuo-pin’s
sex? To answer this, we must go back to Bazin Aine, a I'rench Sinologist of
the nineteenth century. T'hough writing more than one hundred years ago,
he is still an important writer on the Yiian drama. In three of his major
works: Theatre Chinois, 1838; Le Siecle des Youen? in Journal Asiatique, 1850-2;
Chine Moderne, Second Part, 1853; Bazin made a complete survey of the Yian
drama. He examined all the one hundred plays in I'sang Mou-hstin’s g8 E
Yian-ch'i Hsitan, T3, which he called by its alternate name, Yoeun-jin-pi-
tchong 7 ABHE; he made a biographical list of all the Yiian authors, including
the dramatists; he also translated four Yiian plays,* one of which is Chang
Kuo-pin’s “Joining the Shirt” (&% Ho Han-Shan) with the I'rench title “La
Tunique Confrontée.” In all these writings, Bazin referred to Chang Kuo-pin
as “courtisanc ct actrice.” Then he added:
On a de 'Tchang-kolie-pin trois drames, institulés La Tunique con-
frontéc, Sié-jin-kouci et lL.es Aventures dc Lo-li-lang.' Comme la police
obligeait toutes les courtisancs & porter des ceintures vertes, on appelait,
dans le style familier, les pidces de thédtres écrites par des courtisanes
#¥EhE ‘compositions des ceintures vertes.’.... Néanmoins, ‘T'chang-kotie-pin,
Tchao-ming-king, Hong-tscu-li-cul et Hoa-li-lang doivent étre mises au
nombre des femmes beaux esprits de la dynastic des Youén.?
Ever since then, the sex of Chang Kuo-pin scems to have been fairly well
established in Western writings.® The above quotation from Giles, therefore,
is merely one of the many statcments of a gencrally recognized fact.
Confronted with such an impressive array of authoritics, one feels dilffi-
dent in maintaining a positon that is diffcrent. We assert, nevertheless, that
Chang Kuo-pin was as good a man as any of those who said that he was not.

I'o prove this point, or rather to disprove the assertions of these Sinologists,
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we begin by a search of the primary source from which they got their infor-
mation. The clue to this quest is found in Bazin’s use of the Chinese words
ch’ang 1§ and ch'ang-fu 1837 in his reference to the lu-chin t2’u =] or
“compositions des ccintures vertes;” and in his mentioning Chang Kuo-pin
together with Tchao-ming-king (Chao Ming-ching #15%), Hong-tseu-li-eul
(Hung-tzu Li-erh f12#—), and Hoa-li-lang (Hua Li Lang 7628058  All these
references point to Bazin’s familiarity with the introductory section in Tsang
Mou-hsiin’s Y#an-ck’é Hsiian, which contains extracts from a number of Yilan
and Ming writings on the drama.® We discover that Bazin's information
came from two sources:

I. Chao Tzu-ang #T5H on the Drama. Chao 'T'zu-ang, who lived in
1254—1322, was an important writer and artist of the Yiian pcriod. As a
contemporary authority, his words have great bearing on the Yilan drama
and deserve quotation in full: “In the jyian-pen [ed!®, there are com-
positions by the chang-fu % known as lu-chin tz'u #%hil (compositions of
the green sash). Though some of these were exceedingly good, they should
not be called yo fu #HF. Tor instance, Huang Fan-ch’o # %4, Ching Hsin-
mo FHEE, Lei Hai-ch'ing HiFE# and others were famous chang #4115 of
ancient times. ‘They were called by their music names %4 only, and from
of old, they had no courtesy names 5. T'oday, Chao Ming-ching HMiH§% is
erroneously known as Chao Wen-ching #4#f; and Chang Ku-p’in EZ
as Chang Kilo-pin. These names arc incorrect.!

2. A list of Yilan Dramatists and their Plays. In this list, Chao Ming-
ching, Chang K'u-p’in, Hung-tzu Li-crh, and Hua Li Lang arc mecntioned
together as ch'ang-fu, whose plays should not be listed together with thosc
of the famous scholars £4+.12
Thus we learn that it is from the words chang and ch'ang-fu in the original

text that Bazin got the idea of Chang Kuo-pin’s being a courtesan. In view
of this fact, the crux of the question seems to be the mcaning of these two
terms. T'o study them, we start with the K'ang-hsi Dictionary, which tells us
that ch'ang 38 is a vulgar or corrupt form of chang f8. The Tzu Hai gives
the same explanation. Now, in literary Chinesc, the word ckh'ang, written as
18 or {8, means “music” #. In his annotation of the word “P'ai” ¢t in Shuo
Wen, Tuan Yii-ts'ai, a famous cightcenth century linguist, wrote: “As far as
it relates to drama, it is called p'ai; as far as it relates to music, it is called
ckang or yu (. Actually, they are the same thing.”!* So originally, ch'ang,
like p'ai or yu, was either a singer or a ‘player. It was only much later that
it acquired the meaning of a courtesan in combinations such as ckWang-chia
B and ch'ang-chi §}1, which obviously influcnced Bazin and Giles in their
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assertion of Chang Kuo-pin's scx and profession. We¢ must remember, however,
that in the Chincse sources just mcentioned, the writers were talking about
drama and dramatists, and not about the house ol pleasure. Though there is
no reason why courtesans could not be playwrights, there is more rcason that
actors should become playwrights. But the question remains as to whether
the ch'ang as actor or musician is a male or a fecmale. In this connection, the
commoncst use of chang is in its combination with y# to form the compound
chang-yu or yu-chang. 1t happens that in one passage Bazin himself used the
term chang-yu and translated it as “comédicnnces.”® This cluc being impor-
tant, let us investigate further the historical usage of the ecxpression. We
soon discover that clang-yu or yu-ch'ang was a common literary expression go-
ing as far back as Kuan-lzu 1% -5 Shih Chi ¥158,'% Han Shu, 3y and Shuo
Yuan #3655 But in all these classical writings, there is no indication what-
socver of the chang-yu or yu-cliangs being an cntertainer of the female sex.!
On the other hand, in scveral instances, when the term is used in conjunc-
tion with chu-jue {1 (dwarfl), it may best be interprcted as meaning a court
fool or clown. There are also instances in which ch'ang is dcfinitecly a male
entertaincr. The Shih Chi, {or cxample, has the following two entries:
I. Yu chan #4 (Actor Chan), a chlang of Chin (dynasty) was a
dwarf.?
2. In Empecror Wu’s time, he had a favorite ch'ang, Kuo She-jen F&A

(Kuo, the retainer).”
In both cases we know the sex of actor Chan and retainer Kuo to be male.
In another passage, Skik Chi rclers to the men of the Chung-shan il district
as those who were apt to become yu-chang, and the women of that district as
those who were rcady to cnter the harem.®  Since literary Chinesc was based
upon authoritics like these, the writers of the Yiian and Ming periods could
not have differcd widely i1n their use of such cxpressions.

As for the term ch'ang-fu, it is not found in any of the dictionaries, and
no carly authority for its usc can be cited. It docs not scem to have becen a
common cxpression, but it is certainly most important in our case as it is
from this compound term in the Chincse text that Bazin derived his in-
formation about the scx of Chang Kuo-pin and the other thrce Yuan play-
wrights who were classified together with him. Happily for us, the meaning
of this cxpression is not {ar to scck in modern Chinese usage. Thus the
character fu 3 scrves a formative function in compounds such as chang-fu 3%,
nung-fu 143, che~-fu 1i> cte. In all these cascs, f# denotes invariably a male
person whether he is a husband, a farmer, a carter, or somc other kind of

worker.® So cven il we arc uncertain about c¢keang, its combination with fu
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should make it explicitly clear what the sex of changfu.is. We belicve it is
this neglect in observing the [ull force of the word fu that has led the two
Sinologists and thosc who [ollowed them into giving a falsc identity to Chang
Kuo-pin’s scx.

Next, we comec to the cxpression lu-chin tz'u, or “compositions des ccintures
vertes,” as Bazin phrased it. Here again, the cxplanation in Tzwu Yian and
Tz'w Hai is inconclusive. The quotation from a 1263 cdict during the reign of
Kubla Khan scems to support Bazin’s contention as the said edict did stipu-

-

late the usc of green headdress (i

i (obviously, % here is green, not blue)
for the courtesan housc. But a closer cxamination shows that in the original
decree, the wearers of the green hcaddress were actually to bc men, not
women. T'o be exact, the imperial order was that “the head of the courtcsan
house and his male rclatives are to wear a green headdress.”?t  This kind of
head cover may seem outlandish, but it was not an innovation ot the Mongols.
Historically, green headgear had long been considered in China as a badge
of humiliation and disgrace for men. As carly as the Han dynasty, the wear-
ing of a grcen turban was a sign of contemptibility.® A story of the T’ang
dynasty gives an instance of a certain magistrate who used to punish his
delinquent subordinates by making them wrap their head in green cloth It
is evident that thc grecen headdress was not a desirable ornament for cither
sex, and no onc would put it on unless forced to as in the case of the mem-
bers of the courtesan house in the Mongol period or in the casc of the actors
of the chiao fang *" in the carly Ming dynasty.*

Lest after all this discussion, there should still be some modicum of doubt
in the rcader’s mind regarding the sex of Chang Kuo-pin, we shall now pre-
sent several body witnesscs to prove our case that he was a bonafide man.
‘The first group consists of three actors, Huang I'an-ch’o, Ching Hsin-mo, and
Lei Hai-ch’ing, all of whom werc mentioned by Chao ‘I'zu-ang in the passage
above as famous c¢k'ang of thc ancient times. Their testimony was that since
they themsclves were man actors, Chang Kuo-pin, by virtuc of the company
he kept, could not but be a man actor. We know that Iuang I'an-ch’o
was a favoritc entertainer in the court of the Brilliant Emperor i (712-756)
of T’ang, and that his wit and humor had amuscd not only the emperor, but
posterity as well. Lei Hai-ch’ing, a contemporary of Huang I'an-ch’o, was a pi-pa
(lute) virtuoso. Ching IHsin-mo lived during the period of the Five Dynasties.
He was a boon companion of Lmperor Chuang 2 (923-926) of the Later T'ang
dynasty, whowas himsclf an amatcur actor and who lost his thronc becausce
he was morc interested in acting than in governing his kingdom.

The sccond group of witnesses consists of men who were Chang Kuo-pin’s
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contemporaries. They were Chao Ming-ching, Hong-tzu Li-erh, and Hua Li

Lang, all members of the chiao fang, or Training Bureau, which was establish-

ed in the T°ang dynasty for the training of palace entertainers such as mu-

sicians, actors, and dancers to perform at imperial hanquets, on birthday an-
niversaries and other festive occasions. This T'ang institution, which proved
to be highly useful to pleasurc-sccking cmperors, was continued in the Sung
and Yiian dynastics. It was natural that some talented actors of the chiao

Sfang should aspirc to be playwrights; quite a few did become playwrights.

I'rom authoritative source materials on the Yilan drama such as the Lu Kuei

Pu 85 by Chung Szu-ch’eng ik and A Supplement to the Lu Kuei Pu

FLR A by Chia Chung-ming Vifiii3,%» we learn that Chao Ming-ching was a

head-actor {ifZ of the Training Burcau while Hua Li Lang and Hung-tzu Li-

crh were both son-in-laws of Liu Yao-ho i (sometimes also written as Liu

Shua-ho ZJ2F1) of the same Burcau. As for Chang Kuo-pin, he was a mana-

ger of the Training Burcau %4 during the reign of Ta-teh kfd (1297-

1307). In an elegy on Chang Kuo-pin, Chia Chung-ming spoke of the general

manager #% as living at a tumc when the years were plentiful and three

coppers could buy a peck of rice. So being well-fed and having nothing else
to occupy his mind, he began to write plays' He is said to have written five
plays, of which three arc extant®® This then is the story of the man who,
bccause of a misunderstanding concerning his sex, happily attracted the atten-
tion of Western writers and thus became intcrnationally known. Let us hope,
however, that all students ol the Yiian drama will always remember him, not
as “an cducated courtesan,” but as an actor-manager and playwright.
Yale University

Giles, History of Chinese Lilcrature, ondon, 1901, p. 274.

Also known as Chang Ku-p'in {14

Le Siecle des Youen was later published as a scparate book by Imprimerie

Nationale, Paris, 1854.

4. Bazin also translated the play Le Pi-pa-ki, ou L'Histoire du Luth, Paris, 1841.

5. Bazin, Le Sizcle des Youén, in Journal Asiatique, Mai-Juin, 1852, IVe Série,
Tome XIX, pp. 482-3.

6. S. W. Williams, translator of Chang Kuo-pin's “La Tunique Confrontée”
from Bazin, refers to its author as “a clever woman of the 13th century.”
The Chinese Repository, March, 1849, Vol 18, no. 3, p. 116.

H. Cordier quotes Bazin’s list of Yiian dramatic authors, adding: “d’apres
cette liste le nombre des autcurs - se monte a 8, des autcurs-femmes JEGS
a4.... " Bibliotheca Sinica, Paris, 1906-7, Vol. 111, p. 1784.

G. Soulié also follows Bazin by calling Chang Kuo-pin “courtisanc ct
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actrice.” Essai sur la Littérature Chmozse, Paris, 1912, p. 245.

7. Bazin, Théatre Chinois, Paris, 1838, Introduction, p. Ixiii.

8. Ibid.

9. Bazin translated some of these extracts, which he mistakenly called “Pré-
face de L'Editenr Chinois.” Théatre Chinois, pp. lv-lviii. Actuall,, these
were written by writers other than the editor Tsang Mou-hsiin, whose
name Bazin did not scem to have noted.

10. A term now used for the drama of North China in the Chin ¢ period
(1115-1234). In early writings, it was used loosely to denote plays of the
Yian and Chin periods.

11. Yaan-chie Hsizan iR, Szu-pu Pei-yao (SPPY) [U# i Fdition, Vol. I, Lun

s 1, p. 12,

12. Ibid., Lun 11, p. 12. Bazin rearranged this list into thrce divisions: I. Lettres

13.
14.

+; IT. Anonymes 4,i%; IT1. courtisanes 8. Theéatre Chinois, Introduction,
pp- (lix)-lxiii.

Quoted in Tzu Hai (ZH) §fii, Ho-ting-pen 1375742, 1948, p. 114.

Bazin wrote in Le Siécle des Youén: “On a dit que les Chinoises n’avaient
jamais paru sur le théatre; ¢’est une erreur. Je suis affirmer qu’ily avait
des actrices & la Chine pendent le regne des cmpereurs mongols. On les
appelait ffif#F ‘comédicnnes,” vulgairement: % Nao-nao ‘guenons’.”  Journal
Astatiqgue, Mai-Juin, 1852, IVe Serie, Tome xix, p. 48l.

15. Kuan-tzu, chican & 21, Szu-pu Tsung-k'an (SPTK) DU Fdition: “ZRINE:@E

16.

17.

18.

19.

B8, MELEREEmEERE” po 1L
The words ch'ang-yu and yu-cRang arc mentioncd a number of times in Shih

Chi. Here we give one example from the “Biography of Confucius” “&Hji,

A R TE LT TR A BT S R R ISR Shik Chi, SPPY Edi-
tion, Vol. 14, p. 7.

In the “Life of Kuan [Fu” jiffli, Han Shu writes: “JRig358mEM=E. g8
w2 k. Han Shu, SPPY Ldition, Vol. 19, p. 9. This is actually a verbatim
quotation from Shik Chi, SPPY FEdition, Vol. 2I, p. 8.

According to Shuo Yian, the hundreds ol palaces built by the TFirst Em-
peror of Chin “YSA5EIBNENG, ki Shuo Yian, chivan 20, SPTK Edition,
p- 95.

Both Tzu Yian (ZY) @i and Tzu Tung (TZ) §5m explain chang-yu as
“femalec musicians” &#. But the quotations they give do not seem to tally
with the explanation. Seec ZY, 1, Scction Tz [, p. 214, and ZT,1, chitan 11,

p. 2. ZH mecrely says “musical entertainers” #%5A without specifying their
sex. ZH, p. 114.
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20. The original passage reads: “WERF 7, 2800, {kith.” Shih Chi, SPPY FEdition,

21.
22.
23.

24.

25.

26.
21.
28.

29.

30.

31.

32.

Vol. 23, p. 4.

“EeaiiE, B RTSEALA A0 Also from Shikh Chi, SPPY Tdition, Vol. 23, p. 5.
Ibid. Vol. 24, p. 1.

One exception is fu-jen J: A, or madame. But here fu is the first word, and
not the second, in the combination.

U S, WM, HEaih See ZY, T, Scetion Wei <, p. 75; and ZH,
p- 1048, under the phrase “lu-t’ou-chin.”

Han Shu, in a note on “Tung-fang Shuo’s Life” 4, SPPY Edition,
Vol. 65, p. 9.

Mentioned in ZH, under the entry lu-tou-chin, p. 1048.

For a discussion of thc chiao fang, sce p. 7 of the article.

In an imperial edict of 1370, the actors were required to put on green turs
bans to distinguish themselves from the scholars and the common people.
See Hsitc Wen-hsien T'ung-kao Hi-rihind, Wan-yu Wen-k'u (WY WK) H5A ki
Edition, Vol. 1, p. 3626.

Chung Szu-ch’cng was a dramatist in the last years of the Yilan dynasty,
while Chia Chung-ming, three of whose plays are included in the Y#an-chi
Hsizan, flourished in the carly years of the Ming dynasty. In Chung Szu-
ch’eng’s Lu Kuei Pu (‘The Ghost Register), there were scveral lists of Yiian
dramatic authors with bricf biographical notices and clegies mourning
them. In his Supplement, Chia Chung-ming ecxtended the lists to his own
time and composed morc clegies on those about whom his predecessor had
failed to write. As contemporary documents, The Ghost Regisler and its
Supplement were the most authoritative accounts ol Yilan drama and Yiian
dramatic pocts.

In the Sung-Yiian period, the theaters, which were usually cnclosed by
beautiful railings, were known as kou-lan ZJBd. It is only in modern usage
that kou-lan comes to mean a courtesan house. A misunderstanding of this
term has led Lee-you Ya-oui to call Chang Kuo-pin “le directeur d’une
maison de plaisir.” Lee-you Ya-oul, Le Théatre Classique en Chine et en France,
Paris, 1937, p. 29.

The clegy appcared in Chia Chung-ming’s A Supplement to the Lu Kuei Pu.
Sec “New Annotations of Lu Kuei Pu” §LH0E R by Ma Lien JEffE in the
Bulletin of the National Library of Peiping W 7L/ Eif A, May-June, 1936,
Vol. 10, no. 3, p. 75.

Besides the three extant plays mentioned by Bazin, Chang Kuo-pin is also
known to have written two popular historieal plays, Chi-li T’an 8§ and

Kao-tsu Huan-hsiang p5itiisg, both of which are lost.
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